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TRANSLATOR’S FOREWORD
TO VOLUME TWO

IN this volume Hegel 1s surveying five different arts from his
philosophical point of view and supporting his argument by
numerous examples. Therefore it may be helpful to recall what
his attitude is to his own ‘speculative’ thinking and the empiricism
adopted by the scientific intellect {or the Understanding). Nature,
history, art, religion, and even philosophy may all be studied as it
were on the surface. Bcientists and histerians may discern or try
to discern laws in all these fields, but their first task 13 to accumu-
late a vast array of facts, This is something that must be done, but
it would all add up to a tale told by an idiot if it were not possible
to penetrate below the surface of fact, and even law, and discern
the truth or the Reason lying at the heart. Hegel believes that this
is the tusk of philosophy, but it must be given the facts first; it
cannot work a priori, Consequently, although this volume provides
facts in plenty, it really contains a philosophy rather than a history
of art. See the closing paragraphs of the Division of the Subject
which follows the Introduction here.

The lectures in this volume do depend here and there oo the
work of art historians and critics, but the bulk of them rest on
Hegel’s own direct acquaintance with works of art. In a few foot-
notes 1 have referred to his personal knowledge of buildings,
pictures, and operas. His letters to his wife when he travelled to
the Low Countries, Austria, and Paris testify to his devotion to
works of visual art and his eagerness to see them; he looked at
them with a fresh eve. Also he listened to opera with delight, and
he read poetry with care and insight.

Not all of his judgements, still less his speculative reasoning,
will command general assent. Novels seem to have little interest
for him—Scott he regarded as a recorder of trivialities instead of
great events, and the praise he lavishes on Hippel has amazed
German critics. Moreover he seems to me to have had little
understanding of what he calls ‘independent’ music. Neverthe-
less, a reader who is interested in art must find fascinating this
survey of five arts, and he may even envy its comprehensiveness,
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‘Throughout, however, it is necessary to remember that Hegel
died in 1831.

In a set of lectures as long as this some repetition is not un-
natural. This has led to some repetition in footnotes, but this may
be less irksome than more cross-references. Some notes in this
volume have benefited from corrections and suggestions by Mr.

T. J. Reed.
T. M. KNOX

Crieff, June 1973
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PART III

THE SYSTEM OF THE INDIVIDUAL
ARTS

INTRODUCTION

The first part of the science we are studying was devoted to the
general conception and the reality of beauty in nature and art:
true beauty and true art or, in other words, the Ideal, in the
stili-undeveloped unity of #ts fundamental characteristics, in-
dependently of its particular content and its different modes of
manifestation.

Secondly, this inherently solid unity of artistic beauty was
unfolded within itself into an ensemble of forms of art. Their
specific character was at the same time a specification of the con-
tent which the spirit of art had to frame from its own resources
into an inherently articulated system of beautiful and general
views of God and man.

What both of these spheres still lack is reality in the element of
externality itself, For in the case of the Ideal as such and also of
the particular forms of art—symbolic, classical, romantic—we did
continually speak of the relation between (i) the meaning, as the
inner side of the work of art, and (i) its configuration in an
external and phenomenal mode, or? of the complete conciliation
of the two. But while this i1s so, nevertheless this realization of the
Ideal amounted only to the still purely inmer production of art
within the sphere of the universal world-views into which it was
elaborated. But it is implicit in the very conception of beauty that
it shall make itself objective externally as a work of art presented
to immediate vision, to sense and sensuous imagination. Conse-
quently it is only through this existent, which is appropriate to
itself, that beauty really explicitly becomes beauty and the Ideal.

U oder in Hotho'’s first edition has dropped out from the second, but I take
this to be a misprint, as Bassenge does.
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‘Therefore, thirdly, we still have to survey this sphere in which the
work of art is actualized in the element of the sensuous. For only
in virtue of this final configuration is the work of art genuinely
concrete, an individual at once real, singular, and perfect.

The content of this third department of aesthetics can be
afforded only by the Ideal, because what is objectified here is the
Idea of the beautiful in the totality of the world-views implied by
it. "T'he work of art, therefore, is even now still to be regarded as
an inherently articulated totality, yet as an organism. In the
Second Part the different features of this erganism were particu-
larized as a group of essentially different world-views. But now
they fall apart as separate members, each of which becomes on its
own account an independent whole and in this individuality can
bring into representation the totality of the different forms of art.!
In itself, because of its essence, the ensemble of this new reality of
art belongs to a single totality; but since it is in the sphere of what
Is present to sense that this totality is realized, the Ideal is now
resolved nto its factors or moments and gives them an indepen-
dent subsistence, although they may interfere with one another,
may have an essential relation to one another, and supplement
cach other. This real world of art is the system of the indi-
vidual arts,

Now just as the particular art-forms, taken as a group, have
in them a progress, 2 development from the symbolic into the
classical and then the romantic, so on the one hand we find in
the individual arts also a similar progress because it is precisely the
art-forms themselves which acquire their determinate existence
through the individual arts. Yet, on the other hand, the individual
arts too, independently of the art-forms which they objectify,
have in themselves a development, a course which, considered
rather abstractly, is common to them all. Each art has its time of
efflorescence, of its perfect development as an art, and a histery
preceding and following this moment of perfection. For the
products of all the arts are works of the spirit and therefore are
not, like natural productions, complete all at once within their
specific sphere; on the contrary, they have a beginning, a progress,
a perfection, and an end, a growth, blossoming, and decay.

Here at the very beginning, we will briefly indicate the course of
these more abstract differences because it asserts itself similarly in

T Sce Yol. I, p. 72, note; p. 82, note.
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all the arts. These differences, usually under the name of severe,
ideal, and pleasing style, are commonly described as the different
artistic styles; these especially bear on the general mode of concep-
tion and portrayal in respect, for one thing, of the external form
and its freedom, or lack of it, simplicity, overloading in details,
etc., and in short on all the aspects in which the determinate
content overflows into external appearance; for another thing,
they concern the aspect of the technical manipulation of the
sensuous material in which art brings its content into existence.

It is a common prejudice that art made its beginning with the
natural and the simple. It is true that this can be granted in a
certain sense: e, the crude and the savage, compared with the
genuine spirit of art, are the simpler and the more natural. But
what 15 natural, alive, and simple in art as fine art 15 quite different
from this. Those beginnings which are simple and natural in the
sense of being crude have nothing to do with art and beauty: as,
for example, children make simple figures and with a few random
strokes sketch a human form, a horse, etc. Beauty, as a work of the
spirit, requires on the contrary even for its beginnings a developed
technique, many sorts of experiment and practice; and the simple,
as the simplicity of beauty, as ideal proportion, is rather a result
which only after manifold intermediate steps has reached the point
where multiplicity, variety, confusion, extravagance, and labori-
ousness have been overcome and where in this victory all pre-
liminary studies and preparatory apparatus have been concealed
or swept away; consequently only now does free beauty seem to
have been produced wholly unhindered and as it were by a single
cast.! This is like the manners of a cultured man: in everything
he says and does he behaves quite simply, freely, and naturally,
although he does not possess this simple freedom at all from the
start but has acquired it only as a result of a thorough and perfect
education.

Therefore in the nature of the case, and actuzlly in history, art
appears in its beginnings rather as artificiality and awkwardness,
often copious in accessories, laborious in the elaboration of
draperies and surroundings generally; and the more composite
and varied these externals are, the simpler in that case is what
is really expressive; this means that the truly free and lLiving

! This metaphor from, e.g., the casting of a statue in bronze 15 occasionally
used elsewhere, See, for example, Vol. 1, p. 407, note 2.
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expression of the spirit in its forms and movements remains all
the poorer,

In this regard, consequently, the earliest and oldest works of
art in all the individual arts offer the most inherently abstract
content, simple stories in poetry, seething theogonies with
abstract thoughts and their imperfect development, individual
saints in stone and wood, etc.; and the portrayal remains in-
flexible, uniform or confused, stiff, and dry. In visual art especially
the facial expression is obtuse, with the peace of animal vacuity,
not of spiritual and profound inner meditation, or else it is sharp
an¢d with an exaggeration of characteristic traits. Similarly too the
forms and movements of the body are dead; the arms, for example,
are glued to the body, the legs are not separated or they are moved
unskilfully, angularly, with sharp edges; in other ways too the
figures are shapeless, narrowly compressed or disproportionately
thin and lengthened. On the other hand a great deal of love and
industry is devoted to externals, to clothes, hair, weapons, and
trappings of other sorts; but the folds of the dress, for instance,
remain wooden and independent without being adapted to the
limbs (as we can see often enough in the case of earlier images of
the Virgin and saints); at one time they are set beside one another
in uniform regularity, at another broken up variously in harsh
angles, not flowing but laid broadly and amply round the figure.
Similarly the first attempts at poetry are jerky, disconnected,
monotonaus, dominated abstractly by only one idea or feeling, or
too they are wild, violent, in detail obscurely entangled, and in
ensemble not yet bound together into a firm inner organic whole.

But [ first], style, as we have to consider it here, consequently
begins, after such preliminary studies, only with what is fine art
proper. In fine art, style 1s indeed likewise still harsh at the start,
but it is already softened more beautifully into severity. This
severe style 1s that higher abstraction of beauty which tlings to
what 15 important and expresses and presents it in its chief out-
lines, but still despises charm and grace, grants domination to the
topic alone, and above all does not devote much industry and
elaboration to accessories. Thus the severe style still limits itself
to reproducing what is present and available. In other words,
while on the one hand, in content it rests, in respect of ideas and
presentation, on the given, e.g. on the present sacrosanct religious
tradition, on the other hand, for the external form it allows com-
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plete liberty to the topic and not to its own invention. For it is
satisfied with the general grand effect of establishing the topic and
therefore in its expressions it follows what is and is there. But
similarly everything accidental is kept aloof from this style so that
the caprice and freedom of the artist’s personality does not seem
to intrude through it. The motifs are simple, and, 1n the aims
represented, few, and so after all no great variety appears in the
details of the figure, or of muscies and movements.

Secondly, the ideal, purely beautiful style hovers in between
the purely substantive cxpression of the topic and the complete
emergence of what pleases. As the character of this style we may
signalize supreme liveliness in a beautiful and still grandeur, like
what we marvel at in the works of Phidias or in Homer. This is a
liveliness of all points, forms, turns of phrase, movements, limbs;
in it there is nothing meaningless or inexpressive; everything is
active and effective, and it displays the stir and beating pulse of the
free life itself, from whatever side the work of art 1s considered—
a liveliness which essentially presents, however, only a whole, and
is only an expression of ome thing, of one individuality and one
action.

Moreover in such true liveliness we find at the same time the
breath of grace wafted over the whole work. Grace is an appeal
to the listener or spectator which the severe style despises. Yet
even if ydpis, grace, proves to be only an acknowledgement, a
courtesy, to an audience, still in the ideal style it is altogether free
from this eagerness to please. We can explain this in a more
philosophical way. The topic is the substantial thing, concentrated
and perfect in itsclf. But since it comes into appearance through
art, it labours, so to say, to exist there for contemplation by others,
and to pass over from its simplicity and inherent compression
to particularization, partition, and dispersal. This progressive
development into existence for others is to be explained on the part
of the topic as if it were a complaisance, because 1t does not seem to
need this more concrete existence for itself and yet pours itself com-
pletely into 1t for our sake. But such a grace shouvld assert itself at
this stage only if the substantial thing, as self-maintaincd, persists
at the same time unweakened by the grace of its appearance, a grace
that blossoms only in externals as an original sort of superfluity.
Inner self-confidence’s indifference to its external existence, as
well as its inner peace, constitutes that beautiful neglect of grace
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which places no direct value on this its external appearance. At the
same time it is precisely here that the loftiness of beautiful style is
to be sought. Beautiful and free art is unconcerned in its external
form; there it does not let us see any private reflection, any aim
or intention; on the contrary, in every cxpression, every turn of
phrase, it hints only at the Idea and soul of the whole. Only in
this way does the Ideal of beautiful style maintain itself; this
style is not harsh or severe, but is already mellowed into the
serenity of beauty. No expression, no part of the whole 1s forced;
each member appears on its own account and enjoys an existence
of its own and yet at the same time it resigns itself to being only
one factor of the whole. In this way alone is the grace of animation
added to the depth and determinacy of individuality and charac-
ter; on the one hand, it is solely the topic which dominates; but
owing to the completeness of its exposition and the clear and yet
full variety of the traits which make the appearance wholly de-
terminate, distinet, living, and actual, the spectator is as it were
liberated from the topic as such because he has its concrete life
completely before him.

But, owing to this last peint, so soon as the ideal style pursues
stil] further this turning to the external side of the appearance, it
passes over into the pleasing or agreeable style. Here it 1s obvious
at once that something is intended other than the liveliness of the
topic itself, Pleasing, an effect produced from without, is declared
as an aim and becomes a concern on its own account. For example,
the famous Belvedere Apollo does not itself belong exactly to the
pleasing style, but it does at least belong to the transition from the
lofty ideal to charm. In the case of such a kind of pleasing, it is 110
longer the one topic itself to which the whole external appearance
refers; consequently in this way the particular details of this ap-
pearance become more and mote independent, even if at first they
still proceed from the topic itself and are necessitated by it. We
feel that they are adduced and interpolated as decorations or con-
trived episodes. But just because they remain accidental to the
topic itself and have their essential purpose selely in relation to
the spectator or reader, they flatter the person for whom they have
been devised. Virgil and Horace, for example, delight us in this
respect by a cultivated style in which we perceive versatile inten-
tions and an effort to please. In architecture, sculpture, and paint-
ing, the pleasing style produces the disappearance of simple and
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grand masses; everywhere we see little independent miniatures,
decoration, ornaments, dimples on the cheeks, graceful coiffures,
smiles, robes variously draped, attractive colours and forms, poses
that are striking and difficult and yet unconstrained and alive. In
what is called Gothic or German architecture, for example, when
it passes over into a pleasing style, we find an infinitely elaborated
gracefulness, so that the whole seems to be put together out of
nothing but little columns superimposed on one another with the
most varied decorations, turrets, pinnacles, etc. These are pleasing
in themselves yet without destroying the impression of great pro-
portions and unsurpassable masses,

But since this whole stage of art by! its presentation of the
external makes straight for an exterior effect we may cite as its
further general character the production of effects, This, as its
means of making an impression, may make use of the unpleasing,
the strained, the colossal (in which the tremendous genius of
Michelangelo, for instance, often ran riot), abrupt contrasts, ete,
Producing effects is in general the dominating tendency of turning
to the public, so that the work of art no longer displays itself as
peaceful, satisfied in itself, and serene; on the contrary, it turns
inside out and as it were makes an appeal to the spectator and tries
to put itself into relation with him by means of the mode of
portrayal. Both, peace in itself and turning to the onlooker, must
indeed be present in the work of art, but the two sides must be in
the purest equilibrium, If the work of art in the severe style is
entirely shut in upon itself without wishing to speak to a spectator,
it leaves us cold; but if it goes teco far out of itself to him, it
pleases but is without solidity or at least does not please (as it
should} by solidity of content and the simple treatment and presen-
tation of that content. In that event this emergence from itself
falls into the contingency of appearance and makes the work of
art itself into such a contingency in which what we recognize is no
longer the topic itself and the form which the nature of the topic
determines necessarily, but the poet and the artist with his sub-
jective aims, his workmanship and his skill in execution. In this
way the public becomes entirely free from the essential content of
the topic and is brought by the work only into conversation with
the artist: for now what is of special importance is that everyone
should understand what the artist intended and how cunningly

T Omitting urd, with Hotho's first edition.



620 ITL INTRODUCTION

and skilfully he has handled and executed his design. To be
brought thus into this subjective community of understanding
and judgement with the artist is the most flattering thing. The
reader or listener marvels at the poet or composer, and the on-
looker at the visual artist, all the more readily, and finds his own
conceit all the more agreeably satisfied, the more the work of art
invites him to this subjective judgement of art and puts into his
hands the intentions and views of the artist. In the severe style,
on the other hand, it is as if nothing at all were granted to the
spectator; it is the content’s substance which in its presentation
severely and sharply repulses any subjective judgement. It is
true that this repelling may often be a mere hypochondria of the
artist who inserts a depth of meaning into his work but will not
go on to a free, easy, serene exposition of the thing; on the con-
trary, he deliberately intends to make things difficult for the spec-
tator. But in that case such a trading in secrets is itself only an
affectation once more and a false contrast to the aim of pleasing.

It is the French above all who aim in their works at flattery,
attraction, and plenty of effects; therefore they have developed as
the chief thing this light-hearted and pleasing turning to the public,
because they look for the real value of their works in the satis-
faction which these give to others whom they want to interest and
on whom they want to produce an effect. 'This tendency is especi-
ally marked in their dramatic poetry. For example Marmontel tells
the following story about the production of his Denis-le- Tyran:
The decisive moment was a question put to the tyrant. Clairon had
to put this question. As the important moment approached, while
addressing Denis, she took a step forward at the same time towards
the audience and so apostrophized them. This action decided the
success of the whole piece.t

We Germans, on the other hand, make too strong a demand for
a content in works of art in the depths of which the artist is then to
satisfy himself, unconcerned about the public which must look
after itself, give itself trouble and help itself in any way it likes
Or can.

t In Hook it of his Memoirs Marmontel does not tel] this stery, but he does say
that an actor achieved this effect in the productien of Aristoméne.
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DIVISION OF THE SUBJECT

As for the more detailed division of our third Part, after these
general indications of stylistic differences common to all the arts,
it is especially the one-sided Understanding that has hunted
around everywhere for the most varied kinds of bases for classify-
ing the individual arts and sorts of art, But the genuine division
can only be derived from the nature of the work of art; in the
whole of the genres of art the nature of art unfolds the whole of the
aspects and factors inherent in its own essence. In this connection
the first thing that presents itself as important is the consideration
that, since artistic productions now acquire the vocation of issuing
into sensuous reality, art too is now there for apprehension by the
senses, so that, in consequence, the specific characterization of the
senses and of their corresponding material in which the work of
art is objectified must provide the grounds for the division of the
individual arts, Now the senses, because they are senses, 1.¢. related
to the material world, to things outside one another and inherently
diverse, are themselves different; touch, smell, taste, hearing, and
sight. To prove the inner necessity of this ensemble and its
articulation is not our business here: it is a matter for the philo-
sophy of nature where I have discussed it [in §§ 358 f£.]. Our
problem is restricted to examining whether all these senses-—or if
not all, then which of them—are capable by their nature of being
organs for the apprehension of works of art. In this matter we have
already [in Vol. I, Introduction, pp. 38—9] excluded touch, taste,
and smell. Bottiger’s' fondling of the voluptuous parts of marble
statues of female goddesses has nothing to do with the contempla-
tion or enjoyment of art. For by the sense of touch the individual
subject, as a sensuous individual, is simply related to what is
sensuously individual and its weight, hardness, softness, and
material resistance. The work of art, however, is not purely
sensucus, but the spirit appearing in the sensuous. Neither can a
work of art be tasted as such, because taste does not leave its
object free and independent but deals with it in a really practical
way, dissolves and consumes it. A cultivation and refinement of

T K. A. Bottiger, 1760-1835; amongst his voluminous writings [ have been

unable to identify this guotation. Iegel met him and attended g lecrure of his in
Dresden in 1824,
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taste is only possible and requisite in respect of foods and their
preparation or of the chemical qualities of objects. But the objet
d'art should be contemplated in its independent objectivity on its
own account; true, it is there for our apprehension but only in a
theoretical and intellectual way, not in a practical one, and it has
no relation to desire or the will. As for smell, it cannot be an organ
of artistic enjoyment either, because things are only available to
smell in so far as they are in process and [their aroma 18] dissipated
through the air and its practical influence.

Sight, on the other hand, has a purely theoretical relation to
objects by means of light, this as it were non-material matter. This
for its part lets objects persist freely and independently; it makes
them shine and appear but, unlike air and fire, it does not consume
them in practice whether unnoticeably or openly. To vision, void
of desire, everything is presented which exists materially in space
as something outside everything else, but which, because it
remains undisturbed in its integrity, is manifest only in its shape
and colour.

The other theoretical sense 1s hearing. Here the opposite comes
into view. Instead of with shape, colour, etc,, hearing has to do
with sound, with the vibration of a body; here there is no process
of dissolution, like that required by smell; there is merely a
trembling of the object which is left uninjured thereby. This ideal
movement in which simple subjectivity, as it were the soul of the
body, is expressed by its sound, 1s apprehended by the ear just as
theoretically as the eye apprehends colour or shape: and in this way
the inner side of objects is made apprehensible by the inner life
[of mind].

To these two senses there is added, as a third element, ideas,
sense-perceptions, the memory and preservation of images, which
enter consciousness singly by a separate act of perception, and,
now subsumed under universals, are put by imagination into
relation and unity with these. The result is that now on the one
hand external reality itself exists as inward and spiritual, while on
the other hand the spiritual assumes in our ideas the form of the
external and comes into consciousness as a series of things outside
and alongside one another.

This threefold mode of apprehension provides for art the
familiar division into (i) the visual arts which work out their
centent for our sight into an objective external shape and colour,
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(i1) the art of sound, i.e. music, and (iii) poetry which, as the art of
speech, uses sound purely as a sign in order by its means to address
our mner being, namely the contemplation, feelings, and ideas
belonging to our spiritual life. Yet if we propose to go no further
than this sensuous side of art as the final basis of division, we at
once run into a perplexity in relation to principles in detail, since
instead of being drawn from the concrete concept of the thing at
issue the bases of division are drawn only from the thing’s most
abstract aspects. Therefore we must look around again for the
mode of division which has deeper grounds, and which has
already been indicated in the Introduction [pp. 82-1] as the true
and systematic articulation of this Third Part, Art has no other
mussion but to bring before sensuous contemplation the truth as it
i In the spirit, reconciled in its totality with objectivity and the
sphere of sense, Now since this is to come about at this stage in the
medium of the external reality of artistic productions, the totality
which is the Absolute in its truth falls apart here into its different
moments,

In the middle here, the really solid centre, is the presentation
of the Absolute, of God himseif as God in his independence, not
yet deveioped to movement and difference, not yet proceeding to
action and self-particularization, but self-enclosed in grand divine
peace and tranquillity: the Ideal shaped in a way adequate to it-
self, remaining in its existence identical and correspondent with
itself. In order to be able to appear in this infinite independence,
the Absolute must be grasped as spirit, as subject, but as subject
having in itself at the same time its adequate external appearance.

But as divine subject [or person], entering upon actual reality,
it has confronting it an external surrounding world which must be
built up, adequately to the Absolute, into an appearance harmoni-
zing with the Absolute and penetrated by it. This surrounding
world is in one aspect objectivity as such, the basis and enclosure
of external nature which in itself has no spiritual absolute meaning,
no subjective inner life, and therefore while it is to appear, trans-
formed into beauty, as an enclosure for the spirit, it can express the
spirit only allusively.

Contrasted with external nature there stands the subjective
inner life, the human mind as the medium for the existence and
appearance of the Absolute. With this subjective life there enters at
once the multiplicity and variety of individuality, particularization,
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difference, action, and development, in short the entire and vari-
egated world of the reality of the spirit in which the Absolute is
known, willed, felt, and activated.

It is clear already from this hint that the differences, into which
the total content of art is broken up, correspond essentially, in
respect of artistic apprehension and portrayal, with what we con-
sidered in Part Two under the name of the symbolic, classical, and
romantic forms of art. ¥or symbolic art does not reach the identity
of content and form but only a relationship of the two and a mere
indication of the inner meaning in an appearance external alike to
that indication and the content which it is supposed o express.
Thus it provides the fundamental type of the art which has the
task of working on the objective as such, on the natural surround-
ings, and making them 2 beautiful artistic enclosure for spirit, and
of picturing the inner meamng of spirit in an allusive way in this
external sphere. The classical Ideal, on the other hand, corre-
sponds to the portrayal of the Absolute as such, in its indepen-
dently self-reposing external reality, while romantic art has for
both its content and form the subjectivity of emotion and feeling
in its infinity and its finite particularity.

On this basis of division the system of the individual arts is
articulated in the following way.

First, architecture confronts us as the beginning of art, a
beginning grounded in the essential nature of art itself. It is the
beginning of art because, in general terms, at its start art has not
found for the presentation of its spiritual content either the ade-
quate material or the corresponding forms. Therefore it has to be
content with merely seeking a true harmony between content and
mode of presentation and with an external relation between the
two. The material for this first art is the inherently non-spiritual,
1.e. heavy matter, shapeable only according to the laws of gravity;
its form is provided by productions of external nature bound
together regularly and symmetrically to be a purely external
reflection of spirit and! to be the totality of a work of art.

The second art is sculpture. For its principle and content it has
spiritual individuality as the classical ideal so that the inner and
spiritual element finds its expression in the bodily appearance
immanent in the spirit; this appearance art has here to present in
an actually existent work of art. On this account, for its matenal it

' With Hetho's first edition 1 retain und.
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likewise still lays hold of heavy matter in its spatial entirety, yet
without regard to its weight and natural conditions and without
shaping it regularly in accordance with inorganic or orgamic
forms; nor in respect of its visibility does it degrade it to being a
mere show of an external appearance or particularize it within in
an essential way. But the form, determined by the content itself,
is here the real life of the spirit, the human form and its objective
organism, pervaded by spirit, which has to shape into an adequate
appearance the independence of the Divine in its lofty peace and
tranquil greatness, untouched by the disunion and restriction of
action, conflicts, and sufferings.

Thirdly we must group together into a final ensemble the arts
whose mission it is to give shape to the inner side of personal life,

This final series begins with painting, which converts the exter-
nal shape entirely into an expression of the inner life, Within the
surrounding world, painting! does not only [as sculpture does]
present the ideal self-sufficiency of the Absolute but now brings
the Absclute before our vision as also inherently subjective in its
spiritual existence, wilhing, feeling, and acting, in its operation and
relation to what is other than itself, and therefore too in suffering,
grief, and death, in the whole range of passions and satisfactions.
Its object, therefore, is no longer God as God, as the odject of
human consciousness, but this consciousness? itself: God either
in his actual life of subjectively living action and suffering, or as
the spirit of the community, spirit with a sense of itself, mind in its
privation, its sacrifice, or its blessedness and joy mn life and activity
in the midst of the existing world, As means for presenting this
content painting must avail itself in general, so far as shape goes,
of what appears externally, i.e. both of nature as such and of the
human organism because that permits the spiritual to shine clearly
through itself. For material, however, it cannot use heavy matter
and its existence in the three dimensions of space, but instead
must do with this material what it does with shapes [in nature],
namely inwardize or spiritualize it. The first step whereby the
sensuous is raised in this respect to approach the spirit consists
(@) in cancelling the real sensuous appearance [Erscheinung], the

1 In Hegel's text the subject of this sentence iz not ‘painting’ but ‘the inner
life’. However, that Hegel means ‘painting’ seems clear from the fact that the
first word in his following sentence is fir.

t Bewusstseins (the genitive) in Iotho's second edition must be a misprint.
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visibility of which is transformed into the pure shining [Schein)
of art, and () in colour, by the differences, shades, and blend-
ings of which this transformation is effected. Therefore, for the
expression of the inner soul painting draws together the trinity of
spatial dimensions into a surface as the first inwardizing of the
external, and presents spatial intervals and shapes by means of the
sheen of colour. For painting 1s not concerned with making visible
as such but with the visibility which is both self-particularizing
and also inwardized. In sculpture and architecture the shapes are
made visible by light from without. But, in painting, the material,
in itself dark, has its own inner and ideal element, namely light.
The material is lit up in itself and precisely on this account itsetf
darkens the light, But the unity and mutual formation of light and
darkness is colour.?

Now secondly the opposite of painting in one and the same
sphere is music. Its own proper element 1s the inner life as such,
explicitly shapeless feeling which cannot manifest itself in the
outer world and 1ts reality but only through an external medium
which quickly vanishes and is cancelled at the very moment of
expression. Therefore music’s content is constituted by spiritual
subjectivity in its immediate subjective inherent unity, the human
heart, feeling as such; its material is sound, while its configuration
is counterpeint, the harmony, division, linkage, oppesition, dis-
cord, and modulation of notes in accerdance with their quantitative
differences from one another and their artistically treated tempo.

Finally, the third art after painting and music is the art of speech,
poetry in general, the abselute and true art of the spirit and its
expression as spirit, since everything that consciousness conceives
and shapes spiritually within its own inner being speech alone can
adopt, express, and bring before our imagination, For this reason
poetry in its content is the richest and most unrestricted of the
arts. Yet what it wins in this way on the spiritual side it all the
same loses again on the sensuous. 'That is to say, it works neither
for contemplation by the senses, as the visual arts do, nor for
purely ideal feeling, as music does, but on the contrary tries to
present to spiritual imagination and contemplation the spiritual
meanings which it has shaped within its own soul. For this reason
the material through which it manifests itself retains for it only
the value of a means (even if an artistically treated means) for the

! Another allusion to Goethe’s theory of colour.
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expression of spirit to spirit, and it has not the value of being a
sensuous existent in which the spiritual content can find a corre-
sponding reality. Amongst the means hitherto considered, the
means here can only be sound as the sensuous material still rela-
tively the most adequate to spirit. Yet sound does not preserve
here, as it does in music, a value on its own account; if it did, then
the one essential aim of art could be exhausted in its manipulation,
On the contrary, sound in poetry is entirely filled with the spiritual
world and the specific objects of ideas and contemplation, and it
appears as the mere external designation of this content. As for
poetry’s mode of configuration, poetry in this matter appears as
the total art because, what is only relatively the case in painting and
music, it repeats in its own field the modes of presentation charac-
teristic of the other arts.

What this means is that (i) as epic poetry, poetry gives to its
content the form of objectivity though here this form does not
attain an external existence, as it does in the visual arts; but still,
objectivity here is a world apprehended under the form of some-
thing objective by imagination and objectively presented to inner
imagination. This constitutes speech proper as speech, which is
satisfied in its own content and the expression of that content in
speech. .

(i1} Yet conversely poetry is, all the same, subjective speech, the
inner life manifesting itself as inner, i.e. fyric which summons
music to its aid in order to penetrate more deeply into feeling and
the heart.

(iii) Finally, poetry also proceeds to speech within a compact
action which, when manifested objectively, then gives external
shape to the inner side of this objective actual occurrence and so
can be closely united with music and gestures, miricry, dances,
etc. This is dramatic art in which the whole man presents, by
reproducing it, the work of art produced by man.

These five arts make up the inherently determinate and articulated
system of what art actually is in both essence and reality. It is
true that outside them there are other imperfect arts, such as
gardening, dancing, etc., which however we can only mention in
passing. For a philosophical treatment has to keep to differences
determined by the essence of art and to develop and comprehend
the true configurations appropriz e to them. Nature, and the real
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world in general, does not abide by these fixed delimitations but
has a wider freedom to deviate from them; and in this connection
we often enough hear praise given to productions of genius pre-
cisely because they have to rise above such clear distinctions, But
in nature the hybrids, amphibia, transitional stages, announce not
the cxcellence and freedom of nature but only its impotence; it
cannot hold fast to the essential differences grounded in the thing
itself and they are blurred by external conditions and influences.
Now the same 1s true of art with its intermediate kinds, although
these may provide much that is enjoyable, graceful, and meri-
torious, even if not really perfect,

If, after these introductory remarks and summaries, we propose
to proceed to a more detailed consideration of the individual arts,
we are at once met in another way by a perplexity. This is because,
after concerning ourselves up to this point with art as such, with
the ideal and the general forms into which it was developed in
accordance with its essential nature, we now have to approach the
concrete existence of art, and this means treading on the ground of
the empirical. Here it 1s much the same as it is in nature: its
general departments are comprehensible in their necessity, but in
what actually exists for our senses single productions and their
species {(both in their existent shape and in the aspects they offer
for our consideration) have such a wealth of variety that (&) the
most varied ways of treating them are possible and () if we want
to apply the criterion of the simple differences entailed by the
philosophical Concept of nature, this Concept cannot cover the
ground, and thinking in terms of that Concept seems unable to
get its breath amid all this fullness of detail. Yet if we content
ourselves with mere description and reflections that only skim the
surface, this again does not accord with our aim of developing the
subject philosophically and systematically.

Then moreover there is added to all this the difficulty that each
individual art now demands for itself a philosophical treatment of
its own, because with the steadily growing taste for it the range of
connoisseurship has become ever richer and more extended. The
fondness that dilettanti have for connoisseurship has become a
fashion under the influence of philosophy,® in our day, ever since
the time when it was proposed to hold that in art the real religion,

' This may be an allusion to the clesing passages of Schelling's System of
Transcendental Idealism, or to his lectures on the Philosophy of Art.
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the truth, and the Absolute was to be found and that art towered
above philosophy because it was not abstract but contained the
Idea in the rcal world as well and presented it there to concrete
contemplation and feeling. On the other hand it 1s a mark of
superiority in art nowadays to equip oneself with a superfluity of
the most minute details and everyone is expected to have noticed
something new. Occupation with such connoisseurship is a sort of
learned idleness which does not need to be all that hard. For itisin
a way very agreeable to look at works of art, to adopt the thoughts
and reflections which may occur in consequence, to make easily
one’s own the views that others have had about them, and so to
become and to be a judge and connoisseur of art. Now the richer
are the facts and reflections produced by the fact that everyone
thinks he has discovered something oniginal of his very own, the
more now does every art—indeed every branch of it—demand a
complete treatment of its own. Next, moreover, alongside this,
history enters of necessity. In connection with the censideration
and assessment of works of art it carries matters further and in a
more scholarly way. Finally, in order to discuss the details of a
branch of art a man must have seen a great deal, a very great deal,
and seen it apain. I have seen a considerable amount, but not all
that would be necessary for treating this subject in full detail.

All these difficulties I will meet with the simple explanation that
1t does not fall within my aim at all to teach connoisseurship or to
produce historical pedantries. On the contrary my aim is simply to
explore philosophically the essential general views of the things at
issue and their relation to the Idea of beauty in its realization in the
sensuous field of art. In pursuit of our aim we should not be
embarrassed by the multifariousness of artistic producticns which
has been indicated above. After all, despite this variety the guiding
thread is the essence of the thing itself, the essence implied by
the Concept. And even i, owing to the element of its realization,
this 1s frequently lost in accident and chance, there are still points
at which it emerges clearly all the same, and to grasp these and
develop their philosophical implications is the task which philo-
sophy has to fulfil.



SECTION 1
ARCHITECTURE

INTRODUCTION

By making its content emerge into 2 determinate existence in the
real world, art becomes a particular art and therefore we can now
speak for the first time of art reafized and so of the actual beginning
of art. But since particularization is to bring about the objectiviza-
tion of the Idea of beauty and art, there is at once present along
with it, as the Concept requires, a totality of particulars. If there-
fore in the series of particular arts architecture is treated first, this
must not merely mean that it is presented as the art offering itself
for treatment first on the strength of its being so determined by
the nature of art; on the contrary, it must equally clearly be seen
to be the art coming first in the existence of art in the world. Yet
in answering the question of where art has begun alike in concep-
tion and in reality, we must throughout exclude both the empirical
facts of history and also the external reflections, conjectures and
natural ideas that are so easily and variously propounded about it.

There is a common urge, namely, to visualize a thing in its
beginnings, because the beginning is the simplest mode in which
the thing is to be seen. In the background of this there is retained
the dim idea that this simple mode reveals the thing in its essential
nature and origin, and then that the development of this beginning
up to the stage really in question is to be understood, equally
casily, by the trivial reasoning that this progress has gradually
brought art up to this stage. But the simple beginning 1s something
so insignificant in itself, so far as its content goes, that for philo-
sophical thinking it must appear as entirely accidental, even if pre-
cisely for this reason origination is regarded in this way by people’s
ordinary minds as so much the more intelligible. So, for example,
to explain the origin of painting there is a story told of a girl who
traced the outline of her sleeping lover’s shadow.! Similarly for
the beginning of architecture there are cited now a cavern, now

1 Pliny: Nat. Hist. xxxv. 5; and 43.
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a tree-trunk, etc. Such beginnings are so intelligible in themselves
that the origin seems to need no further explanation. The Greeks
especially have invented many charming tales to explain the
beginnings not only of fine art but also of ethical institutions and
other relationships of their life, With these tales they satisfied the
need to bring the earliest origin before their minds in a picture.
Historical such beginnings are not and yet they are not supposed
to have the aim of making the mode of origin intelligible by deriving
it from the Concept of the thing: on the contrary, this mode of
explanation is supposed to keep to the pathway of history.

What we have to do is to establish the beginning of art by so
deriving it from the Concept or essential nature of art itself that
we can see that the first task of art consists in giving shape to what
is objective in itself, i.e. the physical world of nature, the external
environment of the spirit, and so to build into what has no inner
life of its own a meaning and form which remain external to it
because this meaning and form are not immanent in the objective
world itself. The art on which this task is imposed is, as we have
seen, architecture which originally began to be developed earlier
than sculpture or painting and music.

Now if we turn to the earliest beginnings of architecture, the
first things that can be accepted as its commencement are a hut as
a human dwelling and a temple as an enclosure for the god and his
community. Next, in order to determine this starting-point more
precisely, people have seized on the difference between materials
that could be used for building, and it is disputed whether archi-
tecture begins in building with wood—the opinion of Vitruvius
[11. 1-4] whom Hirt had in view when he maintained the same—or
with stone. This contrast is important of course because it does not
merely affect the external material but also, essentially connected
with it, the fundamental architectural forms and the manner of
their embellishment, Nevertheless we can leave this whole differ-
ence aside as a purely subordinate matter affecting rather what 1s
empirical and accidental, and we can turn our attention to a point
of greater importance.

In the case of a house and a temple and other bwldings the
essential feature which interests us here is that such erections are
INcre means, presupposing 4 purpose external to them. A hut and
the house of god presuppose inhabitants, men, images of the gods,
etc. and have been constructed for them. Thus in the first place
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a need 1s there, a need lying indeed outside art, and jts appropri
satisfaction hag nothing to do with fine art and does not evoke 2
works of art. Men also take pleasure in leaping and singing a
they need the medium of speech, but speaking, jumping, screa;
ing, and singing are not yet, for this reason, poetry, the dance,
music. But even if, within architecture’s adaptability to the sat
faction of specific needs, whether of daily life, religious worsh;
or the state, the urge for artistic form and beauty becomes co
spicuous, we nevertheless have on our hands immediately a dizis
in the case of this art of architecture. Qnq_the one side stands ma
the subject, or the image of the god as theﬂéﬁhﬁﬂ_ﬁﬂ?ﬁaﬁ f
which, on the other side, architecture provides only the means, 1.
the environment, the enclosure, etc. With such an inhere;
division we cannot make 2 beginning, for in its nature the begi
ning is something immediate and simple, not a relativity an
essential connection like this. Instead we must look for a point
which such a difference does not yet arise,

In this connection I have already said earlier that architectur
corresponds to the symbolic form of art, and, as a particular ar
realizes the principle of that form in the most appropriate way

" because the meanings implanted in architecture it can in genera

——— L

indicate oply in the externals of the envirﬂnrg_:ﬂt*_t_ha;_ii_m:eaig_g_

But should there be absent at t'ﬁé-ﬁ_é'ginning the difference be.
tween (a} the aim, explicitly present in man or the temple-image,
of seeking an enclosure and () the building as the fulilment of this
aim, then we will have to lgok around for buildings which stand
there independently in themselves, as it were like works of sculp-

ture, and which carry theilﬂlmmand_mt in

some exieffial aim and peed. This is a pomnt of supreme im-

is implicit in the concept of the thing and can alone provide
an explanation of the varied external shapes of buildings and a
guiding thread through the labyrinth of architectural forms. But
all the same such an independent architecture is distinguished
again from sculpture by reason of the fact that, as architecture, it
does not produce constructions the meaning of which is the
inherently 55 SPIFtual afid subjective and has'in jtself the principle
of its appearance which throughout is adequate to the inner
meaning. On the contrary, what this architecture produces ig
works which can stamp the meaning on their external shape only
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symbolically. For this reason, then, this kind of architecture is
of a strictly symbolic kind both in its content and in its mode
of presenting it.

What has been said about the principle of this stage applies
equally to its mode of presentation. Here too the mere difference
between building in wood and in stone will not suffice because it
points to the means of delimiting and enclosing a space devoted to
particular religious or other human purposes, as is the case with
houses, palaces, temples, etc. Such a space can be formed cither by
hollowing out masses already fixed and solid in themselves or, con-
versely, by constructing surrounding walls and roofs. With neither
of these can independent architecture begin and consequently we
may call it an inorganic sculpture because although it erects inde-
pendently existent productions it does not pursue at all the atm of
creating free beauty and an appearance of the spirit in a bodily
shape adequate to it; on the contrary, in general 1t sets before us
only a symbolic form which is to indicate on itself and express
an idea.

Yet at this starting paz'nr architecture cannot remain. For its
vocation lies precisely in_ fashioning external nature as an en-
closure shaped into beauty by art out of the resources of the spirit
itself, and fashioning it for the spirit already explicitly present, for
man, or for the divine images which he has framed and set up as
ijects Its meamng this enclosure does not carry in itself_but
finds in SGmﬂhmgﬁse”WWd his-needs-and aims in famly
life, the state, or religion, etc., and therefore the independence of
the_buildings is sacrificed. .

From this point of view we can put the progress of architecture
i the fact that it makes the above-mentioned difference between

end and means emerge as a a separation of the two, and for man, or
for the individual anthmpamorph:c shape of the gods which sculp-
ture has worked out in objects, builds an architectonic receptacle
analogous to the meaning of these, i.e. builds palaces, temples, etc.

Thirdly, the final stage unites both factors and therefore appears
within this cleavage as independent at the same time.

‘These considerations give us for the division of the entirety of
architecture the following parts which comprise both the differ-
ences entailed in the Concept of the thing at issue and also the
historical development of architecture:

(1) strictly symbolic or independent architecture;

B243715.2 B
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(ii) elassical architecture which gives shape to the individ
spirit but divests architecture of jts independence and degrade
to providing an artistically formed inorganic environment for -
spiritual meanings that for their part have now been independen
realized:

(11} romantic architecture, so-called Moorish, Gothic,
German, in which houses, churches, and palaces are indeed |l
wise only the dwellings and assembly-places for civi] and religio
needs and for spiritual occupations, but, conversely, undisturb
as 1t were by this purpose, are framed and erected on their oy
account and independently. |

While therefore architecture i s, fundamental charact
remains throughout of a symbolic ind, still the artistic form

s0 deeply penetrated by the Classical form, and that of paintin

- and music by the romantic form that only a more or less narrov
room is left for the development in these arts of the typical charac
ter of the other art-forms, Although poetry, lastly, can stamp o
works of art in the most complete way the whole series of art
forms, we nevertheless will not have to divide it according to thy
difference between symbolic, classical, and romantic poetry bu
instead according to the Systematic arrangement specific to poetry
a8 a particular art, na mely its division into epic, lyric, and drama.
\*'—Architecture on the other hand is the art whose medium 1s purely
i external, so that here the essential differences depend on whether
this external object has its meaning within itself or whether, treated
A3 2 means, it subserves an end other than itself, or whether in
this subservience it appears at the same time as independent. The
first case coincides with the symbolic form as such, the second
with the classical because here th meaning proper attains por-
trayal on its own account and then the symbalic 1s tacked on to it
as 4 purely external environment, and this is implicit in the prin-
ciple of classical art. But the union of the two runs parallel with the
romantic, because romantic art does use the external as a means of
expression, but it withdraws into itself out of this external reality

and therefore can leave the objective existent free to be shaped
independently.
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Chapter I

INDEPENDENT OR SYMBOLIC
ARCHITECTURE —~

The primary and original need of art is that an idea or thought

generated by the spirit shall be produced by man as his own work
and presented by him, just as in a language there are ideas which
man communicates as such and makes intelligible to others. But
in a language the means of communication is nothing but a sign
and therefore something purely external and arbitrary; whereas
art may not avail itself of mere signs only but must give to
meanings a corresponding sensuous presence. That is to say, on
the one hand, the work of art, present to sense, should give
lodgement to an inner content, while on the other hand it should
so present this content as to make us realize that this content itself,
as well as its outward shape, is not merely something real in the
actual and immediately present world but a product of imagina-
tion and its artistic activity. If, for instance, I see a real living lion,
its individual shape gives me the idea ‘lion’ just as a picture of it
does. But in the picture something more is implicit: it shows that
the shape has been present in idea and found the origin of its being
in the human spirit and its productive activity, so that now we have

no longe.r acqulrgd mert:l},r the idea of ar an \_object, but-the-ides.of a

other smgle ObJECt to be repmduced in this way there is 1o
original need for art. On the contrary, we have seen that art, and
especially visual art, comes to an end when the representation of
such objects has the aim of displaying the artist’s subjective skill
In producing semblances of them. The original interest [of art]
depends on making visible to themselves! and to others the original
ﬂbj?ﬂive insights and wumiversal essential thoughts, Yet such
national insights are abstract at first and indefinite in themselves,
80 that in order to represent them to himself man catches at what
18 equally abstract, i.e. matter as such, at what has mass and weight,

! So the text. But the meaning ia to make theee views and thoughts visible in
At to those who see or think them.
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'T'his is capable of acquiring a definite form, but not an inherently
concrete and truly spiritual one. On this aceount the relation
between the meaning and the sensuous reality whereby the
mearing is to issue from [the artist’s] conception into the spectator’s
can be only of a purely symbolical kind. But at the same time a
building which is to reveal a universal idea to spectators is con-
structed for no other purpose than to express this lofty idea in
itsclf, and therefore it is an independent symbol of an absolutcly
essential and universally valid thought, or a language, present for
its own sake, even 1f it be wordless, for apprehension by spiritual
beings. Thus the productions of this architecture should stimulate
thought by themselves, and arouse general ideas without being
purely a cover and envirenment for meanings already independently
shaped in other ways. But in these circumstances the form that
lets such a content shine through it may not count as merely a sign
in the way that, for instance, crosses are erected as signs on graves,
or cairns in memory of a battle. For although a sign of this kind is
suitable for stimulating ideas, a cross and a cairn do not them-
selves indicate the idea which their erection aimed at arousing,
for they can just as easily recall all sorts of other things, These
considerations give us the general nature of architecture at this
stage.

With this in view, it may be said that whole nations have been
able to express their religion and their deepest needs no other-
wise than by building, or at Ieast in the main in some constructional
way. However, as is clear from what 1 havc said already in the
course of discussing the symbolic art-form, this 1s essentially true
only in the East; in particular, the constructions of the older art in
Babylonia, India, and Egypt, now partly in ruins, which have been
able to brave all periods and revolutions and which excite our
wonder and astonishment as well by their fantastic appearance as
by their colossal massiveness, either bear this character entirely
or else are for the most part its product. The building of such
works exhausts the entire life and activity of nations at certain
times,

Yet if we ask for a more detailed systematic arrangement of this
chapter and the chief productions belonging to this context, we
cannot in the case of this architecture, as we can n that of the
classical and romantic kinds, start from specific forms, e.g. for a
house; for here there cannot be cited any explicitly fixed meaning,
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or, therefore, any fixed mode of configuration, as a principle which
then in its further development is applicable to the range of differ-
ent buildings. In other words, the meanings taken as content
here, as in symbolic art generally, are as it were vague and general
ideas, elemental, variously confused and sundered abstractions of
the life of nature, intermingled with thoughts of the actuat life of
spirit, without being ideally collected together as factors in a single
conscousness. This absence of connection makes them extremely
varied and mutable, and the aim of architecture cansists ex-
clusively in visibly setting forth now this and now that aspect for
contemplation, in symbolizing them, and by human labour making
them pictorial, In view of the manifold character of this content,
there therefore cannot be any intention of treating it exhaustively or
systematically and I have therefore to restrict myself to connecting
together into a rational classification, so far as that is possible, only
the most important material.

‘The guiding considerations are, in bricf, the following:

For content we demanded purely universal views in which
individuals and nations have an inner support, a unifying point of
their consciousness. Consequently the primary purpose behind
such explicitly independent buildings is only the erection of some-
thing which is"& unifyifiig point for a nation or nations, a place
where they assemble, Yet along with this there is the subordinate
aim of making obvious, by the mode of configuration, what does
in general unify men: the religious ideas of peoples. These then °
provide at the same time'a more specific content for such works to
express symbolically. '

But, in the second place, architecture cannot stop at this original
feature determining it as a whole; for the symbolic productions
become individualized, the symbolic content of their meanings is
determined in more detail and therefore permits their forms to be
more clearly distinguished from one another, as, for example, in
the case of lingam-pillars, obelisks, etc. On the other hand, in such
individualized independence within itself, architecture presses on
owards a transition to sculpture, i.e. to the adoption of organic
animal shapes and human figures. Yet it tends to extend these into
Massive and colossal constructions and to set them in rows along-

side gne anather; partitions, walls!, gates, passages are added, and

1 2
‘o ]]H:'ﬂmfe, Matiern. These words are used frequently below. They both mean
a8, but Wand is a wall considered as a surface, ¢.g. the north face of the
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therefore what is like sculpture on them is treated purely archi-
tecturally, The Egyptian sphinxes, Memnons, and enormous
temples belong to this category.

Thirdly, symbolic architecture begins to show a transition
to classical by excluding sculpture and beginning to become
a structure for other meanings, not those directly expressed
architecturally.

In order to elucidate these stages further I will refer to a few
familiar masterpieces.

1. Architectural Works built for National Unification

“What is holy ?” Goethe asks once in a distich, and answers: “What
links many souls together.” In this sense we may say that the hely
with the aim of this concord, and as this concord, has been the
first content of independent archltecture, The readiest example of
this is provided by the story of the Tower of Babylonia. In the
wide plains of the Euphrates an enormous architectural work was
erected; it was built in common, a,ud__the\aim and content of the
work was at the same time the community of those who constructed
it. And the foundation of this sociat ot does Tot-refmain rherely
a unification on patriarchal lines; on the contrary, the purely
family unity has already been superseded, and the building,
rising into the clouds, makes objective to itself this earlier and
dissolved unity and the realization of a2 new and wider one. The
ensemble of all the peoples at that period worked at this task and
since they all came together to complete an immense work like
this, the product of their labour was to be a bond which was to
link them together (as we are linked by manners, customs, and the
legal constitution of the state) by means of the excavated site and
ground, the assembled blocks of stone, and the as it were architec-
tural cultivation of the country. In.that case, such a - building is
symbolic at the same time since the bond, which it is, it can only
hint at; this is because in its form and shape it i1s only 1n an
external way that it can express the holy, the absclute unifier of
men. The fact that the centre of unification in such a building was

Eiger is in German the north ‘wall’, while Mauer s a thick structure, like a city
wall. At this point Hegel distinguishes between the two words {2 wooden parti-
tion must be Wand and not Mauer), but elsewhere he uses them as Synonyms,
and the translation has followed him there.
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forsaken again by the peoples and that they separated is likewisc
rcported in this tradition.!

Another more important building, for which the historical
grounds are more secure, is the Tower of Bel [in Babylon] of
which Herodotus gives an account (i. 181). We will not examine
here the question of what relation this tower has to the one in the
Bible. This whole building we cannot call a temple in our sense of
the word, but rather a temple precinct; it was an enclosure two
furlongs square with brazen entry gates. In the middle of this
sanctuary, we are told by Herodotus who had seen this colossal
structure, there was a tower of solid masonry (not hollow inside
but solid, a wdpyos orepeds) a furlong in length and breadth; on
top of this was a second tower, on that a third, and so on up to
eight. On the outside is a path winding round the eight towers up
to the very top. About halfway up there is a halting-place with
henches where those making the ascent take a rest. On the topmost
tower there is a spacious temple, and in the temple there is a huge
bed richly caparisoned and 1n front of it a golden table. Yet there
is no statue set up in the temple and no one sleeps there at night
except onc of the native women selected from them all by the god,
according to the Chaldaeans, the priests of this god. The priests
also maintain (ch. 182) that the god visits the temple himself and
reposes on the bed. Herodotus also relates (ch. 183) that below, in
the sanctuary there is still another temple in which there is a large
sitting-figure of the god, all of gold, with a large gold table in front
of it. In the same chapter he mentions two altars vutside the
temple on which sacrifices are offered. In spite of all this, how-
ever, we cannot put this gigantic structure on a par with temples
in the Greek or modern sense. For the first seven cubes arc entirely
solid and only the top storey, the eighth, is a habitation for the
invisible god who enjoys up there no worship from priests or
congregation, The statue was below, outside the building, so that
the whole structure rises really independent by itself and serves
none of the ends of worship, although what we have herc is no
longer a mere abstract point of unification but a sanctuary. The
‘orm here is still left a matter of accident and is made square only
}cﬂr the material reason that a cube is stable. But at the same time
It occurs to us to demand that we should seek for a meaning which,

! The Tower of Babel. Genesis 11: 1-9, partly an attempt to explain the
f1qqurats, temple-towers in the Tigris-Euphrates valley.
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taken for the work as a whole, may provide a more fundamental
determinant, a symbolic one, for the form. We must find this,
although Herodotus does not mention this in so many words, in
the number of the solid storeys. There are seven of them, with
the eighth above them for the nightly visit of the god. But the
number seven probably symbolizes the seven planets and heavenly
spheres.

In Media too there are cities built in accordance with such a
symbalism, as, e.g., Ecbatana with its seven encircling walls. Of
these Herodotus relates (i. 98) that each is made higher than its
neighbour below, partly because the rising ground on the slope of
which they are built favoured this arrangement but partly deliber-
ately and skilfully; and the ramparts are differently coloured:
white on the first wall, black on the second, purple on the third,
blue on the fourth, orange on the fifth; but the sixth is coated with
silver and the seventh with gold. The royal palace and the treasury
are within the last. In connection with this sort of building
Creuzer says (Symbolik, i. 469), ‘Ecbatana, the city of the Medes,
with the royal palace in the centre, represents, with 1ts seven en-
cireling walls and seven different colours on their battlements, the
heavenly spheres surrounding the palace of the sun.’

2. Architectural Works wavering between Architecture and
Sculpture

The next advance which we must proceed to consider is this, that
architecture adopts more concrefe meanings as its content, and for
their more symbolical representation has recourse to forms which
are also more concrete, though whether it uses them in isolation
[for monoliths] or assembles them into great buildings, it does not
employ them in a sculptural way but in an architectural one in
its own independent sphere. In dealing with this stage we must
descend to details although here there can be no question of
completeness or a development of the subject @ priori because
when art advances in its works to the wide field of actual historical
views of life and religious pictorial ideas, it loses itself there in
what is accidental and contingent. The fundamental character
here is that architecture and sculpture are confused, even if archi-
tecture remains the decisive element.
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(@) Phallic colymns

Our previous treatment of symbolic art gave us occasion to
mention that in the Fast what was emphasized and worshipped
was the universal force of life in nature, not the spirituality and
power of consciousness but the productive energy of procreation.
‘This worship was general, especially in India, but it was propa-
gated also in Phrygia and Syria under the image of the Great
Goddess, goddess of fecundity, a pictorial idea adopted even by
the Greeks. In particular the conception of the universal force of
nature was represented and sanctified in the shape of the animal
generative organs, i.¢. in the phallus or the lingam. This cult was
principally disseminated in India, but even the Egyptians were
not strangers to it, as Herodotus relates (ii. 48). Something similar
at least occurred at Dionysiac festivals: ‘only instead of phalli the
LEgyptians have invented other umages, a cubit long; pulled by a
thread, women take them round to the villages; the pudendum is
always bent forward and is not much smaller than the rest of the
bedy.” The Greeks likewise adopted a similar cuit, and Herodotus
expressly informs us (ch. 49) that Melampus, not unacquainted with
the Egyptian Dionysiac sacrificial festival, introduced the phallus
which was carried in procession in honour of the god.

Especially in India this kind of worship of procreative foree in
the shape of the generative organs gave rise to buildings in this
shape and with this meaning: enormous columnar productions in
stone, solidly erected like towers, broader at the foct than above.
Originally they were ends in themselves, objects of veneration,
and only later did people begin to make openings and hollow
chambers in them and to place images of the gods in these, a
practice still maintained in the Greek Hermae, small portable
temples.! But in India this cult started with solid phallic columns;
only later was therc a division between an inner kernel and an
outer shell, and they became pagodas. The genuine Indian pagodas
must be essentially distinguished from later Mohammedan and
other imitations, because in their construction they do not origi-
nate from the form of a house; on the contrary, they are slender and

' There is some confusion here. In Greek religion there Is no teace of hollowed
columns. Herus were pillars with bearded heads and membro erecto, standing at
doors or marking boundaries. They were sacred and their mutilation at Athens
IN B.C. 415 created great scandal. ‘Small portable temples’ must be wrong: the
C_’rf‘fkﬂ had no such thing. ‘Small sunctuaries at doors’ might pass as a descrip~
tion of Herms, although they were not exactly sanctuaries, but only sacred.
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high and their original basic form is derived from these column-
like structures. The same meaning and form is present in the
conception, enlarged by imagination, of the hill Meru which is
represented as a whorl in the Milky Way from which the world was
born. Similar columns Herodotus mentions also, in the form partly
of the male generative organ, partly of the female pudendum.
He ascribes the construction of them to Sesostris (ii. 102') who.
in his wars set them up everywhere amongst the peoples he
conquered. Yet in the time of Herodotus most of these columns
no longer existed ; only in Syria had he seen them himself {ch. 106).
But his ascription of them all to Sesostris of course has its basis
only in the tradition he followed; besides he expresses himself
entirely in the sense of the Greeks because he transforms the natu-
ralistic meaning into one concerned with ethical life and says
[¢h. 102]:

In the countries where the people were brave in battle against Sesostris
during his wars, he erected columns on which he inscribed his own
name and country and how he had here reduced these peoples to sub-
jection; where, on the contrary, they submitted without a struggle he
added to this inscription on the pillar a female pudendum to indicate that
they had been cowardly and unwarlike.

() Obelisks etc.

Further similar works intermediate between architecture and
sculpture are to be found especially in Egypt. Amongst these are
obelisks which de not derive their form from the living organic
life of nature, from plants and animals or the human form; on
the contrary they have a. pure:l},r regular shape, though they do not

freely on their own account and mdependentl}f and are symbols
meaning the rays of the sun. Creuzer (Symbolik, i. 460) says
‘Mithras, the Mede or the Persian, rules in the sun-city of Egypt
(On-Heliopolis) and is advised there in a dream to build obelisks,
the sun’s rays in stone, so to speak, and to engrave on them the
letters called Egyptian.” Pliny (Nat. Hist. xxxvi. 14) had already
ascribed this meaning to obelisks.? They were dedicated to the

I Y162’ in all editions may be a misprint.
2 ‘An obelisk is a symbolic representation of the sun's rays.’ In the German
text a reference 13 added to xxxvii. 8, but this seems to be a mistake.
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sun-god whose rays they were to catch and represent at th.
time. In Persian monuments too flashes of fire occur, rising oo
columns (Creuzer, ibid., i. 778).

Next to the obelisks, we must make special mention of Memnons.
The huge Memnon statues at Thebes had a human form; Strabo!
saw one of them preserved, chiselled out of a single stone, while
the other which gave a sound at sunrise was mutilated in his time,
These were two colossal human figures, seated, in their grandiose
and massive character more inorganic and architectural than
sculptural; after all, Memnon columns occur in rows and, since
they have their worth only in such a regular order and size, descend
from the aim of sculpture altogether to that of architecture,
Pausanias? says that the colossal sounding statue was regarded
by the people of Thebes as an image of Phamenoph. But Hirt
(Geschichte der Baukunst bei den Alten—History of ancient archi-
tecture—Berlin, 18217, i. 69) refers this statue not to a divinity
but rather to a king who had his memorial here, like Ozymandias
and others. Nevertheless, these huge constructions should really
convey a more or less distinct idea of something universal. The
Egyptians and Ethiopians worshipped Memnon, the son of the
dawn, and sacrificed to him when the sun sent forth its first rays,
and in this way the image greeted the worshippers with its voice.
Thus by sounding and giving voice it is not of importance or
interest on the strength of its shape, but because in its existence it
is living, significant, and revealing, even if at the same time it
indicates 1ts meaning only symbolically.

What is true about the Memnon statues is true too about the
sphinxes which I have discussed already in connection with their
symbolic meaning. Sphinxes are found in Egzpt not only 111

* e B

mids at Cairo, It is 118 feet long, the hmght from the claws to the
head is 6 5 feet, the feet extended in front are 57 feet from the breast
to the point of the claws, and the claws are 8 feet high. Yet this
enormous mass has not first been hewn at all and then transported
to the place it now occupies; on the contrary, excavation at its
base has discovered that its foundation is limestone so that it be-
came obvious that this immense work had been hewn from one rock
of which it still only forms a part. In its most colossal proportions

I 14, i 46, 2. 42. 2.
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it approaches sculpture proper more nearly; but all the same the
sphinxes were set alongside one another ir: avenues, and this at once
gives them a completely architectural character.

(¢} Egyptian Temples

Now independent formations like these do not as a rule stand
separate from one another but become multiplied to form huge
temple-like buildings, labyrinths, and subterranean excavations,
and are used en masse, surrounded by walls, etc.

In the first place, as regards the Egyptian temple-precincts, the
fundamental character of this huge architecture has been made
familiar to us recently principally by French scholars. It consists
in the fact that they are open constructions, without roofing, gates,
ot passages between partitions, especially between porticos and
whole forests of columns. There are works of enormous extent
outside and variety inside. In their purely mdependent effect,
without serving as a habitation and enclosure for a god or the wor-
shipping community, they amaze us by thetr colossal propoertions
and mass, whale at the same time their individual forms and shapes
epgross our whole interest by themselves because’ they‘ﬁﬁe'ggen
erected as symbols for purely universal meanmgs or are even sub-
stitutes for_books since they mamfest the meanings not by t the1r

mode of conﬁguratmn P}_lt by wntmgs hlerﬁgl}rphms engraved on
their surface. In a2 way these gigantic buildings might be called a
collection of sculptures, yet they generally occur in such a number
and such repetition of one and the same shape thit they become
rows and thereby only in this ordering in rows acquire their
architectural character, but then this ordering becomes an end in
itself again and is not at all yust a support for architraves and roofs.

The larger buildings of this kind start with a stone-paved
avenue a hundred feet wide, Strabo says,! and three or four times
as long. On either side of this walk (8pduos) there stand sphinxes
in rows of fifty to a hundred, twenty to thirty feet high, Then
follows a huge ceremonial entrance (mwpdmviov), narrower above
than below, with pylons, and pillars of prodigious size, ten to
twenty times higher than a man, some of them standing free and
independently, others grouped in walls or as magnificent jambs;
these, being likewise broader at the base than above, rise in a slant,

t The first two-and-a-half sentences of this description are from 17. (. 28,
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freely, and independently to the height of fifty or sixty feet;
they are unconnected with transverse walls and carry no beams
and so do not form a house. On the contrary, their distinction
from perpendicular walls which hint at the purpose of carrying
beams shows that they belong to independent architecture. Here
and there Memnons lean against the sloping walls which also
form galleries and are bedecked all over with hieroglyphics or
enormous pictures in stone so that they appeared to the French
scholars who saw them recently as if they were printed calico, They
can be regarded like the pages of a book which by this spatial
limitation arouse in mind and heart, as the notes of a bell do,
vague astonishment, meditation, and thought. Doors follow one
another at frequent intervals, and they alternate with rows of
sphinxes; or we see an open square surrounded by the main wall,
with pillared galleries leading to these walls. Next comes a covered
square which does not serve as a dwelling but is a forest of columns;
the columns do not support a vault but only flagstones, After
these sphinx-avenues, rows of columns, partitions with a surfeit of
hieroglyphics, after a portico with wings in front of which obelisks
and couching lions have been erected, or again only after forecourts
or surrounded by narrower passages, the whole thing ends with
the temple proper, the shrine (onmwds), of massive preportions,
according to Strabo,! which has in it either an image of the god or
only an animal statue. This shrine for the god was now and again
a monolith, as, e.g., Herodotus (1. 155} relates of the temple at
Buto that ‘it was constructed from one stone, equal in height and
length, each wall being forty cubits square, and its roof was again
one stone projecting four cubits over the eaves’. But in general the
shrines are so small that there was no room for a congregation ; but
a temple requires a congregation or otherwise it is only a box, a
treasury, a receptacle for keeping sacred images, etc.

In this way such buildings go on indefinitely with rows of animal
shapes, Memnons, immense gates, walls, colonnades of the most
stupendous dimensions, now wider, now narrower, with individual
obelisks, etc, We can wander about amid such huge and astonishing
human works which in part have only a more restricted purpose in
the different acts of worship and we can leave these towered masses
of stone to utter and reveal what they like of the nature of the

' 17. 1. 28. But what Strabo says is that there s no statue in the form of

4 human figure but only of an anima! one.
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Divine, For when these buildings are looked at more closely,
symbolical meanings are clearly interwoven with them throughout,
so that the number of the sphinxes and Memnons and the position
of the pillars and the passages, are related to the days of the year,
the twelve signs of the zodiag, the seven Planets"ms
of the moon,.and. so on, Here sculpture has not worked itself free
from architecture; whiie on the other hand really architectonic
features, proportion, distances, number of columns, walls,
storeys, ete. are so treated that these relations do not have their
proper purpose in themselves, in their symumnetry, rhythm,! and
beauty, but are determined sgmbolically. For this reason this

uilding and constructing is seen to be af end in itself, as itself a
cult in which King and people are united. Many works like canals,
Lake Moeris,* waterworks in general, are related to agriculture
and the inundations of the Nile. For example, Sesostris, accord-
ing to Herodotus (ii. 108), had the whole country, hitherto used
by horses and carriages, cut up by canals for the sake of a water-
supply and thereby made horses and carriages useless. But the
chief works are still those religious buildings which the Egyptians
piled up on high in the same instinctive way in which bees build
their cells. Their property was regulated,? their other concerns
likewise, the soil was infinitely fertile and needed no laborious
cultivation, so that work consisted almost wholly in sowing and
reaping. Few of the interests and occupations engrossing other
peoples occur hete, and apart from priestly stories about the mari-
time undertakings of Sesostris [Herodotus, ii. 102], there are no
reports of sea voyages, On the whole the Egyptians were restricted
to this building and constructing in their own country. But the
independent or symbolic architecture affords the fundamental
type for their colossal works, bécause here the inner angd spiritual
life of man has not yet apprehenwﬁ*ﬁ”afﬁ{s and external
formations or made itself the object and product of its free activity.
Self-consciousness has not yet come to fruition, is not yet explicitly
complete; 1t pushes on, seeks, divines, and produces on and on

! je. ‘Eurhythmy, a suitable display of details in their context. The details
must be of a height switable to their breadth, and everything is symmetrical’
{(Vitruvius, i. 2. m1}. The meaning of these terms in Vitruvius is discussed in E,
Panofsky, op. cit., pp. 96—7.

* Herodotus, ii. 149.

3 By Sesostris who nasigned square plots of land, equal in size, to all Egyptians
{Herodotus, ii, 10g).
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without attaining absolute satisfaction and therefore without -
repose. For only in the shape adequate to spmt is spirit in its
completeness satisfied and then only.does it impose limits on its
productive activity; whereas the symbolic work of art 15 always
more or less limitless.

In the same category with such productions of Egyptian
architecture are the so-called labyrinths—courts with avenues of
columns round which are passages enigmatically interwoven
between walls; yet their twistings and turnings are not designed for
the silly problem of finding the way out, but for an intelligent
wandering amongst symbolic riddles. For the course of these
passages, as 1 have indicated already, is intended to imitate and
picture the course of the heavenly bodies. Some of these labyrinths
are built above ground, others below; apart from paths, they are
eguipped with enornimous reoms and halls, the partitions of which are
covered with hieroglyphics. The largest labyrinth which Herodo-
tus saw himself (ii. 148), was the one in the neighbourhood of
Lake Moeris. He found it beyond description and surpassing even
the pyramids. He ascribes its construction to twelve Kings, and
sketches it in the following way. The entire building, surrounded
by a single wall, consisted of two storeys, one above ground and
the other below. Altogether they contained 3,000 rooms, 1,500 In
each storey, The upper storey, the only one that Herodotus was
allowed to examine, was divided mto twelve courts beside one
another, with gates opposite to one another, six facing north and
six south. Each court was surrounded by a colonnade built of white
stones closely fitted together. Herodotus goes on to say that from
courts he went into chambers, out of these into halls, out of these
into other rooms, and again from these into courts. Hirt (op. ct,,
1. 75} thinks that Herodotus makes this last remark only to make
it clearer that the chambers open directly on to the courts. Of
the paths in the labyrinth Herodotus says that the numerous
paths through the decorated rooms and the varied windings of the
paths across the courts filled hin with infinite amazement. Pliny
(Nat. Hist. xxxvi. 19} describes these paths as dark and, for a
stranger, exhausting in their windings, and he says that when the
doors are apened there is a noise like thunder; and it is clear too
from Strabo [17. i. 37], who is important as an eyewitness like
Herodotus, that the labyrinthine passages encircled the spaces
formed by the courts. It was principally the Egyptians who built
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labyrinths like this, but a similar, though smaller, one, an imitation
of the Egyptian, occurs in Crete, and also in Morea and Malta.

But this architecture by its chambers and halls is aiready ap-
proaching something like a house, while, on the other hand, ac-
cording to what Herodotus reports, the subterranean part of the
tabyrinth, which he was not allowed to enter, was designed for the
graves of the builders and the sacred crocodiles. Here, therefore,
it is only the labyrinthine paths which have a really independent
symbolical meaning. Consequently we may find in these works a
transition to the form of symbolic architecture, which of itself al-
ready begins to approach the classical form.

3. Transition from Independent to Glassical Architecture

However astonishing the buildings are which we have just con-
sidered, the subterranean architecture of the Indians and Egyp-
tians, which is common in many ways to eastern peoples, must
seem to us to be even more prodigious and wonderful. Whatever
great and excellent structures we find built on the surface, they
cannot compare with what exists below the sotl in India, in
Salsette (an island off Bombay} and Ellora, and in upper Egypt
and N‘ubia In these marvellous excavations there is obvious first
prote"gﬁgn in caves and lived there, “and whole tribes had no other
dwelling; and this arose from imperious necessity. Cave dwellings
of this kind existed in the mountains of Judea, where there were
thotsands in many storeys. So too in the Harz mountains, near
Goslar, .n Rammelsberg there were rooms into which people crept
and where they took refuge with their goods.

(a} Indian and Egyptian Subierranean Buildings

But the Indian and Egyptian subterranean buildings that have
been mentioned are quite different from these. They served as
places of assembly, as subterranean cathedrals, and are construc-
tions built for religious wonder and spiritual assembly, with
arrangements and indications of a symbolical kind, colonnades,

1 (Crete; Since the labyrinth there had not been excavated 1n Hegel's day, he
15 simply assuming the truth of the familiar Greek story of Theseus and Aradne.
Morea: The reference is probably to the ruins of the sanctuary at Epidaurus,
Malta: The reference is probably to the impressive megalithic structures on the
island of Gozo, No labyrinth was discovered in Malta until 1915,
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sphinxes, Memnaons, elephants, colossal idols, hewn from the rock
and left growing out of the unworked mass of the stone, just as
the columns were left in these excavations. At the front of the wall
of rock these buildings were entircly opened here and there, others
were partly dark and lit only by torches, partly perhaps with an
opening above.

In comparisen with the buildings on the surface such excava-
tions seem to be earlier, so that the enormous erections above
ground may be regarded as imitations and above-ground blossom-
ings of the subterranean. For in excavations there is no question of

positive building but rather of the removal of a negative. To make

the ground, look for materlal and then pile it up tngethe:r and give
shape to it. In this matter we may picture caves as arising earlier
than huts. Caves are an expansion rather than a limitation, or
an expansion which becomes a limitation and an enclosure, in
which case the enclosure is there already. Therefore subtecranean
building begins rather with what is present already, and, since it
leaves the main mass alone as it 18, 13 not erected yet with the free-

dom inherent in construction above ground. But for us, however ~

symbolical these buildings may also be, they alrcady belong to
a further sphere because they are no longer so independently
symbolical; they have the purpose of 1r:ﬂ;(:i“t:isu1gl providing walls
and roofs within which the moré symbolical productions are set up
as such. bnmethmg like a temple or a house, in the Greek and more
modern sense, is visible here in its most natural form.

Further, the Mithras caves are to be included in this category
although they are found in a totally different locality. The worship
and service of Mithras was native to Persia but a similar cult was
propagated in the Roman Empire too. In the Louvre in Paris, for
instance, there is a very famous bas-relief depicting a youth
plunging a dagger into a bull’s neck; it was found on the Capitol in
a deep grotto underneath the temple of Jupiter. In these Mithras
caves too there were vaultings and passages which secem to have
been devised to hint symbolically at the course of the stars or (as
happens still today in Masonic Lodges where you arc led along
many passages, must see many sights, ete.) at the ways the soul has
1o traverse during its purification, even if this meaning is better
expressed 1n sculptures and work of other kinds than it is where
architecture has been made the chief thing.

-
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In a similar connection we may mention also the Roman cata-
combs, the original intention of which was certainly not that of
serving as aqueducts, graves, or sewers.

{b) Housing for the Dead, Pyramids, etc.

Secondly, a more specific transition from the independent
architecture to the one that serves some end beyond itself may
be sought in tguwbmldmgs which are erected as mausoleums,
whether subterranean or on the surface.

Especially among the Egyptians, building works whether below
or above ground are linked with a realm of the dead, as in general
a realm of the invisible makes its home and occurs in Egypt for
the first time. The Indians burn their dead or let their bones lie
and rot on the ground; according to Indian conceptions, men are or
become god or gods (express it as you like), and this firm distine-
tion between the living and the dead as such 1s not reached by the
Indians. On this account, in cases where Mohammedanism 1s not
to be credited with the origin of Indian buildings, they are not
habitations for the dead and they seem on the whole, hike the
enoTmous excavations mentioned above, to belong to an earlier
period. But in the case of the Egyptians the opposition between the
living and the dead is strongly emphasized; the spiritual begins in
itself to be separated from the non-spirtual. It is the rise of the
individual concrete spirit which is beginning. The “dead are there-
fore preserved as s something individuat and in this way are Tortified
and preserved against the idea of absorption into pature, i.e.
against dissoliifion, against being swept away by a universal tlde
Individuality 1s the principle underlying the independent idea of
spiritual life, because the sprit can exist only as individual and
personal. Consequently the honouring and preservation of the
dead must-count for us as the first important constituent in the

- existence of spiritual ind; mdlvlduahgz, because here, instead of being

sacrificed, individuality appears as preserved, inasmuch as the body,
at any rate, as this natural and immediate individuality, is treasured
and respected. As was mentioned earlier, Herodotus reports
[ii. 123] that the Egyptians were the first to say that the souls of
men were immeortal. However imperfect the preservation of
spiritual individuality is when it is maintained that the deceased
has for j,000 years to go through the whole series of animals
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inhabiting land, water, and air, and only thereafter migrate into a
human body again, still there is implicit in this idea and in the
embalming of the body a firm hold on corporeal individuality and
an independent existence separated from the body.!

Thus after all it is of importance for architecture that here there
cnsues the separation out, as it were, of the splrltual as the inner
meaning which is_portrayed on its own account, while the cor-
poreal shell is placed round itasa purely architectural en enclosure, In
this sense the Egyptian mauscleums form the earliest temples; the
essential thing, the centre of worship, is a person, an objective
individual who appears significant on his own acceunt and ex-
presses himself 1n distinction from his habitation which thus is con-
structed as a purely serviceable shell. And indeed it is not an actual
man for whose needs a house or a palace is constructed; on the
contrary, it is the dead, who have no needs, e.g. Kings and sacred
animals, around whom enermous constructions are built as an
enclosure.

Just as agriculture ends the roving of nomads and gives them
secure property in fixed sites,mﬁﬂmeteriethones, and the
cult of the dead unite men and give to those who otherwise fiave
no fixed abode, no determinate property, a rallying point and
sacred places which they defend and from which they are not
willingly torn. So, for example, as Herodotus tells (iv.2 126-7),
the Scythians, this nomadic people, retreated everywhere before
Darius. Darius sent a message to their King: ‘If the King deems
himself strong enough to make resistance, let him prepare for
battle. Otherwise let him recognize Darius as his lord and master,’
To this message Idanthyrsus [the Scythian King] replied:

We bave neither towns nor cultivated lands and have nothing to defend,
for there are none that Darius can devastate. But if Darius is concerned
to have a batde, we have the tombs of our fathers and if Darius seeks
them out and ventures to meddle with them, then he will see whether
or ne we would fight for the tombs.

'The oldest grandiose mausoleums we find in Egyptin the shape of
the pyramids. What at the first sight of these amazing constructions

14

t.e. embalming implies the individuality of the deceased’s beody, while
transmigration through other forme implics the continuity of spirftual existence
distinct from those particular forms.

* Not ii, as all editions read,
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may arouse our wonder is their colossal size which at once prompts
reflection on the length of time and the variety, abundance,
and persistence of human powers required for the completion
of such immense buildings. In their form, however, they present
nothing else to arrest our attention; the whole thing is surveyed
and grasped in a few minutes. In regard to the simplicity and
regularity of their shape there has long been a dispute about
their purpose. The Greeks, e.g. Herodotus{ii. 148} and Strabo’, long
ago adduced the purpose that they actually subserved, but, even
so, travellers and writers, old and new, have excogitated on this
subject a great deal that is fabulous and untenable. The Arabs tried
to force a way in because they hoped to find treasures inside the
pyramids, but instead of achieving their aim these breaches in the
structure only destroyed a great deal without reaching the actual
passages and chambers, Modern Europeans amongst whom Bel-
zoni of Rome and, later, Caviglia of Genoa? are especially out-
standing, have at last succeeded in becoming acquainted with the
interior of the pyramids with more precision. Belzoni uncovered
the king’s grave in the pyramid of Chephren. The entrances to the
pyramids were closed most securely with ashlar masonry, and the
Egyptians tried in the coursc of building so to arrange matters
that the entrance, even if known to exist, could be rediscovered
and opened only with great difficulty.® This proves that the
pyramids were to remain closed and not to be used again., Within
them chambers have been found as well as passages (indicating
the wavs which the soul traverses after death in its circulation
through its changes of shape), great halls, and subterranean ducts
which sometimes rose, sometimes descended. The king’s grave
discovered by Belzoni, for instance, runs in this way, hewn in the
rock for a distance of a league. In the principal hall there stood a
sarcophagus of granite, sunk into the ground, but all that was found
in it was the remains of the bones of a mummified animal, an Apis

! “The tombs of Kings’, 17.1. 33.

t (. B. Belzoni, 1778-1823: Narrative . . . of recent Discoveries in Egypt and
Nubia (London, 1820). G. B. Caviglia (1770—1845) was the Genoese master and
owner of 2 merchantman which, with Malta as o base, sailed the Mediterranean
under the British flag. He started his work on the pyramids i 1816, He does not
seem to have published any book himself, burt his explorations were weli known
to archacologists, Belzoni mentions him in bis Narrative.

3 Accerding to Strabo (loc. cit.) the entrance was hoalfway up the pyramd,

not at ground level. It was a movable stone so tightly fitted that it could be
found only with difficulty, even if it were known to exist.
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probably. But the whole structure manifestly and undoubtedly had
the purpose of serving as a house for the dead,

In age, size, and shape the pyramids differ. The oldest appear to
be only stones piled upon one another to form something like a
pyramid ; thelater ones are constructed regularly ; some are flattened
to some extent on top, others rise steadily to a point. On others
there are steps, explicable, according to Herodotus® description
of the pyramid of Cheops (ii. 125), by the Egyptian procedure in
the building of such works. For this reason Hirt (op. cit,, 1. 55)
inciudes this pyramid amongst those unfinished.! According to the
latest French reports, the chambers and passages were more intri-
cate in the older pyramids, simpler in the later ones, but entirely
covered with hieroglyphics so that to transcribe these completely
would take several years.

In this way the pyramids though astonshing in themselves are
just simple crystals, shells enclosing a kernel, a departed spirit, and
scrve to prescrve its enduring body and form. Thercfore in this:
deceased person, thus acquiring prescntation on his own account,
the entire meaning is concéntrated; but agchirectiire, which pre- .

viously had its meaning independently in itself as architecture, now{
becnmes separated from the meaning and, in this cleavage, sub-

e m— o E——

servient to something else; while sculpture acquires the task of
giving form to what is strictly inner, although at first the indi-
vidual ereation is retained in its own immediate natural shape as a
mummy. Thercfore, in considering Egyptian architecture as a
whole, we find independent-symbohie-buildings an the ong hand,
and yet, on the other hand, especially in everything relating to
mausoleums, there comes clearly to the front the spectal purpose
of architecture, namely to furnish an enclosure merely. This
cssentially implies that architecture does not merely excavate and
form caves but is manifest as an inorganic nature built by human
hands where neeessary for achieving a human aim.

Other peoples too have erccted similar memorials to the dead,
sacred buildings as dwellings for a dead body over which they are
raised. The tomb of Mausolus in Caria, for example, and, later,

f A The triangular spaces ABC and CDE
were afterwards filled in to gnve the side
of the pyramid a continuous smoath sur-

B C face from A re E, Hence when the steps

reniain, this may be a sign that the worlk
I} E  was unfinished,
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Hadrian’s tomb (now the castle of San Angelo in Rome), a palace
carefully constructed for a grave, were famous works even in
antiquity. In the same category, according to Uhden (Wolff and
Buttmann: Museum i. 536), are memonials (of a sort) to the dead
which in their arrangement and surroundings imitated on a smaller
scale temples dedicated to the gods. A temple of this kind had a
garden, an arbour, a spring, a vineyard, and then chapels in which
portrait-statues in the shape of gods were erected. It was especi-
ally under the [Roman] Empire that such memorials were built,
with statues of the deceased in the form of divinities like Apollo,
Venus, and Minerva. These figures, and the whole construction,
therefore acquired at the same period the meaning of an apothe-
osis and a temple of the deceased, just as in Egypt the embalming,
the emblems, and the sarcophagus indicated that the deceased had
become Osiris.

Nevertheless the simplest but grandiese constructions of this
sort are the Egyptian pyramids. Here there enters the line proper
and essential to architecture, the straight one, and, in general,
regularity and abstract [i.e. geometrical] forms. For architecture as
a mere enclosure and as inorganic nature (nature not in itself
individualized and animated by its indwelling spirit) can be shaped
only_in a way external to itself, though the external form is not
organic but abstract and mathematical. But however far the
pyramid already begins to have the purpose of a house, still the
right-angle is not dominant everywhere, as 1t is in a house proper;
on the contrary, the pyramid has a character of its own which is
not subservient to any mere purpose, and which therefore 1s self-
enclosed in a line running directly and gradually from the base to
the apex.

(€) Transition to Architecture in the Service of Some Purpose

From this point we can make the transition from independent

architecture to architecture proper, the kind that is subservient to

E'{_.GEHE PUI’pﬂSﬂ. o
To the latter, two points of departure are available, one is

symbalic architecture, the other is need and the appropriateness

* Hegel’s description is drawn entirely from the article which he quotes,
namely Das Grab der Claudia Semne by W. Uhden, The memorial in question
was discovered near the Appian Way, not far from Rome, in 1792, It was prob-
ebly constructed in Trajan's reign,
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of means to satisfy it. In the case of symbolic formations, as we
have noticed in considering them previously, an ﬂteetural
purpose is purely an acgessory and only a matter of external
arrangement The extreme opposite of this is the house, where
clementary need demands a house with wooden columns or
perpendicular walls with beams set over them at right angles, and

a roof. There 1s no question but that the need for this strict
apprepnatenesa arises automatically; but the essential point in
question is whether arel‘}_lt‘e_gture > proper, in the sense in which we
are about to consider it in its classical form, begins from need only
or whether it is to be derived from those independent and sym-
bolic works WhJ.Ch_lE:d us by themae_lves to buildings serving a
purpose.

(a) Necd introduces into architecture forms which are wholly
and entirely purposeful and belong to the [mathematical] intellect,
viz. the straight line, the right angle, level surfaces. For when

architecture serves a purpose, the real purpose is there inde-

pendently as a statug of, mote T, Mote partcutarly, as himan individuals
assembled as a community or nation for ends which are universal,
i.e. religious or political, and which do not now issue from the
satisfaction of physical needs. In particular, the primary need is to
frame an enclosure for the image or statue of the gods, or generally
for something sacred which is presented on its own account and
actually available. Memnons, for instance, sphinxes, etc. stand
in open spaces or in a grove; nature is their external environment.
But such productions, and still more the humanly shaped figures
of the gods, are derived from a sphere other than that of nature in
its immediacy; they belong to the realm of imagery and are called
natural enmranment _is insufficient far them. On the contrary,
for what is outside them they require a ground and an enclosure
which has the same origin as themselves, i.e. which is likewise the
product of imagination and has been formed by artistic activity.
Only in_surroundings produced by art do the gods find. their
now have its end in 1tae1f it serves an essential end other than its
own and therefore falls aubjeet to the rule of purpeaweness

But if these prlmarll}' purely useful forms are to rise to beauty,
they must not remain at their original abstractness but must go
beyond symmetry and eurhythmy to the organic, the concrete, the
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Egyptian palaces or temples, the colossal character of rows of
columns and their vast number, and, in short, the gigantic propor-
tions of the whole, have in all ages excited the astonishment and
admiration of spectators. We see columns originating in the
greatest variety from plant-formations; lotus plants and others
are stretched up and lengthened into columns. In the colonnades,
for example, all the columns do not have the same form: the form
changes once, twice, or thrice. In his work on his Egyptian expedi-
tion, Denon’ has assembled a great number of such forms. The
whole column is not mathematically regular in form, because the
pedestal is onion-shaped, the leaf rises from the bulb like a reed,
or in other cases there is a cluster of radical leaves, as in various
plants. Then out of this pedestal the slender stem rises up or
mounts up, intricately interwoven, as a column. The capital again
1s 2 flower-like separation of leaves and branches. Yet the imitation
is 0ot true to nature; on the contrary; the plant-forms are distorted
architecturally, brought nearer to the circle, the straight line, and
what is mathematically regular. The result is that these columns
in their entirety are like what arc generally called arabesques.
{vy} This then is the place to discuss the arabesqué in general
because it falls by its very conception into the transition out of
a natural organic form used by architecture to the more severe
regularity of architecture proper. But when architecture freely
fulfils its purpose it degrades arabesques to a decoration and orna-
ment. In that case they are principally distorted plant-forms and
animal and human forms growing out of plants and intermingled
with them, or animal shapes passing over into plants. If they are to
shelter a symbolic meaning, then the transition from one natural
kingdom to another may pass for it; without such a significance
they are only plays of imagination in its assembly, connection, and
ramification of different natural formations. In the invention of
such architectural decoration imagination may indulge in the most
varied friezes of every kind, in wood, stone, etc., and in borders
even on furniture and clothing, and the chief characteristic and
basic form of this decoration is that plants, leaves, flowers, and
animals are brought necarer to the inorganic and geometrical. For
this reason we often find that arabesques have become stiff and
untrue to the organic, and therefore they are often criticized and art

T . V., Baron Denon, 1747-1825: Voyage dans la basse et la haute Egypee
(Paris, 18302).
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is reproached for making use of them. Painting especially is so re-
proached, although Raphael himself ventured to paint arabesques
on a large scale and with extreme grace, depth of spirit, variety,
and charm. No doubt arabesques, whether in relation to organic
forms or the laws of mechanics, run counter to nature, but this
sort of contrariety is mot only a right of art as such but is even a
duty in architecture, since only by this means are the organic
forms, otherwise unfit for architecture, adapted to and made
harmonious with the truly architectural style. Nearest at hand for
this adaptation is espectally the plant kingdom which is used pro-
fusely for urabesques in the East too. The reason is that plants are
not yet individuals who feel but they offer themselves in them-
selves for architectural purposes because they form protective
roofing and shadow against rain, sunshinoe, and wind, and on the
whole lack the swinging of lines which is free from conformity to
mathematical Jaw. When used architecturaily, their otherwise
already regular leaves are regulated into more definite curves and
straight lines, so that in this way everything that might be viewed
as a distortion, an unnaturalness and stiffness in the plant-forms
[used m arabesques] 1s essentially to be regarded as an appropniate
transformation for strictly architectural purposes.

Thus in the column architecture proper leaves the purely
organic to enter the sphere of geometrically ordered purpasweness
and then out of this into an approach to the organic. ag:}}n It has
been necessary here to mention this double starting point of
architecture from () real needs and (5) purposeless independence,
because the truth is the unity of these two principles. The beduti-
ful column arises from a form borrowed from nature which then is
reshaped into a stanchion, into a regular and geometrical form.



Chapter 11
CLASSICAL ARCHITECTURE

When architecturc acquires the place belonging to it in accordance
with 1ts own essential nature, its productions aFe siibservient to an

s

end and a meaning not immanent in itself. Tt becomes an inorganic
surrounding structure, a whole built and ordered according to
the laws of gravity. The forms of this whole are subject to what
is severely regular, rectilinear, right-angled, circular, to relations
depending on specific number and quantity, to inherently limited
proportions and fixed conformity to law. The beauty of classical
architecture consists precisely in this appropriateness to purpose
which is freed from immediate confusion with the organic, the
spiritual, and the symbolic; although it subserves a purpose, it
comprises a perfect totality in itself which makes its one purpose
shine clearly through all its forms, and in the music of its propor-
tions reshapes the purely useful into beauty. Architecture at this
stage, however, docs correspong with its real cssential nature
because it cannot. entirely endow the spiritual with an adequate
existence and therefore can only frame the external and spiritless
into a reflection of the spiritual.

In considering this architecture which is alike beautiful and
useful we will take the following route:

First, we have to scttle its general nature and character in more
detail ;

Secondly, to cite the particular fundamental characteristics of
the architectural forms arising from the purpose for which the
classical work of art was built:

Thirdly, we may cast a glance at the actual and concrete develop-
ments achieved by classical architecture.

In none of these sections will T enter into detail but will con-
fine myself wholly to the most general considerations, which are
simpler here than they were in the case of symbolic architecture,
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1. General Character of Classical Architecture

(a) Subservience fo a Specific End

In line with what I have maintained more than once already, theé
fundamental character of architecture proper consists in the fact
that the spiritual meaning does not reside exclusively in the build-
ing {for, if it did, the bu1ld1ng would become_an mdependent
symbol of its inner meamng) but in the fact that this meaning
has already attained its existence in freedom outside architecture.
This existence may be of two kinds, namely whenever another
more far-reaching art and, 1n the strictly classical sphere, sculp-
ture especially, gives shape to this meaning and presents it inde-
pendently, or when man contans in himself and gives practical
proof of this meaning in 2 living way in his immedsate actual life.
Moreover, these two sides may meet. In other words, the eastern
architecture of Babylonia, India, and Egypt either shaped sym-
bolically into productions, valid in themselves, whatever counted
to these nations as the Absclute and the truth, or surrounded what,
despite death, remained of a man in his external natural form. Now,

and archltecture betakes 1tsel,f to the servlce of this. spmt.whmh 8 m,
proper meaning and dEtLITIllIlll’lg purpose. In this way this purpose
now becomes what rules, what dominates the entire work, and
determines its fundamental shape, its skeleton as it were; and
neither physical materials nor the fancy and caprice of the archi-
tect are allowed to go their own way independently, as happens in
symbolic architecture, or to develop, beyond utility, a superfluity

of various parts and forms, as in romantic architecture.

(b) The Building's Fitness for its Purpose

The first question in the case of a building of this sort is about
its purpose and function, as well as about the circumstances in
which it is to be erected. The good sense and genius of the architect
has to show itself in the complete fulfilment of a general task,
namely to make his building fit the circumstances, to have regard
to climate,. position, the en\urnmng natural landscape, and, while
attendmg to all these points and keeping the purpose of the build-
ing in vicw, to produce at the same time a freely co-ordinated and
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unified whole. In the case of the Greeks the principal architectural
subjects were public bulldmgs—temples colonnades, and porticos
for resting and strolling in during the day, and avenues like, for
instance, the famous approach up to the Acropolis at Athens,
whereas their private houses were very_mmp.le In the case of the
Romans, on the other hand, what is conspicuous is the luxury of
private houses, especially villas, as well as the magnificence of
imperial palaces, public baths, theatres, circuses, amphitheatres,
aqueducts, fountains, etc, But in such buildings utility remains
prevalent and dominant throughout so that there can be room for
beauty only more or less as a decoration. In this sphere, therefore,
the freest purpose is that of religion, i.e. the construction of a temple
to be an enclosure for a person who himself belongs to fine art and
is set up by sculpture as a statue of the god.

(¢) The House as the Fundamental Type

In virtue of these purposes, architecture proper seems to be
freer than it was at the previous stage, the symbolic, which adopted
organic forms from nature; freer indeed than sculpture which,
compelled to adopt the human form that is there already, is
bound down to it and its given general proportions. Classical
architecture, on the other hand, devises the substance of its plan
and figuration in the light of 5p1r1tual purposes,_ while its shape
is the product of_the human intellect and has 1o direct model.
This greater freedom is to be admitted to some extent, but its
scope remains restricted, and the classical treatment of archi-
tecture is on the whole abstract and dry because of the intellectual
[i.e. mathematical] character of its forms. Friedrich von Schlegel!
has called architecture *frozen music’, and indeed the two arts do
rest on a harmony of relations which can be reduced to numbers and
for this reason can easily be grasped in their fundamental charac-
ters. The house, as has been said, provides the chief determinant
{in architecturej for these characters and their simple relations
whether these be severe and large-scaled or more graceful

! “Schlegel’ seems to be a mistake for ‘Schelling” who in his lectures on the
Philosophy of Art, § 117, described architecture &8s erstarrte music, Hegel’s word
18 gefroreme and this is the one that generally occurs in quotations of this familiar
aphorism. So far as I can discover, it is nowhere else ascribed to Schlegel, It is
possible, however, that Schlegel did say this in conversation &t Jena and that he
was overheard by both Schelling and Hegel,
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and elegant: walls, pillars, beams, assembled in wholly mathe-
matical and erystalline forms. Now what these relations are cannot
be reduced to settlement by numerical proportions with perfect
precision, For, e.g., an oblong with right angles is more pleasing
than a square because in the equality of an oblong there is in-
cquality tao. If the breadth is half the length we have a pleasing
proportion, whereas something long and thin is unpleasing. But in
that case the mechanical relation between what bears and what
is borne must be maintained in its genuine proportion and law;
e.g. 2 heavy beam should not rest on thin and graceful columns,
nor, conversely, should great carrying structures be erected to carry
in the end something quite light. In al! these matters, in the relation
of the breadth to the length and height of the building, of the
height of columns to their diameter, in the intervals and number
of columns, in the sort of variety or simplicity in decoration, in
the size of the numerous cornices, friezes, etc., there dominated
in classical times a secret eurhythmy, discovered above all by the
just sense of the Greeks. The Greeks did deviate from this in
individual instances here and there, but on the whole they had to
abide by these fundamental relationships in order to remain within
the bounds of beauty.

2, The Particular Determinants of the Architectural Forms

(a) Building in Wood and Stone

It has already been mentioned earlier that there has been a long
dispute about whether what was original was building in wood or
in stone, and whether architectural forms derived from this differ-
ence, Ip architecture proper it is purpose that dominates, and the
fundameniil type of the house is developed into beauty, and for
this reason wooden construction may be assumed to be the earlier,

This Hirt assumed, following Vitruvius [ii. 1—4], and he has
often been criticized. My own view on this disputed question I
will state briefly. The usual way of proceeding is to find an abstract
and simple law for some concrete existent thing which is taken
for granted. In this sense Hirt looks for a basic mode! for Greek
buildings, as it were for the theory of them, their anatomical
structure, and he finds it, its form and corresponding material, in
the house and in building in wood. Now of course a house as such
is built principally as a dwelling, as a protection against wind,
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rain, weather, animals, and men, and it requires a complete
enclosure where a family or a larger community can assemble,
shut in by themselves, and pursue their needs and concerns in this
seclusion. A house is an entirely purposeful structure, produced
by men for human purposes, S0 the builder has many ‘aims and
concerns in the ¢ourse of his work. In detail the frame, in order to
be supported and stable, has to connect various joints and thrusts
together in line with mechanical principles, and observe the
conditions imposed by weight and the need for stabilizing the
structure, closing it, supporting its upper parts, and, in general,
not merely carrying these but keeping the horizontal horizontal
and binding the structure together at recesses and corners. Now 2
house does demand a total enclosure for which walls are the most
serviceable and safest means, and from this point of view building
in stone seems to be mare appropriate, but a sort of wall can
cqually well be constructed from stanchions set alongside one
another on which beams rest and these at the same time bind
together and secure the perpendicular stanchions by which they
are supported and carried. Finally, on top of these is the ceiling
and the roof. Apart from all this the chief point in the temple,
god’s house, on which everything turns is not the enclosure but
the carrying beams and what they carry. For this mechanical
matter building in woed proves to be the first and the most
appropriate to nature. For here the basic determinants are (i} the
stanchion as load-bearing, and (ii) the cross-beams which provide
the simultaneously necessary binding of stanchions together. But
() this separation of the stanchions and (&) the linking of them
together, as well as the appropriate dovetailing of (@) and () is
essentially akin to building in wood which finds its material
directly in the tree. Without any need for extensive and difficult
workmanship, the tree affords both stanchions and beams, because
wood has already in itself a definite formation: it consists of sepa-
rate linear pieces, more or less rectangular, which can be directly
put together at right, acute, or obtuse angles, and sa provide
corner-columns, supports, cross-beams, and a roof. On the other
hand, stone does not have from the start such a firmly specific
shape, but, compared with a tree, is a formless mass which, for
some purpose, must be split and worked on before the separate
stones can be brought together and piled on one another, and
before they can be built together into a unity again. Operations of
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many kinds are required before it can have the shape and utility
ghat wood has in and by itself from the start. Apart from this,
stone in huge blocks invites excavation rather, and, in general,
being relatively formless at the start, it can be shaped in any and
every way and therefore 1t affords manageable material not only
for symbolic but also for romantic architecture and its more
fantastic forms: whereas wood owing to its natural form with
rectilinear stems is directly more serviceable for the severer
purposiveness and mathematical proportions that are the basis of
classical architecture. From this point of view, building in stone is
especially predominant in independent architecture, although even
in the case of the Egyptians, for example, in their colonnades over-
laid with entablatures, needs arise which bulding in wood can
satisfy more easily and basically. But, conversely, classical archi-
tecture does not stop at all at building in wood but proceeds on the
contrary, where it develops into beauty, to build in stone, with the
result that while in its architectural forms the original principle of
building in wood is still always recognizable, specific characteris-
tics nevertheless enter which are not inherent in building in wood
as such.

(8) The Specific Forms of the Temple

As for the chief particular points concerning the house as the
fundamental mode] for the temple, the most essential things to be
mentioned here are limited in brief to what follows.

If we look more closely at a house and examine its mechanical
proportions, we have, as was said above, on the one hand archi-
tecturally formed masses carrying a load, and, on the other, those
being carried, both being bound together to give support and
stability. "o these 13 added, thirdly, the purpose of enclosing,
and partitioning, in the three dimensions of length, breadth, and
height. Now by being an interconnection of different specific
characteristics, a construction is a concrete whole, and this it must
display on itself. Thus essential differences arise here, and they
have to appear both in their particularization and specific develop-
ment and also in their being fitted together on intelligent [i.e.
mathematical] principles.

() The first thing of importance in this connection affects
load-bearing. As soon as load-bearing masses are mentioned, we

E24437135.2 L
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generally think first, in view of our present-day needs, of a wall as
the firmest and safest support. But, as we said already, a wall as
such does not have supporting as its sole principle, for on the
contrary it serves to enclose and connect and for this reason is a
preponderating feature in romantic architecture. The peculiarity
of Greek architecture is at once seen to consist in the fact that it
gives shape to this supporting as such and therefore employs the

column as the fundamental element in the purposiveness of

architecture and its beauty.

(aa) The column has no other purpose but to be a support and,
although a row of columns set up beside one another in 7 straight
line marks a boundary, it does not enclose something as a solid
wall or partition does but is moved in front of a proper wall and
placed by itself independently. Where the aim is exclusively that
of serving as a support, it is above all important that in relation to
the load resting on it the column should have the look of being
there for a purpose and therefore should be neither too weak nor
too strong, should neither appear compressed nor rise so high
and casily into the air as merely to look as if it were playing with
its load.

(BB} Just as the column 1s distinguished on one side from an en-
closing wall and a partition, so on the other side it is distinguished
from a mere stanchion. The stanchion is planted directly on the
ground and ends just as directly where the load is placed on it.
Therefore its specific length, its beginning and end seem as it were
to be a negative limitation imposed by something else, or to be
determined accidentally in a way not belonging to it on its own
account. But beginning and ending are determinations implicit in
the very nature of a column as a support and on this account must
come inte appearance on it as constituent features of its own, This
is the reason why developed and beautiful architecture supplies
the column with a pedestal and a capital. It is true that in the
Tuscan Order! there is no pedestal so that the column rises
directly from the ground; but in that case its length is something
fortuitous for the eye; we do not know whether the column has
been pressed so and so deeply into the ground by the weight of the
masssupported. If the beginning of the column is not to seem vague
and accidental, it must be given on purpose a foot on which it

T A good illustration of the Orders, and of the technical terms involved, taken
from the Oxford Hustrated Dictionary, s.v. order, is reproduced here,

oo o o
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stands and which expressly reveals the beginning to us as 2
beginning. By this means art intends, for one thing, to say fo us:
‘Here the column begins’, and, for another thing, to bring to the
notice of our eye the solidity and safety of the structure and, as it
were, set our eye at rest in this respect. For the like reason art
makes the column end with a capital which indicates the column’s
real purpose of load-bearing and also means: ‘Here the column
ends.” This reflection on the intentionally made beginning and
end provides the really decper reason for having a pedestal and a
capital. It is as if, in music, there were a cadence without a firm
conclusion, or if a book did not end with a full stop or begin with-
out the emphasis of a capital letter. In the case of a book, how-
ever, especially in the Middle Ages, large decorative létiers were
introduced [at the beginning] and decorations at the end to give
objectivity to the idea that there was a beginning and an end.
Consequently, however far the existence of a pedestal and a capital
is due to more than mere need, still we are not to regard them as a
superfiuous ornament, nor should we attempt to derive them from
the example of Egyptian columns which still take the plant king-
dom as their typical model. Organic products, as they are portrayed
by sculpture in the shape of animals and men, have their begin-
ning and end in their own free outlines, because it is the rational
orgamism itself which settles the boundaries of its shape from
within outwards. For the column and its shape, however, archi-
tecture has nothing but the mechanical determinant of load-
bearing and the spatial distance from the ground to the point
where the Joad to be carried terminates the column. But the par-
ticular aspects implicit in this determinant belong to the column,
and art must bring them out and give shape to them. Consequently

the column’s specific length, its two boundaries above and below, ™

and its carrying power should not appear to be only accidental and
introduced into it by something else but must be displayed as also
immanent in itself,

As for further details about the shape of the column beyond the
pedestal and capital, the first point is that it is round, like a circle,
because it is to.stand freely, closed in on itself. But the circle is
the simplest, firmly enclosed, intelligibly dcterminate, and most
regular line. Therefore by its very shape the column proves that it
ls not intended, set up with others in a thick row, to form a flat
surface in the way that stanchions, cut square and set alongside

1
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one another, make up walls and partitions, but that its sole purpose
s, within its own self-limitation, to serve as a support. Secondly,
in its ascent the shaft of the column tapers slightly, usually from
a third of its height; it decreases in circumference and diameter
because the lower parts have to carry the upper, and this mechani-
cal relation between parts of the column must be made evident and
perceptible. Finally, columns are usually fluted perpendicularly,
partly to give variety tothe simple shape in itself, partly, where this
is necessary, to make them look wider owing to this division of the
shaft.

(yy} Now although a column 1s set up singly on its own account,
it nevertheless has to show that it 1s not there for its own sake but
for the weight it is to carry. Since a house needs to be bounded
on every side, a single column is insufficient; others are placed
alongside it and hencearises the essential requirement that columns
be multiplied or form a row, Now if several colurnns support the
same weight, this carrying a weight in common determines their
common and equal height, and it 18 this weight, the beam, which
binds them together. This leads us on from load-carrying as such
to the opposite constituent, the load carried.

(8) What the columns carry is the entablature laid above them.
The first feature arising in this connection is the righitangle. The
support must form a right angle alike with the ground and the en-
tablature. For by the law of gravity, the horizontal position is the
only one secure and adequate in itself, and the right angle is the
only fixedly determinate one, while the acute and obtuse angles
are indeterminate, variable, and contingent in their measurement,

The constituent parts of the entablature are organized in the
following way:

{(za) On the columns of equal height set up beside one another
in a straight line there immediately rests the architrave, the chief
beamn which binds the columns together and imposes on them 2
common burden. As a simple beam it requires for its shape only
four level surfaces, put together at right-angles in all dimensions,
and their zbstract regularity. But although the architrave is carried
by the columns, the rest of the entablature rests on it, so that it
in turn is given the task of load-carrying. For this reason, archi-
tecture in its advance presented this double requirement on the
main beam by indicating through projecting cornices, etc., theload-
Carrying function of its upper part. So regarded, the main beam,
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in other words, is related not only to the load-bearing columns but
just as much to the other loads resting on it.

(88} These loads are first of all the frieze.! The band or frieze
consists of {a) the ends of the roof-beams lying on the main beams
and (5) the spaces between these. In this way the frieze contains
more essential differences in itself than the architrave has and for
this reason has to emphasize them in a more salient way, especially
when architecture, though carrying out its work in stone, still
follows more strictly the type of building in wood. This provides
the difference between triglyph and metope. ‘I'riglyphs, that is to
say, are the beam-ends which were cut thrice on the frieze, while
metopes were the quadrangular spaces between the individual
triglyphs. In the earliest times these spaces were probably left
empty but later on they were filled, indeed overclad and adorned
with bas-reliefs.?

(vy) The frieze which rests on the main beam carries in turn the
crest or cornice. This has the purpose of supporting the roofing
which ends the structure at the top. At once the question ariges
about the sort of thing that this final boundary must be. For in
this matter a double kind of boundary may occur, a right-angled
horizontal one or one inclined at an acute or obtuse angle. If we
look at requirements, it appears that southernerswho have to suffer
very little from rain or stormy winds need protection from the
sun only, so that they can be satisfied with a horizontal and right-
angled roof for a house. Whereas northerners have to protect
themselves from rain which must be allowed to run off, and from
snow which should not be allowed to become too heavy a load;
consequently they need sloping roofs. Yet architecture as a fine art
cannot setile the matter by requirements alone; as an art it has
also to satisfy the deeper demands of beauty and attractiveness,
What rises upwards from the ground must be presented to us with
a base, a foot, on which it stands and which serves as a support ;
besides, the columns and walls of architecture proper give us
materially the vision of load-carrying. Whereas the top, the roof,
must no longer support a load but only be supported, and this
character of nof supporting must be visible on itself, i.e. it must
be so constructed that it cannot now support anything and must

I The cornice rests on the frieze, the fricze on the architrave, All three form
the entablature, Sce the illustration on p. 667, above,
2 See the same illustration,
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therefore terminate at an angle, whether acute or obtuse. Thus
the classical temples have no horizontal roof, but roof surfaces
meeting at an obtuse angle, and the termination of the building in
this way is in conformity with beauty. For horizontal roofs do not
give the impression of a completed whole, for a horizontal surface
at the top can alv.ays carry something else, whereas this is not
posmble for the line in which sloping roof-sides meet. What satis-
fies us 1n this respect is the pyramidal form which is satisfying in
painting too, €.g., in the grouping of its figures.

(v) ‘I'he final point for our consideration is enclosure, 1.e. walls
and partitions, Columns are indeed load-carrving and they do
form a boundary, but they do not enclose anything; on the con-
trary, they are the precise opposite of an interior closed on all sides
by walls. Therefore if such a complete enclosure is required, thick
and solid walls must be constructed too. 'L'his is actually done in
the building of temples,

{aa) About these walls there is nothing further to mention except
that they must be set up straight and perpendicular to the ground,
because walls rising at acute or obtuse angles give the eye the
impression of impending collapse, and they have no once and for
all settled direction because it may appear to be a matter of chance
that they rise at this or that acute or obtuse angle and no other.
Adaptation to a purpose and mathematical regularity alike demand
a right-angle here once again.

(B8) Walls can both enclose and support, while we restricted to
columns the proper function of supporting only. Consequently
this at once suggests the idea that, when the different needs of
enclosure and support are both to be satisfied, columns could be
set up and unified into walls by thick partitions, and this is the
origin of half- [or embedded-] columns. So, for instance, Hirt,
following Vitruvius [ir. 1. iv], begins his original construction with
four corner-posts. Now if the mecessity of an enclosure is to be
satisfied, then of course, if columns are demanded at the same
time, they must be embedded in the walls, and this can make clear
too that half-columns are of very great antiquity. Hirt, e.g., says
(Architecture on Greek Principles [Berlin, 1308] p, 111) that the
use of haif-columns is as old as architecture itself, and he derives
their origin from the fact that columns and pillars supported and
carried ceilings and roofs, but necessitated intervening partitions
as a protection against the sun and bad weather. But, he continues,

——



672 IILL. I. ARCHITECTURE

since the columns were already sufficient to support the building,
it was unnecessary to make the partitions and walls as thick or of
such solid material as the columns, and therefore the latter jutted
out as a rule. This may provide a reason right enough for the origin
of half-columns, but nevertheless half-columns are simply re-
pugnant, because in them two different opposed purposes stand
beside cneanother withoutany inner necessity and they are confused
with one another. It is true that half-columns can be defended on
the ground that even a column began so strictly from building in
wood that it became the fundamental thing in the construction of
an enclosure. But if walls are thick, the column has no sense any
longer but is degraded to being a mere stanchion. For the real
column is essentially round, finished in itself, and expresses
precisely by this perfection that it is a contradiction to continue
it with a view to making a level surface, and therefore a wall, out
of it. Consequently, if supports are wanted in walls, they must be
level, not round columns but flat things which can be prolonged
to form a wall,

On these lines, in his early essay (1773) ‘On German Archi-
tecture’, Goethe passionately exclaims:

What is it to us, you expert with your up-to-date French philosophical
ideas, that you! tell us that the first man, devising something for his
needs, rammed four stakes into the ground, tied four sticks on top of
them and covered them with branches and moss. . .. And in addition
it 55 false too that your hut was the earliest in the world. Two
sticks crossing one another at the top in front and two behind, with
another transverse one as a coping, are and remain, as you can see any
day in constructions for protecting crops and vines, a far more primitive
invention, from which you cannot derive a principle even for your

pig-sty.

In this way Goethe seeks to prove that, in buildings solely designed
for protection, columns embedded in walls are senscless. It 1s not
as if he intended to disparage the beauty of the column. On the
contrary, he praises it highly and adds: ‘Beware of using it in-
appropriately: its nature is to stand freely. Woe to those miserable
characters who have hammered its slender build on to fat walls.’

I Eighteenth-century French scholars may have said this, but they were
following Vitruvius, 11, i, 3-4.
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‘Then he proceeds to properly medieval and contemporary archi-
tecture, and says:

A column is no constituent part of al] of our habitations, rather does it
contradict the cssence of all our buildings. Our houses do not originate
from four columns in four corners; they originatc from four walls on
four sides which stand instead of any columns, exclude all columns, and
where columns are foisted on the walls they are a superfluous load-
carricr. The same applies to our palaces and churches, with a few excep-
tions which I do not need to notice.

The correct principle of the column is expressed here 1n this
statement produced by a free and factually appropriate insight,
The column must have its foot in front of the wall and come
forward independently of it. In modern architecture we do often
have the use of pilasters,! but these have been regarded as a
repeated shadow of earlier columns and have been made not round
hut flat.

(yy) Hence it is clear that although walls,can also carry, still, since
the task of carrying is already borne by columns, they have, on
their part, in developed classical architecture, to make enclosure
their essential aim. If they carry, as columns do, then these differ-
ent purposes [of enclosing and carrying] are not carried out as
they should be by different parts, and our idea of what walls are
supposed to do is murky and confused. Forthisreason we find even
in temple-building that the central hall, where there stands the
image of the god which it was the chief purpose of the temple to
enclose, 15 often open overhead. But if a covering roof is needed,
the higher claims of beauty require that it shall 1tself be carried
independently [of walls]. For the direct placing of entablature and
roof on the enclosing walls is only a matter of need and require-
ment, not of free architectural beauty, because in classical archi-
tecture no exterior or interior walls are needed as supports; rather
would they be inzppropriate, because, as we have seen earlier, they
are arrangements and an expense beyond what is necessary for
carrying the roof,

These are the chief points which have to arise in the particular
characteristics of classical architecture.

v Flat half-columns,
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(¢) The Classical Temple as a Whole

While we may lay it down as a fundamental law that, on the one
hand, the differences briefly indicated just above must come into
appearance s differences, on the other hand it is equally necessary
for them to be united into a whole, In conclusion we will cast 3
brief glance at this unification which in architecture cannot be
more than a juxtaposition, and an association, and a thorough-
going eurhythmy of proportion,

In general the Greek temples present us with an aspect which is
satisfying, and, so to say, more than satisfying.

(¢} There is no.upward emphasis; the whole stretches out
directly in breadth and width without xising. Confronted By it the
eye scarcely needs to direct its glance upwards; on the contrary it
is allured by the breadth, while the medieval German [i.e. Gothic]
architecture almost struggles upwards immeasurably and lifts
itself to the sky. With the Greeks the chief thing remains the
breadth as a-firm-ami-eonvenient-foundation on_the ground, and
the height is drawn rather from a man’s height, but increased with
the increased breadth and width of the building.

(8) Moreover, the ornamentation is so introduced that it does
not impair the impression of simplicity. After all, a lot depends on
the mode of ornamentation. The ancients, especially the Greeks,
kept to the most beautiful proportions in this matter. Wholly
simple lines and big surfaces, for example, appear in this undivided
simplicity not so big as when some variety or interruption is intro-
duced into them, with the result that the eye is only then presented
with a more speciftc proportion. But if this division and its decora-
tion is developed into minutiae, so that we have nothing n view
except a multiplicity and its details, even the very greatest propor-
tions and dimensions crumble and are destroyed. On the whole
the Greeks did not labour by this means to make their buildings
and their proportions seem just bigger than they were in fact, nor
did they so divide the whole by interruptions and decorations that,
because all the parts are small and a decisive unity bringing them
all into a whole again is lacking, the whole too seems small like-
wise. Neither did their perfectly beautiful works lie pressed down
on the ground in a compact mass nor did they tower upwards to an
extent out of proportion to their breadth. On the contrary, in this
matter too they kept to abeautiful mean and in their simplicity gave
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at the same time the necessary scope to well-proportioned variety.
But, above all, the fundamental character of the whole and its
simple details shines with complete clarity through every featurc;
it controls the individuality of the design in just the same way
in which, in the classical ideal, the universal substance remains
powerful enough to master and bring into harmony with itself the
contingent and particular sphere in which it has its life.

(v) What is to be noticed in respect of the arrangement and the
separate parts of the temple is (@) a great series of stages of develop-
ment and (5) much that remained traditiorial. The ¢hief character-
istics which may be of interest to us here are limited to the veds (the
cell of the temple, surrounded by walls and containing the images
of the gods), the mpovaos (the forecourt [i.e. the first room of the
temple through which one entered the cell]}, the émoféSouos (the
room behind the cell}, and the colonnades surrounding the whole
building. The kind that Vitruvius called dpgmpsorvios [with
columns both back and front] originally had a room in front of the
cell and another at the back with a row of columns in front of both.
Next, in the wepimrepos [with a single row of columns] there is a
row of columns in front of all four sides, until, finally, the highest
degree is reached when this row of colurnns is doubled all round in
the 8{mrepos temple, and in the smacfpos {open to the sky] there are
added, in the cell, colonnades with columns in two storeys, set
apart from the walls, and so providing round the cell a walk similar
to that provided by the outside colonnades. For this kind of temple
the examples cited by Vitruvius are the eight-columned temple of
Athene in Athens and the ten-columned one of the Olympian
Zeus (Hirt, History of Ancient Architecture, iii. 1418 and ii. 151).7

Detailed differences in respect of the number of columns, and
their distances from one another and from the walls, we will pass
over here and notice only the special significance which rows of
columns, entrance halls, etc., have in general in the construction of
Greek temples.

In these prostyles and amphiprostyles, 1.e. these single and
double colonnades, which led directly to the open air, we see people
wandering freely and openly, individually or in accidental group-
ings; for the colonnades as such enclose nothing but are the bound-
aries of open thoroughfares, so that people walking in them are

! Refercnces in this parageaph o Vitruvius are to i 2, but there is more
here than what he says himself.
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half indoors and half outside and at least can always step directly
into the open air. In the same way the long walls behind the
columns do not admit of any thronging to a central point to which
the eye could turn when the passages were crowded; on the con-
trary, tfie eye is more likely to be turned away from such a central
point in cvery direction. Instead of having an idea of an assembly
with a single aim, we see a drift outwards and get only the idea of
people staying there cheerfully, without serious purpose, idly, and
just chatting. Inside the enclosure a deeper seriousness may be
surmised, but even here we find a precinct more or less (or en-
tirely, especially in the most perfectly developed buildings) open to
the external surroundings, whichJhints at the fact that this serious-
ness is not meant so very strictly.| After all, the impression made by
these temples is of simplicity antt-grandeur, but at the same time
of cheerfulness, openness, and comfort, because the whole build-
ing is constructed for standing about in or strolling up and down
in or coming and going rather than for assembling a collection of
people and concentrating them there, shut in on every stde and
separated from the ocutside world.

3. The Different Styles in Classical Architecture

If in conclusion we cast a glance at the different forms of building
which are typical of classical architecture throughout, we may
emphasize the following differences as being the more important.

(@) Doric, Ionic, and Corinthian Orders

Primarily noticeable 1n this connection are those architectural
styles whose difference comes out in the most striking way in the
columns. For this reason I will confine myself here to citing the
principal characteristic marks of the columnar Orders.

"The most familiar Orders are the Doric, [onian, and Corinthian,
Neither earlier nor later was anything discovered more archi-
tecturally beautiful or appropriate to its purpose. For the Tuscan
Order, or, according to Hirt {op. cit., i. 251), early Greek archi-
tecture also, belongs in virtue of its unadorned poverty to the
originally simple building in wood, but not to architecture as a
fine art. The so-called Roman Order 1s of no moment because 1t is
merely the Corinthian with increased decoration.

The chief points of importance are the relation between the
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height and the diameter of the columns, the different sorts of
pedestal and capital, and the greater or lesser distances between
the columna.‘Es for the first point, the column seems heavy and
compressed if its height is not at least four times the diameter, and
if it rises to ten times the diameter the column looks to the eye too
thin and slender for its purpose of supporting. But the distance of
¢he columns from one another is closely related to this; for if the
columns are to look thicket, they must be placed closer to one
another, but, if they are to look slimmer and thinner, their distances
rust be wider. It is of equal importance whether the column has a
pedestal or not, whether the capital is higher or lower, unadorned
or decorated, because by the choice of one or other of these
alternatives the whole character of the column is altered. But the
rule for the shaft is that it must remain plain and undecorated,
although it does not rise with the same thickness throughout but
becomnes a little thinner above than it is below and in the middle;
for this reason there is a swelling in the middle which must be
there even though it is almost imperceptible.” It is true that later,
at the close of the Middle Ages, when the old columnar forms
were applied again in Christian architecture, the plam columnar
shafts were found too cold and therefore were surrounded by
wreaths of flowers, or the columns were made to rise like spirals;
but this is inadmissible and contrary to genuine taste, because the
column has nothing to do but fulfil the task of supporting, and in
fulfilling it to rise firm, straight, and independent [of decoration
and anything else]. The only thing which the Greeks used on the
shaft of the column was fluting; by this means, as Vitruvius says
[iv. 4. iii], the columns appear broader than they would be if left
quite smooth, Such flutings occur on the largest scale.

Of the more detailed differences between the Doric, Ionic, and
Corinthian Orders in columns and architectural style, 1 will cite
only the following principal peints.

(x) In the earliest buildings the fundamental consideration is
the security of the building, and architecture does not ge beyond
this. For this reason it does not yet risk elegant proportions
and their bolder lightness but is content with heavy forms. This

! It is curious that Hegel does not seem to have realized that this swelling is
required in order to make the column lovk straight. On the columns of the
Parthenon at Athens, e.g., a plumb-line would reveal the swelling which the eve
{untrained at least) docs not notice at first.

.
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happens in Doric architecture. In it the material with its load-
carrying weight retains the chief influence and it comes especially
into appearance in connection with breadth and height. If a
building rises light and free, then the load of heavy masses seems
t0 have been overcome, whereas, if it lies broader and lower, the
chief thing it displays is, as in the Doric style, firmness and solidity,
dominated by the law of gravity.

Conformably with this character, Doric columns, contrasted with
the other Orders, are the broadest and lowest. The older of them
do not exceed six times the height of their lower diameter, and are
commonly only four times as high as their diameter, and therefore
in their heaviness give the impression of a simple, serious, and
unadorned masculinity, exemplified in the temples at Paestum and
Corinth, But in the later Doric columns the height is raised to
equal seven diameters, and for buildings other than temples
Vitruvius adds half a diameter.t In general, however, the distinc-
tive character of the Doric style is that it is still nearer the original
simplicity of building in wood, although it is more susceptible of
decorations and adornments than the Tuscan is. Yet the columns
almost always have no pedestal but stand directly on the founda-
tion, and the capital is put together in the simplest way out of an
abacus and an echinus. The columns were sometimes left smooth,
sometimes fluted with twenty drills lcft shallow in the lower third
as a rule but hollowed out above (Hirt, Architecture on Greek
Principles, p. 54). As for the distance between columns, in the
older monuments this amounts to the width of twice the thickness
of the columns, and in only a few cases is this increased to between
two and two-and-a-half times the thickness.

Another peculiarity of Doric architecture in which it comes
nearer to using building in wood as its mode! consists of the tri-
glyphs and metopes. By prismatic incisions the triglyphs indicate
on the frieze the heads of the roof beams that lie on the architrave,
while the metopes fill the space between one beam and another
and in Doric building keep the form of a square. They were com-
monly covered with bas-reliefs as a decoration, while on the
architrave under the triglyphs, and above on the under-surface of
the cornice, six small conical bodies, the drops [guttae—Vitruvius,
iv. 3], served as ornaments.

T Although Vitruvius discourses on Doric columns in iv. 1 (seven diameters)
and especially in iv. 3, this addition does not appear to be there,
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(8} While the Doric style already develops into a character of
pleasing solidity, Ionic architecture, though still simple, rises to
what is typically slender, graceful, and elegant. 'T'he height of the
columns varies between seven and ten times the length of their
lower diameter. According to Vitruvius [iii.. 3 and 5] the height is
principally determined by the distance between the columns; for,
the greater this is, the thinner and therefore taller do the columns
appear, while if the intervening distance is less they appear thicker
and lower. For this reason, in order to avoid excessive thinness or
heaviness, the architect 1s compelled in the first case to lessen the
height, in the second to increase it. Consequently if the distance
between the columns exceeds three diameters, the height of the
columns amounts to only eight, while if the distance is between
two-and-a-quarter and three diameters, the height is eight-and-a-
half. But if the columns are only two diameters apart, the height
rises to nine-and-a-half, and even to ten when the distance is at its
narrowest, 1.e. one-and-a-half, Yet these last cases occur only very
seldom, and, to judge from the surviving monuments of Lonic
architecture, the Greeks made little use of proportions demanding
higher columns.

Further differences between the Ionic and the Doric style are to
be found in the fact that Ionic columns, unlike the Doric, do not
have their shaft rising straight from the sub-structure, but are set
up on a pedestal with many mouldings. From this they rise, gradu-
ally diminishing in girth to a slender summit; the shaft is deeply
hollowed out with twenty-four broad flutes. In this matter the
Ionic temple at Ephesus is especially contrasted with the Doric one
at Paestum. Similarly the Ionic capital gains in variety and grace,
It has not only an incised abacus, astragal, and echinus, but on the
left and right 1t has in addition a shell-like curve and on the sides
an ornament in the shape of a pillow; this gives this capital the
name of ‘pulvinated’ capital. The shell-like curves on the pillow
indicate the end of the column which could rise still higher but at
this point of possible extension it curves back into itself.

Granted this attractive slenderness and decoration of the
columns, Ionic architecture now demands a bearing architrave
which is less heavy and therefore is applied to making the building
more graceful. For the same reason, it no longer, like Doric, is in-
dicative of a derivation from building in wood. Therefore in the
Aat frieze triglyphs and metopes disappear, and instead the chief
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decorations are now the skulls of sacrificial animals bound together
with wreaths of flowers, and, in place of mutules, dentils are
introduced (Hirt, History of Ancient Architecture, 1. 254).

(y) Finally, the Corinthian style abides fundamentally by the
Ionian but, keeping the same slenderness, it develops it into a
tasteful brilliance and reveals the final wealth of decoration and
ornament. Content, as it were, with deriving its several and specific
divisions from building 1n wood, it emphasizes them by decora-
tions without letting this first origin glint through them and
€Xpresses a vigorous precccupation with attractive differences by
the various fillets and bands on cornices and beams, by troughs and
weather moulds, by pedestals divided in various ways, and richer
capitals.

The Corinthian column is not loftier than the Ionic, because
usually, with similar fluting, its height is only eight or eight-and-a-
half times the diameter of its lower part, vet owing to a higher
capital it appears more slender and, above all, richer. For the
capital’s height is one-and-an-eighth times the lower diameter and
has on all four corners thinner spirals with no pillows, and the
part below these is adorned with acanthus feaves. The Greeks have
a charming story about this [in e.g. Vitruvius iv, 1). A remarkably
beautiful girl, the story goes, died; her nurse then collected her
toys in a basket and put it on her grave where an acanthus was
beginning to grow. The leaves soon surrounded the basket and
this gave rise to an idea for the capital of a column,

Of further differences between the Corinthian style and the
Doric and Tonic T will mention only the charmingly chamfered
mutules under the cornice, the projection of the guttae, and the
dentils and corbels on the entablature,

(b) The Roman Construction of Arch and Vault

Secondly, Roman architecture can be regarded as 2 middle form
between Greek and Christian because what especially begins in it
is the use of the arch and vaultings.

It 18 not possible to determine with precision the period in
which the construction of an arch was first discovered, but it
seems certain that the arch and the vault were unknown to the
Egyptians, no matter how far they progressed in the art of build-
ing, as well as to the Babylounians, Israelites, and Phoenicians. At
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least the monuments of Egyptian architecture show merely that
when the Egyptians came to build a roof over the interior of their
buildings, they could use nothing but massive columns on which
flagstones were placed horizontally as beams. But when wide
entrances and bridge-arches had to be vaulted, the only expedient
which the Egyptians understood was to make a stone protrude
inwards on either side and place another on top of it protruding
further, so that as the side walls rose the distance between them
grew gradually less until finally only one stone was needed to close
the gap. Where they did not use this expedient, they covered the
spaces with huge stones joined to one another like chevrons.

Among the Greeks we do find, though seldom, monuments in
which an arch construction is used, and Hirt, whose volumes on
the architecture of the Greeks and its history are of the first impor-
tance,’ states that not one of them can be safely regarded as built
before the Periclean age. In other words what is characteristic of
Greek architecture, and developed to the full, ts the column and
the entablature superimposed on it horizontally, so that the column
is little used in Greece for anything but its proper purpose of sup-
porting beams, But a vaulted arch linking two pillars or columns,
and the cupola formation, has a wider implication because here the
column is already beginning to lose its purpose of being merely a
support. For the arch in its rige, its curve, and its fall 1s related to
a central point which has nothing to do with a column and its
support. The different parts of the arch mutually carry, support,
and continue one another, so that they are exempt from the amd of
a column to a far greater extent than a superimposed beam is.

In Roman architecture, as I said, the construction of arches and
vaults is very common; indeed, if full confidence can be placed in
later testimonies, a few remains have to be ascribed to the period of
the Roman kings. Of this sort are the catacombs and the cloaca
which had vaults, but they have to be regarded as works restored at
a later date.

'The invention of the vault is ascribed with the greatest proba-
bility to Democritus? [in the fifth-century B.c.] who concerned

' Hirt may have been the best authority on the subject in Hegel’s day, but he
15 subjoct to correction by modern scholars.

* Hegel cites Seneca, Ep. go, for this, but Seneca says that Posidonius is the
-'aftuthl::rr of this ascription to Democritus and adds that for his part he thinks it
alse.
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himself too with various mathematical subjects and is reputed to
be the inventor of the art of the lapidary.

One of the most outstanding productions of Roman archi-
tecture, where the semicircle is the predominant model, is the Pan-
theon of Agrippa, dedicated to Jupiter Ultor, which was built to
contain, in addition to the statue of Jupiter, in six other niches
colossal images of Mars, Venus, the deified Julius Caesar, and
three others that cannrot be precisely determined. On each side of
these niches were two Corinthian columns, and over the whole
there was the most majestic vaulted roof in the form of u half
globe, imitating the vault of heaven. In the matter of technique, it
must be noticed that this roof is not vaulted in stone. What the
Romans did in most of their vaults was first to make a wooden
construction in the form of the vault they intended to build, and
then they poured over it 2 mixture of chalk and pozzolana-cement
made from light tufa and broken bricks.! When this mixture dried
out the whole formed a single mass, so that the wooden framework
could be discarded, and owing to the lightness of the material and
the stability of its cohesion the vault exerted only a little pressure
on the walls,

(¢) General Character of Roman Architecture

Now quite apart from this novelty of arch-construction, Roman
architecture, to speak gencrally, had a totally different range and
character from the Greek. While keeping throughout to the pur-

. pose of their buildings, the Greeks were distinguished by their ar-
: tistic perfection in the nobility and simplicity of their architecture
1as well as in the easy gracefulness of their decorations. Whereas
;the Romaris are skilful in the mechanics of building, and although
 their buildings are richer and more magnificent, they have less
_Dobility and grace. Moreaver in their case a2 variety of purposes,
unknown to the Greeks, arise for architccture. For, as I said at the
beginning, the Greeks devoted the splendour and beauty of art
only to public buildings; their private houses remained insignifi-
cant. Whereas in the case of the Romans, not only was there an
enlarged range of public buildings where the purposiveness of
their construction was allied with grandiose magnificence in
theatres, amphitheatres for gladiators, and other works for the

' Or, rather, from volcanic ash found near Pozzuoli (anc. Puteoli),
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public amusement, but architecture was also directed to the
requirements of private life. Especially after the civil wars [end of
first century B.C.], villas, baths, avenues, stairs, etc. were built
with extreme luxury at enormous expense, and this opened a new
sphere to architecture; this drew horticulture in its train and was

erfected 1n a very ingemous and tasteful way. A brilliant example
is the villa of Lucullus.?

The type of this Roman architecture has served in many ways as
a mode] for later Italians and Frenchmen. In Germany we have
long followed the Italians or the French, until now at last we have
turned to the Grecks again and taken classical art in its purer form
as our model.

! He lived 110 B.C.—47 B.c. The willa is therefore a little earlier than Hegel
indicates, After distinguished service as a geperal in Asia Minoer Lucuilus
retired to Rome, See Plurarch’s Life. He had enormous weslth and his profusion
has been no better pictured than in G, E. Stevens’ Monologues of the Dead
(London, 18g6).



Chapter 111
ROMANTIC ARCHITECTURE

‘The Gothic architecture of the Middle Ages which 1s the real
centre of the properly romantic style was regarded as something
erude and barbaric for a long time, especially since the spread and
domination of French artistic taste. In more recent times it was
chiefly Goethe who took the lead in bringing it into honour again
when he locked on nature and art with the freshness of youthand in
a way opposed to the French and their principles. Nowadays more
and more efforts have been made to get to value in these grand
works both a peculiar appropriateness to Christian worship and
also a correspondence between architectural configuration and the
inmost spirit of Christianity.

1. (General Character of Romantic Architecture

As for the general character of these buildings, in which their
religious function is to be particularly stressed, we saw already in
the Introduction that here the architecture which is independent
is united with that which serves a purpose. But this unification
does not consist at 2ll in a fusion of Eastern and Greek forms; 1t
18 to be found rather in the fact that, on the one hand, enclosure
provides the fundamental type to a greater extent than is the case
in Greek temple-building, while, on the other hand, mere utility
and adaptation to an end is transcended all the same and the house
[of God] is erected freely, independently, and on its own account.
Thus these buildings and houses of God do prove, as was said, to
be entirely suitable for worship and other uses, but their real
character lies precisely in the fact that they transcend any specific
end and, as perfect in themselves, stand there on their own
account, The work stands there by itself, fixed, and eternal.
Therefore no purely abstractly intellectual [or mathematical]
relation determines the character of the whole; the interior does
not have the box-like form of our Protestant churches which are
built only to be filled by a congregation and have nothing but pews
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like stalls in a stable. Externally the [medieval] building rises freely
to a pinnacle, so that, however appropriate 1t 1s to its purpose, the
purpose dlsappears again and the whole is given the look of an
independent existent. No one thing completely exhausts a build-
ing like this; everything is lost in the greatness of the whole, It has
and displays a defimite purpose; but in its grandeur and sublime

eace it is lifted above anything purely utilitarian nto an infinity
in itself. This elevatmn above the ﬁmte, and this simple solidity,
is its one characteristic aspect. In its other it is precisely where
pmzmhnzatmn ‘diversity, and variety gain the fullest scope,
but without letting the whole fall apart into mere trifles and acci-
dental details. On the contrary, here the majesty of art brings back
into simple unity everything thus divided up and partitioned. The
substance of the whole is dismembered and shattered into the
endiess divisions of a2 world of individual variegations, but this
incalculable multiplicity is divided in a simple way, articulated
regularly, dispersed symmetrically, both moved and firmly set in
the most satisfying eurhythmy, and this length and breadth
of varied details is gripped together unhindered into the most
secure unity and clearest independence.

2. Particular Architectural Formations

In proceeding now to the particular forms in which the specific
character of romantic architecture is developed, we will confine
our discussion, as we have already noticed earlier, to Gothic archi-
tecture proper and mainly to Christian churches in distinction
from Greek temples.

(@} The Fully Enclosed House as the Fundamental Form

{x) Just as the Christian spirit concentrates itself in the inner
life, so the building becomes the place shutin en every side for the
assembly of the Christian 4 _congregation and the collection of its
thoughts. The spatial enclosure corresponds to thé concentration
of mind within, and results from it. But the worship of the
Christian heart is at the same time an elevation above the finite
s0 that this elevation now determines the character of the house of
God. In this way architecture acquires elevation to the infinite as
the significance which it is driven to express in architectonic
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forms, a significancc independent of mcrc purposiveness. The
impression, therefore, which art now has to produce is, on the one
hand, in distinction from the cheerful openness of the Greek
temple, the impression of this tranquillity of the heart which,
released from the external world of nature and from the mundane
in general, is shut in upon itself, and, on the other hand, the
impression of a majestic sublimity which aspires beyond and out-
soars mathematical limitation. Thus, while the buildings of ¢lassi-
cal architecture in the main lie on the ground horizontally, the
opposite romantic character of Christian churches consists in their
growing out-of the ground and rising to the sky.

(B) Enclosure was to give effect to this Torgetting of the external
world of nature and the distracting activities and interests of finite
existence. Adieu therefore to apen entrance halls and colonnades,
etc.; in their openness they are connected with the world and so
the}r are now given instead in a-totally-different way a posnmn
instde_the building, For the same reason the light of the sun is
excluded or it only glimmers dimly through windows of the stained
glass necessary for complete separation from_the world outside.
What people need here is not provided by the world _fnature on
the contrary they need a world mmade by and for man alone, for his
worship and the preoccupations of his ifimer fife. -

(v) But as the decisive type assumed by the house of God in
general and in its particular parts we may fix the free rising and
running up into pinnacles whether these are formed by arches or
by straight lines, In classical architecture the basic form was pro-
vided by columns or stanchions with superimposed beams, so that
the chief thing was rectangularity and therefore support. For a
weight resting at a right angle shows clearly that it is supported.
And even if the bears themselves are in turn supports for a roof,
their surfaces incline at an obtuse angle to one another. Here there
is strictly ne question of rising or coming to a pinnacle, but only of
resting and supporting. In the same way even a round arch, which
proceeds from one pillar to another in a uniformly curved line and
is described from one and the same central point, likewise rests
on its supporting substructure. But in romantic architecture the
basic form is no longer afforded by supporting as such and there-
fore by rectangularity; on the contrary, these are cancelled because
surrounding walls sheot upwards on their own account within and
cutside, and they meet at a point without the fixed and express
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difference between a load and its support. This predominant free
striving upwards and the inclination of the sides culminating in
the apex is here the essential determinant for the origin of the
pointed arches or acute-angled triangles with a narrower or
broader base which indicate the character of Gothic architecture
in the most striking way.

(b) The Form of the Exterior and the Interior

Engaging in heartfelt devotion and elevation of soul has, as
worship, a variety of particular features and aspects which cannot
be carried out in open halls or in front of temples, but have their
place in the interior of God’s house. Therefore while in the temples
of classical architecture the external form is the chief thing and,
owing to the colonnades, remains independent of the construction
of the interior, in romantic architecture the interior of the building
not only acquires a more esséfitial importance because the whole
thing is meant to be an enclosure only, but the interior glints also
through the shape of the exterior and determines its form and
arrangement in detail.

In this connection, in order to examine the matter in more
detail, we will first step into the interior and so thereafter become
clear about the form of the exterior.

() As the principal determinant of its interior I have already
cited the fact that the church is meant to enclose a space for the
congregation, and all the aspects of its spiritual worship, as a
protection partly from inclement weather, partly from the troubles
of the external world. The space inside therefore becomes totally
enclosed whereas the Greek temples often had open cells in addi-
tion to open colonnades and halls,

But Christian worship is both an elevation of soul above the
restrictions of existence and also a reconciliation of the individual
with God. This therefore essentially implies a reconciliation of
differences into a single unity that has become inherently concrete.
At the same time, romantic architecture constructs a building
which exists as an enclosure for the spirit, and consequently it is
its business, so far as is architecturally possible, to make spiritual
convictions shine through the shape and arrangement of the
building and so determine the form both of its interior and ex-
terior. This task has the following implications.
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(ax) The space of the interior must not be an abstractly uniform
and empty one that has no differences and their intermcdiation;
what is required on the contrary is a formation differentiated in
length, breadth, height, and the character of these dimensions.
The circle, the square, the oblong, with the equality of their
enclosing walls and roofing are unsuitable. The movement of the
spirit with the distinctions it makes and its conciliation of them
in the course of its elevation from the terrestrial to the infinite, to
the loftier beyond, would not be expressed architecturally in this
empty uniformity of a quadrilateral.

(B8) 1t is at once a corollary of this that in Gothic archi-
tecture the purposiveness of a house, whether in respect of its
enclosure by means of side walls and roof or in regard to beams and
columns, is only an incidental so far as the formation of the whole
building and its parts is concerned. Consequently, as was already
explained above, the strict difference between load and support
has disappeared; the no longer purely appropriate form of the
right angle is cancelled and a return is made instead to a form
anzlogous to ) one in nature, and this must be the form of an en-
closure for a freely aspiring assembly. Enter the interior of a
medieval cathedral, and you are reminded less of the firmness and
mechanical appropriateness of load-carrying pillars and a vault
resting on them than of the vaultings of a forest where in lines of
trees the branches incline to one another and quickly meet. A
purlin needs a fixed point of support and a horizontal position.
Whereas in Gothic architecture the walls rise upwards freely and
independently; so do the pillars, which branchoutabove apart from
one another in several directions and meet as if accidentally; i.e.
although the vault does in fact rest on pillars, their purpose of
supporting the vault is not expressly emphasized and presented
independently. It is as if they were not supports at all; compare a
tree—its boughs do not seem to be carried by the trunk: on the
contrary in their form, rather like an easy curve, they lock like a
continuation of the trunk and with the leaves of other trees form
a roof of foliage. The cathedral presents a vault like this, one
meant for reverie, this place of dread which invites to meditation,
because the walls and the forest of pillars mect freely at the apex.
But this is not to say that Gothic architecture has taken trees and
forests as the actual model for the forms it uses.

While tapering to a point provides in general a2 fundamental
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form for Gothic, in the interior of the churches this form takes the
special character of a pointed arch. This gives columns in particu-
lar a totally different purpose and shape.

As total enclosures, the wide Gothic churches need a roof which
owing to that width is a heavy load necessitating support under-
neath. So here columns seem to be properly in place. But because
the way the building strives upwards precisely converts load-
carrying into the appearance of free ascending, columns cannot
occur here in the significance they have in classical architecture.
On the contrary they became pillars which, instead of purlins,
tinuation of the pillars and rise td a pmnt as it were unmtentmnally
We can indeed represent the way in which two pillars standing
apart from one another necessarily end at a point as aznalogous to
the way in which, e.g., a gabled roof can rest on corner posts, but
when we look at the sides of the roof, then, even if they are set on
the pillars at wholly obtuse angles and incline to one another at
an acute angle, in that case we nevertheless get the idea of a load
on the one hand and a support on the other. Whereas the shoulders
of the pointed arch seem at first sight to rise at a right angle to the
pillar and to curve only unnoticeably and slowly, so that each
mnclines gradually to the other; only then does this completely
give us the idea that the shoulder is nothing at all but a2 continu-
ation of the pillar which comes together with another to form an
appear a8 one and the . sa_mf_mnsjmctmn althuugh the arches rest
on and rise from capltals, Yet the capitals are absent altogether,
c.g. in many Netherlands churches, and in this way that undivided
unity is made clearly visible,

Since the striving upwards is meant to be manifest as the chief
characteristic, the height of the pillars exceeds the breadth of their
base to an extent which the eye cannot compute. The pillars
become thin and slender and rise so high that the eye cannot take
in the whole shape at a single glance but is driven to travel over it
and to rise unti] it begins to find rest in the gently inclined vaulting
of the arches that meet, just as the worshipping heart, restless and
troubled at first, rises above the territory of finitude and finds rest
in God alone.

The final difference between pillars and columns is that pe-~
culiarly Gothic pillars, once developed in their specific character, do
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not remain, like columns, circular, stable in themselves, one and
the same cylinder, but already form, reed-like, at their base a coil
or bundle of threads which then above are variously disentangled
and radiate in numerous continuations on every side. In classical
architecture a progress is visible in columns from heaviness,
simplicity, and solidity to slenderness and decoration; so too
something similar occurs in the pillar which, rising in greater
slenderness, is less and less susceptible of fulfilling the purpose of
support and floats freely upwards, though it closes at the top.

The same form of pillars and pointed arches is repeated in
windows and doors. The windows especially, both the lower ones
on the side-aisles and still more the upper ones of the nave and the
choir, are of colossal size so that the eye that rests on their lower
parts does not immediately take in the upper ones butis nowdrawn
upwards, as happened in the case of the vaultings. ‘This generates
that restlessness of aspiration which is to be communicated to the
spectator. Moreover the window-panes, as was mentioned above,
are only half-transparent owing to the stained glass. Sometimes
they display sacred stories; sometimes they are simply coloured to
increase the twilight effect and leave candlelight to provide illumi-
nation; for here it is a day other than the day of nature that is to
provide light,

(vy) Coming now finally to the whole interior arrangement of
Gothic churches, we have seen already that the different parts
must be formed differently in height, breadth, and length, The
next point here is the difference of the chancel, transepts, and long
nave from the surrounding aisles, On the outer side these aisles are
formed by the edifice’s enclosing walls in front of which pillars
and arches project, and on the inner side by pillars and pointed
arches open to the nave because they have no walls connecting
them. Thus the position of these aisles is the converse of that of the
Greek temple colonnades which are open on the outside but
closed on the inner side; whereas in Gothic churches free passage-
ways are left open from the nave through between the pillars into
the side-aisles. Sometimes there are two of these side-aisles along-
side one another; indeed in Antwerp cathedral there are three on
each side of the nave.!

"The nave itself soars up above the aisles; it is enclosed by walls

' Hegel visited this cathedral in October 1822 and in a letter commented then
on this triplicity.
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varying in height compared with the aisles, being sometimes twice
their height, sometimes less. The walls are so broken by colossal
long windows that they become themselves as it were slender
pillars which meet at the top in pointed arches and form vaults.
Nevertheless, there are also churches where the aisles have the
same height as the nave, as, for instance, in the later chair of St.
Sebald’s in Niirnberg [where Hegel lived for a few years]; this
gives the whole church a character of sublime, free, and open
slenderness and elegance.

In this way the whole church is divided and articulated by rows
of pillars which resemble a forest in running together above in
flying arches like boughs. In the number of these pillars, and in the
numerical relations of the interior generally, it has been proposed
to find much mystical meaning. Of course at the time when Gothic
architecture blossomed most beautifully, e.g. at the time {r248]
of Cologne cathedral, great importance was laid on such numerical
symbolism since the still rather dim inkling of reason easily lapsed
into external considerations like this; but, by such always more or
Jess arbitrary games of an inferior symbolism, architectural works
of art are given neither a deeper meaning nor a more exalted beauty,
because their proper significance and spirit is expressed in forms
and configurations quite otherwise than in the mystical meaning of
numerical differences. We must therefore be very cautious not to

~po too far in the hunt for such meanings, because to try to be teo
profound and see a deeper significance everywhere is just as petty
and superficial as the blind pedantry which passes over, without
grasping it, the profound meaning which is clearly expressed and
presented.

Finally, on the distinctive character of the chancel and the nave I
will confine myself to the following remarks. The high altar, this
real centre of worship, is placed in the chancel which is thus the
place devoted to the clergy in contrast to the congregation which
has its place, along with the pulpit, in the nave, Steps, more or less
numerous, lead to the chancel, so that this whole part of the build-
ing, and what goes on there, is visible from every point. So too the
chancel is more elaborately decorated and yet in comparison with
the long nave it is more grave, solemn, and sublime, even when the
heipht of the vaults is the same. At this point the whole build-
ing is finally enclosed: the pillars are thicker and closer together,
with the result that the width is continually diminished, and
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everything seems to rise higher and more tranquilly, whereas the
transepts and nave with their entrance and exit doors still permit
of a connection with the outside world.—As for orientation, the
chancel points to the east, the nave to the west, the transepts to
north and south. There are also churches, however, with a double
chancel, one at the east and the other at the west end, and the main
entrances are into the transepts.—The font for baptism, for this
consecration of entry to the company of the faithful, is erected in a
porch beside the main entry to the church.—Finally, for private
worship or special occasions there are set up round the whole
building, especially round the chancel and the nave, smaller
chapels each of which forms by itself as it were a new church.—
This may suffice as a description of the arrangement of the parts of
the whole.

In such a cathedral there is room for an entire community. For
here the whole community of a city and its neighbourhood is to
assemble not round the building but instde it. For this reason all
the various interests of life which touch religion in any way have
their place alongside one another. The wide space is not divided
and narrowed by series of rows of pews; everyone goes and comes
unhindered, hires or takes a chair for his present use, kneels down,
offers his prayer, and departs again. If it is not the time for high
mass, the most varied things go on simultaneously without incon-
venience. Here there is a sermon: there a sick man is brought
in. Between the two a procession drags slowly on. Here there is a
baptism, there a bier. At another point again 2 priest reads mass
or blesses a couple’s marriage. Everywhere people wander like
nomads, on their knees before some aitar or holy image or other.
All these varied activities are included in one and the same build-
ing. But this variety of occupations and their separate individuality
with their continual alteration disappears all the same in face of the
width and size of the building; nothing fills it entirely, everything
passes quickly; individuals and their doings are lost and dispersed
like points in this grandiose structure; the momentary event is
visible only in its passing away; and over everything these infinite
spaces, these gigantic constructions, rise in their firm structure and
imrnutable form.

These are the chief characteristics of the interior of Gothic
churches. Here we have not to look for purposiveness as such but
only for appropriateness to the subjective worship of the heart as it
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immerses itself in its own inmost privacy and lifts itself above
everything individual and finite. In short, these buildings are
sombre, separated from nature by walls closing them in all round,
and nevertheless carried out to the last detail as aspiring sublimely
and illimitably.

(8) 1If we turn now to consider the exterior, the point has al-
ready been made that, in distinction from the Greek temple, in
Gothic architecture the external shape, the decoration and arrange-
ment of walls, etc., are determined from within outwards,-stnce
the exterior is to appear as only an enclosing of the interior.

In this context the following points need special emphasis.

(ox) First, the entire external cruciform shape mn its fundamental
outline makes recognizable the similar construction of the interior
because 1t allows for the separation between the transepts and the
nave and chancel, and besides makes clearly visible the different
hetghts of the aisles and the nave and chancel.

In more detail, the chief facade, as the exterior of the nave and
aisles, corresponds in its portals to the construction of the interior.
A higher main door, leading to the nave, stands between two
smaller entrances to the side-aisles and hints by the narrowing due
to perspective that the exterior has to shrink, contract, and dis-
appear in order to form the entrance, The interior is the already
visible background in which the exterior 15 immersed just as the
heart, retreating into itself, has to immerse itself in its own inner
life. Next, over the side-doors there rise, likewise in the most im-
medrate connection with the interior, colossal windows, just as the
portals are carried up to pointed arches similar to those serviceable
for the special form of vaulting in the interior. Over the main door,
between the windows over the side-doors, a great circle opens, the
rosc-window, a form likewise belonging quite peculiarly to this
architectural style and suitable only to it. Where such rose-win-
dows are missing there is substituted a still more colossal window
culminating in a pointed arch.—The fagades of the transepts are
divided similarly, while the walls of the nave, the chancel, and the
aisles follow entirely in the windows and the form of these, as well
as in the bearing walls between them, the appearance of the in-
terior and display that externally.

(B} But secondly, in this close tie with the form and arrange-
ment of the interior, the exterior hegins nevertheless to have an
independence of its own, because it has tasks of its own to fulfil.
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In this connection we may mention the buftresses. They take the
place of the varicus pillars in the interior, and they are necessary
as points d’appui {or the elevation and stability of the whole. At the
same time they make clear in their intervals, nurnber, etc, on the
outside the division of the rows of pillars within, although they do
not precisely imitate the form of the inner piliars but, on the con-
trary, the higher they rise the more are the intervals [like steps] at
which they diminish in strength [or depth].!

(vy) Thirdly, however, while the interjor is meant to be in itself
a complete enclosure, this feature is lost in the aspect of the exterior
and gives place completely to the single character of rising up-
wards. For this reason the exterior acquires a form quite inde-
pendent of the intertor, a form manifest especizlly in striving
upwards on all sides into projections and pinnacles and breaking
out into apex on apex,

To this striving upwards there belong the high-mounting
triangles which, beyond the pointed arches,? rise above the portals,
especially those of the main fagade and, above the colossal windows
of the nave and chancel; to this same feature there also belong ()
the slenderly pointed form of the roof, the gable of which comes
into view especially on the fagades of the transepts, and (b) the
buttresses which everywhere run up to small peaked towers and
therefore, just as in the interior the rows of pillars form a forest of
trunks, branches, and vaults, so here on the exterior a forest of
pinnacles is raised on high,

As the most sublime summits of the structure the fowers3 rise in

Hegel is referring here 10 the spandrels, i.e. to 4 in this
illustration from .1.0. s.v. Arcade,

3 Tiirme: the word may mean either ‘tower’ or ‘steeple’. A steeple is a tower
surmounted by a spire, and Hegel's insistence on *points” and ‘striving upwards'
might suggest that he has steeples in mind here, but wrongly because some cathe-
drals have towers and no spires, and therefore no steeples, and some towers
have belfries.
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the most independent fashion. That is to say that in them the
whole mass of the building is as it were concentrated; in its main
towers the mass is lifted up unhindered to a height that the eye
cannot calculate, while its character of peace and solidity is not
Jost. Such towers stand in the main fagade over the two aisles while
a third and thicker main tower rises from the point at which the
vaults of the chancel, nave, and transepts meet; aiternatively, a
single tower forms the main fagade and rises over the whole
breadth of the nave. These at any rate arethe commonest positions.
For worship the towers provide belfries because a peal of bells
pecubarly belongs to Christian services. This simple and vague
sound 1s a solemn stimulus to inner meditation, but it is primarily
only a preparative, coming from without, whereas the articulated
sound, expressive of what is felt or conceived, is song, which is
heard only in the interior of the church. Inarticulate sounds, how-
ever, can have their place only outside the building and they ring
out down from the towers, because they are meant to resound
from these pure heights far and wide over the country.

(c) Mode of Decorating

In this third matter the chief characteristics were already indi-
cated at the start.

(a} The first point to be emphasized is the importance of deco-
ration as such for Gothic architecture. On the whole, classical
architecture preserves a wise proportion in the adornment of its
buildings. But since it is especially important for Gothte archi-
tecture tomake the masses that it builds seem greater and, above all,
higher than they are in fact, it is not content with simple surfaces,
but divides thmzhfeughﬁut— partivelarly in forms indicative them-
selves once more of striving upwards. Pillars, pointed arches, and
acute-angled triangles rising above them, for example, occur in the
decorations too. In this way the simple unity of the huge masses
is split up and elaborated down to the last particular detail, and the
whole now presents in itself the most tremendous contrast. The
~ eye sees, on the one hand, the most obvious outlines clearly
ordered, though in immense dimensions, and, on the other hand,
an unsurveyable abundance and variety of decorative orna-
mentation, so that what 15 most universal and simple faces the
most-diversified particularity of detail. Christian worship involves
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a similar contrast: the heart that worships ts nevertheless immersed
in finitude and habituated to pettiness and minutiae. This dis-
union should stimulate reflection, and this striving upwards mvites
a sense of the sublime. For in this sort of decoration the chief
thing is not to destroy or conceal the outlines by the mass and
diversity of ornamentation but to let them, as the essential thing
on which all depends, permeate this variety through and through
and cornpletely. Only in this event, especially in Gothic buildings,
is the solemnity of their grandiose seriousness preserved. Just as
religious devotion should penetrate all the recesses of the soul and
every relation: in the life of individuals and engrave indelibly on the
heart the most universal and unchanging ideas, so also the simple
architectural types must always bring back again to these main
outlines the most varied divisions, carvings, and decorations and
make them disappear in face of those outlines.

{8} A second aspect 1n decorations is connected similarly with
the romantic form of art as such. Romanticism has as its principle
the mnner life, the return of the intellectual life into itself, but the
inner life is to be reflected in the external world and to withdraw
into itself out of that world. Now in architecture it is the visible,
material, and spatial mass on which the inmost heart itself is
s0 far as possible to be brought before contemplation. Given such
a material, nothing 1s left to the artistic representation but to refuse
validity to the material and the massive in its purely material
character and to interrupt it everywhere, break it up, and deprive it
of its appearance of immediate coherence and independence. 1n
this connection the decorations, especially on the exterior (which
has not to marifest enclosing as such), acquire the character of
carving everywhere, or, on surfaces, of a network. There is no
architecture which along with such enormous and heavy masses
of stone and their firmly mortised joints has still preserved, so
completely [as Gothic architecture has dome], the character of
lightness and grace.

(y) Thirdly, on the configuration of the decorations the only
remark necessary is that apart from pointed arches, pillars, and
circles, the forms here once again recall what is properly organic.
This is already indicated by the carvings in and the reliefs pro-
truding from the mass. But, more strikingly, there explicitly occur
leaves, rosettes, and, intertwined like arabesques, animal and
human forms, now true to life, now fantastically juxtaposed. In
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this way romantic fancy displays even in architecture its wealth of
invention and extraordinary links between heterogeneous elements,
On the other hand, however, at least at the time when Gothic
architecture was at its purest, a steady return of the same simple
forms is preserved even in decorations, e.g. in the pointed arches
of the windows.

3. Different Styles in Romantic Architecture

The last matter on which I will add a few remarks concerns the
chief forms into which romantic architecture has developed in
different periods, although here there cannot be any question at all
of praviding a history of this branch of art.

(a) Romanesque (pre-Gothic) Architecture

From Gothic architecture, as sketched above, the Romanesque
is of course to be distinguished; it was developed from the Roman.

‘The oldest form of Christian churches is that of the basiiica, so-
called because they originated from public imperial buildings,
huge oblong halls with wooden roof framework, such as Constan-
tie made available to Christians. In such halls there was a tribune;
when congregations assembled for worship, the priest went to if to
intone or speak or fecture, and the idea of the chancel may have
anisenr from this.! Simularly, Chnstian architecture took from
Roman, especially in the Western Empire, its other forms such
as the use of columns with round arches, domes, and the wholc
manner of decoration, while in the Eastern Empire it seems to have
remained true to this style up to Justinian’s time. Even the Ostro-
gothic and T.ombard buildings in Italy retained the Roman basic
character in essentials.——Nevertheless in the later architecture of
the Byzantine Empire several changes were introduced. The
centre was formed by a dome on four great pillars, then various
sorts of construction were added for the particular purposes of the
Greek, as distinct from the Roman, rite. But with this architecture
that strictly belongs to the Byzantine Empire we must not confuse
that kind generally called Byzantine which was employed in Italy,
France, England, Germany, etc. up to towards the end of the
twelfth century.

' Hegel may have in mind the basilica of Constantine at 'T'rier which he
visited in 1827,

82487152 D
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(b)Y Gothic Architecture Proper

Later, in the thirteenth century, Gothic architecture developed
in its own special form; its distinctive character I have described
above in detail. Today this is denied to the Goths and the style is
called German or Germanic. Nevertheless we may retain the older
and commoner name, even if only because in Spain there are very
old traces of this style which indicate a connection with historical
events, because Gothic kings, driven back into the hills of Asturias
and Galicia, maintained their independence there. For this reason
this seems to make probable a closer relationship between Gothic
and Arabic architecture, but the two are essentially distinct. For
what is characteristic of medieval Arabic architecture is not the
pointed arch but the so-called horse-shoe arch; and, apart from
this, Arabic buildings are designed for a totally different religion
and display an oriental profusion and magnificence, plant-like
ornamentation, and other decorations in which the Roman and
medieval styles are mixed up unblended.

(¢} Secular Architecture in the Middle Ages

Secular architecture runs parallel with this development of
religious architecture, and it repeats and meodifics from its own
point of view the character of the religious buildings. But in
secular architecture, art has less scope, because here narrower
aims and a variety of needs demand a precisely corresponding
satisfaction and there is no room for beauty except as a decoration.
Except in a general eurhythmy of form and proportion, art can
only appear to any extent in the embellishment of facades, steps,
staircases, windows, doors, gables, towers, etc., but, even so, only
in such a way that utility remains the real decisive determinant of
the structure. In the Middle Ages the fundamental type which is
most prominent is the stronghold character of fortified dwellings
placed not only in isolation on mountain sides or surnmits but also
in cities where every palace, every family house, e.g. 1n Italy, took
the form of a small fortress or stronghold. Walls, doors, towers,
bridges, etc., are dictated by need and are decorated and beautified
by art. Strength and security, along with grand magnificence and
the living individuality of single forms and their harmony, are the
essential determinant here, but its detailed analysis at this point
would take us too far afield.
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Lastly, by way of appendix, we may make a brief mention of the
art of horticulture, Not only does it create afresh, de nove, an
environment, like a second external nature, for the spirit, but it
draws into its sphere and reshapes the natural landscape itself,
treating it architecturally as an environment for buildings, As a
farniliar example I need only cite here the extremely magnificent
park of Sans Souci [i.e. Frederick the Great’s palace at Potsdam,
¢ 1745)-

In considering horticulture proper we must of course dis-
tinguish between its picturesque and its architectural elements. A
park, that is to say, is not architectural; it is not a building con-
structed out of free natural objects. On the contrary, it is a painting
which leaves these objects as they naturally are and tries to imitate
nature in its greatness and freedom. Tt hints in turn at everything
that delights us in a landscape, at crags and their huge free masses,
at valleys, woodlands, meadows, greensward, winding brooks,
wide rivers with busy banks, calm lakes festooned with trees,
roaring waterfalls, and whatever else.? All this is brought together
into one whole, as in a picture. In this way Chinese horticulture
comprises whole landscapes with lakes and islands, streams, vistas,
rockeries, etc.

In 2 park like this, especially in modern times, everything should
preserve the freedom of nature itsclf and yet at the same time be
transformed and fashioned artistically; it is also conditioned by the
existing terrain. The result is a discord which cannot be completely
resolved. In this matter, nothing is in the main more tasteless than
to make visible cverywhere an intention in what has none or such
a constraint on what is in itself free from. constraint. But, this
apart, in such an instance the proper character of a garden dis-
appears, because the purpose of a garden is to provide, for diversion
and the pleasure of strolling, a place which is no longer nature as
such but nature transformed by man to meet his need for an
environment created by himself. Whereas a huge park, especially if
rigged out with Chinese pagodas, Turkish mosques, Swiss chalets,
bridges, hermitages, and goodness knows what other Curiositics,
claims our attention on its own account; it pretends to be and to
mean something in itself. But our allurement vanishes as soon as
It is satisfied, and we can hardly look at this sort of thing twice,

i HFHEI’S distike of hills (see abave in Vol. I, pp. 132, 158) is evidenced again
¥ their absence from this list,
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because these trimmings offer to the eye nothing infinite, no
indweliing soul, and besides they arc only wearisome and
burdensome when we want recreation and a stroll in conversation
with a friend,

A garden as such should, provide no more than cheerful sur-
roundings, i.e. surroundings merely, worth nothing in themselves
and so never distracting us from human affairs and our inner life,
Here architecture with its mathematical lines, with its order,
regularity, and symmetry has its place and it orders natural objects
themselves architecturally, This is the type preferred in the horti-
cultural art of the Mongols beyond the Great Wall, in Tibet, and in
the Persian paradises. These are no English parks, but halls, with
flowers, springs, fountains, courts, palaces, constructed for a stay
in nature on a magnificent and grandiose scale at extravagant
expense 10 meet human needs and comfort. But the architectural
principle has been carried furthest in French horticulture, where
gardens are usually attached to great palaces; trees are planted in a
strict order beside one another 1n long avenues, they are trimmed,
and real walls are formed from cut hedges; and 1in this way nature
itself is transformed into a vast residence under the open sky.!

! Hegel recaits his visit to Versailles. He described the garden in a letter to
his wife, 30 September 1827, :




SECTION 11

SCULPTURE

INTROCDUCTION

In contrast to the inorganic nature of spirit which is given its
appropriate artistic form by architecture, the spiritual itself now
enters so that the work of artacquires and displays spirituality as its
content. We have already seen the necessity for this advance; it is
inherent in the very nature of the spirit which differentiates iself
into its subjective self-awareness and its objectivity as such.
Arxchitectural treatment does make the inner subjective life glint
in this externality but without being able to make it permeate the
external through and through or to make the external into that
completely adequate expression of spirit which lets nothing appear
but itself. Art therefore withdraws out of the inorganic, which
architecture, bound as it is to the laws of gravity, labours to
hring nearer to an expression of spirit, into the inner and sub-
jective life, and this life now enters on its own account in its higher
truth and not intermingled with the inorganic. It is along this road
of spirit’s return into itself out of matter and mass that we en-
counter sculpture,

But the first stage in this new sphere is not yet spirit’s reversion
into its inner self-conscious life as such, at which peint the presen-
tation of the inner life would require expression in an ideal mode;
on the contrary, here the spirit grasps itself at first only by still
expressing itself in bodily form and in that form possesses an
existence homogeneous with itself. The art which takes this level
of the spirit as its content is called upon to shape spiritual individu-
ality as an appearance in matter and indeed in what is material
properly and directly. Speech, after all, or lanpuage is a self-
manifestation of spirit in externality, but in an objectivity which,
Instead of counting as something directly and concretely material,
IS 2 communication of spirit only as sound, as the movement and
vibratign of a whole body and the abstract element, i.e. air. Whereas
what is directly corporeal is spatial matter, ¢.g. stone, woad, metal,
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clayincomplete three-dimensional space; but theshapeappropriate
to spirit is, 25 we have seen, its own body through which sculpture
actualizes the spirit in all the spatial dimensions.

From this point of view sculpture is at the same stage as archi-
tecture in so far as it gives shape to the perceptible as such, to
matter in its material and spatial form. But all the same it differs
from architecture in that it does not remould the inorganic, as the
opposite of spirit, into a spiritually created purposeful environment
with forms which have their purpose outside themselves; on the
contrary, it gives to spirit itself, purposive as it is and independent
in itself, a corporeal shape appropriate to the very nature of
spirit and its individuality, and it brings both—body and spirit—
before our vision as one¢ and the same indivisible whole, 'The
sculptured shape is therefore emancipated from the architectural
purpose of serving as a mere external nature and environment for
the spirit and it exists simply for its own sake. But despite this
freedom, a sculpture does nevertheless remain essentially con-
nected with its surroundings. Neither a statue nor a group, still less
a relief, can be fashioned without considering the place where the
work of art is to be put. A sculptor should not first complete his
work and only afterwards look around to see whither it is to be
taken: on the contrary, his very conception of the work must
be connected with specific external surroundings and their spatial
form and their locality. For this reason sculpture retains a per-
manent relation with spaces formed architecturally. For the
earliest purpose of statues was to be images in temples and set up
in the interior of the cell, just as in Christian churches painting for
its part provided altar-pictures; and in Gothic architecture too
the same connection appears between sculptures and their posi-
tion. Yet temples and churches are not the sole place for statues,
groups, and reliefs; halls, staircases, gardens, public squares, gates,
single columns, triumphal arches, etc., are likewise amumated and,
as it were, peopled by works of sculpture, and, quite independently
of this wider environment, each statue demands a pedestal of its
own to mark its position and terrain. On the connection between
architecture and sculpture this may suffice.

If we go on to compare sculpture with the other arts, it is
especially painting and poetry that come into coustderation. Both
single statues and groups present us with man as he 1s, with spirit
completely in the shape of the body. Thus sculpture seems to have
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the mode truest to nature for representing the spirit, while paint-
ing and poetry seem to be unnatural because painting uses only
flat surfaces instead of the three visible spatial dimensions which
the human form and other things in nature actually occupy; and
still less does speech express the corporeal, for by its utterance it
can communicate only ideas of it.

Nevertheless, the truth is precisely the opposite. While a
sculpture does indeed seem to have the advantage on the score of
naturalness, this naturalness and corporeal externality presented
in terms of heavy matter is precisely not the nature of spirit as
spirit. As spirit, its own proper existence is its expression in
speech, deeds, actions which are the development of its inner life
and disclose to it what it is.

In this regard, sculpture must retire in favour of poetry es-
pecially. It 1s true that in visual art the corporeal is brought before
our eyes in plastic clarity, but poetry too can describe the outlines
of the human form, hair, brow, cheeks, build, clothing, posture,
etc., though, true, not with the precision and exactitude of sculp-
ture. But this deficiency is made up by imagination which does not
need such definitive and detailed accuracy for producing a plain
idea of an individual, Besides, imagination brings the man before
us above all in action, with all his motives, the complications of his
fate and circumstances, all his feelings and speech, with a dis-
closure of his thoughts as well as what happens to him in the world.
This 1s what sculpture is incapable of doing except in a very im-
perfect way, because it can portray neither the subjective inner life
i its own private depth of feeling and passion, nor, as poetry can,
a series of its expressions, but only the universal element in an
individual so far as the body can express that; it provides only a
specific moment with nothing to follow it, something motionless
without the progress of a living action.

In these respects sculpture is inferior to painting too. For, in
painting, the expression of spirit acquires a superior and more
definite accuracy and vividness, owing to the colour of the face
and its light and shadow, not only in the natural sense of a purely
material exactitude but above all in the sense of affording an ap-
Pearance of facial and emotional significance. Therefore we could
suppose at first sight that sculpture would need, with a view to
coming nearer to perfection, to combine its own advantage of being
three-dimensional with the different advantages of painting: is
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it just a caprice to have decided to give up painting’s colour? Is it
an inadequacy or unskilfulness in execution which confines itself
to one feature of externality, L.e. its material form, and abstracts
from the rest, just as, e.g., silhouettes or engravings are a mere
pis-aller? The answer is that there can be no question of any such
caprice in true art. The shape which is the subject of sculpture
remains in fact only onc abstract aspect of the concrete human
body; its forms lack any variety of particular colours and move-
ments. Nevertheless this is no accidental deficiency, but a re-
striction of material and mode of portrayal imposed by the very
conception of art. For art is a product of the spint, and indeed of
the spirit in its higher level as thinking, and the subject-matter
imposed on itself by a work of art like sculpture is a specific con-
tent and therefore requires a mode of presentation abstracted from
other sorts of artistic realization, It is with art here as it is with the
different sciences: the sole subject-matter of geometry 1s space, of
jurisprudence law, of philosophy the unfolding of the eternal Idea
and its existence and self-awareness in things; philosophy alone
develops these topics in their difference and different forms, while
none of the sciences mentioned brings completely before us what
is called ‘concrete actual existence’ in the ordinary sense of these
words.

Now art, as shaping what originates in the spirit, proceeds
gradually, and separates what is separated in thought, in the real
nature of the thing, but not in its existence. Therefore it main-
tains each of its stages fixedly in order to develop it in its own
peculiar character. So in the conception of what is material and
spatial, the element of visual art, we must distinguish and separate
the corporeal as a three-dimensional totality from its abstract
form, i.e. the human skaepe as such, and its more detailed particular
character in relation to the variety of its colouring. In relation to
the human form the art of sculpture stops at the first of these
stages, for it treats that form as a stereometrical body in its three-
dimensional shape. Now the work of art, belonging as it does to
the field of what is sensuously perceived, must exist for someone’s
apprehension, and particularization begins at once with this. But
the first art concerned with the form of the human body as an
expression of spirit gets no further with this existence for some-
one’s apprehension than the first sti]l universal mode of existence
in nature, i,e, pure visibility and what is in general illumined,
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without bringing into the presentation that bearing on darkness
where the visible is inherently particularized and becomes colour.!
It is here, in the necessary course of art, that sculpture stands. For
while poetry can embrace the totality of appearance in one and the
game clement, 1.e. in our ideas, visual art must accept the separa-
tion of this totality into its parts,

Therefore on the one side we have objectizity which, not being
the proper shape of the spirit, confronts it as inorganic nature. This
object is changed by architecture into a merely indicative symbol,
and the spiritual meaning which it indicates lies outside it. The
extreme opposite of objectivity is subjectienty, the heart, feeling in
the entire range of all 1ts particular agitations, moods, passions,
inner and outer movements, and deeds. Between these two ex-
tremes we meet with spiritual mdividuality which at this stage is
definite indeed but not yet deep enough to comprise the inward-
ness of the subjective heart, What preponderates in individuality
here is not personal individuality but the substantive universal
element in the spirit and its aims and characteristics. In its uni-
versality it is not yet absolutely driven back into itself as a single
spiritual unit, for as this middle term, issuing from the objective,
from inorganic nature, it has the corporeal within itseif as the
proper existence of the spirit in the body belonging to it and mani-
festing it. Inthisexternal object which is no longer the mere opposite
of the inner life, spiritual individuality is to be presented, yet not as
aliving body, i.e. one continually referred back to the point of unity
implied in the spiritual individual, but as a form envisaged and
presented as external; into this mould the spirit is poured, yet
without coming out of this externality to appear in its withdrawal
into itself as something inward.

These considerations determine the two points mentioned
above: instead of taking for its expression in a symbolic way modes
of appearance merely indicative of the spirit, sculpture lays hold of
the human form as the actual existence of the spirit. Nevertheless,
however, as the representation of unfeeling subjectivity and of
emotion not yet particularized, sculpture is content with the
shape as such in which the point of subjectivity is spread out. This
15 also the reason why sculpture does not present the spirit in action
in a series of movements which have and accomplish a purpose or
in undertakingsand deeds in which character is displayed ; and why,

T Once again, Goethe’s theory of colour as a synthesis of light and dark.
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on the contrary, it presents the spinit as it were remaining objective
and therefore, principally, in a repose of form in which movement
and grouping is only the first and easy beginning of action but not
a complete presentation of a person drawn into all the conflicts of
inner and outer struggies or involved with the external world in
so many ways, Therefore since a sculpture after all brings before
our eves the spirit which, though immersed in the body, must be
visibly manifest throughout the whole shape, it lacks the point
where the person appears as person, ie, the concentrated ex-
pression of soul as soul, the flash of the eye, as will be explained
in more detail later. On the other hand, the subject of sculpture—
individuality with its inner side not yet differentiated and particu-
larized in a variety of ways—does not yet need for its appearance
the painter’s magic of colour which by the delicacy and variety of
its shades can make visible the whole wealth of particular charac-
teristics, the entire emergence of the spirit in its inner life, and the
whole concentration of mind in the glance of the eye that reveals
the soul. Sculpture must not adopt material unnecessary for the
specific stage at which it stands, Consequently it avails itself not of
a painter’s colours but only of the spatial forms of the human body.
On the whole a sculpture is uniformly coloured, hewn from white
marble and not from something variously coloured; it also has
metals at command as material, this original matter, self-identical,
undifferentiated, a so-to-say congealed light without opposition
and without the harmony of different colours,

Lt is the great spiritual insight of the Greeks to have grasped and
firmly retained this position.! It 1s true that there do occur even in
Greek sculpture, to which we must confine ourselves in the main,
examples of polychrome statues, but in this matter we must dis-
tinguish art as 1t begins and ends from what it has achieved at its
real summit. In the same way we must discount what religious
tradition has dragged into this art and what does not properly
belong to 1t, We have already seen in the case of the classical form
of art that 1t did not immediately portray the finished ideal which

T [lepgel is mistaken (deceived by DMeyer) in thinking thar the practice of
colouring statues had ceased 1n the age when Greek sculpture was ar its zenith.
‘Greek sculpture throughout its career was painted. . . . Unpainted sculpture is
a recent taste. . . . 1t was only in the Renaissance that unpuinted figures were
produced’ {G. M. A. Richter, The Sculpture and Sculptors of the Greeks (New
Haven and London, 1930} pp. 148—g. This boak with its wealth of plates is u
valuable aid to following Flegel's section on Seulpture.)
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provided its fundamental determinant but had first to strip away
much that was inappropriate and foreign to it. ‘The same is true
about sculpture. It must go through many preliminary stages
before coming to perfection and its beginning differs in many ways
from the summit it reaches. The oldest sculptures are painted
wood, like the Egyptian idols, and the same is true even in the case
of the Greeks. But things of this kind must be excluded when itis
a matter of keeping to the fundamental nature of sculpture. ‘Therc-
fore it cannot be denied at all that many examples of painted
statues occur, but the purer artistic taste became, the more did
it ‘give up that display of colour which was inapprepriate to it;
instead with wisc deliberation it used light and shade in order to
meet the spectator’s eye with greater suppleness, repose, clarity,
and pleasure’ (Meyer, op. cit., i. 11g). 1o contrast to the purely
uniform colour of marble, not only may many bronzc statues be
cited of course, but, still more important, the greatest and finest
works which, like, e.g., the Zeus of Phidias, were polychromatic
[because chryselephantine]. Yet T am not discussing the abstrac-
tion of a complete absence of colour; ivory and gold are always
coloured without the use of a painter’s colour. And, in general,
different productions of a specific kind of art do not always keep in
fact to the fundamental nature of that art i abstract immutability,
for they come into living relation with varied purposes, acquire
local positions of various kinds and therefore become connected
with external circumstances which once again modify the basic
type. So, for instance, sculptures were often made from rich ma-
terials like gold and ivory; they were placed on magnificent thrones
or stood on pedestals framed artistically and with prodigal luxuri-
ousness and were provided with costly ornamentation in order to
give the people who looked at such magnificent works an enjoy-
ment of their power and richness. In particular, while sculpture
is in and by itself a more abstract art, it does not always remain in
this abstraction but brings with it incidentally from its origin much
that is traditional, hidebound, and localized, but it is also adapted
to the living needs of the people: for an active man requires an
entertaining variety and wants employment in many directions for
his vision and ideas. It is the same with a reading of Greek trage-
dies which also gives us the work of art in its more abstract form.,
When they are given a further existence externally, then perfor-
mance is added with living characters, costume, stage decorations,
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dances, and music. In a similar way a sculpture in its real external
appearance is not destitute of varied accessories; but here we are
concerned only with sculpture proper as such, for those externals
ought not to hinder us from becoming conscious of the 1nmost
nature of the thing itself in its specific determinate character and
in abstraction from anything superadded.

DIVISION OF THE SUBJECT

Proceeding now to the detailed division of this section, we find
that sculpture 1s so much the centre of the classical form of art
that here we cannot accept, as we could in the case of architecture,
the symbolie, classical, and romantic as decisive differences and
the basis of our division. Sculpture is the art proper to the classical
ideal as such: of course sculpture too has stages at which, e.g. in
Egypt, 1t is invaded by the symbolic form of art; but these are
really only historical preliminaries, not differences inherent in the
real conception and essence of sculpture, because owing to the
manner of their placing and the use made of them these pro-
ductions rather devolve on architecture than belong to the proper
purpose of sculpture. In a similar way sculpture transcends itself
when it becomes an expression of the romantic art-form, and only
when it took to imitating Greek sculpture did it acquire its proper
plastic type again. Consequently we must look elsewhere for a
division.

In view of what has been said already, the centre of our treat-
ment 1s derived from the manner in which it is through sculpture
that the Greek ideal attains i1ts most adequate realization. But
before we can get to this development of ideal sculptures, we must
first show what content and what form properly pertain to the
character of sculpture as one of the particular arts and which there-
tore lead it to present the classical ideal in the spiritually permeated
human figure and-its abstractly spatial form. On the other hand the
classical ideal rests on individuality, substantive indeed but never-
theless essentially particularized, with the result that sculpture
takes for its content not the ideal of the human figure in general
but the determinate ideal, and so separates into different modes of
portrayal. These differences affect, partly the treatment and
portrayal as such, partly the material in which the treatment is
carried out and which by its varying character introduces new and




INTRODUCTION 09

further particular differences into the art, and with these there s
then connected a final difference, namely the stages in the historical
development of sculpture.

In the light of these considerations our inquiry will take the
following course:

First, we are concerned solely with the general detcrminants of
the essential nature of the content and form employed: these
determinants arise from the very conception of sculpture,

Secondly, the classical ideal is analysed in more detail in so far
as it attains by sculpture its most artistically appropmnate existence,

Thirdly, and lastly, sculpture expands into the use of different
kinds of portrayal and material, and opens out into a world of
separate works in which in one way or another the symbolic and
romantic art-forms assert themselves too, while in the middle
between them the classical form is the genuinely plastic one.



Chapter |
THE PRINCIPLE OF SCULPTURE PROPER

Sculpture in general comprises the miracle of spirit’s giving itself
an 1mage of itself in something purely material, Spirit so forms
this external thing that it is preseat to itself in it and recognizes in
1t the appropriate shape of its own inner life,

What we have to consider in this connection concerns

First, the question what manner of spiritual life is capable of
portraying itself in this element of a purely visible and spatial
shape;

Secondly, how spatial forms must be shaped in order to make
the spiritual known in a beautiful and corporeal figure; what we
have to see in general is the unity of the ordo rerum exfensarum and
the ordo rerum idealium, the first beautiful unification of soul and
body, in so far as the spiritual inner life expresses itself in sculp-
ture only in its cxistence as body.

Thirdly, this unification corresponds with what we have already
come to know as the ideal of the classical art-form, so that the
plasticity of sculpture turns out to be the real and proper art of the
classical 1deal.

1. The Essential Content of Sculpture

The element in which sculpture creates its productions is, as we
have seen, spatial matter in its original and still universal existence;
in this material no particularization is employed for artistic use
except the three universal spatial dimensions and the elementary
spatial forms which those dimensions are capable of receiving
when they are being shaped in the most beautiful way. To this
more abstract aspect of the visible material there peculiarly
corresponds, as content, the objectivity of spirit in its self-repose,
1.e. the stage at which spirit has not distinguished itself either
from its universal substance or its existence in body and therefore
has not withdrawn into the self-awareness of its own subjectivity.
Here there are two points to distinguish.

(@) Spirit as spirit is always subjectivity, inner self-knowledge,
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the ego. Butthis self can detach itself from what in knowing, willing,
imagining, feeling, acting, and accomplishing constitutes the uni-
versal and eternal content of the spirt, and retain a hold on its
own patticular and fortuitous character. In that event 1t is sub-
jectivity itself which comes inte view because it relinquishes the
objective and true content of the spirit and relates itself to itself as
spirit in only a formal way, with no content. For example, in the
case of self-satisfaction I can of course in a way regard myseif
quite objectively and be content with myself for doing a moral
action. Yet, as self-satisfied, I am already ignoring what the action
concretely was; as this individual, this self, I am abstracting my-
self from the universality of the spirit in order to compare myself
with it, In this comparison, the concurrence of myself with my-
self produces the self-satisfaction i which this determinate self,
precisely as this unit, rejoices in itsclf. A man’s own ego 15 present
in everything that he knows, wills, and carrics out; only it makes
a great difference whether in his knowing and acting his prime
concern 18 his own particular self or what constitutes the essential
content of consciousness, whether a man 15 immersed with his
whole self undividedly in this content or lives steadily dependent
on his own subjective personality,

() If what is substantive is thus disdained, a person, as subject,
succumbs to the world of inclination where ¢verything 1s abstract
and scparate, to the caprice and fortuitousness of feeling and
impulsc; the result is that, involved in the perpetual movement
from one specific action or deed to another, he is a vicim of
dependence on specific circumstances and their changes and, in
short, cannot aveid being tied to other persons and things, It
follows that the person in these circumstances is purely finite and
contrasted with the true spirit. Now if nevertheless he persists in
this opposition, and the consciousness of it in his knowing and
willing, and so clings to his subjective life alone, then, apart from
the emptiness of his fancies and his image of himself, he falls
into the ugliness of passions and idiosyncrasy, inte viciousness and
sin, into malice, ill-will, cruelty, spite, envy, pride, arrogance, and
all the other perversities of human nature and its empty finitude.

(B) This whole sphere of subjective life is €0 ipso excluded from
sculpture which belongs solely to the objective side of spirit. By
‘objective’ here we are to understand what is substantial, genuine,
imperishable, the essential nature that the spirit has without giving
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way to what is accidental and perishable, to that sphere to which
the person surrenders himself if he relates himself exclusively to
himself alone.

(y) Yet the objective spirit cannot, as spirit, acquire reality
without self-consciousness. For the spirit 1s spirit only as subject
or person. But the position of the subjective within the spiritual
content of sculpture 1s of such a kind that this subjective element
is not expressed on its own account but shows itself as entirely
permeated by what is substantive and objective and is not reflected
back out of it into itself, Therefore the objective does have self-
consciousness but a self-knowledge and volition not freed from the
content which fills it but forming with it an inseparable unity.

The spiritual in this completely independent perfection of what
is inherently substantial and true, this undisturbed and unpar-
ticularized being of the spirit, 1s what we call divinity in contrast
to finitude as dispersal into fortuitous existence, differentiation,
and fluctuating movement. I'rom this point of view, sculpture has
to present the Divine as such i its infinite peace and sublimity,
timeless, immobile, without purely subjective personality and the
discord of actions and situations. If sculpture does proceed to give
closer definition to a man’s figure or character, then in this event
it must lay hold simply on what is unalterable and permanent, i.e,
the substance, and only the substance, of his determinate charac-
teristics; it must not choose for its content what 1s accidental and
transient, because in its objectivity the spirit does not enter this
changing and fleeting world of particulars which comes on the
scene with a subjectivity conceived as individuality and no more.
In a biography, for example, which relates the various fortunes,
adventures, and acts of an individual, this history of diverse com-
plications and arbitrariness usually ends with a character-sketch
which summarizes this extensive detail in some such general
quality as ‘goodness, honesty, bravery, intellectual excellence’ etc.
Descriptions hike these report what is permanent in an individual,
whereas the additional particular details belong only to the acci-
dents of his career. This permanent element 1s what sculpture has
to portray as the one and only being and existence of individu-
ality. Yet out of such general qualities it does not make mere
allegories at all, but forms individuals whom it treats and shapes
in their objective spiritual character as complete and perfect
in themselves, in independent repose, exempt from relation to
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anything else. In sculpture the essential basis in every individual
figure is what is substantive, and neither subjective feeling and
self-knowing nor any superficial and alterable characteristic may
gain the upper hand anywhere; what must be brought before our
eyes in undimmed clarity is the eternal element in gods and men,
divested of caprice and accidental egotism.

(b} The other point to be mentioned is this: since the sculptor’s
material makes the portrayal necessarily an external ong in a three-
dimensional solid, the content of sculpture cannot be spirit as such,
i.c. the inner life, immersed in itself and reverting out of the object
to close with itself alone, but the spirit which in its opposite, the
body, 1s just beginning to become conscious of itsclf. The negation
of the external is part and parcel of the inner subjective life, and
therefore it cannot enter here where the divine and the human are
adopted as the content of sculpture only in their objective charac-
ter. And only this objective spirit, immersed in iiself, without any
inner subjective life as such, gives free scope to externality in all
its dimensions and is bound up with this totality of space. But, for
this reason, sculpture must take, as its subject matter, out of the
objective content of spirit only that aspect which can be completely
expressed in something external and corporeal, because otherwise
it selects a content which its material cannot adopt or bring into
appearance in an adequate way.

2. The Beautiful Sculptural Form

Now, given such a content, the second question is about the
bodily forms called upon to express it.

Just as, in the case of classical architecture, the house is as it
were the available anatomical skeleton to which art has to give
further form, so sculpture for its part finds the human figure
available as the fundamental type for its productions. But while
the house itself is already a human, if not artistic, invention, the
‘structure of the human frame appears as a product of nature,
independently of man. The fundamental type is therefore given to
sculpture, not devised by it. But to say that the human form belongs
to nature is to use a very vague expression which we must explain
more clearly.

In nature, as we saw in our consideration of the beauty of nature,
it is the Idea which gives itself its first and immediate existence
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and it acquires its adequate natural existence in animal life and its
complete organization. Thus the organization of the animal body
is a product of the Concept in its inherent totality which exists in
this corporeal existent as its soul. But as this soul, as the life of the
animal merely, the Concept modifies the animal body into extremely
varied particular types even if it always regulates the character of
each specific type. However, it is a matter for the philosophy of
nature to comprehend the correspondence between the Concept
and the shape of the body or, more precisely, between soul and
body. It would have to show? that the different types of the animal
body in their inner structure, shape, and connection with one
another, and the different specific organs within the body, con-
form to the moments of the Concept, so that it would be clear how
far it i1s only the necessary particular aspects of the soul itself
which are realized at this stage. Still, to prove this conformity is
not our business in this context.

But the human form, unlike the animal, is the body not only of
the soul, but of the spirit. Spirit and soul must be essentially
distinguished from one another.z For soul is only this ideal simple
self-awareness of the body as body, while spirit 15 the self-aware-
ness of conscious and self-conscious life with all the feelings, ideas,
and aims of this conscious existent. Granted this enormous differ-
ence between purely animal life and the consciousness of spirit, it
may seem surprising that spirit’s corporeality, the human body,
nevertheless proves to be homogeneous with the animal one. We
can remove amazement at such a similarity by recalling that
determinate character which spirit decides to give to itself in
accordance with its own essential nature, that character in virtue
of which it is alive and therefore in itself simultanecusly soul and
natural existent. Now, as a living soul, spirit by virtue of the same
Concept which is imunanent in the animal soul gives itself a body
which in its fundamental character generally matches the living
animal organism. Therefore, however superior spirit isto mere life,
it makes for itself its body which appears articulated and ensouled
by one and the same Concept as that of the animal body. Further,
however, spirit 1s not only the Idea existent, i.e, the Idea as nature

! Hegel’s attempt to show this may be found in his Philosophy of Nature,
§§ 350 (1. See also above in Vol. I, pp. 118~190, 434.

* For shis distinction in detail and Hegel’s doctrine of the soul i its various
aspects (or stages) see his Philosophy of Mind, §§ 188 f£. {tr. by W. Wallace and
A, WV, Miller, Oxford, 1971}
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and animal life, but the Idea present to itself as Idea in its own free
clement of the inner life, and so the spirit fashions its proper
objectivity beyond perceptible life—i.e. in philosophy which has
no other reality save that of thought itself. Apart from thinking and
its philosophical and systematic activity, the spirit does still never-
theless lead a full life in feeling, inclination, imagination, fancy,
ctc.; this stands in more or less close connection with spirit’s
existence as soul and body and therefore has reality in the human
body. The spirit makes itself living likewise in this reality appro-
priate to itself, it glints in it, pervades it, and through it becomes
manifest to others. Therefore because the human body remains
no merely natural existent but in its shape and structure has to
declare itself as likewise the sensuous and natural existence of the
spirit, it still, as an expression of a higher inner life, must never-
theless be distinguished from the animal body, no matter how far
in general the human body corresponds with the animal. But since
the spirit itself 13 soul and life, an amimal body, there are and can
be only modifications which the spirit, immanent in a living body,
introduces into this corporeal sphere, Therefore, as an appearance
of the spirit, the human form daes differ from the amimal in
respect of these modifications, although the differences between
the human ard the animal organism belong to the unconscious
creative work of the spirit, 1ust as the animal soul forms its body
by unconscious activity.

This is our point of departure in this matter. The human form
as an expression of spirit 1s gizen to the artist, but he does not just
find it generalized; on the contrary, in particular details the model
for mirroring the spiritual inner life is presupposed in the shape,
specific traits, posture, and demeanour of the body.

As for the more precise connection between spirit and body in
respect of particular feelings, passions, and states of mind, it is
very difficult to reduce it to fixed categories. Attempts have indeed
been made in pathognomy! and physiognomy to present this
connection scientifically, but so far without real success. Physio-
gnomy alone can be of any importance to us because pathognomy
18 concerned only with the way that specific feclings and passions
come alive in certain organs. So, for instance, it is said that anger
has its seat in bile, courage in the blood. Said incidentally, this is

' This word, meaning the study of passions and emotions or of signs and
“2pressions of them, was first used in English in 1793 in a summary of Lavater,
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at once a false expression. For even if the activity of particular
organs corresponds to particular passions, still anger does not have
its seat in bile; on the contrary in so far as anger is corporeal, it is
primarily in bile that its activity appears. This pathognomy, as I
said, does not concern us here, for sculpture has to deal only with
what pusses over from the spiritual inner life into the external
element of shape and makes the spirit corporeal and visible there.
The sympathetic vibration of the inner organism and conscious
feelings is not a topic for sculpture, and sculpture also cannot
harbour a great deal that does appear in the external shape, e.g.
the shaking of the hand and the whole body at an outburst of
wrath, the twitching of the lips, etc,

About physiognomy I will only mention here that if the work
of sculpture, which has the human figure as its basis, is to show
how the body, in its bodily form, presents not only the divine and
human substance of the spirit in a merely general way but also the
particular character of a specific individual in this portrayal of the
Divine, we would have to embark on an exhaustive discussion of
what parts, traits, and configurations of the body are completely
adequate to express a specific inner mood. We are instigated to
such a study by classical sculptures to which we must allow that in
fact they do express the Divine and the characters of particular
gods. To admit this is not to maintain that the correspondence
between the expression of spirit and the visible form is only a
matter of accident and caprice and not something absolutely
necessary. In this matter each organ must in general be considered
from two points of view, the purely physical one and that of spirit-
ual expression. It is true that in this connection we may not pro-

ceed after the manner of Gall' who makes the spirit into a bump on
the skull.

(@) Exclusion of Particulars

Owing to the content which it has the vocation of portraying,
we must go no further in the case of sculpture than to investigate
how the spirit, both as substance and at the same time as individual
within this universality, adopts a body and therein gains existence
and form. In other words, owing to the content which is adequate
for genuine sculpture, on the one hand the accidental particularity

* F. J., 1758~1828, the inventor of phrenclogy.
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of the external appearance, whether of body or spirit, is excluded.
What sculpture has to present is only the permanent, universal,
and regular elements in the form of the human body, even if there
i3 a demand so to individualize this universal element that what is
put before our eyes is not only abstract regularity but an individual
figure most closely fused with it.

(B) Exclusion of Mien

On the other hand, sculpture, as we saw, must keep 1itself free
from the accidents of personality and its expression in its own
independent inner lifc. Consequently the artist is forbidden, so
far as the face is concerned, to propose to go as far as presenting
the mien [or a facial expression]. For mien is nothing but
simply what makes visible the subject’s own inner life and his
particular feeling, imagining, and willing, In his mien 2 man
expresses only himself as he feels inwardly, precisely as this indi-
vidual as he accidentally is, whether he is concerned only with
himself or whether his feeling is a reflection from his relation to
external objects or other persons. So, for instance, on the street,
cspecially in small towns, we see by their features and mien that
many people, indeed most people, are concerned only with them-
selves, their clothes and finery, in general with their subjective
personality or, alternatively, with other passers-by and their
accidental peculiarities and eccentricities. T'o this context there
belong the miens of pride, envy, self-satisfaction, disdain, etc. But
then further a mien may have its source in the feeling of what is
substantive and in the comparison of that with my private person-
ality, Humility, scorn, menacing, fear, are miens of this kind.
Such comparison leads at once to a separation between the sub-
ject as such and the umiversal, and then reflection on what 1s sub-
stantive always reverts to introspection, so that this and not the
substance remains the predominant thing. But neither that sepa-
ration nor this predominance of the subjective ought to find ex-
Pression in the shape that remains strictly true to the principle of
sculpture.

Finally, apart from miens proper, the facial expression contains
much that merely flits over the countenance and indicates a man’s
Situation: a momentary smile, the sudden flash of an angry man’s
€ye, a quickly effaced streak of mockery, etc, 1n this respect it is
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the mouth and the eye that have the most maobility and the greatest
capacity to seize and make apparent every nuance of an emotional
mood. Changes of this character, which are a suitable subject for
painting, sculpture has to waive, It must on the contrary direct
itself to the permanent features of the spiritual expression and
concentrate on and reproduce these whether facially or in the
posture and forms of the body.

(¢) Substantive Individuality

Thus it turns out that the task of sculpture essentially consists
in implanting in a human figure the spiritual substance in its not
yet subjectively particularized individuality, and in setting this
figure and this substance in a harmony in which what is empha-
sized is only the universal and permanent element in the bodily
forms corresponding to the spirit, while the fortuitous and the
transient is stripped away, although at the same time the figure
must not lack individuality.

Such a complete correspondence of inner with outer, the goal
of sculpture, leads us on to the third point which is still to be
discussed.

3. Seulpture as the Art of the Classical Ideal

The first inference from the foregoing considerations is that
sculpture more than any other art always points particularly to
the Ideal. That is to say, on the one hand it is beyond the sym-
bolic sphere alike in the clarity of its content, which is now
grasped as spirit, and in the fact that its presentations are perfectly
adequate to this content; on the other hand, it still ignores the
subjectivity of the inner life to which the external shape is a matter
of indifference, It therefore forms the centre of classical art. True,
symbolic and romantic architecture and painting are conformable
to the classical ideal, but the ideal in its proper sphere is not the
supreme law for the symbolic and romantic art-forms or for
architecture and painting, because these, unlike sculpture, do not
have as their subject-matter substantive individuality, entire
objective character, beauty at once free and necessary. But the
sculptured figure must proceed throughout from the spirit of the
thoughtful imagination which abstracts from all the accidents of
the bodily form and spirit’s subjective side, and which has no
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predilection for idiosyncrasies, or any feeling, pleasure, variety of
impulses, or sallies of wit. For what 1s within the sculptor’s reach
for his supreme productions is, as we have seen, only spirit’s
body in what are the purely universal forms of the build and
organization of the human figure; and his invention is limited
partly to portraying the equally universal correspondence between
inner and outer, and partly to giving an appearance to the individu-
ality which, albeit unobtrusively, is accommodated to and inter-
woven with the universal substance. Sculpture must configurate
in the way that within their own sphere the gods create according
to eternal Ideas, while abandoning cverything else in the rest of
reality to the freedom and seif-will of the creature. Similarly,
theologians distinguish between what God does and what man
accomplishes by his folly and caprice; but the plastic ideal is lifted
above such questions because it occupies this milieu of divine
blessedness and free necessity,” and for this milicu neither the
abstraction of the universal nor the caprice of the particular has
any validity or significance.

This sense for the perfect plasticity of gods and men was pre-
eminently at home in Greece. In its poets and orators, historians
and philosophers, Greece is not to be understood at its heart unless
we bring with us as a key to our comprehension an insight into the
ideals of sculpture and unless we consider from the point of view
of their plasticity not only the heroic figures in epic and drama but
also the actual statesmen and philosophers, After all, in the beauti-
ful days of Greece men of action, like poets and thinkers, had this
same plastic and universal yet individual character both inwardly
and outwardly. They are great and free, grown independently on
the soil of their own inherently substantial personality, self-made,
and developing into what they [essentially] were and wanted to be.
The Periclean age was especially rich in such characters: Pericles
himself, Phidias, Plato, Sophocles above all, Thucydides too,
Xenophon, Socrates—each of them of his own sort, unimpaired by
another’s; all of them are out-and-out artists by nature, ideal
artists shaping themselves, individuals of a single cast, works of
art standing there like immortal and deathless images of the gods,

! Blessedness is the character normally ascribed to the gods in Homer. The
artist works in freedom and yet, when what he produces is a besutiful work of art,
it 1s necessitated. Jt could not be otherwise than it is without departing from
the idea.
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in which there is nothing temporal and doomed. The same plas-
ticity is characteristic of the works of art which victors inthe Olym-
pic games made of their bodies, and indeed even of the appearance

of Phryne,” the most beautiful of women, who rose from the sea
naked in the eyes of all Greece.

T The famous courtesan who was the model for Apelles’ piclure of Aphrodite
rising frem the sea.

N
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Chapter II

THE IDEAL OF SCULPTURE

In proceeding to consider the ideal style of sculpture we must once
again recall that perfect art i1s necessarily preceded by imperfect,
not merely in technique, which is not our prime concern here, but
in the conception of the universal Jdea and the manner of por-
traying it ideally. The art which is still seeking we have called, in
general terms, the symbolic. Consequently even pure sculpture
has a symbolic stage as its presupposition, not at all a symbolic
stage in general, i.e. architecture, but a sculpture in which the
character of the symbolic is still immanent. That this occurs in
Egyptian sculpture we will have an opportunity of seeing later in
Chapter ITI.

Here, in a quite abstract and formal way, taking the standpoint
of the ideal, we may take the symbolic in art to be the imperfection
of each specific art. Consider, for instance, a child’s attempt to
draw a human figure or to mould it in wax or clay; what he pro-
duces is a mere symbol because it only indicates the living man it is
supposed to portray while remaining completely untrue to him
and his significance. So art at first 1s hieroglyphic, not an arbitrary
and capricious sign but a rough sketch of the object for our
apprehension. For this purpose a bad sketch is adequate, provided
that it recalls the figure it is supposed to mean. It is in a similar way
that piety is satisfied with bad images, and in the most bungled
counterfeit still worships Christ, Mary, or some saint, although
such figures are recognized as individuals only by particular
attributes like, for example, a lantern, a gridiron, or a millstone.*
. For piety only wants to be reminded of the object of worship in a

general way; the rest is added by the worshipper’s mind which is
supposed to be filled with the idea of the object by means of the
image, however unfaithful it may be. It is not the living expression

! Examples are: Lantern—38t. Lucia and $t. Gudule {(her church in
Brussels contained the finest stained glass that Hegel bad ever secn. T.etler, 8. viii.
1822}, Gridiron—=5t. Laurcence {because he was reasted on one}. Millstone—
fairly commeon, e.g. especially St. Flerian and St. Vincent whe were drowned
with millstones round their necks,
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of the object’s presence which is demanded: it is not something
present which is to fire us by itself; on the contrary the work of art
is content simply to arouse a general idea of the object by means of
its figures, however little they correspond with it. But our ideas are
always abstractions. 1 can very casily have an idea of something
familiar like, for instance, a house, a tree, 2 man, but although here
the idea is engaged with something entirely specific it does not go
beyond quite general traits, and, in genetal, it is only really an idea
when it has obliterated from the concrete perception of the objects
their purely immediate individuality and so has simplified what is
seen. Now if the idea which the work of art is meant to awaken is an
idea of the Divine and thisideaisto be recognizable by everyone, by
awhole people, thisaim is achieved par excellence when no alteration
at all is admitted into the mode of portrayal. In that case the result
15 that art becomes conventional and hidebound, as has happened
not only with the older Egyptian art but with the older Greek and
Christian art too. The artist had to keep to specific forms and
repeat their type.

The great transition to the awakening of fine art we can only
seek where the artist first works in freedom according to the ideal
as he conceives it, where the lightning flash of genius strikes the
tradition and imparts freshness and vivacity to the presentation.
Only in that case is a spiritual tone given to the entire work of art
which is now no longer restricted to bringing some idea into
consciousness in a general way and reminding the spectator of a
deeper meaning which he carries in his head already otherwise. On
the contrary it proceeds to portray this meaning as wholly alive
and graphic in an individual figure. Therefore it does not confine
itsclf to the purely superficial universality of forms nor in respect
of closer definition does it cling to traits available in the ordinary
world.

Pressure to reach this stage is the necessary presupposition for
the emergence of ideal sculpture.

The following are the points to be made about ideal sculpture.

First, it is a matter of considering, in contrast to the stages just
mentioned, the general character of the ideal figure and its forms.

Secondly, we must cite the particular aspects of importance, the
sort of facial characteristics, drapery, pose, etc.

Thirdly, the ideal figure is not a purely universal form of beauty
in general, but, owing to the principle of individuality which




THL IDEAL OF 5CULPTURE 723

belongs to the genuine and living ideal, it essentially includes
differences and their definition; this widens the sphere of seulp-
ture into a cycle of individual images of gods, heroes, etc,

1. (General Character of the Ideal Sculptural Form

We have already seen in detail what the general principle of the
classical ideal is. Here thercfore it is only a questicu of the manner
in which this principle is actualized by sculpture in the form of the
human figure. A higher standard of comparison [between what
represents the ideal and what does not] may be afforded by the
difference between the human attitude and face, which is ex-
pressive of the spirit, and that of the animal which does not go
beyond anexpression of animated natural life in its firm connection
with natural needs and with the animal organism’s structure that
is designed for their satisfaction. But this eriterion still remains
vague, because the human form as such is not from thestartalready
completely of an ideal kind either as body or as an expression of
the spirit. Whereas we come closer to a criterion by our ability to
acquire from the beautiful masterpieces of Greek sculpture a
perception of what the sculptural ideal has to accomplish in the
spiritually beautiful expression of its figures. Amongst those with
this knowledge and with an insight into Greek art and a burning
love of it, it is Winckelmann above all who with the enthusiasm of
his reproductive insight! no less than with intelligence and sound
judgement put an end to vague chatter about the ideal of Greek
beauty by characterizing individually and with precision the forms
of the parts [of Greek statuary]—the sole undertaking that was
instructive. To the result he achieved it is true that there must be
added many acute comments on details, as well as exceptions and the
like, but we must beware of beingso led astray by such further details
and the occasional errors into which he fell as to become oblivious
of hismainachievement. Whatever theincrease in cur knowledge of
the facts, that achievement of his must lead the way by providing
the essence of the matter, Nevertheless, it cannot be gainsaid that
since Winckelmann’s death our acquaintance with works of ancient
sculpture has been essentially enlarged, and not only in respect of
their number; on the contrary in respect of their style and our

1 The artist’s vision and imaginution is productive, the scholar’s only repro-
ductive of what the artist has produced,
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estimate of their beauty, it has been placed on a firmer basis.
Winckelmann had of course a great number of Egyptian and Greek
statues in view, but more recently we can see¢ Aeginetan sculptures
as well as masterpieces ascribed to Phidias or necessarily recog-
nized as belonging to his period and chiselled by his pupils. In
short, we have now acquired a closer familiarity with a number of.
sculptures, statues, and reliefs which, when we think of the severity
of the ideal style, must be placed in the period of the supreme
blossoming of Greek art. These marvellous memonials of Greek
sculpture we owe, as is well known, to the activities of T.ord
Elgin® who, as English ambassador to Turkey, took to England
from the Parthenon at Athens, and from other Greek cities, statues
and reliefs of supreme beauty. These acquisitions have been
signalized as sacrilege and sharply criticized, but in fact what T.ord
Elgin did was precisely to save these works of art for Europe and
preserve them from complete destruction, and his enterprise de-
serves recognition through all time, Apart from the opportunity thus
given, the interest of all connoisseurs and friends of art has been
engrossed by that epoch of Greek sculpture and its mode of por-
trayal which in the still rather solid severity of its style constitutes
the real greatness and sublimity of the ideal. What the public mood
has appreciated in the works of this epoch is not any attractiveness
and grace in their forms and attitude, nor the charm of expression
which is visible already after the time of Phidias and which aims at
giving pleasure to spectators, nor the elegance and audacity of the
execution; on the contrary, universal praise is given to the ex-
presston of independence, of self-repose, in these figures, and es-
pecially has our admiration been intensified to an extreme by their
free vivacity, by the way in which the natural material is permeated
and conquered by the spirit and in which the artist has softened
the marble, animated it, and given it a soul. In particular, when-
ever that praise is exhausted, its comes back ever anew to the figure
of the recumbent river-god which is amongst the most beautiful
things preserved to us from antiquity.?

(2) The liveliness of these works is due to their having been

* The seventh Lord Elgin (1766-1841) was Ambaseador to the Porte, 1799~
1803, He arranged for the transfer of the ‘Elgin Marbles’ to England, 1803-12,
and sold them to the nation in 816,

* Since the Elgin marbles have just been mentioned, this is probably a refer-

ence 1o the Hissus on the Parthenon west pediment. If so, Hegel’s encomium
may Seern excessive.
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created freely out of the spirit of the artist, At this stage the artist
is ot content to use general and fortuitous outlines, allusions, or
expressions in order to provide an equally general idea of what he
is supposed to be portraying; nor does he adopt, for portraying an
individual or some single characteristic, the forms as he has re-
cetved them by chance from the external world. For this reason he
does not reproduce them for the sake of fidelity to this accidental
detail; on the contrary, by his own free creative activity he can set
the empirical detail of particular incidents in complete and, once
more, individual harmony with the general forms of the human
figure. This harmonious unity appears completely permeated by
the spiritual content of what it is its vocation to manifest, while at
the same time it reveals its own hfe, conception, and animation as
given to it by the artist. The universal element in the content is nof
the artist’s creation; it is given to him by mythology and tradition,
just precisely as he is confronted by the universal and individual
elements of the human form. But the free and living individualiza-
tion which he gives to every part of his creation is the fruit of his
own insight, is his work and his merit.

(5} The effect and magic of this life and freedom is only achieved
by the exactitude and scrupulous fidelity with which every par
is worked out, and this demands the most precise knowledge ang
vision of the character of these parts whether they are at rest o1
in movement. The manner in which the different limbs, in every
situation of rest or movement, are posed or laid, rounded o:
flattened, etc., must be expressed with perfect accuracy. This
thorough elaboration and exhibition of every single part we find ir
all the works of antiquity, and their animation 1s only achieved by
infinite care and truth to life. In locking at such works the eye
cannot at first make out a mass of differences and they become
evident only under a certain illumination where there is a stronges
contrast of light and shade, or they may be recognizable only by
touch. Nevertheless although these fine nuances are not noticed a
a first glance, the general impression which they produce is nof
for this reason lost. They may appear when the spectator change:
his position or we may cssentially derive from them a sense of the
organic fluidity of all the limbs and their forms. This breath o
life, this soul of material forms, rests entirely on the fact that eacl
part is completely there independently and in its own particulal
character, while, all the same, owing to the fullest richness of the
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transitions, it remains in firm connection not only with its im-
mediate neighbour but with the whole. Consequently the shape is
perfectly animated at every point; even the minutest detail has
its purpose; everything has its own particular character, its own
difference, its own distinguishing mark, and yet it remains in con-
tinual flux, counts and lives only in the whole. The result is that
the whole can be recognized in fragments, and such 2 separated
part affords the contemplation and enjoyment of an unbroken
whole. Although most of the statues are damaged now and have
their surface weathered, the skin seems soft and elastic and, e.g. in
that unsurpassable horse’s head,! the fiery force of life glows
through the marble—It is the way that the organic lines flow
gently into one another, along with the most conscientious elabora-
tion of the parts without forming regular surfaces or anything
merely circular or convex, that alone provides the atmosphere of
life, that delicacy and ideal unity of all the parts, that harmony
which pervades the whole like a spiritual breath of ensoulment,
(¢) But however faithfully the forms are expressed either
generally or individually, this fidelity is no mere copyving of nature.
For sculpture is always concerned solely with the abstraction of
form and must therefore on the one hand abandon what is strictl y
natural in the body, 1.e. what hints at merely natural functions,
while on the other hand it may not proceed to particularize the
most external details; for example, the treatment and presentation
of hair must be confined to the more general element in the forms.
In this way alone does the human figure appear, as should be the
case In sculpture, not as a merely natural form but as the figure and
expression of the spirit. As a corollary of this there is a further
consideration, namely that while the spiritual content is expressed
by sculpture in the body, in the case of the genuine ideal it does
not enter something external to such an extent that the pleasure of
the spectator could be whelly or mainly derived from this external
object itself with its grace and charm. On the contrary, while the
genuine and more severe ideal must of course give a body to the
spirit and make the spirit visible only through the figure and its
expression, the figure must nevertheless always appear upheld,
borne, and completely penetrated by the spiritual content. The
swelling of life,? the softness and charm or the sensuous wealth

! Probably one of those on the Parthenon frieze,
* Turgor vatae: of. Vol. 1, p, 146, note,
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and beauty of the bodily organism must not in itself be what the
portrayal aims at; neither may the individual element in the spirit
go so far as to become an expression of something subjective more
nearly akin and approximating to the spectator’s own purely
personal character.

2. Particular Aspects of the Ideal Form in Sculpture

If we turn now to consider in more detatl the chief fcatures of
importance in connection with the ideal sculptural form, we will
follow Winckelmann in the main; with the pgreatest insight and
felicity he has described the particular forms and the way they
were treated and developed by Greek artists until they count as the
sculptural ideal. Their liveliness, this deliquescence, eludes the
categories of the Understanding which cannot grasp the particular
here or get to the root of it as it canin architecture [mathematically].
On the whole, however, as we have seen already, a connection can
be adduced between the free spirit and bodily form.

The first general distinction which we can make in this connec-
tion affects the purpose of sculpture in general, i.e. to make the
human form express something spiritual. Although the expression
of spirit must be diffused over the appearance of the entire body,
it is most concentrated in the face, whereas the other members can
reflect the spirit only in their position, provided that that has been
the work of the inherently free spirit.

Our consideration of the 1deal forms will begin with the head;
then, secondly, we will go on to discuss the position of the body,
and then we end with the principle for the drapery.

(@) The Greek Profile

In the ideal formation of the human head, we arc confronted
above all by the so-called Greek profile.

(e} This profile depends on a specific connection between fore-
head and nose: in other words on the almost straight or only
gently curved line on which the forehead is continued to the nose
without interruption; and, in more detail, on the vertical align-
ment of this line to a second one which if drawn from the root of
the nose to the auditory canal makes a right angle with the fore-
head-nose line. In ideal and beautiful sculpture forehead and nose
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are related together by such a line and the question arises whether
this is a physical necessity or merely a national or artistic accident.
Camper in particular, the well-known Dutch physiologist, has
characterized this line more precisely as the line of beauty in the
face since he finds in it the chief difference between the formation
of the human face and the animal profile, and therefore he pursues
the modification of this line in the different races of mankind, a
point on which Blumenbach, it is true, contradicts him.® Bug, in
general, this line does in fact provide a very significant distinction
between the human and amumal appearance. In animals the mouth
and the nasal bone do form a more or less straight line, but the
specific projection of the animal’s snout which presses forward as
if to get as near as possible to the consumption of food is essentially
determined by its relation to the skull en which the ear is placed
further upward or downward, so that the line drawn to the root of
the nose or to the upper jaw (where the teeth are inset) forms with
the skull an acute angle, not a right angle as is the case in man.
Everyone by himself can have a general sense of this difference
which of course may depend on more definite considerations.
(xx) In the formation of the animal head the predominant thing
ig the mouth, as the tool for chewing, with the upper and lower
jaw, the teeth, and the masticatory muscles. ‘['he other organs are
added to this principal organ as only servants and helpers; the
nose especially as sniffing out food, the eye, less important, for
spying it. ‘l'he express prominence of these formations exclusively
devoted to natural needs and their satisfaction gives the animal
head the appearance of being merely adapted to natural functions
znd without any spiritual ideal significance. So, after all, we can
understand the whole of the animal organism in the light of these
tools in the mouth. In other words, the specific kind of food de-
mands a specific structure of the mouth, a special kind of teeth,
with which there then most closely correspond the build of the
jaws, masticatory muscles, cheek-bones, and, in addition, the
spine, thigh-bones, hoofs, etc. 'The animal body serves purely
natural purposes and acquires by this dependence on the merely
material aspect of nourishment an expression of spiritual absence.

* P. Camper, 1722-89, His rectorial oration, De pulchro physico, was de-
livered at Gréningen in 1766, J. F. Blumenbach (1752-1840) published bis
docroral dissertation, De generis humani varietate nativa, at Gottingen in 1773,
Hegel cites § 60 of thia work,
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Now if the human appearance in its bodily form is to bear an
impress of the spirit, then those organs which appear as the most
impertant in the animal must be in the background in man and
give place to those indicative not of a practical celation to things
but of an 1deal or theoretical one.

(88) T'herefore the human face has a second centre in which the
soulful and spiritual refation to things is manifested. This is in the
upper part of the face, in the intellectual brow and, lying under 1t,
the eye, expressive of the soul, and what surrounds it, That 1s to
say that with the brow there are connected meditation, reflection,
the spirit’s reversion into itself while its inner life peeps out from
the eye and is clearly concentrated there. "L'hrough this emphasis
on the forehead, while the mouth and cheek-bones are secondary,
the human face acquires a spiritual character. The fact that the
forchead comes into the foreground determines of necessity the
whole structure of the skull which no longer falls back, forming one
leg of an acute angle, the extreme point of which is the mouth now
drawn forward: on the contrary, a line can be drawn from the
forehead through the nose to the point of the chin which forms a
right angle, or approximately one, with a second line drawn from
the back of the skull to the apex of the forchead,

(yy) Thirdly, the transition from the upper to the lower part of
the face, from the purely theoretical and spiritual brow to the
practical organ of nourishment, and the connection between them,
is the nose which even in its natural function as the organ of
smell stands in between our theoretical and practical relation to the
external world. In this central position it does still belong to an
animal need, for smelling is essentially connected with tasteand this
after all is why in the animal the nose is there in the service of the
mouth and feeding; but smelling itself is still not an actual practi-
cal devouring of things, like eating and tasting, but takes up only
the result of a process in which things mingle with air and its secret
and invisible volatilizing. Now if the transition from forehead to
nose is so made that the forehead curves outwards and withdraws
next the nose, while the nose on its side remains pressed in next
the forehead and only subsequently is projected, the result is that
the two parts of the face, the theoretical one, the forehead, and the
one indicative of practical activity, the nose and the mouth, form
a marked contrast, the effect of which is to draw the nose which
belongs as it were to both parts, down from the forehead to the

BEsR715.2 E
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mouth. In that event the forehead in its isolated position acquires
a look of severity and obstinate spiritual sclf-concentration con-
trasted with the eloquent communication of the mouth. The mouth
then becomes the organ of nutrition and at once makes a servant of
the nose as a tool for smelling and so for stimulating desire and
shows how it is directed on a physical need. Further, there is con-
nected with this the contingency of the indeterminable modifica-
tions of form which forehead and nose can consequently adopt.
The sort of curve and the projection or retreat of the forehead
loses any fixed determinacy, and the nose may be flat or pointed,
drooping, arched, or snub and retroussé.

By softening and smoothing the lines, the Greek profile intro-
duces a beautiful harmony into the gentle and unbroken connec-
tion between the forehead and the nose and so between the upper
and lower parts of the face. The effect of this connection is that the
nose is made more akin to the forehead and therefore, by being
drawn up towards the spiritual part, acquires itself a spiritual
expression and character. Smelling becomes as it were a theoretical
smelling—becomes a keen nose for the spiritual; after all, in
fact when one screws up one's nose, etc., however insignificant
such movements may be, this is an extremely quick way of ex-
pressing spiritual judgements and kinds of feeling. So we say, for
example, of a proud man that he looks down his nose, or we may
call a young girl saucy when she tosses up her little nose.

Something similar is true of the mouth too. It does have the
purpose of being a tool for satisfying hunger and thirst, but it does
also express spiritual states, moods, and passions. Even in animals
it serves in this respect for ejaculations, but in man for speech,
laughter, sighing, etc., and in this way the lines of thc mouth
already have a characteristic connection with the eloquent com-
munication of spiritual states or of joy, grief, etc.

It is said, it is true, that such a facial formation has oceurred to
the Greeks alone as the really beautiful one, while the Chinese,
Jews, and Egyptians regarded other, indeed opposite, formations
as just as beautiful or more so and that, therefore, verdict against
verdict, there is no proof that the Greek profile is the model of
genuine beauty. But this is only superficial chatter. The Greek
profile is not to be regarded as an external and fortuitous form; it
belongs to the ideal of beauty in its own independent nature be-
cause (i) it is that facial formation in which the expression of the
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sp irit puts the merely natural wholly into the background, and (i1)
it is the one which most escapes fortuitousness of form without
exhibiting mere regularity and banning every sort of individuality.

(8) Out of the abundant detail in the individual forms I will
select for mention here only a few points of importance. Accord-
ingly we may deal first with the forehead, the eye, and the ear as
the parts of the face more related to the spirit and the theoretical
life; then secondly, with the mouth, nose, and chin as the forma-
rions belonging, more or less, rather to the practical sphere; and
thirdly we have to mention the hair as an external setting rounding
off the head to a beautiful oval.

(xx) In the ideal hgures of classical sculpture the forehead is
neither curved omtwards nor, in general, high, because, although
the spirit is meant to appear in the build of the face, what sculpture
has to represent is not spirituality as such but individuality wholly
expressed in a corporeal form. In heads of Hercules, for example,
the forehead is particularly low because he possesses the muscular
vigour of the body directed on external objects rather than an
introspective vigour of mind. Elsewhere the forehead is variously
modified, lower in charming and youthful female figures, higher
in those more dignified and spiritual and more intellectual.
"I'owards the temples it does not fall away at an acute angle; it does
not sink into the temples but is rounded ovally in a soft curve and
overgrown with hair. For theacute hairless angles and deep sinkings
into the temples befit only the weakness of advancing years and
not the eternal bloom of youth in ideal gods and heroes.

In regard to the eye, [ first,| we must at once make it clear that the
ideal sculptural figure not merely lacks what is properly the colour
of painting but also the glance of the eye. Attempts have ne doubt
been made to prove historically that the Greeks did paint the cye
on some temple-figures of Athene and other divinities, on the
strengthl of the fact that traces of paint have still been found on
sorne statues, but in the case of sacred images the artists often kept
so far as possible to what was traditional, in defiance of good taste.
In other cases it seems that the statues must have had precious
stones inset as eyes. But then this proceeds from what I have
mentioned before, the desire to decorate the images of the gods
as richly and magnificently as possible. And, on the whole, this
¢olouring belongs to the beginnings of art, or to religious tradi-
tions, or is an exception; besides, colouring does not ever give to
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the eye that self-concentrated glance which alone makes the eye
completely expressive. Therefore we can take it here as incon-
testable that the iris and the glance expressive of the spirit is mis-
sing from the really classic and free statues and busts preserved to us
from antiquity. For although the iris is often delineated in the eye-
bali or indicated by a conical depth and turn which expresses the
brilliance of the iris and therefore a sort of glance, this still remains
only the wholly external shape of the eye and is not its animation,
not a real glance, the glance of the inner soul.

It is therefore easy to suppose that it must cost the artist a lot
to sacrifice the eye, this simple expression of the soul. Do we not
look a man first of all in the eye in order to get a support, a point,
and a basis for explaining s entire appearance which in its great-
est simplicity can be understood from this point of unity in his
glance ? TTs glance is what is most full of his soul, the concentration
of his inmost personality and feeling. We are at one with a man’s
personality in his handshake, but still more quickly in his glance.
And it is just this clearest expression of a man’s soul that sculpture
must lack, whereas in painting what appears by means of the
shades of colour 1s the expression of the man’s persenality either in
1ts whole inwardness of feeling or in his varied contagt with things
outside and the particular interests, feelings and passions which
they evoke. But in sculpture the sphere of the artist is neither the
inner feeling of the soul, the concentration of the whole man into
the one simple self which appears in a glance as this ultimate
point of illumination, nor with the personality diffused inthe compli-
cations of the external world. Sculpture has as its aim the entirety
of the external form over which it must disperse the soul, and it
must present it in this variety, and therefore it is not allowed to
bring back this variety to one simple soulful point and the momen-
tary glance of the eye. The work of sculpture has no inwardness
which would manifest itself explicitly as this ideal glance, in dis-
tinction from the rest of the body or thus enter the opposition
between eye and body; on the contrary, what the individual is in
his inner and spiritual life is effused over the entirety of the sculp-
tural form, and 1s grasped as a whole only by the spirit, the spectator,
contemnplating it. Secondly, the eye looks out into the external
world; by nature it looks at something and therefore displays
man in his refation to a varied external sphere, just as in feeling he
is related to his environment and what goes on there. But the
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genuine sculptural figure is precisely withdrawn from this link with
external things and is immersed in the substantial nature of its
spiritual content, independent in itself, not dispersed in or com-
plicated by anything else. Thirdly, the glance of the eye acquires
its developed meaning through what the rest of the body expresses
in its features and speech, although it is distinguished from this
development by being the purely formal point at which the sub-
jective personality is concentrated and in which the whole variety
of the figure and its environment is brought together. Such
breadth of detail, however, is foreign to plastic art and so the more
particular expression in the eye's glance, which does not find its
further corresponding expansion in the whole of the figure, is only
something accidental and fortuitous which sculpture must keep at
arm’s length.

For these reasons sculpture not only loses nothiag by the sight-
lessness of its figures but must, in virtue of its whole nature, dispense
with this expression of soul. Thus once again we see the great in-
sight of the Greeks in realizing the limits and boundaries of sculp-
ture and remaining strictly true to this abstraction. This is their
higher intellect in the fullness of their reason and the entirety of
their vision, It 1s true that even in their sculpture there are instances
of the eye looking at something specific, as for example in the statue
of the faun, mentioned already twice,” which looks down at the
young Bacchus. This smile is soulfully expressed, but even here the
eye is not seeing, and the real statues of the gods in their simple
situations are not presentcd with a turning of the eve and the
glance in some specific direction.

As for the appearance of the eye in ideal sculptures, 1n its form
It is big, open, oval, while in position it is deepset and lying at
right angles to the line of the forehead and nose.

The bigness of the eye counts as heauty for Winckelmans
(Werke, yol. iv, bk. 5, ch. v, § 20, p. 198)% on the ground that a big
light is more beautiful than a small one. He continues: ‘“The size,

T In Vol. 1. See p. zoz, n. 4.

* This like Hegel’s other references is to the edition of Winckelmann’s Works
edited by C, I.. Fernow, 8 vols., Diregden, 1808—26, This splendid edition with a
Vagt wealth of scholarly notes and many plates is not available everywhere and
therefore 7 have given references in a wav which makes it possible to identify
ther in other editions. This reference is to Winckelmann's Geschichte der Kunst
des Altertyms (History of Art in Antiquity}, abbreviated below as K.d. A.; and
bere 4 referenve to bk, 5, ch. v, § 20, 15 suflicient,
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however, is proportionate to the orbit or its cavity and is expressed
in the cut and operung of the eyelids of which, in beautiful eyes,
the upper describes a rounder curve in relation to the internal
recess than the lower does.” In profile heads of sublime workman-
ship the eyeball forms a profile itself and acquires precisely through
this abrupt opening a majesty and an open glance, the light of
which, according to Winckelmann, is made visible similarly
on coins by a point on the upper part of the eyeball. Yet not all
large eyes are beautiful, for they become so only, on the one hand,
owing to the curve of the eylids and, on the other hand, owing to
their being more deeply set. The eye, that is to say, should not
protrude or, as it were, project itself into the external world, for
this relation to the external world is remote from the ideal and is
exchanged for [what the ideal requires, namely] the self’s with-
drawal into itself, into the substantive inner life of the individual.
But the prominence of the eye at once reminds us that the eyeball
is now pressed forward, now withdrawn again, and, in particular,
when a man is goggle-eyed this only shows that hc is beside
himself, either staring thoughtlessly or just as absent-mindedly
absorbed in gazing at some physical object.

In the ancient ideal sculptures the eye is set even deeper than it
is in nature (Winckelmann, loc. cit., § 21). Winckelmann gives as
a reason for this that in larger statues standing further away from
the spectator’s view the eye would have been meaningless and as
it were dead without this deeper setting, especially because in
addition the eyeball was usually flat; but the greatness of the
orbits amplified the play of light and shade and so madc the eye
more effective. Yet this deepening of the eye has still another sig-
nificance, namely that, if in consequence the forehead protrudes
more than it does in nature, the intellectual part of the face pre-
dominates and its expression of spirit leaps to the eye more
clearly, while the strengthened shadow in the orbits gives us of
itself a feeling of depth and undistracted inner life, blindness to
external things, and a withdrawal into the essence of individuality,
the depth of which is suffuscd over the entire figure. On coins of
the best period too the eyes are deeply set and the bones of the eye-
socket are emphasized ; whereas the eyebrows are not expressed by
a broader arch of small hairs but only indicated through the sharply
cut outline of the orbits which, without interrupting the continu-
ous form of the forehead as eyebrows do by their colour and
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relative loftiness, form a sort of elliptical wreath round the eyes. The
higher and therefore more independent curving of the eyebrows
has never been regarded as beautiful.

About ears Winckelmann says (1bid., § 29} that

the ancients expended the greatest care on their elaboration, so that,
e.g., in the case of engraved stones lack of care in the execution of the
ear s an unequivocal sign of the work’s inauthenticity. Portrait statues
in particular often repreduced the pecultarly individual shape of the
ear. Therefore from the form of the var we can often puess the person
portrayed, if he is someone well known, and from an ear with an un-
usually large inner opening we can infer that he is a Marcus Aurelius,
Indeed the ancients have indicated even a malformation,

As one special kind of car on ideal heads, Winckelmann cites on
sorme Hercules statues ears that are flattened and then thickened at
the cartilaginous parts. They indicate a wrestler and pancratiast,
since after all Hercules carried off the pancratiast’s prize at the
games in honour of Pelops at Elis (ibid., § 34)."

(88) In connection with that part of the face which, viewed in its
natural function, is related rather to the practical side of the senses,
we have to mention, secondly, the more specific form of the nose,
the mouth, and the chin.

The difference in the form of the nose gives to the face the most
varied appearance and the most manifold differences of expression,
A sharp nose with thin wings, for example, we are accustomed to
associate with a sharp intellect, while a broad and pendant one or
one snubbed like an animal’s 1s indicative to us of sensuality,
stupidity, and bestiality. But sculpture must keep itself free from
both these extremes as well as from the intermediate stages of
form and expression; it therefore avoids, as we saw in the case of
the Greek people, not only the nose’s separation from the forehead
but also any upper or lower curvature, a sharp point or too rounded:
an appearance, either a rise in the middle or a fall towards forehead
or moyth, in short a nose either sharp or thick; for in place of these
numerous modifications sculpture substitutes as it were an in-
different form though one always faintly animated by individuality.

' A ‘cauliflower’ ear is associated with boxers, but the pancratiast hoxed as
well as wrestled. Hercules celebrated (some say founded) the Olympic games in
Elis. For his victory see, for instance, Pausanias, v, 8, iv. Pelops was held in great
hunour at Olympia (ibid., 13, 1), and it is possible that the games were originally
instityted in his honour (or by him).
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After the eye the mouth is the most beautifu] part of the face,
provided that it is shaped according to its spiritual significance and
not to its natural purpose of serving as a tool for eating and drink-
ing. So shaped, it is inferior in variety and wealth of expression to
the eye alone, although it can vividly present the finest shades of
derision, contempt and envy, the whole gamut of grief and joy,
by means of the faintest movements and their most active play;
similarly, in repose it indicates charm, seriousness, sensitiveness,
shyness, surrender, etc. But sculpture uses it less for the particular
nuances of the expression of spirit, and above all it has to remove
from the shape and the cut of the lips what is purely sensuous and
indicative of natural needs. Therefore 1t so forms the mouth as to
make it, in general, neither over-full nor tight, for lips that are all
too thin are indicative of parsimony of feeling too; so sculpture
makes the lower lip fuller than the upper one, as was the case with
Schiller; in the formation of his mouth it was possible to read the
significance and richness of his mind and heart. This more ideal
form of the lips, in contrast to the animal’s snout, gives the im-
pression of a certain absence of desire, whereas when the upper lip
protrudes in an animal we are at once reminded of dashing for
food and seizing on it. In man the mouth in its spiritual bearing is
especially the seat of speech, i.e. the organ for the free communi-
cation of what we know, just as the eye expresses what we feel. The
ideal sculptures, mereover, do not have the lips tightly closed; on
the contrary, in works from the golden age of art (Winckelmann,
loc, cit., § 26} the mouth remains somewhat open though without
making the teeth visible, for these have no business with the
expression of the spirit. This can be explained by the fact that when
the senses are active, especially when our sight 1s firmly and
strictly concentrated on specific objects, the mouth is closed,
whereas when we are freely sunk in ourselves without looking at
anything, it is slightly opened and the corners of the mouth are
bent only a little downwards.

Thirdly, the chin completes in its ideal form the spiritual
expression of the mouth, unless as in animals it 1s missing alto-
gether or, as in Egyptian sculptures, it 1s pressed back and meagre,
The ideal chin is itself drawn further down than is usual, and now,
in the rounded fullness of its arched form, its size is still greater,
especially if the lower lip is shorter. A full chin gives the im-
pression of a certain satiety and repose; whereas old and restless
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women shuffle along with their weak chins and feeble muscles, and
Goethe, for instance, compares their chaps to a pair of tongs that
want to geip. But all this unrest disappears when the chin is full,
But a dimple, now regarded as something beautiful, is just some-
thing casually charming without having any essential connection
with beauty; but in lieu of this a big rounded chin counts as an
authentic sign of Greek heads. In the Medici Venus the chin is
smaller, but this statue has been discovered to be mutilated.?

(yy)} In conclusion, it now only remains for us to discuss the
hair. Hair as such has the character of a plant production rather
than of an animal one, It js a sign of weakness rather than a proof
of the organism’s strength. The barbarians let their hair hang flat
or they wear it cut all round, not waved or curled, whereas the
Greeks in their ideal sculptures devoted great care to the elabo-
ration of the locks, a matter in which modern artists have been less
industrious and less skilled; it is true that the Greeks too, when
they worked in stone that was all too hard, did not make the hair
hang freely in wavy curls but (Winckelmann, 1bid., § 37} repre-
sented it as cut short and then finely combed. Butin marble statues
of the great period the hair is curled and, in male heads, kept long,
In female heads 1t is stroked upwards and caught together en
chignon. Here, at least according to Winckelmann (ibid.), we see
it serpentine, with emphatic deepening between the locks to give
them a variety of light and shade which cannot be produced by
shallower drills, Moreover, the fall and arrangement of the hair
differs in different gods. In a similar way Christian painting too
makes Christ recognizable by a specific sort of locks and their
parting, and the adoption of this example as a fashion today gives
to many men the look of our Lord.

(v} Now these particular parts [of the face] have to have their
form harmonized into the head as into one whole. Here the beauti-
ful shape is determined by a line which most nearly approaches
an oval, and therefore anything sharp, pointed, or angled 15 dis-
solved into a hdrmony and a continuous soft connection of form,
but without being purely regular and absiractly symmetrical or
running away into a manifold variety of lines and their turming

U “The affected gesture of the right arm is a restoration, and the head has been
broken and re-set at the wrong angle’ (K. Clark, The Nude, Pelican edition,
P. 376. The statue is illustrated and severely eriticized in the same book, pp. 74—
§1.) Cf. what Hegel says in Vol. |, p. 564.
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and bending as happens with the other parts of the body. To the
formation of this oval line (which returns into itself like a circle)
the chief contribution, especially for a front view of the face, is
made by the beautiful free swing from chin to ear, as well as the
line, already mentioned, described by the forehead along the eye-
sockets, together with the curve of the profile from the forehcad
over the point of the nose down to the chin, and the convexity of
the occiput down to the nape of the neck.

This is as much as I wanted to describe about the ideal shape
of the head, without entering into further detail,

(b} Position and Movement of the Body

The other parts of the body—neck, chest, back, trunk, arms,
hands, legs, and feet—are organized on a different principle. In
their form they can be beautiful, but beautiful only sensucusly
and in a living way without immediately expressing the spirit in
their shape as the face does in its. Even in the shape of these
members and its elaboration the Greeks have given proof of their
supreme sense of beauty, yet in genuine sculpture these forms
should not be asserted as simply the beauty of the living bei ng, but
must, as members of the human figure, give us a glimpse of the
spirit, so far as the body as such can provide it. For otherwise the
expression of the inner life would be concentrated solely in the
face, while in the plasticity of sculpture the spirit should appear
precisely as effused over the whole figure and not independently
isolated and contrasted with the body.

Now if we ask by what means chest, trunk, back, and our ex-
tremities can work together into an expression of the spirit and
therefore, apart from their beautiful vitality, receive in themselves
the breath of a spiritual life, the means are the following:

first, the position into which the members are brought rela-
tively to one another, in so far as this position emanates from and
is freely determined by the inner life of the spirit;

secondly, movement or repose in its complete beauty and free-
dom of form;

thirdly, this sort of position and movement in thejr specific
appearance and cxpression provides more clearly the situation in
which the ideal, which can never be merely ideal in abstracto, 13
apprehended.
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On these points too I will add a few general remarks,

(o) The first point which offers itself for even superficial con-
sideration about position is man’s upright posture. The animal
body runs parallel with the ground, jaws and eye pursue the same
direction as the spine, and the animal cannot of itself inde-
pendently annul this relation of itself to gravity. The opposite is the
case with man, because the vye, looking straight outwards, has its
natural direction always at right angles to the line of gravity and the
body. Like the animals, man can go on all fours and little children
do so in fact; but as soon as consciousness begins to awaken, man
tears himself loose from being tied to the ground like an animal, and
stands erect by himself, This standing is an act of will, for, if we
give up willing to stand, our body collapses and falls to the ground.
For this very reason the erect position has in it an expression of
the spirit, because this rising from the ground is always connected
with the will and therefore with the spirit and its inner life; after
all it is common parlance to say that a man ‘stands on his own feet’
when he does not make his moods, views, purposes, and aims
depend on someone else,

But the erect position is not yet beautiful as such; it becomes so
only when it acquires freedom of form. For if in fact a man simply
stands up straight, letting his hands hang down glued to the body
quite symmetrically and not separated from it, while the legs
remain tightly closed together, this gives a disagreeable impression
of stiffness, even if at first sight we see no compulsion in it. This
stiffness here is an abstract, almost architectural, regularity in
which the limbs persist in the same position relatively to one
another, and furthermore there is not visible here any determina-
tion by the spirit from within; for arms, legs, chest, trunk—all the
members—remain and hang precisely as they had grown in the
man at birth, without having been brought into a different relation
by the spirit and its will and feeling. (The same is true about
sitting.) Conversely, crouching and squatting are not to be found
on the soil of freedom because they indicate something subordi-
nate, dependent, and slavish. The free position, on the other hand,
avoids abstract regularity and angularity and brings the position of
the limbs into lines approaching the form of the organic; it also
makes spiritual determinants shine through, so that the states and
passions of the inner life are recognizable from the posture, Only
in this event can the posture count as a sign of the spirit,
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Yet in using postures as gestures sculpture must proceed with
great caution and in this matter has many difficulties to overcome,
For (i} in such a case the reciprocal relation of the parts of the body
is indeed derived from the inner life, i.e. from the spirit, but {ii)
this determination by the inner must not place the individual parts
in such a way as to contradict the structure of the body and its laws
and so give them the look of having suffered violence or put in
oppositicn to the heavy material in which it is the sculptor’s task to
carry out his ideas. (1) The posture must appear entirely un-
forced, i.e. we must get the impression that the body has adopted
its position by its own initiative, because otherwise body and spiri¢
appear different, parting from one another and entering a relation
of mere command on one side and abstract obedience on the other,
while in sculpture both should constitute one and the same directly
harmonious whole. In this respect the absence of constraint is a
prime requirement. The spirit, as what is inward, must entirely
permeate the members, and these must adopt into themselves as
the content of their own soul the spirit and its determining
characteristics. (iv) As for the sort of gesture which the posture in
ideal sculpture can be commussioned to express, it is clear from
what has been said already that it should not be simply something
caught at a moment and therefore alterable. Sculpture must not
portray men as if, in the middle of a movement or an action, they
had been frozen or turned to stone by a Gorgon’s head.! On the
contrary, although the gesture may hint in every case at a charac-
teristic action, it must still express oniy the beginning and prepara-
tion of an action, an intention, or it must indicate the cessation of
action and a reversion to repose. What is most suitable for a
sculptured figure is the repose and independence of the spirit
which comprises in itself the potentiality of an entire world.

(B) Secondly, it is the same with movement as it was with
position. As movement proper it has a smaller place in sculpture
as such, because sculpture does not advance of its own accord to a
mode of portrayal approximating to that of a more advanced art.
The chief task of sculpture is to present the peaceful divine image
in 1ts blessed perfection without any inner struggle. Variety of

! Hegel says ‘Fliion’s horn’—thig is a reference to Wieland’s Oberon, But this
magic horn compelled those who heard it to dance, and this stood Hiton in good
stead in moments of danger. The Gorgon's head seems more appropriate in this
context, although Hegel may mean that people set in motion by the horn are then
frozen or tumed to stone,
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movement therefore automatically disappears; what is presented is
rather a standing or recumbent figure immersed in itself, something
pregnant with possibilities but at this stage not proceeding to any
definite action, and therefore not reducing its strength to a single
moment or regarding that moment, instead of peaceful and even
duration, as the essential thing, We must be able to have the idea
that the divine image will stand eternally so in that same position,
Self-projection into the external world, involvement in the midst
of some specific action and its conflicts, the momentary strain that
neither can nor want to persist—all these are opposed to the
peaceful ideality of sculpture and occur only in groups and reliefs
where particular features of an action are brought into the repre-
sentation in a way reminiscent of the principle of painting. The
spectacle of powerful emotions and their passing outburst does
produce its immediate effect, but in that case it 1s over and done
with and we do not willingly return to it. For what is conspicuous
in such a spectacle is a matter of 2 moment which we see and
recognize equally in a moment, while in such a case what is rele-
pated to the background is precisely the fullness and freedom of
the inner life, the infinite and eternal, 1n which we can 1mmerse
ourselves for ever, |
() But this is not to say that, where sculpture adheres to its
severe principle and is at its zenith, it has to exclude an attitude of
movement altogether, for if it did it would portray the Divine only
in its vagueness and absence of difference. On the contrary, since
it has to apprehend the divine substance as individuality and bring
it before our eyes in a corporeal form, the inner and cuter situation
which sculpture imprints on the subject-matter and its form must
also be individual. Now it is this individuality of a specific situ-
ation which is principally expressed in the posture and movement
of the body. Yet just as substance is the chief thing in sculpture,
and individuality has not yet won its way out of this into particular
independence, so the particular determinate character of the situ-
ation too must not be of such a kind as to blur or cancel the simple
solidity of that substantial element by inveigling it in one-sidedness
and the clash of collisions, or, in short, by carrying it entirely into
the preponderating importance and variety of particular events.
On the contrary, this determinate character must rather remain
one which, taken by itself, is less essential or is even a cheerful
Play of harmless liveliness on the surface of individuality, the
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substantiality of which therefore loses nothing of its depth,
independence, and repose. This, however, is a point which I have
mentioned already,’ with continual reference to the ideal of sculp-
ture, in dealing with the situation in which the ideal may enter the
representation in its specific character, and therefore I will pass it
over here.

(€} Draping [or Clothing]

The final important point, the one to be considered now, is the
question of drapery in sculpture. At first sight it may seem that
the nude form and its spiritually permeated and sensuous beauty
of body in its posture and movement is what is most appropriate
to the ideal of sculpture and that drapery is only a disadvantage.
From this point of view, we hear again, nowadays especially, the
complaint that modern sculpture is so often compelled to clothe its
figures, on the ground that no clothing can match the beauty of the
form of the human body. As a corollary of this there rises at once
the further regret that so little opportunity is given to our artists
to study the nude which the Greeks had always standing before
their eyes. 1n general it need only be said on this matter that from
the point of view of sensuous beauty preference must be given to
the nude, but sensuous beauty as such is not the ultimate aim of
sculpture, and so it follows that the Greeks did not fall into error
by presenting most of their male figures nude but by far the
majority of the female anes clothed.

(«) The reason for clothing in general lies, apart from artistic
purposes, for one thing in the need for protection from the weather,
since nature has given man this concern while exempting animals
from it by covering them with fur, feathers, hair, scales, etc. For
another thing, it is a sense of shame which drives men to cover
themselves with clothes. Shame, considered quite generally, is the
start of anger against something that ought not to be. Man becomes
conscious of his higher vocation to be spirit and he must therefore
regard what is animal as incompatible with that and strugple to
conceal, as incompatible with his higher inner life, especially those
parts of his body—trunk, breast, back, and legs—which serve
purely animal functions or point to the purely external and have no
directly spiritual vocation and express nothing spiritual. Amongst

! See Val. I, pp. 2o01—3. ‘Harmless' is explained there.
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all peoples who have risen to the beginning of reflection we find
therefore in a greater or lesser degree the sense of shame and the
need for clothing. As early as the story in Genesis this transition is
most sensitively expressed. Before they ate of the tree of knowledge
Adam and Eve walked innocently naked in Paradise, but scarcely
has a consciousness of spirit awakened in them than they see that
they are naked and are ashamed of their nakedness. The same
sense is dominant amongst the other Asiatic nations. So, e.g.,
Herodotus (i. 10), in telling the story of how Gyges came to the
throne, says that ‘among the Lydians, and indeed among the
barbarians generally, 1t is reckoned a deep disgrace, even to a man,
to be seen naked’, a proof of which is the story of the wife of King
Candaules of Lydia. Candaules gave Gyges, a favourite of his and
one of his bodyguard, freedom to see his wife naked, in order to
prove to him that his wife was of surpassing beauty. This was to
have been kept secret from her, but she became aware of the out-
rage all the same by secing Gyges, who had been hidden in her
bedroom, slip out at the door. Incensed, she summoned Gyges
the next day and told him that since the King had done this to
her and Gyges had seen what he should not have seen, he could
only have a choice: ‘Either slay the King as a punishment and
then possess me and the kingdom, or else die.” Gyges chose the
former and after the King’s murder mounted the throne and the
widow's bed.

On the other hand, the Egyptians frequently or even usually
displayed their statues naked, so that the male figures had only a
small apron, and on the figure of Isis clothing is indicated only by
a transparent and scarcely noticeable skirt round the legs. This
was due neither to a lack of shame nor to a sense for the beauty of
organic forms. Kor, given their symbolic outlook, we may say,
they were not concerned with creating an appearance appropriate
to the spirit, but with the meaning, the essence, and the idea of
what the figure was to bring home to the spectator’s mind, and
consequently they left the human body in its natural form, without
any reflection on its greater or lesser appropriateness to spirit; this
form they did copy with great fidelity.

(8) In the case of the Greeks, finally, we find both nude and
clothed figures. And thus they clothed themselves in fact, while at
the same time they counted it an honour to have been the first to
compete nude [in the games]. The Spartans in particular were the
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first to wrestle in the nude.? But in their case this did not occur
at all out of a sense for beauty but from a rigid indifference to
the delicate and gpiritual element in modesty. In the Greek
national character the feeling of personal individuality just as it
immediately exists, and as spiritually animated in its existence,
is as highly intensified as the sense for free and beautiful
forms. "Therefore there had to be an advance to giving form on its
own account to the human being in his immediacy, to the body as
it belongs to man and is permeated by his spirit, and to respect
above everything else the human figure as a figure, just because it
is the freest and most beautiful one. In this sense of course they
discarded that shame or modesty which forbids the purely human
body to be seen, and they did this, not from indifference to the
spiritual, but from indifference to purely sensual desire, for the
sake of beauty alone, For this reason a great number of their
sculptures are presented naked from deliberate intention.

But neither could this lack of every kind of clothing be allowed
tc prevail throughout. For, as 1 remarked before in dealing with
the difference between the head and the other parts of the body, it
cannot in fact be denied that spiritual expression in the figure is
limited to the face and the position and movement of the whole, to
gestures expressed principally through the arms and hands and the
position of the legs. For these members which are active in an out-
ward direction serve best, through their sort of position and move-
ment, to manifest an expression of spirit. Whereas the rest of the
body is and remains capable of only a sensucus beauty, and the
differences visible there can only be those of bodily strength,
muscular development, or muscular suppleness and placidity, as
well as differences of sex and of age, youth, and childheod. There-
fore, so far as the expression of spirit in the figure is concerned, the
nudity of these parts is a matter of indifference even from the point
of view of beauty, and it accords with decency to cover those parts
of the body {in a statue] if, that is to say, the preponderating thing
in view is to represent the spiritual element in man. What ideal
art does at every single point, namely extinguish the deficiency of
animal life in its detailed organization——its little veins, wrinkles,
little hairs on the head, etc.—and emphasize only the spiritual
treatment of the form in its living outline, this is what clothing

1 ¢.g. Thucydides, i, 6. He says that the practice of competing nude was 2
comparatively recent innovation,
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does here. It conceals the superfluity of the organs which are
necessary, it is true, for the body’s self-preservation, for digestion
etc., but, for the expression of the spirit, otherwise superfluous,
Therefore it cannot be said without qualification that the nudity
of sculptures is evidence throughout of a higher sense of beauty,
a greater moral freedom and innocence. Here too the Greeks were
guided by a truer and more spiritual insight.

"The Greeks exhibited in the nude (@} children, e.g. Eros, for in
them the bodily appearance is wholly naive, and spiritual beauty
consists precisely in this entire naiveté and ingenuousness; (5)
youth, gods of youth, heroic gods and heroeslike Perseus, Heracles,
Theseus, Jason, for in them the chief thing is heroic courage, the
use and development of the body for deeds of bodily strength and
endurance; (¢} wrestlers in contests at the nationa! games, where
the sole thing that could be of interest was not what they did, or
their spirit and individual character, but the body’s action, the
force, flexability, beauty, and free play of the muscles and imbs;
(d) fauns and satyrs and bacchantes in the frenzy of their dance;
(e) Aphrodite, because in her a chief feature is the sensuous charm
of a woman. Whereas we get drapery where a higher intellectual
significance, an inner seriousness of the spirit, is prominent and,
in short, where nature is not to be made the predominant thing.
So, for example, Winckelmann cited! the fact that out of ten
statues of women scarcely one was nude. Amongst goddesses it is
especially Pallas, Juno, Vesta, Diana, Ceres, and the Muses who
are robed, and, amongst the gods, Zeus especially, the bearded
Bacchus Indicus, and some others.

(y) The rationale of clothes is a favourite topic so much dis-
cussed as to have bécome to some extent banal. I wili therefore
make on it only the following brief remarks.

On the whole we need not regret that our sense of propriety
fights shy of making figures entirely nude; for if clothing, instead
of concealing the posture, simply makes it shine through com-
pletely, then not only is nothing lost but, on the contrary, the
clothing is simply what really emphasizes the posture and in this
respect is to be regarded as an advantage because it deprives us of
an immediate view of what, as purely sensuous, is without signifi-
cance, and shows us only what is related to the situation expressed
by posture and movement.

'V in K.d.4., bk, 6, § 33, Winckeltmann says that only ene in fifty was nude,
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{ao) If we aceept this principle, it may seem that that clothing is
most advantageous of all for artistic treatment which conceals the
shape of the imbs, and therefore the posture, as little as possible, and
this is the case with our closely-fitting modern clothes. Qur narrow
sleeves and trousers follow the outlines of the figure, and therefore
are the least hindrance because they make visible the whole form
of the limbs as well as a man’s walk and his gestures. The long
wide robes and baggy trousers of the Orientals, on the other hand,
would be wholly incompatible with our vivacity and varied activi-
ties and they only suit people who, like the Turks, sit ail the day
long with their Jegs crossed beneath them or who only walk about
slowly and extremely solemnly.

But at the same time we know, and our first best glance at
modern statues or pictures can prove to us, that our modern
clothing is wholly inartistic: this is because what we really see in it,
as I have already explained in another place,! is not the fine, free,
and living contours of the body in their delicate and flowing
development but stretched out sacks with stiff folds. For even if
the most general character of the bodily forms remains, still the
beautiful organic undulations are lost and what we see close at
hand is something produced for an external purpose, something
cut, sewn together here, folded over there, elsewhere fixed, and, in
short, purely unfree forms, with folds and surfaces positioned here
and there by seams, buttons, and button-holes. In other words,
such clothing is in fact just a covering and a veil which throughout
lacks any form of its own but, in the organic formationof the limbs
which it follows in general, precisely conceals what is visibly
beautiful, namely their living swelling and curving, and substi-
tutes for them the visible appearance of a material mechanically
fashioned. This is what is entirely inartistic about modern clothes.

(88) The principle for the artistic kind of drapery lies in treating
it as if it were architectural. An architectural construction is only
an environment in which we can nevertheless move freely and
which on its side, being separated from what it encloses, must
display in its formation the fact that it has a purpose of its own.
Moreover, the architectural character of supporting and being
supported must be formed on its own account according to its own
mechanical nature. A principle of this kind is followed by the sort
of drapery which we find used in the ideal sculpture of the Greeks.

1 In vol. I, pp. 165-6.
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The mantle especially is like a house in which a person is free to
move. It 1s carried indeed, but fastened at only one point, e.g. the
shoulder, but otherwise it develops its own particular form accord-
ing to its own special weight; it hangs, falls, and runs into folds
spontaneously, and the particular modifications of this free forma-
tion depend solely on the pose of the wearer. Similar falling freely
is litlle impaired essentially by other parts of Greek clothing, and
it is this which is precisely appropriate to art, because in that case
aslone do we see nothing tight and manufactured and displaying by
its form some purely external force and necessitation, but some-
thing formed on its own account yet taking its origin from the
spirit by way of the pose of the figure. Therefore the dress of the
Greeks 1s held up by the body, and determined by its pose, only to
the extent necessary to prevent its falling, but otherwise it hangs
down freely, and even in being moved along with the movement of
the body 1t always abides by this principle. This is absolutely
necessary, for the body is one thing, the clothing another, and the
latter must come into its own independently and appear 1n its
freedom. Whereas modern clothes, on the contrary, are either
entirely carried by the body and are so subservient to it that they
express the pose too predominantly and yet merely disfigure the
forms of the limbs, or where, in the fall of the folds, etc., they might
acquire a shape of their own, 1t is just the tailor over again who
produces this shape according to the caprice of fashion. The ma-
terial is dragged hither and thither partly by the different limbs and
their movements, parily by its own stitching.—For these reasons
the Greek clothing is the ideal model for sculptures and is to be
preferred by far to the modern. On the form and details of the
Greek manner of clothing, classical scholars have written ad infini-
tum; for although men have otherwise no right to talk about fashion
in clothes, the sort of materials, trimmings, cut, and al} the other
details,* nevertheless research has provided a more respectable
reason for treating these trivialities as important, and discussing
them at length, than what women are allowed to have in this field.

{vy) But we must bring up here a rotally different consideration,
namely whether modern clothes, or any kind of clothes except the
Greek, should always and in every case be rejected. This question
becomes important especially in the case of portrait statues, and we

! This reflection did not deter Hegel from writing at length to his wife about
the fushion for ladies’ hats in Paris {zo0 Sept, 1827).
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will treat it here at some length because 1ts main interest affects
a principle for present-day art.

If today a portrait is to be made of an individual belonging to his
own time, then it is essential that his clothing and external ac-
cessories be taken from his own individual and actual environment;
for, precisely because he is an actual person who here is the subject
of the work of art, it js most necessary that these externahties, of
which clothes are essentially one, be portrayed faithfully and as
they actually are or were. This requirement is especially to be
followed when it is a matter of placing before our eyes, as indi-
viduals, definite characters who have been great and effective in
some special sphere, In a painting or in marble the individual
comes before our direct view in bodily form, i.e. conditioned by
externals, and to propose to lift the portrait above these conditions
would be all the more contradictory because it would imply that
the individual had something downright untrue in himself; for the
merit and peculiar excellence of actual men consists precisely in
their activity in the real world, in their life and work in the specific
spheres of their vocation. If this individual activity is to be made
visible to us, the surroundings given to him must not be of the
wrong kind or disturbing. A famous general, for instance, has
existed as a general in his immediate environment amidst cannon,
guns, and gunpowder, and if we want to picture him in his activity
we think of how he gave commands to hus officers, ordered the line
of battle, attacked the enemy, and so on. And furthermore such a
general is not any general but is especially marked by his special
kind of weapons, etc.; he may be an infantry commander or a bold
hussar or whatever. No matter what he is, he always has his par-
ticular uniform, appropriate to these differing circumstances. More-
over, he 1s a famous general—a famous general and therefore not
a Jegislator, or a poet, or perhaps not even a religious man, nor has
he been a king, etc.; in short he is not everything, and only what is
totum atque rotundum® has the stamp of the ideal and divine. For
the divinity of the ideal sculptures is precisely to be sought in the
fact that their character and individuality are not incident to
particular circumstances and branches of activity, but are exempt
from this dispersion, or, if the idea of such circumstancesisaroused,
are so presented that we must believe of these individuals that in
all circumstances they can achieve anything and everything,

1 Horace, Satires, 1. 7. 80,
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For this reason it is a very superficial requirement that the
heroes of our day, or of the most recent past, whose heroism is
restricted to their own time, should be represented in ideal
clothing. This requirement does betray an enthusiasm for the
beauty of art, but an unintelligent enthusiasm, which from love of
antiquity overlooks the fact that the greatness of the Greeks lay
essentially at the same time in a profound understanding of every-
thing that they did, because while they portrayed what was idea)
in itself they never intended to impress an ideal form on what was
nothing of the kind. If the whole life and circumstances of an
individual are not ideal, neither should his clothing be; and just
as a powerful, determined, and resolute general does not for this
reason have a face betraying the visage of Mars, so here the clothes
of Greek gods would be the same mummery as putting a bearded
man in a girl’s clothes.

Apart from all this, modern clothes create a further mass of
difficulties because they are subject to fashion and unquestionably
alterable, For the rationality at the basis of fashion i that it has the
right, over against mere temporal duration, of continually alter-
ing. A coat cut in one way is soon out of fashion againand therefore
in order to please it must be in fashion. But when the fashion
passes, familiarity with it is at an end, and what still pleased a year
or two age is now at once ridiculous. Therefore there should be
retained for statues only those types of clothing which have a more
permanent type stamped on the specific character of an age, but in
general it is advisable to find a middle way as our modern artists
do. Yet on the whole it is still always a mistake to give modern
clothes to portrait statues unless they are small or the intention is
only to present the subject in a familiar guise. It is best therefore
to produce busts only, stopping at the neck and chest, for these
after all can be kept to the ideal more easily, because here the head
and face are the chief thing and the rest is as it were only an insig.-
nificant accessory. In big statues, on the other hand, especially
when the figures are in repose, we see at once what they have on,
Just because of this repose, and full size masculine figures, even in
portraits, can in their modern dress hardly rise above insigmfi-
cance. Take, e.p,, Herder and Wieland paiated, at full length
and seated, by the elder Tischbein® and in engravings by good

' Tt is not clear to which Tischbein Hegel refers. The oldest was J. H., 1722-
89, There were two others, his relatives J. F, A, 1730-1812, and J. H. W,
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artists—we feel at once something dull, dreary, and superfluou
when we see their trousers, stockings, and shoes and, in short
their comfortable, self-satisfied attitude on a sofa with their hand;
cosily crossed together over their stomachs.

But it is different with portrait statues of individuals whose
period of activity is far before our time or whose greatness i
inherently of an ideal kind. For what is ofd has become as it wert
timeless and has retreated into the region of general and vaguen
ideas, with the result that, released from its particular actual
world, it becomes capable of ideal portrayal even in its clothing,
"This is still more true in the case of individuals who through theis
independence and the plenitude of their inner life are exemps
from the plain restrictedness of a specific profession and from
cfiectiveness only in a specific period and who thus constitute A
free totality in themselves, a whole world of relationships and
activities; for this reason thcy must appear, even in their clothing,
raised above the familiarity of day to day life in the external world
habitual to them in their own age. Even in the case of the Greeks
there are portrait statues of Achilles and Alexander in which the
more individual traits are so little pronounced that we might
suppose them to be statues of young divinities rather than men.
In Alexander, the great-hearted youth of genius, this is entirely in
place. But in a similar way Napoleon has such a high standing and
is such a universal genius that there is no objection to giving him
ideal clothing on his statue; similar clothing would not be inap-
propriate for Frederick the Great if it were a matter of honouring
him 1n all his greatness. Here too of course the size of statues is an
essential consideration. On small figures, which have something fa-
miliar about them, we are not at ali disturbed by Napoleon’s little
triangular hat, the familiar uniform, and the folded arms; and if we
want to see Frederick the Great confronting us as ‘auld Fntz’, he
can be portrayed with his hat and stick, as he is on snuff-boxes.

3. Individuality of the Ideal Sculptured Figures

Up to now we have considered the ideal of sculpture both in its
general character and also in the detailed forms of its particular
1757~-r820. The former of these mude a portrait of Herder, and the reference is

probably to him as being older than the third; Herder lived until 1803 and
Wieland to 1313,
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differentiations. Thirdly, it now only remaing ¢
that while 1deal sculptures have to display, in ¢,

herently substantial individuals, in their form the huma,

must also proceed to give them the appearance of distin
particular persons. Therefore they form a group of ;31-
individuals which we already recognize from our study ::,t
classical art-form as the group of the Greek gods. Semeone migh,
have the idea that there should be only one supreme beauty anc
perfection which could be concentrated in its entirety in a singl¢
statue, but this idea of an ideal as such is simply foolish and absurd
For the beauty of the ideal consists precisely in its not being :
purely universal norm but in essentially having individuality an¢
therefore particularity and character. In this way alone are sculp.
tures vitalized, and the one abstract beauty 1s broadened into ar
ensemble of inherently specific shapes. Yet on the whole the con-
tent of this group is restricted because there are wanting in the
genuine ideal of sculpture a number of categories which, for
example, in our Christian outlook, we are accustomed to use wher
we want to give expression to human and divine qualities. So, fos
instance, the moral dispositions and virtues which the Middle
Ages and the modern world have assembled into a group of duties
modified again and again from epoch to epoch, have no sense in the
case of the ideal gods of sculpture, and for these gods they do no
exist. Therefore' we cannot expect here the portrayal of sacrifice o
of selfishness conquered, the battle against the flesh, the victory o:
chastity, etc., nor any expression of the deep feeling of love, im-
mutable fidelity, honour and modesty in men and women, re-
ligious humility, submission, and blissfulness in God. For all thesc
virtues, qualities, and situations rest partly on the breach betweer
the body and the spirit; partly they transcend the corporeal anc
retire into the pure inwardness of the heart; or they display the
individual’s subjective character in separation from his absolute
substance as well as in his struggle for a reconciliation with that
Morcover, the group of these gods proper in sculpture is certainly
an ensemble but, as we saw in our consideration of the classica
art-form, it is not a whole the elements of which rigorously corre:
spond with conceptual differences. Yet the single figures are to be
distinguished from one another by each of them being a finishec
and specific individual, although they are not set apart from on
another by abstractly marked traits of character, since on the
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contrary they retain much in common with one another in virtue
of their ideality and divinity.

We can go through these differences in more detail under the
following hcads.

First to be considered are purely external marks of recognition——
attributes set beside the gods, sort of clothing, weapons, and the
like. Winckelmann especially has detailed these marks more
specifically and at great length.

Secondly, however, the chief differences lie not only in such
external indications and features but in the individual build and
carriage of the entire figure. The most important thing in this
conncction is the difference of age and sex as well as of the various
spheres from which the statues take their content and form,
because there has been an advance from statues of gods to those of
heroes, satyrs, and fauns, as well as to portrait-statues, and por-
trayal finally lost itself in adopting even animal shapes.

Thirdly, and lastly, we shall cast a glance at the individual
figures in which sculpture has transformed those more general
differences into the form of an individual. Here above all it is the
widest detail that presses on us and we can allow ourselves to cite
only some examples of individual figures, since in any case this is
a sphere which in many ways issues in what is mercly empirical.

(@) Attributes, Weapons, Adornment

As for attributes and other external accessotries, sort of adorn-
ment, weapons, tools, vessels, 1n short, things connected with
some relation to the environment, these externals are, in the great
works of sculpture, kept simple, moderate, and limited, so that
there is nothing of that kind except what is required to let us under-
stand the work and identify its subject. For it is the figure in itself,
its expression, and not the external accessory, which is to provide
the spiritual meaning and our sight of it, Even so, however, such
indications are necessary to enable us to recognize the individual
gods. This i1s because umiversal divinity, which in each individual
god affords the substantial element in the portrayal, produces, in
virtue of this common foundation, a close kinship between the
various figures of the gods and their expression. The result is that
each god is deprived again of his particular character and so can
¢nter situations and modes of rcprescntation other than those
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otherwise belonging to him. In this way his particular characteris-
tics as such are not visible in him throughout in good earnest, and
often only those externalities arc left which are needed to make
him recognizahle, Of these indicative marks I will mention only
the following:

(2) Attributes proper I have already discussed in connection
with the classical form of art and its gods.! In sculpture these lose
their independent and symbolic character still more, and they only
retain the right of appearing on or beside the figure, which repre-
sents itself alone, as an external indication closely related to one or
other aspect of the specific gods. Frequently they are drawn from
animals, as Zeus, for instance, is portrayed with an eagle, Juno
with a peacock, Bacchus with a tiger and a panther drawing his
car {because, as Winckelmann says (op. cit., ii, p. 503),% the latter
animal has a persistent thirst and is crazy for wine), Venus with
a hare or a dove.—Other attributes are utensils or tools with
a bearing on the activity and the actions ascribed to each god
appropriately to his specific individuality. Se, for example,
Bacchus is portrayed with the thyrsus encircled with fillets and
jvy-leaves, or he has a lanrelswreath to indicate hirn as a congqueror
on his journey to India,? of again a torch with which he lighted
Ceres.*

Such associations, of which I have of course mentioned here
only the best known of all, have stimulated the acuteness and
pedantry of antiquaries and have reduced them to a commerce in
petty details which then, it is true, often goes too far and sees a
significance in things where there is none. So, for example, two
famous figures, in the Vatican and the Villa Medici, of reclining
women have been taken to represent Cleopatra simply because they
wear a bracelet shaped like a viper; the first thing that occurred to
an archaeologist on seeing the snake was the death of Cleopatra,
just as the first thought of a pious clergyman might have been of
the first snake that seduced Eve in Paradise. But it was the general
practice of Greek women to wear bracelets like the coils of a snake,

T In Vol. |, pp. 405 fI.

® ie. Versuch einer Allegorie, ch. z,

3 This alleged conquest of India is described at length in the Dionysiaca of
Nonnus (Afth-century A.p.). But the representation of Dionysus the conqueror
ix not infrequent on Roman sarcophagi.

+ {e. when she was seeking her daughter Proserpine (Pausanius, 1. 2. 4). Hegel
is still quoting the Winckelmann passage last referred to.
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and the bracelets themselves are called ‘snakes’. After all, Winckel-
mann, who had more sense, had already seen that these figures
were not Cleopatras (op. cit., bk. v. 6, i1, p. 56, and vi. 11, ij,
p. 222),' and Visconti? (Museo Pio-Clementino, i, 8g-92) has
now finally definitely identified them as figures of Ariadne who had
sunk down in sleep through grief at the departure of Theseus.—
INow, however often people have been led astray in such matters
and however petty the sort of acuteness seems which ends in the
study of such insignificant externals, still this kind of research and
criticism is necessary because often it is only by this means that
the identification of a statue can be precisely determined. Yet even
so0 here again the difficulty arises that the attributes, like the figure,
do not every time serve to identify one god only, because they are
common to several. For example, we see a cup beside Jupiter,
Apollo, Mercury, Aesculapius, as well as Ceres and Hygiea; Juno,
Venus, and Spes carry a lily; similarly, several goddesses have an
car of corn; and even the lightning indicates not only Zeus but
also Pallas who is not alone, for her part, in carrying the aegis but
shares it equally with Zeus, Juno, and Apollo (Winckelmann, op.
¢it., i, p. 249). In origin the individual gods had a commen, rather
vague and universal significance, and this itself carries with it
ancient symbols which belenged to this more general and therefore
common nature of the gods.

(B) Other accessories, arms, vases, horses, etc., are more in place
In such works as abandon the simple repose of the gods and proceed
to represent actions, 1.e. in groups or rows of figures as may occur
in reliefs, and therefore can make more extended use of various
external associations and indications. On votive offerings, too,
which consisted of works of art of all kinds, especially statues, on the
statues of Olympic victors, but especially on coins and engraved
gems, the creative ingenuity of Greek invention had a huge scope
for applying symbolic and other allusions, for example, to the
locality of the city, etc.

{y) External characteristics more deeply associated with the indi-
vidual gods are such as belong to the determinate individual figure
itself and are an integral part of it. Amongst these are included
the specific kind of clothing, weapons, hair-dress, ornaments ete.,

' te. K.d A, bk 0, ch. ii, § 17, and bk. 11, ch. ii, §7.
# E. Q. 1751-1818, The reference is 1o the catalogue of engravings in this
Gallery.
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and for their further explanation I will content myself here,
however, with a few quotations from Winckelmann who was
remarkably acute in seizing such differences. Amongst the particu-
lar gods, Zeus is principally to be recognized by the arrangement
of his hair, so that Winckelmann affirms (vol. iv. 5, §29)' that
by the hair over its forehead or by its beard, 2 head could be
recognized without doubt as Zeus'’s cven if nothing else survived.
‘Over the forehead,’ he says (§ 31), ‘the hair rises upwards and its
different partings fall down again bent in a narrow curve’ [i.e. over
the sides of the head]. And this sort of hair-dress was so decisive
that it was retained for the sons and grandsons of Zeus. In this
regard the head of Zeus is scarcely to be distinguished from that of
Aesculapius, but for this reason the latter has a different beard: the
hair on the upper lip is the chief difference, it lies in a curve on
Aesculapius {§ 32] whereasf ‘in Zeus it is all at once drawn
down and cut into angles at the corners of the mouth and then
fused with the beard on the chin’.2 The beautiful head of a statue
of Neptune in the Villa Medici, later in Florence, Winckelmann
[§ 36 and note ad loc.] recognized by its more frizzled beard, which
besides is thicker over the upper lip, and by the more curly bair on
the head which distinguishes it from heads of Zeus. Pallas, in
complete distinction from Diana, wears her hair long, tied at the
back just beneath the head, and then hanging down in a Series
of curls; whereas Diana wears hers stretched upwards on all sides
and fastened in a knot on the crown of the head. Ceres covers the
back of her head with her robe, and besides carrying ears of corn
wears a diadem “in front of which', as Winckelmann remarks
(vol. iv, book 5, ch. ii, § 10}, ‘the hair rises dispersed in acharming
confusion so that in this way there is perhaps to be indicated here
distress at the rape of her daughter Proserpine’. A similar indi-
viduality is marked by other externals, as, for instance, Pallas is to
be recognized by her helmet and its specific shape, by her sort of
dress, etc.

e K.dA, bk 5, ch i, § 20

2 There is a confusion here. What iz attributed to Aesculapius belongs to
Zeus and vice versa. This is clear, for txample, in illustrations in the latest

edition of Smith's Classical Dictionary.
1 j.e K.d.A., bk 5, ch i, §10.
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(b) Differences of Age and Sex, and of Gods, Heroes, Men, and
Antmals

Truly living individuality is meant to be marked out in sculp-
ture by the free and beautiful form of the body. It therefore may
not be manifested simply by such accessories as attributes, cheve-
lure, weapons and other tools, club, trident, bushel, etc., but must
penetrate both the figure itself and its expression, In this indi-
vidualizing of the figures the Greeks were all the more subtle and
creative as the figures of the gods had in common an essential
universal basis out of which, though without being cut adrift from
it, the characteristic individual fipure had to be so elaborated that
this basis remained essentially living and present in it. What is
especially to be admired in the best sculpture of antiquity is the
keen attention with which the artists took care to bring each of
the tiniest traits of the figure into harmony with the whole, an
attention which in that case alone produces this harmony.

If we ask further about the chief general differences which can
be properly regarded as the fundamental bases for the more speci-
fic individualization of the forms of the body, and their expression,

() the first is the difference between the forms of childhood and
youth and those of later ycars. In the genuine ideal, as I have said
earlier, every trait and every single part of the figure is expressed,
and at the same time the straight line that goes on and on, abstract
even surfaces, circles, and rigidly geometrical curves are avoided
everywhere, and instead there is elaborated in the most beautiful
way the living variety of lines and forms in the nuances linking
their transitions together. In childhood and youth the boundaries
of the forms flow into one another rather unnoticeably and they
fade into onc another so delicately that, as Winckelmann says
(vol. vii, p. 78)," one might compare them with the surface of a sea
unruffled by the winds, of which one could say that although it is in
constant movement it is nevertheless calm. On the other hand, at
a more advanced age the distinctions appear more markedly and
must be elaborated into a more definite characterization. For this
reason excellent statues of grown men please us more at a first
glance, because everything is expressive and we learn all the more
quickly to admire the knowledge, shrewdness, and skill of the
artist. For owing to their tenderness and the smaller number of

1 Verldufige Abhandiung von der Kunst der Zeichnung der alten Vilker,
ch. v, § 10.
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cifferences youthful figures do secem easier [to produce], but in
fact the opposite is the case. For since ‘the formation of the parts is
left vague as it were between the beginning and the perfection of
growth’ (ibid., p. 80), the joints, bones, sinews, and muscles
must be softer and more delicate, but indicated all the same. In this
matter Greek art celebrates its triumph, because even in the most
delicate figures all the parts and their definite organization in
almost invisible nuances of projection and depth are every time
made noticeable in a way whereby the knowledge and virtuosity
of the artist are appreciated only by an observer who examines the
work with closest attention, If, for example, in a delicate mascu-
line figure, like that of the young Apollo, the entire structure of the
male form were not actuﬁly and thoroughly indicated with con-
summate but half-concealed judgement, the limbs would doubtless
appear round and full but at the same time flaccid, inexpressive,
and uniform, so that the whole figure could hardly be pleasing.
As a most striking example of the difference between the bodies of
youths and those of older men, the boys and their father in the
Laocoon group may be cited.

But, on the whole, for the portrayal of their ideal gods in sculp-
ture the Greeks preferred models that were still youthful, and
even in heads and statues of Zeus or Neptune there is no indication
of old age.

(B) A second and more important difference is that of sex, Le.
that between the portrayal of male and female figures. In general
the same may be said about the latter as what I advanced earlier
about the difference between youth and age. The feminine figures
are more delicate and weaker, the sinews and muscles are less in-
dicated although they must be there, the transitions from one of
these to the other arc softer and flow morc easily, and yet there are
many nuances and variations in the different expressions, ranging
from serious repose, severe and sublime power, to the softest
grace and charm that inspires love. The same wealth of forms
occurs in the masculine figures, in which there 1s added besides the
expression of developed bodily strength and courage. But the
serenity of delight remains common to them all, a joy and a blissful
indifference soaring away above everything particular, yct linked
at the same time with a peaceful trait of mourning, that laughter
in tears which becomes neither laughter nor tears.

In this matter, however, no strict line is to be drawn throughout
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between male and female characters, for the more youthful divine
figures of Bacchus and Apollo often slip into the delicacy and
weakness of feminine forms, indeed often acquire single traits of
the fernale body; why, there are even statues of Hercules in which
he is framed so youthfully that he has been confused with his
beloved lole! Not merely a passing of male into female forms but
an actual connection of the two the Greeks have explicitly repre-
sented in hermaphrodites.

(¥) Thirdly, and lastly, we may inquire about the chief ditfer-
ences introduced into the sculptural form by reasen of the fact that
it belongs to one of the specific spheres constituting the content of
the 1deal world-view adapted to sculpture.

The organic forms of which sculpture can avail itself in its
plasticity are both human and animal. So far as the latter is con-
cerned, we have seen already that, at the peak of more severe art, it
may appear only as an attribute alongside the figure of the god, as,
for instance, we find a hind beside Diana the huntress and an eagle
beside Zeus. In the same category are the panther, grifin, and
sirnilar animal shapes. But apart from attributes proper, animal
forms acquire a value of their own, partly independently, partly
mixed with human forms. But their sphere in sculptural figures is
restricted. Apart from roe deer, it is principally the horse whose
beauty and fiery life makes an entry into plastic art whether
associated with the human form or in its own completely free
shape. The horse, to explain, stands in close connection with the
mettle, bravery, and dexterity of masculine heroism and heroic
beauty, while other animals, the hon, etc., which Hercules slew,
as Meleager did the boar, are themselves the object of these heroic
deeds, and for this reason have the right of inclusion in the sphere
of sculptural portrayal when this is expanded in reliefs and groups
into situations and actions with more movement.

The human form, for its part, because in its form and expression
it is apprehended as the pure ideal, provides the appropriate shape
for what is divine which, if still bound down to the sensuous, 1s
incapable of concentration into the simple unity of one god and
therefore can only be interpreted as a group of divine figures.
Nevertheless, conversely, what is human, alike in content and
form still remains in the context of human individuality as such,
although this is brought into association and unification now with
the Divine and now with the ammal.
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In this way sculpture acquires the following spheres from which
it can draw its configurations. As their essential centre I have more
than ence mentioned the group of the particular gods, Their
difference from human figures consists above all in the fact that in
their expression they appear as raised above the finitude of concern
and baneful passion and as collected in themselves into blissful
tranquillity and eternal youth, while their bodily forms are not only
purified from the finite particular characteristics of a man but also,
without any loss of vitality, are stripped of everything hinting at the
exigency and poverty of physical life. An interesting subject for
art is, for example, a mother pacifying her child; but the Greek
goddesses are always represented as childiess, June, according to
the myth, casts her child,’{lercules, away, and the Milky Wayisthe
result. To associate the majestic spouse of Zeus with 2 son was
infra dig. in the eyes of the Greeks. Aphrodite herself does not
appear in sculpture as a mother; Eros is indeed in her train but
his relation to her is not that of a child. Similarly Jupiter is given
a goat for a nurse, and Romulus and Remuys were suckled by a wolf.
Whereas in Egyptian and Indian images there are many in which
gods receive their mother’s milk from goddesses. In the case of the
Greek goddesses what predominates is the maiden form which
least of all permits the appearance of a woman’s natural vocation.

This constitutes an important contrast between classical art and
the romantic art in which a mother’s love provides a principal
topic.

From the gods as such sculpture then goes on to heroes and
those figures which, like fauns, centaurs, and satyrs, are a mixture
of the human with the animal.

Heroes are distinguished from gods by very subtle differences
and are thus superhuman, raised above ordinary human existence.
Of a certain Battus® on coins of Cyrene, for example, Winckelmann
says (iv. 105): ‘a single look of a lover’s joy might make us take him
for a Bacchus, his trait of divine grandeur for an Apollo’.z But
here, where it is a matter of making the power of the will and
bodily strength visible, the human forms are larger, especially in
certain parts; the artists impart to the muscles an impression of
quickness and movement and in violent actions they set in motion
all the natural springs of action. Nevertheless, since in the same

' The Battiadac were kings of Cyrene in the fifth-century B.c,
T le. K.d.4., bk, 5, ch, 1, § 39.
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hero a whole series of different, indeed opposed, situations occur,
the masculine forms approach the feminine here again. For ex-
ample, when Achilles first appeared amongst the maiden daughters
of Lycomedes! he did not come on the scene int that heroic strength
which he displayed before Troy but in women’s clothes and with
such attractive features that his sex is almost doubtful. Even Her-
cules is not always depicted in the seriousness and force that
accomplished those toilsome labours, but just as often in his
form as Omphale’s servant, in the repose of his deification, and, in
short, in the greatest variety of situations. In other connections the
heroes again have often the greatest kinship with the figures of the
gods themselves, Achilles, for instance, with Ares, and it is there-
fore only the most profound study that can recognize the precise
meaning of a statue solely from the character given to it and with-
out any additional attribute, Nevertheless practised art-scholars
can infer from single bits the character and form of the whole
figure and can fill in what is missing, and in this way we have once
again learnt to admire the fine judgement and logical individual-
ization in Greek art. Tts masters understood how to keep and carry
out a harmony between every smallest detail and the character of
the whole.

As for satyrs and fauns, there is introduced into their sphere
what remains excluded from the lofty ideal figures of the gods,
namely human need, delight in life, sensuous enjoyment, satis-
faction of desire, and other things of the same kind. Yet especrally
the young satyrs and fauns are presented by the Greeks as a rule in
such beauty of form that, as Winckelmann asserts (iv, 78),2 ‘every
single part of them, the head excepted, could be exchanged for an
Apollo, above all with Apollo the lizard-killer,® the position of
whose legs is precisely that of the fauns’. Fauns and satyrs are
recognizable on their heads by peinted ears, their unkempt hair,
and tiny horns.

A second sphere comprises the human as such. What especially
belongs here is the beauty of the human form as it is developed in

1 His mother dressed him as 4 girl in the hope of thus keeping him away from
the battle before T'roy where it had been prophesied he would perish (e.g.
Apollodorus, TII. xiji. 8).

z je. KdA4., bk s,ch.i,§8,

 Apollo Szutectonos is illustrated, for instance, in K. Clark, The Nude, p. 43-
The description by Pliny, xxxiv. 7o, identifics this as a work of Praxiteles {sec
Richter, op. ait., pp. 262-3).
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its force and skill in contests at the games: consequently a chief
topic 1s wrestlers, discus-throwers, ete. Tn such productions
sculpture already approaches portraiture in which, nevertheless,
the Greeks, even when displaying actual individuals, always under-
stood how to preserve that principle of sculpture which we have
already come to know.

The final sphere which sculpture embraces is the portrayal of
animal forms as such, especially lions, dogs, etc. Even in this
sphere the Greeks could keep in view the principle of sculpture,
the underlying substance of form, and give it individual life, and
achieve that perfection which has become famous, e.g. in Myron’s
cow! and his other works. Goethe in his Art end Antiguity? has
described them with remarkable grace: and has especially drawn
our attention to the fact that, as we have already seen above, an
animal function like giving suck occurs [in sculpture] only in the
animal field. Goethe repudiates all the conceits of poets in Greek
epigrams and with his artistic sense confines himself wholly to the
naiveté of the conception which is productive of the most familiar
image.

(¢) Portrayal of the Individual Gods

To conclude this chapter we have now to say something in more
detail, especially in connection with the portrayal of the gods, about
the single individuals into whose character and liveliness the
differences already mentioned have been worked out,

(«) In general, and particularly in respect of the spiritual gods of
sculpture, there may be a prevalent opinion that spirit is pre-
cisely liberation from individuality and that therefore the idea)
figures, the more ideal and excellent they are, must remain al! the
less distinguished from one another as individuals; but in this
matter the amazing way 1n which the Greeks have solved this
problem in sculpture consisted precisely in their having, despite
the universality and ideality of their gods, still preserved their
individuahity and distinction from one another, no matter how far,
it is true, there was a struggle in some specific cases to cancel
fixed boundaries and display particular forms in their transition.

' This bronze figure stood on the Acropolis at Athens. It was very highly
praised in antiquity but exists no longer. Myron f. fifth-century 8.c,
* Hegel cites vol. 1i, second part, of this periodical.

2437102 F
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Moreover, if we take individuality in the sense that specific traits
were appropriate to certain gods, as they are in a portrait, then it
looks as if a fixed type were coming on the scene instead of a living
product, and this is to the detriment of art. But [in Greek sculp-
ture] this is not the case at all. On the contrary, invention in indi-
vidualizing and vitalizing the figures was all the more subtle the
more their substantive type remained their basis,

(8) In further considering the individual gods it quickly occurs
to us that one individual stands above all these ideal figures as their
lord. This dignity and supremacy Phidias above all has reserved
for the figure and expression of Zeus, but at the same time the
father of gods and men is presented with a cheerful and gracious
appearance, enthroned with benignity, of mature years without the
full cheeks of youth, yet, on the other hand, with no hint of any
harshness of form or indication of decrepitude or age. Most akin
to Zeus in figure and expression are his brothers, Neptune and
Pluto; in their interesting statues [which in September 1824 Hegel
saw] in Dresden, despite all that they have in common with Zeus,
their difference is nevertheless maintained—Zeus benign in his
mafesty, Neptune more savage, Pluto, who corresponds with the
Egyptain Serapis, darker and gloomier.

More essentially different from Zeus are Bacchus, Apollo, Mars,
and Mercury-—Bacchus has more youthful beauty and delicacy of
form; Apolle is more manly but has no beard; Mercury is more
agile, taller, with exceptionally fine facial features; Mars is not in
the least like Hercules in the strength of his muscles, ete., but a
young and beautiful hero, ideally formed.

Of the goddesses 1 will mention only Juno, Pallas, Diana, and
Venus,

Amongst the female figures Juno has the greatest majesty in
form and expression, just as Zeus has amongst the male figures,
Her large rounded eyes are proud and commanding; her mouth
is similar and it at once makes her recognizable, especially when
seen in profile. On the whole she gives the impression of ‘a queen
who intends to rule, and must be worshipped and awaken love’
(Winckelmann, iv. 116).}

Pallas by contrast has an expression of more severe maidenhood
and chastity; tenderness, love, and every kind of feminine weak-
ness are far removed from her; her eye is less open than Juno’s,

' je. K.d.d, bk, 5, ch. i, § 8.
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moderately curved, and somewhat sunk in calm meditation, while
her head, though armed with a helmet, is not so proudly carried as
Zens’ CORSOrt’s Is.

Diana is presented with a similar maidenly form, but she is
endowed with greater attraction; she is lighter and slimmer yet
without any self-consciousness or delight in her grace. She does
not stand, absorbed in peaceful contemplation, but is vsually dis-
played as moving, pressing forward, with her eye gazing straight
in front of her into the distance.

Finally, Venus, the goddess of beauyty as such, is alone, except
the Graces and the Hours, portrayed by the Greeks, even if not by
all artists, in the nude, Nudity in her case has a very important
reason, however, because she has as her chief expression sensuous
beauty and its victory, in short, grace, delicacy, amorousness, all
moderated and elevated by the spirit. Even where her eve is
meant to be more serious and sublime, it is smaller than Pallas’ or
Juno's, not in length but narrower because the lower eyelid is
slightly raised, and it is in this way that the languishing lover’s
ogling 1s most beautifully expressed. Yet she differs in expression
and figure, now she is more scrious and powerful, now more
graceful and delicate, now younger and now of riper years,
For example, Winckelmann (iv. 112)' compares the Medici Venus
with a rosc which after a beautiful dawn opens out at sunset;
whereas Venus Urania is indicated by a diadem like Juno’s and
Venus Victrix wears it too.

(v} The discovery of this plastic individuality, the whole ex-
pression of which is completely effected by means of the bare ab-
straction of form, wasindigenoustothe Greeks alene in 2 like degree
of unsurpassable perfection, and it has its basis in Greek religion.
A more spiritual religion can be content with inmer contemplation
and worship so that sculptures count for it as merely a luxury or
a supcrfluity; whereas a religion like the Greek which is so con-
centrated on contemplating what it sees, must continually go on
producing [objects for contemplation], because for it this artistic
Creation and invention is itself a religious activity and satisfaction,
and for the people the sight of such works is not contemplation
merely but something itself intrinsic to religion and life. In general,
the Greeks did everything for the public, for the life of everybody,
in which every individual found his pleasure, his pride, and his

!e KdA, bk s, ch i, § 3.
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honour. Now in this public life the art of the Greeks is not just a
decoration but a living need, necessarily to be satisfied, just as
painting was to the Venetians in the days of their splendour. It is
only for this reason that we can explain, given the difficulties of
sculpture, the enormous mass of statues, these forests of statues of
every kind, which existed by the thousand or two thousand in
a single city, in Elis, Athens, Corinth, and even in considerable
numbers in every smaller city, as well as in Magna Graecia and
the Aegean Islands.




Chapter 111

THE DIFFERENT KINDS OF PORTRAYAL AND
MATERIAL, AND THE HISTORICAL STAGES OF
SCULPTURE’S DEVELOPMENT

Up to this point in our treatment of sculpture, we have looked first
for the untversal categories from which we could develop the most
appropriate content for sculpture”and the corresponding form.
We found this content in the classical ideal, so that in the second
place we had to determine how sculpture, amongst the particular
arts, was best adapted to give shape to the ideal. Since the ideal is
to be understood essentially as individuality, not only does the
mner artistic vision broaden out into a group of ideal and separate
gods, but the external mode of portrayal and its execution in exist-
ing works of art fell apart into the different sorts of sculpture. Yet
in this matter the following points remain over for discussion:

first, the mode of portrayal which, in actual execution, forms
either single statues or groups until finally, 1n reliefs, it makes the
transition to the principle of painting;

secondly, the external material in which these differences are
realized

thirdly, the stages of historical development in which works of
art are executed in their different kinds and material.

1. Modes of Portrayal

Just as in the case of architecture we made an essential distinction
between buildings that were independent on their own account
and those that served some purpose, so now here we can establish
a similar difference between sculptures that are independent of
anything else and those which serve rather as a mere decoration of
Spaces In or on buildings. For the former the surroundings are no
more than a place prepared already by art, while in the case of the
latter the essential thing is always their relation to the building that
they decorate, and this determines not only the form of the sculp-
ture but also, for the most part, its content too. In this connection
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we may say, on the whole and in the main, that single statues exist
on their own account, whereas groups, and a fortior: reliefs, begin
to give up this independence and are employed by architecture for
its own artistic ends.

(a} The Single Statue

The original function of single statues 1s the real function of
sculpture as such, i.e. to furnish images in temples; they are erected
in temple interiors where the whole surroundings have a bearing
on them.

(x) Here sculpture retains its most perfect purity because in
executing the figure of the gods it sets them in beautiful, simple,
mnactive repose in no specific situation, or free, unaffected, in
naive [or harmless] situations without any specific action or com-
plication, as I have more than once indicated already.

(8) The first departure of the figure from this severe loftiness
or blissful self-absorption consists in the fact that in the whole
position the beginning or the end of an action is now indicated
without any disturbance of the divine repose and any representa-
tion of the figure in conflict or struggle. Of this kind are the famous
Medici Venus and the Apollo Belvedere. At the time of Lessing
and Winckelmann boundless admiration was paid to these statues
as the supreme ideals of art; nowadays, when we have come to
know works deeper in expression and more vital and more mature
in form,! these have become depressed in value, and they are as-
cribed to a later period in which the smoothness of treatment had
in view what pleased and was agreeable to the eye and did not
adhere any longer to the severe and genuine style. An English
traveller (Morning Chronicle, 26 July 1825) goes so far as to call
the Apolle in plain terms ‘a theatrical coxcomb’, and he allows to
the Venus great sweetness, softness, symmetry, and modest grace,
but only a faultless lack of intellect, a negative perfection, and ‘a
good deal of insipidity’.2 This movement away from that more
severe reposc and sanctity we may understand in a general way as
follows: Sculpture is of course the art of high seriousness, but this

¥ Hegel's view of these two famous figures is barne out by the discussion
of them in Sir Kenneth Clark, The Nude (ed. cit., pp. 44-5, 7930}, where
Winckelmann is also nientioned.

2 This is an extract from ‘Notes of a Journey through France and Tealy’, but
the newspaper gives no indication of authorship,
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lofty seriousness of the gods, since they are no abstractions but [in
sculpture] formed individually, brings with it at the same time
absolute cheerfulness and therefore a reflection of the real and
gnite world in which the cheerfulness and serenity of the gods
expresscs not & sense of being immersed in such finite matters but
the sense of reconciliation, of spiritual freedom and self-content,

(%) Thercfore Greek art has spread itself into the whole cheer-
fulness of the Greck spirit and found a pleasure, a joy in occupying
iself with an endless number of extremely delightful situations.
For every time that it won its way from the more severe abstract
modes of portrayal to reverence for the living individuality which
unifies everything in itsclf, it became fond of the living and the
cheerful, and the artists launched out into a variety of representa-
tions which do not rove away into the painful, horrible, distorted,
and agonizing, but keep within the limits of innocent humanity.
On these lines the Greeks have transmitted to us many sculptures
of supreme excellence. Here of the numerous mythological sub-
jects of a playful but entirely pure and cheerful nature I will cite
only the sports of Eros which already come nearer to ordinary
human life, as well as others in which the vivacity of the portrayal
gives it its chief interest; and the grasp of and preoccupation with
such subjects is just what constitutes their cheerfulness and inno-
cence. In this sphere the dice-player and Doryphorus of Poly-
clitus, for example, were as highly valued? as his statue of Hera at
Argos; similar fame was enjoyed by the Discobolus and the Ladas
the runner? of Myron. Further, how charming is the boy plucking
a thorn from his foot,> and other sculptures of a similar kind of
which In the main we know only the name, These are moments
when nature has been listened to; they pass fleetingly but they
appear now made permanent by the sculptor.

(8) Groups

From such beginnings of 2 tendency outwards sculpture new
Proceeds to the presentation of sttuations in movement, to con-
flicts and actions, and therefore to groups, For what comes into

: o8 b?* DMiny, N.H. xxxiv. 55.
This is now altogether lost (see Richter, op. cit,, pp. 210-11).

] 2 611’1 the British Museum. A Helleuistic wark illustrated in Richter, op. cit.,
LA 3 9-
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appearance with a more defined action is a more concrete liveli-
ness which is expanded into oppositions and reactions and there-
fore into essential relations between several figures and their
interlacing.

(=) Yet the first thing {to mention] here too are the mere peace-
ful juxtapositions like, for instance, the two colossal horse-tamers
in Rome on Monte Cavallo, which are meant for Castor and
Pollux.! One statue is ascribed to Phidias, the other to Praxiteles,
without any sure proof, although the great excellence of the con-
ception and the graceful thoroughness of the execution justifies
names so important. These are only free groups not expressive of
any real action or its consequence, and they are entirely fitted for
representation in sculpture and for public exhibition in front of the
Parthenon where they are supposed to have stood originally.

(8) In the group, however, sculpture proceeds, secondly, to
display situations which have as their content conflicts, discordant
actions, grief, etc. Here once again we may praise the Greek
genuinely artistic sense which did not place such groups in inde-
pendent positions; on the contrary, since sculpture here is begin-
ning to depart from its own proper and thercfore independent
sphere, these groups were brought into closer connection with
architecture so that they served to decorate spaces in or on build-
ings. The temple image as a single statue stood peaceful, calm, and
sacred in the inner shrine, which was there for the sake of this
statue; whereas the pediment outside the building was decorated
with groups displaying specific actions of the god and thercfore
could be elaborated into a more animated movement. An instance

is the famous group of Niobe and her children.> Here the general :

form for the arrangement is given by the space for which it was
designed. The chief figure stands in the centre and could be the
largest and most prominent of them all; the rest needed different
postures down to a recumnbent one at the acute angles where the
pediment ends.

1 “The Dicscuri with their steeds gave to the Quirinal the modern name of
Mante Cavallo. They must be dated about 330 A.D." An inseription describes
one as Opus Fidiae and the other as Opus Praxitelis. 'This can only mean that
they are copies of works by these sculptors, for their date is proved by details of
their sculpture (A. Rumpf, Stilphasen der spatantiken Kunst, Cologne, 1955).

2 The pediment of the temple of Apollo Sosianus in Rome, described by
Pliny (N.H. xxxvi. 28). Hegel would have seen somewhere a reproduction of the
copy in IFlorence,
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Of other well-known works I will mention only the Laocoon
group. For the last forty or fifty years it has been the subject of
many investigations and prolonged discussions. In particular it
has been thought of real importance to decide whether Virgil took
his description of the scene from the sculpture or whether the
artist worked from Virgil's description;® further, whether Laocoon
is actually cryving out and whether it is appropriate for sculpture
in general to attempt to express a cry; and so on. Previously there
was much preoccupation with such matters of psychological im-
portance because Winckelmann’s enthusiasm and genuine artistic
sense had not yet sunk in, and, besides, such bookworms were the
more disposed to indulge in such discussions because frequently
they had neither the opportunity to see actual works of art nor the
ability to understand them if they had seen them. The most es-
sential thing to consider in the case of this group is that despite
the profound grief and profound truth it conveys, despite the con-
vulsive contraction of the body and the tension of all the muscles,
still nobility and beauty are preserved, and not in the remotest
degree is there any approach to grimaces, distortion, or dislocation.
Nevertheless, in the spirit of the subject-matter, the artificiality of
the arrangement, the mathematical character of the pose, and the
manner of its execution, the whole work undoubtedly belongs to a
later age* which aims at outstripping simple beauty and life by a
deliberate display of its knowledge in the build and musculature of
the human body, and tries to please by an all too subtle delicacy in
its workmanship. "T'he step from the innocence and greatness of art
to a mannerism has here already been taken.

(v) Sculptures are set up in the most various places, e.g. before
entrances to galleries, on csplanades, staircase-landings, in
alcoves, etc.; and along with this variety of position and the

! The date of the Laocoon is still a mstter of controversy, but the various dares
now advanced all pre-date the Aenetd (seeii. 201 f£.), Of the hterary remains of
antiquity the Aeneid is the first to involve the priest, as well as the boys, in the
coils of the serpents, Lessing, whaose interesting discussion in his Laocoon Hegel
must have read, was inclined to think that this was decisive and that the deneid
mspired the Greek sculptors who otherwise would have followed Greek writers.
But there may have been literary originals, now perished, available to the sculp-
tors and Virgil ag well; or alternatively, in order to produce a pyramidal effect,
the sculptors may have had the idea of involving the priest too. As Hegel ap-
parently felt, the problem may be as unprofitable an exercise as asking about the
PTionty of the hen and the egg, but he deserves credit for being one of the first in

€rmnany to see that this famous sculpture was not a work of classical Greek art,

* Le. some centuries later than the age of classical Greek art.
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architectural purpose which on its side has many relations to human
situations and affairs, there is an alteration, in infinite ways, of the
content and subject-matter of works of art and this, cccurring
in groups, may approach human life still more nearly. Yet it is
always a mistake 1o set up such more animated and elaborate
groups on the tops of buildings against the sky with no background,
even if their subject {s devoid of conflict, This is because the sky is
at one time grey, at another blue and dazzlingly clear, so that the
outlines of the figures cannot be clearly seen. But in most cases
everything depends on these outlines, on the silhouette, since they.
are really the chief thing that we recognize and that alone makes
the rest intelligible. For in the case of a group many parts of the
figures stand one in front of the others, e.g. the arms before the
trunk, or one leg of a figure in front of the other. At a certain dis-
tance the outline of such parts is obscure and unintelligible or at
least much less clear than that of the parts which stand out quite
freely. We only need to imagine a group drawn on paper where
some limbs of a figure are strongly and sharply outlined whereas
others are only dim and indicated vaguely. A statue and, to a
greater extent, a group has this same effect if it has no other back-
ground but the sky; in that case we see only a sharply outlined
silhouette where there remain recognizable only some weaker
indications of what lies within.

This is the reason why, for instance, the Victory on the Branden-
burg Gate 1n Berlin* has such a beautiful effect, not only because
of its simplicity and repose but because we are enabled to see the
individual figures with precision. The horses stand well apart
from one another, and do not hide one another, and all the same
the figure of Victory rises high enough above them. Whereas
Tieck’s* Apollo, drawn in his car by griffins, on the top of the
Opera Ilouse, appears less excellent, no matter how artistically
correct otherwise the whole conception and execution may be. By
the courtesy of a friend 1 saw these figures in Tieck’s workshop.
They gave the promise of a splendid effect, but, now that they
stand aloft, too much of the outline of one figure falls on another
which forms its background, and the result is a silhouette which is
all the less free and clear because the figures as a group lack sim-
plicity. Apart from the fact that the griffins on account of their

t Bronze by J. . Schadow, 1793.
= C. F., sculptor, 1976-1851.
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shorter legs do not stand so high and freely as the horses [on the
Victory], they have wings besides, and Apollo has his crest of hair
and his Iyre on his arm. All this is too much for the position of the
group and contributes to the blurring of the cutlines.

(c) Reliefs

The last mode of presentation whereby sculpture takes an im-
portant step towards the principle of painting is the relief, first the
high relief and later the bas-relief. Here what conditions the work
is the surface, so that the figures stand on one and the same plane,
and the three-dimensional character, from which sculpture starts,
begins more and more to disappear. But the ancient relief does not
yet come 0 near to painting as to proceed to perspective differ-
ences between foreground and background; on the contrary it
keeps rigidly to the surface without making the different subjects
appear in their different spatial positions to be either in front or
behind, as the skill of foreshortening could do. Consequently the
favourite practice is to adhere to figures in profile, set beside one
another on the same surface. But in that event, owing to this
simplicity, very complicated actions cannot be adopted as the
subject-matter but only actions which proceed in real life along one
and the same line, e.g. processions, sacrificial trains, and the like,
trains of Olympic victors, ete.

Still, reliefs have the greatest variety. Not only do they fill and
adorn temple walls and friezes; they surround utensils, sacrificial
bowls, votive offerings, cups, tankards, urns, lamps, etc.; they
decorate seats and tripods, and are allied with associated handi-
crafts. Here above all it is the wit of invention which launches out
into the greatest variety of figures and their combination and can
no longer keep in view the proper aim of sculpture.

2. Materials for Sculpture

We have been driven by the individuality which serves as the
fundamental principle of sculpture to particularize not only the
spheres of gods, men, and nature from which plastic art derives its
subjects, but also the modes of presentation in single statues,
groups, and reliefs, So now we have to examine the samne variety of
Particularization in the matcrial of which the artist can avail him-
self for his statuary. For different kinds of subject-matter and mode
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of treatment are closely connected with different kinds of physical
material and have a secret sympathy and harmony with them.

As a general remark I will here only observe that just as the
Greeks were unsurpassed in invention, so too they amaze us by
the astounding elaboration and skill of their technical execution.
Both of these things are equally difficult in sculpture because its
media cannot present the many-sidedness of the inner life in the
way that the other arts have at their command. Architecture, to be
sure, is still poorer, but [unlike sculpture] it has not the task of
using plainly inorganic material to make the living spirit itself, or
the life of nature, actually present to us. Yet this developed skill in
the completely perfect handling of the material s tnherent in the
very nature of the ideal itself, because the 1deal has, as its prineiple,
entire entry into the sensuous field and the fusion of the inner life
with 1ts external existence. The same principle is therefore asserted
where the ideal is achieved in the real world. In this connection we
ought not to be surprised when it is rnaintained that in the days of
great artistic dexterity artists either worked their marble without
having models in clay or, if they did have such, went to work far
more freely and unconstrainedly ‘than happens in our day when,
to speak the strict truth, the artist provides only copies in marble of
originals, called models, previously worked in clay’ (Winckelmann,
v. 389, note).! The ancient artists therefore acquired the living
inspiration which 1s always more or less lost by repetitions and
copies; although it cannot be denied that now and again even in
famous works of art, single defective parts occur, as, for example,
eyes that are not equal in size, ears one of which i1s higher or lower
than the other, feet of somewhat unequal length, and so on. The
Greeks did not keep every time to the strictest accuracy in such
things as the ordinary run of mediocre artists do. Such accuracy
is the sole merit of mediocre artists, no matter how highly they may
plume themselves on their productions and artistic judgement.

(e} Wood

Amongst the various kinds of material in which sculptors fabri-
cated images of the gods, one of the oldest is wood. A stick, a post
on the top of which a head was placed—that was the beginning.

! This note, which is by the editor of Winckelmann's works, is note 456 to
K.dd., bk 7, ¢ch. i, §4.
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Many of the earliest temple images are wooden but even in the
time of Phidias this material was still used. So, for instance, the
colossal statue of Athene at Plataea by Phidias consisted of gilded
wood, though head, hands, and feet were marble {Meyer, Gesch.
d. bild. Kiinste, i. 60), and Myron constructed a wooden image of
Hecate, with only one face and one body,’ at Aegina where Hecate
was particularly honoured and where her festival is celebrated every
vear; the Aeginetans maintain that Orpheus of Thrace instituted
it (Pausanias, 1i. 30).

But on the whole, unless wood is gilded or otherwise overlaid, it
seems an account of its own grain, and the way the grain runs, to be
unsuited for grand works and more adapted to smaller ones for
which it was commonly used in the Middle Ages and 1s still
employed even today.

(b) Tvory, Gold, Bronze, and Marble

Other materials of the first importance are ivory associated with
gold, cast bronze, and marble.

(«)} It is well known that Phidias used ivory and gold for his
masterpieces, e.g. for his Zeus at Olympta and for the famous
colossal statue of Athene on the Acropolis at Athens; she carried
on her hand a Victory, itself above man’s height.2 The nude parts
of the body were made of laminated ivory, her robe and mantle of
gold-plates which could be removed. The method of working in
vellowish ivory and gold dates from the time when statues were
coloured, a sort of presentation which gave way more and more to
monochromatic bronze or marble.3 Ivory is a very clean material,
smooth without the granular character of marble, and moreover
costly; for the costliness of their statues of the gods was also a great
matter for the Athentans. The Athene at Plataea was only super-
ficially gilt, but the one at Athens had solid plates of gold. At the
same time these chryselephantine statues should be big and rich.
Quatremére de Quincy* has written a masterpiece on these works,

' Later, Hecate is represented with three heads and three bodies.

* Fight feet high, according to Pausanias, 1. 24.

3 If Hegel had seen the Acropolis, this sentence might have been expressed
?thcnvise. The difference was between laying on colour and leaving the material
in 1s natural colour, but the Greeks seem to have preferred the tormer,

* A C. Q. de Quincy (1755—1840): Le Yupiter Olympien _ . . ouvrage qui com-

prend | |, Pexplication de la toreutique (Paris, 1815). Toreutics = the art of
carving, chasing, and embossing metal (O.E.D.).
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i.e. on the toreutics of the ancients. ‘Toreutics’—ropevew, ropevua
—should properly be used of engraving on metal, chasing, cutting
deep figures, e.g. on precious stones; but rdpevpa is also used to
mean embossed figures on metal worked in half or full relief by
means of moulds and castings and not by engraving or chasing, and
then further, also improperly, to mean raised figures on earthen-
ware vessels, and finaily any sculpture in bronze. Quatremére has
especially investigated the technical side of their execution and
calculated how large the sheets cut from elephant tusks could be
and how much i1vory was used, having regard to the colossal
dimensions of chryselephantine figures. But he has gone to no less
trouble, on the other hand, on the basis of accounts given by
classical authors,! to reproduce for us a sketch of the seated figure
of Zeus and particularly of his great throne with its superb bas-
reliefs, and so in both these ways to give us an i1dea of the magnifi-
cence and perfection of the work.z

In the Middle Ages ivory was used especially for smaller works
of the most varied kinds, crucifixes, the Virgin, etc., but also for
drinking vessels with pictures of hunts and similar scenes where
ivory had the great advantage of wood on account of its smoothness
and hardness.

(8} But in antiquity the most widespread and favourite material
was bronze, and the Greeks brought the casting of 1t up to supreme
mastery, At the time of Myron and Polyclitus especially [fifth-
century B.C.} it was used universally for statues of the gods and
other works of sculpture. The darker vaguer colour, the sheen, the
smoothness of bronze lacks in general the abstractness of white
marble but it is, as it were, warmer, 1’he bronze used by the Greeks
was a mixture, sometimes of gold and silver, sometimes of copper
with various metals.? Seo, for instance, the so-called Corinthian
bronze is a special mixture from which, as a result of the fire of
Corinth, itsunexampled wealth of statuesand other things in bronze
was formed. Mummius4 shipped away a number of statues and this
excellent man attached such a high value to this treasure and was

! e.g. Callimachus, Pausanias, and Strabo.

2 It was nearly sixty feet high and the throne was ornamented with gold and
precious stones as well as with sculptured and painted figures. Theodosius 1
rernoved it to Constantinople where it was destroyed in A.D. 475.

? Tin enly is mentioned, one part of tin to nine of copper.

+ L. Mununius, praetor 154 8.C., and later conquercr of Achaea and responsi-
ble for the conflagration of Corinth in 1456 B.C.
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so full of anxiety to get it to Rome that he commended them to the
sailors, with the threat that if these were lost they would have to
create others the same 1n their place.!

In bronze casting the Greeks acquired an incredible mastery
which enabled them to cast it thinly but no less firmly. This may
be regarded as something purely technical, having nothing to do
with art proper, but every artist works in a physical material and it
is the peculiar capacity of genius to become a complete master of
his material, so that one aspect of genius is skill and dexterity in
technique and handicraft. Given this virtuosity in casting, such a
sculpture can be finished more cheaply and could be produced
more quickly than by chiselling in marble. A second advantage
which the Greeks were able to achieve by their mastery in casting
was the purity of the cast which they pushed so far that their
bronze statues did not need to be chiselled at all, and therefore in
their finer traits there was nothing of the loss which can never be
wholly avoided with chiselling. If we consider the enormous mass
of works of art which arose from this lightness and mastery of
technique, we must betray the greatest astonishment, and grant
that the artistic sense of sculpture is an impulse and instinct belong-
ing to the spirit which could exist precisely in such a measure and
so widespread at only a single period in a single nation, In the
whole of Prussia today (1829} we can very easily countup the bronze
statuary: there are the unique bronze church-doors in Gnesen, only
a few bronze statues in Konigsberg and Diisseldorf, and statues of
Blicher in Berlin and Breslau and of Luther at Wittenberg.2

I Velleius Paterculus, i. 13, says only "‘bring back’ instead of ‘create’. But the
implication is that what Mummius shipped in 146 B.C. included Corinthian
bronzes, while Hegel has just said that Corinthian bronze was a result of the
fire in that year. This follows Pliny, N.H. xxxiv. 3: “Of the bronze that was
renowned in early days, the Corinthian is the most highly praised. This is a
compound produced by accident when Corinth was bumed.' Strabe (17, xii)
says that this bronze was an alloy of gold and silver, and (8. vi. 23) that, a century
after the conflagration, when Corinth was being rebuilt in 44 p.C., bronze vessels
found in graves were sold at high prices in Rome,

* Raising broanze statues to public figures did not become fashionable any-
where in Eurcpe until Hegel’s day. From his list he excludes Schadow’s bronze
Victory, mentioned shove, and he omits the same sculptor's statue of Blicher
in Rostock (1819). The bronze doors in Gnesen cathedral {¢. 1200} are indeed a
rarity. The statue of Frederick I in Kénigsberg was cast in bronze by Jakobi at
the end of the seventeenth century after a model by Schliiter. The equestrian
bronze in Dusseldorf of Count J. Wilhelm is by Grupells of Innsbruck, 1703.
Luther’s monument at Wittenberg was completed by Schadow in 1821. The
bronze statues of Bliicher are both by C. D. Rauch, Berlin 1826, Breslau 1824,
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‘The very different tone and infinite malleability and, as it were,
fluidity of this material, which can be compatible with all sorts of
portrayal, permits sculpture to pass into every conceivable variety
of productions and adapt this so flexible and visible material to
a host of conceits, compliments, vessels, decorations, and graceful
trivialities, whereas marble has a limited use in the portrayal of
objects and in their size; e.g. it can provide, on a certain scale, urns
and vases with bas-reliefs, but for smaller objects it is unsuitable.
Whereas bronze, which can not only be cast in certain forms but
beaten and engraved, excludes hardly any size or manner of
portrayal.

As an example on a smaller scale we may make appropriate
mention here of the art of numismatics. Even in this art the
classical artists have transmitted to us perfect masterpieces of
beauty, although in the technical matter of die-stamping they are
far behind our modern development of machine techniques. The
coins were not really stamped but beaten out from almest circular
pieces of metal. This branch of art reached its apex in the age of
Alexander; in the Roman Empire coins were already poorer; in our
own day it was Napoleon especially who tried in his coins and
medallions to revive the beauty of the classics, and they are of
great excellence. But in other states the chief comsideration in
striking the coinage has been the value of the metal and its correct
weight.

(y) The final material for sculpture, the one above all most
appropriate to it, is stone which has in itself the objective character
of consistency and permanence. Already in their time the Egyp-
tians chiselled their colossal sculptures with painful labour in the
hardest granite, syenite, basalt etc., but marble in its soft purity,
whiteness, absence of colour, and the delicacy of its sheen harmon-
izes in the most direct way with the aim of sculpture, and especially
through its granular character and the gentle infusion of light has a
great advantage over the chalk-like dead appearance of gypsum?
which i1s too clear and its glare easily kills the finer shadow-
effects. We find the use of marble in Greece above all in the later
period,? i.e. that of Praxiteles and Scopas who achieved the most
acknowledged mastery in marble statues. Phudias did work in
marble, but for the most part only in heads, feet, and hands;

1 i.e selenite, alabaster, or even plaster of Paris,
¢ 1.e. fourth century B.c. Phidias belonged to the fifth,
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Myron and Polyclitus generally used bronze; but Praxiteles and
Scopas tried to eschew colour, this character heterogeneous to
abstract sculpture. Of course we cannot deny that the pure beauty
of ideal sculpture can be exccuted just as completely in bronze as
in marble, but when, as happened in the case of Praxiteles and
Seopas, art begins to pass over into softer grace and attractiveness
of form, then marble is the more appropriate material, For marble

(Meyer, op. cit., i. 279}

because of its translucency encourages softness of outlines, their gentle
blending and tender conjunction; in marble a delicate and artistic
perfection appears much more clearly in the mild whiteness of the
stone than is ever possible in the noblest bronze: the more beautifully
bronze goes greenish all the more disturbing are the shafts of light and
reflections which it causes.

NMoreover, a further reason for preferring to use this stone instead
of metal was the care taken at this time about light and shade, even
in sculpture; their nuances and finer differences were made more
visible in marble than they could be in bronze.

(¢} Precious Stones and Glass

'To these most important sorts of material we have to add, in
conclusion, precious stones and glass.® The Greek gems, cameos,
and pastes are beyond price because, although in the smallest
compass, they repeat in supreme perfection the whole range of
sculpture from the simple figure of a god, through the meost varted
kinds of grouping, to all possible conceits, cheerful and graceful.
Yet, in connection with the Stosch? collection, Winckelmann
remarks (111, xxvii) that

Here for the first time I lighted on a truth which was of great use to
me later in the explanation of the most difficult monuments, and this
consisted in the principle that on cut stones as well as on sublime works
the images were very seldom drawn from events occurring later than the
Trojan war or after the return of Odysseus to Ithaca, if we except e.g.
stories of the Heraclidac or descendants of Heracles; for stories about

' L, glass paste, a vitreous composition used for making imitation stones,
Glass-blowing was not invented until the first-century B.C.

* P. Baron von Stosch, 1691-1757. Winckelmann's Description des pierres
gravées dy feu Baron von S. appeared in 1766,
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them border on fable, a proper subject-martter for artists. Never-
theless I am acquainted with only a single portrayal of the story of the
Heraclidae.

As for gems, the genuine and more perfect figures display
supreme beauty like the organic works of nature and they can be
examined with a magnifying glass without losing the purity of
their delineation. I mention this only because here the technique of
art approaches a technique of feeling, since the artist, unlike the
sculptor who can examine his work all round and direct it with
his eye, must have it almost in his touch. For he holds the stone,
stuck to wax, against small sharp little wheels turned by a fly-
wheel and in this way the design 1s scratched. In this way it is the
sense of touch which is in possession of the conception, of the
intention of the strokes and marks, and it directs them so perfectly
that when we see these stones lit up we think we have before us a
relief work.

Secondly, of an opposite kind are cameos which display figures
cut from stone and embossed. For these use was made especially of
onyx in which the Greeks could ingeniously emphasize with taste
and sensitivity the differently coloured layers, especially white and
tawny ones. Aemilius Paulus! had a great number of such stones
and small vases shipped with him to Rome.

For productions in these varied kinds of materjal the Greek
artists did not take as a basis situations fabricated by themselves
but drew their topics every time, except for Bacchanalia and
dances, from myths about the gods and traditions, and even on urns
and portrayals of funeral processions they had in view specific
things related to the individual in whose honour the procession
had been designed. On the other hand what is specifically alle-
gorical does not belong to the genuine ideal but occurs only in
more modern art.

1. Historical Stages in the Development of Sculpture

Up to this point we have treated sculpture throughout as the most
adequate expression of the classical ideal. But the ideal not only
has a progressive inner development in the course of which it

T L.. Aemilius Paulas Macedonicus, d. 160 B.c. Platarch, in his life of him,
refers to the size and solidity of the embossed work on the goblets, etc., displayed
at his triumph after his Macedonian victories.
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pecores explicitly what it is in accordance with its implicit charac-
ter, and even so begins to transcend this harmony with its own
cssential nature; on the contrary, as we saw above in Part 11 in the
discussion of the particular forms of art, it also has behind it in the
symbolic mode of artistic presentation a presupposition which, in
order to be ideal, it must surmount, as well as, in advance of it, a
further art, the romantie, by which 1t must be superseded in turn.

Both the symbolic and the romantic forms of art likewise take
the human form as the medium of their portrayals; they cling to
its spatial outline and therefore display it visibly in the manner of
sculpture. Consequently when our business is with the historical
development of sculpture we have to discuss not merely Greek and
Roman sculpture, but oriental and Christian sculpture as well.
Yet amongst the peoples for whom the symbolic was the basic
type for artistic productions, it was above all the Egyptians who
began to apply, for their images of the gods, the human form as it
struggled to escape from a purely natural existence, so that it is
especially in their case that we meet with sculpture because they
give to their insights in general an artistic existence in material
things. Whereas Christian sculpture 1s far more widespread and
far richer in development, both in its strictly romantic medieval
character and also in its further development where it endeavoured
to approximate further to the principle of the classical ideal again
and so to produce what was specifically sculptural.

Granted these considerations, I will conclude this whole Section
first by making a few observations about Egyptian sculpture in
distinction from Greek and as the preamble to the genuine ideal.

Next a second stage is formed by the proper development of
Greek sculpture, to which the Roman is allied. But here we have
mainly to glance at the stages which precede the really ideal mode
of representation, because we have already considered ideal sculp-
ture itseif at length in the second chapter.

Thirdly, therefore, it only remains for us to indicate in brief the
principle governing Christian sculpture, although in this matter I
can only emnbark on pure generalities,

(a) Egyptian Sculpture

When we are on the point of studying the classical art of sculp-
ture in Greece historically, we are met at once, before achieving
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our aim, by Egyptian art as sculpture too; as sculpture, that is to
say, not in connection with enormous works produced in an en-
tirely individual artistic style by supreme technique and elaboration,
but as a starting-point and source for the forms of Greek plastic
art. 'The fact that the latter is the case, that it is actually historically
true that Greek artists did learn from the Egyptians and adopt
shapes from them—all this must be made out, so far as the meaning
of the divine figures portrayed is concerned, on the field of mytho-
logy, and in respect of the manner of artistic treatment, by the
history of art. That there was a connection between Egyptian and
Greek ideas of the gods was believed and proved by Herodotus
[ii. 41 fI.]; an external connection in works of art Creuzer thinks he
can find most obviously in coins especially, and he rests his case
above all on old Attic ones, In Heidelberg [in 1821] he showed me
one in his possession, on which the face indeed, in profile, had exactly
the cut of faces on Egyptian pictures, Here, however, we can leave
this purely historical question alone' and have only to see if, in-
stead of this, an inner and necessary connection can be exhibited,
This necessity I have touched on already. The 1deal, and art in its
perfection, must be preceded by imperfect art, and it is only
through the negation of this, i.e. through getting rid of the defects
still clinging to i, that the ideal becomes the ideal. In the instance
before us, classical art of course comes into being, but that from
which it develops must have an independent existence of its own
outside it, because classical art, as classical, must leave behind it all
inadequacy, all becoming, and must be perfect in itself. Now this
[pre-classical] process of becoming classical consists in the fact
that the content of the presentation begins to meet the ideal, yet
remains ncapable of an ideal treatment because it still belongs to
the symbolic outlook which cannot form into one the universality
of the meaning and the individual visible shape. The one thing that
1 will briefly indicate here is that Egyptian sculpture has such a
fundamental character.

I Nothing is more striking in Hegel than his dismissal of "purely’ historical
questions, although history is the guiding thread through all his major works,
indeed including these Lectures. The reason is that he distinguishes between a
philosopher’s study of history and a historian’s. Tt is the business of the Jatter
to find the faces, to deal with ‘purely” historical questions; once these are found,
the philosopher can get to work te find their meaning, or the spiritual purpose

which they are working out. He would probably have preferred, e.g., Toynbee to
Ranke,
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() The first thing to mention is the lack of inner and creative
freedom, despite all perfection of technique. Greek sculptures
proceed from the vitality and freedom of imagination which. re-
shapes existing religious ideas into individual figures, and in the
individuality of these productions makes objective to itself its own
vigion of ideal and classical perfection. But the Egyptian images
of the gods retain a stationary type, as Plato says as long ago as his
day (Lauws, ii. 656, d-¢) [in Egypt] the representations of the gods
were settled from antiquity by the priests and

neither painters nor practitioners of other arts of design were allowed
to innovate on these modcls or to invent any but native and traditional
standards, and this prohibition still exists. You will therefore find that
what was produced ten thousand years ago (and I mean ‘“ten thousand’
literally) is neither better nor worse than what 1s produced to-day.

‘The corollary of this stationary fidelity was that in Egypt, as is
implied by Herodotus (ii. 167), craftsmen enjoyed less respect, and
they and their children had to be lower in repute than all the other
citizens who did not ply any craft.r Besides here a craft or art was
not practiscd of one’s own accord but, owing to the domination of
caste, son followed father, not only in his calling but in the manner
of his exercising his profession and art; one trod in the footsteps
of the other so that, as Winckelmann puts 1t (I11. 2, p. 74),% ‘no one
seems to have left a footprint which he could call his own’. There-
fore art maintained itself in this rigorous servitude? of the spirit,
where the liveliness of the free artistic genius is banned along with
(not the urge for honour or reward from others but) the higher
honour of being an artist; i.e. one who does not work as a craftsman
from mechanical forms and rules available and settled abstractly
in a general way, but who sees his own individuality in his work as
spccifically his own creation.

(B) Secondly, as for the works of art themselves, Winckelmann,
whose descriptions here once again attest his great acuteness and
subtlety of observation, characterizes the chief features of Egyptian

1 Art, skill, handicraft are as little differentiated by the Greek word as artists
and creftsmen. But Herodotus is actually saying that this depreciation of the
artist or ceaftsman is Greek, émplying that it was Egyptian, and speculating on
whether the Greeks borrowed it from that source.

*ie. K.dA,bk 2,¢ch i §r11,

> Reuding Gebundenheit with Hotho's first edition, The second edition hus
Ungebundenheit, but this seems inappropriate in the context, See below, p, 786.
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sculpture in the following way (IT1. 2, pp. 77-84)': In general,
there are lacking in the whole shape and its forms the grace and
vivacity which result from the properly organic sweep of the lines;
the outlines are straight and in scarcely swerving lines, the posture
seems forced and stiff, the feet pressed closely together, and if in
erect figures one foot is placed in front of the other they still keep
the same direction and are not turned outwards; on male figures
the armns hang straight down pressed firmly against the body. The
hands, Winckelmann goes on [§8], have the shape of those of a man
who has hands originally not ill-formed but now spoiled and neg-
lected ; but the feet are flatter and more spread out, the toes are of
equal length and the little toe 1s neither bent nor curved inwards.
Nevertheless, hands, nails, and toes are shaped not badly, even if
the joints of fingers and toes are not indicated, as after all on all the
other unclothed parts muscles and bones are little marked, and
nerves and veins not at all. The result is that in detail, despite the
laborious and skilled execution, there is lacking that sort of work-
manship which alone imparts real animation and life to the figure.
On the other hand, the knees, ankles and elbows are prominent, as
they are in reality. Masculine figures are distinguished especially
by an unusually slender waist above the hips, but their back is not
visible because the statues lean against columns and were worked
in one piece with them.

This immobility has nothing at all to do with any lack of skill on
the part of the artist but must be regarded as due to an original
conception of what images of the gods and their deeply secret
repose should be. Along with this immobility there is directly con-
nected an zbsence of situation? and the lack of any sort of the
action which 1s displayed in sculpture by the position and move-
ment of hands, by gesture and the expression of the features. It
is true that we do find amongst what the Egyptians present on
obelisks and walls many figures in movement, but only as reliefs
and usually painted,

To cite a few more details, the eyes do not lie deep at all, as they
do in Greek ideal figures, but stand on the contrary almost level
with the forehead, drawn out flatly and slanting;?® the eyebrows,

1 e, bk, 2, ch. 11, §§ 1-q.

z Cf. above In Vol. 1, p. 200.

1 Tt is difficult to see what was meant by schref. We expect "with narrow slits’,
or the like. See below on the Aeginetan sculptures, Reproductions of long-slitted
or narrow-glitted eyes do not show any slant,
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eyelids, and rims of the lips are generally presented by engraved
lines, or the brows are indicated by a more emphasized stroke which
extends to the temples and is cut short there at an angle. What is
missing here above all is the prominence of the forehead, and
along with this lack there are correspondingly unusually high ears
and curved-in noses, and these bring with them a strong emphasis
and indication of cheek-bones which ordinarily are not prominent,
whereas the chin is always drawn back and small, the firmly closed
mouth has its corners drawn rather upwards than downwards, and
the lips appear separated from one another only by a simple
incision. On the whole these figures are not merely lacking in free-
domn and life; on the contrary the head above all has no expression
of spirituality, because animalism prevails and does not allow the
spirit to emerge in independent appearance.

Animals, on the other hand, according to Winckelmann,* are
treated with full understanding and a graceful variety of softly
deviating outlines and parts flowing evenly from one to another. In
hurnan figures spiritual life is not yet freed from the animal model
and not made ideal by a fusion in a new and free way with what
is physical and natural. Nevertheless the specifically symbolical
meaning of both human and animal forms is explicitly displayed
in those figures presented even in sculpture in which human and
animal forms appear in an enigmatic association with one another.?

(y) Works of art which still bear this character remain therefore
at a stage which has not yet overcome the breach between meaning
and shape, because for it the chief thing is still the meaning, and
what matters is (a) rather the universal idea of that meaning than
its incorporation in an indfvidual shape and (b) the enjoyment
springing from artistic contemplation.

Here sculpture still proceeds from the spirit of a people of whom
on the one hand we may say that they have advanced only so far as
the nced for pictorial ideas, because they are satisfied to find
indicated in a work of art what is implicit in ideas and here indeed
in refigious ideas. Therefore, whatever their achievernent in dili-
gence and the perfection of technical execution, still so far as
sculpture goes we ought to call the Egyptians children because they
do not require for their figures the truth, life, and beauty whereby
alone the free work of art becomes ensouled. Of course, on the
other hand, the Egyptians do go beyond mere ideas and the need

1 § 5 of the last reference to K.d.A, 3 g, in the Splunx.
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for them; they advance to the vision and illustration of human and
animal shapes, and indeed they can even grasp and present
clearly, without distortion, and in correct proportions the forms
that they reproduce. But they do not breathe into them either the
life that the human form otherwise has in reality, or the higher life
which can be the vehicle for expressing what the spirit effects or
weaves in these forms now made adequate to it. On the contrary,
their works reveal only a rather lifeless seriousness, an undisclosed
secret, so that the shape 1s to give an nkling not of its own indi-
vidual inner beingbutof a further meaning still alien to it. To quote
only one example, there is a frequently recurring figure of Isis
holding Horus on her knee, Here, lovked at from the outside, we
have the same subject as a Mary and child in Christian art. But in
the Egyptian symmetrical, rectilinear, and unmoved pose there is
(to guote a recent description in Cours d Archéologie par [D.]
Raoul-Rochette, i-xi1, Paris, 1828)

neither a mother nor a child; no trace of affection, of smiling er cuddling;
in short not the least expression of any kind. ‘Tranquil, imperturbable,
unshaken 1s this divine mother who suckles her divine child, or rather
there is neither goddess, nor mother, nor son, nor ged—there is only a
physical sign of a thought incapable of emotion or passion, and no troe
presentation of an actual event, still less the correct expression of natural
feeling.

‘This does precisely mark the breach between meaning and ob-
ject and the inadequate development of artistic intuition in the
Egyptians. Their inner spiritual sense is so dulled that it does not
encourage the need for the precision of a true and lively presen-
tation, made really definite, to which the spectator has nothing to
add but needs only to have an attitude of reception and reproduc-
tion because the artist has given everything already. A higher sense
of one’s own individuality than the Egyptians possessed had to be
awakened before there could be dissatisfaction with vagueness
and superficiality in art and before the claim in works of art for
intellect, reason, movement, expression, soul, and beauty could be
made good.,

(b} Greek and Raman Sculpture

‘This sense of self we see completely made alive for the first time,
so far as sculpture is concerned, in the Greeks, and therefore we
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find all the deficiencies of this Egyptian preamble expunged. Still,
in this development we have not to make any violent leap from the
imperfections of a still symbolic sculpture to the perfection of the
classical ideal; on the contrary, as I have said more than once, in its
own sphere, even if lifted now to a higher stage, the ideal has to
proceed to strip off that defectiveness which at first was in the way
of its perfection.

(x) As such beginnings within classical sculpture itself T will
mention very briefly the so-called Aeginetan and ancient Etruscan
works of art,

Both these stages or styles transcend the point at which, as in the
case of the Egyptians, the artist is content simply to repeat the not
unnatural but still lifeless forms just as they have been transmitted
to him by others, and is satisfied to present to imagination a figure,
from which imagination can abstract and be reminded of its own
religious content, though without his producing anyth ing for con-
templation in a way that reveals the work as the artist’s own con-
ception and life.

But all the same this stage, really preliminary to ideal art, does
not extend all the way right into what is actually classical because
on the one hand it is obviously preoccupied with what is typical
and therefore without life, and on the other, while approaching life
and movement, it can reach at first only the life of nature; not the
life of that spiritually animated beauty which displays the life of
the spirit unseparated from the life of its natural shape and derives
the individual forms of this really accomplished unification equally
from a vision of what is presently existent and from the free cre-
ation of genius.

With the Aeginetan works of art we have become more closely
acquainted only in recent times! and there is a dispute as to
whether they are in the category of Greek art or not. In examming
them we must at once make an essential distinction in respect of
artistic presentation between the head and the rest of the body.
‘The whole body, except the head, witnesses to the truest treatment
and imitation of nature. Even the accidental features of the skin
are imitated and carried out excellently with a marvellous handling
of the marble: the muscles are strongly emphasized, the bone

! Seulptures from the pediment of the temple of Zeus at Aegina were dis-
covered in 1811. They were transferred to Munich into the possession of the
Crown Prince of Bavaria and described in Wagner's book cited on p. 786 below.
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structure of the body is indicated, the shapes are constrained by
the severity of the design, vet reproduced with such knowledge of
the human organism that the figures almost deceive us into think-
ing that they are alive, why! even that we are almost scared by
them and shrink from touching them (according to [J. M. von)]
Wagner in his Uber die dpin, Bildwerke, Tibingen, 1817).

On the other hand, a true presentation of nature was entirely
sacrificed in the workmanship of the heads; a uniform cut of the
faces was preserved in all the heads, whatever all their difference of
action, character, and situation: the noses are sharp, the forehead
still lies back without rising freely and straight; the ears stand
high, the long-slitted eyes are set flat and slanting; the closed
mouth ends in angles drawn upwards, the cheeks are kept flat but
the chin is strong and angular. Equally repetitive are the form of
the hair and the folds of the robes in which what predominates is
symmetry, asserted above all in the posing and grouping of the
figures and the peculiar kind of decoration. In part the blame for
this uniformity has been put on a non-beautiful treatment of
national characteristics; in part it has led people to infer from it
that the hands of the artists were tied by a reverence for an ancient
tradition of imperfect art. But the artist who is alive in himself and
in what he produces does not allow his hands to be tied 1n this
way, and this adherence to a type, along with great skill in other
respects, must therefore be indicative simply of a bondage of the
spirit which cannot yet be free and independent in its artistic
creations.

Finally, the postures are just as uniform; yet they are not
exactly stiff but rough, and cold, and in the case of combatants they
are like those that craftsmen commonly take in the course of their
business, e.g. that joiners take in planing,

We may say that the general conclusion to be drawn from these
illustrations is that spiritual animation is what is missing in them,
though they are so extremely interesting for the history of art and
display a clear division between tradition and the imitation of
nature. For, as I have cxplained already above in Chapter II, the
spirit can be expressed [in sculpture] only in features and posture,
The other parts of the body do indicate spirit’s natural differences,
e.g. those of sex and age, but what 1s entirely spiritual the posture
alone can reproduce. But in the Aeginetan sculptures facial ex-
pressiens and the posture are precisely what 1s relatively spiritiess.
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The Etruscan works of art which are testified as genuine by
inscriptions show just the same imitation of nature, though in a
still higher degree, but the posture and facial expressions are free,
and some of these works are very nearly portraits. So, for instance,
Winckelmann speaks (iii, ch. 2, p. 189) of a male statue which
seems t0 be wholly a portrait, though emanating from the art of'a .
later period. It is a life-size figure of a man, apparently a sort of
orator, a magisterial and dignified person, presented with great
and unforced naturalness and with no vagueness of posture or
expression. It would be noticeable and significant if what was at
home on Roman soil from the start was not the ideal but nature in
its prosaic actuality.

(8) Now, secondly, in order to attain the summit of the classical
ideal, really ideal sculpture has to abandon the typical and a rever-
ence for tradition and make room for artistic freedom of produc-
tion. This frcedom alone succeeds, on the one hand, in entirely
working the universality of the meaning into the individuality of
the shape, and, on the other, in raising the physical forms to the
height of being a genuine expression of their spiritual meaning. In
this way we see freed into vitality both the stiffness and bondage
intrinsic to the outlook of the older art, and also the predominance
of the meaning over the individuality through which that meaning
should be expressed. In this vitality the bodily forms on their side
lose both the abstract uniformity of a traditional character and also
a deceptive naturalness, and proceed on the other hand to the
classical individuality which animates the universality of the forms
by particularizing them and at the same time makes their sensuous
reality throughout a perfect expression of animation by the spirit.
‘This sort of vitality affects not only the shape as such but also the
posture, movement, drapery, grouping, in short all the aspects
which I have distinguished in detail and discussed above.

'The union achieved here is that of universality and individuality
which, in respect alike of the spiritual content as such and the
sensunus form, must first be harmonized before they can enter one
with another into the indissoluble bond which is genuinely classi-
cal. But, once more, this identity has its series of stages. That s to
say, at one end, the ideal inclines still to the loftiness and severity
which does not begrudge the individual his living stir and move-
ment but yet keeps him still firmly under the domination of the

e K.dA, bk 3, ch i, §10.
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universal: while at the other end the universal is gradually more
and more lost in the individual, with the result that it is deprived
of its depth, and this loss can be repaired only by substituting the
development of the individual and sensucus aspect of the object,
so that the ideal passes over from loftiness to what is pleasing and
delicate, to cheerfulness and a coaxing gracefulness. Between these
extremes there is a second stage which carries the severity of the
first forward into fuller individuality, yet without finding its main
aim achieved by mere gracefulness.

(y} Thirdly, in Roman art we see the dissolution of classical
sculpture beginning. Here, that is to say, it is no longer on the
ideal proper that the whole conception and execution of the work of
art depends. The poetry of spiritual animation, the inner breath
and nobility of a representation perfect in itself, these excellences
peculiar to Greek plastic art, disappear and give place on the whole
to a preference for something more like a portrait. This developing
artistic ‘truth to nature’ permeates every aspect of Roman sculp-
ture. Nevertheless in this its own sphere, it is always at such a high
stage that essentially it is only inferior to Greek because it lacks
what is really perfect in a work of art, the poetry of the ideal in the
strict sense of the word.

() Christian Sculpture

As for Chnistian sculpture, on the other hand, from the very
beginning 1t has a principle of treatment and mode of portrayal
which does not so directly cohere with the material and forms of
sculpture as is the case in the classical ideal portrayed by Greek
imagination and art. For romantic art, as we saw in Part I, is
essentially concerned with the inner life that has withdrawn into
itself out of the external world, with spiritual self-velated subjec-
tive life; this does appear outwardly but it leaves this external
manifestation alone in its own particular character without forcing
its fusion with the inner and spiritual life, as the ideal of sculpture
requires, Gref, agony both physical and mental, torture and
penance, death and resurrection, spintual and subjective person-
ality, deep feeling, heart, love, and emaotion, this proper content of
the religious and romantic imagination is no topic for which the
abstract external shape as such in its three spatial dimensions and
the material in its physical, not idealized, existence could provide
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the really adequate form and the equally congruent material.
Therefore in the romantic field sculpture dees not afford, as it
does in Greece, the distinctive characteristic of the other arts and
indeed of the whole of existence. On the contrary it yields to
painting and music as the arts more appropriate to portraying the
inner life and, in the particularity of an external object, its free per-
meation by that life. In the Christian period we do find sculpture
practised in wood, marble, bronze, silver, and gold, and often
brought to the height of mastery, but it is not the art which presents,
as Greek sculpture does, a truly adequate picture of God. On the
contrary the religious sculpture of romantic art remains, to a
greater extent than Greek, an adornment of architecture. The
saints stand mostly in niches of turrets and buttresses, or on
entrance doors; while the birth, baptism, Passion, Resurrection,
and so many other events in the life of Christ, as well as the great
visions of the Last Judgement, etc., are at once concentrated,
because of their varied content, in reliefs on doors and walls of
churches, on fonts, choir stalls, etc., and they readily approximate
to arabesques. In short, because what prevails here is the ex-
pression of the inner life of the spirit, the whole of this sculpture
acquires a pictorial principle in a higher degree than is allowed to
ideal plastic art. On the other hand, sculpture seizes rather on
common life and therefore on the portraiture which, like painting
too, it does not regard as alien to religious portrayals. For example,
the goose-seller on the market-place in Nirnberg,' so highly
praised by Goethe and Meyer, is a country peasant holding a
goose for sale on each arm and presented in an extremely lively
way in bronze (impossible in marble). So too the many sculptures on
the church of St. Sebald and so many churches and buildings [in
Niirnberg}, produced especially in the time of Peter Vischer
[1455-1529), which exhibit religious subjects drawn from the
history of the Passion, etc., give a clear sight of this sort of particu-
larization in shape, expression, mien, and gestures, especially in
gradations of grief.

On the whole, therefore, though romantic sculpture has deviated
all too often into the greatest aberrations, it remains faithful to the
proper principle of plastic art when it sticks more closely to the
Greeks again and now struggles to approach antiquity and to treat
ancient subjects in the sense that the Greeks did or to treat

I The artist is unknown but he may have been a pupil of P, Vischer.



700 111 1. SCULPTURE

sculpturally both portraits and standing figures of heroes and
kings. This 1s especially the case nowadays. But even in the field of
religious subjects sculpture has been able to produce excellent
work. In this connection 1 will only refer to Michelangelo. We
cannot sufficiently admire his fipure of the dead Christ® of which
there is a plaster cast in the Royal collection here in Berlin. Some
claim that the figure of Mary in St. Mary’s church in Bruges is not
authentic, though it is an excellent work. But I have been attracted
above all by the tomb of the Count of Nassau at Breda.: The
Count lies beside his Countess in white alabaster, life-size on a
black marble base. At the corners Regulus, Hannibal, Caesar, and
a Roman warrior stand, bent down, cartying on their shoulders
a black marble slab similar to the one below. Nothing is more
interesting than to see a character, like Caesar, depicted by Michel-
angelo, Yet for religious subjects there are required the spirit, im-
aginative power, force, profundity, audacity, and capability of an
artist like him in order to make possible by such productive origin-
ality a combination of the plastic principle of the Greeks with the
sort of ammation intrinsic to romantic art, For the whole drift of
the Christian mind, where religious vision and ideas are at their
peak, is, as I said, not towards the classical form of the ideal which
is the first and highest vocation of sculpture.

From this point we can make the transition from sculpture to
another principle of artistic treatment and portrayal, a principle
needing for its realization a different physical material. In classical
sculpture it was objective, substantial, and human individuality
that was central, and the human form as such was given such a
lofty position that it was maintained abstractly as pure beauty of
Sform and reserved for representing the Divine, But, for this reason,
the man who enters the portrayal here as both its form and its con-
tent 1s not the full and wholly concrete man; the anthropomor-
phism of art remains incomplete in ancient sculpture. For what it
lacks is () humanity in its objective universality which at the same
time is identified with the principle of absolute personality, and
(b} what is so commonly called ‘human’, i.e. the factor of subjec-
tive individuality, human weakness, particular and contingent

1 The Pietd in 5t, Peter’s.

* Hegel described this in a letter to his wife frorn Breda, ¢ October :822, and
fram The Hague on 16 October. Hegel’s attribution of the work to Michelangelo
seetny to be a mistake on the part of his informant in Holland,
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character, caprice, passion, natural needs, etc. This factor must be
introduced into that universality so that the entire individual, the
person in his total range and in the endless sphere of his actual life
may appear as the principle for both the content and the mode of
portrayal in works of art.

In classical sculpture one of these factors, namely man in his
purely natural aspect, comes into view only in animals and figures
that are half man and half animal, such as fauns, etc.; here this
[animal] aspect [of man] is not recalled into subjective conscious-
ness and negatived there, On the other hand this sculpture itself

asses over into the factor of particularization and an outward
tendency only in the pleasing style, in the thousands of pleasant-
riesand conceits in which even ancient plastic art indulged. Whereas
throughout it lacks the principle of the depth and infinty of
subjective consciousness, of the inmer reconciliation of the spint
with the Absolute and the ideal unification of man and mankind
with God. The subject-matter which enters art in accordance with
this principle is brought to our eyes by Christian sculpture; but
the very presentation of Christian art shows that sculpture is in-
sufficient for giving actuality to this material, so that other arts
had to appear in order to realize what sculpture is never able to
achieve. These new arts we may group together under the name of
‘the romantic arts’ because they are most in correspondence with
the romantic form of art.



SECTION 1

THE RQMANTIC ARTS

INTRODUCTION

The general transition from sculpture to the otherarts is produced,
as we saw, by the principle of subjectivity which was breaking into
the subject-matter and the artistic mode of its portrayal. Subjec-
tivity is the essential nature of the spirit which is explicitly ideal in
its own eyes and withdraws out of the external world into an
existence within; and consequently it no longer coincides in
indissoluble unity with its body.

What therefore follows at once from this transition is the dis-
solution of unity, 1.e. the separation of the two sides contained and
involved with one another in the substantive and objective unity
of sculpture at the focal point of its peace, stillness, and rounded
self-perfection. We can consider this cleavage in two aspects, (1)
Sculpture, in its content, intertwined the substantive character of
the spirit with that individuality which is not yet reflected into
itself as an individual person, and therefore constituted an objective
unity in the sense that ‘objectivity’ as such means what is eternal,
immovable and true, substantive with no part in caprice or singu-
larity. {11) On the other hand, sculpture did not get beyond pouring
this spiritual content into the corporeal form as its animation and
significance and therefore forming a new objective unification in
that meaning of the word ‘objective’ which signifies external real
existence, 1.e. ‘objective’ contrasted with what is purely inner and
‘subjective’.

Now if these two sides, made adeguate to one another for the
first time by sculpture, are separated, then the spirit which has
withdrawn into itself stands opposed to externality as such, to
nature and also to the inner life’s own body; moreover, in the
sphere of the spiritual itself, so far as the substantive and objective
aspect of the spirit is no longer confined to simple and substantive
individuality, it is cut apart from the living and individual subject.
The result is that all these factors hitherto fused into a unity
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become free from one another and independent, so that now in this
very freedom they can be fashioned and worked out by art.

1. For subject-matter, therefore, we acquire, on the one side,
the substantiality of the spiritual sphere, the world of truth and
eternity, the Divine which here, however, conformably with the
principle of subjectivity, is grasped and actualized by art as itself
subject, personality, as the Absolute conscious of itself in its
infinite spirituality, as God in spirit and in truth. On the other
side there enters the mundane and human subject [or person]
who, no longer immediately one with the substantive aspect of
the spirit, can unfold himself in the entirety of his human particular
character, so that the whole of the human heart and the entire
wealth of human manifestations are made accessible to art,

But both sides here have their point of reunification in the prin-
ciple of subjectivity which is coramon to both. On this account the
Absolute is manifest as a living, actual, and therefore human
subject, just as the human and finite subject in virtue of his being
spiritual, makes the absolute substance and truth, the Spirit of
God, living and actual in himself. But the new unity thus won no
longer bears the character of that first immediacy presented by
sculpture, but of a unification and reconciliation displayed essen-
tially as the mediation of the two different sides, and capable of
being completely manifested, adequately to its nature, in the mner
and ideal life alone.

In the general Introduction te our whole study of art [Vol. I,
p. 851 I have described this by saying that when sculpture displays
present and visible the inherently compact individuality of the god
in the bodily shape entirely adequate to him, there emerges, con-
fronting this object, the community as the spirit’s reflection into
itself. But the spirit which has drawn back into itself can present
the substance of the spiritual world to itself only as spirit and
therefore as subject, and in that presentation it acquires at the same
time the principle of the spiritual reconciliation of the individual
subject with God. Yet as an individual subject 2 man has also
a contingent existence in nature and a wider or more restricted
range of finite interests, needs, aims, and passions in which he ¢an
gain independence and satisfaction or which he can equally well
submerge in his ideas of God and his reconciliation with God.

2. Secondly, as for the external side of the representation, it
likewise becomes independent in all its details and acquires a right

840118 2 G
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to come on the stage in this independence, because the principle of
subjectivity forbids that immediate correspondence between, and
perfect interpenetration of, inner and outer in all their parts and
relations. For here subjectivity is precisely the inner life, explicit
to itself, turned back out of its embodiment in externality into
feeling, heart, mind, and meditation. This ideal sphere does mani-
fest itself in its external shape, but in such a way that that shape
itself reveals that it is only the external shape of a subject with an
independent inner life of his own. The firm connection of body and
spirit in classical sculpture is not on this account dissolved into the
lack of any connection at all, but it is made so slack and loose that,
although neither side is there without the other, both sides pre-
serve in this loose connection their individual and mutual indepen-
dence; or at least, if a deeper unification is actually achieved, the
spirit becomes a centre essentially shining out as the inner life
transcending its fusion with what is objective and external. Thus,
on account of this relatively increased independence of what is
objective and real, the result in most cases is the portrayal of
external nature and its separate and most particularized objects,
but, in this event, despite all the fidelity of their treatment, there is
made obvious in them a reflection of the spirit, because in the
manner of their artistic realization they make visible the liveliness
of their treatment, the participation of the spirit, the mind’s very
indwelling in this uttermost extreme of externality, and therefore
an inner and ideal life.

Therefore on the whole the principle of subjectivity necessarily
implies on the one hand the sacrifice of the naive unity of the
spirit and its body and also the positing of the body more or less as
negative in order to lift the inner life out of externality, and on the
other hand the prant of free play to the details of the variety,
disunion, and movement of spirit and sense alike,

3. Thirdly, this new principle has also to be made to prevail in
the material which art uses for its new productions.

(¢) Up to this point the material was something material as
such, heavy mass in all three spatial dimensions, while the shape
was simply abstracted as mere shape. When this material is now
entered by the subjective inner life, full and particularized in
itself, this life, in order to be able to appear outwardly as inner,
will extinguish the spatial dimensions of the material and change it
out of their immediate existence into something opposite, namely
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a pure appearance produced by the spirit; but, on the other hand,
in respect of the shape and its external sensuousness and visibility,
‘4 will have to introduce the entire particularity of the appearance
which the new content requires. But here art has still to move at
first in the sensuous and visible sphere because, consequentiaily
on the process described hitherto, the inner life must of course
be understood as a reflection into self, but at the same time as a
return into itself out of externality and corporeality, and thercfore
has to appear as a coming to itself which, to begin with, can once
again be displayed only in the objective reality of nature and the
existence of spirit in the body,

The first of the romantic arts will therefore still exhibit its
content visibly, m the manner indicated, in the forms of the
external human figure and the whole of nature’s productions in
general, though yet going beyond the visible and abstract character
of sculpturc. To do this is the task to which parmting is called.

(b) But painting does not afford, as sculpture does, the fully
accomplished coalescence of spirit and body as its fundamental
type, but instead the outward appearance of the self-concentrated
inner life; and it follows that in general the spatial external form is
clearly no truly adequate mode of expression for the subjectivity
of spirit. Consequently art abandons its previous mode of con-
figuration and adopts, in place of spatial figuration, figurations of
notes in their temporal rising and falling of sound; for a note wins
its more ideal existencc in time by reason of the negativing of
spatial matter,! and therefore it corresponds with the inner life
which apprehends itself in its subjective inwardness as feeling,
and which cxpresses in the movement of notes every content
asserting itself in the inner movement of heart and mind. The
second art which follows this principle of portrayal is music,
~ {¢)} Therefore music puts itself again on the opposite side, and,
It contrast to the visual arts both in its content and its sensuous
material and mode of expression, keeps firmly to the inner life
without giving it any outward shape or figure. But, if it is to be
adequate to the whole of its essential nature, art has to bring to our
contemplation not only the inner life but also, and equally, the
dppearance and actuality of that life in its external reality. But
if art has given up incorporating the inner life in the actual and

2]5?F0r Hegel, time is the negativing of space, See e.g. Philosophy of Nuture,
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therefore visible form of objectivity and turned over exclusively into
the element of the inner life, then the objectivity to which it recurs
can no longer be a real objectivity but only a purely intellectual
one, one formed and shaped for inner contemplation, ideas, and
feelings. The presentation of this, as the communication to spirit of
the spirit which is creative in its own sphere, must use the sensuous
material of its disclesure as simply a means of communication and
therefore must degrade it to being a sign which has no significance
by and in itself, Poefry, the art of speech, is in this position. Just as
the spirit makes intelligible to spirit in language what is already
implicit in the spirit itself, so now poetry embodies its produc-
tions in language developed into being an instrument of art. At the
same time, because in its element it can unfold the totality of the
spirit, it is the universal art which belongs equally to all the art-
forms and it fails to appear only where the spirit, not yet having
made its highest content clear to itself, can become conscious of 1ts
own presentiments only in the form of a content external to and
other than itself.




Chapter |
PAINTING

INTRODUCTION

7'he most suitable subject for sculpture is the peaceful and sub-
stantive immersion of character in itself. The character’s spiritual
individuality emerges into and completely masters the body in
which it has its real existence, and the sensuous matenal, in which
this incorporation of the spirit is displayed, is made adequate to
the spirit only in its external shape as such. A person’s own sub-
jective inwardness, the life of his heart, the soul of his most per-
sonal feelings are not revealed in the sightless figure nor can such
a figure convey a concentrated expression of the inner life, or of
spiritual movernent, distinction from the external world or differ-
entiation within. 'This is the reason why the sculptures of antiquity
leave us somewhat cold. We do not linger over them long, or our
lingering is rather a scholarly study of the fine shades of difference
in their shape and in the forms given to a single individual. We
cannot take it amiss 1f people do not show that profound interest
in profound sculptures which they deserve. For we have to study
them before we can appreciate them. At a first glance we are
either not attracted or the general character of the whole is
quickly revealed, and only afterwards have we to examine details
and see what further interest the work supplies. But a pleasure that
can only be produced after study, reflection, scholarship, and
examination often repeated, is not the direct aim of art. And, even
in the case of a pleasure gained by this circuitous route, what
remains unsatisfied in the sculpture of antiquity is the demand that
a character should develop and proceed outwardly to deeds and
actions, and inwardly to a deepening of the soul. For this reason
Wwe are at once more at home in painting. Painting, that is to say,
Opens the way for the first time to the principle of finite and
mherentl}r infinite subjectivity, the prmmple of our own lLife and
existence, and in paintings we see what is effective and active in
Ourselves,

In sculpture the god confronts our vision as a mere object; but
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in painting, on the other hand, God appears in himself as a spirit-
ual and living person who enters the Church and gives to every
individual the possibility of placing himself in spiritual community
and reconciliation with him. The Divine is therefore not, as in
sculpture, an individual inherently fixed and immobile, but the
Spirit who has drawn into the Church and become particularized
there.

The same principle distinguishes the subject from his own body,
and his surroundings in general, while at the same time it brings
the inner life into harmony with them. The sphere of this subjec-
tive particularization involves (&} the individual man’s achieve-
ment of independence against God, nature, and other individuals
whether in their mental or physical life, and (8}, conversely, the
most intimate connection and firm relation between God and the
Church and between the individual and his God, his natura]
environment, and the endlessly varied necds, aims, passions, ac~
tions, and deeds of human cxistence. Within this sphere there
falls the whole movement and life which have to be missing in
sculpture’s content as well as in its means of expression, and thus
there is introduced into art afresh an immeasurable richness of
material and a vast variety in the mode of portrayal which hitherto
had been lacking. So the principle of subjectivity is on the one
hand the basis of particularization and, nevertheless, on the other
hand, the principle of mediation and synthesis, so that pamting
now unites in one and the same work of art what hitherto devolved
on two different arts; the external environment which architecture
treated artistically, and the shape which sculpture worked out as an
embodiment of the spirit, Painting places its figures in nature or
an architectural environment which is external to them and which
it has invented in the same sense as it has invented the figures; and
by the heart and soul of its treatment it can make this external
background at the same time a reflection of what is subjective, and
no less can 1t set the background in relation and harmony with the
spirit of the figures that are moving against it.

This we may take as the principle of the new mode of represen-
tation which painting adds to those considered hitherto.

Asked about the route to be followed in our more detailed con-
sideration of painting, I propose to divide the subject as follows:

First, as before, we must look for the general character which
painting, in view of its essential nature, must assurne as regards its
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speciﬁc content, the material corresponding to this content, and
the artistic treatment conditioned thereby.

Secondly, we must next expound the particular characteristics
which are implicit in the principle of the content and its portrayal
and which place fixed limits on painting’s corresponding subject-
matter as well as on its modes of treatment, composition, and
colouring.

Thirdly, owing to these particular characteristics painting is
ndividualized in different schools which, as is the case in the other
arts, are here too developed in historical stages.

1. General Character of Painting

I have specified as the essential principle of painting the subjec-
tivity of mind which in the life of its feelings, ideas, and actions
embraces the whole of heaven and earth and is present in a variety
of situations and esternal modes of appearance in the body; and
therefore I have placed the centre of painting in romantic and
Christian art. Consequently it can occur at once to any critic that
not only in Greece and Rome were there excellent painters who
reached as high a level in this art ag otherxs then did in sculpture, i.e.
the highest level, but that other peoples too, the Chinese, the
Indians, the Egyptians acquired fame on the score of their paint-
ings. Of course owing to the variety of subjects it adopts and the
manner in which it can portray them, painting is less restricted
than sculpture in the range of its spread amongst different peoples.
But this is not the point really at issue. If we look only at empirical
facts, then this or that has been produced at the most different
periods in this or that manner in this, that, or the other nation.
But the deeper question is about the principle of painting, i.e. to
examine its means of portrayal, and therefore to determine what
that subject-matter is which by its very nature so precisely
harmonizes with the form and mode of portrayal employed by
painting that this form corresponds exactly with that content.
Of the paintings of antiquity we have only few remains, pictures
that clearly are neither amongst the most excellent ones produced
N antiquity nor are the work of the most famous masters of their
time. At any rate, this is true of what has been found in excava-
tmnﬁ of Roman villas. Nevertheless, we must admire in these
Survivals, the delicacy of taste, the suitability of the subjects, the
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clarity of the grouping, the lightness of touch in the execution, and
the freshness of colouring, excellences which surely were possessed
in a far higher degree by the original models after which, for in-
stance, the murals in the so-called ‘House of the Trapgic Poet’ at
Pompeii were produced.! Unfortunately nothing by masters
known to us by name has come down to us.? But however excellent
even these original paintings may have been, we still have to say
that, compared with the unsurpassable beauty of their sculptures,

the Greeks and Romans could not bring painting to that degree of

proper development which was achieved in the Christian Middle
Ages and then especially in the sixteenth and seventeenth cen-
turies. This backwardness of painting in comparison with sculp-
ture In antiquity is quite naturally to be expected, because the
inmost heart of the Greek outlook corresponds, more than is the
case with any other art, precisely with the principle of what sculp- 3
ture, and sculpture alone, can achieve. But in art the spiritual 3
content 1s not separated from the mode of presentation. If, this 3
granted, we ask for a reason why painting has been brought to its 3
own proper height through the content of romantic art alone, the §
answer is that the spiritual depth of feeling, the bliss and grief of
the heart is precisely this deeper content which demands spiritual
animation and which has paved the way to the higher artistic '}
perfection of painting and made that necessary.

As an example in this connection I will refer again only to what
Raoul-Rochette says about the treatment of Isis holding Horus on
her knees. In a general way the subject here is the same as it is in
Christian pictures of the Madonna: a divine mother with her child.
But the difference in the treatment and portrayal of this subject
is enormous. In this pose the Egyptian Isis occurs in bas-reliefs:
there is nothing maternal in her, no tenderness, no trait of that soul
and feeling which is not entirely missing even in the stiffer Byzan-~
tine pictures of the Madonna, What has Raphael or indeed any
other of the preat Italian masters not made of the Madonna and
the Christ-child! What depth of feeling, what spiritual life, what
inner wealth of profound emotion, what sublimity and charm,
what a human heart, though one wholly penetrated by the divine
Spirit, does not speak to us out of every line of these pictures! And

t For coloursd reproductions of some paintinga in Roman villas and of one
from Pompeii, see T. B, .. Webster, MHellentstic Art (London, 1967).
# This is not now true, e.g. of Polygnotus.
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how endlessly various are the forms and situations in which this
subject has been portrayed, often by the same master, but still
more by different artists! The mother, the young Virgin, the
peauty of form and spirit, the sublimity and charm-—all this and
far more 1s emphasized in turn as the chief characteristic expressed.
But above all it is not the visible beauty of the figures but the
spiritual animation whereby mastery is displayed and which leads
ta the mastery of the presentation,

It is true that Greek art far outsoared Egyptian and even took as
a subject the expression of man’s inner life, but it could not yet
attain the spiritual inwardness and depth of feeling characteristic
of the Christian mode of expresston and, owing to its entire charac-
ter, it did not strive at all for this kind of animation. The faun who
holds the young Bacchus in his arms, which I have mentioned
alrcady, is extremely attractive and lovable: the same 1s true of
the nymphs who attend on Bacchus, a most beautiful group dis-
played on a small gem. Here we have the like feeling of naive love
for the child, a love without desire or longing, but, let alone mater-
nal love, there is here no expression at all of the inner soul, the
depth of heart which we do meet with in Christian paintings, in
antiguity many excellent portraits may have been painted but
neither the classical treatment of natural objects nor its vision of
human or divine affairs was of such a kind as to make possible in
painting the expression of such a depth of spirituality as was
presented in Christian painting.

But the fact that painting demands this more subjective sort of
animation is already implicit in its material. The sensuous element
in which it moves, that is to say, is extension on a surface and the
formation of a picture by means of particular colours whereby
the form of the object as our vision sees it is transformed from the
shape of something real into a pure appearance artistically created
by the spirit [of the artist]. It is implicit in the principle of this
material that the external existent is no longer to have validity in
the last resort on its own account in its actual, even if spiritually
animated, existence, but in this reality it must precisely be degraded
to being merely a pure appearance of the inner spirit which wants
to contemplate itself there on its own account, When we look at
the thing more deeply we can see that the advance from the totality
of the sculptural figure has no other meaning but this. It is the
inner life of the spirit which undertakes to express itself as imner in
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themirror of externality. Then, secondly, the surface on which paint-
ing makes its subjects appear, leads on by itself to surroundings,
connections, and relations; and colour, as the particularization
of the appearance in the picture, demands also a particularization
of the inner life, which itself can become clear only by definite
expressions, situations, and actions, and thercfore requires a
direct variety, a movement, and a detailed inner and outer life.
But this principle of that inwardness as such which in its actual
appearance is linked at the same time with the varied forms of
external existence, and 1s recognized as collected together in itself
out of its detailed existence, we have seen as the principle of the
romantic form of art; and therefore it is the sphere of painting,
and that one sphere alone, which has its entirely correspondent
object in the content and mode of presentation of that form. But on
the other hand we may say likewise that when romantic art wishes
actually to produce works of art, it must look for a material
correspondent with its content and find it first of all in painting
which in all objects and modes of treatment other than those of
romantic art remains more or less formal. Therefore, aithough
there is oriental, Greek, and Roman painting outside Christian
painting, nevertheless the real heart of painting remains the
development which this art has attained within the confines of the
romantic sphere. And we can only speak of oriental and Greek
painting in the sense in which we referred to Christian sculpture
in comparison with the sculpture that was rooted in the classical
ideal and reached its true peak in portraying that ideal. In other
words, everyone must admit that only in the material available in
the romantic art-form does painting acquire topics completely
meeting its means and forms, and therefore only in treating those
topics has it used its means and exhausted them to the full.

When we pursue this matter purely in general terms, the follow-
ing are the points that arise in connection with the subject-matter,
the material, and the artistic mode of treatment in painting.

(@) The Chief Determinant of the Subject-matter

The chief determinant of the subject-matter of painting is, as we
saw, subjectivity aware of itself.

(2} Therefore, if we consider it on its immer side, individuality
may not pass over entirely into what is substantive [and universal]
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hut must on the contrary display how it contains in itself, as this
individual, every content, and has and expresses in that contentits
inner being, its very own life of idea and feeling; nor can its outer
shape appeat, as in sculpture, purely and simply dominated by the
individual’s inner life. For the subject masters the external thing
as the ohject belonging to itself, yet at the same time it is that
identity, returning into itself, which owing to this self-enclosure
is indifferent to the external and lets it go its own way. For this
reason, so far as the spiritual side of the content 18 concerned, the
individual person 1s not directly made one with what is substantive
and universal but is reflected into himself up to the extreme pin-
nacle of personal independence. So too the particularity and uni-
versality of the external shape departs from that plastic unification
into a predominance of the individual and therefore of what is
rather accidental and indifferent in the same way that in empirical
reality too this {contingency] 1s already the dominant character of
afl phenomena.

() A second point concerns the enlargement which painting
receives, owing to its principle, in the subjects which 1t 1s to
portray.

The free subjective individual allows independent existence to
the entire range of things in nature and all spheres of human
activity but, on the other hand, he can enter into every particular
thing and make it into material for inner contemplation; indeed,
only in this involvement with concrete reality does he prove him-
self in his own eyes to be concrete and living. Therefore it is
possible for the painter to bring within the sphere of his produc-
tions a wealth of things that remain inaccessible to sculpture. The
whole range of religious topics, ideas of Heaven and Hell, the
story of Christ, the Apostles, the saints, etc., the realm of nature
outside us, human life down to the most flecting aspects of situ-
ations and characters—each and everything of this can win a place
in painting. For to subjectivity there also belongs what is particular,
arbitrary, and contingent in human interests and needs, and these
therefore equally press for treatment in art,

{y) A third thing is a corollary of this, namely that painting
takes the heart as a content of its productions. What lives in the
heart is present in a subjective way, even if the objective and the
absolute are the burden of it. For the heart’s feeling may have
the universal as what it feels, and yet, as fecling, the universal does
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not retain the form of this universality but appears in the way that
1, this specific individual, know and feel myself in it. If I am to set
forth an objective content of feeling in its objectivity, I must forget
myself. Thus painting does of course bring to our vision the inner
life in the form of an external object, but the real content which it
expresses is the feeling of the individual subject; consequently it
cannot after all provide, so far as form goes, such specific visions
of the Divine, for example, as sculpture can, but only those
more indefinite ideas which feeling can provide. This may seem a
contradiction, for we see the greatest masters often preferring to
choose as subjects for painting our external envirenment, hills,
valleys, forests, burns, trees, shrubs, ships, clouds, sky, the sea,
buildings, rooms, etc., and yet it seems contradictory to say that the
heart of these pictures is not the subjects themselves but the live-
liness and soul of the subjective treatment and execution, the
mind of the artist which is mirrored in his work and provides not
only a mere copy of these external things but at the same time
himself and his inner soul. Prectsely for this reason the subjects
painted, even so regarded, are indifferent to us because the mani-
festation of the individual artist in them begins to become promi-
nent as the chief thing. It is by this orientation to the heart, [the
expression of] which, in the case of natural objects, can often be no
more than a general echo of the mood they produce, that painting
is most clearly distinguished from architecture and sculpture,
because it more nearly approaches music and makes the transition
from the plastic arts to the art of sound. !

(&) The Sensuous Material of Painting

More than once aiready I have described the most general chief
features of the sensuous material used by painting as distinct from
sculpture; here therefore I will only touch on the closer connec-
tion between this material and the spiritual content which it is its
principal business to portray.

(«) The first point to be considered in this connection is that
painting contracts the spatial totality of three dimensions. Their
complete contraction would be their concentration into a point
which implies cancelling all juxtaposition and, in this cancellation,
a restlessness like that belonging to a point of time. But only music
goes to the length of carrying cut this negation completely and
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logically. Painting, however, does allow space to persist and ex-
tinguishes only one of the three dimenstons, so that a surface be-
comes the medium of its representations. This reduction of the
three dimensions to a level surface is implicit in the principle of
interiorization which can be asserted, as inwardness, in space only
by reason of the fact that it restricts and does not permit the
subsistence of the totality of the external dimensions.

People are commonly inclined to suppose that this reduction is a
caprice on the part of painting and that for this reason painting
has an inescapable defect. For it is supposed to want to make
visible to us even natural objects in their whole reality and, by the
medium of the human body and its deportment, spiritual ideas and
feelings, but, it is held, the surface is insufficient for this purpose
and always inferior to nature which confronts us in a totally differ-
ent sort of completeness.

(xx) Of course, so far as matter in space is concerned, painting is
more abstract than sculpture, but this abstraction, far from being
a purely capricious restriction or a lack of human skill in contrast
to nature and its productions, is precisely the necessary advance
beyond sculpture. Even sculpture was not a bare imitation of what
was existent in nature or corporeally; on the contrary, it was a
reproduction issuing from the spirit and therefore it stripped away
from the figure all those features in ordinary natural existence
which did not correspond with the specific matter to be portrayed.
In sculpture this included the detail of the colouring, so that all
that remained was the abstraction of the visible shape. In painting,
however, the opposite is the case, for its content is the spiritual
inner life which can come into appearance in the external only as
retiring into itself out of it. So painting does indeed work for our
vision, but in such a way that the object which it presents does
not remain an actual total spatial natural existent but becomes a
reflection of the spirit in which the spirit only reveals its spiritual
quality by cancelling the real existent and transforming it into a
pure appearance in the domain of spirit for apprehenston by spirit,
. (BB) Therefore painting has to renounce the totality of space and
't is not required by any lack of human skill to sacrifice this com-
pleteness. Since the subject-matter of painting in its spatial ex-
1stence is only a pure appearance of the spiritnal inner life which
4rt presents for the spirit’s apprehension, the independence of the
actual spatially present existent is dissolved and it acquires a far
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closer relation to the spectator tham 1s the case with a work of
sculpture. The statue is predominantly independent on its own
account, unconcerned about the spectator who can place himself
wherever he likes: where he stands, how he moves, how he walks
round it, all this is 4 matter of indifference to this work of art, If
this independence is to be preserved, the statue must give some-
thing to the spectator wherever he stands. But this independence
the work of sculpture has to retain because its content is what is,
within and without, self-reposing, sclf-complete, and objective,
Whereas in painting the content is subjectivity, more precisely the
inner life inwardly particularized, and for this very reason the
separation in the work of art between its subject and the spectator
must emerge and yet must immediately be dissipated because, by
displaying what is subjective, the work, in its whole mode of
presentation, reveals its purpose as existing not independently on
its own account but for subjective apprehension, for the spectator.
The spectator is as it were in it from the beginning, is counted in
with it, and the work exists only for this fixed point, i.e. for the
individual apprehending it. Yet for this relation.to vision and its
spiritoal reflection the pure appearance of reality is enough, and
the actual totality of spatial dumensions is really disturbing be-
czuse in that case the objects perceived retain an existence of their
own and do not simply appear as configurated artificially by spirit
for its own contemplation. For this reason nature cannot reduce its
productions to a level surface since they have, and at the same
time are meant to have, a real independence of their own. In
painting, however, satisfaction does not lie in the objects as they
exist in reality but in the purely contemplative interest in the
external reflection of the inner life, and consequently painting
dispenses with all need and provision for a reality and an organiza-
tion totally spatial in all dimensions,

(yy) With this reduction to a surface there is associated, thirdly,
the fact that painting is at a still further remove from architecture
than sculpture is. For even if sculptures are set up independently
on their own account in public squares or gardens, they always
need an architecturally treated pedestal, while in rooms, fore-
courts, halls, etc., architecture serves purely as an environment for
the statues or, alternatively, sculptures are used as a decoration of
buildings, and therefore there is a closer connection between the
two arts. Whereas painting, whether in the confines of a room or in
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open galleries or in the open air, is confined to a wall. Originally it
has only the purpose of filling empty wall-surfaces. This function
it fulfilled, especially in antiquity where the walls of temples, and
later of private houses, were decorated in this way. The chief
task of Gothic architecture was to provide an enclosure of the most
grandiose proportions, and it affords still larger surfaces, indeed
the most immense surfaces conceivable, vet in its case, whether for
the outside or inside of the buildings, painting occurs only in
earlier mosaics as a decoration of empty surfaces. The later archi-
tecture of the fourteenth century, on the contrary, fills its tremen-
dous walls in a purely architectural way; of this the main facade of
Strasbourg Cathedral provides the most magnificent exarople. In
this case, apart from the entrance doors, the rose window and
other windows, the empty surfaces are adorned with much grace
and variety by window-like decorations traced on the walls and by
statuesque figures, so that no paintings are required at all over and
above. Therefore in religious architecture painting enters again
only in buildings which begin to approach the model of classical
architecture. Nevertheless, on the whole, Christian religious
patnting 13 separated from architecture, and its works become
independent as, for instance, in large altar-pieces or in chapels or
on high altars. Even herc the painting must remain related to the
place for which it is intended, but in other respects its function is
not merely filling surfaces on a wall; on the contrary, it is there
on its own account, as a sculpture is, Finally, painting is used to
decorate halls and rooms in public buildings, town-halls, palaces,
private houses, etc., and this links it again more closely with archi-
tecture, although in this link it ought not to lose its independence
as a free art,

(8) But the further necessity which makes painting reduce the
spatial dimensions to a surface depends on the fact that painting is
called on to express the inner life particularized in itself and there-
fore possessed of a wealth of varied specifications. The pure re-
striction to the spatial forms of the figure, with which sculpture can
be satisfied, is therefore dissipated in the richer art, for the spatial
fﬂrms are the most abstract thing in nature, and now, when a more
Inherently varied material is required, particular differences must
be grasped. The principle of representation in space thercfore
carries with it here a physically specified definite material; if its
diffcrentiations are to appear as the essential ones in the work of
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art, then they display this themselves at the expense of that totality
of space which no longer remains the uitimate mode of representa-
tion. In order to make prominent the appearance of the physical
element’ there must be a departure from the totality of the spatial
dimensions. For in painting the dimenstons are not present on
their own account in their proper reality but are only made ap-
parent and visible by means of this physical element.

(o) Now if we ask about the character of the physical element
which painting uses, the answer is that it is Jght as what makes
visible universally the whole worid of objects.

The sensuous concrete material of architecture, considered
above, was resistant heavy matter which, especidlly in architecture,
presented precisely this character of heavy matter as compressing,
burdening, carrying, and being carried, etc., and this same charac-
ter was not lost in sculpture. Heavy matter presses because it has
its material point of unity not in itself but in something clse; it
seeks and strives for this point but it remains where it is owing to
the resistance offered by other bodies which therefore serve as its
support. The principle of light is the opposite of the heavy matter
which has not yet achieved its unity. Whatever else may be said
about light, we cannot deny that it is absolutely weightless,
not offering resistance but pure identity with itself and therefore
purely self-reposing, the earliest ideality, the original self of nature.?
With light, nature begins for the first time to become subjective
and it is now the universal physical self which, it is true, has
neither advanced to particularization nor become concentrated
inte individuality or the self-perfection of a point, but still it does
cancel the pure objectivity and externality of heavy matter and can
abstract from the sensuous and spatial totality of matter. From
this point of view of the more ideal quality of light, light becomes
the physical principle of painting,

(88) But light as such exists only as one side of what is implicit in
the principle of subjectivity, i.e. as this more ideal [self-}identity.
In this respect light only manifests, in the sense that it proves in
nature to be simply what makes things i general visible; but the

! The four physical elements were earth, air, water, and fire, Hegel, however,
13 alluding to his philosophy of nature where physics, which begins with light,
supervenes on mechanics, which deals with space, matrer, graviry, weight, efc.
In this whole passage ‘physical’ is a reference to that treatment of physics.

* A reader perplexed by this must be referred to the relevant passage in Hegel's
Philosaphy of Nature, §§ 275-8.
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aritcular character of what it reveals remains outside it as an
object which is not light but the opposite of light and se is dark.
Now light makes these objects known in their differences of shape,
distance from one another, etc., and it does this by irradiating
them; i.e. it lightens to a greater or lesser extent their darkness and
invisibility. It makes single parts more visible the more nearly they
come before the spectator’s eye while others it keeps in the back-
ground as darker, i.c. further removed from the spectator. For
when the specific colour of an object 1s not in question, bright and
dark as such are related in general to the distance of the irradiated
objects from us, i.e. to the way in which they are specifically lit. In
this relation to objects, light docs not now present itself as light
pure and simple but produces that already inherently particular-
ized brightness and darkness, light and shadow, the varied figura-
tions of which reveal the shape of the objects and their distance
from one another and from the spectator, This is the principle
which painting uses because particularization is umphicit in its very
nature from the start. If we compare painting in this respect with
architecture and sculpture, these arts do actually present the real
differences in the spatial form and they produce the effect of light
and shadow both by the illumination provided by natural light and
also by the position of the spectator. In this case the roundness of
the forms 1s there already on its own account, and the hight and
shadew which makes them visible is only a consequence of what
was actually there already independently of this being made
visible, In painting, on the other hand, hight and darkness with all
their gradations and finest nuances belong themselves to the
principle of the material used in painting and they produce only the
intended pure appearance of what sculpture and architecture shape
in reality. Light and shadow, the appearance of objects in their
illumination, are produced by art and not by natural light which
therefore only makes visible that brightness and darkness and the
illumination which had already been produced by the painter’s art.
This is the positive reason, drawn from the very material itself,
why painting does not need the three dimensions. The painted
shape is made by light and shadow, and the shape of a real [three-
dimensional] object is in itself superfluous.
(vy) Bright and dark, light and shadow, and their interplay are,
however, only an abstraction which does not exist as this abstraction
M nature and therefore cannot be used as a sensuous material either.
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Light, as we have seen already, is related to its opposite, dark-
ness. But yet in this relation these two opposites do not remain inde.
pendent at all but are set in unity, in an interplay of light and dark,
Light darkened, made in this way murky in itself, which at the
same time penetrates and illumines the dark,” provides the prin-
ciple of colour as the real material for painting. Light as such remains
colourless, the pure indeterminacy of identity with itself. Colour,
which in contrast to light is something relatively dark, entails some-
thing different from light, a murkiness with which the principle of
light is united, and it is therefore a bad and false idea to suppose
that light is compounded out of different colours,2 i.e. out of differ-
ent darkenings.

Shape, distance, boundaries, contours, in short all the spatial
relations and differences of objects appearing inspace, are produced
in painting only by colour. Its more ideal principle is capable of
representing t0o a more ideal content, and by its profound con-
trasts, infinitely varied modulations, transitions, and delicacies of
arrangernent it affords the widest possible scope for the softest
nuances in presenting the wealth and particular characteristics of
the objects to be selected for painting. It is incredible what colour
can really achieve in this way. Twe men, for example, are alto-
gether different; each of them in his personality and bodily organ- §
1sm 1s a perfect totality in mind and bedy, and yet in a painting 3
this entire difference is reduced to a difference of colours. At one
point a colour stops and another begins, and by this means every-
thing is there, form, distance, play of features, expression, the
entire visible and spiritual character. And this reduction, as I have
said, we may not regard as a makeshift and a deficiency, but the
very contrary, Painting does not at all feel the lack of the third
dimension; it discards it deliberately in order to substitute for
what is simply a real object in space the higher and richer principle
of colour.

{y) This richness enables painting to develop in its productions
the entirety of appearance. Sculpture is more or less restricted to
the fixed self-enclosedness of the individual; but in painting the
individual is not firmly kept to the like limitation within, and

I Goethe's theory of colour as a synthesis of light and dark is never far from
Hegel's mind.

* Newton, Opticks, i, pt. 2: “The whitencss of the sun’s light is compounded
of all the primary colours mized in 2 due proportion.’




PAINTING Br1

against what is without, but enters into relations of the preatest
pgssible variety. For on the one hand, as I have mentioned already,
the individual [in a painting] is put into a far closer relation with
the spectator, while on the other hand he acquires a more varied
connection with other individuals and the external natural en-
yironment. The simple fact of presenting only the appearance of
objects makes possible in one and the same work of art the presen-
tation of the furthest distances and widest spaces as well as the
objects of the most various kinds occurring in them. Yet the work
of art must nevertheless be a self-enclosed whole, and in this self-
enclosure must show that its limits and boundaries are not arbi-
trary but that it is an entirety of particular details belonging to one
another as the topic in hand requires.

(c) Principle of the Artistic Treatment

Thirdly, after this general consideration of the subject-matter
and material of painting we have to indicate briefly the general
principle of the artist’s mode of treatment.

More than architecture and sculpture, painting admits of two
extremes: what is made the chief thing is (@) the depth of the
subject-matter, i.e. religious and moral seriousness in the treatment
and presentation of the ideal beauty of form, and (5), in the case of
insignificant subjects chosen by the artist, the details of them as
they actually are and the subjective skill of the artist in his work,
For this reason we can often hear two extreme judgements: on the
one hand, the exclamation ‘what a magnificent subject, how deep
the conception, how attractive, how marvellous, what sublimity of
expression, what boldness of design!” And then the opposite: ‘how
magnificently and incomparably painted! This separation of
judgements is implicit in the very nature of painting itself; indeed
we could even say that both these aspects are not to be unified or
uniformly developed but that each must be independent on its
own account. For painting has as its means of portrayal both the
shape as such, the forms of objects delirited in space, and also
colour. Owing to this character that it has it lies in the middle
between what is ideal and plastic and, at the other extreme, the
Immediate particular character of what is actual. For this reason
two kinds of painting come before us: (i) the ideal kind with the
untversal as its essence, and (ii) the other which presents what is
Individual in its closeness of particular detail.
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(x) In this respect, painting, in the first place, like sculpture, hag
to accept [for presentation] what is substantive, 1.e. the objects of
religious faith, great historical events, the most pre-eminent indj.
viduals, although it brings this substantive material before oyy
contemplation in the form of inmer subjectivity. Here what ig
important is the magnificence, the seriousness of the action repre-
sented, the profundity of the mind expressed there, and the result
is that full justice cannot be done to the development and applicaw 3
tion of all the rich artistic means which painting can use or to the
skill required for perfect virtuosity in the use of those means, It ig
the power of the subject-matter to be represented, and immersion
into its essential and substantive character, which push into the
background, as something less essential, that overwhelming skill
in the painter’s art., So, for example, Raphael’s cartoons are of
inestimable value and they display every excellence of conception, |
but, even in his completed pictures, whatever mastery he may 3
have achieved in design, composttion, and colouring, and in the
purity of his ideal yet always living and individual figures, he is
nevertheless certainly outclassed by the Dutch painters in colour,
landscape, etc. 5till more true is this sort of thing in the case of
the earlier Ialtian masters; in depth, power, and deep feeling
of expression Raphael is just as inferior to them as he soars
above them in a painter’s skill, in the beauty of vivid grouping, in
design, etc. E

(B) Conversely, however, as we saw, painting must go beyond
this immersion 1n the rich content of subjectivity and its infinity, 3
On the contrary it must free, and release into independence, par-
ticular detail, 1.e. what constitutes as it were something otherwise
incidental, ie. the environment and the background. In this §
progress from the most profound seriousness to external details, 3
painting must press on to the extreme of pure appearance, i.e. to
the point where the content does not matter and where the chief
interest is the artistic creation of that appearance. In supreme art
we see fixed the most fleeting appearance of the sky, the time - §
of day, the lighting of the trees; the appearances and reflections of
clouds, waves, lochs, streams; the shimmering and glittering of
wine in a glass, a flash of the eye, a momentary look or smile, &tc.
Here painting leaves the ideal for the reality of life; the effect of
appearance it achieves here especially by the exactitude with which
every tiniest individual part is executed. Yet this i1s achieved by no
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mere assiduity of composition but by a spiritually rich industry
which perfects each detail independently and yet retains the whole
connected and flowing together; to achieve this, supreme skill is
required. Here the thus achieved liveliness in creating an appear-
ance of reality seems to have a higher specific character than the
:deal and therefore in no art has there been more dispute about
ideal and nature, as I have already explained at greater length on
another occasion.! We could of course blame the application of all
artistic means to such a trivial subject-matter, on the ground of
extravagance, yet painting may not spurn this subject-matter
which on its side and alone is fitted to be treated with such art and
to provide this infinite subtlety and delicacy of pure appearance.

(y) But, in painting, artistic treatment does not remain in this
more general opposition [between ideal and nature], but, since
painting in general rests on the principle of the subjective and the
particular, it proceeds to still closer particularization and individu-
alization: Architecture and sculpture do display national differ-
ences, and sculpture especially makes us aware of a more detailed
individuality of schools and single masters. But, in painting, this
variation and subjectivity in the mode of treatment expands
widely and to an incalculable extent, just as the subjects selected
for portrayal cannot be delimited in advance. Here above all we
find asserted the particular spirit of nations, provinces, epochs, and
individuals, and this affects not only the choice of subjects and the
spirit of the artist’s conception, but also the sort of design, group-
ing, shading, handling of the brush, treatment of specific colours,
etc., right down to individual mannerisms and habits.

Since painting has the function of engaging so unrestrictedly in
the sphere of particulars and the inner life, few precise generaliza-
tions can be made about it, just as there are few specific facts about
it which could be cited as universally true. Yet we ought not to be
content with the explanation I have so far given of the principle of
painting’s subject-matter, material, and mode of artistic treatment.
On the contrary, even if we leave on one side the vast variety of
cmpirical detail, we must give closer consideration to some par-
ticular aspects of painting which appear to be decisive.

! See Vol. I, pp. 41-0.
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2. Particular Characteristics of Painting

The different considerations governing this firmer characterization
which we now have to undertake are prescribed to us in advance
by our previous discussion. Once again they concern the subject-
matter, the material, and the artistic treatment of both of these,

(1) The subject-matter, as we have seen, corresponds with the
content of the romantic form of art; but we must raise the further
question of what specific spheres of the wealth of this art-form are
pre-eminently fitted and appropriate to portrayal in painting. _

(i) We are already acquainted with the sensuous material in 3
principle, but we rnust specify in more detail the forms which can
be expressed on a plane surface by colour, because the human %
form and other things in nature are to be made visible in order to 3
make manifest the inner life of tHe spirit. .

(it} Similarly, there is a question about the specific nature of 3
the artistic treatment and portrayal which corresponds in different
ways with the differing character of the subject-matter and there-
fore introduces particular genres of painting,

(@) The Romantic Subject-maiter

Earlier on I referred to the fact that there were excellent painters §
in antiquity, but at the same time I remarked that the mission of }
painting could only be really fulfilled by means of that sort of out-
look and feeling which is in evidence and active in the romantic
form of art. But if we consider this in relation to the subject-matter
it seems to contradict the fact that precisely at the zenith of -
Christian painting, at the time of Raphael, Correggio, Rubens,!
etc., mythological subjects were used and portrayed partly on their
own account, partly decoratively and allegorically in connection
with great exploits, triumphs, royal marriages, etc. A similar thing
has been mentioned in various ways in most recent times. Goethe,
for example, has taken up again the descriptions of the paintings
of Polygnotus by Philostratus, and with his poetic treatment has
freshened up these subjects and renewed them for painters. But
if with these suggestions there is bound up a demand that the
topics of Greek mythology and the stories in the Greek sagas, as
well as scenes from the Roman world (for which the French at

* His inclusion here may seem odd since he is nearly a century luter than the
other two: 1483-1520; 1485~1534; 15771640,
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o certain period of their painting showed a great preference) be
treated and portrayed in exactly the sense and spirit of antiquity, it
must at once be retorted that this past cannot be recalled to life and
that what is specifically characteristic of antiquity cannot be made
perfectly conformable with the principle of painting. Therefore
the painter must make of these materials something totally differ-
ent, and insert into them a totally different spirit, a different mode
of feeling and illustration, from that of antiquity itself, if such
subject-matter is to be brought into harmony with the proper
tasks and aims of painting. So after all the range of these classical
materials and situations is on the whole not that which painting
has developed in a consistent way; on the contrary it has aban-
doned them as at the same time a heterogeneous matter which has
first to be transformed. For, as 1 have already indicated more than
once, painting has primarily to grasp that matenal which, i con-
trast to sculpture, music, and poetry, it is especially able to repre-
sent in an external form. This is the concentration of the spirit
in itself, the expression of which sculpture must ever renocunce,
while music 1n its turn cannot pass over into an external percep-
tible manifestation of the inner life, and poetry itself can only
provide an imperfect vision of what is corporeal. Whereas painting
can link both sides together; in the external itself it can express the
full range of deep feeling; it can take as its essential subject-matter
the deeply stamped particularity of character and characteristics,
and the spiritual depth of feeling in general as well as in particular;
as an expression of that depth of feeling, specific events, relations,
or situations must not appear as simply the unfolding of an indi-
vidual character; on the contrary, what is specifically particular in
that character must appear as deeply engraved or rooted in the
soul and facial expression and as entirely assumed by the external
shape.

But what is required for the expression of spiritual depth as such
is not that original and ideal independence and magnificence of the
classical figures in which individuality remains in immediate har-
mony with the substance of its spiritual being and with the visible
aspect of its appearance in the body; neither is the representation
of the heart satisfied by the Greek natural serenity, cheerfulness in
€njoyment, and bliss of self-absorption. On the contrary the depth
and profound feeling of the spirit presupposes that the soul has
Worked its way through its feelings and powers and the whole of



816 I11. I1I. THE ROMANTIC ARTS

its inner life, i.e. that it bas overcome much, suffered grief, en-
dured anguish and pain of soul, and yet in this disunion has pre-
served its integrity and withdrawn out of it into itself. In the mayth
of Hercules the Greeks have presented us with a hero who after 3
many labours was placéd amongst the gods and enjoyed blissful 3}
peace there. But what Hercules achieved was only something out~ §
stde him, the bliss given him as a reward was only peaceful repose, $
The ancient prophecy that he would put an end to the reign of
Zeus, he did not fulfil, supreme hero of the Greeks though he was,
The end of that rule only began when man conquered not dragons 3
outside him or Lernaean hydras, but the dragons and hydras of his §
own heart, the inner obstinacy and inflexibility of his own self, 3§
Only in this way does natural serenity become that higher serenity §
of the spirit which completely traverses the negative moment of J
disunion and by this labour has won infinite satisfaction. The
feeling of cheerfulness and happiness must be transfigured and
purified into bliss. For good fortune and happiness still involve an .
accidental and natural correspondence between the individual and

his external circumstances; butin bliss the good fortune still attend-

ant on a man’s existence as he is in nature falls away and the whole #
thing is transferred into the inner life of the spirit. Bliss is an
acquired satisfaction and justified only on that account; it is a
serenity in victory, the soul’s feeling when it has expunged from §
itself everything sensuous and finite and therefore has cast aside 3§
the care that always lies in wait for us. The soul is blissful when,
after experiencing conflict and agony, it has triumphed over its
sufferings.

(o) If we now ask what can be strictly ideq/ in this subject-matter,
the answer is; the reconciliation of the individual heart with God
who in his appearance as man has traversed this way of sorrows.
The substance of spiritual depth of feeling is religion alone, the
peace of the individual who has a sense of himself but who finds
true sstisfaction only when, self-collected, his mundane heart is
broken seo that he is raised above his mere natural existence and its
finitude, and in this elevation has won a universal depth of feeling,
a spiritual depth and oneness in and with God, The soul wills
itself, but it wills itself in something other than what it is in its
individuality and therefore it gives itself up in face of God in order
to find and enjoy itself in him. This is characteristic of love, spirt-
ual depth in its truth, that religious love without desire which
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gives to the human spirit reconciliation, peace, and bliss. It 1s not
the pleasure and joy of actual love as we know it in ordinary life,
but 2 love without passion, indeed without physical inclination but
with only an inclination of soul. Looked at physically, this is a love
which is death, a death to the world, so that there hovers there as
something past the actual relationship of one person to another; as
a real mundane bond and connection this relationship has not
come essentially to its perfection; for, on the contrary, it bears in
1self the deficiency of time and the finite, and therefore it leads on
to that elevation into a beyond which remains a consciousness and
enjoyment of love devoid of longing and desire,

This is the trait constituting the soulful, inner, higher ideal
which enters here in place of the quiet grandeur and independence
of the figures of antiquity. The gods of the classical ideal too do
not lack a trait of mourning, of a fateful negative, present n the
cold necessity imprinted on these serene figures, but still, in their
independent divinity and freedom, they retain an assurance of
their simple grandeur and power. But their freedom is not the
freedom of that love which is soulful and deeply felt because this
depends on a relation of soul to soul, spirit to spirit. This depth of
feeling kindles the ray of bliss present in the heart, that ray of a
love which in sorrow and its supreme loss does not feel sang-froid
or any sort of comfort, but the deeper it suffers yet in suffering
still finds the sense and certainty of love and shows in grief that it
has overcome itself within and by itself. In the ideal figures of
antiquity, on the other hand, we do see, apart from the above-
mentioned trait of quiet mourning, the expression of the grief of
noble beings, e.g. in Niobe and the Laocoon. They do not lapse
into grief and despair but still keep their grandeur and large-
heartedness. But this preservation of their character remains
empty; gricf and pain is as it were final, and in place of reconcili-
ation and satisfaction there can only enter a cold resignation in
which the individual, without altogether collapsing, still sacrifices
what he had clung to. It is not a matter of suppressing what is
beneath him; he does not display any wrath, contempt, or vexa-
tion, and yet the loftiness of his individuality 1s only a persistent
self-consistency, an empty endurance of fate in which the nobility
and grief of his soul still appear as not balanced. It is only the
religious love of romanticism which has an expression of bliss and
freedom,.
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‘This oneness and satisfaction is in its nature spiritually con-
crete because it is what is felt by the spirit which knows itself in
another as at one with itself. Here therefore if the subject-matter
portrayed is to be complete, it must have two aspects because love
necessarily implies a double character in the spiritual personality,
It rests on two independent persons who yet have a sense of thesr
unity; but there 1s always linked with this unity at the same time.
the factor of the negative. Love is a matter of subjective feeling,
but the subject which feels is thss self-subsistent heart which, in
order to love, must desist from itself, abandon itself, and sacrifice
the inflexible focus of its own private personality. This sacrifice is
what is moving in the love that lives and feels only in this self-
surrender. Yet on this account a person in this sacrifice still
retains his own self and in the very cancelling of his independence
acquires a precisely affirmative independence. Nevertheless, in the
sense of this oneness and its supreme happiness there still remains
left the negative factor, the moving sense not so much of sacrifice
as rather of the undeserved bliss of feeling independent and at unity
with self in spite of all the self-surrender. 'The moving emotion is
the sense of the dialectical contradiction of having sacrificed one’s
personality and yet of being independent at the same time; this
contradiction is ever present in love and ever resolved in it.

So far as concerns the particular Auman individual personality in
this depth of feeling, the unique love which affords bliss and an
enjoyment of heaven rises above time and the particular individu-
ality of that character which becomes a matter of indifference. 'The
ideal figures of the gods in sculpture do pass over inte one another,
as has been noticed already, but although they are not witheut the
content and range of original and immediate individuality, this
individuality does still remain the essential form of their sculptural
portrayal. Whereas in the pure ray of bliss which has just been
described, particular individuality is superseded: in the sight of
God all men are equal, or piety, rather, makes them all actually
equal so that the only thing of importance is the expression of that
concentration of love which needs neither happiness nor any
particular single object. It is true that religious love too cannot
exist without specific individuals who have some other sphere of
existence apart from this feeling. But here the strictly ideal content
is provided by the soulful depth of spiritual feeling which does not
have its expression and actuality in the particular difference of
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a character with its talent, relationships, and fates, but 1s rather
raised above these. Therefore, when we hear nowadays that the
chief thing in education, and in what a man should require of
himself, 18 concern for differences of personal character (which
implies the fundamentai principle that everyone should be treated,
and that an individual should treat himself, differently from
everyone elsc), this way of thinking s entirely opposed to religious
love in which such individual differences fall into the background.
Conversely, however, just because individual characterization is
the non-essential element which is not absolutely fused with love’s
spiritual kingdom of heaven, it acquires here a greater determinacy.
This is because, in conformity with the principle of the romantic
form of art, it becomes liberated, and it becomes all the more
chardcteristic in that it does not have for its supreme law classical
heauty, L.e. the permeation of immediate life and finite pagticularity
by the spiritual and religious content. Nevertheless this individual
characterization cannot and should not disturb that spiritual
depth of love which on its side is likewise not tied down to indi-
vidual character as such but has become free and 1s 1n itself the
truly independent and spiritual 1deal.

The ideal centre and chief topic of the religious sphere, as has
been explained in our consideration of the romantic form of art, is
love reconciled and at peace with itself. Panting has to portray
spiritual subject-matter in the form of actual and bedily human
beings, and therefore the object of this love must not be pamnted as
a purely spiritual ‘beyond’ but as actual and present. Here we may
specify the Holy Family, and above all the Madonna’s love for her
child, as the absolutely sutable 1deal subject for this sphere. But
on either side of this centre there extends a still wider material,
even if in one respect or another it 1s in itself less perfect for
painting, This whole subject-matter we may articulate in the
following way:

(o) The first topic is the object of love 1tself in its simple uni-
versality and undisturbed unity with itself—i.e. God in his essence,
devoid of any appearance, i.e. God the Father. Here, where
painting intends to present God the Father as he is concetved in
Christian ideas, it has great difficulties to surmount. The father
of gods and men as a particular individual is exhaustively repre-
sented in art in the figure of Zeus, Whereas what God the Father
lacks at once in Christianity is the human individuality in which
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alone art can reproduce the spirit. For, taken in himself, God the
Father is certainly spiritual personality, supreme power, wisdom,
etc., but he is always kept shapeless and as an abstract ens rationds,
But art cannot renounce anthropomorphism and must therefore
give him a human shape. Now, however universal this shape may
be, however lofty, profound, and powerful it may be kept, never-
theless what emerges from it is only a masculine, more or less
serious, individual who cannot completely correspond with our
idea of God the Father. Amongst the older Dutch painters van
Eyck has achieved the summit of excellence possible in thig
sphere in his presentation of God the Father in the altar picture at
Ghent.! This is a work which can be set beside the Olympian Zeus,
Nevertheless, however perfect it may be in its expression of eternal
peace, sublimity, power, and dignity, etc.—and in conception and
execution its depth and grandeur are unsurpassable—it still has in
it something unsatisfying according to our ideas. For God the
Father is presented here as at the same time a human individual,
and this can only be Christ the Son. In him alone have we a vision
of this factor of individuality and humanity as a factor in the
Divine, and we see it in such a way that it is not a najve imaginative
shape, as in the case of the Greek gods, but proves to be an essen~
tial revelation, as what is most important and significant,

(88) The more important object of love presented in paintings
is therefore Christ. With this topic art passes over at the same time
into the fuman sphere which expands beyond Christ into 2 further
province, to the portrayal of Mary, Joseph, John the Baptist, the
Disciples, etc., and finally the people, partly those who follow the
Saviour, partly those who demand Christ’s Crucifixion and mock
at his sufferings.

But here the difficulty already mentioned returns when Christ i3
to be conceived and portrayed in his wniversality, as has been
attempted in busts and portraits. I must confess that to me at
least the satisfaction they are intended to afford is not given by the
heads of Christ that I have seen, e.g. by Carracci,? and above all
the famous head painted by van Eyck, once in the Solly? collection,

I This altar-piece in twelve parts is regarded as the masterpiece of J, van E}’C_k
(t390-1t441). It may have been begun by his elder brother Hubert. Hegel saw 1t
® :8:?:Carracci, 1560-1009, probably, but his brother and his uncle were alse

painters.
3 An Engilish picture-dealer who sold a remarkable collection of fourteenth-
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now in the Berlin Gallery, and that head by Hemling once belong-
ing to the brothers Boisserée,! now in Munich. Van Eyck's head is
in shape, in the forehead, and in its colour and whole conception
magnificent, but at the same time the eye and the mouth do not
express anything superhuman. The impression given is rather of a
fixed seriousnecss which is intensified by the typical character of
the form, parting of the hair, etc. Whereas if such heads incline
in expression and form to that of an individual man, and therefore
.0 something gentle, rather soft and weak, they quickly lose depth
and powerfulness of effect. But, as I have already observed, what
is least of all suited to them is the beauty of the Greek form.
Therefore Christ may be more appropriately taken in the
situations of his earthly life as a subject for paintings. Yet in this
matter an essential difference is not to be overlooked. In the life-
story of Christ the human subjective manifestation of God is 2
chief feature: Christ is one of the Trinity and, as one of its Persons,
comes into the midst of men, and therefore he can be portrayed
also in his appearance as a man, in so far as that appearance
expresses the inner life of the spirit. But, on the other hand, he 1s
not only an individual man but very God. Now in situations where
his Divinity should break out from his human personality,
painting comes up against new difficulties. The depth of all that
this implies begins to become all too powerful. For in most cases
where Christ teaches, for instance, art can get no further than
portraying him as the noblest, worthiest, wisest man, [ike Pythag-
oras, for example, or one of the other philosophers in Raphael’s
School of Athens. Accordingly, one very favourite expedient
painting finds, and is only able to find, by bringing the Divinity of
Christ before our eves, in the main, through placing him in his
surroundings, particularly in contrast to sin, remorse, and peni-
tence, or to human baseness and wickedness, or alternatively
through his worshippers whe, by their worship, deprive him of his
immedjate existence as man, as man like themselves, a man who
appears and exists, so that we see him raised to the spiritual
heaven, and at the same time we have a sight of his appearance not
and fifteenth-century Italian pictures, as well as others, to Frederick William 111

M 1821. They were transferred to the Berlin Gallery when it opened in 1830, so
now’ is Hotho's word, not Hegel’s,
' In 1864 Melchior (1786-1851} and Sulpiz (1783-1854) Boisserée founded a
Eﬂ_llectlcm of pictures in Heidelberg. It was transferred into the possession of the
ing of Bavaria in 1827. For Hemling read Memling.
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only as God but as an ordinary and natural, not ideal, man; we see
100 that as Spirit he exists essentially in humanity, in the Church,
and expresses his Divinity as reflected there. Yet we must not
interpret this spiritual reflection by supposing that God is present
tn humanity only accidentally or in an external form and mode
of expression; on the contrary, we must regard the existence of
the Spirit in the consciousness of man as the essential spiritual
existence of God. Such a mode of portrayal will have tg
appear especially where Christ is to be put before our eyes as man,
teacher, risen, or transfigured and ascended into heaven. But the
means at the disposal of painting, the human figure and its colour,
the flash and glance of the eye, are insufficient in themselves to
give perfect expression to what is implicit in Christ in situations
like these. Least of all can the forms of classical beauty suffice, In
particular, the Resurrection, Transfiguration, and Ascension, and
in general all the scenes in the life of Christ when, after the Cruci-
fixion and his death, he has withdrawn from immediate existence
as simply this individual man and is on the way to return to his
Father, demand in Christ himself a higher expression of Divinity
than painting is completely able to give to him; for its proper
means for portraying him, namely human individuality and its
external form, it should expunge here and glorify him in a purer
light.

More advantageous for art and more in correspondence with its
aim are therefore those situations out of the life-story of Christ
where he appears not yet spiritually perfect or where his Divinity
is restricted and abased, 1.e. at the moment of his self-negation.
This is the case in the childhood of Christ and the story of the
Passion.

The fact that Christ is a child does in one way definitely express
the meaning he has in our religion: he is God who becomes man
and therefore goes through the stages of human life. But at the
same time the fact that he is portrayed as a child implies the ob-
vious impossibility of clearly already exhibiting everything that is
implicit in him. Now here painting has the incalculable advantage
that from the naiveté and innocence of the child it can make shine
out a loftiness and sublimity of spirit which gains in power by this
contrast; though just because it belongs to a child it is asked to
display this depth and glory in an infinitely lower degree than it
would be in Christ the man, the teacher, the judge of the world,
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ete. S0 Raphael’s pictures of the Christ-child, especially the one
in the Sistine Madonna in Dresden, have the most beautiful
expression of childheod, and yet we can see in them something
beyond purely childlike innocence, something which makes
visible the Divine behind the veil of youth and gives us an inkling
of the expansion of this Divinity into an infinite revelation; and at
the same time the picture of a ¢hild has justification in the fact that
in him the revelation is not yet perfect. On the other hand, in van
Eyck’s pictures of the Madonna the child is every time the least
successful part: he is usually stiff and in the immature shape of a
new-born infant. Some people propose to see something inten-
tional and allegorical in this, on the ground that the reason why
the child is not beautiful in these pictures is that it is not the
heauty of the Christ-child that is the object of worship, but Christ
as Christ. Butin art such reflections are out of place, and Raphael’s
pictures of the Christ-child stand in this respect far above van
Eyck’s as works of art.

Equally appropriate is the portrayal of the Passion story—the
mockery, the crown of thorns, the Ecce Homo, the carrying of the
cross, the Crucifixion, the Descent from the Cross, the Entomb-
ment, etc. For here the subject is provided precisely by God in the
opposite of his triumph, in the abasement of his limitless power and
wisdom. Not only does it remain possible for art to portray this
material in a general way, but originality of conception has at the
same time great scope here without deviating into the fantastic, It
15 God who suffers in so far as he is man, confined within this
specific limitation, and so his grief does not appear as merely
human grief over a human fate; on the contrary, this is an awesome
suffering, the feeling of an infinite negativity, but in 2 human
person as his personal feeling. And yet, since 1t is God who suffers,
there enters again an alleviation, a lowering of his suffering which
cannot come to an outburst of despair, to grimaces and horror.
This expression of suffering of soul is an entirely original creation
especially by several Ttalian masters, In the lower parts of the face
grief is just seriousness, not, as in the Laocoon, a contraction of
the muscles which could be taken to indicate an outcry, but in the
¢yes and on the forehead there are waves and storms of the soul’s
suffering which, as it were, roll over one another. Drops of sweat
break out, indicating inner agony, on the forehead, just where the
chief determinant is the immovable bone. And precisely at this
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point where nose, e€yes, and forehead mieet, and where inner
thinking and the nature of spirit are concentrated and emergent,
there are only a few muscles and folds of skin which, being in-
capable of any great play, can therefore exhibit this suffering as
restrained and at the same time as infinitely concentrated. 1 have
in mind in particular a head in the Schleissheim gallery® in which
the master (Guido Reni, 1 think) has discovered, as other masters
too have done in similar pictures, an entirely peculiar tone of
colour which is not found in the human face. They had to disclose 3
the night of the spirit,? and for this purpose fashioned a type of %
colour which corresponds in the most splendid way to this storm,
to these black clouds of the spirit that at the same time are firmly
controlled and kept in place by the brazen brow of the divine
nature, :

As the most perfect subject for painting I have already specified 3
inwardly satisfied [reconciled and peaceful] love, the object of which %
is not a purely spiritual ‘beyond’ but is present, so that we can see ;3
love itself before us in what is loved. The supreme and unique
form of this love is Mary’s love for the Christ-child, the love of the §
one mother who has borne the Saviour of the world and carries 3
him in her arms. This is the most beautiful subject to which :
Christian art in general, and especially painting in its religious ‘N
sphere, has risen. A

The love of God, and in particular the love of Christ who sits at %
the right hand of God, is of a purely spiritual kind. The object of §
this love is visible only to the eye of the soul, so that here there is
strictly no question of that duality which love implics, nor is there 8
any natural bond established between the lovers or any chatrt /]
linking them together from the start. On the other hand, any other §
love is accidental in the inclination of one lover for another, or, 4
alternatively, the lovers, e.g. brothers and sisters or a father in his 3§
love for his children, have outside this relation other concerns 3
with an essential claim on them. Fathers or brothers have to apply |
themselves to the world, to the state, business, war, or, in short,
to general purposes, while sisters become wives, mothers, and s0 3
forth. But in the case of maternal love it is generally true that 3 3
mother’s love for her child is neither something accidental nor 3

i In a fine palace north of Munich., G. Reni, 1575—1642. 3
2 This is the Second Night in the Dark Night of St. John of the Cross, from 3}
whom Hegel's metaphor seems to be drawn. X
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just 2 single feature in her life, but, on the contrary, it 1s her
suprerne vocation on earth, gnd her nat}lral character and most
sacred calling directly coincide. But while other loving mothers
see and feel in their child their husband and their inmost union
with him, in Mary’s relation to her child this aspect is always ab-
sent. For her feeling has nothing in common with a wife’s love for
her husband; on the contrary, her relation to Joseph is more like
4 sister’s to a brother, while on Joseph’s side there is a secret awe
of the child who is God’s and Mary’s. Thus religious love in its
fullest and most intimate human form we contemplate not in the
suffering and risen Christ or in his lingering amongst his friends
but in the person of Mary with her womanly feeling. Her whole
heart and being is human love for the child that she calls her own,
and at the same time adoration, worship, and love of God with
whom she feels herself at one. She is humble in God’s sight and
yet has an infinite sense of being the one woman who 18 blessed
above all other virgins. She is not self-subsistent on her own
account, but is perfect only in her child, in God, but in him she is
satisfied and blessed, whether at the manger or as the Queen of
Heaven, without passion or longing, without any further need,
without any aim other than to have and to hold what she has.

In its religious subject-matter the portrayal of this love has a
widc series of events, including, for example, the Annunciation,
the Visitation, the Birth, the Flight into Egypt, etc. And then there
are, added to this, other subjects from the later Iife of Christ, i.e.
the Disciples and the women who follow him and in whom the
love of God becomes more or less a personal relation of love for a
living and present Saviour who walks amongst them as an actual
man; there is also the love of the angels who hover over the birth
of Christ and many other scenes in his life, in serious worship or
innocent joy. In all these subjects it is painting especially which
presents the peace and full satisfaction of love,

But nevertheless this peace is followed by the deepest suffering.
Mary sees Christ carry his cross, she sees him suffer and die on the
cross, taken down from the cross and buried, and no grief of
others is so profound as hers. Yet, even in such suffering, its real
burden is not the unyieldingness of grief or of loss only, nor the
weight of a necessary imposition, nor complaint about the injus-
tice of fate, and so a comparison with the characteristic grief of
Niobc is especially approprizte. Niobe too has lost all her children

RT3,z H
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and now confronts us in pure sublimity and unimpaired beauty.
What is kept here is the aspect of her existence as an unfortunate
woman, the beauty that has become her nature and makes up the
whole of her existence in reality; her actual individuality remaing
what it is in her beauty. But her inner life, her heart, has lost the
whole burden of its love and its soul; her individuality and beauty
can only turn into stone.’ Mary’s grief is of a totally different kind.
She 1s emotional, she feels the thrust of the dagger into the centre
of her soul, her heart breaks, but she does not turn into stone. She
did not only kave love; on the contrary, her whole inner life is love,
the free concrete spiritual depth of feeling which preserves the
absolute essence of what she has lost, and even in the loss of the
loved one she ever retains the peace of love. IHer heart breaks; but
the very substance and burden of her heart and mind which

shines through her soul’s suffering with a vividness never to be lost 3

is something infinitely higher. This is the living beauty of soul in
contrast to the abstract substance which, when its ideal existence
in the body perishes, remains imperishable, but in stone.

Lastly, a final subject for painting in connection with Mary is
her death and her Assumption.? The death of Mary in which she
recovers the attraction of youth has been beautifully painted by
Scorel especially. Ilere this master has given to the Virgin the
expression of walking in her sleep, of the presence of death, of
rigidity, and of blindness to everything external, along with the
expression of her spirit which, though still peeping through her
features, exists and is blissful elsewhere.

(yy) But, thirdly, there enters into the sphere of this actual
presence of God in his and his friends’ life, in his sufferings and
glory, humanity, the subjective consciousness which makes God,
or in particular his acts in his historical life, into an object of its
love and so is related to the Absolute and not to some temporal
state of affairs. Ilere too there are three aspects to emphasize: (i)
tranquil worship, (ii) repentance and conversion which internally
and externally repeat the Passion story of God in man, and {iii) the
soul’s inner transfiguration and bliss of purification.

{i) Worship as such especially provides the subject-matter of

1 Hegel has in mind again the story that, after the death of her children, Nicbe
went to Mt. Sipvlon and, at her own request, wes turned into a stone by Zeus-

2 The doctrine of the Bodily Assumption had not been defined in Hegel’s
day, but it was believed in many places.
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rayer. This is indeed a situation of humility, of the sacrifice of
self and the quest for peace in another, but still it.is not so much
begging (Bitten)) as praying (Beten). Of course begging and praying
are closely related because a prayer may also be a begging. Yet
begging proper wants something for itself; it is addressed to some-
one who possesses something essential to me, in the hope that my
begging will incline his heart to me, weaken his heart, and stimu-
Jate his love for me and so arouse in him a sense of identity with
me. But what I feel in begging him is the desire for something that
he is to lose when I get it; he is to love me so that my own selfish-
ness can be satisfied and my interest and welfare furthered. But 1

ive nothing in return except perhaps an implicit avowal that he
can ask the same things of me. This is not the kind of thing that
prayet is. Prayer is an elevation of the heart to God who is absolute
love and asks nothing for himself. Worship itself is the praver
answered; the petition itself is bliss. For although prayer may also
contain a petition for some particular thing, this particnlar request
is not what should really be expressed; on the contrary, the essen-
tia] thing is the assurance of simply being heard, not of being
heard in respect of this particular request, but absolute confidence
that God will give me what is best for me. Even in this respect,
prayer is itself satisfaction, enjoyment, the express feeling and
consciousness of eternal love which is not only a ray of transfigura-
tion shining through the worshipper’s figure and situation, but is
in itself the situation and what exists and is to be portrayed. This
is the prayerful situation of e.g. Pope Sixtus in the Raphael picture
that is called after him," and of St. Barbarz in the same picture;
the same is true of the innumerable prayerful situations of Apostles
and saints (e.g. St. Francis) at the foot of the Cross, where what 1s
now chosen as the subject is, not Christ’s grief or the timorousness,
doubt, and despair of the Disciples, but the love and adoration of
God, the prayer that loses itself in him.

_ Especially in the earlier ages of painting there are faces of this
kind, usually of old men who have gone through much in life and

. The Sistine Madonna is so called because it carue from the church of San
Sisto in Piaccnza. The St. Sixtus to whom the church is dedicated was a saint
who became Pope Sixtus 111 (d. 440). In the picture Raphael gave him the
fﬁ:at‘ures of Pope Julius II who died in 1413, i.e. at about the time when the
Picture wag painted. It has ne connection with the Sistine Chapel or, despite
Ehat Bénard thinks, with Pope Sixtus V who was not born until a year after

aphae] died,
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suffering. The faces have been treated as if they were portraits, yet
they are those of worshipful souls. The result is that this worship
is not their occupation at this moment only, but on the contrary 3
they become priests, as it were, or saints whose whole life, thought,
desire, and will is worship, and their expression, despite all por. 1
traiture, has in it nothing but this assurance and this peace of love, |
Yet things are different already in the case of the older German and E:
Flemish masters. The subject of the picture in Cologne Cathedral, J
for instance, is the patron saints of Cologne and the adoration of the _'
Magi, and this topic 1s much favoured too in the school of van 3
Eyck. Here those in prayer are often well-known people, princes, .3
etc., as e.g. it has been proposed to recognize in the famous prayer §
picture {in the Boisserée collection), said to be by van Eyck,! ag }
two of the Magi, Philip of Burgundy and Charles the Bold, In }
these figures we see that they are something else beyond praying §
and that they have other business. It is as if they go to Mass only on ]
Sundays or early in the morning, while in the rest of the week, or. i
the day, they pursue their other concerns. Especially in Flemish or
German pictures those who commissioned them appear as pious 3
knights, or God-fearing housewives, with their sons and daughters! ‘3
They are like Martha who goes about the house, careful and §
troubled about many things external and mundane, and not like
Mary who chose the better part.2 Their piety does not lack heart j
and spiritual depth, but what constitutes their whole nature is not ‘3
the song of love which should have been their whole life, as it is }
the nightingale’s, and not merely an elevation, a prayer or thanks ;-'
for a mercy received. -4

‘The general distinction to be made in such pictures between '3
saints and worshippers on the one hand, and, on the other, pious
members of the Christian church in their actual daily life may be ;
indicated by the fact that, especially in Italian pictures, the wor-
shippers display in the expression of their piety a perfect corre-
spondence between their inner self and their outward behaviour.
'The soulful mind appears also as the soulfulness especially of the
cast of features which expresses nothing opposed to the feelings of
the heart or different from them. Yet this correspondence does not
always exist in real life. A child in tears, for example, especially

! The picture was cetalegued as by van Eyck, but it is actually by Rogier van
der Weyden (1400-64).
2 Luke 1o: 41-2.
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when it Is just beginning to cry, often leads us to laugh at its
rimaces, quite apart from the fact that we know that its suffering
is not worth tears, Similarly, older people screw up their faces when
they want to laugh, because their features are too fixed, cold, and
stiff for them to be accommodated to a natural unrestrained laugh
or friendly smile. This lack of correspondence between the feeling
and the visible forms in which piety is expressed must be avoided
by painting which, so far as possible, must produce a harmony
between inner and outer; and this, after all, the Italian painters
have done in the fullest measure, while the Flemish and German
ones, because of their portraiture, have been less successful,

I will add, as a further comment, that this soulful worship must
not be a call of anguish in distress, whether in soul or in outward
circumstances, like that in the Psalms and many Lutheran hymns
—¢.g. [Psalm xlii] ‘as the hart panteth after the water brooks, so
panteth my soul after thee, O God’—but on the contrary a fusion
with the Divine {even if not so sweet as it is in the case of nuns),
a surrender of the soul, and a delight in this surrender, a sense of
satisfaction and completion. For the beauty of the romantic ideal
has nothing to do with the distress of faith, the anguished pining
of the soul, the doubt and despair which gets no further than
struggle and disunion, with hypochondriacal piety like this, which
never knows whether it is not still sunk in sin, whether its repen-
tance is genuine, whether its pardon is assured, or with such a sur-
render in which the individual cannot relinquish himself and
shows this precisely by his anguish. Rather may worship direct the
eye longingly to heaven, although it 15 more artistic and satisfying
if the eye is directed to a present and this-world object of prayer,
e.g. to Mary, Jesus, a saint, etc. It is easy, far too easy, to give
a higher interest to a picture by making the chief figure raise his
eyes to heaven, to something beyond this world; after all, nowa-
days this easy means has often been used to make God and religion
tl}e foundation of the state or to prove anything and everything by
biblical quotations instead of from the rational heart of actuality.
II_I Guido Reni, for instance, it has become a mannerism of his to
give his figures this look and raising of the eyes. His Assumption
of Mary, in the Munich gallery, for example, has won the highest
fame from friends and connoisseurs of art, and certainly it has a
Supreme effect in the lofty glory of the transfiguration, the immer-
510m and dissolving of the soul in heaven, and in the entire attitude
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of a figure hovering aloft in heaven, as well as in the clarity and
beauty of the colour. Nevertheless I find it less satisfactory for
Mary than when she is portrayed in her present love and bliss as
she has her eye on her child. The longing and striving in her look
towards heaven borders too nearly on modern sentimentalism. 4

(ii) The second point concerns the entry of the negative into this
spiritual worship and love. The Disciples, saints, and martyrs
have to traverse the road of grief (whether within or imposed on §
them from without) which Jesus walked before them in the events
of the Passion. ;

This grief lies in a way at the boundaries of art which painting
may readily be inclined to cross by taking as subjects the cruelty 5
and horror of physical suffering—flaying, burmng at the stake, the °
torment and agony of crucifixion. But, if painting is not to depart ;
from the spiritual ideal, this it cannot be allowed to do, and not 1
simply because there is no beanty in bringing martyrdoms of this sort §
clearly before our eyes or because we have weak nerves nowadays, 3
but for a deeper reason, namely that the ideal has nothing to do §
with this physical aspect of suffering. The real topic to be felt and 3
presented is the history of the spirit, the soul in its sufferings of 4
love (not the immediate physical suffering of an individual in i
himself), grief at the sufferings of someone else, or grief of heart at
personal unworthiness. The steadfastness of the martyrs in their
physical horrors is a steadfastness which does endure purely phy- }
sical suffering, but in the spiritual ideal the soul has to do with j
itself, its pain, the wounding of its love, with inner repentance,
sorrow, regret, and remorse,

But even in this inner agony the positive element is not missing, 3
The soul must be assured of the objective absolutely complete ]
reconciliation of man with God and be anxious only about whether
this eternal salvation is purely subjectize within it. Thus we com= 3
monly see penitents, martyrs, monks who in their certainty of an §
objective reconciliation are still plunged in mourning for a heart
which should have been surrendered, or who have actually accom- §
plished this self-surrender and yet still want to know this recon~ 3
ciliation achieved ever anew and so have ever again and again &
imposed penances on themsclves. g

Here two different starting-points can bé taken. If artists take a8 3
a basis an original and natural cheerfulness, freedom, serenity, and §
a decisiveness which can take life easily with its actual ties and 7§
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uickly make its account with them, then there can still more
readily be associated with ita natural nobility, grace, cheerfulness,
freedom, and beauty of form. If on the other hand the presupposi-
tion is a stiff-necked, arrogant, crude, and narrow mentality, then
for overcoming it a harsh power is required to extricate the spirit
from sense and the world, and win the religion of salvation,
Therefore in the case of this refractoriness harsher forms of force
and firmness enter; the scars of the wounds which have to be
inflicted on this obstinacy are more visible and permanent, and
beauty of form disappears.

(iif) The positive aspect of reconciliation, transfiguration out of
grief, bliss won as a result of repentance, may be made an inde-
pendent topic for painting, a subject, it is true, which may easily
lead the artist astray.

These are the chief differences in the absolute spiritual ideal as
the essential subject-matter of romantic painting, This (s the
burden of its most successful, most celebrated works—works that
are immortal because of the depth of their thought. And when their
burden is truthfully portrayed, they are the supreme elevation of
mind to its blessedness, the most soulful thing, the greatest spiri-
tual depth that any artist can ever provide.

After this relipious sphere we have now to mention two other
different areas of romantic painting.

(B) The opposite of the religious sphere is, taken in itself, alto-
gether lacking in spiritual depth or the Divine, 1.e. it is nature, and,
mare precisely in the case of painting, landscape. The character of
religious subjects we have so interpreted as expressing in them the
substantive spiritual depth of the soul, love’s abiding in itself in
God. But spiritual depth of feeling has still another content. In
what is plainly external it can find an echo of the heart, and in the
objective world as such can recognize traits akin to the spirit. In
their direct appearance, hills, mountains, woods, glens, rivers,
mt_%a.dows, sunshine, the moon, the starry heavens, etc., are per-
Eﬂl:«'f:d as simply mountains, rivers, sunshine, etc., but first, these
objects are of interest in themselves because it is the free life of
Rature which appears in them and produces a correspondence with
the spectator who is living being too, and secondly, these particu-
At natural and objective things produce moods in our heart which
correspond to the moods of nature. We can identify our life with
this life of nature that re-echoes in our soul and heart, and 1n this
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way possess in pature a spiritual depth of our own. Just as Arcad- }
ians spoke of a Pan who made them shuddering and terror-struck 4
in the gloom of the woods,? so the different features of the natural |
landscape in their calm serenity, their fragrant peace, their fresh-
ness in spring and deadness in winter, their morning wakening and 3
their evening repose, etc., correspond to specific states of the soul, 1
"The peaceful depths of the sea, the possibility that these depths may §
burst forth with infinite power, have a relation to the soul, white, 3
conversely, a storm, the roaring, swelling, foaming, and break. 3
ing of storm-tossed waves move the soul to a sympathetic voice, 2
This depth of spiritual feeling painting also takes as a subject. #
But on this account these natural objects as such in their purely
external form and juxtaposition should not be the real subjects j

mere imitation; on the contrary, the life of nature, which extends 4
through everything, and the characteristic sympathy between
objects thus anirnated and specific moods of the soul, 1s what ;'_
painting has to emphasize and portray in a lively way in its land~ §
scapes. This profound sympathy is alone the spiritual and deeply 4
emotional factor which can make nature not a mere anlronment
[or background] but a subject for painting on its own account. : 3

() A third and last kind of spiritual depth of feeling is what we §
find partly in wholly insignificant objects torn from their living 3
environment, and partly in scenes of human life which may§
appear to us as purely accidental or even base and vulgar. Elses §
where? [ have tried already to justify the artistic appropriateness,
of such subjects. Here I will add to the previous discussion onl:f 3
the fﬂllnwmg remarks with reference to painting, 3

Painting is concerned not only with the subjective inner life a8 §
such but at the same time with the inner life as particularized 4
within. Precisely because it is the particular which is the principle 3
of this inner life, this life cannot stay with the absolute subjectr 3
matter of religion, nor can it take as its content from the external ;3
world the life of nature only and its specific character as [andacape; {_
on the contrary, it must proceed to anything and everything in 3
which a man as an individual subject can take an interest or find ﬁ:
satisfaction. Even in pictures drawn from the sphere of religion, 7

t ‘Barbarians were seized by the Panic terror. It is said that terror without
a reason comes from Pan' {Pausanias, X, 23. 5.
? Bee above in Vol. 1, pp. 168-171 and 567-600.
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the higher art rises the more-does it carry its subject-matter into
mundane and present reality, and thereby give to it the perfection
of worldly existence, with the result that the chief thing is the
sensuous existent created by art, while the interest of worship de-
creases. For here, after all, art has the task of working out these
ideal subjects inte actuality, of making visible to sense what is
withdrawn from sense, and bringing into the present, and human-
izing, topics drawn from scenes that are far off and past.

At the stage we have now reached it is a deep sense of onencss
with what is immediately present, with our everyday surroundings,
with the commonest and tiniest details, that becomes the subject-
matter of painting.

(x) If we ask what the really artistically appropriate subject-
matter is in what otherwise is the poverty and accidental character
of such material, the answer is that the substance maintained and
emphasized in these things is the life and joy of independent
existence in general which persists amid the greatest variety of
individual aims and interests. Man always lives in the immediate
present ; what he does at every moment is something particular, and
the right thing is simply to fulfil every task, no matter how trivial,
with heart and soul. In that event the man s at one with such an
individual matter for which alone he seems to exist, because he has
put his whole self and all his energy into it. This cohesion [between
the man and his work] produces that harmony between the subject
and the particular character of his activity in his nearest circum-
stances which is also a spiritual depth and which is the attractive-
ness of the independence of an explicitly total, rounded, and
perfectexistence. Consequently, the interest we may takein pictures
of objects like those mentioned does not lie in the objects them-
selves but in this sou! of life which in itself, apart altogether from
the thing in which it proves to be living, speaks to every uncotrupt
mind and free heart and is to it an object in which it participates
and takes joy. We therefore must not allow our pleasure to be
diminished by listening to the demand that we are to admire these
works of art on the ground of their so-called ‘naturalness’ and their
deceptive imitation of nature. This demand which such works
S¢em 0 make obvious is itself enly a deception which misses the
real point. For it implies that our admiration results from an
€xternal comparison between a work of art and 2 work of nature
and is based only on 2 correspondence between the painting and
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something that exists there already, while here the real subject-
matter and the artistic thing in the treatment and execution is the
correspondence of the portrayed object with dself, for this (g
reality explicitly ensouled. On the principle of deception, Denner's
portraits may be praised: they are indeed imitations of nature, but
for the most part they do not hit that life as such which is the
important thing here; on the contrary, they go on in detail to
portray hairs and wrinkles, and in general what is not exactly
something abstract and dead, though neither is it the life of the
human face.

Further, if we allow our pleasure to be trivialized by accepting
the supercilious intellectual reflection that we should regard such
objects as vulgar and unworthy of our loftier consideration, we are
taking the subject-matter of painting in a way quite different from
that in which art really presents it to us. For in that case we are
bringing with us only the relation we take up to such objects when
we need them or take pleasure in them or regard them from the
point of view of the rest of our culture and our other aims; i.e. we
are treating them only according to their external purpose, with
the result that it is our needs which become the chief thing, a
living end in wtself, while the life of the object is killed because the
object appears as destined essentially to serve as a mere means or
to remain wholly indifferent to us becausc we cannot use it, For - §
example, a ray of sunshine falling through the open door of & room
we are entering, a neighbourhood we travel through, a scmpstress,
a maid we see busy at her work, all these may be something wholly
indifferent to us because we are giving free rein to thoughts and
interests far remote from them. Consequently, in our sohloquy or
conversation with others, the existing situation confronting us is
too weak, in comparison with our thoughts or talk, to be put into
words, or it arrests an entircly fleeting attention which goes no
further than the barc judgement: ‘How beautiful, or picasing, or
ugly’. Thus we enjoy even the jollity of a ceilidh because we are
just lookers-on in a casual way, or we get out of the road and des-
pise it because we ‘are enemies of everything uncivilized'.! Our
attitude is the same to the human faces that we meet in company
every day or encounter by accident. Here our personality and our
varied preoccupations always have their part to play. We are
impelled to say this or that to this or that man; we have business

i Gocethe, Faust, line 944 (pt- 1, sc. 2),
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to transact, things to consider; we have this or that to think about
him, we see him in this or that situation of his that we know, and
we direct our conversation accordingly, for we say nothing about
this or that in order not to wound him, we do not touch on a sub-
ject because he might take it ill of us if we did. In short, we always
kecp in view his life-story, his rank and class, our attitude to him
and our business with him, so that either we preserve a practical
relation to him or else we are indifferent to him and absent-
mindedly fail to attend to him.

But, in portraying such living realities, art entirely alters our
attitude to them because it cuts away all the practical ramifications,
which otherwise connect us with things in the world, and brings
them to us in an entirely contemplative way; and it also cancels all
our indifference to them and leads our notice, preoccupied other-
wise, entircly to the situation portrayed, on which, if we are to
enjoy it, we must pull ourselves together and concentrate. By is
mode of portraying the ideal, sculpture in particular suppresses
from the start a practical relation to its subject, because a sculpture
shows at once that it does not belong to this practical and real
sphere. Whereas painting conducts us at once, on the one hand,
into the present and its more closely related world of every day,
but, on the other hand, in that present-day world it cuts all the
threads of attractiveness or distress, of sympathy or antipathy,
which draw us to it or the reverse, and it brings these present
objects nearer to us as ends in themselves in their own particular
liveliness. What happens here is the opposite of what [A. W]
Schlegel, in the story of Pygmalion, describes so wholly prosaically
as the return of the perfect work of art to common life, where what
matters is subjective inclination and enjoyment in the real. This
return is the opposite of that removal of objects from any relation
to our n¢eds which art affords and precisely in this way puts before
our cyes their own independent life and appearance.

(BS) Just as art in this sphere revindicates the lost independence
of a subject-matter to which we otherwise do not allow full liberty
[0 its own special character, so, secondly, it can immobilize those
objects which in reality do not stay leng enough for us to notice
them cxplicitly, The greater the height that nature reaches in
Its organisms and their mobile appearance, the more it resemblesan
actor who works for a momentary effect. In this connection I have
already earlier eulogized art for its ability to triumph over reality
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and give permanence to what is most fleeting. In painting thig
making the momentary permanent is evident in the momentary life 2
that is concentrated in specific situations and also in the magic of §
their pure appearance in their varying momentary colour. For 4
example, a troop of calvary can alter at every minute in its group. |
ing and in the position of its every member. If we ourselveg 3
belonged to it we would have plenty of other things to do than
to notice the living spectacle of these changes: we would have to 3
mount, dismount, fif! our knapsack, eat, drink, rest, unharness the '{
horses, water them, fodder them, etc. ;or if in our ordinary practical -§
life we were spectators, we would look on with a totally different 4
interest: we would want to know what the troop was doing, where 3
its members came from, why they were drawn up, etc. The painter, :
on the other hand, espies the most ephemeral movements, the §
most fleeting facial expressions, the most momentary appearances
of colour in this kaleidoscope, and brings them before our eyes in
the interest of this vivacity of appearauce which, but for him,
would vaunish. It is especially the play of colour’s appearance, not 3
just colour as such, but its light and shadow, the way that objects, }
appear in the foreground or the background, that provides the §
reason why the picture seems life-like. This is something which §
art alone brings to our awareness, but it is an aspect of works of art
to which we commonly give less attention than it deserves. More- 3
over, in these matters the artist borrows from nature its privilege 3§

of entering into the smallest detail, of being individualized con- 4

cretely and definitely, because he confers on his subjects the like §
individuality of living appearance in its quickest flashes, and yet 3%
he does not provide immediate and slavishly imitated details for
mere perception but produces for imagination something quite
specific in which at the same time the universal remains effective,

(vy) The more trivial are the topics which painting takes as its
subjects at this stage, in comparison with those of religion, the
more does the chief interest and importance become the artist’s
skill in production, his way of seeing, his manner of treatment and
elaboration, his living absorption in the entire range of his
chosen tasks, and the soul and vital love of his execution itself.
But whatever his subject becomes under his hand, it must not be
different from what it 1 or can be in fact. We think that we are
looking at something quite different and new only because in the
real world we have not attended in such detail to similar situations
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aud their colour. Of course, on the other hand, something new 1s
-ndeed added to these commonplace subjects, namely the love, the
mind and spirit, the soul, with which the artist seizes on them,
makes them his own, and so breathes his own inspiration of pro-
duction as a new life into what he creates.

These are the most essential points for notice in connection with
the subject-matter of painting.

(&) More detailed Characterization of the Sensuous Material of
Painting

The aspect next to be discussed concerns the more detailed
characteristics to which the sensuous material must prove to be
amenable if it is to lend itself 1w the subject-matter indicated
ahove.

(=) The first thing of importance in this connection is linear
perspective. It comes in of necessity because painting has at its
disposal only a suface; it can no longer spread out its figures along-
side one another on one and the same plane, as the bas-relief of
Greek sculpture could, but must proceed to 2 mode of presenta-
tion which has to make apparent to us the distance between ob-
jects in all three spatial dimensions. For painting has to develop
its chosen subject-matter, to put it before cur eyes in its manifold
movement, and to bring figures into a varied connection with their
external natural landscape, or with buildings, the rooms they are
in, etc., to an extent quite beyond what sculpture can achieve in
any way, even in reliefs. Instead of what painting in this connec-
tion cannot place before us in its actual distance, as sculpture can
in a real way, it must substitute the pure appearance of the reality.
In this matter its first recourse is to divide the one surface confron-
ting it into different planes apparently lying distant from one
another, In this way it acquires the opposition of a near foreground
and a distant background, and they are connected together again
by the middle distance. It sets down its subjects on these different
planes, Now the further that objects lie from the eye, the more do
Fhe}' diminish proportionately, and this decrease in size follows
In the very nature of optical laws determinable mathematically.
Consequently painting has to accept and follow these rules which

ave a specific sort of application owing to the transfer of objects
t0 a single surface. This is the necessity for the so-called linear or
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mathematical perspective in painting; but the detailed rules for it
we do not have to discuss here.

{8) Secondly, however, the subjects painted are not only at a
specific distance from one another, but they are also different in
form. This particular spatial delimitation by which each object ig
made visible in its specific shape is a matter of draughtsmanship,
It 13 the drawing alone which provides the distance of objects
from one another and also their individual shape. Its principal
law is exactitude in [delineating] form and distance. It is true that
this is primarily related not to the expression of spirit but only to
what appears externally, and therefore it constitutes only a purely
external fundamental principle. Nevertheless, it is of great diff-

culty, especially in the case of organic forms and their manifold

movements owing to the foreshortenings which these necessitate,
Since these two aspects relate purely to the shape and its spatial
totality, they constitute the plastic or sculpturalelement in painting,
Since this art also expresses the inmost life in an external shape,
it can neither give up this element, nor, from another point

of view, fail to go beyond it. For its proper task is colouring, so

that, in genuine painting, distance and shape win their proper
presentation and their real appearance only in differences of colour.

{v) Consequently, it is colour, colouring, which makes a painter
a painter. It is true that we linger over draughtsmanship and
especially over sketches as over something clearly indicative of
genius; but no matter with what richness of invention and wealth
of imagination the inner spirit may directly emerge in sketches
from the, as it were, more transparent and thinner veil of form,
still painting must paint if it intends to portray its subjects in their
living individuality and particular detail and not to stop, in its
visible aspect, at presenting only an abstraction. Nevertheless, this
is not to imply that significant value is to be denied to the drawings,
and especially the free-hand drawings, of great masters like

Raphael and Albrecht Diirer. On the contrary, from one point of

view it is precisely these free-hand drawings which have the great-
est interest because we see in them the miracle that the whole
spirit of the artist passes over immediately into the manual dexter-
ity which with the greatest ease, without groping, sets before us
in the production of a moment everything that the artist’s spirit
contains. For example, Direr's marginal drawings in the Prayer
Book in the Munich Library have an indescribable spirituality and
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freedom: conception and execution appear as one and the same,
whereas in paintings we cannot get rid of the idea that perfection
has been achieved in them only after scveral over-paintings and
4 continuous process of advance and improvement.

Despite this, it is enly by the use of colour that painting gives
to the life of the soul its really living external appearance. But not
all schools of painting have reached the same height in the art of
colouring. Indeed it is a pecullar phenomenon that hardly any
painters, except the Venetian and especially the Flemish, have
become perfect masters of colour: both these groups lived near the
sea in a low-lying country intersected by fens, streams, and canals.
In the case of the Dutch, their mastery may be cxplained by the
fact that, owing to their always misty horizon, they had before
them the persistent idea of a grey background and then, owing to
this murkiness, they were all the more induced to study and em-
phasize colour in all its effects and varieties of lighting, reflection,
brilliance, etc., and to find precisely in this the chief task of their
art. Compared with the Venetians and the Dutch, the rest of Italian
painting, with the exception of Correggio and a few others, seems
dry, sapless, cold, and lifeless.*

In connection with colour, the following more detailed points
of the greatest importance may be emphasized.

(xx) First, the abstract foundation of all colour, namely the light
and the dark. If effect is given to this opposition and its mediations
independently of colour differences, what then comes into view are
only the oppositions of white, as light, to black, as shadow, and
their transitions and nuances; these integrate the drawing because
they belong to the strictly plastic character of the shape, and pro-
duce the prominence, the lowering, the contours, and the distance
of the objects portrayed. In this connection we may mention here,
in passing, the art of etching which is solely concerned with the
light and the dark as such. Apart from the endless industry and
most careful workmanship demanded by this art, which is to be
valued highly when it reaches its zenith, there are linked together
I it, as in the art of printingtoo, both intelligence and theutility of
multiplying copies. Yet, unlike drawing as such, it is not confined
purely to light and shade but, especially in its recent development,
1t struggles-to rival painting and, over and above the light and the

¥ If the ‘others” had been specified, this judgement might have seemed less
SWECRIng.



B4o I1I. II1. THE ROMANTIC ARTS

dark effect produced by the lighting, to express also those differ-
ences of greater light and darkness which arise from local colouy
itself;? as, for instance, in an etching the diffcrence between light
and dark hair can be made visible with the same lighting.

But although in painting, as I said, light and dark provide only

what is fundamental, this foundation 1s of the highest impeortance,
For this alone determines the foreground and background, the
contours, it general the proper appearance of the shape as a
visible shape, and, in short, what is called ‘modelling’.2 Those who
are masters in colour have pursued this, in this respect, into the

shadows, and only in this way do they produce their supreme
effects. Yet they arc allowed this opposition only in so far as it does
not remain rigid, i.e. in so far as it does not remain devoid of a
wealthy play of transitions and mediations which put everything
into 2 flow and interconnection and proceed to the most delicate
nuances. But if such oppositions are missing, the whole thing

becomes flat, because 1t is only the difference of light and dark 4

which can emphasize some specific parts and put others in the
background. Especially in rich compositions with wide distances
between the subjects to be represented is it necessary to go into the
darkest detail in order to have a broad scale of light and shadow,

The closer determinacy of light and shadow depends principally
on the sort of illumination chosen by the artist. All the most varied
differences arise from daylight, morning, midday, and evening
light, sunshine or moonshine, clear or cloudy skies, light in storms,
candlelight, a protected light, one falling on one spot or spread
equally through a room, in short all the most varied modes of
illumination. In the case of a public and complicated affair, a situa-
tion clear in itself to which we are wide awake, artificial lighting is
rather an accessory, and the artist docs best to use ordinary day-
Light, so long as the demands of dramatic vivacity, the desired
emphasis on specific figures and groups and the soft-pedalling of
others, do not necessitate an unusual mode of lighting which is
more favourable for such differences. For this reason the great
painters in the older schools made little use of contrasts in lighting

I Any black and white representation of 2 scene can, like a photograph, differ-
entiate {a) the varying intensity of illumination falling on various objects, and ()
the varying brightness of the locat colour of objects under the same illumination,

? 1.e. glazing, to bring out in relief through light and shade, or te produce
chiaroscuro effects.

l

most extreme opposition between the clearest light and the darkest 3
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or, in general, of entirely specific situations demanding, as it were,
gnusual lighting. And they were right, because they made straight
for the spirit as such rather than for the effect of a visible mode of
appearance, and with their emphasis on the inwardness and impor-
rance of their subject they could dispense with this always more or
Jess cxternal aspect. Whereas in the case of landscapes and the
;nsignificant objects in our daily life, the lighting has a quite
different importance, Here the great artistic, but also often con-
¢rived, and magical effects have their place. For example, 1n land-
scape bold contrasts of great masses of light and strong parts in
shadow make their best effect, and yet they may become only a
mannerism. Conversely, in this range of subjects, there are reflec-
tions, pure appearance and the mirror of it, this marvellous echo
of light which produces an especially living play of light and dark,
demanding from the spectator, no less than from the artist, serious
and constant study. Next, in this matter, the lighting which the
painter has seized upon in the external world, or in his inner
conception of a subject, can only be a quickly passing and altering
appearance. But however sudden or unusual the lighting so
grasped may be, the artist must still take care, even in the case of
the most animated action, to make sure that the whole picture,
despite its variety, shall not be restless, swithering, or confused but
rcmain clear and co-ordinated.

(88) The implication of this, however, as I have said already
above, is that painting must not express the light and the dark
in their bare abstraction but through difference of colour itself.
Light and shadow must be coloured. Therefore we must proceed,
secondly, to discuss colour as such.

‘The first point here again primarily affects the lightness and
darkness of colours in relation to one another, because they win
their effect in their reciprocal relation to onc another as light and
dark and emphasize one another or repress and interfere with one
another. For example, red, and, still more, yellow is in itself
brighter than blue, given the same intensity. "This is connected
with the nature of the different colours themselves which in
recent times Goethe alone has seen correctly, For example, in blue
the predominant thing is darkness which appears as blue only by
Working through a clearer but not completely transparent medium.
Yhe sky, for example, is dark; on the highest mountains 1t always
becomes blacker; through a transparent but murky medium,
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like the atmosphere at lower levels, it appears blue and all the 4
more clearly so the less transparent the atmosphere is. In the casp |
of yellow, conversely, pure clarity works through a murky medium §
which still enables clarity to shine through it. Smoke, for instance,_ 1
is such a murky medium: seen in front of somnething black which 3
is effective through it, it appears bluish, while in front of some.
thing bright it appears yellowish and reddish. Pure red is the
effective regal and concrete colour in which blue and yellow, §
contraries again themselves, are fused together. Green can also be §
regarded as such a unification, not however as a concrete unity but. ‘g
as purely expunged difference, as saturated and calm neutrality, 3
These colours are the purest, simplest, and original fundamental }
colours. For this reason it is possible to look for a symbolical j
meaning in the manner in which the older masters used them,; |
especially in the employment of blue and red, Blue corresponds
to softness, sensuousness, stillness, to inward-looking depth of 3
feeling, because it has as its principle the darkness which offers no 3
resistance, while the light is rather what resists, produces, lives,
and is cheerful. Red is masculine, dominant, regal; green indiffer-. §
ent and neutral. In accordance with this symbolism, when the: §
Virgin Mary is portrayed enthroned as Queen of Heaven she. g
usually has a red mantle, but when she appears as a mnther,;:_
a2 blue one, i

All the other colours in their endless variety must be regarded §
as mere modifications in which one or other of the shades of those
fundamental colours is to be recognized. In this sense, no painter 3
wauld call violet, for example, a colour, In their reciprocal rela-§
tionship all these colours become lighter or darker in their effect on- 3
one another. This is a fact to which the painter must give essential ¥
consideration if he is not to fail to give the right tone necessary at. 4
each point for the relief and distance of objects. Here a quite -}
exceptional difficulty arises. For example, in the face the lips are ]
red, the eyebrows dark, black, or brown, or even if they are fair,
still whatever their colour they are darker than the lips. Similarly,
owing to their redness the cheeks are brighter than the nose
where the main colour is yellowish, brownish, or greenish. In
virtue of their local colour these parts of the face may be more
brilliantly and intensively coloured than is consonant with their
medelling.! In sculpture, and indeed even in a drawing, such

I j.e there may be a conflict between truth to local colour and the require-
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Jrts are kept light and dark purely and simply in accordance with
the relation of their shape and the way they are lit. The painter,
however, must adopt them in their local colouring and this dis-
rupts that relation. The same thing is still more the case with
objects at a greater distance from one another. When we look at
things in an ordinary way, our intellectual judgement about the
distance and form etc, of objects is not based merely on the colour
of their appearance but on totally different grounds too. But in
painting it is colour alone that is available and this may impair
what demands light and darkness on its own account. Now at this
point the skill of the painter consists in his wiping out such a
contradiction and putting colours together in such a way that they
do not interfere with one another either in their local tints in the
modelling or in any other respect of their relationship. Only by
attention to both points can the actual shape and colouring of
objects come into appearance in perfection. For example, with
what skill have the Dutch painted the lustre of satin gowns with
all the manifold reflections and degrees of shadow in the folds, etc.,
and the sheen of silver, gold, copper, glass vessels, velvet, etc., and,
by van Eyck, the lighting of precious stones, jewels, and gold-
braid! The colours whereby the flash of gold, for instance, is
produced have nothing metallic about them in themselves; looked
at closely there is nothing in them but pure yellow which, con-
sidered by itself, has little brightness; the whole effect depends
partly on an emphasis of the form and partly on the proximity into
which every single nuance of colour is brought.

Secondly, a further aspect is the harmony of colours.

I have already observed that colours form an ensemble articu-
lated by the very nature of colour itself. They must now appear n
this completeness: no fundamental colour should be missing alto-
gether, because otherwise our sense of this ensemble is to some
extent lost. It is especially the older Italian and Flemish painters
who give us complete satisfaction in relation to this system of
colour: jn their paintings we find blue, yellow, red, and green.
This completeness constitutes the basis of harmony. Further,

ments of tonal gradations to achieve relief. In a black and white picture, the
nose, projecting more than the cheeks, would be brighter than the cheeks in
;.11'&{:1' to make it stand out. But in colour the red cheeks would be brighter than
; ¢ vellowish-green nose, and the painter must therefore tone down the red
rom the properly observed Jocal colour in order to bring the nose into relief.
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however, the colours must be so assembled that what we are given 3
for our eye is both their pictorial opposition and alse the mediation 4
and dissolution of this opposition, so that peace and reconciliatioy 3
are achieved. It is partly the manner of their assembly, partly tha 3
degree of the intensity of each colour which produces such power §
of contrast and the peace of reconciliation. Amongst the clder 2
painters it was especially the Flemish who used the fundaments] 2
colours in their purity and their simple lustre; the sharpness of
their contrast makes harmony more difficult, but, when jt g *
achieved, the eye is satisfied. But in that case, along with thiy
decision and power of colour the character too of the objects and §
the power of expression must alse be decisive and simple. Thia -}
implies at the same time a higher harmony between the colouring 4
and the subject-matter. For example, the chief people must have
the most salient colour, and in their character and their bearing
and expression they must appear grander than their entourage ¥
to whom only mixed colours are assigned. In landscape painting
such contrasts of the pure fundamental colours occur to a lesser
extent; on the other hand, those simpler colours have their place
in scenes where persons are the chief thing, and especially where §
robes take up the largest parts of the whole canvas. Here the scens 4
is drawn from the world of the spirit where the inorganic, the §
natural surroundings, must appear more abstractly, i.e. not in §
their natural completeness and isolated effect, and the various -3
tints of landscape in their variegated wealth of shades are less “§
suitable.

In general, landscape as an environment for scenes of human -2
life is not so completely suitable as a room or something architec- 4
tural, since situations that take placeinthe open air are on the whole
not as a rule those actions that reveal as the essential thing the ful- 4
ness of the inner life, But if a man is placed out of doors, then - &
nature must have its value only as an environment. In pictures like §
these, as has been said, the decisive colours principally have &
their right place. Yet their use requires boldness and power. Faces
that are sweet, blurred, or doting are unsuited for decisive colours; 3
a weak expression like that, or a mistiness of expression, like what 3§
has commonly been regarded as ideal since Mengs, would be %
entirely wiped out by such colours, In most recent times in
Germany the faces that have principally become the fashion are
insignificant and weak with affected airs, especially graceful or
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simple and pretending to be grandiose. Then this unimportance of
inner spiritual character also carries with it unimportance in colour
and the tone of colour, so that all the colours are kept in unclarity
and enervated feebleness and they are damped down, with the
result that nothing really emerges; it is true that one colour does
not suppress another but at the same time no colour is emphasized.
Yes, this is a harmony of colours and often of great sweetness and a
fattering loveliness, but it is all insignificant and unimportant. In
the same connection Goethe says in the notes to his translation of
Diderot’s Essay on Painting:

It cannot be admitted that it is casier to harmonize a weak colouring
than a strong one; but it is true that if the colouring is strong, if colours
appear vivid, then the cyc scnses harmony or disharmony much more
vividly. Yet if the colours are weakened, if in a picture some are used
pure, others mixed, others smudged, then it is true that no one knows
whether he is looking at an harmonious or an inharmonious picture. All
the same, he can say in any case: “That is ineffective and meaningless.’

But in the matter of colouring not everything is achieved by a
harmony of colours, for, thirdly, other aspects must be added if
perfection i to be attained. In this connection I will mention
here only the so-called atmospheric perspective, carnation [i.e.
flesh-tints], and, finally, the magic of colour’s pure appearance,

Linear perspective primarily concerns only the differences of
size made by the lines of the objects in their greater or lesser dis-
tance from the eye. But this alteration and diminution of the form
of the object is not the only thing that painting has to copy. For
in realjty everything undergoes a different sort of colouring owing
to the atmosphere which pervades and differentiates objects and
indeed their different parts. This tone of colour, diminishing with
distance, is what constitutes atmospheric perspective, because in
this way objects are modified in the manner of their outlines as wetl
as in their dark or light appearance and their other colouring.
People usually suppose that what lies nearest to the eye in the fore-
ground is always the brightest while the background is darker, but
In fact things are different, The foreground is at once the darkest
and the lightest, i.e. the contrast of light and shadow is at its
Strongest in what is near at hand, and the outlines are at their
Maximum clarity of definition; but the further the objects are
T¢moved from the eye all the more do they become colouriess,
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vague in their shape, because the opposition of light and shadow ig
more and more lost and the whole thing disappears into a cleay
grey, Yet the different kind of illumination produces in this matter
the most varied sorts of deviation in colour.—~—Especially in {and.
scape painting, but also in all other pictures which portray wide
spaces, atmospheric perspective is of supreme importance, and
the greatest masters of colouring have achieved magical effects
here too.

But, secondly, the most difficult thing in the matter of colour,
the ideal or, as it were, the summit of colouring, is ‘carnation’, the
colour tone of human flesh which unites all other colours marvel-
lously in itself without giving independent emphasis to either one
or another. The youthful and heaithy red of the cheeks is pure
carmine without any dash of blue, violet, or yellow; but this red is
itself only a gloss, or rather a shimmer, which seems to press out-
wards from within and then shades off unnoticeably into the rest
of the flesh-~colour, although this latter is an ideal inter-association
of all the fundamental colours. Through the transparent yellow of
the skin there shines the red of the arteries and the blue of the
veins, and mnto the light and the dark and other manifold bright-
nesses and reflections there come tones as well of grey, brownish, '
and even greenish which at a first glance look extremely unnatural 3§
to us and yet they may be correct and have their true effect. Still,
this combination of appearances is wholly lustreless, 1re. the
appearance of one colour does not shine in another; on the con-
trary, the whole appearance is animated and ensouled from within.
This way that the mner shines through is what especially presents
the greatest dithculty for portrayal in a picture. We might compare
this to a lake in the light of the evening where we can see both the
things mirrored in it and at the same time the clear depth and
special character of the water, On the other hand the lustre of metal
is shining and reflecting, and precious stones are transparent and
flashing ; butin these cases there is no shining of one colour through
another as there is in flesh; the same is true of satin, lustrous
silks, etc, The skin of animals, whether hair, feathers, wool, etc.,
has similarly the most varied sorts of colouring, but has one direct
and independent colour in specific parts, so that the variety is
rather a result of different surfaces and planes, small points and
lines of different colouring, than of an interpenetration of different
colours as occurs in human flesh. The nearest approach to the
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Jatter is the interplay of colour on a bunch of grapes and the mar-
vellous, delicate, and transparent shades of colour ina rose. But even
these do not reach the pure appearance of inner animation which
fiesh colour must have, and to produce this pure appearance and
ts lustreless emanation of the soul is amongst the most difficult
things known to painting. For this inwardness and the subjective
side of life should not appear on a surface as laid on, as material
colour in strokes and points etc., but as itself a living whole—
transparent, profound, like the blue of the sky which should not be
in our eyes a resistant surface, but something in which we must be
able to immerse ourselves, In this connection Diderot says in the
Fssay on Painting wranslated by Goethe: *The man who has got
the feel of flesh has already gone far. Everything else is nothing in
compatison. Thousands of painters have died without having had
this feeling, and thousands more will die without having had it.”?

As for the material to be used for producing this lustreless
vitality of flesh, the short answer is that oils alone have proved
perfectly suitable for this purpose. Treatment in mosaic is least of
all fitted for producing this effect of fusion of colours; its per-
manence is a recommendation but it has to express shades of
colour by juxtaposing differently coloured glass studs or srnall
stones and therefore it can never produce the flowing fusion of the
ideal shining of one colour through another. An improvement on
this is painting frescoes or in terapera.? But in fresco painting the
colours laid on wet plaster were absorbed too quickly, so that, for
one thing, the greatest facility and sureness of brushwork was
necessary, and, for another thing, the work had to be executed in
great strokes alongside one another, and these dried too quickly to
permit of any finer shading. A similar thing is true of painting in
tempera colours; they can be given inner clarity and beautiful
illumination, yet owing to their drying quickly they likewise lend
themsclves less to harmony and shading and necessitate a treat-
ment dashed off with strokes of the brush. On the other hand, oil

 Essai sur la peinture. (Euwres complétes (Paris, 1876), vol. x, p. 471.

* Freseoes are wall-paintings, so-called because they must be painted on the
wall while the piaster is still fresh, t.e. wet (E. H. Gombrich, The Story of Art,
London 1970, p. 144). In the Middle Ages painters prepared their own colours

¥ grinding coloured plants or minerzls to powder and then wsing egg as 4 liguid
to bind the powder inte a paste. Painting in tempeta 1s painting with this kind of
*m_l‘mr- preparation (ibid., p. 172). Hegel mentions other sizes below in dealing
with the history of Italian art,
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colour not only permits the most delicate and soft fusion ang 3
shading of colours, with the result that the transitions are so up. -
noticeable that we cannot say where a colour begins and ends, byt 4
it also acquires, given correct mixing and the right way of applying
the paint, a brilliance like that of precious stones, and by means of #
the differcnce between opaque pigments and glazes it can produce, 3
in a far higher degree than painting in tempera can, a translucency i
of different layers of colour,! 3

The third point, finally, which we must mention concerng §
sfumato, the magical effect of colouring. This magic of the pure §
appearance of colour has in the main only appeared when the sub- 3
stance and spirit of objects has evaporated and what now enters ig |
spirit in the treatment and handling of colour. In general, it may
be said that the magic consists in so handling all the colours that #
what is produced is an inherently objectiess play of pure appears
ance which forms the extreme soaring pinnacle of colouring, a 4
fusion of colours, a shining of reflections upon one another which

become so fine, so fleeting, so expressive of the soul that they begin

to pass over into the sphere of music. What is relevant here, -}
in connection with modelling, is mastery of chiaroscuro where, -3
amongst the Italians, Leonardo da Vinci and, above all, Correggio, 48
were supreme. T'hey proceeded to portray the deepestshadows, but:
light nevertheless breaks through these again and, by unnoticed 3
transitions, they rise to the clearest light. In this way there is

evident a supreme rounding; nowhere is there any harsh or sharp 3
line, transition is everywhere; light and shadow are not effective

as purely direct light and shadow, but they both shine into one 3

another, just as an inner force works throughout an external thing, %
‘This 1s true similarly about the handling of colour in which the "§
Dutch too were the greatest masters. Owing to this ideality, this /@
fusion, this hither and thither of reflections and sheens of colour, - ;3

this mutability and fluidity of transitions, there is spread over the
whole, with the clarity, the brilliance, the depth, the smooth and
luscious lighting of celours, a pure appearance of animation; and
this is what constitutes the magic of colouring and is properly due
to the spirit of the artist who is the magician.

! In oil-painting, layers of opaque cclours and glazes (transparent colours)
can be superimposed to produce varying effects of transiucence. In tempers
only opaque colours are available, so that light could not penetrate superimposed
layers of colour,




PATNTING 849

(y¥) This leads to a final point and I will discuss it briefly.

We began with linear perspective and then procceded to
draughtsmanship, and finally colour, and there with (i} light and
<hade in connection with modelling, (i1} colour itself and in parti-
cular with the relative lightness and darkness of colours in their
cclation to one another, as well as with harmony, atmospheric
perspective, carnation, and their magic. Now {iii) we consider the
subjective activity of the artist in the production of colouring.

It is commonly supposed that in this matter the artist can pro-
ceed in accordance with entirely definite rules. But, first, this 1s
true only in the case of linear perspective as a purely geometrical
science, although even here the rule as an abstract rule should not
shine through, or otherwise it would destroy what is really pic-
torial. Secondly, a drawing cannot be entirely reduced to the
general laws of perspective, and least of all can colouring. The
sense of colour must be a property of the artist, an individual
way of looking at and conceiving tones of colour as they really
exist; it must as well be an essential feature of reproductive imagi-
nation and invention. On account of this personal way in which the
artist sees colour-tone in his world and which at the same time he
continually produces in his work, the great difference in pictorial
colouring is no mere caprice or a favourite way of adopting a colour
that does not exist in rerum natura, but on the contrary it lies in the
nature of the case. For example, Goethe in his Poetry and Truth!
relates the following incident that is relevant here:

After 2 visit to the Dresden Gallery when ‘T went again to
my shoemaker’s’ (where he had a whim to lodge)

to have my lunch, I could hardly believe my eyes, for I thought I was
locking at one of Ostade’s pictures, so perfect that it should have been
hung only in a gallery. The position of the objects, the light and shade,
the brownish tint of the whole, everything that we admire in these
pictures I saw here in real life, This was the first time that I became
aware, in such a high degree, of the gift that I later exercised with
clearer consciousness, namely that of seeing nature with the eyes of this
or that artist to whose works I had actually given special attention. This
faculty has given me much pleasure, but has also increased the desire 10
indulge vigorously from time to time a talent which nature seemed to
have denied me.

1 His autobiogranhy, Book vili (Eng. tr. London 1932, pp- 278-9).
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On the one hand this difference of colouring is prominent above
all in the portrayal of human flesh as such, apart altogether from
all externally effective modifications of lighting, age, sex, situation,
nationality, passion, etc. On the other hand, whether it is a matter
of portraying a natural landscape or ordinary daily life out of doors
or inside houses, inns, churches, etc., the wealth of objects and
colours here leads every painter more or less to his own attempt to
treat, reproduce, and invent from his own insight, experience, and
imagination this manifold play of pure appearance.

(¢} The Artist’s Conception, Composition, and Characterization

Up to now we have spoken, in respect of the particular peints to
be made about painting, first of the subject-matter, and secondly
of the material in which the subject-matter can be pictured.
‘Thirdly, and finally, 1t still remains to us to estabhish the manner
in which the artist, as a painter, 1s to conceive and execute hig
subject-matter in conformity with this specific sensuous material,
The huge subject thus offered for our consideration may be
divided as follows:

First, it 1s the more general modes of conception which we must
distinguish and follow in their advance to an ever richer liveliness.

Secondly, we must concern ourselves with the more specific
aspects which within these kinds of treatment affect the strictly
pictorial composition, the artistic motifs of the sclected situation
and grouping.

Thirdly, we will cast a glance at the characterization which
proceeds from differences in both the objects portrayed and the
conception of them.

{a} The most general modes of pictorial treatment have their
origin partly in the subject-matter itself which is to be portrayed,
and partly in the course of the evolution of painting which does not
at its start work out the whole wealth implicit in a subject but
achieves perfect vitality only after various stages and transitions.

{aa) In this matter the first form that painting can adopi shows
its descent from sculpture and architecture, because in the general
character of its entire mode of cenception it is still closely con-
nected with these arts. This may principally be the case when the
artist restricts himself to individual figures which he puts before us
not in the living distinctness of a situation with all its variety but in
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their simple independent sclf-repose. Qut of the different ranges
of the subject-matter which I have described as appropriate to
painting, what are especially suitable in this sphere are religious
topics, Christ, individual Apostles, and saints, For such [indepen-
dent] figures must be able to have sufficient meaning, by them-
selves in their individuality, tobe a whole in themselves, and to be
4 substantive object of our conscious worship and love. This is the
sort of thing that we find principally in the earlier painting, where
Christ and the saints are portrayed as isolated, without any specific
situation or natural environment. If an environment is added, it
chicfly consists in architectural (especially Gothic) decor, as occurs,
for instance, frequently in the older Flemish or north (German
painters. In this relation to architecture where many such figures,
the twelve Apostles, etc., are set alongside one another between
piltars and arches, painting does not yet proceed to the liveliness
of later art, and even the figures themselves still retain the stiff
statuesque character of sculpture or they do not yet get beyond a
rigid type like that borne in, for example, Byzantine painting. For
such individual figures without any environment, or with a purely
architectural enclosure, a severer simplicity and cruder decision
of colour is suitable after all. For this reason the oldest
painters kept, instead of an elaborate natural environment, a uni-
form background of gold which the colours of the robes must
make head against and parry, as it were; and therefore these colours
are more decisive, more crude, than is the case in the times of
painting’s most beautiful development——not to speak of the fact
that barbarians in general take their pleasure in simple and vivid
colours like red and blue, ¢tc.

Miracle-working pictures belong in the main to this first sort of
treatment. A man’s attitude to them as to something stupendous
is stupid, indifferent to their character as art; and therefore they
are not brought nearer to his mind in a friendly way by their pos-
sessing human vivification and beauty; and those that are given
the greatest religious veneration are, from the point of view of art,
the very worst of all.

But if such isolated figures cannot be an object of veneration and
interest on the score of their having the independent and perfect
wholeness of a complete personality, then their portrayal, carried
out on the principle of a sculptural treatment, has no sense. For
example, portraits, to those who know the sitter, are interesting
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because of the man himself and his whale personality. Rut if the
subjects are forgotten or unknown, then their portrayal in an
action or a situation with a definite characterarouses a totally differ-
ent interest from the one we could gain from such an entirely
simple [statuesque] mode of conception, If great portraits confront
us through all the means at the disposal of art, in their ful]
vitality, we already have in this ampkitude of their existence this
advance and emergence from their frames. For example, in Van
Dyck’s portraits, cspecially when the position of the sitter is not
entirely en face but slightly turned away, the frame has looked
to me like the door into the world that the sitter is entering. For
this reason, if individuals, unlike saints, angels, etc., are not some-
thing perfect and complete in themselves and so can be interesting
only on account of some specific situation, some single circum-
stance or action, it is inappropriate to portray them as figures inde-
pendently of that situation. So, for example, there is the last work
of Kiigelgen,! in Dresden, a picture with four heads, half-length
figures of Christ, John the Baptist, John the Evangelist, and the
Prodigal Son. When I saw it [in 1824] I found the treatment of
Christ and John the Evangelist entirely appropriate. But in the
Baptist and above all in the Prodigal Son I did not see at all that
independent individuality which might have enabled me to recog-
nize them in a half-length picture. To make them recognizable it
Is necessary to put these figures into movement and action, or at
least to bring them into situations in which they could acquire, in
living connection with their external surroundings, the character-
istic individuality of a whole and inherently perfect personality.
Kiigelgen's head of the Prodigal Son daes express very finely his
grief, deep penitence, and remorse, but the fact that what is meant

to be portrayed is the penitence precisely of the Prodigal is only ;gj.-

indicated by a very tiny herd of swine in the background, Instead
of this symbolic hint, we should have seen him in the midst of the
herd, or in some other scene of his life. For he has no existence or
complete and general personality for us, if he is not to become
purelyallegorical, except in the familiar series of situations in which
he is sketched in the story. He should have been brought before
us in concrete and actual life as he is leaving his father’s house, or
in his misery, repentance, and return. But those swine in the
background are not much better than a label with his name on it.

I G. von, 1972-1820.
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(BB) Painting in general has to take for its subject~-matter the full
details of subjective depth of feeling; and therefore less than
sculpture can 1t keep to a situationless self-repose and the treat-
ment of the mere substance of a character. On the contrary, it must
surrender this independence and struggle to display its subject-
matter in a specific situation, in the variety and difference of
characters and shapes in relation to one another and their environ-
ment. The advance which enables painting at last to reach its
own particular point of view consists in this abandonment of
purely traditional and static types, and of the architectural placing
and surrounding of figures and the sculptural way of treating
them ; in this [iheration from repose and inactivity; in this search
for a living and hurnan expression and a characteristic individual-
ity; and 1n investing its every subject with detail both in the person
himself and 1n his variegated external surroundings. For this
reason painting, more than the other visual arts, is not merely
allowed, but a demand must even be made on it, to advance to
dramatic liveliness, so that the grouping of its figures indicates
their activity in a specific situation.

{yy) Then, thirdly, this entry into the perfect life of the exis-
tence and dramatic movement of situations and characters carries
with it the ever greater and greater importance placed, in the
conception and execution of the work, on individuality and on
the complete vitality of the coloured appearance of all objects,
because, in painting, the highest degree of liveliness can be
expressed only in colour. Yet this magic of pure appearance may
ultimately be asserted so preponderantly that the subject of the
painting becomes in comparison a matter of indifference. In this
way, just precisely as sculpture in the further development of
reliefs begins to approach painting, so painting in the pure sfumato
and magic of its tones of colour and their contrast, and the fusion
and play of their harmony, begins to swing over to music.

(B} The next point for consideration now concerns the specific
rules which must be followed in the production of paintings owing
10 the mode of composition required to portray a specific situa-
tion, and the more detailed motifs involved, by means of juxta-
posing and grouping different figures or natural objects into a
whole perfect in itself.

(%) The chief requirernent which we may place at the top is
the happy choice of a situation suitable for painting.
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Here above all the imagmation of the painter has an unlimited
field: from the simplest situation consisting of an insignificant
object, a bunch of flowers, or a wine-glass with plates, bread, and
some fruit round it, up to the richest compositions of great public
events, important or state occasions, coronations, battles, and the
Last Judgement where God the Father, Christ, the Apostles, the
Heavenly Host, the whole of mankind, Heaven, earth, and Hell al]
meet.

On this matter it may be said, in particular, that what is strictly
paintable is clearly distinct from what is sculptural on the one
hand, and poetic on the other, for it is poetry alone which can give
perfect expression to what is poetic.

The essential difference between a sculptural situation and a
paintable one lies, as we have seen already, in the fact that sculp-
ture’s principal vocation s to portray both what is independently
self-reposing and also an absence of conflict in harmless situations
where definiteness is not the decisive thing, and only 1n reliefs does
it begin to advance ta grouping, to an epic spread of heroic
figures, and to the presentation of actions with more movement
and with a collision as their basts; painting on the other hand only
begins on its proper task when it departs from the relationless
independence of its figures and from lack of definiteness in the
situation, in order to be able to enter the living movement of hu~
man circumstances, passions, conflicts, and actions, in steady rela-
tion to their environment, and, even in the treatment of landscape,
to keep to the same definiteness of a specific situation and its most
living individuality. For this reason we demanded of painting at
the very beginming that it should provide a portrayal of character,
the soul, the inner life, not however in such a way that this inner
life shall afford a recognition of itself directly in its external figure
but only as it develops and expresses what it 15 through actions.

It is chiefly this latter point which brings painting into closer
connection with poetry. In this matter both arts have an advantage
and a disadvantage as well. Painting, unlike poetry and music,
cannot portray the development of a situation, event, or action in 2
succession of changes but can only strive to seize on one moment.
From this there follows the quite simple reflection that in this one
moment the whole of the situation or action must be portrayed in
its bloom, and that therefore painting must look for the instant in
which what preceded and what followed is concentrated in on&
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point. For example, in the case of a battle this would be the mo-
ment of victory: the fighting is still visible, but at the same time the
outcome is already certain. The painter can therefore pick up a
residue of the past which in its withdrawal and vanishing still
asserts itself in the present, and at the same time he can hint
at the future which must arise as a direct consequence of a specific
situation. But I cannot go mto further detail here.

Along with this disadvantage in comparison with the poet, the
painter has over him the advantage of being able to paint a specific
scene in its most perfect individuality because he brings it before
our vision in the pure appearance of its actual reality. ‘Ut pictura
poesis’t is a favourite saying often insisted on especizally by theor-
ists, and it is adopted literally and used by descriptive poetry in its
sketches of seasons, times of the day, flowers, and landscapes. But
the description of such objects and situations i words 1s on the
one hand very dry and tedious, and even so, when it goes into
detail, can never be complete; and on the other hand it remains
confusing because it must provide m a succession of 1deas what
painting sets simultaneously before our eyes. The result is that we
always forget what preceded and lose the thread, whereas what
preceded should always be in essential connection with what
follows, because both belong to the same space and have value
only in this simultaneity and connection. On the other hand it is
precisely in these simultaneous details that the painter can com-
pensate for what escapes him in the matter of the continuing
succession of past and future events.

Yet in another connection painting is left behind again by poetry
and music, namely in respect of what s lyrical. Poetry can develop
feelings and ideas not only as such but also in their change, pro-
gress, and intensification. In relation to the concentration of the
inner life, this is still more the case with music which has to do
with the inner movement of the soul. But, for this purpose,
painting has nothing but posture and facial expression, and it
misconceives the means at its disposal if it launches out exclusively
Into what is lyrical. For however far it expresses the inner passion
and feeling revealed by the play of countenance and movements of
the_hﬂd}r, this expression must not be the direct expression of
feeling as such but the expression of feeling manifested in a specific
€vent or action. The fact that painting portrays the inner life in an

' Horace, Ars poetica, 361 ‘Poetry is like painting.’
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external mode has not the abstract meaning of making the inner
life visible through face and figure; on the contrary, the external
medium in the form of which it expresses that life is precisely the
individual situation of an action or the passion in a specific deed,
whereby alone the feeling is explained and recognized. If therefore
the poetic element in painting is supposed to lic in its expressing
inner feeling in posture and facial expression directly without any §
precise motif and action, this only means thrusting painting back
into an abstraction which is exactly what it must be rid of, and
requiring 1t to master the special character of poetry; but if it
ventures of an attempt at such mastery, it merely falls into aridity
or insipidity.

I emphasize this point here because in the Berlin Art Exhibition
last year (1828) several pictures from the so-called Diisseldorf - /g
school became very famous. These artists with great intellipence
and technical skill have adopted this tendency to pure inwardness, “§
i.e. to what can be presented by poetry alone and exclusively. 3
Their subjects were for the most part poems by Goethe or were
drawn from Shakespeare Ariosto, and Tasso, and were espeem]ly}.'i?
made up of the inner feelmg of love. Each of the best pleturﬁ.
generally portrayed a pair of lovers, e.g. Romeo and Juliet, Rinalde,
and Armida,? without any more definite situation, so that the two s

other as true lovers and look one another in the eye as true levers;n
Naturally in these cases the chief expressmn is concentrated e:q.
the mouth and the eye, and Rinaldo in particular is so placed %
that he really does not know what to do with his long legs as they, #
ite. They stretch so far as to become wholly meaningless,:
Sculpture, as we have scen, dispenses with the glance of the eye:
and the soul, whereas painting seizes on this richly expressive; -3
feature. But 1t must not concentrate on this one point or endeavour <3
to make the chief aim of the expression, without any motive, the g
fire or the overflowing langour and longing of the eye or the sweet 7
friendliness of the mouth. i

Of a simular kind was Iliibner’s? Iisherman. This subject was
taken from the familiar poem of Goethe which describes with such
wonderful depth and grace of feeling the vague longing for the
peace, cooling, and purity of the water. The youthful fisherman

' In Tasso's Ferusalem Delivered, 2 J., 1806-82.
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who in the picture is attracted into the water naked has, like the
masculine figures in the other pictures, very prosaic features, and
if his face were in repose it would not occur o us that he could be
capable of deep and fine feelings [like those of the youth in the
poem]. In general we cannot say of all these male and female
figures that they were endowed with healthy beauty. On the con-~
trary they display nothing but the nervous excitement, languishing,
and sickliness of love, and of feeling generally, which we do not
want to see reproduced and which we would rather he always
spared in life, and stili more in art.

In the same category is the manner in which Schadow, the
Master of this School, has portrayed Goethe's Mignon.! Her
character is wholly poetic, What makes her interesting 1s her past,
the harshness of her inner and outer fate, the conflict of an Italian
strongly aroused passion in a heart which is not clear to itself about
it. which lacks any purpose and decision, and which, a mystery
in itself, intentionally mysterious, cannot now help itself. This
self-expression, introverted and incoherent, which lets us see only
i1y isolated and disconnected outbursts what passes In her mind 15
the awfulness of the interest which we have to take in her. Such a
wealth of complexity may well be posed to our imagination, but
painting cannot do what Schadow intended, namely display it
simply by Mignon’s figure and expression without any definiteness
of situation and action. -

On the whole, therefore, we may assert that these pictures that
I have named are conceived without any imagination of situations,
motives, or expression. For what is implicit in a painting which is
to be a genuine work of art is that the whole subject portrayed
shall be imaginatively grasped and brought before our vision in
figures expressing themselves, displaying their inner life through
a succession of feelings, through an action so indicative of them
that each and every feature in the work of art appears to have been
completely used by imagination for the expression of the chosen
subject-matter.

The older Italian painters cspecially have certainly also, like

' The fairy-like girl in Wilkelm Meister's Apprenticeship. She pines for her
[talian home and dies from unrequited love. In the Preface to his translation of
this work, Carlyle says: “The history of Mignon runs like a thread of gold
1;2"'3“-‘31'1;;hna tissue of the nacrative . . . This is poetry in the highest meaning of

e word,’

8243715.4 1
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these modern ones, portrayed love-scenes and to some extent have
taken their material from poems, but they have understood how tg
shape it with imagination and healthy cheerfulness. Cupid and
Psyche, Cupid with Venus, Pluto’s rape of Proserpine, the Rape of
the Sabine Women, Hercules with the distaff in the halls of
Omphale who has clad herself in his lion’s skin, all these are
subjects portrayed by the older masters in living and specific
situations, in scenes motivated and not merely, without any ima-
gination, as a simple feeling not involved in any action. Love-
scenes are borrowed from the Old I'estament too. For example, in
Dresden there is a picture by Giorgione:* Jacob, arriving from
a distance, greets Rachel, presses her hand, and kisses her; in the
background a few labourcrs are busy drawing water from a well for
their large herd grazing in the valley.? Another picture portrays
Jacob and Rebecca: Rebecca gives a drink to Abraham’s servants
whereby she is recognized.? Scenes are also taken from Ariosto:
€.g. Medoro is writing Angelica’s name at the edge of a spring.4
When so much has been said in recent times about the poetry
in painting, this ought to mean only conceiving a subject with

imagination, making feelings explicable by an action, and not

proposing to adhere to a fecling in the abstract and expressing it
like that. Even poetry, which can express a fecling in its inner

depth, spreads itself in ideas, images, and descriptions. For exam- -§
ple, if it is proposed to go no further in expressing love than 4
saying ‘I love you’, and always just repeating ‘I love you’, this
indeed might be agreeable to those gentlemen who have had much
to say about the ‘poctry of poetry’s, but it would be the Hattest ]

prose. For art in general consists, as regards feeling, in the grasp
and enjoyment of fecling by imagination which, in poctry, trans-
lates passion into images and gives us satisfaction by their expres-
sion whether in lyric, the events of epic, or the actions of drama.
In painting, however, mouth, eye, and posture are insufficient for
expressing the inner life; only a total and concrete object can have
value as the external existence of the inner life,

In a painting, then, the chief thing is the portrayal of a situation,

T 1478~-1510, 2 Genesis 2¢-
3 If, as it scems to be, this is a reference to Genesis 24, then 'Jacob’ is &n
errot for ‘Isaac’. *+ In Orlando Furieso, canto xxi, 30

* F. von Schlegel, and others of his school, thought that a man's ordinary
self may achieve poetry, but only his transcendental self (a conCeptior.] they
drew from the philosophy of Fichte) could achieve the ‘poetry of poetry’,
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the scene of an action. In this connection the first law is intelligi-
bility. Here religious subjects have the great advantage that cvery-
one knows them. "The Annunciation by the angel, the Adoration of
the Shepherds or the Three Kings, the repose during the Flight into
Egypt, the Crucifixion, the Entombment, the Resurrection, as well
as the legends of the saints, were not strange to the public for which
the canvases were painted, even if nowadays the stories of the
martyrs are further from our ken. For example, what was usually

ortrayed for a church was the story of a patron-saint, either of the
church or of the town. Therefore it was not by their choice that
the painters themselves kept to such subjects, but the subjects
were needed for altars, chapels, religious houses, cte., with the
result that the very place of exhibition coatnbuted to the intel-
ligibitity of the picture. This is in 2 way necessary because painting
lacks the language, words, and names which poetry can call in aid,
quite apart from its other means of designation. For example, in
a royal castle, in a town-hall, in a House of Parliament, scenes of
great cvents, important features in the history of this state, this
town, this House, have their place and are known everywhere in
the locality for which the pictures are destined. For a royal castle
in this country, for instance, no one would readily select a subject
drawn from English or Chinese history or from the life of King
Mithridates. It is different in picture galleries where there is hung
together everything that has been owned or could be bought up
in the way of good works of art, and in that case it is true that the
pictures lose their individual association with a specific place and
the intelligibility afforded by that association. The same is the case
in private houses: a private individual takes what he ean get or
coliects as a gallery does, and besides he has his other preferences
and whims.

Far below historical subjects in intelligibility are the so-called
allegorical presentations which once had a considerable vogue and,
apart from the fact that they must usually lack inner life and indivi-
duality of figure, they become vague, uninteresting, and cold. Onthe
contrary, landscapes and situations drawn from daily human life
are clear in what they arc meant to indicate, and in individuality,
dramatic variety, movement, and richness of detail they also afford
an extremely favourable scope for invention and execution.

. (BB) It may be the painter’s business to make a specific situation
telligible. To make it recognizable needs more than the mere
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place where the picture hangs and general acquaintance with its
subject. For on the whole these arc only external circumstances
with little effect on the picture as such. The chief point of real
importance consists, on the contrary, in the painter’s having
artistic sense and spirit enough to bring out and, with a wealth of
invention, to give shape to the different motives involved in the
specific situation. Every action in which the inner life is objectified
has immediate external characteristics, visible consequences, and
relations which, by being in fact effects of the inner life, betray and
mirror feeling, and therefore they can be used in the happiest way
for the purpose of making the subject of the picture intelligible and
individual. For example, it is a familiar and often repeated re-
proach agzinst Raphael’s Transfiguration that it falls apart into two
actions entirely devoid of any connection with one another, and in
fact this is true if the picture is considered externally: above on the .3
hill we see the Transfiguration, below 1s the scene with the child
possessed of an unclean spirit. But if we look at the spiri? of the
composition, a supreme connection 1s not to be missed. For, on

the one hand, Christ’s visible Transfiguration is precisely his .3}

actual elevation above the earth, and his departure from the _j
Disciples, and this must be made visible too as a separation and 3
a departure; on the other hand, the sublimity of Christ is here §

especially transfipured in an actual simple case, namely in the fact §

that the Disciples could not heal the possessed child without the 3
help of the Lord. Thus here the double action is motivated through- 1
out and the connection is displayed within and without in the %
fact that one Disciple expressly points to Christ who has departed 3§

from them, and thereby he hints at the true destiny of the Son of %

God to be at the same time on earth, so that the saying will be 3
true: Where two or three are gathered in my name, there am I in
the midst of them.?

To cite another example, Goethe once prescribed as a subject
for a prize competition the portrayal of Achilles in girl’s clothes
being discovered by Odysseus.* In one sketch Achilles looks at the
helmet of the hero in arms, his heart glows at the sight and,
following on his inner agitation, he breaks the pearl necklace he

T Matthew 18: zo0. Luke 9: 28-42,

* ‘There are different versions in ancient authors of the way that Odysseus
penetrated the disguise (note 1 on p, 760 above). See Sir James Frazer's notes
to Apollodorus 1. xiii. 8.
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s wearing on his neck; a boy looks for the pearls anc} picks them
up from the ground.iThESe are motives of a happy kind.

Moreover, the artist has spaces more ot less large to fill: he
qeeds landscape as a background, lighting, architectural surround-
ings, incidental figures, furnishings, ete. This whole visible mass
of material he must, so far as is feasible, use for presenting the
motives implicit in the situation, and so he must be able to bring
what is external into relation with these motives so that it no
longer Temains insignificant. For example, two princes or patri-
archs shake hands: if this is to be a sign of peace or setting the seal
on a treaty, then the appropriate environment for the pact 1s
made up of soldiers, weapons, and the like, or preparations for a
sacrifice to consecrate the oath. If on the other hand the same
persons happen to meet on a journey and shake hands te say good-
day or au revoir, then totally different motifs are necessary. To
invent such things in such a way that significance emerges for the
scene, and individualization for the entire presentation, is above all
the thing to which in this respect the spiritual and artistic sense of
the painter has to address itself. For this reason, after all, many
artists have proceeded to introduce symbolical features into the
surroundings and the action. For example, in a picture of the
Adoration of the Three Kings we often see Christ lying in a crib
under a dilapidated roof with old walls in decay and, round about,
the ruins of an ancient building, while in the background is the
beginning of a cathedral. This crumbling masonry and the rising
cathedral have a bearing on the destruction of heathenism by the
Christian Church. In a similar way, especially in the school of
van Eyck,! in pictures of the Annunciation, Mary often has at her
Si‘de flowering lilies without anthers, and these thus hint at the
virginity of the Mother of God.

(vy) Now, thirdly, owing to the principle of the inner and outer
variety within which painting has to bring out the specific character
of situations, occurrences, conflicts, and actions, it has to proceed
to manifold differences and oppositions in its subjects, whether
these be natural objects or human figures; and at the same time
there is imposed on it the task of articulating this variety of separate
parts, and bringing them together into an harmonious whole. The
result is that one of the most important demands on it is the neces-
Sity of placing and grouping its figures artistically. Granted the great

! The lilies appear in Italian painting a century earlier.
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mass of separate principles and rules that are applicable here, the
most general thing that can be said about them can only be formal,
and I will cite briefly only a few chief points. l
The primary sort of arrangement remains still entirely archi. §
tectonic, ie. an homogeneous juxtaposition of the figures or 4
a regular opposition and symmetrical conjunction both of the ]
figures themselves and also of their bearing and movements. Of )
this kind it is especially the pyramidal form of the group which ig |
the chief favourite. In a Crucifixion, for instance, the pyramid ig 4
formed as it were aufomatically, because Christ hangs on the Cross
above and then the Disciples, Mary, or saints stand at the sides, :
The same is the case in Madonna pictures where Mary with the 3
child sits on 2 raised throne and below her at both sides hag §
Apostles, martyrs, etc. as her worshippers. In the Sistine Madonna |
too this sort of grouping is still retained as decisive. In general thig §
shape is soothing for the eye, because by its apex the pyramid §
grips together what otherwise would be separated and dispersed §
and gives to the group an external unity. 3
Within such a general and rather abstract symmetrical arrange-
ment, there can be, in particulars and details, great liveliness and 3
individuality of placing, expression, and movement. By usingj
together all the means that his art possesses, the painter has several g
planes enabling him to give greater emphasis to the chief figures
than to the others, and moreover for the same purpose he hasy
lighting and colour at his command. Thus it is obvious how, with
this in view, he will place his group: the chief figures will not be 4
put at the side nor will incidental things be given a place where
they will attract the maximum of attention. Similarly he will cast §
the most brilliant light on the things constituting the main subject 3
of the picture; he will not put them in the shade or use the most 1
important colours to put subsidiary figures in the clearest light.
Given a less symmetrical and therefore more lively grouping, §
the painter must take special care not to press the figures against
one another or, as we sometimes see in pictures, so confuse them 3
that we first have to seek out the limbs and have trouble in dis- |
tinguishing which legs belong to which head or how the different ]
arms, hands, borders of clothes, weapons, etc., are to be allotted,
On the contrary, in the case of larger canvases the best thing will
be to keep the whole in separate and clearly surveyable paris, but
not to isolate them from one another, or disperse them, altogether.
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This is especially so in the case of scenes and situations which are
already by their very nature a dispersed medley, as for instance
the collection of manna in the wilderness, annuat fairs, and others

of the same ki nd.
On this oceasion I will Iimit myself to these general suggestions

on this subject. . .

(v) After having dealt, first, with the general sorts of pictorial
treatment, and, secondly, with compesition in relation to the
choice of situations, ferretting out motifs, and grouping, I must,
in the third place, add something about the mode of characteriza-
tion by which painting is distinguished from sculpture and its
ideal plasticity. ’

(o) As has been said on various occasions already, free scope is
allowed in painting to the mental and physical particularity of
personality which on this account does not need to be that beauty
of the individual which is elevated into being an ideal beauty, but
on the contrary may proceed to that specialization whereby there
first emerges what in our modern sense is called characteristic. In
this connection, what is characteristic has commonly been madethe
distinguishing mark of modern art as opposed to that of antiquity;
and, in the meaning we propose to give to the word ‘characteristic’
here, this notion of course has its justification. Measured by mo-
dern standards, Zeus, Apollo, Diana, etc., are strictly not charac-
ters at all; although we must admire them as these eternal, lofty,
plastic, and ideal individuals. Yn Homer’s Achilles, in Agamem-
non and Clytemnestra in Aeschylus, in Odysseus, Antigone,
Ismene, etc., in Sophocles (who makes them exposc their inaer life
by their words and deeds), there does enter a more specific indivi-
dualization on which these figures are founded as on something
belonging to their own essence and in which they maintain
thﬂmselves. Thus, it is true, we do find characters portrayed in
antiquity, if we like to call those just mentioned ‘characters’. But
I Agamernnon, Ajax, Odysseus, etc, the individuality always
femains of a universal kind, the character of a prince, of an insane
mood, of cunning, in only a rather abstract, specific way; the
lnc!widual element is combined and closely interlaced with the
diuversal, and the character is raised to an idea! individuality.
Palﬂtlng, on the other hand, does not confine particularity of
character 1o that ideal but develops precisely the whole variety of
t¥en accidental particulars, so that now we see confronting us not
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those plastic ideals of gods and men but particular persons in al]
the accidents of their particular character. Therefore the physical
perfection of the figure and the complete adaptation of the men-
tality to its healthy and free existence— in a word, what we called |
the ideal beauty of sculpture—is something that we should not |
require in painting to the same extent, nor may we make it the }
chief thing, because what is central now is the deep feeling of the §
soul and its living subjective character. This more ideal or sub- 1
jective region 1s not so deeply penetrated by the realm of nature:r §
the piety of the heart, the religion of the mind, can dwell even in ]
the external form of a body which, considered in itself, is ugly,
just as a moral disposition and activity can dwell in the Silenus.3
features of Socrates. Of course for the expression of spiritual 3
beauty the artist will avoid what is absolutely ugly in external.
forms, or he can subdue and transfigure it through the power of §
the soul that breaks through it, but nevertheless he cannot entirely..
dispense with the ugly. For the subject-matter of painting, de«j
scribed at length above, has in it an aspect to which what strictly-
corresponds consists of the abnormal and of misshapen humanf:
figures and faces. This aspect is the sphere of the bad and the evi}¥
which comes into appearance in religious subjects especially in the.g
soldiers who play their part in the Passion story, or in the devilai
and sinners in Hell. Michelangelo especially could paint devilg;
who, in their fantastic shape, exceed the proportions of hu
figures and yet at the same time still remain human. 4

But however far the individuals portrayed in painting must bg :
in themselves a complete ensemble of partu:ular characteristics, i§
this is not at all to say that there cannot appear in them something: 2
analogous to what constitutes the plastic ideal. I[n rehgmus,_
paintings the chief thing 1s the fundamental trait of pure lovey g
especially in Mary whose whole being lies in this love, but also in §
the women who accompany Christ and, amongst the Disciples, §
John, the loving Disciple. But with the expression of this there ‘3
can also be closely associated the sensuous beauty of the figures, as .3
in. Raphael’s pictures for example; only there may not be any :§

* In Greek art there is a sort of natural harmony between beauty of form snd 3
the mentality expressed within it. We have a plastic figure which is universal - §
rather than a real individual. Individuality implies an emphasis on a man’s own
convictions, and their spiritual character can persist even in an external expres- .3

sion which is ugly. 'I'he natural ugliness does not doeminate or penetrate or inter-
fere with moral conviction which can find expression even in an ugly face.
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atternpt to assert this beauty as mere beauty of form; on the con-
trary, it must be spirtually ammated_and.t}‘ansﬁ‘gumd by the
jnmost soul of the expression, and this spiritual inmost depth
of feeling must be made to evince itself as the real aim and subject
of the painting. In pictures of the childhood of Christ and John
the Baptist, beauty has free scope too. In the case of the other
figures, Apoatl_es, sa@nts, Disciples, sages ﬂif anti_quity, etc., that
expression of intensified depth of feeling is as it were rather a
imatter of specific and more fleeting situations. This apart, these
men appear as more independent, as characters present in the
world, equipped with the power and constancy of courage, faith,
and action, so that here the fundamental trait, despite ail differ-
ences of character, is serious and dignified manliness, These are
not ideal divinities but entirely human ideals, not simply men as
they should be, but ideal men as they actually live and exist, men
lacking neither particularity of character nor a connection between
particularity and that universal which fills their individual hives.
Jigures of this kind have been transmitted to us by Michelangelo
and Raphael, and by Leonardo da Viaci in his famous Last Supper,
and they possess a dignity, grandeur, and nobility totally different
from that in the figures of other painters. This is the point at
which painting mecets antiquity on the same ground, without
abandoning the character of its own sphere.

{BR) Now since among the visual arts painting is the one which
most of all allows to the particular figure and its special character
the right to emerge independently, the transition to portraiture
proper lies especially near to its nature, It would therefore be very
wrong to condemn portrait painting as incompatible with the
lofty aim of art. Who would want to dispense with the huge num-
ber of excellent portraits by the great masters? Who is not curious,
apart altogether from the artistic worth of such pictures, to have
not merely an idea of famous individuals, their spirit and their
deeds, but to have brought before him this idea completely portrayed
n specific detail for contemplation? After all, the greatest, most
highly placed man was or is an actual individual, and this indivi-
duality, spirituality in its most actual particularization and life, we
want 10 bring before our vision. Yet apart from such aims which
fall outside art, it may in a certain sense be maintained that the
advances made by painting from its unsuccessful attempts onwards
have consisted precisely in its working its way to the portrait. At
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first it was the sense of piety and worship which produced the }
inner life; higher art animated this sense by adding to it truth of :
expression and particular existence, and, with this deeper entry
into externzl appearance, the inner life was deepened also, and it 3
was with this that art had to do. __

Yet, even so, if the portrait is to be a genuine work of art, it 3
must, as has been mentioned already, have stamped on it the unity
of the spiritual personality, and the spiritual character must be 4
emphasized and made predominant. The principal contribution tg 3
this end is made by all parts of the face, and the painter’s keen
sense of physiognomy enables him to bring the special character of |
the individual before our eyes by treating and emphasizing pre- -3
cisely those traits and parts in which this spiritual special character 3
is expressed most clearly, pregnantly, and vividly. In this respect
a portrait may be very faithful to nature and most industriously
exccuted, and yet be spiritless, whereas a sketch thrown off bv a .
master hand with a few strokes may have infinitely more life and be ¢
strikingly true. But in that case such a sketch must present in the §
really significant and expressive strokes the character’s simple but j
entire fundamental image which less spiritual execution and more 3
fidelity to nature glosses over and makes invisible. In this matter .
the most advisable course will once again be to keep to the happy ‘3
mean between such sketching and a faithful imitation of nature, -§
One example of this kind is afforded by Titian’s masterly por~ ]
traits. They meet us so individually and they give us 2 conception 4
of spiritual vitality unlike what a face actually confronting us 3
gives. This is like what happens with a description of great deeds
and events provided by a truly artistic historian who sketches for :
us 4 picture that is far higher and truer than any we could gain by §
ourselves as eye-witnesses. Reality is overburdened with appear-
ance as such, with accidental and incidental things, so that often we 3
cannot see the waod for the trees and often the greatest matter
slips past us like an ordinary daily occurrence. It is their indwelling 4§
sensc and spirit which alone makes events into great actions, and i
these are given to us by a genuinely historical portrayal which
does not accept what is purely external and reveals only that in
which the inner spirit is vividly unfolded. In this way too the
painter must set before us by means of his art the spiritual sense
and character of his subject. If this is done with perfect $UCCESS,
then we can say that such a portrait hits the mark better as it
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were, is more like the individual than the actual individual
himself.

Portraits like this have been painted by Albrecht Diirer too.
wWith few means at his disposal he has emphasized the features so
simply, definitely, and splendidly that we think we have before us
the entirety of a spiritual life. The longer one looks at such a
picture, the more deeply one immerses oneself in it, all the more
does one see emerging from it. It remains like a clear-cut, spiri-
tpally full sketch which contains the character perfectly, and it
executes cverything else in colours and forms only to make the
picture more intelligible, clearer, more of an ensemble, but without
cntering, like nature, into the detail of life’s mere poverty. For
example, in alandscape too, nature paints the most complete outline
and colouring of every leaf, bough, blade of grass, etc., but a
landscape painting may not propose to imitate nature in this com-
prehensiveness but should present details only in so far as they
conform to the mood which the whole expresses; while, even if it
must remain characteristic and individual in essentials, it may not
make a portrait of the details, faithful in itself to nature in every
little fibre and indentation, etc.

In the human face nafure’s drawing is the bone structure or the
hard parts around which the softer ones are laid, developed into
a variety of accidental detail; but however important those hard
parts are for the character drawing of portraiture, it consists in
cther fixed traits, i.e. the countenance transformed by the spirit.
In this sense we may say of a portrait that it not only may but must
flatter, because it renounces what belongs to the mere chance of
nature and acecpts only what makes a contribution to character-
izing the individual himself in his most personal inmost being.
Nowadays it is the fashion, with a view to making them f{riendly,
to give to all faces a smiling air; this is very hazardous and difficult
to keep within limits. Charming it may be, but the mere polite
friendliness of social intercourse is not a fundamental tralt of any
character, and in the hands of many painters it all too easily lapses
Into mawkish insipidity.

{¥¥) Yet however portrait-like its procedurc may be in all its
Presentations, painting must still always make individual features,
figures, postures, groupings, and kinds of colouring conform to
the specific situation in which it places its figures and natural
objects with a view to expressing some subject-matter or other,
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For it is this subject-matter in this situation which is to be
portrayed.

I will touch briefly on only one principal point out of the in.
finitely varied detail which could come under consideration here,
Either the situation is by its nature transient and the feeling ex- £
pressed in it is momentary, so that one and the same individual }
could express many other similar feelings or even opposite ones, or
alternatively, the situationand the feeling pervade the whole soul of 4
the character who therefore manifests in these the fulness of his ]
inmost nature. These latter situations are the true decisive moments
for characterization, In the Madonna’s situations which I men- §
tioned above there is nothing which does not belong to the Mother §
of God, to the whole range of her soul and character, no matter §
how distinctly she may also be envisaged as an individual complete
in herself. Here she must also be so characterized that it is clear 3
that she is nothing other than what she can express in this §
specific situation. Bo the greatest masters have painted the 3§
Madonna in such eternal situations and crises of maternity, Other . §
masters have given to her character an expression of a different life g
inthe world and another sort of existence. This latter expression can §
be very beautiful and alive, but the same figure, the same traits, the §
like expression would nevertheless be suitable for other interests
and circumstances of conjugal love etc., and therefore we are in~
clined to look at such a figure from a point of view different from
that appropriate to a Madonna, whereas in supreme pictures we 3§

cannot find room for any thought except the one which the situa-

tion is meant to arouse, This is the reason why Correggio’s Mary }
Magdalene in Dresden seems to me to be so worthy of admiration 3
and 1t will ever be admired. She is the repentant sinner, yet we see -
in her that sin is not the serious thing for her, but that from the
start she was noble and cannot have been capable of bad passions 3
and actions. So her profound but reserved withdrawal into herself §
is but a return to herself and this is no mormentary situation but her 3
whole nature. In the whole presentation, in the figure, facial traits,
dress, pose, surroundings, etc., the artist has therefore left no

trace of reflection on one of the circumstances which could hint -3

back to sin and guilt; she is unconscious of those times, absorbe_d
only in her present sttuation, and this faith, this sensitiveness, this
absorption seems to be her entire and real character.

Such perfect accord between inner and outer, between specific
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character and its situation, has been reached above all by the
{talians in the most beautiful way. In Kiigelgen’s half-length
picture of the Prodigal Son, mentioned above, on the other hand,
the remorse of his repentance and his grief is indeed expressed
yividly, but the arfist has not achieved the unity of the whole
character, which the Prodigal would have had outside this situa-
rion, with the situation itself in which he 1s portrayed to us. If we
study his features quietly, they give us only the face of any man
whom we might meet on the bridge at Dresden. In the case of a
genuine correspondence between a character and the expression of
a concrete situation, that sort of thing would never occur to us.
After all, in genuine genre-painting the liveliness, even in the case
of the most fleeting moments, is too great to leave any room for the
idea that these figures would ever adopt a different position, other
features, and a changed expression.

These are the chief points relative to the subject-matter and its
artistic treatment in the sensuous material of painting, namely
canvas and colour.

3. Ilistorical Development of Painting

But, thirdly, we cannot stop, as we have done up to now, at a
purely general indication and discussion of the subject-matter
appropriate to painting and the mode of configuration arising from
the principle of painting. For, since this art rests entirely on the
individuality of characters and their situation, on the figure and its
position, colouring, etc., we must have before us and discuss the
actual reality of its particular preductions. The study of painting
is only perfect when you know the pictures themselves in which
the points made above have their validity and when you can enjoy
and judge them.! This is the case with every art, but, amongst the
arts so far considered, with painting most of all. For architecture
and sculpture you can make do, at first, with copies, descriptions,
and casts, because in these arts the range of the subject-matter is
more restricted, the forms and means of representation are lcss plenti-
ful and varied, and their particular specific characteristicsare simp-
ler and more decisive. Painting demands a sight of the individual
works of art themselves; in its case especially mere descriptions

A reprint of Hegel’s lectures on painting with coloured illustrations 1s much
t0 be desired,
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are inadequate, however often you have to content yourself with
them. Owing to the infinite variety of ways in which Painting
is deployed and aspects of which occur separately in particulgp
works, these works appear at first sight as only a variously coloureg
medley which, neither organized nor classified for examination,
makes even the special character of individual paintings scarcely 1
visible. For example, unless we bring with us in the case of each §
picture a knowledge of the country, period, and school to which it -
belongs and of the master who painted it, most galleries seem to he
4 senseless confusion out of which we cannot find our way. Thyg
the greatest aid to study and intelligent erjoyment is an Aistoricg] 1
arrangement. Such a collection, historically ordered, unique and
invaluable of its kind, we shall soon have an opportunity to
admire in the picture gallery of the Royal Museum constructed
here in Berlin.' In this collection there will be clearly recognizable 3
not only the external history of painting, i.e. the development of §
technique, but the essential progress of the inner history of %
painting, i.e. its different schools and subjects, as well as the con. )
ception of these and their mode of treatment. It is only such a
living spectacle that can give us an idea of painting’s beginning in ]
traditional and static types, of its becoming moreliving, of its search
for expression and individual character, of its liberation from the
nactive and reposeful existence of the figures, of the progress to
dramatically moved action and grouping and the full magic of
colouring, as well as of the difference of the schools, some of which
treat the same subjects in their own peculiar way, while others are
marked out from one another by the difference of the subject-
matter which they adopt.

'The historical development of painting is of great importance
not only for its ordinary study but also for its philosophical treat-
ment and exposition. The subject-matter that I indicated, the
development of the material, the principal different features of
the treatment, all these things acquire their concrete existence in
a factually consistent sequence and variety only in painting’s
history, and I must cast a glance at this and emphasize 1ts most
prominent features.

In general terms, the essence of painting’s progress is this: a
start (s made with religious subjects, still typically treated, arranged

T Hotho adds in a note that this statermnent was made in a lecture on 17 Feb-
ruary 1829. The gallery was opened on 3 August 1830,
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simply and architectonically with elementary colouring. Next
there enter more and more into the religrous situations the present,
the individual, the living beauty of the figures, depth of inner
feeling, alluring and rmagical colouring, until painting turns
towards the world; it takes possession of nature, the everyday
experiences of human life, or historicaily important national
events, whether past or present, portraits and the like, all down to
the tiniest and most insignificant detail, and it does this with the
same love that had been lavished on the 1deal content of religion.
And in this sphere above all it attains not only the supreme perfec-
tion of painting but also the greatest liveliness of conceptionand the
greatest individuality in the mode of execution. 'This progress can
be followed in sharpest outline in the general course of Byzantine,
Ttalian, Flemish, and German painting,’ and after characterizing
these briefly we will, at the end, make the transition to music.

(@) Byzantine Painting

'The Greeks had always kept exercising the art of painting to a
certain extent, and the Greek examples were beneficial for this
better technique of Byzantine painting as well as for the portrayal
of postures, robes, etc, On the other hand, this art entirely forsook
nature and life; in facial expressions it remained traditional, in
figures and modes of expression typical and stiff, in the arrange-
ment more or less architectonic: the natural environment and the
background of landscape were missing, the modelling by light
and shade, clear and dark, and their fusion, like perspective and
the art of live grouping, attained no development at all or only a
very trifling one. Given an adherence to one and the same type
already settled earlier, independent artistic production had very
little scope. The art of painting and mosaic often sank into a mere
craft and therefore became more lifeless and spiritless, even if
these craftsmen, like the workers who made Greek vases, had
befare them excellent models which they could follow in postures,
folds of drapery, etc.

' The omission of Spain was not unnatural in Hegel’s lifetime. The omission
of England may seem less excusable until we reflect that in what he says of
modern (i.e. post-Byzantine) painting, Hegel relies almost entirely, and not
Improperly, on what he had seen for himself in Paris, the F.ow Countries, Aust-
N3, and Germany (where, unlike Italian works, English paintings may not have

©en on view at his date).
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A similar type of painting covered the ravaged West also with 3
its sombre art and spread to Italy above all. Here, however, even
if in weak beginnings at first, there already appeared in early
times the urge to go beyond completely finished forms and ways of r
expression and to advance towards a higher, even if originally
crude, development, whereas in the Byzantine pictures, as von %
Rumohr (op. cit. i, p. 279) says of the Greek Madonnas and. 3
pictures of Christ, ‘we see even in the most favourable exam- 9%
ples that they had their direct origin in mummies and that artistic
development had been renounced in advance’. Confronted by a
similar type of art, the Italians, in contrast to the Byzantines, strove - .3
for a more spiritual treatment of Christian subjects even before _.
the times of their independent artistic development in painting, - §
So, for example, the scholar just mentioned cites (i, p. 280) as a 1
remarkable proof of this difference the manner in which the 4
Byzantine Greeks and the ltalians present the body of Christ on §
pictures of the Crucifixion. “The Greeks’, he says, 3

accustomed to the sight of gruesome physical punishments, pictured
the Saviour on the Cross hanging down with the whole weight of his
body, the lower part swollen, knees stackened and bent to the left, the
bowed head struggling with the agony of a gruesome death. Thus what
they had in view as their subject was physica) suffering as such. On the 3
other hand, in the older Italian memorials (where we must not overlook 3
the fact that the Virgin with the Child, and the Crucified [Christ] too are
portrayed extremely seldom) the Italians were accustomed to give acom-
forting appearance to the face of the Saviour on the Cross, and so, as it
seems, followed the idea of the victory of the spirit and not, as the Byzan-
tines did, the succumbing of the body. This undeniably nobler sort of
treatment came early to light in the far more favourable climate of the
West.

"This suggestion may suffice for this subject here.

(b) Italian Painting

But in the freer development of Italian painting we have to look
for a different character of this art, Apart from the religious
subject-matter of the Old and the New Testament and the life-
stories of martyrs and saints, Italian painting takes its othersubjects
for the most part from Greek mythology, seldom from events in
national history, or, portraits excepted, from the present day and
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contemporary life, and cqually seldom, and only in late and isolated
pictures, from natural landscapes. But what above all it introduces
for the treatment and artistic elaboration of the religious sphere
is the living actuality of the spiritual and corporeal existence into
which now all the figures are materialized and animated. The
fundamental principle for this life is, on the side of the spirit, that
natural serenity, on the side of the body, that beautiful correspon-
dence with the visible form which in itsclf, as beautiful form,
proclaims innocence, cheerfulness, virginity, natural grace of dis-
osition, nobility, imagination, and a richly loving soul. Now if
there is added to this natural endowment the elevation and adorn-
ment of the inner life by the deep feeling of religion, by that
spiritual trait of a more profound piety which soulfully animates
the originally more decided assurance and complete acceptance of
existence in this sphere of salvation, then we have before us
an original harmony between a figure and its expression which,
when it reaches perfection, gives us a vivid reminder, in this
sphere of romantic and Christian art, of the pure ideal of art.

It is truc that even within such a new harmony the deep feeling
of the heart must preponderate, but the inner feeling is a happier
and purer heaven of the soul, the way to which, by reversion from
the sensuous and the finite and by return to God, still remains easy
and unburdensome,! even if it lies through immersion in the deep
grief of repentance and death; for the grief is concentrated n the
region of the soul, ideas, and faith, without rising to the field of
powerful desires, refractory barbarism, harsh self-seeking and sin,
and without fighting these enemies of bliss in order to gain a hard-
won victory. [t is a transition remaining ideal, a grief that in its
suffering is more ccstatic than harmful, a rather abstract, richly
soulful suffering which proceeds in the inner life; it does not
reveal physical agony, nor are the traits of stubbornness, crudity,
and ruggedness, or those of trivial and vulgar people, visible in the
character of the faces and bodily forms, for, if they were, a persis-
tent battle would be necded before they could be susceptible of an
txpression of piety and religious feeling. This more peaceful deep
feeling of the soul and more original adaptation of the forms to
this inner life constitutes the attractive clarity and unclouded
fnjoyment which the truly beautiful works of Italian painting
must give us, Just as we say of instrumental music that there is

! Matthew 11: 30. ‘My yoke is easy, and my burden is light.’
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timbre and song in it, so here the pure song of the soul, a penetra. §
ting melody, sings over the whole figure and zll its forms. And }
just as in Italian music and the notes of its song, when voices ring §
out in their purity without any associated screeching, it 1s thed
pleasure of the voice itself which resounds in every part and modu-]
lation of the sound and the melody, so such self-enjoyment of the{
loving soul is the keynote of Italian painting too. ;

It is the same depth of feeling, clarity, and freedom that we §
find again in the great Italian poets. The skilful echo of rhymes
in terza-rima, canzone, sonnets, and stanzas, this sound which not §
only satisfies the need for uniformity in a single repetition butd
preserves uniformity in a triple one, i1s a free melodious snund’
which flows along for its own sake, for the sake of its own enjoys§
ment. The like freedom is shown in the spiritual subject-matter, A
In Petrarch’s sonnets, sestets, canzone, it 18 not for the a{:tual‘_
possession of its object that the longing of the heart struggles; 4
there is no thought or feeling seriously concerned with the actyal
object or the thing at issue or expressing a need for possession; on
the contrary, the expression itself is the satisfaction. It is the self-3
enjoyment of love which seeks its happiness in its mourning, it&"
laments, descriptions, memories, and fancies; 1t 18 a longing ;_:.'
fied as longing, and with the picture and the spirit of the loved ong}
it is already in full possession of the soul with which it longs to be
at one. Dante too, led by his master, Virgil, through Hell and}
Purgatnry, sees the most frightful horrors, he 1s uneasy and is Gftm
in floods of tears, but he strides on, tranquil and consoled, without§
fear and anxiety, without the ill-humour and exasperation thaty
says ‘things should not be thus’. Indeed even his damned souls in
Hell still have the bliss of eternity—ie eferne duro! stands over the }
gate of Hell—they are what they are, without repentance or desire}
they say nothing of their torments—these affect neither us noxij
them, as it were, at all, for they endure for ever—they keep in mind §
only their disposition and deeds, firm and constant to themselvea 'af
in their same interests, without lamentatlon and longing.

When you have grasped this trait of blissful independence and -3
freedom of soul in love, you understand the character of Italy's &
greatest painters. In this freedom thﬂ}r are masters of the details of 3
expression and situation; on the wings of this inner freedom they ‘3
have at their command ﬁgure beauty, and colour; since they have 3

* Inferns, canto ii, 8, ‘Eternal 1 endure.’
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their fcet entirely on the ground and often give us, or seem to give
us, portraits, the pictures they produce in the most exact portrayal
of reality and character are pictures of another sun, another
spring; they are roses blossoming at the same time in heaven. So
in beauty itself their concern is not with beauty of form alone, not
with that sensuous unity of the soul with its body which is effused
over the sensuous corporeal forms, but instead with this trait of
love and reconciliation in each figure, form, and individuality of
character. It is the butterfly, the Psyche, which in the sunlight
of its heaven hovers even over withered flowers.! Only through
this rich, free, perfect beauty were the Italians enabled to produce
the ideals of antiquity amid those of the modern world.

Yet such a level of perfection Italian painting did not achieve all
at once from the beginning; on the contrary, before it could reach
it, it first travelled the whole length of a long road. But purely
innocent piety, the magnificent artistic sense of the whole concep-
tion, naive beauty of form, and deep feeling of soul are often
most strikingly present in the old Italian masters, despite all
imperfection in the development of technique. In the eighteenth
century, however, the older masters were little valued but were
rejected as being clumsy, dry, and paltry. Only in recent times have
they been rescued from oblivion by scholars and artists; but now
they have been admired and imitated with a preference that is
excessive, that has induced people to deny a further development
in the mode of treatment and portrayal, and that therefore was
bound to lead to the opposite wrong road.,

In connection with the details of the chief phasesin the history of
the development of Italian painting up to the stage of its perfection,
1 will briefly emphasize only the following points that are of impor-
tance in the characterization of the most essential aspects of
painting and its manner of expression.

() After earlier crudity and barbarity the Italians departed with
a new impetus from the mainly mechanical type propagated by the
Byzantines. But the range of subjects portrayed was not great and
the chief thing remained severe dignity, solemnity, and religious
majesty, As is testified by von Rumohr (op. cit. ii, p. 4), an im-
bortant connoisseur of these earlier epochs, Duccio of Siena and

' In Greek mythology Cupid is an emblem of the heart, as Psyche is of the
:EU-L She was represented with the wings of a butterfly, itself another symbol of
e 2oy,
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Cimabue of Florence! already tried to adopt and as far as possible
to rejuvenate in their own spirit the miserable relics of the classical
draughtsmanship, founded on perspective and anatomy, which,
mechanically imitated, had been accepted m old Christian works of A
art, especially by the later Byzantine painting. They ‘sensed the
value of such designs but they strove to soften the crudity of their 3§
ossification because they compared these half-understood traits §
with life—or so we may conjecture or assume from seeing their |
productions’. These are only the first beginnings of the art, lying
between what was typical and stiff and what had life and full indi- 3
vidual expression, i

(8) But the second step consisted in emancipation from those
late Byzantine models, in entry to humanity and individuality in

both the whole conception and execution, and mn the developed J§
3
i

and deeper adaptation of human characters and forms to the
religious material which was to be expressed.

(xx) Here the first thing to mention is the great influence exer~
cised by Giotto? and his pupils. Giotto changed the former way"';
of preparing colours, just as he altered the mode of treatment
and the aim of the composition. The Byzantines, as chemical
vestigations have shown, probably used wax either as a means off}
binding colour or as a varnish, and from this there resulted ‘the
yellowish-green, darkish tone which cannot always be explained®y
as a result of lamp-light’ (op. cit. i, p. 312). This viscous bindingi?
material of the Byzantine painters Giotto entirely rejected and @ -4
this account went over to the grinding of colours with the clarified-§
sap of young plant-shoots, unripe figs, and other less oily sizes'g

which, possibly, had been used by Italian painters in the carliew’s
Middle Ages before they turned again to the stricter imitation ok
the Byzantines (ibid. ii, p. 312). These binding-materials had m‘.
darkening influence on. the colours, but left them brilliant an%
clear. More important, however, is the change introduced
Giotto into Italian painting by the choice of subjects and thid
manner of their portrayal. Ghiberti,? as long ago as that,
Giotto for abandoning the crude manner of the Byzantine Greekhy
and for introducing nature and grace without exceeding the bound
of proportion (ibid. ii, p. 42). And Boccaccio too (Decamerotiy

Sixth Day, fifth story) says of him that ‘nature produces nothif

' 1253~131G and £ 1240-1302. ¢, 12661327
1 1,.. 13%78-145%, sculptor and art-historian.
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which Giotto cannat imitate to the point of deception’. In Byzan-
tine painting we can scarcely descry a trace of a vision of nature; it
was only Giotto who directed his attention outwards to the present
and real world and compared the forms and sentiments, which he
gndertook to portray, with life itself as it moved around him. With
this drift outwards there is connected the fact that at Giotto’s
time not only did morals become freer and Tife more cheerful as a
general rule, but nearer to his date lay the veneration of many new
saints.? These were especially selected as subjects of his art by
Giotto in view of the direction of his attention to the actual present,
with the result that now once again the subject-matter itself
demanded the naturalness of the way the body appeared, and also
the portrayal of specific characters, actions, passions, situations,
postures, and movements. But what was relatively lost in Giotto’s
attempts was that splendid holy seriousness which had been the
basis of the previous stage of art. The world wins a place and
development, as after all, Giotro, true to the sense of his age, gave
a place to the burlesque as well as to the pathetic, so that von
Rumohr justly says (ibid. ii, p. 73) ‘in these circumstances I
cannot understand how some people who have given the whole
strength of their attention to the subject, praise the aim and
achievement of Giotto as the most sublime thing in moedern art’.
To have given us once again the right point of view for estimating
Grotto is the great merit of this profound scholar who also drew
attention to the fact that Giotto, while aiming at humanizing his
figures and at naturalness, still always remained on the whole at
a lower stage of painting’s development.

(88) Within this mode of conception awakened by Giotto
Italian painting developed further. The typical portrayal of
Christ, the Apostles, and the more important events reported in
the Gospels, were put mare and more into the background; but on
the other side, the range of subjects is extended (ibid. i, p. 213)

because all hands were busy painting the transition of modern saints
into life: their previous worldliness, the sudden awakening of their
tonscrousness of sanctity, their entry into the life of piety and asceti-
Csm, the miracles they wrought in life and especially after their death,
all these enter into the portrayal where (as is implied by the external
Conditions of art) the expression of the feeling of the living prevails
Uver an indication of their invistble power of miracle-working.

' ¢.g. Bt. Francis of Assisi (c. 1182-1226), canonized in 1228,
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Cimabue of Florence! already tried to adapt and as far as possible
to rejuvenate in their own spirit the miserable relics of the classical
draughtsmanship, founded on perspective and anatomy, which,
mechanically imitated, had been accepted in old Christian works of
art, especially by the later Byzantine painting. They ‘sensed the
value of such designs but they strove to soften the crudity of their 2
ossification because they compared these half-understoed traits
with life—or so we may conjecture or assume from seeing their
productions’. These are only the first beginnings of the art, lying
between what was typical and stiff and what had life and full indi-
vidual expression,

(A) But the second step consisted in emancipation from those :
late Byzantine models, in entry to humanity and individuality in 3§
both the whole conception and execution, and n the developed 4
and deeper adaptation of human characters and forms to the'}
religious material which was to be expressed. |

(ac) Here the first thing to mention is the great influence exers .
cised by Giotto? and his pupils. Giotto changed the former way 7§
of preparing colours, just as he altered the mode of treatrnent g
and the aim of the composition. The Byzantines, as chemical in-ig
vestigations have shown, probably used wax either as a means oféy
binding colour or as a varnish, and from this there resulted ° 0
yellowish-green, darkish tone which cannot always be explained¥
as a result of lamp-light’ (op. cit. i, p. 312). This viscous binding€}
material of the Byzantine painters Giotto entirely rejected and ot
this account went over to the grinding of colours with the clarified:&
sap of young plant-shoots, unripe figs, and other less oily sizew'y
which, possibly, had been used by Italian painters in the earliet¥f
Middle Ages before they turned again to the stricter imitation o i
the Byzantines (ibid. ii, p. 312). These binding-materials had r
darkening influence on the colours, but left them brilliant and; 3
clear. More important, however, is the change introduced by
Giotto into Italian painting by the choice of subjects and '
manner of their portrayal. Ghiberti,? as long ago as that,
Giotto for abandoning the crude manner of the Byzantine Greeksy
and for introducing nature and grace without exceeding the bount i,
of proportion (ibid. ii, p. 42). And Boccaccio too (Decameromy
Sixth Day, fifth story) says of him that ‘nature produces nothingg

1 yz255—1319 and ¢, 1240-k302. 2 ¢, 1266-1327.
3 1., 1478~1458, sculptor and art-historian.
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which Glotto cannot imitate to the point of deception’. In Byzan-
tine painting we can scarcely descry a trace of a vision of nature; it
was only Giotto who directed his attention outwards to the present
and real world and compared the forms and sentiments, which he
undertook to portray, with life itself as it moved around him. With
this drift outwards there is connected the fact that at Giotto’s
time not only did morals become freer and life more cheerful as a
general rule, but nearer to his date lay the veneration of many new
saints.? These were especially selected as subjects of his art by
Giotto in view of the direction of his attention to the actual present,
with the result that now once again the subject-matter itseif
demanded the naturalness of the way the body appeared, and also
the portrayal of specific characters, actions, passions, situations,
postures, and movements. But what was relatively lost in Giotto’s
attempts was that splendid holy seriousness which had been the
basis of the previous stage of art. The world wins a place and
development, as after all, Giotto, true to the sense of his age, gave
a place to the burlesque as well as to the pathetic, so that von
Rumohr justly says (ibid. ii, p. 73) ‘in these circumstances I
cannot understand how some people who have given the whole
strength of their attention to the subject, praise the aim and
achicvement of Giotto as the most sublime thing in modern art’.
To have given us once again the right peint of view for estimating
Grotto is the great merit of this profound scholar who also drew
attention to the fact that Giotto, while aiming at humanizing his
figures and at naturalness, still always remained on the whole at
a lower stage of painting’s development.

(88) Within this mode of conception awakened by Giotto
Italian painting developed further. The typical portrayal of
Christ, the Apostles, and the more important events reported in
the Gospels, were put more and more into the background; but on
the other side, the range of subjects is extended (ibid. ii, p. 213)

because all hands were busy painting the transition of modern saints
nto life: their previous worldliness, the sudden awakening of their
Consciousness of sanctity, their entry into the life of piety and asceti-
Cism, the miracles they wrought in life and especially after their death,
all these enter into the portrayal where (as is implied by the external
conditions of art) the expression of the feeling of the living prevails
Wer an indication of their invisible power of miracle-working.

! ¢.g. St Francis of Assist (¢, 1182-1226), canonized in 1228,



878 IIL IIL. THE ROMANTIC ARTS

Along with this, however, the events in the Passion story of Chrigt }
are not neglected. In particular, the birth and upbringing of
Christ, and the Madonna and the Child, rise to being favourite
subjects and were invested rather with more living family affec. :
tion, with tenderness and intimacy, with something human ang §
rich in feeling, while too ]

in themes taken from the Passion story, what is emphasized is no longer }
the sublimity and the triumph but rather the emotion—the immediate %
consequence of that enthusiastic outpouring of sympathy with the
earthly sufferings of the Redeemer, an outpouring to which by example §
and teaching St. Francis gave a new and hitherto unexampled impulse.t .3

In connection with a further progress towards the middle of the §
fifteenth century there are especially two names to mention,’ :
Masaccio and Fra Angelico.? In them the essentially important 3
thing in connection with the progressive incorporation of the™
religious material into the living forms of the human figure and the
soulful expression of human traits was, on the one hand, as vonj
Rumohr puts it (op. cit. ii, p. 243), an increased rotundity of all the
forms; on the other hand ‘a deeper penetration into the distribu- 3
tion, co-ordination, and varied degrees of attraction and signi- 3
ficance in human facial expressions’. The first solution of this}
artistic problem, the difficulty of which might at that time have'§
been beyond the powers of a single artist, was shared by Masaccio §
and Fra Angelico. ‘Masaccio took over the exploration of chiaro- 3
scuro, the roundness and separation of figures set together; Fra
Angelico, on the other hand, the investigation of inner co-
ordination, the indwelling meaning of human facial expressions, §
the rich sources of which he was the first to open up for painting” §
—Masaccio not, as you might think, in an effort after grace, but §
with grand treatment, manliness, andin the need foramore decisive ;
unity; Angelico with the fervour of a religious love remote from
the world, with a conventual purity of disposition, elevation and 3
sanctity of soul, so that Vasari tells of him that he never painted k
anything without first praying from the depths of his heart and J

I ‘Modern' saints presumably means those canonized in the fifteenth centuty §
or later. T{ Hegel was no stylist, von Rumohr mey not be one either. Hegel had |
said that sometimes we have to put up with mere descriptions of pictures, 80
here he seems to rely on von Rumohr, possibly not altogether a blind guide-

? 140128 and 1387-1455.
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sever painted his Redeemer’s Passion without bursting into tears

(ibid. ii, p- 252).

The result is that what was of importance on the one side in this
advance of painting was intensified liveliness and naturalness, but
on the other side, although the depth of the prous heart and the
simple deep feeling of the soul in faith were not absent, what still
p;epondemted was the freedom, skill, natural truth, and beauty of
the composition, posture, colour, and clothing. If the later develop-
ment could attzin a still far loftier and more complete expression
of spiritual inwardness, nevertheless the epoch with which we are
dealing at present has not been surpassed in its purity and inno-
cence of religious disposition and serious depth of conception,
Many pictures of this time do have about them something repel-
lent for us in their colouring, grouping, and drawing, because the
vivid forms required for the portrayal of inner religious feeling do
not yet appear perfectly elaborated for expressing this. However,
if we consider the spiritual artistic sense which produced these
works of art, we should not miss their naive purity, their familiarity
with the inmost depths of truly religious convictions, the certainty
of 2 believing love even in affliction and pain, and often too the
gracefulness of innocence and bliss. We have all the less reason to
miss these things when we reflect that even if later epochs made
advances in other aspects of artistic perfection, they never agam
attained these original merits after they had been lost.

vy) In painting’s further progress a third point in addition to
those mentioned concerns the greater spread of subjects which a
new artistic sense adopted for portrayal. Just as, in Italian paint-
ing, sanctity approached reality from the very beginning by reason
of the fact that men nearly contemporaneous with the painters
themselves were canonized, so art now drew into its own sphere
other parts of the real and contemporary world, From that stage
of pure deep feeling and piety which aimed only at the expression
of this religious animation itself, painting proceeded more and
more to associate life in the external world with religious subjects.
The cheerful and powerful self-reliance of the citizens with their
industriousness, their trade and commerce, their freedom, their
manly courage and patriotism, their well-being in enjoying life in
the present, this reawakening gusto of man in his virtue and witty
cheerfulness, this reconciliation with reality both in his inner spirit
and its external form—all this is what entered artistic treatment
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and portrayal and asserted itsclf there. In this artistic sense we
see coming to hife a love for landscape backgrounds, for viewg 4
of cities, for the surroundings of churches and palaces; contem. -
porary portraits of famous scholars, friends, statesmen, artists, angd
other persons who in their day had won favour on the strength of 1
their wit or their cheerfulness, gain a place in religious situations; §
traits of domestic or civil life arc used with more or less freedom
and skill; and even if the spiritual character of the religioyg 3
material remained fundamental, still the expression of piety wag §
no longer isolated on its own account but was linked with the
fuller life of reality and the spheres of mundane life (cf. op. cit, 1
p. 282). Of course, owing to this trend, the expression of religious ]
concentration and its inner piety is weakened, but in order te 3
reach its peak painting needed this mundane element too. !

(¥) Out of this fusion of living and fuller reality with the inner.§
religious feeling of the heart there sprang a new spiritual problem, -
and its perfect solution was rescrved for the great artists of the
sixteenth century. For it was now a matter of harmonizing soulful §
depths of feeling, the seriousness and profundity of religion, with
that sense for the liveliness of the physical and spiritual present of 3
characters and forms, so that the physical figure in its posture;:}
movement, and colouring should not remain merely an external:}
scaffolding but become itself full of soul and life and, thanks to the'§
perfect expression of all the parts, appear at the same time beautisi§
ful alike physically and spiritually.

Amongst the most excelient masters who had this goal in view; 3§
special mention is to he made of Leonardo da Vinci. He it was'd
who, with almost subtle profundity and delicacy of intcilect 3
and feeling, not only accepted more deeply than any of his prede:%
cessors the forms of the human body and the soul of their express?
sion, but, with equal mastery of the technique of painting, alse ]
acquircd great assurance in applying the means which his study
had put into his hands. In this way he could at the same time
preserve a fully reverential seriousness for the conception of his 4
religious themes, so that, however much his figures tend to acquire g
the pure appearance of a fuller and rounded actual existence and
in their mien and graceful movement display the expression of
sweet and smiling joy, they still do not lack the sublimity which 3
reverence for the dignity and truth of religion demands (cf. ibid.

i, p. 308).
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But in this sphere the purest perfection is achieved by Raphael
slone. Von Rumohr aseribes especially to the Umbrian school of
ainters from the middle of the fifteenth century a secret charm to
which every heart is open, and he tries to explain this attraction by
the depth and delicacy of feeling as well as by the wonderfulunion
into which those painters could bring dim recollections of the
oldest Christian artistic strivings and the softer ideas of the modern
and contemporary world; and in this respect he thinks that they
outclassed their Tuscan, Lombard, and Venetian contemporaries
(ibid. ii, p. 310)." This expression of ‘spotless purity of soul and
total surrender to bitter-sweet and ecstatic tender feelings’ Peru-
gino,® Raphael's master, could make his own and therefore could
fuse together the objectivity and the life of external figures, com-
pliance with the real and the individual, as this had been developed
principally by the Florentines.? From Perugino, to whose taste and
style Raphael seems to have been still addicted in his early works,
Raphael proceeded to the most complete fulfilment of the demand
mentioned above. In him, that is to say, there were united {a) the
supreme spiritual feeling for religious subjects, as well as the
full knowledge of and affectionate attention to natural phenomena
in the whole liveliness of their colour and form, and (b) the like
sense for the beauty of antiquity. Yct this great admiration for the
ideal beauty of antiquity did not lead him at all to the imitation,
adoption, and use of the forms which Greek sculpture had so
perfectly developed ; on the contrary, he only took up in a general
way the principle of their free beauty which in his case was pene-
trated through and through by pictorial and individual liveliness
and by deeper soul of expression as well as by what was hitherto
unknown to the Italians, an open and cheerful clarity and
thoroughness of portrayal. In the development of these elements
and equally in their harmonious combination he reached the
summit of perfection in his art.

Still greater were Correggio in the magical wizardry of chiaro-
scuro, in the soulful delicacy and gracefulness of heart, forms,
movement, and grouping, and Titian in the wealth of natural life,
and the illuminating shading, glow, warmth, and power of

baIdI:]mbriamRaphael, 1483-1520. Tuscany—Michelangelo, 1475-1564. If‘?m'
Jar ¥—Correggio, 148¢-1564. Venice—Giorgione, 1478-1510, and Titian,
T477-1576.
i € 1450-1523,
Fra Anpelico {of Ficsole), Uccello, 1196-1475, B, Gozzoli, 1420-08, etc.
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colouring. There is nothing more attractive than the naiveté, in
Correggio, of a grace not natural but religious and spiritual,
nothing sweeter than his smiling unselfconscious beauty and
innocence.

The perfection of painting in these great masters is a peak of art
which can be ascended only once by one people in the course of
history’s development,

(c) Flemish and German Painting

As for German painting we may affiliate what is strictly German
to that of the Low Countries. :

The general difference from the Italians consists here in the fact 3
that the German and the Flemish painters neither could nor
wished to attain from their own resources those free ideal forms
and modes of cxpression that corresponded with a transition to 3
spiritual and transfigured beauty. For this reason they develop, on
the one hand, an expression for depth of feeling and subjective
self-sufficiency of mind; on the other hand, they add to this deep 4
feeling of faith a more extended specification of the individual .4

character which now does not manifest an exclusive inner pre- 3§

occupation with the interests of faith and the salvation of the soul,
but also shows how the individuals portrayed are troubled by
mundane affairs, enwrapped in the cares of life, and through this
hard effort have acquired mundane virtues, fidelity, steadfastness,
integrity, chivalrous temacity, and civil efficiency. Along with this
artistic sense, immersed more or less in limited affairs, we find at
the same time, in contrast with the always purer forms and charac-
ters of the Italians, the expression rather of a formal obstinacy of
refractory characters who either set themselves against God with
the energy of defiance and brutal self-will or else are compelled to
do violence to themselves in order to be able to extricate thems-
selves, by painful labour, from their limitations and crudity and to

battle their way to religious reconciliation; the result is that the o

deep wounds which they had to inflict on their inner life still
appear in the expression of their piety.

In detail I will only draw attention to a few of the main points
of importance concerning the older Flemish school in distinction
from the North-German and later Dutch painters of the seven-
teenth century.
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() Amongst the older Flemish painters the brothers Hubert
and Jan van Eyck were especially prominent at the beginning of
the fifteenth century; their mastery we have only now in recent
times learnt to value again. As is well known, they are named as the
inventors of oil-painting, or at least as really the first men to
bring it to perfection. Their step forward was so great that we
might suppese that it must be possible to demonstrate a series of
stages from earlier beginnings along the route to perfection. But
of such a gradual progress history has preserved no artistic
memorials. Beginning and perfection confront us, so far as our
knowledge goes, simultaneously. For hardly anything can be more
excellent than what these brothers painted. Moreover, their sur-
viving works, in which the typical is already discarded and over-
come, not only give proof of great mastery in drawing, in placing
and gronping subjects, in mental and physical characterization, in
the warmth, clarity, harmony, and delicacy of colouring, in the
grandeur and finish of composition, but in addition in them the
whole weaith of painting in relation to natural environment,
architectural accessories, backgrounds, horizon, magnificence and
variety of cloth etc., robes, sort of weapons and decoration etc., is
treated already with such fidelity, with so much feeling for the
pictorial, and with such virtuosity, that even later centuries have
nothing to show which is more perfect, at least in respect of pro-
fundity and truth. Nevcrtheless, when we compare these Flemish
pictures with the masterpieces of Italian painting, we are more
attracted by the latter, because the Italians with all their depth of
religious feeling give prominence to spiritual freedom and imagina-
tive beauty. The Flemish figures do delight us by their innocence,
naiveté, and piety; indeed in depth of heart they surpass the best
Italian ones to some extent. But the Flemish masters could not
rise to the same beauty of form and freedom of soul; and their
pictures of the Christ-child especially are ill-formed; and however
far their other characters, men and women, display within their
religious expression a soundness, sanctified by depth of faith, in
mundane interests as well, they would seem beyond this piety, or
rather below it, to be insignificant and as it were incapable of being
free in themselves, imaginative, and particularly bright.

(8) A second aspect which deserves notice is the transition
from 2 more peaceful and reverential piety to the portrayal of
torments and the ugliness of the world generally. This is the
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sphere in which especially the masters of North Germany excel
when, in scenes from the Passion story, it is the crudity of the
soldiers, the malignity of the mockery, the barbarity of their
hatred of Christ in his suffering and death, that they reveal with
great energy in characterizing the greatest uglinesses and deform-

ities which are external forms corresponding to an inner corrup. .3

tion of heart. The quiet and beautiful effect of peaceful and deeply

felt piety is disdained and, in the case of the movement prescribed

by the situations just mentioned, portrayal goes on to horrible

grimaces and gestures expressive of ferocious and unbridled 'j
passions. Owing to the crowd of figures pressing on one another

in confusion and the preponderating barbarity of the characters,
there is easily visible in these pictures a lack of inner harmony
whether in composition or colour, so that, especially when a taste

for the older German painting was reborn, its far from perfect 4
technique gave rise to many blunders in assessing the date of these 3
works. They were regarded as older than the more perfect paint-
ings of the period of van Eyck, whereas most of them belongtoa §

later time. Yet the North German masters did not stick exclusively

to such portrayals of the Passion at all; they have also treated
various religious subjects, and, like Albrecht Diirer for example,
have been able, even in situations from the Passion story, to tear '3
themselves free in triumph from the extreme of plain barbarity, 3
because they preserved for such subjects too an inner nobility and 3

an external finish and freedom.

(y) The final achievement of German and Flemish art is its

utterly living absorption in the world and its daily hife, and con-

sequently the differentiation of painting into the most varied §
kinds of portrayal which are distinguished from one another, and
one-sidedly developed, in respect of both subject-matter and 3
treatment. Even in Italian painting there is noticeable a progress §

from the simple splendour of worship to an ever increasingly evi-

dent worldliness, but here, as, for example, in Raphael, this re- i
mains in part penetrated by religious feeling and in part limited and 3
concentrated by the principle of the beauty of antiquity; while the -3
later history is lessadispersal into the portrayal of subjects of every §
kind under the guidance of colouring than z rather superficial con- 4
fusion or eclectic imitation of forms and styles, On the other hand, -3
German and Flemish painting ran through, in the clearest and %
most striking way, the whole range of subject-matter and modes of
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treating it: from the purely traditional ecclesiastical pictures,
individual figures, and half-lengths, to sensitive, pious, and reve-
rential portrayals, and then from these up to the animation and
extension of these in huge compositions and scenes in which,
however, the free characterization of the figures, the intensified
life in processions, servants, persons accidentally in the entourage,
decoration of robes and vessels, as well as the wealth of portraits,
architectural works, natural environment, vistas of churches,
streets, cities, rivers, forests, mountain formations, etc., in short
the entirety of life and reality is still collected together and carried
by the religious foundation. It is this central foundation which is
absent now, so that the range of subjects, hitherto kept in unity, is
dispersed, and particular things in their specific individuality and
the accidents of their alteration and change are subject to the most
varied sorts of treatment and pictorial execution,

To frame a complete judgement on this last phase in our con-
sideration of painting’s history, we must, as we have done before,
visualize again the national situation in which it had its origin.
‘What was responsible here was movement away from the Catholic
Church, and its outleok and sort of piety, to joy in the world as
such, to natural objects and their detailed appearance, to domestic
life in its decency, cheerfulness, and quiet seclusion, as well as to
national celebrations, festivals, and processions, to country dances
and the jollities and boisterousness of wakes-weeks; and we have to
defend this as follows: the Reformation was completely accepted
in Holland ; the Dutch had become Protestants and had overcome
the Spanish despotism of church and crown. And what we find
here in political matters is neither a superior nobility expelling its
prince and tyrant or imposing laws on him, nor a people of farmers,
oppressed peasants, who broke free, like the Swiss; on the contrary
by far the greater part, except the courageous warriors on land and
the bold heroes on the sea, consisted of townspeople, burghers
active in trade and well-off, who, comfortable in their business, had
no high pretensions, but when it was a question of fighting for the
freedom of their well-earned rights, of the special privileges of
their provinces, cities, and corporations, they revelted with bold
trust in God and in their courage and intelfigence, witheut any
fear of exposing themselves to all sorts of danger in face of
the tremendous repute of the Spanish domination of half the
world; courageocusly they shed their blood and by this righteous
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boldncss and endurance triumphantly won for themselves both
civil and religious independence. If we can call any particular
trend of mind ‘deutsch’ [i.e. Dutch or German], it is this loyal,
comfortable, homely bourgeois type: this remains in house and
surroundings simple, attractive, and neat, in a self-respect without
pride, in a piety without the mere enthusiasm of a devotee, but in- 3
stead concretely pious in mundane affairs and unassuming and 3
content in its wealth; and it can preserve unimpaired an ancestral "
soundness in thorough carefulness and contentedness in all its .
circumstances along with independence and advancing freedom,
while still being true to its traditional morality. ;

This sensitive and artistically endowed people wishes now in
painting too to delight in this existence which is as powerful as }
just, satisfying, and comfortable: in its pictures it wishes to enjoy
once again in every possible situation the neatness of its cities, §
houses, and furnishings, as well as its domestic peace, its wealth,
the respectable dress of wives and children, the brilliance of its ;
civil and political festivals, the boldness of its seamen, the fame of 3
its commerce and the ships that ride the oceans of the world. And
it is just this sense for an honest and cheerful existence that the |
Dutch painters bring with them to objects in nature too; and (oW §
in all their paintings they link supreme freedom of artistic com- §
position, fine feeling for incidentals, and perfect carefulness in §
execution, with freedom and fidelity of treatment, love for what is
evidently momentary and trifling, the freshness of open vision, 4
and the undivided concentration of the whole soul on the tiniest 4
and most limited things. This painting has developed unsurpas- |
sably, on the one hand, a through and through living characteriza- J
tion in the greatest truth of which artis capable; and, on the other 3
hand, the magic and enchantment of light, illumination, and 7
colouring in general, in pictures of battle and military life, in scenes }
in the tavern, in weddings and other merry-making of peasants, i 3
portraying domestic affairs, in portraits and objects in nature such £
as landscapes, anirnals, flowers, etc. And when it proceeds {rom 3
the insignificant and accidental to peasant life, even to crudity and 3
vulgarity, these scenes appear so completely penetrated by 3 4
naive cheerfulness and jollity that the real subject-matter is not ‘3
vulgarity, which is just vulgar and vicious, but this cheerfulness §
and naiveté. For this reason we have before us no vulgar feeling® 3
and passions but peasant life and the down-to-earth life of the }
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lower classes which is cheerful, roguish, and comic. In this very
reedless boisterousness there lies the 1deal feature: it is the Sunday
of life which equalizes everything and removes all evil; people who
are so whole-heartedly cheerful cannot be altogether evil and base.
In this moatter it is not all one whether evil enters a character
momentarily or is its basic trait. In the Dutch painters the comical
aspect of the situation cancels what 1s bad in it, and 1t 1s at once
clear to us that the characters can still be something different
from what they are as they confront us in this moment. Such
cheerfulness and comicality is intrinsic to the inestimable worth
of these pictures. When on the other hand in modern pictures
a painter tries to be piquant in the same way, what he usually
presents to us is something inherently vulgar, bad, and evil with-
out any reconciling comicality. For example, a bad wife scolds her
drunken husband in the tavern and really snarls at him; but then
there is nothing to see, as I have said once before,’ except that he 15
a dissolute chap and his wife a drivelling old woman.

If we look at the Dutch masters with these eyes, we will no
longer suppose that they should have avoided such subjects and
portrayed only Greek gods, myths, and fables, or the Madonna,
the Crucifixion, martyrs, Popes, saints male or female, What is an
ingredient in any work of art is one in painting too: the vision of
what man is as man, what the human spirit and character is, what
man. and #kfs man is. The poetical fundamental trait permeating
most of the Dutch painters at this period consists of this treatment
of man’s inner nature and its external and living forms and its
modes of appearance, this naive delight and artistic freedom, this
freshness and cheerfulness of imagination, and this assured bold-
ness of execution. In their paintings we can study and get to know
men and human nature. Today however, we have all too often to
put up with portraits and historical paintings which, despite all
likeness to men and actual individuals, show us at the very first
_glance that the artist knows neither what man and human colour
13 r;crr what the forms are in which man expresses that he is man
1n fact.

I In Vol. 1, p. 169.



Chapter I1
MUSIC

INTRODUCTION AND DIVISION OF THE SUDRJECT

To take a glance back at the road we have travelled up to now in the
development of the several arts, we began wrth architecture. [t was
the most incomplete art because we found it incapable, in the mere
heavy matter which it took as its sensuous element and treated in
accordance with the laws of gravity, of portraying the spirit in a
presence adequate to it, and we had to restrict it, from its own
spiritual resources, to preparing for the spirit in its living and actual . §
existence an artistically apptopriate external environment, E

Sculpture, secondly, did make the spirit itself its subject, but 3
neither as a particular character nor as subjective inwardness of
heart, but as free individuality separated neither from the substans §
tive content nor from the corporeal appearance of the spirit; on the. §
contrary, as an individual, the spirit enters the portrayal only in sepg

i3

far as is required for the individual vivification of a content in~3
herently substantial, and it penetrates the bodily forms as an inner 3
spiritual life only in so far as the inherently inseparable unity of 3

spirit and its corresponding shape in nature permits, This ide:ntity;-f_
necessary for sculpture, of the spirit that is self-confronting only in 3
its bodily organism and not in the element of its own mner life, ¥
imposes on this art the task of still retaining heavy matter as it# -3
material ; but the shape of this material it has not to form, as archi~ 3
tecture does, into a purely inorganic environment constructed §
according to the laws of bearing and loading : on the contrary, it has - 3
to transform it into a classical beauty adequate to the spirit and its
ideal plasticity. .
In this respect sculpture appeared especially adapted to vivify in -J
works of art the content and mode of expression of the classical
form of art, while architecture, which could alsc prove serviceable .
for that subject-matter, did not get beyond the fundamental model
of a symbolic indication in its mode of portrayal. This being so, with
painting, thirdly, we entered the sphere of the romantic. For m
painting, the external shape is indeed still the means by which the §

[}
b
k.
i
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inner life is revealed, but this inner life is ideal and particular
personality, the mind turned into itself out of its corporeal exis-
tence, the subjective passion and feeling of character and heart,
which are no longer totally effused in the external shape, but
precisely in that shape mirror spirit’s inner self-apprehension and
its preoccupation with the sphere of its own circumstances, aims,
and actions. On account of this inwardness of its content, painting
cannot be satisfied with a material which can only be shaped with
difficulty or which is unparticularized and can only be treated
externally, but has to choose as a2 means of sensuous expression
pure appearance and the pure appearance of colour. Yet colour is
available to make spatial forms and figures visible as they exist in
actual life only when the art of painting has developed to the magic
of colour in which what is objective begins as it were to vanish into
thin air, and the effect scarcely comes about any longer by means of
something material. For this reason, however far painting develops
to a more ideal liberation, i.e. to that pure appearance which is no
longer tied to the figure as such but which has liberty to expatiate
independently in its own element, in the play of appearance and
reflection, in the enchantments of chiaroscuro, still this magic of
colour is always of a spatial kind, and a pure appearance of
separated things, which therefore persisis.

1. But if the inner life, as is already the case in the principle of
painting, is in fact to be manifested as a subjective inwardness, the
genuinely correspondent material cannot be of such a kind that it
berstsis on its own account. Consequently we get a different mode
of expression and communication where objectivity does not enter
into its sensuous elernent as a spatial figure in order to have sta-
bility there, and we need a material which for our apprehension 1s
without stability and even as it ariscs and exists vanishes once more.
This obliteration not of ene dimension only [as in painting] but of
the whole of space, purcly and simply, this complete withdrawal, of
both the inner life and its expression, into subjectivity, brings com-
pletely into being the second romantic art—music. Thus viewed, it
forms the real centre of that presentation which takes the subjective
as 51'1ch for both form and content, because as art it communicates
the inner life and yet even in its objectivity remains subjective,
€., unlike the visual arts, it does not permit the manifestation in
Which it flourishes to become free and independent and reach an

£XIstence self-reposing and persistent but, on the contrary, cancels
R242715 0
2 K
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it as objective and does not allow the external to assume in our eyes
a fixed existence as something external.

Yet since the cancellation of spatial objectivity as a means of
portrayal is a renunciation beginning within the sensuous spatiality - §
of the visual arts themselves, this negation must be actively applied
to the previously peaceful and independently persistent material,
just as painting in its own field reduced the spatial dimensions of
sculpture to a flat surface.! The cancellation of space therefore
consists here only in the fact that a specific sensuous material
sacrifices 1ts peaceful separatedness, turns to movement, yet so
vibrates in itself that every part of the cohering body not only
changes 1ts place but also struggles to replace itself in its former
position. The result of this oscillating vibration is sound or a note,
the material of music.

Now, with sound, music relinquishes the element of an external
form and a perceptible visibility and therefore needs for the treat-
ment of its productions another subjective organ, namely hearing }
which, like sight, is one of the theoretical and not practical senses* 3
and 1t 1s still more ideal than sight. For the peaceful and undesiring §
contemplation of [spatial] works of art lets them remain in peace J
and independence as they are, and there 15 no wish to consume
destroy them; yet what it apprehends is not something inheren
posited ideally but on the contrary something persisting in its
visible existence. The ear, on the contrary, without itself turning to'§
a practical relation to objects, listens to the result of the innes
vibration of the body through which what comes before us is nq
longer the peaceful and material shape but the first and more ideal
breath of the soul. Further, since the negativity into which the 4
vibrating material enters here is on one side the cancelling of the
spatial situation, a cancellation cancelled again by the reaction of 3
the body, therefore the expression of this double negation, i.e.
sound, is an externality which in its coming-to-be is annihilated !
again by its very existence, and it vanishes of itself. Owing to this
double negation of externality, implicit in the principle of sound,

! Sculpture is still three-dimensional, but it is less purely objective spatially
than architecture because it portrays the subjective spirit more adequately, Thus
within these arts the abandonment of purely objective spatiality begins. It goes
further in painting which is only two-dimensional, And music now goes further
still in the same negative direction by negating the ‘peaceful” or motionless
material of painting, its canvas and celour, and adopting sound which results
from the ‘vibration' of matter.
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MUSIC 4

inner subjectivity corresponds to it because the resounding, which
in and by itself is something more ideal than independently really
subsistent corporeality, gives up this more ideal existence also and
therefore becomes a mode of expression adequate to the inner life."

». 1f now we ask, conversely, of what kind the inner life must be
to prove itself adequate again on its part to this sounding and
resounding, we have already seen that, taken by itself as real objec-
tivity, sound in contrast to the material of the visual arts is wholly
abstract. Stone and colouring receive the forms of a broad and
variegated world of objects and portray them as they actually
exist; sounds cannot do this. On this account what alone is fitted
for expression in music is the object-free inner life, abstract sub-
jectivity as such. This is our entirely empty self, the self without
any further content. Consequently the chief task of music consists
in making resound, not the objective world itself, but, on the
contrary, the manner in which the inmost self is moved to the
depths of its personality and conscious soul.

3. The same is true of the effect of music. What it claims as its
own is the depth of a person’s inner life as such; it is the art of the
soul and is directly addressed to the soul. Painting too, for example,
as we saw, can also express the inner life and movement, the moods
and passions, of the heart, the situations, conflicts, and destinies of
the soul, but it does so in faces and figures, and what confreats us
in pictures consists of objective appearances from which the per-
ceiving and inner self remains distinct. No matter how far we
plunge or immerse ourselves in the subject-matter, in a situation,
a character, the forms of a statue or a picture, no matter how
much we may admire such a work of art, may be taken out of
ourselves by it, may be satisfied by it—it is all in vain: these works
of art are and remain independently persistent objects and our
relation to them can never get beyond a vision of them. But in
music this distinction disappears. [ts content is what is subjective
in itself, and its expression likewise does not produce an object
Persisting in space but shows through its free unstable soaring that
It is a communication which, instead of having stability on its own
dccount, is carried by the inner subjective life, and is to exist for

b IPF‘?I clarification of Hegel's view of sound, obscurely expressed here, see
18 hllﬁs?phy‘ of Nature {Enec., §§ 299 f£.). Sound is said to be a double negation
SCause vibration momentarily breaks up, e.g. a string, into its parts but at once

mifies them agdain in a sound.
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that life alone.’ Hence the note is an expression and something
external, but an expression which, precisely because it is something
external, is made to vanish again forthwith. The ear has scarcely
grasped it before it is mute; the impression to be made here is at
once made within; the notes re-echo only in the depths of the soul
which is gripped and moved in its subjective consciousness.

This object-free inwardness in respect of music’s content and
mode of expression constitutes its formal aspect. It does have a
content too but not in the sense that the visual arts and poetry have
one; for what it lacks is giving to itself an objective configuration
whether in the forms of actual external phenomena or in the
objectivity of spiritual views and ideas.2

As for the course we intend to follow in our further discussions,
we have

(1) to bring out more specifically the general character of music
and its effect, in distinction from the other arts, in respect both of -§
its material and of the form which the spiritual content assumes. 3

(2} Next we must explain the particular differences in which the §

musical notes and their figurations are developed and mediated, in
respect of their temporal duration and the qualitative differences in’ . §
their real resonance.

(3} Finally, music acquires a relation to the content it expresses ;3
in that, either it is associated as an accompaniment with feelings, 4
ideas, and thoughts already expressed on their own account in
words, or launches out freely within its own domain in unfettered E
independence. ¥

But if after this general indication of the principle of music and
the division of the subject we propose to go on to distinguish its, 3
particular aspects, we are met in the nature of the case with a }
peculiar dlfﬁcult}' Since the musical element of sound and the g
inner life, in which the content proceeds, is so abstract and format, ¥
we cannot go on to particularize without at once running into

* i.e. in the memory. The notes of a tune vanish successively and the tune
exists as a tune in memory alone and for subjective apprehension alone,

2 Hegel might have said that music has a meoning, but that the meaning
cannot be stated otherwise than in the notes. But he thinks that the meaning
or message of the other arts can be translated, and he is not wholly consistent.
See pp. 933 ff. He seems to think that music ought to have a mecaning but that
this can only be detected when it is associated with words in apera and songs.
This is perhaps why he may be at sea when he comes to deal with instrumental
tnusic.




MUSIC 803

technical matters such as numerical relations between notes,
differences between instruments, keys, concords, etc. But+ [amlittle
versed in this sphere, and must therefore excuse rn}rs.-s:i%7 in advance
for restricting myself simply to the more general points and to

single remarks.?
1. General Character of Music

The essential points of importance in relation to music in general
may be brought before our consideration in the following order:

(@) We have to compare music with the visual arts on the one
hand and with poetry on the other.

(b} Next, therefore, we must expound the manner in which
music can apprehend a subject-matter and portray it,

(¢) In the light of this manner of treatment we can explain more
specifically the special effect which music, in distinction from the
other arts, produces on our minds.

(@) Comparison with the Visual Arts and Poetry

In connection with the first point, when we propose to set out
clearly the specific and particular character of music, we must com-
pare it with the other arts in three respects.

(o) First, although it stands in contrast to architecture, it stili
has an affinity with it.

(ae} Inarchitecture the subject-matter to be impressed on archi-
tectonic forms does not go wholly into the shape as it does in
sculpture and painting but remains distinct from it as merely an
external environment for it; so too in music, as a properly romantic
art, the classical identity between the inncr life and its external
existence is dissolved again in a similar, even if opposite, way to
what was the case in architecture which, as a symbolic mode of
portrayal, could not attain that unity. For the spiritual inner life
Proceeds from pure concentration of mind to views and ideas and
to forms for these developed by imagination; but music remains

* "This confession of limited knowledge comes as a relief. It might have been
More comprehensive. Hegel studjed and Joved painting, but in music he was [ess
at home. His predilection for opera (especially Rossini and Mozart) and his lack
of enthusiasm for instrumental music may explain or be explained by his views
on the human voice, The fact that he never mentions Beethoven, his exact
Contempgmry, is not surprising, because he is by no means the only person to

Ve a distaste for contemporary music. [f he ever heard Beethoven’s music, he
Probably regarded it, as 1 regard e.g. Prokofiev's, as restiess and incoherent.
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capable rather of expressing only the element of feeling, and it
accompanies explicitly enunciated spiritual ideas with the melo-
dious sounds expressive of feeling, just as architecture 1n its own
sphere surrounds the statues of the god (true, in a rigid way) with
the mathematical forms of its pillars, walls, and entablatures.

(B8) In this way sound and its figuration becomes an element
artificially moulded by art and by purely artistic expression, and
this is quite different from the way that painting and sculpture
proceed with the human body and its posture and facial expression.
In this respect too music may be compared more closely witharchi-
tecture which derives its forms, not from what exists, but from the
spirit’s invention in order to mould them according to the laws of
gravity and the rules of symmetry and eurhythmy, Music does the
same in its sphere, since, on the one hand, independently of the
expression of feeling, it follows the harmonic laws of sound which
rest on quantitative proportions, and, on the other, in relation both
to the repetition of the beat and the rhythm and to the further
development of the notes it is itself subject in many ways to the
forms of regularity and symmetry. Consequently what dominates
in music 1s at once the soul and profoundest feeling and the most
rigorous mathematical laws so that it unites in itself two extremes
which easily become independent of one another. When they do, 3
music acquires an especially architectonic character because, freed |
from expressing emotion, it constructs on its own account, with a §
wealth of invention, a musically regular building of sound. 3

(vy) In spite of all this similarity, the art of sound moves in a 3
realm totally opposed to architecture. It is true that in both arts the 3
foundation is relations of quantity, or more precisely proportion, %
but the material shaped in accordance with these relations is di-
rectly opposite in the two arts. Architecture takes heavy visible 3§
masses in their peaceful juxtapoesition and external spatial shape, §
whereas music takes the soul of tone, working itself free from -3
spatial matter, in the qualitative differences of sound and in the }
movement of the ever-rolling stream of time. Thus the works of the
two arts belong to two quite different spheres of the spirit, for
architecture erects its colossal buildings to endure in symbolic
forms to be looked at from outside; but the world of scunds,
quickly rustling away, is directly drawn by the ear into the inner
life of the heart and harmonizes the soul with emotions in sympathy
with it,
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(8) Secondly, as 'fﬂr.thr: dose.r relation of music to the oFlu:r two
visual arts, the similarity and tfhﬂ‘tlerence that can be cited is partly
gmunded in what I have just indicated. |

(vx) Music is furthest away from sculp_ture in respect both of the
material and the manner of its configuration and also of the perfect
fusion of inner and outer which sculpture attains. With painting,
on the other hand, music has a closer relationship partly on account
of the preponderating inwardness of expression, partly in relation
to the treatment of the material in which, as we saw, painting may
undertake to touch on the territory of music very nearly, But

ainting always has as its aim, in common with sculpture, the por-
trayal of an obiective spatial figure, and it is tied down by that form
of the figure which is actual and present already outside art. Of
course neither the painter nor the sculptor takes every time a
human face, a bodily posture, the contours of a mountain, the
branches and leaves of a tree, exactly as he sees these external
phenomena in nature here and there; on the contrary, his task is to
adjust what is given to him in advance and make it conform to a
specific situation and to the expression which follows necessarily
from the nature of that situation. Thus in this case there is on one
side an explicitly ready-made subject-matter which is to be indi-
vidualized artistically, and on the other side natural forms equally
existent independently on their own account; and when the artist,
in accordance with his vocation, proposes to fuse these two ele-
ments into one another, he has in both of them fixed points for the
conception and execution of his work. Since he starts from these
firm specific terms he has to give a concrete body to the universal
element in the idea and also to generalize and spiritualize the
human figure or other natural forms which can serve him indi-
vidually as models. The musician on the other hand does not
abstract from each and every topic but finds a topic in a text which
he sets to music or, independently of any text, he clothes a mood in
the form of a musical theme which he then elaborates further; but
the real region of his compositions remains a rather formal inward-
NEss, pure sound; and his immersion in the topic becomes not the
fer‘mation of something external but rather a retreat into the inner
life’s own freedom, a self-enjoyment, and, in many departments of
MUsIC, even an assurance that as artist he is free from subject-
Matter altogether,
Now if in general we may regard activity in the realm of the



Boyb I11. TIY, THE ROMANTIC ARTS

beautiful as a liberation of the soul, as freedom from oppression and
restrictedness (since, by presenting figures for contemplation, art
itself alleviates the most powerful and tragic fates and makes them
become satisfying), music carries this liberation to the most ex. }
treme heights. Music must achieve in a totally different way what 3
the visual arts attain by their objective and plastic beauty which
sets forth in the particularity of the individual the totality of man, 3
human nature as such, the universal and the 1deal, without losing ‘4
the inner harmony of particular and universal. The visual artist §
needs only to bring out, i.e. to produce, what is veiled in an idea, §
what is there in it from the beginning, so that every individua] }
feature, in its essential definiteness, is only a further unfolding of 4
the totality which floats before the spirit on the strength of the
subject-matter to be portrayed. For example, a figure in a plastic §
work of art demands in thig or that situation a body, hands, feet, §
trunk, head, with such and such an expression, pose, and other
figures, other associations, etc., and each of these things demand;_,'"'
the others in order to close with them into a whole founded in ¢
itself. Here the development of the theme is a more exact analysu
of what the theme already contains in itseif, and the more elabo-
rated the image is which confronts us in this way, the more concen-} 3
trated is the unity and the stronger the definite connection of the §
parts. If the work of art is of a genuine kind, the most perfect]
expression of the individual must at the same time be the produc- §
tion of supreme unity, Now of course a work in music 100 may notig
lack an inner articulation and a rounding of the parts into a whole4
in which one part makes the others necessary; but in the case of §
music the execution is of a totally different kind and we have to :
take the unity in a more restricted sense.

{8F) The meaning to be expressed in a musical theme is already 4§
exhausted in the theme; if the theme is repeated or if it goes on {0 3
further contrasts and modulations, then the repetitions, modula= §
tions, transformations in different keys, etc. readily prove supers
fluous for an understanding of the work and belong rather to 84
purely musical elaboration and an assimilation into the manifold X
realm of harmonic differences etc. which are neither demanded by -4
the subject-matter nor remain carried by it; while in the visual '
arts, on the other hand, the execution of 1nd1v1dual parts down to. ':jE'
individual details is solely an ever more exact mode of bringing the
subject-matter itself into relief and an analysis of it in a living way- .




MUSIC 87

yet we cannot deny, it is true, that in a2 musical composition a topic
can be unfolded in its more specific relations, oppositions, con-
flicts, transitions, complications, and resolutions owing to the way
in which a theme is first developed and then another enters,
and now both of them in their alternation or their interfusion
sdvanceand change, one becoming subordinate here and then more
prominent again there, now seeming defeated and then entering
again victorious, But, even so, such ¢laboration does not, as in
sculpture and painting it does, make the unity more profound and
concentrated; it is rather an enlargement, an extension, a separa-
tion of elements, a flight and a return, for which the content to be
expressed does form the more general centre; but the content does
not hold the entire work so closely together as 1s posaible in the
figures of visgal art, especially where that art is restricted to the
human organism,

(yy} In this respect, music, in distinction from the other arts,
lies too near the essence of that formal freedom of the inner life te
be denied the right of turning more or less away above the content,
above what is given.' Recollection [Erimnerung] of the theme
adopted is at the sarne time the artist’s inner collection [ Er-innerung)
of himself, i.e. an inner conviction that ke is the artist and can
expatiate in the theme at will and move hither and thither in it.
And yet the free exercise of imagination in this way is expressly to
be distinguished from a perfectly finished piece of music which
should essentially be an articulated whole. In the free exercise of
imagination,? liberation from restriction is an end in itself, so that
now the artist can display, amongst other things, freedom to inter-
weave familiar melodies and passages into what he is producing
at present, to give them a new aspect, to transform them by nuances
of various kinds, to make transitions from them, and so to ad-
vance from them to something totally heterogeneous.

_On the whole, however, the composer of a piece of music has
liberty generally either to execute it withan strict limits and to
observe, so to say, a plastic unity or, with subjective liveliness, to
let' himself go at will in greater or lesser digressions from every
pomt, or similarly to rock to and fro, stop capriciously, make this or

0 ) T?'is' is Hegel's defence, perhaps reluctant, of instrumental music, If he had
Ot said what he does below about ‘characterization’ in music, he might have
“en thought to welcome ¢ programme music’.

1-€. in nstrumental music, when the composcr has no libretto or words to
L1 to fHUSic.
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that interrupt his course or rustle forward again in a flooding
stream. While therefore we must recommend the painter and the
sculptor to study natural forms, music does not possess a natural
sphere outside its existing forms, with which it 1s compelled to
comply. The range of its compliance with law and the necessity of
its forms fall principally in the sphere of the notes themselves
which do not enter into so close a connection with the specific
character of the content placed in them, and in their use mostly
leave a wide scope for the subjective freedom of the execution.

This is the chief point from which a comparison can be made
between music and the objective and visual arts.

(y) Thirdly, in another way music has the greatest affinity with
poetry because they both make use of the same perceptible ma-~
terial, i.e. sound. And yet there is the greatest difference between 3§
the two arts both in their way of treating sounds and in their mode 1
of expression. 4

(e} In poetry, as we have seen already in our general division of {
the arts, the sound as such is not elicited from various instruments
invented by art and richly modified artistically, but the articulate §
tone of the human organ of speech is degraded to being a mere {
token of a word and acquires therefore only the value of being an - §
indication, meaningless in itself, of ideas. Consequently the sound
in general remains an independent audible existent which, as a §
mere sign of feelings, ideas, and thoughts, has its immanent exter- 7§
nality and objectivity in the fact that it is only this sign. Tor the §
proper objectivity of the inner life as inner does not consist in the 3
voices and words but in the fact that [ am made aware of a thought, J
a feeling, etc., that I objectify them and so have them before me in 4
my ideas or that I develop the implications of a thought or an idea,
distinguish the inner and outer relations of my thought’s content or 3
its different features in their bearing on one another. Of course we’
always think in words but without needing actual speech for that §
1eason. §

Since the speech-sounds, as perceptible, are in this way acci~ }
dental to the spiritual content of our ideas which they are used to 3
communicate, sound here again acquires independence. In paint~ §
ing, colours and their juxtaposition, regarded as colours simply, are 3
likewise meaningless in themselves and are a sensuous medium j
wholly independent in face of the spirit; but colour as such does
not make a painting, since a figure and its expression must be¢
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sdded. In that event colour’s connection with these spiritually
animated forms is far closer than that which speech-sounds and
their assembly into words have with ideas.

[f we look now at the difference between the poetic and the
musical use of sound, music does not make sound subservient to
speech but takc‘s sound mdcpendent'l}r as its medlum, S0 tha?: sound,
just as sound, 15 treated as an end in itself. In this way, since the
range of sound is not to serve as a sign, it can enter in this liberation
into a mode of configuration in which its own form, i.e. artistic
note-formation, can become its essential end. Especially in recent
times music has torn itself free from a content already clear on its
own account and retreated in this way into its own medium;! but
for this reason it has lost 1ts power over the whole inner life, all the
more so as the pleasure it can give relates to only one side of the art,
namely bare interest in the purely musical element in the compo-
sition and its skilfulness, a side of music which is for connoisseurs
only and scarcely appeals to the general human interest in art [[].

(P8) But what poetry loses in external objectivity by being able
to set aside its sensuous medium (so far as that may be permitted
to any art), it gains in the inner objectivity of the views and ideas
which poetic language sets before our apprehension. For these
views, feelings, and thoughts have to be shaped by imagination
into a self-compiete world of events, actions, moods, and outbursts
of passion, and in this way imagination fashions works into which
the entirety of reality, alike in its external appearance and in its
inner content, enters for apprehension by our spiritual feelings,
vision, and ideas. This sort of objectivity music must renounce in
s0 far as it means to remain independent [e.g. of words] in its own
field. The realm of sound, as [ have indicated already, has a relation
to the heart and a harmony with its spiritual emotions, but it gets
no further than an always vague sympathy, although in this respect
4 musical composition, so long as it has sprung from the heart
itself and is penetrated by a richness of soul and fecling, may even
50 be amply impressive.

Elsewhere, our feelings do proceed further out of their element
of vague immersion in their object and subjective implication with
1t t::- 4 more concrete vision and more general idea of the object,
Thl?- can happen in a musical composition teo, so soon as the
feelings which it arouses in us on the strength of its own nature and

' Is this an allusion to, for instance, Schubert and Beethoven?
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artistic animation develop new ideas and insights in us and so bring
to our minds the definiteness of mental impressions in firmer views
and more general ideas, But in that case this is only our idea and ouy
vision, aroused indeed by the musical compaosition, but not havi
been produced directly by the musical treatment of notes.” Poetry ;
on the other hand expresses the feelings, views, and ideas them.
selves and can sketch a picture of external objects for us, although 1
it cannot approach the clear plasticity of sculpture and painting 1}
or the depth of soul of music. It must therefore summon in 1}
supplementation our other sensuous perceptions and our wordless 3
apprehension of our emotions. .
(vy) Thirdly, however, music does not remain in this inde~
pendence of poetry and the spiritual content of consciousness but !
closely allies itself with a subject-matter already completely de~ j
veloped by poetry and clearly expressed in a series of feelings; 3
thoughts, events, and actions. Yet if the musical side of such an ;
artistic composition remains its essential and prominent feature,
then poetry, as poem, drama, etc., may not come forward with a §
claim to validity of its own. In general, within this link between
music and poetry the preponderance of one art damages the other: ,L;'
Therefore, if the text, as a poetic work of art, has throughout
independent worth on its own account, it may only have a wealk §
support from music, as, for example, the choruses in Greek tragedy.
were only a subordinate accompaniment, But if on the other hand
the musical side gets the place of a greater and more special inde- }
pendence of its own, then the text in its poetic execution can only 3
be more or less something superficial and can get no further than
expressing general feelingsand generally held 1deas. Poetical elabo- #
rations of profound thoughts are as little able to provide a good 3
musical text as sketches of things in nature or descriptive poetry in
general. Songs, operatic arias, the texts of oratorios, etc., can theres §
fore, so far as the details of poetic execution go, be meagre and of & 3
certain mediocrity; if the musician is to have free scope, the poet §
must not try to be admired as a poet. In this respect it {s the 3
Ttalians, like Metastasio? e.g. and others, who have displayed great -3
1 Hegel’s diction here is evidence of his perplexity about instrumental music. 3
It is curious that a Jover of Mozart’s operas did not have more appreciation, &8 4
of Mozart's symphonies, than his rumarks below suggest, Mozart died when
Hegel was twenty-one, 3

2 P, A.D.B., 1698-r782, author of libretti used again and again by eighteenth~
century composers including Handel, 1Iaydn, Mozart, and especially Gluck.
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<kill, while Schiller’s poems, certainly not written at all for this

urpose, prove very awkward and useless for musical composition. !
Where music reaches an artistically adequate development, we
understand little or nothing of the text, especially in the case of our
German language and its pronunciation. Therefore it is after all an
ynmusical trend to put the main emphasis of interest on the text.
For example, an Italian public chatters during the less important
scenes of an opera, ¢ats, plays cards, and so on, but when 2 striking
aria begins or an important piece of music, everyone 1s all attention.
We Germans, on the contrary, take the greatest interest in the fate
of princes and princesses in opera and in their speeches with their
servants, esquires, confidants, and chamber-maids, and even now
there are perhaps many of us who groan as soon as a song begins
because the interest is interrupted and who then take refuge in
conversation.

Even in sacred music the text is for the most part a familiar
Credo or is put together out of some passages in the Psalms, so
that the words are only to be regarded as an opportunity for a
musical commentary which is an independent construction of its
own; it is not meant in any way merely to emphasize the text but
rather derives from it only the universal element in its meaning in
much the same way that painting may select its subject-matter from
sacred history.

(8) Musical Treatment of the Subject-matter

If, secondly, we examine the mode of treatment, in the form of
which, in distinction from the other arts, music, whether guided by
or independent of a specific text, can grasp and express a specific
subject-matter, T have said already that amongst all the arts music
has the maximum possibility of freeing itself from any actual text
as well as from the expression of any specific subject-matter, with
a view to finding satisfaction solely in a self-enclosed series of the
conjunctions, changes, oppositions, and modulations falling within

' This might be taken as & criticism (perhaps unfortunate) of the Ninth
Symphony and many of Schubert’s sonps. But although this symphony was
first performed in 18z4 in Vienna, it was not performed in Berlin until after
]:Iegel‘s death, and it is a fair inference that he never heard it. Whether he knew
E’ch".bert’s songs and disliked them or whether he was ignorant of them it is not
Possible to say. Schubert was 27 years Hegel's junior and died in 1828 at the age
of thirty-one.
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the purely musical sphere of sounds. But in that event music
remains empty and meaningless, and because the one chief thing ir
all art, namely spiritual content and expression, is missing from it,
it is not yet strictly to be called art. Only if music becomes g
spiritually adequate expression in the sensuous medium of sounds
and their varied counterpoint does music rise to being a genuine
art, no matter whether this content has its more detailed signifi-
cance independently expressed in a libretto or must be senscd more
vaguely from the notes and their harmonic relations and melodie
animation.

(«) In this respect the proper task of music is to vivify some
content or other in the sphere of the subjective inner life, not
however for spiritual apprehension in the way that happens when
this content is present in our consciousness as a general idea, or
when, as a specific external shape, it is already present for our
apprehension or acquires through art its appropriate appearance,
‘The difficult task assigned to music is to make this inwardly veiled
life and energy echo on its own account in notes, or to add to the
words and ideas expressed, and to immerse ideas into this element
of sound, in order to produce them anew for feeling and sympathy.

(ax) Inwardness as such is therefore the form in which musie
can concerve its subject-matter and therefore it can adopt every-
thing which can enter the inner life as such and which above all can
be clothed in the form of feeling. But in that case this implies that
music’s purpose cannot be an attempt to work for visual apprechen-
sion but must be limited to making the inner life intelligible to
itself, whether by making the substantial inner depth of a subject-
matter as such penetrate the depths of the heart or whether by
preferring to display the life and energy of a subject-matter in a
single subjective inner life so that this subjective deep fecling
itself becomes music’s own proper subject-matter.

{B8) The inner life in its abstraction from the world has as its
first differentiation the one that music is connected with, namely
feeling, i.e. the widening subjectivity of the self which does proceed
to have an objective content but still leaves this content remaining
m this immediate self-sufficiency of the self and the self’s relation
to itself without any externality at all.! Therefore feeling remains

" Religious feeling has religion as an ‘objective content’, but as Seeling it i9
purely subjective, a state of consciousness suffusing the self without any ..:ef_er-
ence to any kind of externality (Hegel's Philosaphy of Mind, Ene. § 400). Thinking
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the shrouding of the content, and it is te this sphere that music has
laid claim.

(yy) Here then all particular feelings spread out from one
another for expression, and all nuances of cheerfulness and se-
renity, the sallies, moods, and jubilations of the soul, the degrees of
anxiety, misery, mourning, lament, sorrow, grief, longing, etc., and
lastly, of awe, worship, love, etc., become the peculiar sphere of
musical expression.

(B) Outside art a sound as an interjection, as the cry of pain, as a
sigh or a laugh, is already the direct and most living expression of
states of soul and feelings, is the ‘och’ and ‘oh’ of the heart. What
lies in 1t 15 a self-production and objectification of the soul as soul,
an expression midway between () the unconscious immersion, and
reversion into self, in inward specific thoughts, and (&) a produc-
tion, not practical but conternplative, just as the bird has in its song
this delight and this production of itself.

But the purely natural expression in the form of interjections 1s
still not music, for these outcries are not articulate and arbitrary
signs of ideas, like language-sounds, and therefore do not utter
something envisaged in its universality as an idea; on the contrary,
in and on the sound itself they manifest a mood and a feeling which
express themselves directly in such sounds and give relief to the
heart by their utterance; but this liberation is not a liberation by
art. Music must, on the contrary, bring feelings into specific tone-
relationships, deprive the natural expression of its wildness and
crude deliverance, and mitigate it.

(v} Interjections do form the starting-point of music, but music
15 itself art only by being & cadenced interjection, and in this matter
has to dress up its perceptible material artistically to a greater
extent than is the case in painting and poetry; not until then can
the material express a spiritual content in an artistically adequate
way. The manner in which the range of sounds is transformed into
this adequacy we have to consider in more detail later; meanwhile
I will only repeat the remark that the notes in themselves are an
ensemble of differences and may be separated and combined in the
most varied sorts of direct harmonies, essential oppositions, contra-
dictions, and modulations. To these unifications and oppositions,

Fiiatinguiahes between itself and what is thought, but in feeling this distinction
13 only implicit. “T'he thing felt is interwoven with the feeling itself” (see p. go4,
finat Paragraph of this section, b).
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to the variety of their movements and transitions, to their
entry, progress, struggle, dissolution and disappearance there corre-
sponds more closely or more distantly the inner nature of this or
that subject-matter, as well as of the feelings in the form of which
the heart and mind master a subject-matter, so that now such note.
relationships, treated and formed in this correspondence, provide

the animated expression of what is present in the spirit as a specific 3

content.

But therefore the medium of sound proves to be more akin to the P

inner simple essence of a subject-matter than the sensuous material

hitherto considered, because instead of being fixed in spatial figures 4
and acquiring stability as the variety of things separated or juxta- 7

posed in space it has rather assigned to it the ideal sphere of time,

and therefore it does not reach the difference between what ig
simply inner and its corporeal concrete appearance and shape,. J

The same is true of the form of the feeling of a subject-matter
which it is principally the business of music to express. As in self-

conscious thinking, so here too there already enters into our vision. :}
and ideas the necessary distinction between {a) the self that sees, -
has ideas, and thinks, and (5) the object of sight, ideas, and thought,: 3
But, in feeling, this distinction is expunged, or rather is not yet }

explicit, since there the thing felt is interwoven with the inner

feeling as such, without any separation between them. When.
therefore music is linked with poetry as an art accompanying it, or, 3
conversely, when poetry as the elucidating interpreter is linked Y
with music, music cannot propose to give an external illustration to §
1deas and thoughts as these are consciously apprehended by us, or !
to reproduce them, but, on the contrary, as I said, must bring home !
to our feelings the simple essence of some subject-matter in such 3
note-relationships as are akin to the inner nature of that subject; or, %
mare particularly, it must try to express that very feeling which the' §
object of views and ideas may arcuse in the spirit {itself just as -3
capable of having sympathetic feelings as of having ideas),and tode
this by means of its notes that accompany and inwardize the poetry, 4

{c) Effect of Music

From this trend of music we can derive the power with which it

works especially on the heart as such ; for the heart neither proceedﬂ

to intellectual considerations nor distracts our conscious attention

to separate pomts of view, but is accustomed to live in deep feehﬂg
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and its undisclosed depth. For it is precisely this sphere of inner
sensibility, abstract self-comprehension, which music takes for its
own and therefore brings movement into the seat of inner changes,
into the heart and mind as this simple concentrated centre of the
whole of human life.

(=} Sculpture in particular gives to its works of art an entirely
self-subsistent existence, a sclf-enclosed objectivity alike in content
and in external appearance. Its content is the individually animated
but independently self-reposing substance of the spirit, while its
form is a three-dimensional figure. For this reason, by being a per-
ceptible object, a sculpture has the maximum of independence. As
we have already seen in considering painting {pp. 805-6), a picture
cornes into a closer relation with the spectator, partly on account of
the inherently more subjective content which it portrays, partly
because of the pure appearance of reality which it provides; and it
proves therefore that it is not meant to be something independent
on its own account, but on the contrary to be something essentially
for apprehension by the person who has both vision and feeling,
Yet, confronted by a picture, we are still left with 2 more indepen-
dent freedom, since in its case we always have to do with an object
present externally which comes to us only through our vision and
only thereby affects our feelings and ideas. Consequently the spec-
tator can look at a picture from this angle or that, notice this or that
about it, analyse the whole {because it stays in front of him}, make
all sorts of reflections ebout it, and in this way preserve complete
freedom for his own independent consideration of it.

{«x) A piece of music, on the other hand, does also proceed, like
any work of art, to a beginning of the distinction between subjec-
tive enjoyment and the objective work, because in its notes as they
actually sound it acquires a perceptible existence different from
inner appreciation ; but, for one thing, this contrast is not intensi-
fied, as it is in visual art, into a permanent external existent in space
and the perceptibility of an object existing independently, but
Conversely volatilizes its real or objective existence into an imme-
diate temporal disappearance; for another thing, unlike poetry,
Music does not separate its external medium from its spiritual
content. In poetry the idea is more independent of the sound of the
lmg“_ﬁgﬂ, and it is further separated from this external expression
than is the case in the other arts, and it is developed in a special
Course of images mentally and imaginatively formed as such. It is
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true that it might be objected that music, as I have said previously,
may conversely free its notes from its content and so give them
independence, but this liberation is not really compatible with art,
Compatibility here consists in using the harmonic and melodioug
movement entirely as an expression of the content once chosen and
of the feelings which that content is capable of arousing. Expres-
sion in music has, as its confent, the inner life itself, the inner sense
of feeling and for the matter in hand, and, as its form, sound, which,
in an art that least of all proceeds to spatial figures, is purely
evanescent in its perceptible existence; the result is that music with
its movements penetrates the arcanum of all the movements of the
soul. Therefore it captivates the consciousness which is no longer
confronted by an object and which in the ioss of this freedom [of
contemplation] is carried away itself by the ever-flowing stream of
sounds.

Yet, even here, given the varied directions in which music can
develop, a varied kind of effect is possible. For when music lacksa ]
deeper content or, in general, does not express fullness of soul, it
may happen that, on the one hand, we take delight, without any §
movement of emotion, in the purely sensuous sound and its :}
melodiousness or, on the other hand, follow with purely intel-: 3
lectual consideration the course of the harmony and melody by J
which the heart itself is no further touched or led. Indeed in the 3
case of music above all it is possible to indulge in such a purely 3
intellectual analysis for which there is nothing in the work of art:
except skill and virtuosity in compilation. But if we take no account: §
of this intellectualistic attitude and approach a musical work of art ;
naively instead, then it draws us into itself and carries us along with @
it, quite apart from the power which art, by being art, generally: 3
exercises over us. The peculiar power of music is an elemental one,,
i.e. it lies in the element of sound in which art moves here. ]

(BB) The self is not only gripped by this element in some parti~ 3
cular part of its being or simply through 2 specific content; on the 7§
contrary in its simple self, in the centre of its spiritual existence, it 3
is elevated by the musical work and activated by it. So for example,
in the case of prominent and easily flowing rhythms we at once
desire to beat time with thern and to join in singing the melody; $
and dance music even gets into our feet; in short, music gets hold
of the individual as this man. Conversely, in the case of a purely 3
regular action which, falling into time, conforms with the beat §
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owing to this uniformity and has no further content at all, on the
one hand we demand an expression of this regularity as such so
that this action can come to the individual’s apprehension in a way
itself subjective, and on the other hand we desire an interest less
empty than this uniformity. Both are afforded by a musical accom-
paniment. It is thus that music accompanies the march of troops;
this attunes the mind to the regularity of the step, iTnmerses the
individual in the business of marching, and concentrates his mind
on what he has to do. For the same sort of reason, the disorderly
restlessness of a lot of people in a restaurant and the unsatisfying
excitement it causes is burdensome; this walking to and fro, this
clattering and chattering should be regulated, and since in the
intervals of eating and drinking we have to do with empty time,
this emptiness should be filled, This 1s an ¢ccasion, like so many
others, when music comes to the rescue and 1n addition wards off
other thoughts, distractions, and ideas.

{3y} Here there is also in evidence the connection between (a)
subjective feeling and (&) time as such which is the universal
clement in music. The inner life in virtue of its subjective unity
is the active negation of accidental juxtaposition in space, and
therefore a negative unity. But at first this self-identity remains
wholly abstract and empty and it consists only in making itself its
object and yet in canceiling this objectivity (itself only ideal and
identical with what the self is) in order to make itself in this way a
subjective unity., The similarly ideal negative activity in its sphere
of externality is time. For (i) it extinguishes the accidental juxta-
position of things in space and draws their continuity together into
a point of time, into 2 ‘now’. But (ii} the point of time proves at
once to be its own negation, since, as soon as this ‘now’ Is, it
supersedes itself by passing into another ‘now’ and therefore
Teveals its negative activity. (iii) On account of externality, the
element in which time moves, no truly subjectize unity is established
between the first point of time and the second by which it has been
superseded; on the contrary, the ‘now’ still remains always the
Same in its alteration; for each point of time is a ‘now’ just as little
distinguished from the other, regarded as merely a point of time,
33 the abstract self is from the abject in which it cancels itself and,
?:Hfi? this object is only the empty self itself, in which it closes with
1tse]f.

Furthermore the actual self itself belongs to time, with which, if
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we abstract from the concrete content of consciousness and self- -§
consciousness, it coincides, since it is nothing but this emp
movement of positing itself as ‘other’ and then cancelling this alter- §
ation, i.e. maintaining itself in its other as the self and only the self - ;
as such. The self is in time, and time is the being of the subject
himself. Now since time, and not space as such, provides the essen- 1}
tial element in which sound gains existence in respect of its musical ¥
value, and since the time of the sound is that of the subject too, '}
sound on this principle penetrates the self, grips it in its simplest
being, and by means of the temporal movement and its rhythm 3
sets the self in motion; while the further figuration of the notes, as 3
an expression of feelings, introduces besides a still more definite §
enrichment for the subject by which he is likewise touched and &
drawn on, ;A

This is what can be advanced as the essential reason for the -'H_
elemental might of music.

(8) If music is to exercise its full effect, more is required than
purely abstract sound in a temporal movement. The second thing. 3
to be added is a content, i.¢. a spiritual fecling felt by the heart, and3
the soul of this content expressed in notes, e

Therefore we may not cherish a tasteless opinion about the alix?
powerfulness of music as such, a topic on which ancient writers

and other ideas. Similarly the war-songs of ‘I'yrtaeus are famousj’§
by their means, so it is said, the Spartans, after a long series Of
unsuccessful battles, were fired with irresistible enthusiasm andi¥
were victorious over the Messenians. In this case too the content of:
the ideas stimulated by these elegies was the chief thing, although °3
the worth and effect of their musical side too is not to be deniedy
especially at a period of deeply stirred passions and amongst bar«'g
barian peoples. The pipes of the Highlanders made an essentiai“3
contribution to inflaming their courage, and the power of the 'l
Marseillaise, the ga ira of the French Revolution, is not to bé
gainsaid. But enthusiasm proper has its ground in the specific 1dea,"§
in the true spiritual interest which has filled the nation and which :§
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can be raised by music into a momentarily more lively feeling
hecause the notes, the rhythm, and the melody can carry the man
away who gives himself up to them. Nowadays, however, we will
not Tegard music as capable of producing by itself such a cou-
rageous mood and a contempt for death. Today nearly all armies
have really good regimental music which engrosses the troops,
diverts them, spurs on their march, and incites them to attack; but
we do not suppose that all this is to defeat the enemy. Mere bugle-
blowing and drum-beating does not produce courage, and it would
take a lot of trumpets before a fortress would tumble at their sound
as the walls of Jericho did.* Tt is enthusiastic ideas, cannon, the
genius of generals which achieve this now, and not music, for
music can only count as a support for those powers which in other
ways have already filled and captured the mind.

(v) A final aspect of the effect of the notes on the mind con
sists of the manner in which a musical work, as distinguished from
other works of art, comes home to us. Unlike buildings, statues,
and paintings, the notes have in themselves no permanent subsis-
tence as objects; on the contrary, with their fleeting passage they
vanish again and therefore the musical composition needsa continu-
ally repeated reproduction, just because of this purely momentary
existence of its notes. Yet the necessity of such renewed vivication
has still another and a deeper significance. For music takes as its
subject-matter the subjective inner life itself, with the aim of
presenting itself, not as an external shape or as an objectively
existing work, but as that inner life; consequently its expression
must be the direct communication of a living individual who has put
into it the entirety of his own inner life. ‘L'his is most clearly the
case 1n the song of the human voice, but it is relatively true also
of instrumental music which can be performed only by practising
artists with their living skill both spiritual and technical.

It is only this subjective aspect in the actual production of a
musical work that completes in music the significance of the sub-
Jective: but the performance may go so far in this subjective direc-
tion that the subjective side may be isolated as a one-sided extreme,
with the result that subjective virtuosity in the production may as
$uch be made the sole centre and content of the enjoyment.

I will let these remarks suffice in relation to the general character
of music,

I Jashua, 6.
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2. Particular Characteristics of Music’s Means of Expression

Up to this point we have considered music only on the side of jtg
having to shape and animate notes into the tones of the subjective
inner life; the next question is about the means that make it pos.
sible and necessary for the notes not to be a purely natural shriek of
feeling but the developed and artistic expression of it. For feeling aa
such has a content [it is a feeling of something], while a mere note
has none [it is not the sound of anything]. Therefore the note muyst
first be made capable, by artistic treatment, of assimilating the
expression of an inner life. On this point the following conclusions
may be formulated in most general terms.

Each note is an independent existent, complete in itself, but one
which is not articulated and subjectively comprehended as a living
unity as is the case with the animal or human form; and, on the
other hand, it is unlike a particular limb of a corporeal organism or
some single trait of a spiritually or physically animated body, which
shows on the surface that this particular detail can exist at all and
win significance, meaning, and expressiveness only in animated
connection with the other himbs and traits. So far as the external
material goes, a picture consists of single strokes and colours which
may exist on their own account also; but the real matter which
alone makes those strokes and colours into a work of art, i.e. the
lines, surfaces, etc. of the figure, have a meaning only as a concrete
whole. On the other hand, the single note is more independent in
itself and can also up to a certain point be animated by feeling and
become a definite expression of it.

Conversely, however, the note is not a merely vague rustling and
sounding but can only have any musical worth on the strength of
its definiteness and consequent purity, Therefore, owing to this
definiteness in its real sound and its temporal duration, it is in
direct connection with other notes, Indeed it is this relation alone
which imparts to it its own proper and actual definiteness anC_L
along with that, its difference from other notes whether in opposi-
tion to them or in harmony with them.

Owing to their relative independence this relation remains some-
thing external to the notes, so that the connections into which they
are brought do not belong to the single notes themselves, do not
belong to them by their nature as they do to the members of an
animal or a human organism, or even to the forms of a natural
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landscape. Bringing different notes together in specific relations is
therefore something, if not contradicting the essence of the note,
still only artificial and not otherwise already present naturally.
Consequently such a relation proceeds from a third party fthe
composer| and exists only for a third party, i.e. the man who
apprehends it [i.¢. either the executant or the listener].

On account of this externality of the relation, the specific charac-
ter of the notes and their assembly rests on guantity, on numeri-
cal proportions which of course have their basis in the nature of
sound itself, but they are used by music in a way first discovered by
art and most variously modified.

From this point of view, what constitutes the basis of music is
not life in itsclf, as an organic unity, but equality, inequality, etc.,
in short the mathematical form dominant in the quantitative
sphere. Therefore if musical notes are to be discussed with pre-
cision, our staternents must be made solely in terms of numerical
proportions and the arbitrary letters by which we are accustomed
to designhate the notes according to these proportions.

In this reduction to pure quania and their mathematical and
external character music has its principal afhnity with architecture,
because, like architecture, it constructs its inventions on the firm
basis and the frame of proportions; but there is no expansion into
an organjec and living articulation where with one detail the rest are
given, and no closure of detail into a living unity. On the contrary,
music, like architecture, begins to become a free art only in the
further developments which it ¢an produce out of those propor-
tions, Now while architecture gets no further in this process of
liberation than producing a harmony of forms and the animation
characteristic of a secret eurhythmy, music per contra, having as its
content the inmost subjective free life and movement of the soul,
breaks up into the profoundest opposition between this free inner
life and those fundamental quantitative proportions, Yet it cannot
rest in this opposition but acquires the difficult task of both adopt-
Ing and overcormung it, because through those necessary propor-
tions it gives to those free movements of the heart, which it
tXpresses, 2 more secure ground and basis on which the inner life
then moves and develops in a freedom made concrete only through
that necessity.

In this connection we must distinguish in the note two aspects in
accordance with which it can be used in an artistic way: (i) the
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abstract foundation, the universal but not yet specifically physicap
element, namely #ime, within the sphere of which the note falls,
(11) The sounding itself, the difference in reality between notes both
in respect of differences in the sensuous sounding material and ip
respect of the notes themselves in their relation to one another an
single notes and as an ensemble. Then (jii) there is the soul which 3
animates the notes, rounds them off into a free whole, and giveg i
to them, in their temporal movement and their real sounding, an %
expression of the spirit, These three aspects provide us with the 4
following series of stages for the more specific articulation of gy 4
subject. >

(1) First, we have to concern ourselves with the purely tempora] -4
duration and movement which the art of music may not leave to g
chance but must determine in fixed measures; it has to diversify 3
them by introducing differences, and yet restore unity amid these 3§
differences. This provides the necessity for time, bar or beat, and 3
rhythm, o

(11} But, secondly, music is not only concerned with time as such 3
and relations of longer or shorter duration, pauses, emphases, ete.,,
but with the concrete time of specific notes in their Tesonance 4
which therefore do not differ from one another solely in their J§
duration. This difference rests, on the one hand, on the specific 3
quality of the sensuous material from the vibrations of which the .
note proceeds, and, on the other hand, on the different number of
vibrations in which the resonant bodies tremble during the same 8
iength of time. Thirdly, these differences afford the essential
aspects for the relationship of notes in their harmony, opposition,
and modulation. We may indicate thjs part of our subject by giving 3
it the general name of the theory of harmony. -

(i11) Thirdly and lastly, it is melody whereby, on these founda-
tions of the rhythmically animated beat and the harmonic differ- F
ences and movements, the realm of notes closes into one spiritually i
free expression; and this thus leads us on to the following, and §
final, chief section which has to consider music in its concrete 1
unification with the spiritual content it is to express in beat, har- .3
mony, and melody. T X

T In Hegel’s Philosphy of Nature mechanics precedes physics. Time belongs
to the farmer, sound to the latter, Nevertheless, in § 130, Zusatz, Hegel says that
‘sound belongs to the mechanical sphere. . .. Itis a free physical expressionof the |

ideal realm which vet is linked with mechanism—it is freedom in heavy matter
and at the same time freedom from it."
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(a) Time, Bar,' Rhythm

If we take in the first place the purely temporal aspect of musical
sound, we have to discuss (@) the necessity of time’s being in general
the dominant thing in music; {b) the bar as the purely mathemat-
cally regulated measure of time; (¢) rhythm which begins to animate
this abstract rule by emphasizing some specific beats and subordi-
nating others.

() The figures of sculpture and painting are juxtaposed in
space and this extension in space is presented as an actual or
apparent whole. But music can produce notes only by making a
body existing In space tremble and setting 1t in vibratory motion,
These vibrations belong to art only in the sense of following one
another, and so the sensuous material enters music not with its
spatial form but only with the temporal duration of its movemnent.
Now it is true that any movement of a body is also always present
in space, so that although the figures of sculpture and painting are
actually at rest they still have the right to portray the appearance of
movement; music however does not adopt movement as it occurs
in space, and therefore there is left for its configuration only the
time in which the vibration of the body occurs.

(xx) Bat it follows, as we have seen already, that time, unlike
space, 18 not a positive juxtaposition but, on the contrary, a nega-
tive sort of externality, i.e. as a point, external juxtaposition being
cancelled, and as a negativing activity, cancelling this point of time
to give place to another which likewise is cancelled to give place to
another, and so on and on. In the succession of these points of time
each note can be fixed independently as a single note or it can be
brought into a quantitative connection with others, and in this way
time becomnes countable. Conversely, however, time is the unbroken
series of the coming to be and the passing away of these points of
time, which, taken purely as such and in their unparticularized
abstraction, have no difference from one another; c¢onsequently
time proves to be both a uniform stream and alse an inherently
undifferentiated duration.

(B8) Yet music cannot leave time in this indeterminacy; it must

' Takt, The word also means "beat’ in the sense of any ‘measured sequence of
sounds' (0,F.D.), but *bar’ is less misleading in many contexts, especially where
Hegel discusses the divisions of the bar in 2/4, 6/8time etc. ‘Beat’, in the sense of
4 conductor’s beat, is also used in the translation.



gI4 [I1. ITI. TIIE ROMANTIC ARTS

on the contrary determine it more closely, give it a measure, and
order its flow by the rule of such a measure. It is owing to this
regulating treatment that time enters for notes. Then the question
arises at once why music requires such a measure at all, The neces.
sity for specific periods of time may be developed from the fact
that time stands in the closest connection with the simple self which
perceives and 1s meant to perceive in the notes its own inner lifes
this is because time as externality has in itself the same principle
which 1s active in the self as the abstract foundation of everything
inner and spiritual. If it is the simple self which as inner is to
become objective to itself in music, then the universal element in
this objectivity must be treated in conformity with that principle of
the inner life. But the self is not an indeterminate continuity and
unpunctuated duration, but only becomes a self by concentrating
its momentary experiences and returning into itself from therm.
The process of self-cancellation whereby it becomes an object to
itself it turns into self-awareness and now only through this self-
relation does it come to have a sense and consciousness, etc,, of
itself. But this concentration of experiences essentially implies an
interruption of the purely indefinite process of changes which is
what time was as we envisaged it just now, because the coming to
be and passing away, the vanishing and renewal of points of time,
was nothing but an entirely formal transition beyond this ‘now’ to
another ‘now’ of the same kind, and therefore only an uninter-
rupted movement forward. Contrasted with this empty progress,
the self is what persists in and by itself, and its self-concentration
interrupts the indefinite series of points of time and makes gaps
in their abstract continuity; and in its awareness of its discrete
experiences, the self recalls itself and finds itself again and thus is
freed from mere self-externalization and change.

(vy) Accordingly, the duration of a note does not go on inde-
finitely but, by its start and finish, which thereby become a specific
beginning and ending, the note cancels the series of moments of
time which in itself contains no differences, But if many notes
follow one another and acquire a different duration from one an-
other, then in place of that first empty indefiniteness there i8
substituted anew only an arbitrary and therefore equally indefinite
variety of particular quantities. This unregulated running riot
contradicts the unity of the self just as much as the abstract forwal_'d
movement does, and the self can find itself again and be satisfied 1




MUSIC 9I§

this diversified definiteness of duration only if single quania are
proughtinto one unity. Since this unity subsumes particulars under
itself, it must be a definite unity, although as a mere identity in the
external sphere, it can at first remain only of an external kind.

(8) This leads us to the further regulation produced by the bar
(or beat).

(xx) The first point for consideration here consists in the fact,
already mentioned, that different divisions of time are bound to-
gether into a unity in which the self makes itself aware of its self-
identity. Since the self in the first place affords the foundation here
only as an abstract self, this equality of the onward flow of time and
its notes can also itself prove to be effective only as an abstract
equality, i.e. as the uniform repetition of the same temporal unit.
Accordingly the simple purpose of the bar is (@) to establish a
specific temporal unit as the measure and rule both for the marked
interruption of the previously undifferentiated temporal succession
and also for the equally arbitrary duration of single notes which
now are brought together into 2 definite unity, and {(b) to bring
about the continual renewal of this time-measure in an abstractly
uniform way. In this respect the bar has the same function as
regularity in architecture where, for example, columns of the same
height and thickness are placed alongside one another at equal
intervals, or a row of windows of a specific size is regulated by
the principle of equality. Here too a fixed definiteness and a
wholly uniform repetition of it is present. In this uniformity self-
consciousness finds itself again as a unity, because for one thing it
recognizes its own equality as the ordering of an arbitrary manifold,
and, for another thing, the repetition of the same unity calls to mind
the fact that this unity was already there and precisely through its
repetition shows itself as the dominating rule. But the satisfaction
}vhich the self acquires, owing to the bar, in this rediscovery of
itself is all the more complete because the unity and uniformity
does not pertain either to time or the notes in themselves; it is
something which belongs solely to the self and is inserted into time
by the self for its own self-satisfaction. For in nature this abstract
identity does not exist. Even the heavenly bodies have no uniform
beat or bar in their motion; on the contrary, they accelerate or
Fetard their course so that in the same time they do not traverse the
Same space, The case is similar with falling bodies, the projection
of a missile, etc., and still less do animals reduce their running,
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jumping, snatching, etc. to the precise repetition of a measure of 3
time. In this matter, the beat proceeds from the spirit alone far ]
more than do the regular fixed magnitudes of architecture, analo- |

gies for which may more easily be found in nature.

(88) But the individual always perceives the like identity which
proceeds from and is himself, and if in the midst of the multitude 4
of notes and their duration he is to revert into himself as a result of §
the bar, this implies tn addition the presence of what is unregulated 3

and not uniform, if the definite unity is to be felt as rule. For only

if the definiteness of the measure conquers and regulates what ig 3
arbitrarily unlike, is that definiteness proved to be the unity of the §
accidental variety and the rule for it. For this reason this definite- 3
ness must therefore absorb the variety into itself and make uni- 'j
formity appear in what is not uniform. Uhis it is which first gives }

¢

to the beat its own definite character in itself and also therefors : '_.
distinguishes this character from that of other measures of tlmc 3

which can be repeated in conformity with a beat.

(yy) Accordingly, the multiphc:ty of notes enclosed in a bar has
its specific norm by which it is divided and regulated, and from 7§
this, thirdly, the different sorts of bar arise, The first thing to be . k
noticed in this context is the internal division of the bar in accor- §
dance with either the even or odd number of the repeated equal 3

parts, Of the first kind examples are two—four and four—four time,

Here the even number is clearly predominant. A three~four time is :"; .
a different kind; in it the parts, of course equal to one another, stifl -3

form a unity in an yneven number. Both characteristics are united, :

for example in a szx—e1ght time, which seems numerically the same -
as a three—four one; but in fact it falls not into three but into twu
parts, although both of these in their further division take three,

1.e. the odd number, for their principle.

A specification like this is the steadily repeating rule for every 3
particular sort of bar. But however strictly the specific beat has w0 3
govern the wariety of duration and its longer or shorter sections,
nevertheless its domination is not to extend so far that it dominates 3
the variety quite abstractly in such a way that in a four—four bar, £
for instance, only four entirely equal minims can occur, in a three— 3
four one only three, in a six-eight one only six crotchets etc.; 08
the contrary, regularity is restricted here in such a way that ing:
four—four bar the sum of the single notes amounts only to four cquﬂl
minims which, however, not only may divide besides into crotchetd 'y
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and quavers, but conversely may just as readily contract again and
also are capable of great variations in other ways.

(y) Yet the further this abundant variation goes, the more neces-
sary it is for the essential sections of the bar to be asserted in it and
actually marked out as the principal rule to be emphasized. This
is brought about by means of #hythm which alone brings proper
animation to the time and the bar. In relation to this vivification
tou, different aspects can be distinguished.

{a2) Thefirst is the gecent which can be laid more or less audibly
on specific parts of the bar while others flit by unaccented. Through
guch stress or absence of stress, once more varied, each individual
kind of bar receives its peculiar rthythm which is exactly connected
with the specific way in which this kind is divided. A four—four
bar, for example, in which the even number dominates, has a
double arsis, first on the first minim and next, though weaker, on
the third. 'I'he more strongly accentuated parts are called ‘strong’
parts of the bar, others the ‘weak’ ones. In a three—four bar the
accent falls wholly on the first minim, but in six—eight on the
first and fourth, so that here the double accent emphasizes the
precise division into two halves. :

(B8) When music is an accompaniment, its rhythm has an essen-
tial relation to that of the poetry. On this matter 1 will only remark,
in the most general terms, that the accent of the bar must not
directly conflict with that of the metre. If, for example, a syllable
not accented in the rhythm of the verse falls into a strong
part of the bar while the arsis or even the caesura falls into a weak
part, the result is a false contradiction, better avoided, between the
rhythm of the poetry and that of the music. The same is true of
long and short syllables; these too must in general so correspond
with the duration of the notes that longer syllables fall on longer
notes and shorter on shorter, even if this correspondence cannot be
carried through to the last degree of exactitude, since music may
often be allowed greater scope for the duration of long notes as
well as for the more abundant division of them.

{yy) Thirdly, to make a preliminary remark at once about
melody, its animated rhythm 1s to be distinguished from the
abstractness and regular and strict return of the rhythm of the beat.
In this connection music has a freedom similar to poetry’s and an
©Ven greater one. In poetry, as we all know, the beginning and
®nding of words need not correspond with the beginning and
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ending of the feet of a line, for on the contrary such a coincidence
of the two produces a lame line with no caesura. Similarly the
beginning and ending of sentences and periods must not always be
the beginning and ending of a line. On the contrary, a period ends
better at the beginning or even in the middle and towards the later
feet of the line; and there a new period begins which carries one
line gver to the next one. It is the same in music with bar and
rhythm. The melody and its different periods need not begin strict-
ly with the beginning of a bar and end with the closing of another;
indeed they can be emancipated in the sense that the chief arsis of
the melody falls in that part of a bar which, so far as its ordinary
rhythm goes, has no such emphasis, while conversely a note which
in the natural coursc of the melody should have had no marked
emphasis may stand in the strong part of the bar which requires
arsis. Thus the value of a note in the rhythm of a bar differs from 1
that which this note may claim for itself in the melody. But the
counter-thrust between the rhythm of the bar and that of the
melody comes out at its sharpest in what are called syncopations.

If on the other hand the melody keeps strictly in its rthythm and 4
parts to the rhythm of the beat, then it readily sounds humdrum, 3
bare, and lacking in invention. What may be demanded in this 4
connection is, in brief, freedom from the pedantry of metre and the
barbarism of a uniform rhythm. For deficiency in greater freedom
of movement, along with dullness and carelessness, readily leads to -
what is gloomy and melancholy, and thus many of our populat 4
tunes? have about them something lugubrious, drawling, and lum- .
bering because the soul has available only a rather monotonous ]
movement as a medium of expression and is led consequently t0 4
put into that medium the plaintive feelings of 2 broken heart. 3

The southern languages, on the contrary, especially Italian, leave 5
open a rich field for a varied and more lively rhythm and an out-
pouring of melody. In this there already lies an essential difference
between German and Italian music, The uniform and flat jambi¢ §
scansion which recurs in so many German songs kills any free and
joyous abandor of melody and inkibits any higher fight and va~ -3
riety. In modern times Reichardt? and others seem to me to have 3
brought 2 new rhythmic life into song-composition precisely by §

t 1.e folk-songs. A
* J. F., 1752-1814. Master of Music to Frederick the Great, Of his nutrJur.:r'Eﬂ-ﬂ_'r

compeositions only his Singspicle and Lieder are remembered.
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abandoning this iambic sing-song, although in some of their songs
it does still predominate. Yet the infloence of the lambic rhythm
occurs not only in songs but in many of our greatest musical
compositions. Even in Handel’'s Messiah the composition in many
arias and choruses follows with declamatory truth not only thesense
of the words, but also the fall of the iambic rhythm, partly in the
mere difference between longs and shorts, partly in the fact that the
long syllable of the iambus is given a higher note than the short one.
'This characteris indeed one of the features which make us Germans
so completely at home in Handel’s music, along with its other
excellences, its majestic swing, its impetuous movement, and its
wealth of feelings, as profoundly religious as they are idyliically
simple, This rhythmical ingredient in melody falls on our ear much
more easily than on an Italian one. The Italians may find in it
something unfree and strange and uncongenial to their ear.

(b) Harmony

The other content which alone fills in music’s abstract founda-
tion in bar and rhythm, and, therefore makes it possible for that
foundation to become really concrete music, is the realm of notes as
such. This more essential province of music comprises the laws of
harmony. Here a new element comes on the scenc because by its
vibration not only does a body cease to be portrayable by art inits
spatial form and move over instead to the development of, as it
were, its temporal form, but, depending on its physical character,
its varymg length or shortness, and the number of vibrations it
makes during a specific time, it sounds differently, Therefore this
is something which art must seizc upon and mould to its artistic
purposes.

In this second element there are three main points to emphasize
in more detail.

(x) The first point that demands our consideration is the diff-
erence between the particular instruments. It has been necessary
for music to invent and construct them in erder to produce an
ensemble which even in relation to the audible sound, indepen-
dently of all difference in the reciprocal relation of treble and bass
or high and low pitch, constitutes a compact range of different
notes,

: (-B) Yet, secondly, the sound of music, apart from variations
0 instruments and the human voice, is in itself an articulated
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ensembleof different notes, scales, and keys which depend primarily
on quantitative relations; determined by these relations, these are
the notes which each instrument, and the human voice, has the
task of producing in its own specific tonality with a greater or
lesser degree of completeness. ,

(y) Thirdly, music consists neither of single intervals' nor of j
purely abstract scales and separate keys; on the contrary, it is a 4
concrete harmony, opposition, and modulation of notes which 4
therefore necessitate a forward movement and a transition fromone -
to the other, This juxtaposition and change does not rest on pure 4
accident and caprice, but is subject to specific laws in which every- §
thing genuinely musical has its necessary foundation. :

In now passing on to the more detailed consideration of these §
points I must particularly restrict myself here, as I said before, to ;;.
the most general remarks. -4

()} Sculpture and painting have their perceptible material, wuod _
stone, metal, etc., colours, etc., more or less at hand or, in order t¢'} __:
make it fit for artistic use, they have to transform it to only a shght
extent,

(xzx) But music, which as such movcs in an element first manu<}
factured by and for art, must subject it to a significantly mores
dlﬂicult process of preparation befure music achieves the prﬂdu

etc., and the mixture of them to form new shades, sculpture
painting need no further wealth of inventions, Except the humansi
voice, which is provided directly by nature, music must itself '
thuruughly fashion its usual media into actual notes before it can?
exist at all. &

(BB) So far as concerns these media as such, we have already
considered sound as being the trembling of something existent in"§
space, the first énner animation which asserts itself against purcly
objective juxtaposition in space, and, by the negation of this real ;
spatiality, appears as an ideal unity of all the physical properties of - 5-3.
a body, e.g. its specific gravity and sort of cohesion. If we go on to 2
ask about the qualitative character of that material which is mad'a
to sound, it is extremely varied alike in its physical nature and in §
its construction for artistic purposes: e.g. (i) a straight or curved
column of air enclosed in a fixed tube of wood or metal, (i1) 2 4

¥ ie. differences of pitch or harmony between nates.
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surface of stretched parchment, (1ii) a straightly stretched string of
catgut or metal, or (iv) a metallic or glass bell.—In this matter the
following chief differences may be noted.

First, the direction of a line is the dominating thing which pro-
Juces instruments really and properly useful musically, whether
the chief principle is provided by a non-cohesive column of air, as
in wind instruments, or a column of matter which must be tightly
stretched but preserve elasticity enough to enable it to vibrate, as in
stringed instruments,

Secondly, there is the domination of a swrface though this pro-
vides only subordinate instruments like the kettledrum, bell, and
harmonica. For between the self-apprehending inner Life and the
finear’ sounds there is a secret sympathy, and consequently
the inherently simple self demands the resounding tremble of the
simple length instead of that of broader and rounder surfaces. The
inner life, that is to say, is as a self this spiritual point which appre-
hends itself in notes gua the expression of itself, but the first can-
cellation and expression of this point is not the surface but the
simple direction of a line.” From this point of view, broad and
round surfaces do not meet the needs or the power of our subjective
apprehension.

In the case of the kettledrum askin is stretched over a hemispheri-
cal basin and when it is struck at ene point the whole surface is
made to tremble into a hollow sound which can be made to harmo-
nize but in itself, like the whole instrument, cannotbe givensharper
definition or any great variety. The opposite is the case with the
harmonica and its lightly struck musical glasses. 1ere there is a
concentrated and non-emergent intensity which is so fatiguing that
many people cannot hear it without soon getting a nervous headache.
Besides, in spite of its specific effect, this instrument has not been
able to give permanent pleasure and it can be combined with other
mstruments only with difficulty because it is too little 1n accord
with them. In the case of the bell, there is the same deficiency in
different notes, and the same character of being struck at one point
a8 occurs with the kettledrum, but the bell does not have such a
hollow sound; it rings out freely although its reverberating boom is
more like a mere echo of its being struck at one point.

1 - . ]

This s derived from Hegel’s Philosophy of Nature. See, forinstance, §256:

a ilf;,nc“”mg itself the point constitutes a line which, cancelled in turn, produces
ace,

Hipag
15,2 L
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Thirdly, we may specify as the freest, and in its sound the most
perfect instrument the human voice, which unites in itself the
character of wind and string instruments because in this case it is a
column of air which vibrates, while through the muscies there alsg
comes into play the principle of tightly stretched strings. Just as we
saw, in the case of the colour of the human skin, that, as an idea)
unity, it contains the rest of the colours and therefore is the most
perfect colour, so the human voice contains the ideal totality of
sound, a totality only spread out amongst the other instruments in
their particular differences. Consequently it is the perfection of
sound and therefore marries most flexibly and beautifully with the
other instruments. At the same time the human voice can appre-
hend itself as the sounding of the soul itself, as the sound which the
inner life has in its own nature for the expression of itself, an
expression which it regulates directly. On the other hand, in the
case of the other instruments a vibration is set up in a body indif-,
ferentto the soul and its expression and, in virtue of its own charac- -
ter, more remote from these; but in song the soul rings out from. 3
its own body. Hence, like the heart and its own feelings, the human.; }
voice develops in a great variety of particular ways, a variety.
founded, so far as its more general differences are concerned, in. g
national and other natural circumstances. So, for example, the §
Italians are a people of song and amongst them the most beautifub: 3
voices occur most frequently. A principal feature in this beauty ie 3
the material basis of the sound as sound, the pure metal of thies'g
voice which should not taper off to mere sharpness or glass-liké $
thinness or remain dull and hellow; but, at the same time, without. g
going so far as fremolo, it preserves within this as it were compact.
and concentrated sound an inner life and an inner vibration of the §
sound. In this matter the voice must above all be pure, 1.¢. along :
with the perfect note no noise of any kind should assert itself.

{(yy) Music can use this whole range of instruments singly or alt.
together in complete harmony. It is especially in recent times that
music has first developed this latter capacity. The difficulty of such-
an artistically satisfactory assembly is great, for each instrument has
its own special character which does not immediately fit in vf?ith"
that of another. Consequently great knowledge, circumspection,’ §
experience, and gift for invention are required for harmonizifg 3
many instruments of different kinds, for the effective introduction
of some particular species, e.g. wind or string instruments, of for §
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the sudden thunder of trumpet-blasts, and the changing succession
of the sounds emphasized out of the entire chorus, and for doing all
chis in such 2 way that, amidst such differences, changes, opposi-
ons, transitions, and modulations, an inner significance, a soul
and feeling cannot be missed. So, for instance, in the symphonies
of Mozart who was a great master of instrumentation and its mntej-
ligent, living, and clear variety the change of the particular instru-
ments has often presented itself to me as a dramatic concert, as a
sort of dialogue in which the character of one sort of instrument
proceeds to the point where the character of the others is indicated
and prepared; one replies to another or brings in what the sound
of the preceding instrument was denied the power to express ade-
quately, so that by this means a dialogue arises in the most graceful
way between sounding and echoing, between beginning, progress,
and compietion.

(8) The second element to be mentioned no longer concerns the
physical quality of the sound but instead the specific character of
the note in itself and its relation to other notes. This objective
relation whereby sound first expands into a range of notes both as
individual in themselves and firmly determinate, and also as con-
tinually in essential relation with one another, constitutes the
properly harmonic element in music and rests, in what again is
primarily its physical side, on quantitative relations and numerical
proportions. At the present stage the following more detailed points
about this system of harmony are of importance.

First, the individual notes in their specific measure and in its
relation to other notes: the theory of individual intervals.

Secondly, the assembled series of notes in their simplest succes-
sion in which one note directly hints at another: the scale.

Thirdly, the difference of these scales which, since each of them
takes its start from a different note as its keynote, become both
Particular keys different from each other and also a whole system of
these keys,

{aa} The individual notes acquire not merely their sound but its
Perfectly specific determinacy by the vibration of a body. If this
determinacy is to he achieved, then the sort of vibration must not
be accidental and arbitrary but fixedly determined in itself. A
columnn of air or a stretched string or a surface etc., which sounds,

33 a certain length or extension. For example, if we take a string
and fasten it at two points and vibrate the stretched part that lics
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between them, the first thing of importance 1s the thickness and
tension of the string. If this is done with two identical strings, then, 3
according to an observation first made by Pythagoras,! the princi- .
pal matter is the length, because two strings similar in thickness but 3
of different lengths give a different number of vibrations over the
same period of time. The difference of this number from another J
number and its relation to another 15 the basis for the difference ¢
and relation betwcen particular notes in relation to their pitch,
whether high or low. ;
But when we hear such notes, our apprehension of them feely §
quite different from an apprehension of dry numerical relations ]
ships: we need not know anything of numbers and arithmeticals
proportions, and indeed if we see a string vibrating, then, for oné 3§
thing, the trembling vanishes without our being able tc count it;§

not merely strike us as incredible; on the contrary, we may get the
impression that our hearing and inner understanding of the hard¥
monies is actually degraded by referring their origin to something
purely quantitative, Nevertheless, the numerical relation betweegf
vibrations occurring in the same length of time is and remains thigg
basis for determining the notes. For the fact that our hearing is #§
feeling simple in itself provides no ground for a convincing obje¢d®
tion. Even what pives us a simple impression may, alike in 1

tially connected with something clse. For example, if we see blue’ s
yellow, green or red colours in their specific purity, they likewise
have the appearance of being wholly and simply determinate, Whl

pure blue is not something simple, but a specaﬁc relation of inter-
penetration of light and dark.?2 Religious feelings and a sense
justice in this or that case seem equaﬂy simple, and yet everythingft 5
religious, every legal relation contains a variety of particular feas
tures, and it is their unity which gives rise to the simple feeling. T¢(}
the same way, however true it is that we hear and have a fecling fof 3

! For references to ancient literature, s¢e the action on Pythagoras in Hegel's
lectures on the Hi istory of Philosophy. The numericat basis of harmony is dis# _
cussed at some length in Hegel's Philosophy of Nature, Addition to § 301. §

2 If the example 15 unfortunate, Goethe’s theory of colours is to blame.



MUSIC 025

5 note as something purely simple in itself, the note still rests on a
variety which, because the note arises from the trembling of a body
and therefore falls with its vibrations within time, is to be derived
from the specific character of this trembling in time, i.e. from the
specific number of vibrations within a specific time. To further
articulars of this derivation I will devote the following remarks.

The notes that harmonize directly and whose difference in sound
is not perceptible as an opposition are those in which the numerical
relation of their vibrations remains of the simplest kind, whereas
thosc that do not harmonize naturally have more complex propor-
tions. Octaves are an example of the first kind. If wc tune a string
whose specific vibrations give the keynote and then divide it equally,
the second half has just as many vibrations as the first in the same
period of time.” If the string giving the keynote vibrates twice and
the shorter string thrice, the latter gives a fifth; the proportion of
four to five produces a third. It is otherwise with a second and a
seventh which are eight to nine and eight to fifteen respectively.

(88) Now we have seen already that these proportions cannot be
selected by chance but must contain an inner necessity both for
their particular characters and for their enscmble; conscquently the
single intervals determined by such numerical proportions cannot
remain indifferent to one another but have to close together into a
whole. But the first ensemble of sounds arising in this way is not a
concrete harmony of different notes but a whelly abstract systematic
succession of notes according to their simplest relations to one
another and their position in their ensemble. This gives us the
simple serics of notes called a scale. The basic determinant of the
scale is the keynote which is repeated in its octave, and the other six
notes are spread within this double limit which, since the keynote
harmﬂnizes with itself directly in its octave, is a rcversion into
itself. The other notes of the scale either harmonize directly with
the keynote as the third and fifth do, or have in contrast with it a
more essential difference of sound, as the second and seventh have,
and they are arranged in a specific order of succession, the details of
which, however, T will not explain further here.

(»v) From this [diatonic] scale, in the third place, the different keys

: ; It'lé'ilf the string produces the octave above the note of the whole string. If
e : "Ng s divided in the proportion of two to three, then the vibrations are in
i S"‘_“F Proportion, and the shorter string gives the fifth sound i the cetave,
& Gif Cis the keynote,
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arise. Each note of the scale can itself be made again the key-note
for a new particular series of notes arranged according to the same
law as the first was, With the development of the scale! into g
greater wealth of notes, the number of keys has been automatically
increased ; modern music, for example, moves in a greater multipl;-
city of keys than Greek music did. The different notes of the scale,
as we saw, are related to one another either by immediate corres-
pondence in harmony or by an essentia]l deviation and difference,
and it follows that the series of keynotes arising from these notes
either display a closer affinity and therefore immediately permit a 3
modulation from one to another or, alien to one another, are not
susceptible of such an immediate transition. But, furthermore, the §
keys become separated into the differences between major and ]
minor, and, finally, owing to the keynote on which they are based, }
they have a specific character which corresponds again. on its side
to a particular mode of feeling, e.g. to sorrow, joy, grief, incitation 4
te courage, etc. In this sense the Greeks even in their day wrote {
much? about the difference of keys and used and developed them 1 0 |
VArious ways.

(v} The third main point, with which we may conclude our bnef
suggestions on the theory of harmony, concerns the chiming to~ i
gether of the notes themselves, i.e. the system of chords. ,

(xe) Up to this point we have seen that the intervals form & 4
whole, yet in the first instance this totality unfolds, in the scales
and keys, into mere rows of separate sounds where each note in 3
succession appears individual on its own account. At this point the ;
sound was still abstract because it was always only one determinant :3
of it that was in evidence. But the notes were in fact what they were
only in virtue of their relation to one another,? and thus the sound §
must itself also gain existence as this concrete sound, i.e. different 3
notes have to close together into one and the same sound. Thie ;
combination of sounds, in which the number of notes united is of §
no essential consequence so that even two notes may form such a3
unity, is the essential nature of the chord, The determinate chat- §
acter of the individual notes cannot be left to chance or caprice; §
they must be regulated by an inner conformity to law and be

1 &g into a chromatic scale, .
2 The reference is primarily to Aristoxenus, fourth-century s.c. He distin- 3
guished thirteen keys. 3
3 e.g. the third note in the diatonic scale is only third because it follows the §
second and precedes the fourth, 3
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arranged in their order of succession. Consequently the like con-
formity to law will have to enter for the chords also in order to
Jetermine what sort of grouping of notes is permissible for musical
use and what is not. These laws alone provide us with the theory of
harmony in the strict sense, and it is in accordance with this theory
that the chords once again unfold into an inherently necessary
gyStETH, . ] )

(RB) In thus system particular and different chords are developed
because it is always specific notes that chime in together. We are
therefore concerned at once with a totality of particular chords.
As for the most general division of this totality, the detailed points
are valid here again which 1 touched on cursorily in dealing with
intervals, scales, and keys,

The first kind of chords consists of those formed from notes
which harmonize with one another irmmediately, In these notes no
opposition or contradiction arises and their complete concord is
unimpaired. ‘This is the case with the so-called ‘consonant’ chords,
the basis of which is the triad [or ‘common chord’]. Of course
this consists of the keynote, the third or mediant, and fifth or domi-
nant. In this case the conception of harmony, indeed the very
nature of that conception, is expressed in its simplest form. For we
have before us an ensemble of different notes which nevertheless dis-
play this difference as an undisturbed unity; this is an immediate
identity which yet does not lack particularization and mediation,
while at the same time the mediation transcends the independence
of the different notes; it may not be content with the to and
fro of a changing relationship [between the notes] but actually
brings their unification about and in that way [the chord] reverts to
immediacy in itself.

_ But, secondly, what is still lacking in the differcnt sorts of triad,
into the details of which 1 cannot enter here, is the actnal appear-
ance of a deeper opposition. But, as we saw earlier, the scale con-
tains, over and above those notes that harmonize with one another
without any opposition, other notes that cancel this harmony. Such
Notes are the diminished and the augmented seventh. Since these
belong likewise to the ensemble of notes, they must also gain an
entry into the triad. But, if this happens, that immediate unity and
“onsonance is destroyed, because a note is added which sounds
€ssentially diffcrent, and in this way alone does a specific difference
really enter, and indeed an opposition. What constitutes the real
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depth of the note-series is the fact that it goes on even to essentia]
oppositions and does not fight shy of their sharpness and discog.
dance. For the true Concept is an inherent unity, though not g ;
merely immediate one but one essentially split internally and fal!-. 4
ing apart into contradictions. On these lines, for example, in my §
Logic* 1 have expounded the Concept as subjectivity, but thig
subjectivity, as an ideal transparent unity, is lifted into its opposite,
i.e. objectivity; indeed, as what is purely ideal, it is itself only one. §
sided and particular, retaining contrasted with itself something
different and opposed to it, namely objectivity; and it is only
genuine subjectivity if it enters this opposition and then overcomesg
and dissolves it. In the actual world too there are higher natureg s
who are given power to endure the grief of inner opposition and t¢ 3
conquer it. If music is to express artistically both the inner mean-; 4
ing and the subjective feeling of the deepest things, e.g. of religion]
and in particular the Christian religion in which the abysses of gng‘
form a principal part, it must possess in the sphere of its notes thy
means capable of representing the battle of opposites. These mean
it gains in the so-called dissonant chords of the seventh and nin ._"
but what these indicate more specifically is a matter on which.§§
cannot enter further here. 8

If on the other hand we look, in the third place, at the geners
nature of these chords, the further important point is that the ;
keep opposites, even in this form of contradiction, within ene an ,1;
the same unity. But to say that opposites, just as opposites, shouk x;_'-'_
be in unity is plainly contradictory and invalid, Oppnsites as
have, owing to their nature, no firm support either in themselvely
or in their opposition. On the contrary, in their opposition thesy
perish themselves. Harmony therefore must go bevond suek __
chords as present to the ear nothing but a contradiction which
must be resolved if satisfaction is to be given to the ear and thil
heart. Consequently along with the contradiction there is immedj {'
ately given the necessity for a resolution of the discords and A
return to the triad, Only this movement, as the return of the ides k.
tity into itself, is what is simply true. But in music this completay
identity itself is only possible as a dispersal of its essential features §
in time and they therefore become a succession; yet they prﬂﬂi

L e.g. Section 1 of the Subjective Logic {Eng. tr. by A. V. Miller: The Sﬂm
of Logic, pp. 599 f1.). Or, more briefly, in the first edition of the Erxcyﬂfop&td"i

§§ rog-39.
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their intimate connection by displaying themselves as the neces-
sary movement of a progress founded upen itself and as an essen-
tial course of change.

() This brings us to z third point to which we have to give our
attention. We saw that the scale is a series of successive sounds
which is fixed in itself although primarily still abstract; so now the
chords too do not remain separate and independent but acquire an
inner bearing on one another and the need of change and progress.
Although this progress may acquire a more significant area of
change than is possible for scales, yet in it there must be no ingre-
dient of mere caprice; on the contrary, the movement from chord
to chord must rest on the nature partly of the chords themselves,
partly of the keys into which they pass. In this matter the theory
of music has laid down a multitude of prohibitions; but to explain
and establish these might involve us in all too difficult and exten-
sive discussions. Therefore T will let these few very general remarks

suffice,

(¢} Melody

To recapitulate what we were concerned with in relation to the
particular media of musical expression, we treated first the way of
dealing with the temporal duration of notes in respect of time,
beat, bar, and rhythm. We then proceeded to the actual notes, and
there, first, to the sound of instruments and the human voice;
secondly, to the fixed proportions determining the intervals and
their abstract serial succession in the scales and different keys;
thirdly, to the laws of the particular chords and their medulation
into one another. The final sphere in which the earlier ones form
Into a unity, and in this identity provide the basis for the first
genuinely free development and unification of the notes, is melody.

Harmony comprises only the essential proportions constituting
the necessary law for the world of notes; yet, as little as the beat,
bar and rhythm, are they already in themselves music proper, for,
on the contrary, they are only the substantive basis, the ground
and soil which conforms to law and on which the scul expatiates in
its frecdom. The poetic element in music, the language of the soul,
which pours out into the notes the inner joy and sorrow of the
heart, and in this outpouring mitigates and rises above the natural
force of feeling by turning the inner life’s present transports into
3N apprehension of itself, into a free tarrying with itself, and by
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liberating the heart in this way from the pressure of joys and
sorrows—this free sounding of the soul in the field of music—this
is alone meledy. This final domain is the higher poetic element in
music, the sphere of its properly artistic inventions in the use of the
elements considered hitherto, and this i1s now above all what we
would have to discuss. Yet here precisely those difficulties that
were mentioned earlier stand in our way. On the one hand, 3
spacious and well-founded treatment of the subject would require
a more exact knowledge of the rules of composition and a far

wider acquaintance with the masterpieces of music than I possessor 4

have been able to acquire, because from real scholars and practis-

ing musicians—least of all from the latter who are frequently the - §

most unintelligent of men—we seldom hear anything definite and
detailed on these matters. On the other hand, it is implicit in the

nature of music itself that it 15 and should be less permissible in jt3
than it is in the other arts to take account of and to emphasize
specific and particular points in @ more general way. For however * §
far music too adopts a spiritual subject-matter and makes it itg'

business to express the inner meaning of this topic or the inner
movements of feeling, still just because this subject-matter is

apprehended on its inner side or reverberates as subjective {eeling, 3

it remains indefinite and vague; and the musical changes do not

always correspond at the same time to changes in a feeling or an
idea, a thought or an individual person, but are a purely musical -§

DO

development where the artist plays with himself and into which he °

introduces method. For these reasons I will confine myself to the * 4

following general observations which have struck me and which
seem interesting.

(«) In its free deployment of notes the melody does float inde- 4

pendently above the bar, rhythm, and harmony, and yet on the
other hand it has no other means of actualization except the

rhythmical measured movement of the notes in their essential and %

inherently necessary relations. The movement of the melody is there-
fore confined to these media of its existence and it may not seek

to win an existence in them which conflicts with their inherently 4
necessary conformity to law. But in this close link with harmony

the melody does not forgo its freedom at all; it only liberates it-
self from the subjectivity of arbitrary caprice in fanciful develop~

ments and bizarre changes and only acquires its true independence 3

precisely in this way. For genuine freedom does not stand opposed
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1o necessity as an alien and therefore pressing and suppressing
might; on the contrary, it has this substantive might as its own
indwelling essence, identical with itself, and in its demands it is
therefore so far following its own laws and satisfying its own
nature that to depart from these prescriptions would be to turn
gway from itself and be untrue to itself. Conversely, however, it is
obvious that the bar, thythm, and harmony are, taken by them-
selves, only abstractions which in their isolation have no musical
worth, but can acquire a genuinely musical existence only through
and within the melody as the essential features and aspects of the
melody itself. In thus bringing into an accord the difference
petween harmony and melody there lies the chief secret of the
greatest COMPpOsitions.

(B) Secondly, the following points seem to me to be of impor-
tance in connection with the particular character of melody,

(xo} First, in relation to its harmenic course, a melody can be
restricted t0 a quite simple range of chords and keys hy moving
within the limits of the notes which harmonize with one another
without any opposition and which it then uses purely as a basis in
order to find there more general points of support for its further
figuration and movement. For exampie, song melodies, which
need not on this account be superficial at all but may express depth
of soul, are commonly allowed to move within the simplest har-
monic proportions. They do not, as it were, make a problem of the
more difficult complications of chords and keys, but are content
with such progressions and modulations as, in order to produce a
harmeny, do not push further on to sharp oppositions, and require
no manifold mediations before the satisfying unity is established.
Of course this sort of treatment may lead to shallowness too, as in
many modern French and Italian melodies where the harmonic
succession 1s of a wholly superficial kind, while the composer tries
to substitute for what he lacks in this respect only a piquant charm
of rhythm or other seasonings. In general, however, the emptiness
of 2 melody is not a necessary effect of the simplicity of a har-
monic basis,

(AF) Secondly, a further difference consists in the fact that a
elody is no longer developed, as in the first case, simply in a
Succession of simple notes on the basis of a relatively independent
forward-movi ng harmonic series; on the contrary ¢ach singie note
of the melody is filled out as a concrete whole into a chord and
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thereby acquires a wealth of sound and is so closely interwoven §
with the course of the melody that no such clear distinction can any §
longer be made between an independent and self-explanatory 3
melody and a harmony providing only the accompanying points of 3
suppott and a firm ground and basis. In that case harmony and 7
melody form one and the same compact whole, and a change in
the one is at the same time necessarily a change in the other. This 3
is especially the case, for example, in chorales set for four voices, 3
Similarly one and the same melody may so weave through severa] 4
voices that this interlacing may form a progression of harmonies, 3
or in the same way there may even be different melodies werked 4
harmonically into one another so that the concurrence of specific
notes in these melodies affords a harmony, as e. g. accurs often in, ‘:f'
Bach’s compositions. In that case develt}pment is split 1nto pro- g ..
gressions deviating from one another in numercus ways; they§
seem to draw along beside one another independently or to be .‘;-;
interwoven with one another, and yet they retain an essential'g‘
harmonic relation to one another and this then introduces again in §
this way a necessary match between them. [

(yy) In such a mode of treatment more profound music not ::mly ;_
may push its movements up to the very limits of immediate cone '3
sonance, indeed may evenfirst transgress them in orderthen toreturn §
into itself, but, on the contrary, it must tear apart the simple first 3
harmony inte dissonances. For such oppositions alone are the:3
basis of the deeper relations and secrets of harmony which have a8
necessity of their own, and thus the deeply impressive movements ¥
of the melody also have their basis solely in these deep harmoni¢ ; f'
relations. Boldness in musical composition therefore abandons & 'i§
purely consonant progression, goes on to oppositions, summons all 3
the starkest contradictions and dissonances and gives proof of its 3
own power by stirring up all the powers of harmony; it has the §
certainty nevertheless of being able to allay the battles of these §
powers and thereby 1o celebrate the satisfying triumph of melodic 8
tranquillity. We have here a battle between freedom and necessity: 3§
a battle between imagination’s freedom to give itself up to ite 7§
soaring and the necessity of those harmonic relations which imagi- }
nation needs for its expression and in which its own significance §
lies. But if the chief thing is harmony, the use of all its means, and %
the boldness of the battle in this use and against these means, then 3
the composition easily becomes awkward and pedantic, because
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cither it actually lacks freedom in its movements or at least 1t docs
Lot let the triumph of that freedom emerge in its completeness.

(y) In every melody, thirdly, the properly melodic element, i.e,
what can be sung, must appear, no matter in what kind of music,
a5 the dominant and independent element which in all the wealth
of its expression is neither forgottcn nor lost. Accordingly, melody
;s the infinite determinability and possibility of the advance of the
notes, but it must be so regulated that what we apprehend is
always an inherently total and perfect whole. This whole does
contain variety and it has an inner progress, but, being a whole, it
must be firmly rounded 1n itself, and thus needs a definite begin-
ning and end, so that the middle is only the mediation between the
beginning and the termination. Only as this movement, which
never runs off into vagueness but 1s articulated in itself and returns
-to itself, does melody correspond to that frec sclf-subsistence of
subjective life which it is its task to express. In this way alone does
music in its own element of inwardness perfect the immediate
expression of the inner life, and it imparts to that expression,
immediately becoming inner, the ideality and liberation which,
while being obedient to the necessity of harmonic laws, yet at
the same time lift the soul to the apprehension of a higher
sphere.

3. Relation between Music’s Means of Expression and their Content

After indicating the general character of music we have considered
the particular guides necessary for fashioning the notes and their
temporal duration. But with melody we have entered the sphere of
free artistic invention and actual musical creation and so the
question arises at once of a subject-matter which is to gain an
artistically adequate expression in rhythm, harmony, and melody.
The establishment of the general sorts of this cxpression gives us
the final point of view from which we now still have to cast a
glance at the different provinces of music. In this matter the first
thing is to emphasize the following difference.

§i) As we saw earlier, music may be an accompaniment, if its
?Plritual content is not simply seized in the sense of its abstract
Inwardness or as subjective feeling but enters into the musical move-
ment exactly as it has been already formulated by the imagination
and put into words. (ii) On the other hand, music tears itself free
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from such a previously ready-made content and makes itself inde.
pendent in its own field so that eitker, if it still makes some specific
content its general concern, it immerses that content directly in
melodies and their harmonic elaboration, or it can rest satisfied
with the entirely independent sounds zud notes as such and theijr
harmonic and melodic figuration. Although in a totally different
field, there recurs here a difference similar to what we have seen in
architecture as that between independent architecture and archi-
tecture that serves a purpose. But music as an accompaniment js
essentially freer and it enters into a much cloger unity with its
content than can always be the case in architecture.

In music as it exists, this difference is marked by the difference
in kind between vocal and instrumental music. But we must not
take this difference in a purely external way as if it were simply that
what is used in vocal music is only the sound of the human voice
and in instrumental music the various sounds of the other instru-
ments; on the contrary, in singing, the voice speaks words which
gtve us the idea of a specific subject-matter. The result is that if
both sides, the notes and the words, are not to fall apart unrelated
and indifferent to one another, music by being a sung word can
only have the task, so far as music can execute it, of making the
musical expression adequate to this subject-matter which, by being
contained in words, is brought before our minds in its clearer
definition and no longer remains a property of vaguer feeling. But
despite this unification, the topic envisaged can be apprehended
and read by itsclf in a libretto and therefore our minds distinguish
it from the musical expression. Consequently the music added to a
libretto is an accompaniment, whereas in sculpture and painting
the content represented does not come before our minds indepen-
dently and outside its artistic form. On the other hand, neither
must we take the nature of such accompaniment in the sense of its
being the servant of a purpose, for the truthis precisely the reverse:
the text is the servant of the music and it has no worth other than
creating for our minds a better idea of what the artist has chosen as
the subject of his work. That being so, music preserves this free-
dom principally by the fact that it does not apprehend this content
at all in the way that a libretto makes it intelligible, but on the con-
trary it masters 2 medium other than that of perception and ideas.
In this connection T have indicated, in dealing with the general
character of music, that music must express the inner life as such,
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put this life can be of two kinds. To get at the heart of an object
may mean on the one hand grasping it not as it appears in external
reality but in its ideal significance; on the other hand, it can also
mean expressing it just as it is living in the sphere of subjective
feeling. Both modes of apprehenston are possible for music. I will
try to make this more nearly intelligtble.

In old church-music, e.g. in a Crucifixus, the decep elements lying
in the nature of Christ’s Passion, e.g. this divine suffering, death,
and entombment, are often so treated that what I3 expressed is not
a subjective feeling or emotion of sympathy or individual human
grief at these events, but as it were the thing itself, 1.e. the pro-
fundity of its meaning moves through the harmonies and their
melodic course. Of course even n this case the work is meant to
appeal to the listener’s feeling; he should not contemplate the grief
of the Crucifixion and the entombment, should not merely form a
general idea of it, On the contrary, in his inmost self he should live
through the inmost meaning of this death and this divine suffering,
immerse himself in it with his whole heart so that now the thing
becores in him something apprehended which extinguishes every-
thing else and fills him with this one thing. Similarly, if his werk
of art is to have the power of producing this impression, the com-
poser must immerse his heart entirely in the thing and in it alone
and not have familiarized himself with only a subjective feeling
of it and tried to make that alone alive in notes addressed to
‘inner sense’.!

Conversely, I can read a book or a libretto which relates an
event, presents an action, or puts feelings into words, and as a
result my most heartfelt feeling may be most vigorously stimu-
lated so that I shed tears, etc, This subjective feature, feeling
namely, may accompany every human deed and action, every
expression of the inner life, and it may be aroused even by the
perception of every action and the apprehension of any occurrence,
This feature music is equally entirely able to organize, and in that
event, by its impression on the listener, softens, pacifies, and
idealizes the sympathetic feeling to which he finds himself dis-
Posed. Thus inboth cases the topic resounds for the inner self, and,
Just because music masters the self in its simple self-concentration,
't can for that self set limits to the roving freedom of thinking,
tdeas, and contemplation and to a passage beyond the specific

! Kant, K.d.r.V., A 98
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topic at issue, because it keeps the heart firmly to one particular
thing, engages it in that topic, and, within this sphere, moves and
occupies the feelings.

This is the sense in which we have to discuss music here as an
accompaniment, namely that, in the way indicated, it develops the
inward side of a topic already set before our minds by the libretto,
But because music can discharge this task in vocal music especially
and then besides links instruments with the human voice, it is
customary to describe the instrumental music itself preferably as
an accompaniment. Of course it does accompany the voice and in
that case should not try to be absolutely independent or the chief
thing; yet in this alliance vocal music comes more directly under
the above-mentioned category of an accompanying sound because

the voice utters articulate words for intellectual apprehension and the .

song is only a furthcr modification of the burden of these words,

namely an elaboration of them for the heart’sinner feeling, while,in 3

the case of really and purely instrumental music, utterance for

the intellect disappears and this music must be restrcted to its own-_ K

means of a purely musical mode of exPressmn

Finally to these differences a third is added, and it must not be
overlooked. Earlier on I drew attention to the fact that the living
actuality of a musical work must always be reproduced anew. In
this respect sculpture and painting amongst the visual arts have the

advantage. The sculptor or the painter conceives his work and

executes 1t completely; the whole of the artistic activity of creation
is concentrated in one and the same individual, and in this way the
inner correspondence between invention and actual execution
wins easily. The architect, however, is worse off because he needs
the many activitics of numerous branches of craftsmanship and
these he has to entrust to other hands. The composer likewise has
to give his work over to other hands and throats, but with the
difference that in this case the technical execution and the expres-
sion of his work’s inner animating spirit requircs the activity of an
artist over again, not that of a mere craftsman. Especially in this
connection, while in the other arts no new discoveries have been
made, nowadays again, as happened long ago in the older Italian
opera, two miracles have occurred in music: one in the conception,
the other in the genius of virtuosi in the execution. The result is
that, in regard to the latter, the notion of what music is and what it
can do has been more and more widened, even for greater experts.

i3
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This gives us the following main points for the division of these
final considerations about music:

First, we have to concern ourselves with music as an accompani-
ment and to ask of what ways of expressing a content it is generally
,:apable.

Secondly, we must raisc the same question about the precise
character of independent music.

Thirdly, we will end with a few remarks about the execution of
musical works of art.

(a) Music as an Accompaniment

A direct consequence of what I have already said about the re-
spective positions of libretto and music 18 the demand that in this
first sphere of music the musical expression must be far more
strictly associated with a specific topic than is the case when music
may surrender itself to its movements and inspirations inde-
pendently. Forfrom the very start the libretto gives us distinct ideas
and tears our minds away from that more dreamlike element of
feeling which is without ideas and in which we need not abandon
either wandering to and fro undisturbed or the freedom to derive
this or that feeling from the music or to feel ourselves moved in
this that or the other way. But in this interweaving of music and
words music must not sink to such scrvitude that, in order to
reproduce the words of the libretto in their really entire character,
it forgets the free flow of its own movements and thereby, instead of
creating a self-complete work of art, produces merely the intellectual
trick of using musical means of expression for the truest possible
indication of a subject-matter outside them and already cut and
dried without them. Every perceptible compulsion, every cramping
of free production, breaks up the impression {to be made by music].
Yct, on the other hand, music must avoid what has become the
fashion now with most modern Ttalian composers, i.e. it must not
emancipate itself almost entirely from the contents of the libretto,
which in that case seem to be a chain because of their definiteness,
and then seek to approach the character of independent music
throughout. This art consists, on the contrary, in being filled with
the sense of the spoken words, the situation, the action, etc., and
then, out of this inner animation, finding and musically developing
a soul-laden expression. This is what all the great composets have
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done. They produce nothing alien to the words but neither do they
let go a-missing either the free outpouring of notes or the undig. ;
turbed march and course of the composition which is therefgre
there on its own account and not on account of the words only,

Within this genuine freedom three different sorts of expressmn
may be distinguished.

{a) I will start with what may be described as the strictly melndm
element in the expression. Here it is feclmg, the resounding soul,
which is to become explicit and to enjoy itself in its expressmn

(aa) The human breast, the mood of the heart, Le., in general,
the sphere in which the composer has to move, and melody, thig§
pure resounding of the inner life, is music’s own inmost soul, Foi]
a note only acquires a soul-laden expression by having a feeling§
introduced inte it and rcsnundmg out of it. In this respect therpd
are already extremely expressive the natural cry of feeling, e.g. thed
scream of horror, the sobbing of grief, the triumphal shout ands§
thrills of exultant pleasure and joyfulness, etc., and I have alreadyg
described this sort of expression as the starting-point of musicg
but I have added at the same time that music must go beyonds
merely natural interjections. This is where the special differencg
between music and painting lies. Painting can often produce thyg
most beautiful and artistic effect when the painter familis
himself with the actual form, colouring, and soul-laden expressiog
of the sitter confronting him in aspecific situation and environmentyg
and he now reproduces entirely true to life what has so impressed
him and what he has absorbed. In this instance truth to nature in§
entirely in place when it coincides with artistic truth. Music, ong
the other hand, must not reproduce as a natural outburst of passio {
the expression of feelings as they existed but must animate el
sound with a wealth of feeling and develop 1t into specific notety
and their relations. In this way it has to elevate the expression i r_._
an element created by and for art alone, in which the simple crjf .'
analysed into a series of notes, into a2 movement, the change 3
course of which is supported by harmony and rounded mtﬂ
whole by melody.

{BF) This melodic element acquires a more precise meaning and
function in relation to the entirety of the human sp1r1t Sculptu
and painting, as fine arts, portray the spiritual inner life in 4
externally existent object, and they liberate the spirit again from
this external object of contemplation, because in that ohjects
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pmduced by the spirit, the spirit finds itself again and its inner life,
while nothing is left over for individual caprice, for arbitrary ideas,
opinions, and reflections, because the content [the inner life] is set
forth in the object in its entirely specific individuality. Music, on
the contrary, as we have seen more than once, has for such an
object only the element of the subjective itself, whereby the inner
life therefore coincides with itself and it reverts into itself in its
expression which is feeling’s song. Music is spirit, or the soul which
resounds directly on its own account and feels satisfaction in its
perceptiﬂrn of 1tsel. But as a fine art it at once acquires, from the
spirit’s point of view, a summons to bridle the emotions themselves
as well as their expression, so that there is no being carried away
inte a bacchanalian rage or whirling tumult of passions, or a resting
in the distraction of despair, but on the contrary an abiding peace
and freedom in the outpouring of emotion whether in jubilant
delight or the deepest grief. The truly ideal music is of thiskind, the
melodic expression of Palestrina, Durante, Lotti, Pergolesi, Gluck,
Haydn, Mozart.® Tranquillity of soul is never missing in the com-
positions of these masters; grief is expressed there too, but it is
assuaged at once; the clear rhythm inhibits extremes; everything
is kept firmly together in a restrained form so that jubilation does
not degenerate into a repulsive uproar, and even a lament gives us
the most blissful tranquillity. In connection with Italian painting
I have said already that, even in the deepest grief and the most
extreme distraction of soul, that reconciliation with self which
even in tears and sorrows preserves the traits of peace and happy
assurance 1s not allowed te be missing. In a profound soul grief
remains beautiful, just as what dominates in Harlequin? is grace-
fulness and charm. In the same way, nature has bestowed on the
Italians above all the gift of melodic expression. In their older
church-music we find at the same time along with the deepest
religious worship the pure sense of reconciliation, and, even if
grief stirs the depths of the soul, we still find beauty and bliss, the
stmple prandeur and expatiation of imagination in its varicusly
Xpressed self-enjoyment. This is a beauty of sensuousness and
th{s melodic satisfaction is often taken to be a purely sensuous
*fjoyment but it is precisely in the element of sense that art has to
' Their selection is of interest and so are their dates: 1525-04; 168417553

xﬁf?,_l?fw: 1710-36; 1714-87; 1732-1809; 1756-91.

€. 88 he appears in ltalian comedy, rather than in English pantomime,
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move and to lead the spirit on into 2 sphere in which, as in nature_ ]
the keynote remains the satisfaction of the self with and in itself. -;

(yy) While therefore melody must be the expression of a particy §
lar feeling, music makes passion and mmagination 1ssue in a streamyij
of notes and therefore should lift the soul above this feeling inhs
which it is immersed, make it hover zbove its content, and in thisé
way form for it a region where a return out of this immersion casif§
occur unhindered, along with a pure sense of self. This
constitutes what is really singable, the genuine song of a musics§
piece, In that case it is not the progress of the specific feeling itselfff
(love, longing, cheerfulness, etc.} which is the principal thing, b
the inner life which dominates it, which develops and enjovs b4
own self alike in grief and joy. The bird on the bough or the lark i#§
the air sings cheerfully and touchingly just in order to sing, just 2
a natural production without any other aim and without any spe
fic subject-matter, and it is the same with human song and melodis§
ous expression. Therefore Italian music, where in particular thijly
principle prevails, often passes over, like poetry, into melodionliy
sound as such and may easily seem to sacrifice, or may actualijl}
sacrifice, feeling and its definite expression because it looks only Wi
the enjoyment of art as art, to the melodious sound of the soul iy
its inner satisfaction, But this is more or [ess the character of whatfs
in general is really properly melodious. Although the pure definit Y
ness of what is expressed is not missing, it is at the same time cans4
celled because the heart is immersed not in something different o3
definite but in its self-apprehension, and only so does it, like puré’y
light’s vision of itself, give us the supreme idea of blissful deepiy
feeling and reconciliation. 4

(8) Now just 2s in sculpture ideal beauty and self-repose mustg
prevail, while painting already advances to characterizing the#
particular and fulfils a chief task in the energy of its expression o
something specific, so music cannot be content with melody '
described above. The soul’s pure feeling of itself and the resonanty
play of its self-apprehension is in the last resort merely a mood an&‘
so too general and abstract, and it runs the risk of not merely abaﬂ'af
doning a closer indication of the content expressed in the libret?
but of becoming purely empty and trivial. But if grief, joy, longingyg
etc. are to resound in the melody, the actual concrete soul in the )

seriousness of actual life has such moods only in an actual contﬂxh_&-
in specific circumstances, particular situations, events, and actions, 3
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etc. If, for instance, a song awakens in us a feeling of mourning or 2
Jament for a loss, the question arises at once: “What loss? Is 1t loss
of life with its wealth of interests, or loss of youth, happiness,
spouse, or beloved, ot loss of children, parents, or friends ?’ In this
way a further task is imposed on music in relation to the specific
subject-matterand the particular relations and situations with which
the heart is famuliar and in the midst of which it makes its inner life
resound in notes, namely the further task of giving to its expression
the Jike particular detail. For music is concerned not with the inner
life in the abstract, but with a concrete inner life, the specific
content of which is most intimately linked with the specific charac-
ter of the feeling, so that pari passu with the difference in the con-
tent there must essentially enter a difference in the expression.
Consequently, the more the heart flings itself with all its might into
some particular experience, the more are its emotions intensified;
instead of keeping that blissful self-enjoyment of the soul, it
becomes distracted and subject to internal struggles and the mutual
conflict of passions, and, in a word, it descends to a depth of
particularization to which the expression previously considered no
longer corresponds. The details of the content are precisely what
the libretto provides. In the case of a melody proper, which is less
concerned with this specific subject-matter, the finer points of the
libretto are only accessories. A song, for example, may have as 1ts
words a poem which is a whole containing a variety of shades of
moods, perceptions, and ideas, and yet 1t usually has at bottom
the ring of one and the same feeling pervading the whole, and
therefore it strikes above all one chord of the heart. To hit this
chord and to reproduce it in notes is the chief function of such
song-melodies. Such a melody may therefore remain the same
throughout the poem and zll its lines no matter how variously their
meaning is modified, and this repetition so far from impairing the
effect may intensify it. The same is true of a landscape where also
objects of the most varied kinds are placed before our eyes and yet
one and the same fundamental mood and sttuation of nature ani-
mates the whole. Even if such a tune fits some lines of the poem
and not others, it must dominate in the song because here the
Specific sense of the words must not be the prevailing thing; on the
Contrary, the melody floats simply and on its own account above all
the variety. On the other hand, in the case of many compositions
which begin every new verse with a new tune, often different from
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its predecessor in beat, rhythm, and even key, we cannot see why,
if such essential changes were really necessary, the poem too diq 3
not have to change at every verse in metre, rhythm, and arrange. 3
ment of rhyme. .

(aex) But what proves suitable for the song, which is 2 genuinely ;
musical voice of the soul, is not adequate for every sort of musjcg]
expression. We have therefore to emphasize in contrast to melody 3
a second aspect which is of the same importance and which alope &
makes the song a genuinely musical accompaniment. This is the 3
case in that mode of expression which dominates in recitative. Here 3
there is no self-enclosed melody which comprises as 1t were the 3
keynote of that content, in whose development the soul appre. §
hends itself as a subject at one with itself; on the contrary, the .
meaning of the words in its precise specific character is stamped 3
on the notes and it determines whether they are high or low, empha. 4
sized or not. In this way music becomes, in distinction from 3
expression in a tune, a declamation in sound, closely tied to the 3
words alike in their meaning and their syntactical connection, §
What it adds to them as a new element is only a more exalted fee §
ing, and so it stands between melody as such and the speech of
poetry. This position thus introduces a freer accentuation which
keeps strictly to the specific sense of the individual words; the li- 3§
bretto itself does not need any fixedly determinate metre, and the 3
musical recital, unlike melody, does not require to follow the beat
and the rhythm similarly or to be tied down to them; on the con« §
trary this aspect, in connection with accelerando and rallentando, 3
pausing on certain notes and quickly passing over others, can be 3
freely left to the feeling which ts moved entirely by the meaning of

the words. So teo the modulation is not so restricted as it is in @

melody: start, progression, pause, breaking off, starting again, 3}
conclusion—all of this is allowed a more unlimited freedom ac- §
cording to what the libretto to be expressed requires. Unexpected 3
accentuation, less mediated transitions, sudden changes and con~ 1
clusions are all allowed ; and in distinction from the flowing stream
of melody, even a mode of expression which is fragmented, broken 3§
off, and passionately torn asunder, when this is what the words .§
require, is not disturbing. 1

(88) In this connection, expression in declamation and recitative
1s evidently equally fitted both for the tranquil consideration and
peaceful record of events and also for that feeling-burdened
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description of the soul which displays the inner life torn into the
midst of some situation and awakens the heart, by living tones of
the soul, to sympathy with all that moves ip that situation. Recita-
tive therefore has its chief application (i) in oratorio, partly as the
recitation of a narrative, partly a more lively introduction to a
momentary event, (i) in dramatic song,! where, whether it 18
expressed in abrupt changes, briefly, fragmentarily, or in a storm
of aphorisms, it is competent to break up all the nuances of a
fleeting communication and every sort of passion in a dialogue with
rapid flashes and counter-flashes of expression or alternatively to
make them all stream connectedly together. Moreover, in both
spheres, epic and dramatic, instrumental music may be added,
either quite simply to indicate pauses for the harmonies, or else to
interrupt the song with intermezzi which in a similarly characteris-
tic way paint in music other aspects and progressive movements of
the situation.

{yy) Yet what this recitative kind of declamation lacks is pre-
cisely the advantage which melody as such has, namely specific
articulation and rounding off: the expression of that deep feeling
and unity of soul which is indeed inserted into a particular content
but in that content manifests precisely the soul’s unity with itself,
because it 1s not distracted by individual features, torn and split
hither and thither, but asserts in them only their subjective collo-
cation. Therefore, in relation to such more definite characterization
of the topic given to 1t by the libretto, music cannot be content
with recitative and declamation nor can it remain satisfied with the
mere difference between melody, which floats in a relative way
over the individual words and their details, and recitative which
tries to cling as closely as possible to them. On the contrary, it
must try to find a middle way, combining these two elements. We
may compare this new unification with what we saw coming on. the
scene earlier in relation to the difference between harmony and
melody. Melody adopted harmony as not only its general founda-
tion but its inherently specific and particularized foundation, and
therefore instead of losing the freedom of its movements won
for them a power and definiteness similar to that acquired by the
human organism through its skeleton which hinders inappropriate
Postures and movements only and gives support and security to

' Hegel has in mind not only apera but especially the place of music in Greek
rarna,
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approprlate ones. Thisleads usto a final point of view for cunsxdermg,.
music as an accompaniment. .

(y) T'he third mode of expression consists in this, that the melg,#
dic song which accompanies a libretto turns towards particulu
characterization and therefore it refuses to be confronted by thy§
principle of recitative as if that were purely indifferent to it; on th ':::_
contrary, it makes that principle its own so that there can be ;
stowed (a) on itself the definiteness which it lacked, and (b) on'_
the characterizing declamation the organic articulation and fulk
unified completeness [which it had lacked on its side], For evey;!
melody, as was observed above, could not remain altogether empty, 2
and vague. Above, [ gave special emphasis to one pont only :,:_-
melady, namely that in each and every content what is expressed)
is a mood of the soul, preoccupmd with itself and its deep feelings;
and blissful in this unity with itself, and that this mood corres]
sponds to melody as such because the latter, regarded muslca.'ll}r,i.
the like unity and circular return into 1tsc1f But I said this
because this point indicates the specific character of melody in the 8
abstract and differentiates it from recitative and declamation. Bug3
the further task of melody consists, we may say, in its making i inthy
its own property what at first seems necessarily to move outside # 4§
and in its acquiring a truly concrete expression by means of thig¥
plenishing which makes it as much declamatory as melodious. 08§
the other side, therefore, the declamation is no longer there sepas 3
rate and independent but has its own one-sidedness supplementédf
by being drawn into the melodic expression, This constitutes the §
necessity of this concrete unity. w

In order to go inte further detail, the following distinctions mush ‘g
be made: o

First, we must cast a glance at the character of the kbrefto which &
is suited to musical composition, because the specific meaning of
the words has now proved to be of essential importance for musié |
and its expression. ¢

Secondly, a new element has entered the composition 1tse1f, 3
namely the characterizing declamation, which we must therefors -3
consider in its relation to the principle that we originally found 11 4
melody. :

Thirdly, we will review the genres of music within which this
sort of musical expression has its principal place. 1

(ax) At the stage with which we are concerned now, music doe# 3
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not merely accompany the text in general but, as we saw, has to
comply with its more detailed character. It is therefore a disastrous
prejudice to suppose that the character of the text is a matter of
indifference so far as composition gocs. On the contrary, great
mnusic [when an accompaniment] has as its basis an excellent text
which the composers have selected with true seriousness or have
written themselves. For the material treated by an artist can never
be a matter of indifference to him, and this is all the more true of a
musician the more that poetry has worked out and settled for hun
in advarice the precise epic, lyric, or dramatic form of the subject-
matter. :

The chief thing to be demanded of a good libretto is that its
content shall have an inherent and true solidity. Nothing musically
excellent and profound can be conjured out of what is inherently
flat, trivial, trumpery, and absurd; the composer can add what
seasoning and spices he likes, but a roasted cat will never make a
hare-pie.! It is true that in purely melodious pieces of music, the
jibretto is on the whole less decisive, but even these crave words
with some real meaning. Still, on the other hand, what the words
convey must not be all too difficult thoughts or profound philoso-
phy, as, for example, the grand sweep of the *pathos’ in Schiller’s
lyrics soars above any musical expression of lyrical feclings. It is
similar with the choruses of Aeschylus and Sophocles, which, with
all their depth of insight, are worked out in detail so imaginatively,
sensitively, and profoundly, and are so perfect already in their
poetic form, that there is nothing left for music to add; it is as if
the inner life is left with no scope for playing with this content and
developing it in new variations. The newer materials and modes of
treatment in the so-called ‘romantic’ poetry are of an opposite
kind. They are supposed to be for the most part naive and popular,
but this is all too often a precious, artificial, and screwed up
naiveté which instead of being genuine feeling amounts only to
forced feelings elaborated by reflection, miserable wistfulness,
and self-flattery; it glories in banality, silliness, and vulganty just
as much as, on the other hand, it loses itself in absolutely empty
passions, envy, debauchery, devilish wickedress, and more of the
like, and it has a self-satisfied delight in its own excellence in
the one case as well as in this distraction and worthlessness in
the other. Original, simple, serious, impressive feeling is totally

1 See Index, s.v. Newten.
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lacking here, and when music produces the same in its sphere,
nothing does it greater damage.

'I'hus a genuine content for a libretto is not afforded either b
profundity of thought or by self-complacent or worthless feelings.
What therefore is most suitable for music is a certain intermediate
kind of poetry which we Germans scarcely allow to be poetry at all,
whereas the French and Italians have had a real sense for it and
skill in it: a poetry which in lyrics is true, extremely simple, indi-
cating the situation and the feeling in few words, and in drama
without all too ramified complications, clear and lively, not work-
ing out details but concerned as a rule to provide sketches rather
than to produce works completely elaborated poetically. In thig
case, and this is what is necessary, the composer is given only a
general foundation on which he can erect his building on the lines
of his own invention, exhausting every motive, and moving in a
living way in every direction. For since music is to be associated
with the words, these must not paint the matter in hand down to
the last detail because otherwise the musical declamation becomes
petty, dispersed, and drawn too much in different directions so
that umty is lost and the total effect weakened. In this matter
errors of judgement are all too often made about the excellence
or inadmissibility of a libretto. How often, for example, have we
not heard chatter to the effect that thc libretto of The Magic Flute
is really lamentable, and yet this ‘bungling compilation’ is amongst
the finest opera libretti. On this occasion, after many mad, fantas-
tic, and trivial productions, Schikaneder® has hit the nail on the
head. The realm of night, the queen, the realm of the sun, the
mysteries, initiations, wisdom, love, tests, and along with these a
sort of commonplace morality excellent in its general principles—
all this combined with the depth, the bewitching loveliness and
soul, of the music breadens and fills the imagination and warms
the heart.

To cite still further examples, for religious music the old Latin
words for High Mass, etc., are unsurpassed because they set forth
in the greatest simplicity and brevity the most general doctrines of
the faith and the corresponding essential stages in the feelings and
minds of the congregation of the faithful, and they allow the
musician the greatest scope for composition. ‘I'he Requiem and

I E., 1748~-1812. He alsu wrote {as Hegel indicates) the libretto for numerows
popular operas, now forgotten,

pass
way
frox
and

fclt
foul



MUSIC 947

passages from the Psalms, etc., are equally serviceable. In 2 similar
way Handel has assembled, inte a rounded whole, texts drawn
from religious doctrines themselves and above all from the Bible
and situations with a symbolic connection, etc.

As for lyric, particularly suitable for composition are deeply
fclt shorter poems, especially those that are simple, laconic, pro-
found in sentiment which express with force and soul some mood
and condition of the heart, or even those that are lighter and mer-
rier. Hardly any nation lacks poems of this kind,

For the dramatic field I will mention only Metastasio and Mar-
montel, this Frenchman with his wealth of feeling, his exquisite
culture, and his lovableness, who taught Piccinni® French, and who
could link grace and cheerfulness in drama with skill in developing
an action and making it interesting. Above all, however, prefer-
ence must be given to the texts? of the more famous operas of
Gluck. They are concerned with simple motives and keep within
the sphere of the most sterling objects of feeling; they sketch love
of mother, spouse, brother, or sister, as well as friendship, honour,
etc., and these simple motives and their essential collisions are
developed peacefully. In this way passion remains throughout
pure, great, noble, and of plastic simplicity.

{8F) A correspondence must be established by music between
such a content and music which is both melodious and character-
istic in its cxpression. If this is to be possible, the text must con-
tain the seriousness of the heart, the comedy and tragic greatness of
passions, the depths of religious ideas and feeling, and the powers
and fates of the human breast; moreover, the composer too on his
side must identify himself with these with his whole mind and
must have lived through this content and felt it all with his whole
heart,

Further, equally important is the relation inte which the two
sides, the characteristic and the melodic, must be brought. In this
matter the chief demand secms to me to be that the victory shall
always be given to the melody as the all-embracing unity and not
to the disunion of characteristic passages scattered and separated
individually from one another. For example, today’s dramatic
music often looks for its effect in violent contrasts by forcing into
one and the same musical movement opposite passions which are
artistically at variance. So, for instance, it expresses cheerfulness,

' N, 1728-1800. Used Marmontel's French libretti. z By Metastasio.
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a wedding, festivities, and then shoves in at the same time hate,
revenge, and enmity, so that in the midst of pleasure, joy, and
dance-music there is a storm of violent quarrels and most repug.
nant discord. Such contrasts between things rent from one another 3-'
toss us from one side to another without giving us any unity and
they are all the more oppoesed to the harmony of beauty the mope 3
sharply characterized are the opposites in their direct contact with §
one another; and in that case there can be no question of pleasure
and the return of the inner life into itself in a melody. In genera]
the union of melody with characterization involves the risk that the
more specific sketching of the content may overstep the delicately
drawn limits of musical beauty, especially when it is a question of
expressing viclence, selfishness, wickedness, impetuosity, and
other extrernes of one-sided passions. So soon as music compmits
itself to the abstraction of characterization in detail, 1t is inevitably
led almost astray into sharpness and harshness, into what s
thoroughly unmelodious and unmusical, and 1s reduced exen to
the misuse of discords.

The like is the case in respect of the parficular characterizing
passages, If these are kept fixedly in view and strongly pronounced,
they quickly become loosened from one another and become as it
were immobile and independent, whereas in the musical develop-
ment, which must be an essential advance and a finn relationship
between the parts of this progress, isclation of them at once dis-
turbs the flow and the unity in a disastrous way.

From these points of view, truly musical beauty lies in the fact
that, while an advance is made from pure melody to characteriza-
tion, still within this particularization melody is always preserved
as the carrying and unifying soul just as, for example, within the
characteristic detail of a Raphael painting the note of beauty is
always still retained, Further, melody is meaningful, but in all
definition of its meaning it is the animation which permeates and
holds together the whele, and the characteristic particulars appeas
only as an emergence of specific aspects which are always led back
by the inner life to this unity and animation. But in this matter to
‘it the happy medium is of greater difficulty in music than in the
other arts because music more easily breaks up into these apposed
modes of expression. After all, judgement of musical works has in
almost every period been divided: some give the preponderance
to melody, othersprefer characteristic detail. For example, evenin his
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operas Handel often demanded a strictness of expression for every
single lyrical feature and already in his day had to encounter
battles cnough with his Italian singers, until at last when the public
sided with the Ttalians he turned over entirely to the composition
of oratortos in which his productive gift found its richest field.
Further, the long and lively dispute between the Gluckists and the
Piccinnists in Gluck’s time became famous. Again, Rousscau for
his part has given preference to the richly melodic music of the
Ttalians over the older French music with its absence of melody.
Finally people have disputed in a similar way for or against
Rossini® and the newer Italian school. Rossini’s opponents decry
his music as a mere empty tickling of the ear; but when we become
more accustomed to its melodies, we find this music on the con-
trary full of feeling and genius, piercing the mind and heart, even
if it does not have to do with the sort of characterization beloved
of our strict German musical intellect. For it s true that all too
often Rossini is unfaithful to his text and with his free melodies
soars over all the heights, and so the result is that we can only
choose whether to stick to the subject-matter and grumble at the
music that no longer harmonizes with it, or alternatively to aban-
don the subject-matter and take unhindered delight in the free
inspirations of the composer and enjoy with fullness of soul the
soul that they contain,

{yy) In conclusion I will make the following brief remarks on the
principal genres of music as an accompaniment.

The first chief kind we may call churchk music. It has to do not
with the individual’s subjective feeling but with the substantive
content of all feeling or with the general feeling of the Church as a
whole; it therefore remains for the most part solid, as an epic is,
even if it does not acquaint us with events as such. But how an
artistic treatment can still be epical without relating events is some-
thing that we have to explain later when we come to a detailed
treatment of epic poetry. This serious religicus music is amongst
the deepest and most etfective things that any art can produce. In

' 17¢2~1868, apparently the only composer younger than himself of whom

Tegel approved. In the auturnn of 1824 he spent some time in Vienna and wrote
E_"t‘hUSiﬂsticall}' to his wife about the italian opera there. At first he found Ros-
5Ln’s music ‘occasionally wearisorne’ but after a further hearing of The Barber of
Seville he thought Rossini’s Figaro ‘infinitely more pleasing than Mozart's’,

I adds that the reason Rossini’s music is not liked in Berlin is that it is ‘made
for Italian throats’,
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so far as it is related to the priest’s intercession for the congrega.
tion, it has its proper place within Roman Catholic worship as the
Mass, and in general as a musical exaltation in connection with
various ecclesiastical ceremonies and feasts. The Protestants tog
have given us similar music with the greatest depth of religious
sense as well as of musical solidity and wealth of invention, ag,
above all, for example, Bach, a master whose grand, truly Protes-
tanit, robust, and yet as it were learned genius we have come only in
recent times to admire completely.” But in distinction from the
trend in Cathelicism, what has principally been developed here is
the form of the oratorio which has been perfected in Protestan-
tism only, though it originates in commemorations of the Passion,
It is true that in Protestantism nowadays, music is no longer so
closely associated with actual worship and it does not intrude into
divine service, and indeed it has become more of a scholarly exer-
cise than a living production.

Secondly, yrical music expresses in melody the mood of the
individual soul, and must keep itself so far as possible free from the
purely characteristic and declamatory, although it too may pro-
ceed to adopt into its expression the specific meaning of the words,
whether the meaning is religious or of some other kind. But stormy
passions, unassuaged and unending, the unresolved discord of the
heart, and mere inner distraction are less fitted for independent
expression in lyric and find their better place as part and parcel of
particular sections of dramatic music.

Lastly, music develops likewise into dramatic music. Even Greek
tragedy was musical, but in it music had no preponderance, for in
strictly poetic works priority must always be given to an imagina-
tive treatment of ideas and feelings, and since music’s harmonic
and melodic development had not risen in Greece to the level it
reached later in Christian times, it could only serve in a rhythmical
way to give a living enhancement to the mustcal sound of the words
and make it more impressive for the feclings. However, after it
had already come to perfection in church-music, and to a great
extent in music’s lyrical expression too, dramatic music has won an

1 Interest in Bach, hitherto regarded as too anthmetical, was pmmoth |?Y
the publication of Ferkel’s book on him in 180z. But what made a sensation i1
Berlin was Mendelssohn’s production of the St. Matthew Passion in 1829. Hegel

was a visitor to Mendelssohn's home but he would also derive an appreciation @
Bach from his colleague in the University of Berlin, C, F. Zelter, Mendeissohn's

teacher,
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independent position in modern opera, operetta, etc. Operetta,
however, so far as song goes, is a rather trivial intermediate sort,
which mixes up, quite disconnectedly, speech and song, the musical
and the unmusical, prosaic words and melodious singing. It is
commonly said that the singing in dramas is generally unnatural,
but this reproach misses the mark and could have turned rather
against opera where from beginning to end every idea, feeling,
passion, and resolve is accompanied by and expressed through
song. For this reason operettaisstill to be justificd, on the contrary,
for making music enter, because in it feelings and passions are
stirred in a living way and in general prove amenable to musical
description; all the same its juxtaposition of prosaic chatter in the
dialogue and artistically treated interludes of song always remains
an impropriety, for in that case liberation by art is incomplete. In
real opera, on the other hand, which treats one entire action musi-
cally throughout, we are once and for all transferred from prose to
a higher artistic world. To the character of this world the entire
work adheres, if the music takes for its chief content the inner side
of feeling, the individual and universal moods aroused in different
situations, and the conflicts and struggles of passions, in order to
make these conspicuous for the first time as a result of the most
complete expression of the way they affect us. In vaudeville, con-
versely, where separate, rather striking jeux d’esprit in rhyme are
accompanied by favourite tunes already familiar in other contexts,
the singing is as it were ironical about itself. The fact of singing is
supposed to be a cheerful veneer or a sort of parody; the chief
thirg is an understanding of the words and the jokes, and when the
singing stops we just have a laugh that there was any singing at all,

(8) Independent Music

Since melody is complete and perfectly finished and self-
reposing, we were able to compare it with plastic sculpture, while
i musical declamation we recognized again the model of painting
which goes further into detail in its treatment, In such a more
specific characterization [of the subject-matter] a wealth of traits
15 unfolded which the always simpler movement of the human
Vﬂlce cannot differentiate in all their richness, and therefore an
Instrumental accompamment is added here, the more that music
develops in variety and vitality.
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Secondly, in addition to the meledy which accompanies a {ib-
retto and to the characterizing expression of the words, we have 1o
put forward the other side, namely liberation from a content com-
municated already on its own account outside the musical notes in
the form of specific ideas. The principle of music is the inner life
of the individual. But the inmost being of the concrete self is sub.
jectivity as such, undetermined by any fixed content and therefore
not compelled to move along one defimite line or another but rest-
ing on itself in untrammeiled freedom. Now if this subjective
experience is to gain its full due in music likewise, then musie
must free itself from a given text and draw entirely out of itself itg
content, the progress and manner of expression, the unity and upn-
folding of its work, the development of a principal thought, the
episodic intercalation and ramification of others, and so forth: and
in doing all this it must limit itself to purely musical means, because
the meaning of the wheleis not expressed in words. This is the case:
in the sphere of what I have already called ‘independent’ music.. 3
What music as an accompaniment is to express is something outside
itself and its expression is related not to itself as music but tw ]
another art, namely poetry. But if music is to be purely musicaly
then it must spurg this element which is not its own and, now that:
1t has won complete freedom, it must be completely released from
the determinate sphere of words. This 15 the point which we now- 3
have to discuss further.

Even in the sphere of music as an accompaniment we saw such
an act of liberation already beginning. For while the poetic words 3
did repress the music and make it subservient, music did also’
hover in blissful peace above the detatls of the precise words or cu¥
itself free from the ideas they expressed in order to indulge itself
as it liked, whether cheerfully or sorrowfully. We find a similar,
phenomenon again in the case of listeners too, i.e. the public,
especially in relation to dramatic music. Opera, namely, has ingre-
dients of many kinds: landscape or some other locality, march of
the action, events, processions, costumes, ¢tc., and, on the other
side, passion and its expression. In this case the contents are
double: the external action and the inner feeling. Now although
the action is what holds all the individual parts together, its course
is less musical and is for the most part elaborated in recitative. The
listener easily frees himself from this subject-matter, he gives no
special attention to the staternents and repetitions of the recitative,
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and sticks simply to what is really I'l‘ﬂ:lsiczﬂ and 1jnelodi0us. This is
{:S]J'CCia-uY the casc, as I said earlier, with thf: Italians; most of their
more recent operas, after all, are so fashioned throughout that,
instead of listening to the musical twaddle or other trivialities,
pcgplc prefer to talk themselves, or amuse themselves otherwise,
and only attend again with full pleasure to the strictly musical
parts which in that case are enjoved purely musically. It follows
from this that the composer and the public are on the verge of
liberating themselves altogether from the meaning of the words and
treating and ¢njoying the music on its own account as independent
music.

(o) But the proper sphere of this independence cannot be vocal
music, an accompaniment always tied to a text, but instrumental
music. For the voice, as I have already stated, is the sounding
belonging to the entire subjective life which is not without ideas
and words also and now in its own voice and song finds the ade-
quate organ when it wishes to express and apprehend the inner
world of its ideas, permeated as they are by an inner concentration
of feeling. But the reason for an accompanying text disappears for
instruments, so that here what may begin to dominate is music
restricting itself to its own, its very own, sphere.

{B8) Such music whether of single instruments or a whole orches-
tra proceeds, in quartets, qQuintets, sextets, symphonies, etc.,
without any libretto and without human voices and not in accor-
dance with an independent run of ideas; and precisely on this
account it is addressed to fecling generally and in the abstract, and
this can be expressed in this medium in only a general way. But
the chief thing remains the purely musical hither and thither, up
and down, of the harmonious and tuneful movements, the progress
of the music whether easy-flowing, or more hindered and difficult,
deeply striking and incisive, as well as the elaboration of a melody
by every musical means, the artistic harmony of the instruments in
their sounding as an ensemble, in their succession, their alteration.
and their seeking and finding themselves, It is especially in this
region that an essential difference begins to arise betwecn the
dilettantc and the expert. What the tayman likes most in music is
the intelligible expression of feelings and ideas, sorething tangible,
2 topic, and therefore turns in preference to music as an accom-
Paniment: whereas the expert who has at his fingers' ends the inner

Musical relations between notes and instruments, loves instrumental
8248715.% M
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music in its artistic use of harmonies and melodious intep. §
actings and changing forms: he is entirely satisfied by the muysje 3
itself and he has the closer interest of comparing what he hag §
heard with the rules and laws that are familiar to him so that he 3
can fully criticize and enjoy the composition, although here the 3
inventive genius of the artist may often perplex the expert who ig 4
not accustomed to precisely this or that development, modulation,
etc. The mere amateur seldom has the benefit of such complete ]
satisfaction, and at once the desire steals over him to supplement 2
this apparently unsubstantial procession of sounds and to find §
some holds for the spirit to grasp and, in general, specific ideas and °
a more definite meaning for what rings in his soul. In these ci. §
cumstances music for him becomes symbolical, but with hiy
attempt at snatching a meaning he is confronted by mysterious 3
emigmas which run swiftly past, cannot always be solved, and in
general are capable of all sorts of interpretations.? i

The composer for his part can of course put into his work & .3
specific meaning, a content consisting of ideas and feelings and 3
their articulated and complete succession, but, conversely, he cam'§
also not trouble himself with any such content and make the
principal thing the purely musical structure of his work and the@

duction may easily become something utterly devoid of thought s
feeling, something needing for its apprehension no previous p
found cultivation of mind or heart. On account of this lack 6l

the most tender age but very talented composers frequently remain 4
throughout their life the most ignorant and empty-headed of men. @
Music is therefore more profound when the composer gives the
same attention even in instrumental music to both sides, to the g
expression of a content (true, a rather vague one) and to the musim%
structure, and in that case he is free to give the preference now
to melody, now to the depth and difficulty of harmony, now 1o
characterization, or to interweave all these elements. o

{) From the beginning of this section about independent music 9
we have established as its general principle the composer’s sub-

1 We may think that these remarks have a measure of justification when We 2
reflect that some ‘amateurs’ have given the name of ‘Moonlight' to Beethovena =
Sonata, op. 27 no. z, even i Beethoven invited ‘interpretation’ by the title he 3
prefixed vo this work. ;
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jective creation of music unhampe_red by any text. T.his freedom
from a content already fixed on its own account w§11 therefore
always: more of less carry on Into caprice, and caprice I'Ill:lst be
aliowed 3 scope not strictly definable. For although even this sort
of composition has its specific rules and forms to whlch. a mere
whim must be made subject, still such laws affect only its more

neral aspects, and for its details an infinite sphere lies open in
which, provided the composer keeps within the limits prescribed
by the nature of note-relationships, he can do as he likes and exert
his mastery in everything else. Indeed, in the series of the develop-
ments of the kinds of instrumental music the composer’s own ca-
price becomes the untrammelled master along with, in contrast to
the fixed course of melodic expression and the textual content of
music as an accompaniment, its fancies, conceits, interruptions,
ingenious freaks, deceptive agitations, surprising turns, leaps and
flashes, eccentricities, and extraordinary effects.

(c) The Execution of Musical Works of Art

In sculpture and painting we have the work of art before us as
the objectively and independently existent resulf of artistic activity,
but not this activity itself as produced and alive. The musical
work of art, on the other hand, as we saw, is presented to us only
by the action of an executant artist, just as, in dramatic poetry,
the whole man comes on the stage, fully alive, and is hirnself
made into an animated work of art,

Just as we have seen music developing in two directions, either
undertaking to be adequate to a specific subject-matter, or pre-
ferring to go its own way in. freedom and independence, so we may
now distinguish two chief ways in which a musical work of art is
executed. ‘The one immerses itself entirely in the given work of art
and does not wish to render anything beyond what the work in
hand already contains: whereas the other does not merely repro-
duce but draws expression, interpretation, the real animation in
share, principally from its own resources and not only from the
composition as it exists.

(=) Epic, in which the poet intends to unfold for us an objective
world of events and ways of action, leaves no alternative for the
T hﬂfpsndist in his recital but to make his individual personality
Ietire in favour of the deeds and events which he is reporting, The
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more he effaces himself the better; indeed, without prejudice tq 1
his task, he may even be monotonous and soulless. What is to haye }
an effect is not the actual tones of his voice, his speech and narra. !
tive, but the subject itself, its poetic treatment and narration, |
From this fact we can abstract a rule for the first kind of musicg]
interpretation. If the composition has, as it werc, objective snlidit}- 3
so that the composer himself has put into notes only the subject |
itself or the feeling which is entirely full of it, then the reproduction 3
must be of 2 similar matter-of-fact kind. The executant artist not 3
only need not, but must not, add anything of his own, or otherwise 3
he will spoil the effect. He must submit himself entirely to the 3
character of the work and intend to be only an obedient instrument, 3
Yet, on the other hand, in this obedience he must not, as happens ;
often enough, sink to being merely mechanical, which only barrel. 1
organ players are allowed to be. If, on the contrary, art is still to be |
in question, the executant has a duty to give life and soul to the 3
work in the same sense as the composer did, and not to give the J
impression of being a musical automaton who recites a mere lessos §
and repeats mechanically what has been dictated to him. Thé§
virtuosity of such animation, however, islimited to solving correctly §
the difficult problems of the composition on its technical side and}
in that process avoiding any appearance of struggling with a Jiffié 2
culty laboriously overcome but moving in this technical eleme
with complete freedom. In the matter not of technique but of thid
spirit, gemius can consist solely in actually reaching in the reprtiﬁ' 3
duction the spiritual height of the composer and then bringing it}
to life. '3

(#) Things are different in the case of works in which what pres §
ponderates is the composer’s own freedom and caprice, and, 8 §
general, where we look less for thorough solidity in expression and .
in other ways of treating melody, harmony, characterization, etct
Here the bravura of the virtuoso is in its right place, while geniué
18 not restricted to the mere execution of what is given but has @ 3
wider scope so that the executant artist himself composes in his 3
interpretation, fills in gaps, deepens what is superficial, ensouls ]
what is soulless and in this way appears as downright independent
and productive. So, for example, in Italian opera much is always j
left to the singer: he has freer scope especially in cadenzas, and,
since declamation here is freed from the strictest attachment to f;ht
particular meaning of the words, this more independent execution
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necomes a free melodic stream of the soul which rejoices to
resound on its own account and lift itself on its own wings. Thus
when it is said, for instance, that Rossint makes thing_s easy for _the
singers, this is only partly correct. Indeed he makes it really difi-
cult for them by so often referring them to the activity of their own
nusical genius. If this really s genius, the resulting work of art
has a quite peculiar attraction, because we have present before
us not merely 2 work of art but the actual production of one. In
¢his completely living presence of art, all external conditions are
fgrgotten—-—place, occasion, specific context in the act of divine
service, the subject and sense of a dramatic situation; we no longer
need or want any text; nothing at all is left beyond the universal
note of feeling. In that element the self-reposing soul of the exe-
cutant artist abandons itself to its outpouring and in it he displays
his inventive genius, his heart’s deep feeling, his mastery in execu-
tion and, so long as he proceeds with spint, skill, and grace, he may
even interrupt the melody with jokes, caprices, and virtuosity, and
surrender to the moods and suggestions of the moment.

(v} Thirdly, such vividness is still more wonderful if the instru-
ment is not the human voice but one of the other instruments,
"These with their sound are more remote from the expression of
the soul and remain, in general, an external matter, a dead thing,
while music is inner movement and activity, If the externality of
the instrument disappears altogether, 1.e. if inner music penetrates
this external reality through and through, then in this virtuosity
the foreign instrument appears as a perfectly developed organ of
the artistic soul and its very own property. I recall, for instance,
that in my youth a virtuoso on the guitar had composed great
battle music in a tasteless way for this trivial instrument. By
trade he was, I think, a linen-weaver; if you addressed him, he
was an ignorant man of few words. But when he started to play,
you forgot the tastelessness of the composition, just as he forgot
himself and produced marvellous effects because he put into bis
Instrument his whole soul which, as it were, knew no higher execu-
tion than the one that made these notes resound on this instrument,

When virtuosity like this reachcs its culminating point it not
only evinces an astounding mastery over external material but
displays its ianer unbounded freedom by surpassing itself in play-
Ing with apparently insurmountable difficultics, running riot
With ingenuity, making surprising jokes in a witty mood with
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interruptions and fancies, and making enjoyable in its origina], }Z
inventions even the grotesque itself. For a poor head canngt 3
produce original works of art, but in the case of executants of : E
genius their works reveal their incredible mastery of and in their. §
instrument; the virtuoso can overcome the restrictions of his instry- ;§
ment and now and again, as an audacious proof of this wctory 3
can go through the gamut of the different sorts of sound given by
mstruments other than his own. In this sort of execution we enjoy , 3
the topmost peak of musical vitality, the wonderful secret of an
external tool’s becoming a perfectly animated instrument, and we .}
have before us at the same time, like a flash of llghtnmg, the innet ;
conception and the execution of the 1mag1natmn of genius in tht:lr .
most momentary fusion and most quickly passing life. ﬁ

These are the most essential things that I have heard and felt -3
in music and the general points which I have abstracted and as-
sembled for the consideration of our present subject. '



Chapter T11
POETRY

INTRODUCTION

;. The temple of classical architecture needed a god to live in it;
sculpture places him before us in plastic beauty and gives to the
material it uses for this purpose forms which by their very nature
are not alien to thespirit but are the shape immanent in the selected
content itself. But the body, sensuousness, and ideal universality
of the sculptural figure has contrasted with it both the subjective
inner life and the particular character of the individual; and the
content alike of the religious and the mundane life must gain
actuality in the subjective and particular by means of a new art.
This subjective and particular characteristic mode of expression
painting introduces within the principle of the visual arts them-
selves, because it reduces the real externality of the shape to a
more ideal appearance in colour and makes the expression of the
inner soul the centre of the representation. Yet the general sphere
in which these arts move, the first symbolic in type, the second
ideally plastic, the third romantic, is the sensuous external shape
of the spirit and things in nature.

But the spiritual content, by essentially belonging to the inner
life of consciousness, has at the same time an existence alien to that
life in the pure element of external appearance and in the vision to
which the external shape is offered. Art must withdraw from this
foreign element in order to enshrine its conceptions in a sphere of
an explicitly inner and ideal kind in respect alike of the material
used and the manner of expression. This was the forward step
which we saw music taking, in that it made the inner life as such,
and subjective feeling, something for apprehension by the inner
life, not in visible shapes, but in the figurations of inwardly rever-
berating sound. But in this way it went to the other extreme, to an
undeveloped concentration of fecling, the content of which found
once again only a purely symbolic expression in notes. For the
note, taken by itself, is without content and has its determinate
character only in virtue of numerical relations, so that although
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the qualitative character of the spiritual content does correspn ..
in general to these quantitative relations which open out inggd
essential differences, oppesitions, and medulation, still it canpd
be completely characterized quahtatwely by a note. Therefore '
this qualitative side 1s not to be missing altogether, music must, o
account of its one-sidedness, call on the help of the more e;
meaning of words and, in order to become more firmly COH_]Gln
with the detail and characteristic expression of the subject-mattes
it demands a text which alone gives a fuller content to the suls}
jective life’s outpouring in the notes. By means of this express ;
of ideas and feelings the abstract inwardness of music emerges i :
a clearer and firmer unfolding of them. Yet on the one hand wh
it develops in this unfolding is not ideas and their artistically agel
quate form but only their accompanying inner sentiment; on il
other hand, music simply snaps its link with words in order ¢
move at will and unhampered within its own sphere of soundf§
Consequently, on its side too, the sphere of ideas, which transceg
the rather abstract inner life of feeling as such and give to the§
world the shape of concrete actuality, cuts itself free from musll
and gives itself an artistically adequate existence in the art
poetry. 3
Poetry, the art of speech, is the third term, the totality, wh
unites in itself, within the province of the spiritual inner life anf§
on a higher level, the two extremes, i.e. the visual arts and musil}
For, on the one hand, poetry, like music, contains that principle 48
the self-apprehensmn of the inner life as inner, which architectuig
sculpture, and painting lack; while, on the other hand, in the veig
field of inner ideas, perceptions, and feelings it broadens out in¥§
an objective world which does not altogether lose the determirat
character of sculpture and painting. Finally, poetry is more capsbi#§
than any other art of completely unfolding the totality of an everd#g
a successive series and the changes of the heart’s moveme o
passions, ideas, and the complete course of an action.
2. But furthermore poetry is the third of the romantic arthy
painting and music being the other two.
(@) Poetry (i) has as its general principle 5p1r1tuahty and therefo
it no longer turns to heavy matter as such in order, like archit
ture, to form it symbolically into an analogous envirenment for
inner life, or, like sculpture, to shape into real matter the natur¥¥e
form, as a spatial external object, belonging to the spirit; on th¥3
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 contrary, it eXpresses .dire.ctly for sp.iri}’s apprehension the spirit
;tself with all its imaginative and artistic conceptions but without
cetting these out visibly and bodily for contemplation from the
outside. (i) Poetry, to a sull ampler extent than painting and
music, ¢an comprise in the form of the inner life not only the inner|
consciousness but also the special and particular details of what
exists externally, and at the same time it can portray them sepa-
rately in the whole expanse of their individual traits and arbitrary|
eculiarities. i

(b) Nevertheless poetry as a totality is on the other hand to be
cssentially distinguished from the specific arts whose characters it
combines in itself.

() Painting, in this connection, has an over-all advantage when
it is a matter of bringing a subject before our eyes in its external
appearance. For, with manifold means at its command, poetry can
indeed likewise illustrate, just as the principle of setting something
out for contemplation is implicit in imagination generally, but
since the clement in which poetry principally moves, i.e. ideas, is of
a spiritaal kind and therefore enjoys the universality of thought,
poetry is incapable of reaching the definiteness of sense-perception.
On the other hand, the different traits which poetry introduces in
order to make perceptible to us the concrete content of the subject
in hand, do not fall topether, as they do in painting, into one and
the same whole which completely confronts us with all its details
simultaneously; on the contrary, they occur separately because the
manifold centent of an idea can be expressed only as a succession.
But this is a defect only from the sensuous point of view, one which
the spirit can always rectify. Even where speech is concerned to
eveke some concrete vision, it does not appeal to the sensuous
perception of a present external object but always to the inner life,
to spiritual vision, and consequently even if the individual traits
~ only follow one another they are transferred into the element of
the inwardly harmonious spirit which can extinguish a succession,
pull together a varied series into ome image and keep this image
firmly in mind and enjoy it. Besides, this deficiency of sensuous
reality and external definiteness in poetry as contrasted with paint-
Ing is at once turned into an incalculable excess. For since poetry
15 exempt from painting’s restriction to a specific space and still
TMore to one specific feature of a situation or an action, it is given
the possibility of presenting a subject in its whole inward depth
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and in the breadth of its temporal development. Truth is abge. 42
lutely concrete in virtue of comprising in itself a unity of essentia): N
distinctions. But these develop in their appearance not only ag ¢
Juxtaposed in space, but in a temporal succession as a history, the §
course of which painting can only present graphically in an inap. 4
propriate way. Even every blade of grass, every tree has in this #
sense its history, alteration, process, and a complete totality of diff.. %
erent situations. This is still more the case in the sphere of the
spirit; as actual spirit in its appearance, it can only be portrayed: ¥
exhaustively if it is brought before our minds as such 2 course of Y
history.
(B} As we saw, poetry has sounds as an external material ip;
common with music. The wholly external material (ordinarily,
though not philosophically, called ‘objective’) slips away finally, in:
the progressive series of the particular arts, into the subjective
element of sound which cannot be seen, with the resylt that the/Ng
inner Life is made aware of itself solely by its own activity,! But;/}
music’s essential aim is to shape these sounds into notes.
although in the course and progress of the melody and its fundgud 9
mental harmonic relations the soul presents to feeling the inners
meaning of the subject-matter or its own inner self, nevertheless §
what gives music its own proper character is not the inner life a8
such but the soul, most intimately interweaved with its sounding, "%
and the formation of this musical expression. This is so much the:*§
case that music becomes music and an independent art the more %4
that what preponderates in it is the complete absorption of the:?
inner life into the realm of nofes, not of the spirit as such. But, for"}§
this reason, it is capable only to a relative extent of harbouring the:"
variety of spiritual ideas and insights and the broad expanse of 2
richly filled conscious life, and in its expression it does not get
beyond the more abstract and general character of what it takes as
its subject or beyond vaguer deep feelings of the heart. Now in
proportion as the spirit transforms this abstract generality into a 9
concrete ensemble of 1deas, aims, actions, and events and adds to
this process their inspection seriatim, it deserts the inner world of
pure feeling and works it out into a world of objective actuality
developed likewise in the inner sphere of imagination. Conse-
quently, simply on account of this transformation, any attempt to L&

¥ Sovund is heard, not seen, but an activity of mind is required to interpret fhe
seund as music and the meening of the music as an expression of the inner life.
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express this new-won wealth of the spirit wholly and exclustvely
through sounds and their harmony must be abandoned. Just as
e material of sculpture is too poor to make possible the portrayal
of the richer phenomena which it is painting’s business to call to
ife, so now harmonious sounds and expression in melody cannot
give full reality to the poet’s imaginative creations, For these
pOssess the precise and known definiteness of ideas and an exter-
nal phenomenal form minted for inner contemplation. Therefore
the spirit withdraws its content from sounds as such and is mani-
fested by words which do not entirely forsake the element of sound
but sink to being a merely external sign of what is being cornmuni-
cated. The musical note being thus replete with spiritual ideas
pecomes the sound of a word, and the word, instead of then being
an end in itself, becomes in itself a2 dependent means of spiritual
expression. This gives us, in accordance with what we established
earlier, the essential difference between music and poetry, The
subjcct-matter of the art of speech is the entire world of ideas
developed with a wealth of imagination, i.e. the spirit abiding by
itself in its own spiritual element and, when it moves out to the
creation of something external, using that only as a sign, itself
different from the subject-matter. With music, art abandons the
immersion of the spirit in a tangible, visible, and directly present
shape; in poetry it gives up the opposite element of sound and
hearing, at least in so far as this sound is no longer formed into an
adequate external object and the sole expression of the subject-
matter. Therefore the inner life is expressed {in music] but it will
not find its actual existence in the perceptibility (even if more
ideal) of the notes, because it seeks this existence solely in itself in
order to express the experience of the spirit as that is contained in
the heart of irnaginatien as such.

{¢) If, thirdly and lastly, we look for the special character of
poctry in its distinction from music, and from painting and the
other visual arts, we find it simply in the above-mentioned sub-
ordination of the sensuous mode of presenting and elaborating all
poctic subject-matter. Since sound, as in music (or colour, as in
painting), is no longer able to harbour and present that entire
Subject-matter, the musical treatment of it by way of the beat,
harmony, and melody necessarily disappears here, and what is
left is, in general, only the tempao of words and syllables, rhythm,
and euphony, etc. And even these remain not as the proper
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element for conveying the subject-matter but as a rather accidentg} f‘
externality which assumes an artistic form only because art canngy §
allow any external aspect to have free play purely by chance, §
arbitrarily, or capriciousiy. i
(=) Granted the withdrawal of the spiritual content from sen.
suous material, the question arises at once: What, in default of
musical notes, will now be the proper external object in the case of 2
poetry? We can answer quite simply: It is the ner imagination §
and intuition itself. It is spiritual forms which take the place of 1
perceptibility and provide the material to be given shape, just ag 3
marble, bronze, colour, and musical notes were the material earljer 3
on. For here we must not be led astray by the statemnent that ideas 3
and intuitions are in truth the subject-matter of poetry. This of §
course is true enough, as will be shown in detail later; but it g ;
equally essential to maintain that ideas, intuitions, feelings, etc.y.}
are the specific forms ia which every subject-matter is apprehended §
and presented by poetry, so that, since the sensuocus side of the §
communication always has only a subordinate patt to play, these
forms provide the proper material which the poet has to treat i
artistically, The thing in hand, the subject-matter, is to be
jectified in poetry for the spirit’s apprehension, yet this objectivity §
exchanges its previously external reality for an internal one and i 4
acquires an existence only within consciousness itself as somew
thing spiritually presented and intuited, Thus the spirit becomes! k.
objective to itself on its own ground and it has speech only as g
means of communication or as an external reality out of which, as §
out of a mere sign, it has withdrawn into itself from the very start.. -3
Consequently in the case of poetry proper it is a matter of indiffer- °§
ence whether we read it or hear it read; it can even be translated: 3
into other languages without essential detriment to its value, and'
turned from poetry into prose, and in these cases it is related to 3
quite different sounds from those of the original. .
(B) Further, the question arises; Granted that inner ideas con~
stitute the material and form of poetry, for what is this material to
be used? It is to be used for the absolute truth contained in spiritual
interests in general, yet not merely for their substance in its uni~ -3
versality of symbolical meaning [in architecture] or its classical
differentiation [in sculpture] but alse for everything detailed and
particular within this substance, and so for almost everything which
interests and occupies the spirit in any way. Consequently the art
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of speech, in respect of its subject-matter and its mode of expound-
ing it, has an enormous field, a wider field than that open to the
other arts. Any topic, all spiritual and natural things, events,
istories, deeds, actions, subjective and objective situations, ail
these can be drawn into poetry and fashioned by it.

(y) But this most variegated material is not made poetic simply
by being harboured in our ideas, for after all a commonplace mind
can shape exactly the same subject-matter into ideas and have
separate intuitions of it without achieving anything poetic. In this
connection we previously called ideas the material and element
which is enly given a poetically adequate form when art has shaped
it afresh, just as colour and sound are not already, as mere colour
and sound, painting and music. We can put this difference in
general terms by saying that it is not ideas as suck but the artistic
imagination which makes sore material poetic, when, that is to
say, imagination so lays hold of it that, instead of confronting us as
an architectural, sculptural, plastic, and painted shape or of sound-
ing like musical notes, it can communicate with us in speech, in
words and their beautiful spoken assembly.

The basic demand necessitated here is limited to this: (1) that
the subject-matter shall not be conceived either in terms of scienti-
fic or speculative thinking or in the form of wordless feeling or
with the clarity and precision with which we perceive external
objects, and (ii) that it shall not enter our ideas with the accidents,
fragmentation, and relativities of finite reality. In this regard the
poetic imagination has, for one thing, to keep to the mean between
the abstract universality of thought and the sensuously concrete
corporeal objects that we have come to recognize in the produc-
tions of the visual arts; for another thing, it has on the whole to
satisfy the demands we made in the First Part of these lectures in
respect of any artistic creation, i.e. in its content it must be an end
in itzelf and, with a purely contemplative interest, fashion every-
thing that it conceives into an inherently independent and closed
world, For only in this event does the content, as art requires,
become by means of the manner of its presentation an organic
whole which gives in its paris the appearance of close connection
and coherence and, in contrast to the world of mutual dependence,
stands there for its own sake and free on its own account.

3. The final point for discussion in connection with the differ-
ence between poetry and the other arts likewise concerns the
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Changed relation which the poetic imagination introduces between
its productions and the external material of their presentation,

The arts considered hitherto were completely in earnest with
the sensucus element in which they moved, because they gave to 4
subject-matter only a form which throughout could be adopted by
and stamped on towering heavy masses, bronze, marble, wood, §
colours, and notes. Now in a certain sense it is true that poetry hag *
a similar duty to fulfil, For in composing it must keep steadily in
mind that its results are to be made known to the spirit only by
communication in language. But this changes the whole relation * 1§
to the material, o

(@) The sensuous aspect acquires importance in the visual arts - E
and in music. 1t follows that, owing to the specific determinacy of - -3
the materijal they use, it is only a restricted range of presentations : 4
that completely corresponds to particular real things existent ig 3
stone, colour, or sound, and the result is that the subject-matter 1.3
and the artistic mode of treatment in the arts considered hitherto :: 4
15 fenced in within certain limits. This was the reason why we ™}
brought each of the specific arts into close connection with only 43
one of the particular art-forms which this and no other art seemed 4
best able to express adequately-—architecture with the symbolie *}
art-form, sculpture with the classical, painting and music with the " §
romantic. It is true that the particular arts, below and above their -4
proper sphere, encroached on the other art-forms too, and for this - 7§
reason we could speak of classical and romantic architecture, and * }
symbolic and Christian sculpture, and we also had to mention - Y
classical painting and music. But these deviations did not reach -
the real summit of art but either were the preparatory attempts of 3§
inferior beginnings or else displayed the start of a transition to 3
an art which, in this transition, seized on a subject-matter, and a
way of treating the material, of a type that only a further art was
permitted to develop completely.

In the expression of its content on the whale, architecture is
poorest, sculpture is richer, while the scope of painting and music
can be extended most widely of all. For with the increasing
ideality and more varied particularization of the external material, -
the variety of the subject-matter and of the forms it assumes is
increased. Now poetry cuts itself free from this importance of the
material, in the general sense that the specific character of its mode
of sensuous expression affords no reason any longer for restriction
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to a specific subject-matter and a confined sphere of treatment and
presentation. It is therefore not linked exclusively to any specific
form of art; on the contrary, it is the universal art which can shape
in any way and express any subject-matter capable at all of enter-
ing the imagination, because its proper material 1s the imagination
itself, that universal foundation of all the particular art-forms and
the individual arts.

"This 1s the point that we reached at the close of our treatment of
the particular art-forms. Their culmination we looked for in art’s
making itself independent of the mode of representation peculiar
to one of the art-forms and in its standing above the whole of these
particular forms, The possibility of such a development in every
direction lies from the very beginning, amongst the specific arts, in
the essence of poetry alone, and it is therefore actualized in the
course of poetic production partly through the actual exploitation
of every particular form, partly through liberation from imprison-
ment in any exclusive type and character of treatment and subject-
matter, whether symbolic, classical, or romantic.

{(b) From this point of view too the position we have assigned to
poctry in our philosophical development of the arts can be justified.
Since poetry is occupied with the universal element in art as such
to a greater extent than 1s the case in any of the other ways of pro-
ducing works of art, it might seem that a philosophical explanation
had to bepin with it and only thereafter proceed to particularize
the ways in which the other arts are differentiated by their sensuous
material. But, as we have seen already in connection with the
particular art-forms, the process of development, regarded philo-
sophically, consists on the one hand 1n a deepening of art’s spiritual
content, and on the other in showing that at first art only seeks 1its
adequate content, then finds it, and finally transcends it, This con-
ception of beauty and art must now be made good in the arts them-
selves too. We began therefore with architecture which only strove
after the complete representation of spiritual material in a sensuous
element, so that art achieved a genuine fusion of form and content
only in sculpture; with painting and music, on account of the
inwardness and subjectivity of their content, art began to dissclve
again the accomplished unification of conception and execution in
the field of sense. This latter character [of unification] poetry dis-
Plays most strikingly because in its artistic materialization it is
essentially to be interpreted as a withdrawal from the real world of
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sense-perception and a subordination of that world, yet not ag 1 &
production that does not dare to embark yet on materialization and 3
movement in the external world. But in order to expound thig §
liberation philosophically it is first necessary to explain what it is
from which art undertakes to free itself, and, similarly, how it ig
that poetry can harbour the entire content of art and all the formg |
of art. This too we have to regard as a struggle for a totality, o '}
struggle that can be demonstrated philosophically only as the cap.
cellation of a restriction to the particular, which in turn implies
a previous treatment of the one-sided stages, the unique value
possessed by each being negated in the totality.

Only as a result of considering the series of the arts in this way |
does poetry appear as that particularart in which art itself begins ar 3
the same time to dissolve and acquire in the eyes of philosophy its %
point of transition to religious pictorial thinking as such, as well ag
to the prose of scientific thought. The realm of the beautiful, as we
saw earlier, is bordered on one side by the prose of finitude and
commonplace thinking, out of which art struggles on its way to
truth, and on the other side the higher spheres of religion and
philosophy where there is a transition to that apprehension of the
Absolute which is still further removed from the sensuous sphere.

(¢) Therefore, however completely poetry produces the totality
of beauty once and for all in & most spiritual way, nevertheless
spirituality constitutes at the same time precisely the deficiency of
this final sphere of art. In the system of the arts we can regard
poetry as the polar opposite of architecture. Architecture cannot
50 subordinate the sensuous material to the spiritual content as to
be able to form that material into an adequate shape of the spirit;
poetry, on the other hand, goes so far in its negative treatment of
its sensuous material that it reduces the opposite of heavy spatial
matter, namely sound, to a meaningless sign instead of making it,
as architecture makes its material, into a meaningful symbol. But
in this way poetry destroys the fusion of spiritual inwardness with
external existence to an extent that begins to be incompatible with
the original conception of art, with the result that poetry runs the
risk of losing itself in a transition from the region of sense into that
of the spirit. The beautiful mean between these extremes of archi-
tecture and poetry is occupied by sculpture, painting, and music,
because each of these arts works the spiritual content entirely inFD
a natural medium and makes it intelligible alike to sense and spirit.
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For although painting and music, as romantic arts, do adopt a
material which 1s already more ideal, yet on the other hand for
the immediacy of tangible objects, which begins to evaporate in
this enhanced ideality of the medium, they substitute the wealth of
Jetail and the more varied configuration which colour and sound
gre capable of providing in a richer way than is requirable from the
material of sculpture.

Poctry for its part likewise looks for a substitute: it brings the
objective world before our eyes in a breadth and variety which
even painting cannot achieve, at least on a single canvas, and yet
this always remains only a real existence in the inner consciousness;
and even if poetry in its need for an artistic materialization makes
straight for a strengthened sensuous impression, still it can produce
this only by means foreign toitself and borrowed from painting and
music, or else, in order to maintain itself as genuine poetry, it must
always put these sister arts in the background, purely as its servants,
and emphasize instead, as the really chief thing concerned, the
spiritual idea, the imagination which speaks to inner imagination,

So much in general about the relation of the nature of poetry to
the nature of the other arts. The more detailed consideration of the
art of poetry must be arranged as follows:

We have seen that in poetry both content and material are
provided by our inner ideas. Yet ideas, cutside art, are already the
commonest form of consciousness and therefore we¢ must in the
first place undertake the task of distinguishing poetic from prosaic
ideas. But poetry should not abide by this inner poetical concep-
tion alone but must give its creations an expression in language,
Iere once again a double duty is to be undertaken. (i) Poetry must
S0 organize its inner conceptions that they can be completely
adapted to communication in language; (ii) it must not leave this
linguistic medium in the state in which it is used every day, but
must treat it poetically in order to distinguish it from expressions
in prose by the choice, placing, and sound of words.

But despite its expression in language, poetry is free in the main
from the restrictions and conditions laid on the other arts by the
particular character of their medium, and consequently it has
the widest possibility of completely developing all the different
genres that a work of art can permit of, independently of the one-
Sidedness of any particular art. For this reason the most perfect
articulation of the different genres of poetry comes into view,
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Accordingly our further course is

First, to discuss poetry in general and the poetic work o
art;

Secondly, poetic expression; 5

Thirdly,  the division of this art into epic, lyric, and dram;m
poetry. E

4 1_
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A. THE POETIC WORK OF ART AS DISTINGUISHED
FROM A PROSE WORK OF ART

To define the poetic as such or to give a description of what 1s
poetic horrifies nearly all who have written about poetry. And in
fact if a man begins to talk about poetry as an imaginative art
without having previously examined what art’s content and general
mode of representation is, he will find it extremely difficult to
know where to lock for the proper essence of poetry. But the
awkwardness of his problem especially mcreases if he starts from
the individual character of single works and then proposes to assert
some universal derived from this character and suppesed to be
valid for the most varied genres and sorts of poetry. Along these
lines the most heterogeneous works count as poetry. If this assump-
tion is presupposed and the question is then raised: By what right
should such productions by recognized as poems? the difficulty
just mentioned enters at once. Fortunately, at this pont in our
discussion we can evade this difficulty. In the first place, we have
not reached the general conception of the matter in hand by deriv-
mng 1t from single examples; on the contrary, we have endeavoured
to develop the real exemplifications of this conception from the
conception itself and consequently we cannot be required, e.g. in
the sphere we are dealing with now, to subsume under this concep-
tion whatever is commonly called a poem, because the decision on
whether something actually is a poetical praduction or not is to be
derived solely from the conception of poetry itself. Secondly, we
need not now satisfy the demand that we should specify the concep-
tion of poetry, because to fulfil this task we would have to repeat
everything already expounded in our First Part about beauty and
the Ideal as such. For the nature of poetry coincides in general
with the conception of the beauty of art and works of art as such,
since the poetic imagination differs from the imagination in the
visual arts and music where, owing to the kind of material in which
It intends to work, it is restricted in its creation in many ways and
d_riven in separate and one-sided directions. The poetic imagina-
Lion, per comtra, is subject only to the essential demands of an
ideal and artistically adequate mode of representation. Therefore,
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of the numerous points which could be adduced here, I wiul
emphasize only the most important, namely g

1. The difference between poetic and prosaic treatment,
2. Poetic and prose works of art. :
3. A few remarks in conclusion about the author of poemi':é_

- "‘l

namely the poet, 3

i

17';
5. Poetic and Prosaic Treatment

B

(a) In the first place, externality as such, i.c. objects in nautre, cqn
at once be excluded, relatively at least, from the subject-matteg
suitable for poetical conception, The proper subject-matter of
poetry is spiritual interests, not the sun, mountains, woods, landy4
scapes, or constituents of the human body like nerves, blood,
muscles, ete. For however far poetry also involves an element of
vision and illustration, it still remains even in this respect a spirit4; 3
ual activity and it works for énmer intuition to which the spirit iy
nearer and more appropriate than external objects in their COng: 3
crete visible and external appearance. Therefore this entire extemd
nal sphere enters poetry only in so far as the spirit finds in it; .2y
stimulus or some material for its activity; in other words it enteny 3
as a humar environment, as man’s external world which has esseaii®
tial worth only in relation to man’s inner consciousness and which; 3
may not claim the dignity of being, purely on its own account, tha
exclusive subject-matter of poetry. The subject-matter
corresponding to poetry is the infinite wealth of the spirit. Fop'y
language, this most malleable material, the direct property of the
spirit, of all media of expression the one most capable of seizing
the interests and movements of the spirit in their inner vivacity,
must be used, like stone, colour, and sound in the other arty g
principally to express what it proves most fitted to express. Accors 3
dingly, the chief task of poetry is to bring before our minds the
powers governing spiritual life, and, in short, all that surges to and
fro in human passion and feeling or passes quietly through ous 3
meditations—the all-encompassing realm of human ideas, deeds; 3§
actions, and fates, the bustle of life in this world, and the divin¢ ;:-;_
rule of the universe. Thus poetry has been and is still the mos R
universal and widespread teacher of the human race. For 0
teach and to learn is to know and experience what s, Stars, plants; §
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and animals neither know nor expenience what their law is; but
man exists conformably to the law of his existence only when he
knows what he is and what his surroundings are: he must know
what the powers are which drive and direct bum, and it is such
a knowledge that poetry provides in its original and substantive
form.

(b} But this same subject-matter is treated also by the prosaic
mind which teaches the universal laws [of nature] and can classify,
arrange, and explain the individual phenomena of our chequered
world. The question therefore arises, as we have said, of the
general difference between the prosaic and poetic modes of con-
ception, granted a possible similarity of the subject-matter in both
cases.

{«} Poetry is older than skilfully elaborated prosaic speech. It is
the original presentation of the truth, a knowing which does not
yet separate the unuversal from its living existence in the individual,
which does not yet oppose law to appearance, end to means, and
then relate them together again by abstract reasoning, but which
grasps the one only in and through the other. Therefore it does not
at all take something already known independently in its univer-
sality and merely express it in imagery. According to its imumedi-
ate essential nature it abides by the substantive unity of outlook
which has not yet separated opposites and then related them purely
cxternally.

(aa} With this way of looking at things, poetry presents all its
subject-matter as a totality complete in itself and therefore inde-
peadent; this whole may be rich and may have a vast range of
relations, individuals, actions, events, feelings, sorts of ideas, but
poetry must display this vast complex as perfect in itself, as pro-
duced and animated by the single principle which is manifested
exterpally in this or that individual detail. Consequently the
universal and the rational are not expressed in poetry in abstract
universality and philosophically provedinterconnection, or with their
aspects merely related together as in scientific thinking, but instead
as animated, manifest, ensouled, determining the whole, and yet at
the same time expressed in such a way that the all-comprising
unity, the real animating soul, is made to work only in secret from
within outwards.

_ {BB) This apprehension, formation, and expression [of the sub-
Ject-maatter] remains purely contemplative in poetry. 'The aim of
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poetry is imagery and speech, not the thing talked about or ,_;:
existence in practice. Poetry began when man undertook to EXProsyd
himself; for poetry, what is spoken is there only to be an expression;.d
When once, in the midst of his practical activity and need, mag 3
proceeds to collect his thoughts and communicate himself tg]
others, then he immediately produces a coined expression, a toy,
of poetry. To mention only one example, Herodotus! gives us one3
in that distich which he has preserved for us and which reports thy
death of the Greeks who fell at Thermopylae. The report is lefg]
entirely simple: the dry information that four thousand Pelopony:3
nesians fought a battle here against three myriads. But the interesg)
lies in the preparation of an inscription to relate this event for cope 8
temporaries and posterity, purely for the sake of relating it, and pa)
the expression becomes poctic, i.e. it is meant to be a mowedy (sd
‘making’] which leaves the story in its simplicity but intentionaliy:
gives special form toits description. The Word enshrining the idegg 8
is in itself of such a high dignity that it tries to distinguish itself
from any other mode of speech, and makes itself into a distich, ;| ¢3
(vv) In this way, even on its linguistic side, poetry has the vocag?
tion of being a sphere of its own, and, in order to separate itself
from: ordinary speech, the formation of the expression becomes gig
mare importance than mere enunciation, But in connection
this and with poetry’s general outlook, we must make an essen iag
distinction between a primitive poetry composed before ordinap
prose had been skilfully developed and a poetic diction and mode:§
of treatment developed within a period when prosaic expressiongd
had already been completely elaborated. The former is poetic ingg
conception and speech unintentionally, whereas the latter known
the sphere from which it must liberate itself in order to stand onid
the free ground of art and therefore it develops in conscious di
tinction from prose. :
(8) Secondly, the prosaic mind, which poetry must shun, res.
quires a totally different kind of conception and speech, 25
{ax) On the one hand, the prosaic mind treats the vast field of ;' §
actuality in accordance with the restricted thinking of the Under- .3
standing and its categories, such as cause and effect, means and end; 3

* vii, 228. ‘Here four thousand from the Peloponnese fought sgainst three i)
myriads’, an elegiac distich. Hegel follows Herodotus in taking the four thous
to be the number of the dead, whereas it is simply the number of those who 3
fought. ("‘Poetry’ in Greek originally means 'msaking’. Cf. Scots ‘makar’.)
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: ., in general with relations in the field of externality and finttude.
In this way of thinking, every particufar either appears falsely as
:ndependent or is brought into a mere relation with another and
iherefore is apprehended only as relative and dependent; the result
s that there is not established that free unity which still remains a
total and free whole in itself within all its ramifications and separate

articulars; for in such a whole its particular aspecis are only the
unfolding and appearance proper to the ome content which is the
centre and cohesive soul and which is actually manifested as this
through and through animation. The sort of conception character-
istic of the Understanding therefore gets no further than particu-
tar laws for phenomena; it persists in separating the particular
existent from the universal law and in merely relating them to-
gether, and at the same time, in its eyes, the laws themselves fall
apart into fixed particulars, while the relations between these
are presented likewise under the categories of externality and
finitude,

(B8} On the other hand, ordinary! thinking has nothing to do
with an inner connection, with the essence of things, with reasons,
causes, aims, etc., but is content to take what is and happens as just
this bare individual thing or event, 1.e. as something accidental and
meaningless. In this case there is none of the Understanding’s
dissection of that living unity in which the poetic vision keeps
together the indwelling reason of things and their expression and
existence; but what is missing is insight into this rationality
and significance of things which therefore are without substance
for this ordinary thinking and can make no further claim on a
rational interest. In that event the Understanding’s view of the
world and its relations as connected by certain categories is ex-
changed for a mere view of a world of successive or juxtaposed
accidents which may have a great range of external life but which
is totally unable to satisfy the deeper need of reason. For genuine
insight and a sound mind find satisfaction only when they glimpse
and sense in phenomena the corresponding reality of what is
genuinely substantial and true. For a deeper mind, what is alive in
the outside world is dead unless through it there shines something
mner and rich in significance as its own proper soul.

,t i:'—‘- the thinking of the man in the street as distinct from the scientific
:;T{king of the Understanding and the philosophical {or ‘speculative’) thinking
cason,
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(vy) Thirdly, these deficiences of the Understanding’s categorjags
and the ordinary man’s vision are extinguished by speculatipjd
thinking which therefore is from one point of view akin to thed
poetic imagination. Reason’s knowing neither has to do with acej.s§
dental details nor does it overlook the essence of the phenomengy
neither is it content with those dissections and mere relatione®
characteristic of the Understanding’s outlook and reflections; Z_:'
the contrary, it conjoins in a free totality what under a finite typy
of consideration falls to pieces into aspects that are either indepeg#§
dent or put into relations with one another without any unificatignz3

Thinking, however, results in thoughts alone; it evaporates thed
form of reality into the form of the pure Concept, and even if 4
grasps and apprehends real things in their particular character angdy
real existence, it nevertheless lifts even this particular sphere intgsj
the element of the universal and ideal wherein alone thinking
at home with itself. Consequently, contrasted with the world ofi§
appearance, a new realm arises which is indeed the truth of realivy;¥3
but this is a truth which is not made manifest again in the real §
world itself as its formative power and as its own soul. Thi
is only a reconciliation between reality and truth within thi
itself. But poetic creation and formation is a reconciliation in thef
form of a real phenomenon itself, even if this form be presentedsy
only spiritually. g

(v) In this way we acquire two different spheres of thought*#
poetry and prose. In primitive times poetry had an easier game to*g
play: in those days a specific conception of the world, whether’:§
according with a religious faith or some other way of knowing, had
not developed an intellectually organized set of ideas or knowledge, "%
nor had it regulated the real world of human affairs in accordance’ %4
with such knowledge. In those circumstances poetry was not con=' g
fronted with prose as an independent field of internal and external S
existence, 2 field that it had first to overcome. Its task was restricted’ S
rather to merely deepening the meanings and clarifying the forms -3
of other modes of consciousness. If, on the other hand, prose has
already drawn into its mode of treatment the entire contents of the:
spirit and impressed the seal of that treatment on anything and
everything, poetry has to undertake the work of completely re- 3§
casting and remodelling and sees itself involved on every side in 4§
numerous difficulties because of the inflexibility of prose. Fof '3
not only has it to tear itself free from adherence to the ordinary: 4
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contemplation of indifferent and accidental things and either raise
to rationality the Understanding’s view of the connection of things
or else take speculative thinking into the imagination and give it a
body as it were within the spirit itself; but it must also in all these
tasks transform the prosaic consciousness’s ordinary mode of
cxpression into a poetic one, and yet, despite all the deliberateness
necessarily entailed by such an opposition, it must absolutely
preserve the appearance of that lack of deliberation and that origi-
qal freedom which art requires.

(c) We have now indicated very generally what the subject-
matter of poetry is and we have distinguished its form from that of
prose. The third point that must still be mentioned concerns the
panicularization to which poetry proceeds more than the other
arts do, since their development has been less rich, It is true that
we see architecture arising likewise amongst the most different
nations and in the whole course of centuries, but sculpture reached
its zenith in the ancient world, amongst the Greeks and Romans,
just as painting and music have done in the modern world amongst
Christian peoples. Poetry, however, enjoys its periods of brillance
and success in all nations and at practically every period which is
productive of art at all. For it embraces the entire spirit of mankind,
and mankind is particularized in many ways.

(«) 'The subject-matter of poetry is not the universal as it 18
abstracted in philosophy. What it has to represent is reason
individualized. Throughout therefore it cannat dispense with the
specific national character from which it proceeds; its subject-
matter and mode of portrayal are made what they are by the ideas
and ways of looking at things which are those of that character.
This is why poetry has such a wealth of particularization and
originality. Eastern, Italian, Spanish, English, Roman, Greek,
German poetry, all are different throughout in spirit, feeling, out-
loak, expression, etc.

‘The same variety of differences is prominent also in the case of
the historical periods in which poetry is composed. For example,
what German poetry is now it could not be in the Middle Ages or
at the time of the Thirty Years War. ‘The things that arouse our
deepest interest today belong to our own present period, and every
age has its own mode of feeling, whether wider or more restricted,
lofticr and freer or more toned down, in short its own particular
view of the world which is most clearly and completely brought
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before the artistic consciousness by poetry because the word Can
express the entirety of the human spirit.
{8} Further, amongst these national characters, tempers of the
age, and views of the world, some are more poetic than others, Fm. ]
example, the Eastern mind is on the whole more poetic than the
Western, Greece excluded. In the East the chief thing is always 8
the One, undivided, fixed, substantive, and such an outlook is from
start to finish the most sterling one, even if it does not press on to
the freedom of the Ideal. The West, on the other hand, especmlly
in recent times, starts from the endless dispersal and partlculax_"
1zation of the infnite, and in this way, with the reduction of everye. ..
thing to atoms, the finite becomes something mdependﬁnt for ou;
apprehension, and yet it becomes bent round again into somethi
relative; whereas for the East nothing remains really 1ndE:pendent; ri
ev&r}'thmg appears as only something accidental which is brcught
back to the One and the Absolute, where it is steadily concentrated,.-,
and where it finds its final delwerance |
(7) This variety of national differences, however, and this course’
of development through centuries is permeated b}f sumethmg
common to them all, and for this reason other nations and th&:" '*“.
tempers of different periods have in common something intelligible.
and enjoyable, namely universal human nature and art. For this i3
double reason especially, Greek poetry is always admired and imi- 3§
tated anew by the most different peoples because human nature . 3
has reached its most beautiful development in it alike in its subject- '
matter and its artistic form. Yet even Indian poetry, despite
all its distance from our view of the world and from our mode of fj
portrayal, is not wholly strange to us, and we can laud it as a high "3
privilege of our age to have begun more and more to unveil its 7}
sense for the whole richness of art and, in short, of the human spirit.
If now, granted this tendency to individualization which poetry
has followed throughout its course in the ways described, we areto fi:.
treat it in general terms, then this general character, which could
be accepted as such, remains abstract and trite, and therefore, if we
intend to speak of poetry proper, we must always take up the forms 4
of the imagining spirit in their national and temporary particular 3
character and not leave out of our notice even the subjective
individuality of the poet.
These are the points that I wished to premise in dealing gener-
ally with poetry’s treatment of its subject-matter.

i
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2. The Poetic and the Prose Work of Art

But poetry must go beyond formulating inner ideas and must
qrticulate and polish them inte a poetic work of art,

The manifold considerations which this new topic invites may
be brought together and arranged in such a way that

(¢) first, we emphasize the most important point about the
Joetic work of art as such, and this poetic work of art we then

(b} secondly, distinguish from the chief kinds of prosaic por-
trayal in so far as this portrayal is also capable of being handled
artistically. From this alone

(¢) thirdly, can the conception of the free work of art be com-
pletely revealed,

() In connection with the poetic work of art in general, we need
only repeat the demand that, like any other product of free imagi-
nation, it must be formed and rounded into an organic whole.
This requirement can only be satisfied in the following way.

(o) First, the dominant subject-matter, whether it be a specific
2im of an action or event, or a specific feeling and passion, must
above all have unity in itself.

() Everything must be related to this united whole and con-
nected together with this whole concretely and freely. This 18
possible only if the chosen subject is not seized as an abstract uni-
versal but as human action and feeling, as aim and passion, which
belong to the spirit, mind, and will of specific individuals and
grow from the soil of this individual character itself.

(88) The universal, which is to be represented, and the indi-
viduals, in whose character, histories, and actions, it appears poetic-
ally, may therefore not fall apart from one another or be so related
that the individuals become servants of purely abstract universals;
on the contrary, both must always be vitally interwoven with one
another, So, for example, in the Iliad the battle between the Greeks
and the Trojans and the victory of the former are linked with the
wrath of Achilles which therefore is the sustaining centre of the
whole epic. Of course there are also poetic works in which the basic
content is itself of a more general character or is treated in a more
significantly general way, as for instance Dante’s great epic poem
which bestrides the entire divine world and portrays the most
different sorts of individuals in relation to the punishments of Hell,
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to Purgatory, and to the blessings of Paradise. But even here there 3
is no abstract separation of these two sides and no mere servitude 4
of the individuals. For in the world of Christian thought the ing;. - 3
vidual is not to be regarded as a mere accident of the Godhead hyy
as an infinite end in himself, so that here the universal end, God’g
justice in pronouncing damnation or salvation, may appear at the %
same time as an immanent affair, the eternal interest and being