Lectures on Aesthetics
G.W.F. Hegel
Introduction
Development of the Ideal in the Special Forms Of Art
In the first part of this work we have had under consideration the realisation of the idea of the
beautiful as constituting the ideal in art, however numerous may be the different phases under
which the conception of the ideal is presented to our view, all these determinations are only
related to the work of art considered in a general way.
Now, the idea of the beautiful as the absolute idea contains a totality of distinct elements, or
of essential moments, which as such, must manifest themselves outwardly and become realised.
Thus are produced what we may call, in general, the Special Forms of Art.
These must be considered as the development of those ideas which the conception of the
ideal contains within it, and which art brings to light. Thus its development is not accomplished
by virtue of an external activity, but by the specific force inherent in the idea itself so that the
Idea, which develops itself in a totality of particular forms, is what the world of art presents us.
In the second place, if the forms of art find their principle in the idea which they manifest,
this, on the contrary, is truly the idea only when it is realised in its appropriate forms. Thus, to
each particular stage which art traverses in its development, there is immediately joined a real
form. It is, then, indifferent whether we consider the progress as shown in the development of
the idea, or in that of the forms which realise it, since these two terms are closely united, the
one to the other, and since the perfecting of the idea as matter appears no less clearly than does
the perfecting of form.
Hence, imperfection of the artistic form betrays itself also as imperfection of idea. If, then,
at the origin of art, we encounter forms which, compared with the true ideal, are inadequate to
it, this is not to be understood in the sense in which we are accustomed to say of works of art
that they are defective, because they express nothing, or are incapable of attaining to the idea
which they ought to express. The idea of each epoch always finds its appropriate and adequate
form, and these are what we designate as the special forms of art. The imperfection or the
perfection can consist only in the degree of relative truth which belongs to the idea itself; for the
matter must first be true, and developed in itself before it can find a perfectly appropriate form.
We have, in this respect, three principal forms to consider:
1. The first is the Symbolic Form. Here the idea seeks its true expression in art without
finding it; because, being still abstract and indefinite, it cannot create an external manifestation
which conforms to its real essence. It finds itself in the presence of the phenomena of nature and
of the events of human life, as if confronted by a foreign world. Thus it exhausts itself in useless
efforts to produce a complete expression of conceptions vague and ill defined; it perverts and
falsifies the forms of the real world which it seizes in arbitrary relations. Instead of combining
and identifying, of blending totally the form and the idea, it arrives only at a superficial and
abstract agreement between them. These two terms, thus brought into connection, manifest
their disproportion and heterogeneity.
2. But the idea, in virtue of its very nature, cannot remain thus in abstraction and
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indetermination. As the principle of free activity, it seizes itself in its reality as spirit. The spirit,
then, as free subject, is determined by and for itself, and in thus determining itself it finds in its
own essence its appropriate outward form. This unity, this perfect harmony between the idea
and its external manifestation, constitutes the second form of art — the Classic Form.
Here art has attained its perfection, in so far as there is reached a perfect harmony between
the idea as spiritual individuality, and the form as sensuous and corporeal reality. All hostility
between the two elements has disappeared, in order to give place to a perfect harmony.
3. Nevertheless, spirit cannot rest with this form, which is not its complete realisation.
To reach this perfect realisation, spirit must pass beyond the classic form, must arrive at a
spirituality, which, returning upon itself, descends into the depths of its own inmost nature
in the classic form, indeed, not withstanding its generality, spirit reveals itself with a Special
determinate character; it does not escape from the finite. Its external form, as a form altogether
visible, is limited. The matter, the idea itself, because there is perfect fusion, must present the
same character. Only the finite spirit is able to unite itself with external manifestation so as to
form an indissoluble unity.
When the idea of beauty seizes itself as absolute or infinite Spirit, it also at the same time
discovers itself to be no longer completely realised in the forms of the external world; it is
only in the internal world of consciousness that it finds, as spirit, its true unity. It breaks up
then this unity which forms the basis of Classical Art; it abandons the external world in order
to take refuge within itself. This is what furnishes the type of the Romantic Form. Sensuous
representation, with its images borrowed from the external world, no longer sufficing to express
free spirituality, the form becomes foreign and indifferent to the idea. So that Romantic Art thus
reproduces the separation of matter and form, but from the side opposite to that from which this
separation takes place in Symbolic Art.
As a summary of the foregoing, we may say that Symbolic Art seeks this perfect unity of
the idea with the external form; Classic Art finds it, for the senses and the imagination, in the
representation of spiritual individuality; Romantic Art transcends it in its infinite spirituality,
which rises above the visible world.

Part I
Of the Symbolic Form of Art
I. Of the Symbol in General
The symbol, in the sense which we here give to this term, constitutes, according to its very idea,
as well as from the epoch of its appearance in history, the beginning of art. Thus it ought rather
to be considered as the precursor of art. It belongs especially to the Orient, and will conduct
us, by a multitude of transitions, transformations, and mediations, to the true realisation of
the ideal under the classic form. We must then distinguish the symbol, properly speaking, as
furnishing the type of all the conceptions or representations of art at this epoch, from that
species of symbol which, on its own account, nothing more than a mere unsubstantial, outward
form. Where the symbol presents itself under its appropriate and independent form, it exhibits
in general the character of sublimnity. The idea, being vague and indeterminate, incapable of a
free and measured development, cannot find in the real world any fixed form which perfectly
corresponds to it; in default of which correspondence and proportion, it transcends infinitely
its external manifestation. Such is the sublime style, which is rather the immeasurable than the
true sublime?
We will first explain what should here be understood by the term symbol.
1. It is a sensuous object, which must not be taken in itself such as it presents itself
immediately to us, but in more extended and more general sense. There are, then, in the symbol
two terms to be distinguished: first, the meaning, and, secondly, the expression. The first is a
conception of the mind; the second, a sensuous phenomenon, an image which address itself to
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the senses.
Thus the symbol is a sign, but it is distinguished from the signs of language in this: that
between the image and the idea which it represents, there is a relation which is natural, not
arbitrary or conventional. It is thus that the lion is the symbol of courage, the circle of eternity,
the triangle of the trinity.
Still, the symbol does not represent the idea perfectly, but only from a single side. The lion
is not merely courageous, the fox cunning. Whence it follows that the symbol, having many
meanings, is equivocal. This ambiguity ceases only when the two terms are first conceived
separately and then in combination; the symbol then gives place to comparison.
Thus conceived, the symbol, with its enigmatical and mysterious character, is peculiarly
applicable to a whole epoch of history – to Oriental art and its extraordinary creations. It
characterises that order of monuments and emblems by which the peoples of the Orient have
sought to express their ideas, but have been able to do so only in an equivocal and obscure
fashion. Instead of beauty and regularity, these works of art have a bizarre, grandiose, fantastic
aspect.
When we find ourselves in this world of symbolic representations and images of ancient
Persia, India, and Egypt, all seems strange to us. We feel that we are groping about in the midst
of problems. These images do not entertain us of themselves. The spectacle neither pleases nor
satisfies us in itself; we must pass beyond the sensuous form in order to penetrate its the more
extended and more profound meaning. In other productions we see at the first glance that they
have nothing serious; that, like the stories of children, they are a simple play of the imagination,
which is pleased with accidental and particular associations. But these peoples, although in
their infancy, demand a meaning and a truer and more substantial basis of ideas. This, indeed,
is what we find among the Indians, the Egyptians, etc., although in these enigmatical figures
the meaning may be often very difficult to divine. What part must it play amid this poverty
and grossness of conceptions? How far, on the contrary, in the incapability of expressing by
purer more beautiful forms the depth of religious ideas, is it proper to call in the fantastic and
the grotesque to the aid of a representation of which the aspiration is not to remain beneath its
object? This is a difficult point to decide.
The classic ideal, it is true, presents the same difficulty. Though the idea seized by the mind
may here be lodged in an adequate form, the image, beyond this idea of which it serves as the
expression, represents other and foreign ideas. Is it possible to see in these representations and
these stories only absurd inventions which shock the religious sense – as the amours of Jupiter,
etc.? Such stories being related of superior divinities, is it not very probable that they contain
a wider and deeper meaning concealed? Whence two different opinions, the one of which
regards mythology as a collection of fables unworthy of the idea of God; which present, it is
true, much that is interesting and charming, but which cannot furnish a basis for a more serious
interpretation. In the other, on the contrary, they pretend that a more general and more profound
meaning resides in these fables. To penetrate beneath the veil with which they envelop their
mysterious meanings is the task of those who devote themselves to the philosophic study of
myths.
All mythology is then conceived as essentially symbolical. This would be to say that myths,
as creations of the human spirit, however bizarre and grotesque they may appear, contain in
themselves a meaning for the reason; general thoughts upon the divine nature — in a word,
philosophemes.
From this point of view myths and traditions have their origin in the spirit of man, who can
easily make a play of the representations of his gods, but seeks and finds in them also a higher
interest, whenever he finds himself unable to set forth his ideas in a more suitable manner. Now,
this is the true opinion. Thus, when reason finds again these forms in history, it realises the
necessity of probing their meaning.
If, then, we penetrate to the source of these myths in order to discover there their concealed
truth, yet without losing from view the accidental element which belongs to the imagination
and to history, we are able thus to justify the different mythologies. And to justify man in the
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images and the representations which his spirit has created is a noble enterprise, far preferable
to that which consists in particulars more or less insignificant.
Without doubt, priests and poets have never known under an abstract and general form the
thoughts which constitute the basis of mythological representations, and it is not by design that
they have been enveloped in a symbolical veil. But it does not follow that their representations
cannot be symbols and ought not to be considered as such. Those peoples, at the time when they
composed their myths, lived in a state altogether poetic; they expressed their most secret and
most profound sentiments, not by abstract formulae, but by the imagination.
Thus the mythological fables contain a wholly rational basis, and more or less profound
religious ideas.
Nor is it less correct to say that for every true work of art there serves as basis a universal
thought which, afterward presented under an abstract form, must give the meaning of the work.
The critical spirit, or the understanding, hastens on to the symbol or allegory. Here it separates
image from signification, and thus destroys the art-form; to which, indeed, in respect of the
symbolic explanation which only brings out the universal as such, no importance attaches.
2. But this mode of extending the symbol to the entire domain of mythology is by no
means the method which we are here to pursue. Our aim is not to discover to what point the
representations of art have had a symbolic or allegorical meaning.
On the contrary, we have to inquire how far the symbol, properly speaking, extends as
a special form of art, while still preserving its appropriate character, and thereby we shall
distinguish it in particular from the two other forms, Classic and Romantic.
Now, the symbol, in the special sense which we attach to this term, ceases where free
subjectivity (personality), taking the place of vague and indeterminate conceptions, constitutes
the basis of representation in art. Such is the character which the Greek gods present us. Greek
art represents them as free individuals, independent in themselves; genuine moral persons.
Hence we cannot consider them from the symbolic point of view. The acts, for example, of
Jupiter, of Apollo, of Minerva, belong only to these divinities themselves; represent only their
power and their passions. Should we abstract from these free individualities a general idea
and set it up as an explanation, we should abandon and destroy in these figures just that which
corresponds to the idea of art. Whence artists have never been satisfied with these symbolic or
allegorical explanations applied to works of art and to mythology. If there remains a place for
allegory or the symbol, it is in the accessories, in simple attributes, signs — as the eagle by
the side of Jupiter, the ox by the side of St. Luke; while the Egyptians saw in the bull Apis a
divinity itself.
The difficult point in our investigation is to distinguish whether what are represented as
personages in mythology or art possess a real individuality or personality, or whether they
contain but the empty semblance of it, and are only mere personifications. This is what
constitutes the real problem of the limitation of Symbolic Art.
What interests us here is that we are present at the very origin of art. At the same time we
shall observe the progressive advancement of the symbol, the stages by which it proceeds
toward genuine art. Whatever may he the narrow line which unites religion and art, we have
here to consider the symbol solely from the artistic point of view. We abandon to the history of
mythology itself the religious side.
DIVISION. — Many degrees are to be noted in the development of this form of art in the
Orient.
But first we must mark its origin. This, which is, blended with that of art in general, can be
explained in the following manner:
The sentiment of art like the religious sentiment, like scientific curiosity, is born of wonder;
the man who wonders at nothing lives in a state of imbecility and stupidity. This state ceases
when his spirit, disengaging itself from matter and from physical necessities, is struck by the
phenomena of nature, and seeks their meaning; when he is impressed by in them grand and
mysterious, a concealed power which reveals itself.
Then he experiences also the need of representing this internal sentiment of a general and
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universal power. Particular objects – the elements, the sea, the waves, the mountains — lose
their immediate meaning and become for the spirit images of this invisible power.
It is then that art appears. It is born of the necessity of representing this idea by sensuous
images, which address themselves at once to the senses and to the mind.
In religions, the idea of an absolute power is at first manifested by the worship of physical
objects. The divinity is identified with nature itself; but this gross worship cannot last. Instead
of seeing the absolute in real objects, man conceives it as a distinct and universal being; he
seizes, though very imperfectly, the relation which unites the invisible principle to the objects
of nature; he fashions an image, a symbol destined to represent it. Art is then the interpreter of
religious ideas.
Such, in its origin, is art, and with it the Symbolic Form is born.
We will attempt, by a precise division, to trace exactly the circle in which the symbol moves.
That which characterises, in general, Symbolic Art is that it vainly endeavours to find pure
conception and a mode of representation which is suitable to them. It is a conflict between
matter and form; both imperfect and heterogeneous. Whence the incessant strife between the
two elements of art, which seek, uselessly, to place themselves in harmony. The degrees of its
development present successive phases or modes of this conflict.
1. At the beginning of art this conflict does not yet exist. The point of departure, at least, is
a still undivided unity, in the center of which ferments the discord between the two principles.
Here, then, the creations of art, little distinguished from objects of nature, are still, scarcely
symbols.
2. The termination of this epoch is the disappearance of the symbol, which takes place by the
reflective separation of the two terms, the idea being clearly conceived; the image, on its side,
being perceived as distinct from the idea. From their reconciliation (rapprochement) is born the
reflective symbol or comparison, the allegory, etc.
The two extreme points being thus fixed, we may now see, in what follows, the intermediary
points or degrees. The general division is this:
I. The true symbol is the unconscious, irreflective symbol, the forms of which appear to us
in Oriental civilisation.
II. Then follows, as a mixed form, or form of transition, the reflective symbol, of which the
basis is comparison, and which marks the close of this epoch.
We have, then, to follow each of these two forms in the successive stages of its development;
to mark its steps in the career which it has passed through in the Orient before arriving at the
Greek ideal.

Part II
Of the Ideal of Classic Art
I. The Classic Ideal
1. The ideal as free creation of the imagination of the artist.- 2. The new gods of Classic Art.- 3.
External character of the representation.
1. The ideal as free creation of the imagination of the artist
1. As the ideal of Classic Art comes to be realised only by the transformation of preceding
elements, the first point to develop consists in making manifest that it is truly sprung from the
creative activity of the spirit; that it has found its origin in the inmost and most personal thought
of the poet and of the artist.
This seems contradicted by the fact that Greek mythology rests upon ancient traditions, and
is related to the religious doctrines of the peoples of the Orient. If we admit all these foreign
elements — Asiatic, Pelasgic, Dodonian, Indian, Egyptian, Orphic — how can we say that
Hesiod and Homer gave to the Greek gods their names and their form? But these two things
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— tradition and poetic invention — may he very easily be reconciled. (Tradition furnishes
the materials, but it does not bring with it the precise idea and the form which each god is to
represent. This idea these great poets drew from their genius, and they also discovered the
actual forms appropriate to it. Thus were they the creators of the mythology which we admire in
Greek art. The Greek gods are for this reason neither poetic invention nor an artificial creation.
They have their root in the spirit and the beliefs of the Greek people — in the very foundation
of the national religion; these are the absolute forces and powers, whatever is most elevated in
the Greek imagination, inspired in the poet by the muse herself.
With this faculty of free creation, the artist, we have already seen, takes a position altogether
different from that which he had in the Orient. The Indian poets and sages have, also, for
their point of departure the primitive data, consisting of the elements of nature — the sky,
animals, the rivers or the abstract conception of Brahma; but their inspiration is the annihilation
of personality. Their spirit loses itself in wishing to represent ideas so foreign to their inner
nature, while the imagination, in the absence of rule and of measure, incapable of directing
itself, allows itself to wander in the midst of conceptions which have neither the character of
freedom nor that of beauty. It is like an architect obliged to accommodate himself to an unequal
soil, upon which rise old debris, walls half destroyed, hillocks and rocks; forced, besides to
subordinate his plans to particular ends. He can erect only irregular structures which must be
wholly irrational and fantastic. Such is not the work of a free imagination, creating according
to its own inspirations.
In classic Art the artists and poets are also prophets and teachers; but their inspiration is
personal.
a. At first that which constitutes the essence of their gods is neither a nature foreign to spirit,
nor the conception of a single god who admits of no sensuous representation and remains
invisible. They borrow their ideas from the human heart, from human life. Thus man recognises
himself in these creations, for what he produces outwardly is the most beautiful manifestation
of himself.
b. They are on this account only the more truly poets. They fashion at their will the matter
and the idea so as to draw from them figures free and original. All these heterogeneous or
foreign elements they cast into the crucible of their imagination; but they do not form therein
a bizarre mixture which suggests the cauldron of the magician. Everything that is confused,
material, impure, gross, disordered, is consumed in the flame of the their genius. Whence
springs a pure and beautiful creation wherein the materials of which it has. been formed are
scarcely perceptible. In this respect their task consists in despoiling tradition of everything
gross, symbolic, ugly, and deformed, and afterward bringing to light the precise idea which
they wish to individualise and to represent under an appropriate form. This form is the human
form, and it is not employed here as a simple personification of the acts and accidents of life; it
appears as the sole reality which corresponds to the idea. True, the artist also finds his image in
the real world; but he must remove whatever of accidental or inappropriate they present before
they can express the spiritual element of human nature, which, seized in its essence should
represent the everlasting might of the gods. Such is the free, though not arbitrary, manner in
which the artist proceeds in the production of his works.
c. As the gods take an active part in human affairs, the task of the poet consists in
acknowledging therein their presence and their activity, as well as in signalizing whatever is
remarkable in natural events, in human deeds, and in fact in all in which the divine powers
appear to be involved. Thus the poet fulfils in part the role of priest, as well as that of prophet.
We moderns, with our prosaic reason, explain physical phenomena by universal laws and
forces; human actions, by personal wills. The Greek poets, on the contrary, saw, above all these
phenomena, their divine author. In representing human acts as divine acts, they showed the
diverse aspects under which the gods reveal their power. Thus a great number of these divine
manifestations are only human acts, when such or such divinity intervenes. If we open the
poems of Homer, we find there scarcely any important event which may not be explained by
the will or the direct influence of the gods. Such interpretations belong to the mode of seeing, to
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the faith born the imagination of the poet. Thus, Homer often expresses them in his own name,
and places them only in part in the mouth of his personages, whether priests or heroes. Thus it
is at the beginning of the Iliad, he has explained the pestilence by the wrath of Apollo; further
on he will cause it to be he predicted by Calchas. It is the same with the recital of the story of
the death of Achilles, in the last canto of the Odyssey. The shades of the loves conducted by
Hermes to the meadows where blooms the asphodel, there encounter Achilles and other heroes
who have battled on the Trojan plain. Agamemnon himself relates to them the death of the
young hero: “The Greeks had fought all day; when Jupiter had separated the two armies, they
bore the noble body upon vessels and embalmed it, shedding tears. Then they heard coming
from above a divine sound, and the Achaians, alarmed, would have rushed to their ships had
not an old man, in whom years had ripened experience, arrested them.” He explained to them
the phenomenon, by saying: “It is the mother of the hero who comes from the depth of the
ocean, with the immortal goddesses of the sea, to receive the body of her son.” At these words
fear abandoned the sage Achaians. From that moment, indeed there was no longer anything in
it strange to them. Something human, a mother, the sorrowful mother of the hero, came before
them; Achilles is her son, she mingles her moans with theirs. Afterward Agamemnon, turning
to Achilles, continues to describe the general grief: “About thee gathered the daughters of old
ocean, uttering cries of grief. They spread over thee vestments, perfumed with ambrosia. The
muses also, the nine sisters, caused to be heard, each in her turn, a beautiful’ song of mourning;
and there was not then an Argive there who could restrain his tears, so greatly had the song of
the muses melted all hearts.”
2. The new gods of Classic Art
Still, of what nature are the creations which Classic Art produces in following such a method?
What are the characteristics of the new gods of Greek art?
a. The most general idea that we should form of them is that of a concentrated individuality,
which, freed from the multiplicity of accidents, actions, and particular circumstances of human
life, is collected upon itself at the focus of its simple unity. Indeed, what we must first remark
is their spiritual and, at the same time, immutable and substantial individuality. Far removed
from the world of change and illusion, where want and misery reign, far from the agitation
and trouble which attach to the pursuit of human interests, retired within themselves they rest
upon their own universality as upon an everlasting foundation where they find their repose
and felicity. By this alone the gods appear as imperishable powers, of which the changeless
majesty rises above particular existence. Disengaged from all contact with whatever is foreign
or external, they manifest themselves uniquely in their immutable and absolute independence.
Yet, above all, these are not simple abstraction — mere spiritual generalities — they are
genuine individuals. With this claim each appears as an ideal which possesses in itself reality,
life; it has, like spirit, a clearly defined nature, a character. Without character there can be no
true individuality. In this respect as we have seen above, the spiritual gods contain, as integrant
part of themselves, a definite physical power, with which is established an equally definite
moral principle, which assigns to each divinity a limited circle in which his outward activity
must be displayed. The attributes, the specific qualities which result therefrom, constitute the
distinctive character of each divinity.
Still, in the ideal proper, this definite character must not be limited to the point of exclusive
being; it must maintain itself in a just medium, and must return to universality, which is the
essence Of the divine nature. Thus each god, in so far as he is at once a particular individuality
and a general existence, is also, at the same time, both part and whole. He floats in a just
medium between pure generality and simple particularity. This is what gives to the true ideal of
classic Art its security and infinite calm, together with a freedom relieved from every obstacle.
b. But, as constituting beauty in Classic Art, the special character of the gods is not
purely spiritual; it is disclosed so much the more under an external and corporeal form which
addresses itself to the eyes as well as to the spirit. This, we have seen, no longer admits the
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symbolic element, and should not even pretend to affect the Sublime. Classic beauty causes
spiritual individuality to enter into the bosom of sensuous reality. It is born of a harmonious
fusion of the outward form with the inward principle which animates. Whence, for this very
reason, the physical form, as well as the spiritual principle, must appear enfranchised from
all the accidents which belong to outer existence, from all dependence upon nature, from the
miseries inseparable from the finite and transitory world. It must be so purified and ennobled
that, between the qualities appropriate to the particular character of the god and the general
forms of the human body, there shall be manifest a free accord, a perfect harmony. Every mark
of weakness and of dependence has disappeared; all arbitrary particularity which could mar it is
cancelled or effaced. In its unblemished purity it corresponds to the spiritual principle of which
it should be the incarnation.
c. Notwithstanding their particular character the gods preserve also their universal and
absolute character. Independence must be revealed, in their representation, under the appearance
of calmness and of a changeless serenity. Thus we see, in the figures of the gods that nobility
and that elevation which announces in them that, though clothed in a natural and sensuous form,
they have nothing in common with the necessities of finite existence. Absolute existence, if it
were pure, freed all particularity, would conduct to the sublime but, in the Classic ideal, spirit
realises and manifests itself under a sensuous form which is its perfect image, and whatever of
sublimnity it has shown to be grounded in its beauty, and as having passed wholly into itself.
This is what renders necessary, for the representation of the gods, the classic expression of
grandeur and beautiful sublimnity.
In their beauty they appear, then, elevated above their own corporeal existence; but there
is manifest a disagreement between the happy grandeur which resides in their spirituality and
their beauty, which is external and corporeal. Spirit appears to be entirely absorbed in the
sensuous and yet at the same time, aside form this, to be merged in itself alone; it is, as it were,
the moving presence of a deathless god in the midst of mortal men.
Thus, although this contradiction does not appear as a manifest opposition, the harmonious
totality conceals in its individual unity a principle of destruction which is found there already
expressed. This is that sigh of sadness in the midst of grandeur which men full of sagacity have
felt in the presence of the images of the ancient gods, notwithstanding their perfect beauty and
the charm shed around them. In their calmness and their serenity they cannot permit themselves
to indulge in pleasure, in enjoyment nor in what we especially term satisfaction. The eternal
calm must not even extend so far as to admit of a smile nor the pleasing contentment with itself.
Satisfaction, properly speaking, is the sentiment which is born of the perfect accord of our
soul with its present situation. Napoleon, for example, never expressed his satisfaction more
profoundly than when he had attained to something with which all the world was dissatisfied;
for true satisfaction is nothing else than the inner approbation which the individual gives
himself because of his own acts and personal effort. Its last degree is that commonplace feeling
(bourgeois sentiment, Philisterempfindung) of contentment which every man can experience.
Now, this sentiment and this expression cannot be granted to the immortal gods of Classic Art.
It is this character of universality in the Greek gods which people have intended to indicate
by characterising them as cold. Nevertheless, these figures are cold only in relation to the
vivacity of modern sentiment; in themselves they have warmth and life. The divine peace which
is reflected in the corporeal form comes from the fact that they are separated from the finite; it is
born of their indifference to all that is mortal and transitory. It is an adieu without sadness and
without effort, but an adieu to the earth and to this perishable world. In these divine existences
the greater the degree in which seriousness and freedom are outwardly manifested, the more
distinctly are we made to feel the contrast between their grandeur and their corporeal form.
These happy divinities deprecate at once both their felicity and their physical existence. We
read their lineaments the destiny which weighs upon their heads, and which, in the measure that
its power increases (causing this contradiction between moral grandeur and sensuous reality to
become more and more pronounced), draws Classic Art onto its ruin.
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3. External character of the representation
If we ask what is the outer mode of manifestation suitable to Classic Art, it needs only to repeat
what has already been said: In the Classic ideal, properly speaking, the spiritual individuality
of the gods is represented, not in situations where they enter into relation one with another, and
which might occasion strife and conflicts, but in their eternal repose, in their independence,
freed as they are from all aspects of pain and suffering — in a word, in their divine calmness
and peace. Their determinate character is not developed so as to excite in them very lively
sentiments and violent passions, or to force them to pursue particular interests. Freed from
all collision, they are delivered from all embarrassment, exempt from all care. This perfect
calm (wherein appears nothing void, cold, inanimate, but which is full of life and sensibility),
although unalterable, is to the gods of Classic Art the most appropriate form of representation.
If, then, they take part in the attainment of particular ends, the acts in which they engage must
not be of a nature to engender collisions. Free from offence on their own part, their felicity must
not be troubled by these conflicts. Among the arts it is, therefore, Sculpture which more than
the others represents the classic idea with that absolute independence wherein the divine nature
preserves its universality united with the particular character. It is, above all, Ancient Sculpture,
of a severer taste, which is strongly attached to this ideal side. Later it was allowed to be applied
to the representation of situations and characters of a dramatic vitality. Poetry, which causes
the gods to act, draws them into strife and conflicts. Otherwise, the calm of the plastic, when it
remains in its true domain, is alone capable of expressing the contrast between the greatness of
spirit and its finite existence with that seriousness of sadness to which we have already referred.

Part III
Of the Romantic Form of Art
Introduction — of the Romantic in General
1. Principle of inner subjectivity — 2. Of the ideas and forms which constitute the basis of
Romantic Art. — 3. Of the special mode of representation.
I. As in the preceding parts of our investigation, so now in Romantic Art, the form is determined
by the inner idea of the content or substance which this art is called upon to represent. We must,
therefore, in the next place, attempt to make clear the characteristic principle of the new content
which, in this new epoch of the development of human thought is revealed to consciousness as
the absolute essence of truth, and which appears in its appropriate form of art.
At the very origin of art there existed the tendency of the imagination to struggle upward out
of nature into spirituality. But, as yet, the struggle consisted in nothing more than a yearning
of the spirit, and, insofar as this failed to furnish a precise content for art, art could really
be of service only in providing external forms for mere natural significations, or impersonal
abstractions of the substantial inner principle which constitutes the central point of the world.
In Classic Art, however, we find quite the contrary. Here spirituality, though it is now for
the first time able to struggle into conscious existence through the cancellation or setting aside
of mere natural significations, it is nevertheless the basis and principle of the content; it is a
natural phenomenon inseparable from the corporeal and sensuous. It is an external form. This
form however, does not, as in the first epoch, remain indefinite, unpervaded by spirit. On the
contrary, the perfection of art is here reached in the very fact that the spiritual completely
pervades its outer manifestation, that it idealizes the natural in this beautiful union with it, and
rises to the measure of the reality of spirit in its substantial individuality. It is thus that Classic
Art constituted the absolutely perfect representation of the ideal, the final completion of the
realm of Beauty. There neither is nor can there ever be anything more beautiful.
But there exists something still more elevated than the simply beautiful manifestation of
spirit in its immediate sensuous form, even though this form be fashioned by spirit as adequate
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to itself. For this very union of matter and form, which is thus accomplished in the element
of the external, and which thus lifts sensuous reality to an adequate existence, nonetheless
contradicts the true conception of spirit which is thus forced out of its reconciliation with the
corporeal, back upon itself, and compelled to find its own true reconciliation within itself. The
simple, pure totality of the ideal (as found in the Classic) dissolves and falls asunder into the
double totality of self-existent subjective substance on the one side, and external manifestation
on the other, in order that, through this separation, spirit may arrive at a deeper reconciliation
in its own element of the inner or purely spiritual. The very essence of spirit is conformity with
itself (self-identity), the oneness of its idea with the realisation of the same. It is, then, only
in its own world, the spiritual or inner world of the soul, that spirit can find a reality (Dasein)
which corresponds to spirit. It is, thus in consciousness that spirit comes to possess its other,
its existence, as spirit, with and in itself, and so for the first time to enjoy its infinitude and its
freedom.
Spirit thus rises to itself or attains to self-consciousness, and by this means finds within itself
its own objectivity, which it was previously compelled to seek in the outer and sensuous forms
of material existence. Henceforth it perceives and knows itself in this its unity with itself; and
it is precisely this clear self-consciousness of spirit that constitutes the fundamental principle
of Romantic Art. But the necessary consequence is that in this last stage of the development of
art the beauty of the Classic ideal, which is beauty under its most perfect form and in its purest
essence, can no longer be deemed a finality; for spirit now knows that its true nature is not to
brought into a corporeal form. It comprehends that it belongs to its essence to abandon this
external reality in order to return upon itself, and expressly posits or assumes outer reality to be
an existence incapable of fully representing spirit. But if this new content proposes to render
itself beautiful, still it is evident that beauty, in the sense in which we have thus far considered
it, remains for this content something inferior and subordinate, and develops into the spiritual
beauty of the essentially internal — into the beauty of that spiritual subjectivity or personality
which is in itself (i.e., potentially) infinite.
But in order that spirit may thus realise its infinite nature it is so much the more necessary
that it should rise above mere natural and finite personality in order to reach the height of the
Absolute. In other terms, the human soul must bring itself into actual existence as a person
(Subjekt) possessing self consciousness and rational will; and this it accomplishes through
becoming itself pervaded with the absolutely substantial. On the other hand, the substantial, the
true, must not be understood as located outside of humanity, nor must the anthropomorphism
of Greek thought be swept away. Rather the human as actual subjectivity or personality must
become the principle, and thus, as we have already seen, anthropomorphism for the first time
attains to its ultimate fullness and perfection.
II. From the particular elements which are involved in this fundamental principle we have
now in general to develop the circle of objects, as well as the form, whose changed aspect is
conditioned by the new content of Romantic Art.
The true content of Romantic thought, then, is absolute internality, the adequate and
appropriate form of which is spiritual subjectivity, or conscious personality, as comprehension
of its own independence and freedom. Now that which is in itself infinite and wholly universal
is absolute negativity of all that is finite and particular. It is the simple unity with self which has
destroyed all mutually exclusive objects, all processes of nature, with their circle of genesis,
decay, and renewal which, in short, has put an end to all limitation of spiritual existence, and
dissolved all particular divinities into itself. In this pantheon all the gods are dethroned. The
flame of subjectivity has consumed them. In place of plastic polytheism, art now knows but
one God, one Spirit, one absolute independence, which, as absolute knowing and determining,
abides in free unity with itself, and no longer falls asunder into those special characters and
functions whose sole bond of unity was the constraint of a mysterious necessity. Absolute
subjectivity, or personality as such, however, would escape from art and be accessible only
to abstract thought, if, in order to be an actual subjectivity commensurate with its idea, it did
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not pass into external existence, and again collect itself out of this reality into itself. Now, this
element of actuality belongs to the Absolute, for the product of the activity of the Absolute
as infinite negativity is the Absolute itself, as simple self-unity of knowing, and, therefore, as
immediacy. Yet, as regards this immediate existence, which is grounded in the Absolute itself,
it does not manifest itself as the one jealous God who dissolves the natural, together with finite
human existence, without bringing itself into manifestation as actual divine personality, but the
true Absolute reveals itself (schliesst sich auf), and thus presents a phase which art is able to
comprehend and represent.
But the external existence (Dasein) of God is not the natural and sensuous, as such, but the
sensuous elevated to the supersensuous, to spiritual subjectivity, to personality, which, instead
of losing the certainty of itself in its outer manifestation, truly for the first time attains to the
present actual certainty of itself through its own reality. God in His truth is, therefore, no mere
ideal created by the imagination. Rather, He places Himself in the midst of the finitude and
outer accidentality of immediate existence, and yet knows Himself in all this as the divine
principle (Subjekt) which in itself remains infinite and creates for itself this infinitude. Since,
therefore, actual subject or person is the manifestation of God, art now acquires the higher right
of employing the human form, together with the modes and conditions of externality generally,
for the expression of the Absolute. Nevertheless, the new problem for art can consist only in
this: that in this form the inner shall not be submerged in outer corporeal existence, but shall, on
the contrary, return into itself in order to bring into view the spiritual consciousness of God in
the individual (Subekt). The various moments or elements brought to light by the totality of this
view of the world as totality of the truth itself therefore, now find their manifestation in man.
And this, in the sense that neither nature as such — as the sun, the sky, the stars, etc. — gives
the content and the form, nor does the circle of the divinities of the Greek world of beauty, nor
the heroes, nor external deeds in the province of the morality of the family and of political life,
attain to infinite value. Rather it is the actual, individual subject or person who acquires this
value, since it is in him alone that the eternal moments or elements of absolute truth, which
exist actually only as spirit, are multifariously individualised and at the same time reduced to a
consistent and abiding unity.
If now we compare these characteristics of Romantic Art with the task of classic Art in its
perfect fulfilment in Greek Sculpture, we see that the plastic forms of the gods do not express
the movement and activity of spirit which has gone out of its corporeality into itself, and has
become pervaded by internal independent-being (Fursichsein). The changeable and accidental
phases of empirical individuality are indeed in those lofty images of the gods, but what is
lacking in them is the actuality of self-existent personality, the essential characteristic of which
is self-knowledge and independent will.
Externally this defect betrays itself in the fact that in the representations of sculpture the
expression of the soul simply as soul — namely, the light of the eye — is wanting. The sublimest
works of sculptured art are sightless. Their subtle inner being does not beam forth from them,
as a self-knowing in that spiritual concentration of which the eye gives intelligence. The ray
of the spirit comes from beyond and meets nothing which gives it a response; it belongs alone
to the spectator, who cannot contemplate the forms, so to speak, soul in soul, eye in eye. The
god of Romantic Art, on the contrary, makes his appearance as a god who sees, who knows
himself, who seizes himself in his own inner personality, and who opens the recesses of his
nature to the contemplation of the conscious spirit of man. For infinite negativity, the self return
of the spiritual into itself, cancels this outflow into the corporeal. Subjectivity is spiritual light
which shines into itself, into its hitherto dark realm; and while natural light can shine upon an
object, this spiritual light is itself its own ground and object on which it shines and which it
recognises as being one and the same with itself. But since now the absolute inner or spiritual
manifests itself, in its actual outer existence, under the human form, and since the human stands
in relation to the entire world, there is thus inseparably joined to this manifestation of the
Absolute a vast multiplicity of objects belonging not only to the spiritual and subjective world,
but to the corporeal and objective, and to which the spirit bears relation as to its own.
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The thus constituted actuality of absolute subjectivity can have the following forms of
content and of manifestation:
1. Our first point of departure we must take from the Absolute itself, which, as actual spirit,
gives itself an outer existence (Dasein), knows itself and is self-active. Here the human form is
so represented that it is recognised at once as having the divine within itself. Man appears, not as
man in mere human character, in the constraint of passion, in finite aims and achievements, nor
as in the mere consciousness of God, but is the self-knowing one and universal God Himself,
in whose life and suffering, birth, death, and resurrection, is now made manifest, also, for the
finite consciousness, what spirit, what the eternal and infinite, is in truth. This content Romantic
Art sets forth in the history of Christ, of His mother, of His disciples, and even in the history of
all those in whom the Holy Spirit is actual, in whom the entire divine nature is present. For in
so far as it is God, who, though in Himself universal, still appears in human form, this reality
is, nevertheless, not limited to particular immediate existence in the form of Christ, but unfolds
itself in all humanity in which the Divine Spirit becomes ever present, and in this actuality
remains one with itself. The spreading abroad [in humanity] of this self-contemplation, of this
independent and self-sufficing existence (In-sich-und-bei-sich-sein) of the spirit, is the peace,
the reconciliation of the spirit with itself in its objectivity. It constitutes a divine world — a
kingdom of God-in which the Divine, from the center outward, possesses the reconciliation of
its reality with its idea, completes itself in this reconciliation, and thus attains to independent
existence.
2. But however fully this identification may seem to be grounded in the essence of the
Absolute itself, still, as spiritual freedom and infinitude, it is by no means a reconciliation
which is immediate and ready at hand, from the center outward, in mundane, natural, and
spiritual actuality. On the contrary, it attains to completeness only as the elevation of the spirit
out of the finitude of its immediate or unrealised existence to its truth, its realised existence. As
a consequence of this, the spirit, in order to secure its totality and freedom, separates itself from
itself — that is, establishes the distinction between itself, as, on the one hand, a being belonging
in part to the realm of nature, in part to that of spirit, but limited in both; and as, on the other
hand, a being which is in itself (i.e., potentially) infinite. But with this separation, again, is
closely joined the necessity of escaping out of the estrangement from self — in which the finite
and natural, the immediacy of existence, the natural heart, is characterised as the negative, the
evil, the base and of entering into the kingdom of truth and contentment by the sole means of
subjugating this nugatoriness. Thus, spiritual reconciliation is to be conceived and represented
only as an activity, a movement of the spirit — as a process in the course of which there arises
a struggle, a conflict; and the pain, the death, the agony of nothingness, the torment of the spirit
and of materiality (Leiblichkeit) make their appearance as essential moments or elements. For
as, in the next place, God separates or distinguishes (ausscheidet) finite actuality from Himself,
so also finite man, who begins with himself as outside the divine kingdom, assumes the task of
elevating himself to God, of freeing himself from the finite, of doing away with nugatoriness,
and of becoming, through this sacrifice (Ertoedten) of his immediate actuality, that which God,
in His appearance as man, has made objective as true actuality. The infinite pain attendant
upon this Sacrifice of the individual’s own subjectivity or personality, the suffering and death
which were more or less excluded from the representations of Classic Art — or, rather, which
appeared there only as natural suffering — attain to the rank of real necessity for the first time
in Romantic Art.
It cannot be said that among the Greeks death was comprehended in its essential significance.
Neither the natural, as such, nor the immediacy of the spirit in its unity with materiality,
appeared to them as anything in itself negative, and to them, therefore, death was only an
abstract transition, inspiring neither terror nor fear. It was a cessation with which there were
associated no further and immeasurable consequences for the dying. But when personality
(Subjektivität) in its spiritual self-centred being comes to be of infinite importance, then the
negation which death bears within itself is a negation of this so significant and valuable self,
and hence becomes fearful. It is a death of the soul, which thus, as utterly and completely
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negative, is excluded forever from all happiness, is absolutely miserable, and may find itself
given up to eternal damnation. Greek individuality, on the contrary did not ascribe to itself
this value considered as spiritual personality and hence ventured to surround death with
bright images; for man fears only for that which is to him of great worth. But life has this
infinite value for consciousness only when the person, as spiritual and self-conscious, is the
sole actuality, and must now, in well grounded fear, conceive himself as rendered (gesetzt)
negative through death. On the other hand however, death does not acquire for Classic Art that
affirmative signification to which it attains in Romantic Art. That which we call immortality
did not attain to the dignity of a serious conception with the Greeks. It is for the later reflection
of the subjective consciousness, with Socrates, that immortality for the first time acquires a
deeper meaning and satisfies a more advanced requirement. For example Odyssey. XI., v. 482491), Ulysses in the under world congratulated Achilles as being happier than all others before
or after him, because he had formerly been honoured as the gods, and now was a ruler among
the dead. Achilles, as we know, railed at this happiness, and answered that Ulysses should not
utter a word of consolation respecting the dead. Rather would he be a servant of the fields, and
poor himself, serve a poor man for a pittance, than lord it here over all the vanished dead. On
the contrary, in Romantic Art death is only an extinction of the natural soul and of the finite
personality; an extinction which operates only against what is in itself negative; which cancels
the nugatory, and thus not only brings about the deliverance of the spirit from its finitude and
state of inner division, but also secures the spiritual reconciliation of the actual person (des
Subjekts) with the absolute or ideal Person. For the Greeks, that life alone was affirmative which
was united with natural, outer, material existence; and death, therefore, was the mere negation,
the dissolution, of immediate actuality. But in the Romantic conception of the world it has the
significance of absolute negativity — that is, the negation of the negative; and, therefore, as
the rising of the spirit out of its mere naturalness and inadequate finitude, turns out to be just
as much affirmative as negative. The pain and death of expiring personality (Subjektivität) is
reversed into a return to self; into contentment and happiness; into that reconciled affirmative
existence which the Spirit can with difficulty secure only through the destruction of its negative
existence, in which, so long as it remains, it is separated from its own truth and vitality. This
fundamental characteristic, therefore, not only relates to that form of death which approaches
man from the natural side, but it is also a process which the spirit, in order that it may truly live,
complete within itself independent of this external negation.
3. The third side of this absolute world of the spirit has its representative in man, in so far as
he neither immediately, in himself, brings the absolute and divine, as divine, into manifestation,
nor represents the process of elevation to God, and reconciliation with God, but remains within
the limits of his own human circle. Here, too, the finite, as such, constitutes the absolute
as well from the side of the external affairs of nature and its realm, together with the most
restricted phenomena belonging thereto. For the mode of apprehending this content a two fold
attitude presents itself. On the one hand, spirit -because it has acquired affirmation with itself
— announces itself upon this ground as a self-justified and satisfying element, which it only
puts forth (herauskert) this positive character and permits itself in its affirmative satisfaction
and internality to reflect itself therefrom. On the other hand, this content is reduced to mere
accidentality, which can lay claim to no independent validity. For in it spirit does not find its
own true being, and therefore can arrive at unity in no other way than by itself, since for itself
it dissolves as finite and negative this finite character of spirit and of nature.
III. We have now, finally, to consider somewhat more at length the significance of the relation
of this entire content to the mode of its representation.
1. The material of Romantic Art, at least with reference to the divine, is extremely limited.
For, in the first place, as we have already pointed out, nature is deprived of its divine attributes;
sea, mountain, and valley, streams, springs, time, and night, as well as the universal process
of nature, have all lost their true value with respect to the representation and content of the
Absolute. The images of nature are no longer set forth symbolically. They are stripped of the
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characteristic which rendered their forms and activities appropriate as traits of divinity. For all
the great questions concerning the origin of the world — concerning the whence, the whither,
the wherefore of created nature and humanity, together with all the symbolic and plastic attempts
to solve and to represent these problems have vanished in consequence of the revelation of God
in the spirit; and even the gay, thousand-hued earth, with all its classically-figured characters,
deeds, and events, is swallowed up in spirit, condensed in the single luminous point of the
Absolute and its eternal process of Redemption (Erloessungs-geschichte). The entire content,
therefore, is thus concentrated upon the internality of the spirit — upon the perception, the
imagination and the soul-which strives after unity with the truth — and seeks and struggles to
produce and to retain the divine in the individual (Subjekt). Thus, though the soul is still destined
to pass through the world, it no longer pursues merely worldly aims and undertakings. Rather
it has for its essential purpose and endeavour the inner struggle of man with himself, and his
reconciliation with God, and brings into representation only personality and its conservation,
together with appliances for the accomplishment of this end. The heroism which can here make
its appearance is by no means a heroism which makes its own law, establishes regulations,
creates and transforms conditions, but a heroism of submission, for which everything is settled
and determined beforehand, and to which there thenceforth remains only the task of regulating
temporal affairs according to it, of applying to the existing world that higher principle which
has validity in and for itself, and, finally, of rendering it practically valuable in the affairs of
everyday life. But since now this absolute content appears to he concentrated in the spaceless,
subjective soul, and thus each and every process comes to he transferred to the inner life of
man, the circle of this content is thus again infinitely extended. It develops into so much the
more unrestrained manifoldness. For though the objective process (of history) to which we
have referred does not itself include the substantial character of the soul, still the individual, as
subject, penetrates that process from every side, brings to light every point therein, or presents
itself in ever newly developed human inclinations, and is, besides, still able to absorb into
itself the whole extent of nature, as mere environment and locality of the spirit, and to assign
to it an important purpose. Thus the life (Geschichte) of the soul comes to be infinitely rich,
and can adapt itself in the most manifold ways to ever changing circumstances and situations.
And if now, for the first time, man steps out of this absolute circle and mingles in worldly
affairs, by so much the more immeasurable will be the sphere (Umfang) of interests, aims, and
inclinations; as the spirit, in accordance with this principle, has become more profound, and
has, therefore, unfolded itself in its development to its infinitely enhanced fullness of inner and
outer collisions, distractions. progressive stages of passion, and to the most varied degrees of
satisfaction. Though the Absolute is in itself completely universal, still, as it makes itself known
in mankind especially, it constitutes the inner content of Romantic Art, and thus, indeed, all
humanity, with its entire development, forms the immeasurable and legitimate material of that
art.
2. It may be, indeed, that Romantic Art, as art, does not bring this content into prominence,
as was done in great measure in the Symbolic, and, above all, in the Classic form of Art, with
its ideal gods. As we have already seen, this art is not, as art, the revealed teaching (Belehren)
which produces the content of truth directly only in the form of art for the imagination, but
the content is already at hand for itself outside the region of art in imagination and sensuous
perception. Here, religion, as the universal consciousness of truth in a wholly other sphere
(Grade), constitutes the essential point of departure for art. It lies quite outside the external
modes of manifestation for the actual consciousness, and makes its appearance in sensuous
reality as prosaic events belonging to the present. Since, indeed, the content of revelation to
the spirit is the eternal, absolute nature of sprit, which separates itself from the natural as such
and debases it, manifestation in the immediate thus holds such rank (Stellung) that this outer,
so far as it subsists and has actual-being (Dasein), remains only an incidental world out of
which the Absolute takes itself up into the spiritual and inner, and thus for the first time really
arrives at the truth. At this stage the outer is looked upon as an indifferent element to which the
spirit can no longer give credence, and in which it no longer has an abode. The less worthy the
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spirit esteems this outer actuality, by so much the less is it possible for the spirit ever to seek
its satisfaction therein, or to find itself reconciled through union with the external as with itself.
3. In Romantic Art, therefore, on the side of external manifestation, the mode of actual
representation in accordance with this principle does not go essentially beyond specific, ordinary
actuality, and in nowise fears to take up into itself this real outer existence (Dasein) in its finite
incompleteness and particularity. Here, again, has vanished that ideal beauty which repudiates
the external view of temporality and the traces of transitoriness in order to replace its hitherto
imperfect development by the blooming beauty of existence. Romantic Art no longer has for
its aim this free vitality of actual existence, in its infinite calmness and submergence of the soul
in the corporeal, nor even this life, as such, in its most precious significance, but turns its back
upon this highest phase beauty. Indeed, it interweaves its inner being with the accidentality of
external organisation, and allows unrestricted play room to the marked characteristics of the
ugly.
In the Romantic, therefore, we have two worlds. The one is the spiritual realm, which is
complete in itself — the soul, which finds its reconciliation within itself, and which now for the
first time bends around the otherwise rectilinear repetition of genesis, destruction and renewal,
to the true circle, to return-into-self, to the genuine Phoenix-life of the spirit. The other is
the realm of the eternal, as such, which, shut out from a unity with the spirit, now becomes
a wholly empirical actuality, respecting whose form the soul is unconcerned. In Classic Art,
spirit controlled empirical manifestation and pervaded it completely, because it was that form
itself in which spirit was to gain its perfect reality. Now, however, the inner or spiritual is
indifferent respecting the mode of manifestation of immediate or sensuous world, because
immediacy is unworthy of the happiness or the soul in itself. The external and phenomenal is
no longer able to express internality; and since, indeed, it is no longer called upon to do this,
it thus retains the task of proving that the external or sensuous is an incomplete existence, and
must refer back to the spiritual, to intellect, (Gemut), and the sensibility, as to the essential
element. But for this very reason Art allows externality to again appear on its own account,
and in this respect permits each and every matter to enter unhindered into the representation.
Even flowers, trees, and the most ordinary household furniture are admitted, and this, too, in
the natural accidentality of mere present existence. This content, however, bears with it at the
same time the characteristic that as mere external matter it is insignificant and low; that it only
attains its true value when it is pervaded by human interest; and that it must express not merely
the inner or subjective, but even internality or subjectivity itself, which, instead of blending or
fusing itself with outer or material, appears reconciled only in and with itself. Thus driven to
externality, the inner at this point becomes manifestation destitute of externality. It is, as it were,
invisible, and comprehended only by itself; a tone, as such without objectivity or form; a wave
upon water, a resounding through a world, which in and upon its heterogeneous phenomena can
only take up and send back a reflected ray of this independent-being (Isichseins) of the soul.
We may now comprise in a single word this relation between content and form as it appears
in the Romantic — for here it is that this relation attains to its complete characterisation. It
is this: just because the ever increasing universality and restless working depth of the soul
constitute the fundamental principle of the keynote thereof is musical, and, in connection
with the particularised content of the imagination lyrical. For Romantic Art is, as it were, the
elementary characteristic — a tone which the epic and the drama also strike, and which breathes
about the works of the arts of visible representation themselves like a universal, fragrant odour
of the soul; for here spirit and soul will speak to spirit and soul through all their images.
DIVISION: We come now to the division necessary to be established for the further and
more precisely developing investigation of this third great realm of art. The fundamental idea
of the Romantic in its internal unfolding lies in the following three moments or elements:
1. The Religious as such, constitutes the first circle, of which the central point is given in the
history of redemption — in the life, death, and resurrection of Christ. Introversion (Umkehr)
here assumes importance as the chief characteristic. The spirit assumes an attitude of hostility
toward, and overcomes, its own immediacy and finitude, and through thus rendering itself free
SophiaOmni						
www.sophiaomni.org

15

it attains to its infinity, and absolute independence in its own sphere.
2. Secondly, this independence passes out of the abstract divine of the spirit, and also leaves
aside the elevation of finite man to God, and passes into the affairs of the secular world. Here
at once it is the individual (Subjekt), as such, that has become affirmative for itself, and has
for the substance of its consciousness, as also for the interest of its existence, the virtues of
this affirmative individuality, namely, honour, love, fidelity, and valour — that is, the aims and
duties which belong to Romantic Knighthood.
3. The content and form of the third division may be summed up, in general, as Formal
Independence of Character. If, indeed, personality is so far developed that spiritual independence
has come to be its essential interest, then there comes, also, to be a special Content, with which
personality identifies itself as with its own, and shares with it the same independence, which,
however, can only be of a formal type, since it does not consist in the substantiality of its life, as
is the case in the circle of religious truth, properly speaking. But, on the other hand, the form of
outer circumstances and situations, and of the development of events, is indeed that of freedom,
the result of which is a reckless abandonment to a life of capricious adventures. We thus find
the termination of the Romantic, in general, to consist in the accidentality both of the external
and of the internal, and with this termination the two elements fall asunder. With this we emerge
from the sphere of art altogether. It thus appears that the necessity which urges consciousness
on to the attainment of a complete comprehension of the truth demands higher forms that Art
is able in anywise to produce.
(The following section is translated by Bosanquet)
1. After the above introductory remarks, it is now time to pass to the study of our objectmatter. But we are still in the introduction, and an introduction cannot do more than lay down,
for the sake of explanation, the general sketch of the entire course which will be followed by
our subsequent scientific considerations. As, however, we have spoken of art as proceeding
from the absolute Idea, and have even assigned as its end the sensuous representation of the
absolute itself, we shall have to conduct this review in a way to show, at least in general,
how the particular divisions of the subject spring from the conception of artistic beauty as the
representation of the absolute. Therefore we must attempt to awaken a very general idea of this
conception itself.
It has already been said that the content of art is the Idea, and that its form lies in the plastic
use of images accessible to sense. These two sides art has to reconcile into a full and united
totality. The first attribution which this involves is the requirement that the content, which
is to be offered to artistic representation, shall show itself to be in its nature worthy of such
representation. Otherwise we only obtain a bad combination, whereby a content that will not
submit to plasticity and to external presentation, if forced into that form, and a matter which
is in its nature prosaic is expected to find an appropriate mode of manifestation in the form
antagonistic to its nature.
The second requirement, which is derivable from this first, demands of the content of art that
it should not be anything abstract in itself. This does not mean that it must be concrete as the
sensuous is concrete in contrast to everything spiritual and intellectual, these being taken as in
themselves simple and abstract. For everything that has genuine truth in the mind as well as in
nature is concrete in itself, and has, in spite of its universality, nevertheless, both subjectivity
and particularity within it. If we say, e.g., of God that He is simply One, the supreme Being
as such, we have only enunciated a lifeless abstraction of the irrational understanding. Such a
God, as he himself is not apprehended in his concrete truth, can afford no material for art, least
of all for plastic art. Hence the Jews and the Turks have not been able to represent their God,
who does not even amount to such an abstraction of the understanding, in the positive way in
which Christians have done so. For God in Christianity is conceived in his truth, and therefore
as in Himself thoroughly concrete, as a person, as a subject, and more closely determined, as
mind or spirit. What He is as spirit unfolds itself to the religious apprehensions as the Trinity of
Persons, which at the same time in relation with itself is One. Here is essentiality, universality,
and particularity together with their reconciled unity; and it is only such unity that constitutes
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the concrete. Now, as a content, in order to posses truth at all, it must be of this concrete nature,
and art demands the same concreteness, because a mere abstract universal has not in itself the
vocation to advance to particularity and noumenal manifestation and to unity with itself therein.
If a true and therefore concrete content is to have corresponding to it a sensuous form and
modelling, this sensuous form must, in the third place, be no less emphatically something
individual, wholly concrete in itself and one. The character of concreteness as belonging to both
elements of art, to the content as to the representation, is precisely the point in which both may
coincide and correspond to one another; as, for instance, the natural shape of the human body
is such a sensuous concrete as is capable of representing spirit, which is concrete in itself, and
of displaying itself in conformity therewith. Therefore we ought to abandon the idea that it is
a mere matter of accident that an actual phenomenon of the external world is chosen to furnish
a shape thus conformable to truth. Art does not appropriate this form either because it simply
finds it existing or because there is no other. The concrete content itself involves the element
of external and actual, we may say indeed of sensible manifestation. But in compensation this
sensuous concrete, in which a content essentially belonging to mind expresses itself, is in its
own nature addressed to the inward being; its external element of shape, whereby the content
is made perceptible and imaginable, has the aim of existing purely for the heart and mind.
This is the only reason for which content and artistic shape are fashioned in conformity with
each other. The mere sensuous concrete, external nature as such, has not this purpose for its
exclusive ground of origin. The birds’ variegated plumage shines unseen, end their song dies
away unheard, the Cereus (Fackeldistel- “torch thistle”)which blossoms only for a night withers
without having been admired in the wilds of southern forests, and these forests, jungles of the
most beautiful and luxuriant vegetation, with the most odorous and aromatic perfumes, perish
and decay no less unenjoyed. The work of art has not such a naive self-centred being, but is
essentially a question, an address to the responsive heart, an appeal to affections and to minds.
Although the artistic bestowal of sensuous form is in this respect not accidental, yet on
the other hand it is not the highest mode of apprehending the spiritually concrete. Thought is
a higher mode than representation by means of the sensuous concrete. Although in a relative
sense abstract, yet it must not be one-sided but concrete thinking, in order to be true and rational.
Whether a given content has sensuous artistic representation for its adequate form, or in virtue
of its nature essentially demands a higher and more spiritual embodiment, is a distinction that
displays itself at once, if, for instance, we compare the Greek gods with God as conceived
according to Christian ideas. The Greek god is not abstract but individual, closely akin to the
natural human shape; the Christian God is equally a concrete personality, but in the mode of
pure spiritual existence, and is to be known as spirit and in spirit. His medium of existence is
therefore essentially inward knowledge and not external natural form, by means of which He
can only be represented imperfectly, and not in the whole depth of His idea.
But in as much as the task of art is to represent the idea to direct perception in sensuous
shape, and not in the form of thought or of pure spirituality as such, and seeing that this work
of representation has its value and dignity in the correspondence and the unity of the two sides,
i.e., of the Idea and its plastic embodiment, it follows that the level and excellency of art in
attaining a realisation adequate to its idea, must depend upon the grade of inwardness and unity
with which Idea and Shape display themselves as fused into one.
Thus the higher truth is spiritual being that has attained a shape adequate to the conception
of spirit. This is what furnishes the principle of division for the science of art. For before the
mind can attain the true notion of its absolute essence, it has to traverse a course of stages
whose ground is in this idea itself; and to this evolution of the content with which it supplies
itself, there corresponds an evolution, immediately connected therewith, of the plastic forms
of art, under the shape of which the mind as artist presents to itself the consciousness of itself.
This evolution within the art spirit has again in its own nature two sides. In the first place
the development itself is a spiritual and universal one, in so far as the graduated series of
definite conceptions of the world as the definite but comprehensive consciousness of nature,
man and God, gives itself artistic shape; and, in the second place, this universal development
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of art is obliged to provide itself with external existent and sensuous form, and the definite
modes of the sensuous art-existence are themselves a totality of necessary distinctions in the
realm of art — which are the several arts. It is true, indeed, that the necessary kinds of artistic
representation are on the one hand qua spiritual of a very general nature, and not restricted to
any one material; while sensuous existence contains manifold varieties of matter. But as this
latter, like the mind, has the Idea potentially for its inner soul, it follows from this that particular
sensuous materials have a close affinity and secret accord with the spiritual distinctions and
types of art presentation.
In its completeness, however, our science divides itself into three principal portions.
First, we obtain a general part. It has for its content and object the universal Idea of artistic
beauty — this beauty being conceived as the Ideal — together with the nearer relation of the
latter both to nature and to subjective artistic production.
Secondly, there develops itself out of the idea of artistic beauty a particular part, in as far
as the essential differences which this idea contains in itself evolve themselves into a scale of
particular plastic forms.
In the third place there results a final part, which has for its subject the individualisation of
artistic beauty, that consists in the advance of art to the sensuous realisation of its shapes and its
self-completion as a system of the several arts and their genera and species.
2. With respect to the first part, we must begin by recalling to mind, in order to make the
sequel intelligible, that the Idea qua the beautiful in art is not the Idea as such, in the mode
in which a metaphysical logic apprehends it as the absolute, but the Idea as developed into
concrete form fit for reality, and as having entered into immediate and adequate unity with
reality. For the Idea as such, although it is the essentially and actually true, is yet the truth only
in its generality which has not yet taken objective shape; but the Idea as the beautiful in art
is at once the Idea when specially determined as in its essence individual reality, and also an
individual shape of reality essentially destined to embody and reveal the Idea. This amounts
to enunciating the requirement that the Idea, and its -plastic mould as concrete reality, are
to be made completely adequate to one another. When reduced to such form the Idea, as a
reality moulded in conformity with the conception of the Idea, is the Ideal. The problem of this
conformity might, to begin with, be understood in the sense that any Idea would serve, so long
as the actual shape, it did not matter what shape, represented this particular Idea and no other.
But if so, the required truth of the Idea is confounded with mere correctness which consists in
the expression of any meaning whatever in appropriate fashion so that its import may be readily
recognised in the shape created. The Ideal is not to be thus understood. Any content whatever
may attain to being represented quite adequately, judged by the standard of its own nature, but
it does not therefore gain the right to claim the artistic beauty of the Ideal. Compared indeed
with ideal beauty even the presentation will in such a case appear defective.
From this point of view we must remark to begin with, what cannot be proved till later,
that the defects of a work of art are not to be regarded simply as always due, for instance,
to individual unskillfulness. Defectiveness of form arises from defectiveness of content, for
example, the Chinese, Indian and Egyptians in their artistic shapes, their forms of deities, and
their idols, never got beyond a formless phase, or ore of a vicious and false definiteness of
form, and were unable to attain genuine beauty; because their mythological ideas, the content
and thought of their works of art, were as yet indeterminate in themselves, or of a vicious
determinateness, and did not consist in the content that is absolute in itself. The more that
works of art excel in true beauty of presentation, the more profound is the inner truth of their
content and thought. And in dealing with this point, we have not to think merely perhaps of
the greater or lesser skill with which the natural as given in external reality are apprehended
and imitated. For in certain stages of art-consciousness and of representation, the distortion
and disfigurement of natural structures is not unintentional technical inexpertness and want
of skill, but intentional alteration, which emanates from the content that is in consciousness,
and is required thereby. Thus, from this point of view, there is such a thing as imperfect art,
which may be quite perfect, both technically and in other respects, in its determinate sphere,
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yet reveals itself to be defective when compared with the conception of art as such, and with
the Ideal. Only in the highest art are the Idea and the representation genuinely adequate to one
another, in the sense that the outward shape given to the Idea is in itself essentially and actually
the true shape, because the content of the Idea, which that shape expresses, is itself the true and
real content. It is a corollary from this, as we indicated above, that the Idea must be defined in
and through itself as concrete totality, and thereby possess in itself the principle and standard
of its particularisation and determination in external appearance. For example, the Christian
imagination will be able to represent God only in human form and with man’s intellectual
expression, because it is herein that God Himself is completely known in Himself as spirit.
Determinateness is, as it were, the bridge to phenomenal existence. Where this determinateness
is not totality derived from the Idea itself, where the Idea is not conceived as self-determining
and self-particularising, the Idea remains abstract — and has its determinateness, and therefore
the principle that dictates its particular and exclusively appropriate mode of presentation, not
in itself but external to it. Therefore, the Idea when still abstract has even its shape external,
and not dictated by itself. The Idea, however, which is concrete in itself hears the principle
of its mode of manifestation within itself, and is by that means the free process of giving
shape to itself. Thus it is only the truly concrete Idea that can generate the true shape, and this
correspondence of the two is the Ideal.
3. Now because the Idea is in this fashion concrete unity, it follows that this unity can enter
into the art consciousness only by the expansion and reconciliation of the particularities of the
Idea, and it is through this evolution that artistic beauty comes to possess a totality of particular
stages and forms. Therefore, after we have studied the beauty of art in itself and on its own
merits, we must see how beauty as a whole breaks up into its particular determinations. This
gives us our second part, the doctrine of the types of art. These forms find their genesis in the
different modes of grasping the Idea as artistic content, whereby is conditioned a difference
of the form in which it manifests itself. Hence the types of art are nothing but the different
relations of content and shape, relations which emanate from the Idea itself, and furnish thereby
the true basis of division for this sphere. For the principle of division must always be contained
in that conception whose particularisation and division is in question.
We have here to consider three relations of the Idea to its outward shaping.
a. First, the Idea gives rise to the beginning of Art when being itself still in its indistinctness
and obscurity, or in vicious untrue determinateness, it is made the import of artistic creations.
As indeterminate it does not yet possess in itself that individuality which the Ideal demands; its
abstractness and one-sidedness leave its shape to be outwardly bizarre and defective. The first
form of art is therefore rather a mere search after plastic portrayal than a capacity of genuine
representation. The Idea has not yet found the true form even within itself, and therefore
continues to be merely the struggle and aspiration thereafter. In general terms we may call this
form the Symbolic form of art. In it the abstract Idea has its outward shape external to itself
in natural sensuous matter, with which the process of shaping begins, and from which, qua
outward expression, it is inseparable.
Natural objects are thus primarily left unaltered, and yet at the same time invested with the
substantial Idea as their significance, so that they receive the vocation of expressing it, and
claim to be interpreted as though the Idea itself were present in them. At the root of this is the
fact that natural objects have in them an aspect in which they are capable of representing a
universal meaning. But as an adequate correspondence is not yet possible, this reference can
only concern an abstract attribute as when a lion is used to mean strength.
On the other hand, this abstractness of the relation brings to consciousness no less strongly
the foreignness of the Idea to natural phenomena; and the Idea, having no other reality to express
it, expatiates in all these shapes, seeks itself in them in all their unrest and disproportion, but
nevertheless does not find them adequate to itself. Then it proceeds to exaggerate natural shapes
and the phenomena of reality into indefinitenessess and disproportion, to intoxicate itself in
them, to seethe and ferment in them, to do violence to them, to distort explode them into
unnatural shapes, and strives by the variety, hugeness and splendour of the forms employed to
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exalt the phenomenon to the level of the idea. For the idea is here still more or less indeterminate
and non-plastic, but the natural objects are in their shape thoroughly determinate.
Here, in view of the unsuitability of the two elements to each other, the relation of the
Idea to objective reality becomes a negative one, for the former, as in its nature inward, is
unsatisfied with such an externality, and as being its inner universal substance persists in
exaltation or Sublimnity beyond and above all this inadequate abundance of shapes. In virtue
of this sublimnity the natural phenomena and the human shapes and incidents are accepted, and
left as they were, though at the same time understood to be inadequate to their significance,
which is exalted far above every earthly content.
These aspects may be pronounced in general terms to constitute the character of the
primitive artistic pantheism of the East, which either charges even the meanest objects with the
absolute import, or again coerces nature with violence into the expression of its view. By this
means it becomes bizarre, grotesque, and tasteless, or turns the infinite but abstract freedom
of the substantive Idea disdainfully against all phenomenal being as null and evanescent. By
such means the import cannot be completely embodied in the expression, and in spite of all
aspirations and endeavour the reciprocal inadequacy of shape and Idea remains insuperable.
This may be taken as the first form of art — symbolic art with its aspiration its disquiet, its
mystery and its sublimnity.
b. In the second form of art, which we propose to call “Classical,” the double defect of
symbolic art is cancelled. The plastic shape of symbolic art is imperfect, because, in the
first place, the Idea in it only enters into consciousness in an abstract determinateness or
indeterminateness, and, in the second place, this must always make the conformity of shape to
import defective, and in its turn merely abstract. The classical form of art is the solution of this
double difficulty; it is the free and adequate embodiment of the Idea in the shape that, according
to its conception is peculiarly appropriate to the Idea itself. With it, therefore, the Idea is capable
of entering into free and complete accord. Hence, the classical type of art is the first to afford
the production and intuition of the completed Ideal, and to establish it as a realised fact.
The conformity, however, of notion and reality in classical art must not be taken in the
purely formal sense of the agreement of a content with the external shape given to it, any
more than this could be the with the Ideal itself. Otherwise every copy from nature, and every
type of countenance, every landscape, flower, or scene, etc., which forms the purport of any
representation, would be at once made classical by the agreement which it displays between
form and content. On the contrary, in classical art the peculiarity of the content consists in being
itself concrete idea, and as such, the concrete spiritual; for only the spiritual is the truly inner
self. To suit such a content, then, we must search out that in Nature which on its own merits
belongs to the essence and actuality of the mind. It must be the absolute notion that invented
the shape appropriate to concrete mind, so that the subjective notion — in this case the spirit of
art — has merely found it, and brought it, as an existence possessing natural shape, into accord
with free individual spirituality. This shape, with which the Idea as spiritual — as individually
determinate spirituality — invests itself when manifested as a temporal phenomenon, is the
human form. Personification and anthropomorphism have often been decried as a degradation
of the spiritual; but art, in as far as its end is to bring before perception the spiritual in sensuous
form, must advance to such anthropomorphism, as it is only in its proper body that mind is
adequately revealed to sense. The migration of souls is in this respect a false abstraction (ed. if
it represents the soul as independent of an appropriate body) and physiology ought to have made
it one of its axioms that life had necessarily in its evolution to attain to the human shape, as the
sole sensuous phenomenon that is appropriate to mind (Spirit). The human form is employed
in the classical type of art not as mere sensuous existence, but exclusively as the existence
and physical form corresponding to mind, and is therefore exempt from all the deficiencies
of what is merely sensuous, and from the contingent finiteness of phenomenal existence. The
outer shape must be thus purified in order to express in itself a content adequate to itself; and
again, if the conformity of import and content is to be complete, the spiritual meaning which
is the content must be of a particular kind. It must, that is to say, be qualified to express itself
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completely in the physical form of man, without projecting into another world beyond the scope
of such an expression in sensuous and bodily terms. This condition has the effect that Mind is
by it at once specified as a particular case of mind, as human mind, and not as simply absolute
and eternal, inasmuch as mind in this latter sense is incapable of proclaiming and expressing
itself otherwise than as intellectual being (ed. Geistigkeit should be translated here as spiritual).
Out of this latter point arises, in its turn, the defect which brings about the dissolution of
classical art, and demands a transition into a third and higher form, viz., into the romantic form
of art.
c. The romantic form of art destroys the completed union of the Idea and its reality, and
recurs, though in a higher phase, to that difference and antagonism of two aspects which was
left unvanquished by symbolic art. The classical type attained the highest excellence, of which
the sensuous embodiment of art is capable; and if it is in any way defective, the defect is in art
as a whole, i.e., in the limitation of its sphere. This limitation consists in the fact that art as such
takes for its object Mind — the conception of which is infinite concrete universality — in the
shape of sensuous concreteness, and in the classical phase sets up the perfect amalgamation of
spiritual and sensuous existence as a Conformity of the two. Now, as a matter of fact, in such an
amalgamation Mind cannot be represented according to its true notion. For mind is the infinite
subjectivity of the Idea, which, as absolute inwardness, is not capable of finding free expansion
in its true nature on condition of remaining transposed into a bodily medium as the existence
appropriate to it.
As an escape from such condition the romantic form of art in its turn dissolves the
inseparable unity of the classical phase, because it has won a significance which goes beyond
the classical form of art and its mode of expression. This significance we may — if we may
recall familiar ideas — coincides with what Christianity declares to be true of God as Spirit, in
contradistinction to the Greek faith in gods which forms the essential and appropriate content
for classical art. In Greek art the content import is potentially, but not explicitly, the unity of the
human and divine nature; a unity which, just because it is purely immediate and not explicit, is
capable of adequate manifestation in an immediate and sensuous mode. The Greek god is the
object of naive intuition and sensuous imagination. His shape is, therefore, the bodily shape of
man. The circle of his power and of his being is individual and individually limited. In relation
with the subject, he is, therefore, an essence and a power with which the subject’s inner being
is merely latent unity, not itself possessing this unity as inward subjective knowledge. Now the
higher stage is the knowledge of this latent unity, which as latent is the import of the classical
form of art, and capable of perfect representation in bodily shape. The elevation of the latent
or potential into self-conscious knowledge produces an enormous difference. It is the infinite
difference which, e.g., separates man as such from the animals. Man is animal, but even in his
animal functions he is not confined within the latent and potential as the animal is, but becomes
conscious of them, learns to learns to know them, and raises them — as for instance, the process
of digestion — into self conscious science. By this means Man breaks the boundary of merely
latent and immediate consciousness, so that just for the reason that he knows himself be animal,
he ceases to be animal, and as mind, attains to self-knowledge.
If in the above fashion the unity of the human and divine nature, which in the former phase
was potential, is raised from an immediate to a conscious unity, it follows that true medium
for the reality of this content is no longer the sensuous immediate existence of spiritual, the
human bodily shape, but self-conscious inward intelligence (Innerlichkeit, lit. “inwardness”).
Now Christianity brings God before our intelligence as spirit, or mind — not as particularised
individual spirit, but as absolute, in spirit and in truth. And for this reason Christianity retires
from the sensuousness of imagination into intellectual inwardness, and makes this, not bodily
shape, the medium and actual existence of its significance. So, too, the unity of the human
and divine nature is a conscious unity, only to be realised by spiritual knowledge and in spirit.
Thus the new content, won by this unity, is not inseparable from sensuous representation, as
if that were adequate to it, but is freed from this immediate existence which has to be posited
as negative, absorbed, and reflected into the spiritual unity. In this way, romantic art must be
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considered as art transcending itself, while remaining within the artistic sphere and in artistic
form.
Therefore, in short, we may abide by the statement that in this third stage the object (of
art) is free, concrete intellectual being, which has the function of revealing itself as spiritual
existence for the inward world of spirit. In conformity with such an object-matter, art cannot
work for sensuous perception. It must address itself to inward mind, which coalesces with,
its object as though this were itself, to the subjective inwardness, to the heart, the feeling,
which, being spiritual, aspires to freedom within itself, and seeks and finds its reconciliation
only in the spirit within. It is this inner world that forms the content of the romantic, and must
therefore find its representation as such inward feeling, and in the show or presentation of such
feeling. The world of inwardness celebrates its triumph over the outer world, and actually in the
sphere of the outer and in its medium manifests this its victory, owing to which the sensuous
appearance sinks into worthlessness.
But, on the other hand, this [romantic] type of Art, like every other, needs an external vehicle
of expression. Now the spiritual has withdrawn into itself out of the external and its immediate
oneness therewith. For this reason, the sensuous externality of concrete form is accepted and
represented, as in Symbolic art, as something transient and fugitive. And the same measure
is dealt to the subjective finite mind and will, even including the peculiarity or caprice of the
individual, of character, action, etc., or of incident and plot. The aspect of external existence is
committed to contingency, and left at the mercy of freaks of imagination, whose caprice is no
more likely to mirror what is given as it is given, than to throw the shapes of the outer world
into chance medley, or distort them into grotesqueness. For this external element no longer
has its notion and significance, as in classical art, in its own sphere, and in its own medium. It
has come to find them in the feelings, the display of which is in themselves instead of being
in the external and its form of reality, and which have the power to preserve or to regain their
state of reconciliation with themselves, in every accident, in every unessential circumstance
that takes independent shape, in all misfortune and grief, and even in crime. Owing to this, the
characteristics of symbolic art, in difference, discrepancy, and severance of Idea and plastic
shape, are here reproduced, but with an essential difference. In the sphere of the romantic, the
Idea, whose defectiveness in the case of the symbol produced the defect of external shape, has
to reveal itself in the medium of spirit and feelings as perfected in itself. And it is because of this
higher perfection that it withdraws itself from any adequate union with the external element,
inasmuch as it can seek and achieve its true reality and revelation nowhere but in itself.
This we may take as in the abstract the character of the symbolic, classical, and romantic
forms of art, which represent the three relations of the Idea to its embodiment in the sphere of
art. They consist in the aspiration after, and the attainment and transcendence of the Ideal as the
true Idea of beauty.
4. The third part of our subject, in contradistinction to the two just described, presupposes
the conception of the Ideal, and the general types of art, inasmuch as it simply consists of
their realisation in particular sensuous media. Hence we have no longer to do with the inner
development of artistic beauty in conformity with its general fundamental principles. What
we have to study is how these principles pass into actual existence, how they distinguish
themselves in their external aspect, and how they give actuality to every element contained in
the idea of beauty, separately and by itself as a work of art, and not merely as a general type.
Now, what art transfers into external existence are the differences proper to the idea of beauty
and immanent therein. Therefore, the general types of art must reveal themselves in this third
part, as before, in the character of the fundamental principle that determines the arrangement
and definition of the several arts; in other words, the species of art contain in themselves the
same essential modifications as those with which we become acquainted as the general types
of art. External objectivity, however, to which these forms are introduced through the medium
of a sensuous and therefore particular material, affects these types in the way of making them
separate into independent and so particular forms embodying their realisation. For each type
finds its definite character in some one definite external material, and its adequate actuality
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in the mode of portrayal which that prescribes. But, moreover, these types of art, being for
all their determinateness, its universal forms, break the bounds of particular realisation by a
determinate form of art, and achieve existence in other arts as well, although in subordinate
fashion. Therefore, the particular arts belong each of them specifically to one of the general
types of art, and constitutes its adequate external actuality; and also they represent, each of
them after its own mode of external plasticity, the totality of the types of art.
Then, speaking generally, we are dealing in this third principal division with the beautiful of
art, as it unfolds itself in the several arts and in their creations into a world of actualised beauty.
The content of this world is the beautiful, and the true beautiful; as we saw, is spiritual being
in concrete shape, the Ideal, or, more closely looked at, the absolute mind, and the truth itself.
This region, that of divine truth artistically represented to perception and to feeling, forms the
center of the whole world of art. It is the independent, free, and divine plasticity, which has
thoroughly mastered the external elements of form and of medium, and wears them simply
as a means to manifestation of itself. Still, as the beautiful unfolds itself in this region in the
character of objective reality, and in so doing distinguishes within itself its individual aspects
and elements, permitting them independent particularity, it follows that this center erects its
extremes, realised in their peculiar actuality, into its own antitheses. Thus one of these extremes
comes to consist in an objectivity yet devoid of mind, in the merely natural vesture of God. At
this point the external element takes plastic shape as something that has its spiritual aim and
content, not in itself, but in another.
The other is the divine as inward, as something known, as the variously particularised
subjective existence of the Deity; it is the truth as operative and vital in sense, heart, and
mind of individual subjects, not persisting in the mould of its external shapes, but as having
returned into subjective individual inwardness. In such a mode, the Divine is at the same time
distinguished from its first manifestation as Deity, and passes thereby into the diversity of
particulars which belongs to all subjective knowledge — emotion, perception, and feeling. In
the analogous province of religion, with which art at its highest stage is immediately connected,
we conceive this same difference as follows. First, we think of the earthly natural life in its
finiteness as standing on one side; but, then, secondly, consciousness makes God its object,
in which the distinction of objectivity and subjectivity is done away. And at last, thirdly, we
advance from God as such to the devotion of the community, that is, to God as living and present
in the subjective consciousness. Just so these three chief modifications present themselves in
the world of art in independent development.
a. The first of the particular arts with which, according to their fundamental principle, we
have to begin, is architecture as a fine art. Its task lies in so manipulating external inorganic
nature that it becomes cognate to mind, as an artistic outer world. The material of architecture
is matter itself in its immediate externality as a heavy mass subject to mechanical laws, and
its forms do not depart from the forms of inorganic nature, but are merely set in order in
conformity with relations of the abstract understanding, i.e., with relations of symmetry. In this
material and in such forms the ideal as concrete spirituality does not admit of being realised.
Hence the reality which is represented in them remains contrasted with the Idea, as something
external which it has not penetrated, or has penetrated only to establish an abstract relation.
For these reasons the fundamental type of the fine art of building is the symbolical form of
art. It is architecture that pioneers the way for the adequate realisation of the God, and in this
its service bestows hard toil upon existing nature, in order to disentangle it from the jungle
of finitude and the abortiveness of chance. By this means it levels a space for the God, gives
form to his external surroundings, and builds him his temple as a fit place for concentration
of spirit, and for its direction to the mind’s absolute objects. It raises an enclosure round the
assembly of those gathered together, as a defence against the threatening of the storm, against
rain, the hurricane, and wild beasts, and reveals the will to assemble, although externally, yet in
conformity with principles of art. With such import as this it has power to inspire its material
and its forms more or less effectively, as the determinate character of the content on behalf
of which it sets to work is more or less significant, more concrete or more abstract, more
SophiaOmni						
www.sophiaomni.org

23

profound in sounding its own depths, or more dim and more superficial. So much, indeed, may
architecture attempt in this respect as even to create an adequate artistic existence for such an
import in its shapes and in its material. But in such a case it has already overstepped its own
boundary, and is leaning to sculpture, the phase above it. For the limit of architecture lies
precisely in this point, that it retains the spiritual as inward existence over against the external
forms of the art, and consequently must refer to what has soul only as to something other than
its own creations.
b. Architecture, however, as we have seen, has purified the external world, and endowed
it with symmetrical order and with affinity to mind; and the temple of the God, the house of
his community, stands ready. Into this temple, then, in the second place, the God enters in the
lightning-flash of individuality which strikes and permeates the inert mass, while the infinite
and no longer merely symmetrical form belonging to mind itself concentrates and gives shape
to the corresponding bodily existence. This is the task of Sculpture. In as far as in this art the
spiritual inward being which architecture can but indicate makes itself at home in the sensuous
shape and its external matter, and in as far as these two sides are so adapted to one another that
neither is predominant, sculpture must be assigned the classical form of art as its fundamental
type. For this reason the sensuous element itself has here no expression which could not be
that of the spiritual element, just as, conversely, sculpture can represent no spiritual content
which does not admit throughout of being adequately presented to perception in bodily form.
Sculpture should place the spirit before us in its bodily form and in immediate unity therewith
at rest and in peace; and the form should be animated by the content of spiritual individuality.
And so the external sensuous matter is here no longer manipulated, either in conformity with its
mechanical quality alone, as a mass possessing weight, nor in shapes belonging to the inorganic
world, nor as indifferent to colour, etc.; but it is wrought in ideal forms of the human figure,
and, it must be remarked, in all three spatial dimensions. In this last respect we must claim for
sculpture, that it is in it that the inward and spiritual are first revealed in their eternal repose
and essential self completeness. To such repose and unity with itself there can correspond only
that external shape which itself maintains its unity and repose. And this is fulfilled by shape
in its abstract spatiality. The spirit which sculpture represents is that which is solid in itself,
not broken up in the play of trivialities and of passions; and hence its external form too is not
abandoned to any manifold phases of appearance, but appears under this one aspect only, as the
abstraction of space in the whole of its dimensions.
c. Now, after architecture has erected the temple, and the hand of sculpture has supplied it
with the statue of the God, then, in the third place, this god present to sense is confronted in the
spacious halls of his house by the community. The community is the spiritual reflection into
itself of such sensuous existence, and is the animating subjectivity and inner life which brings
about the result that the determining principle for the content of art, as well as for the medium
which represents it in outward form, comes to be particularisation (dispersion into various
shapes, attributes, incidents, etc.), individualisation, and the subjectivity which they require.
The solid unity which the God has in sculpture breaks up into the multitudinous inner lives of
individuals, whose unity is not sensuous, but purely ideal.
It is Only in this stage that God Himself comes to be really and truly spirit — the spirit in
His (God’s) community; for He here begins to be a to-and-fro; an alternation between His unity
within himself and his realisation in the individual’s knowledge and in its separate being, as
also in the common nature and union of the multitude. In the community, God is released from
the abstractness of unexpanded self-identity, as well as from the simple absorption in a bodily
medium by which sculpture represents Him. And He is thus exalted into spiritual existence and
into knowledge, into the reflected appearance which essentially displays itself as inward and
as subjectivity. Therefore the higher content is now the spiritual nature, and that in its absolute
shape. But the dispersion of which we have spoken reveals this at the same time as particular
spiritual being, and as individual character. Now, what manifests itself in this phase as the main
thing is not the serene quiescence of the God in Himself, but appearance as such, being which is
for another, self-manifestation. And hence, in the phase we have reached, all the most manifold
SophiaOmni						
www.sophiaomni.org

24

subjectivity in its living movement and operation — as human passion, action, and incident,
and, in general, the wide realm of human feeling, will, and its negation — is for its own sake
the object of artistic representation. In conformity with this content the sensuous element of art
has at once to show itself as made particular in itself, and as adapted to subjective inwardness.
Media that fulfil this requirement we have in colour, in musical sound, and finally in sound
as the mere indication of inward perceptions and ideas; and as modes of realising the import
in question by help of these media we obtain music and poetry. In this region the sensuous
medium displays itself as divided in its own being and universally set down as ideal. Thus it
has the highest degree of conformity with the content of art, which, as such, is spiritual, and
the connection of intelligible import and sensuous medium develops into closer intimacy than
was possible in the case of architecture and sculpture. The unity attained, however, is a more
inward unity, the weight of which is thrown wholly on the subjective side, and which, in as
far as form and content are compelled to particularise themselves and give themselves merely
ideal existence, can only come to pass at the expense of the objective universality of the content
and also of its amalgamation with the immediately sensuous element. The arts, then, of which
form and content exalt themselves to ideality, abandon the character of symbolic architecture
and the classical ideal of sculpture, and therefore borrow their type from the romantic form of
art, whose mode of plasticity they are most adequately adapted to express. And they constitute
a totality of arts, because the romantic type is the most concrete in itself.
(1) The articulation of this third sphere of the individual arts may be determined as follows.
The first art in it, which comes next to sculpture, is painting. It employs as a medium for
its content and for the plastic embodiment of that content visibility as such in as far as it is
specialised in its own nature, i.e., as developed into colour. It is true that the material employed
in architecture and sculpture is also visible and coloured; but it is not, as in painting, visibility as
such, not the simple light which, differentiating itself in virtue of its contrast with darkness, and
in combination with the latter, gives rise to colour. This quality of visibility, made subjective in
itself and treated as ideal, needs neither, like architecture, the abstractly mechanical attribute of
mass as operative in the properties of heavy matter, nor, like sculpture, the complete sensuous
attributes of space, even though concentrated into organic shapes. The visibility and the
rendering visible which belong to painting have their differences in a more ideal form, in the
several kinds of colour, and they liberate art from the sensuous completeness in space which
attaches to material things, by restricting themselves to a plane surface.
On the other hand, the content also attains the most comprehensive specification. Whatever
can find room in the human heart, as feeling, idea, and purpose; whatever it is capable of
shaping into act — all this diversity of material is capable of entering into the varied content of
painting. The whole realm of particular existence, from the highest embodiment of mind down
to the most isolated object of nature, finds a place here. For it is possible even for finite nature,
in its particular scenes and phenomena, to make its appearance in the realm of art, if only some
allusion to an element of mind endows it with affinity to thought and feeling.
(2) The second art in which the romantic type realises itself is contrasted with painting, and
is music. Its medium, though still sensuous, yet develops into still more thorough subjectivity
and particularisation. Music, too, treats the sensuous as ideal, and does so by negating, and
idealising into the individual isolation of a single point, the indifferent externality of space,
whose complete semblance is accepted and imitated by painting. The single point, qua such
a negativity (excluding space) is in itself a concrete and active process of positive negation
within the attributes of matter, in the shape of a motion and tremor of the material body within
itself and in its relation to itself. Such an inchoate ideality of matter, which appears no longer as
under the form of space, but as temporal ideality, is sound, the sensuous set down as negated,
with its abstract visibility converted into audibility, in as much as sound, so to speak liberates
the ideal content from its immersion in matter. This earliest inwardness of matter and inspiration
of soul into it furnishes the medium for the mental inwardness itself as yet indefinite and for
the soul into which mind concentrates itself; and finds utterance in its tones for the heart with
its whole gamut of feelings and passions. Thus music forms the center of the romantic arts,
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just as sculpture represents the central point between architecture and the arts of romantic
subjectivity. Thus, too, it forms the point of transition between abstract spatial sensuousness,
such as painting employs, and the abstract spirituality of poetry. Music has within itself, like
architecture, a relation of quantity conformable to the understanding, as the antithesis to
emotion and inwardness; and has also as its basis a solid conformity to law on the part of the
tones, of their conjunction, and of their succession.
(3) As regards the third and most spiritual mode of representation of the romantic art-type,
we must look for it in poetry. Its characteristic peculiarity lies in the power with which it
subjects to the mind and to its ideas the sensuous element from which music and painting in
their degree began to liberate art. For sound, the only external matter which poetry retains, is in
it no longer the feeling of the sensuous itself, but is a sign, which by itself is void of import. And
it is a sign of the idea which has become concrete in itself, and not merely of indefinite feeling
and of its nuances and grades. This is how sound develops into the Word, as voice articulate in
itself, whose import it is to indicate ideas and notions. The merely negative point up to which
music has developed now makes its appearance as the completely concrete point, the point
which is mind, the self conscious individual, which, producing out of itself the infinite space
of its ideas, unites it with the temporal character of sound. Yet this sensuous element, which in
music was still immediately one with inward feeling, is in poetry separated from the content of
consciousness. In poetry the mind determines this content for its own sake, and apart from all
else, into the shape of ideas, and though it employs sound to express them, yet treats it solely
as a symbol without value or import. Thus considered, sound may just as well be reduced to
a mere letter, for the audible, like the visible is thus depressed into a mere indication of mind.
For this reason the proper medium of poetical representation is the poetical imagination and
intellectual portrayal itself. And as this element is common to all types of art, it follows that
poetry runs through them all and develops itself independently in each. Poetry is the universal
art of the mind which has become free in its own nature, and which is not tied to its final
realisation in external sensuous matter, but expatiates exclusively in the inner space and inner
time of the ideas and feelings. Yet just in this its highest phase art ends by transcending itself,
in as much as it abandons the medium of a harmonious embodiment of mind in sensuous form,
and passes from the poetry of imagination into the prose of thought.
5. Such we may take to be the articulated totality of the particular arts, viz., the external art of
architecture, the objective art of sculpture, and the subjective art of painting, music and poetry.
Many other classifications have been attempted, for a work of art presents so many aspects,
that, as has often been the case, first one and then another is made the basis of classification. For
instance, one might take the sensuous medium. Thus architecture is treated as crystallisation;
sculpture, as the organic modelling of the material in its sensuous and spatial totality; painting,
as the coloured surface and line; while in music, space, as such, passes into the point of time
possessed of content within itself, until finally the external medium is in poetry depressed into
complete insignificance. Or, again, these differences have been considered with reference to
their purely abstract attributes of space and time. Such abstract peculiarities of works of art
may, like their material medium, be consistently explored in their characteristic traits; but they
cannot be worked out as the ultimate and fundamental law, because any such aspect itself
derives its origin from a higher principle, and must therefore be subordinate thereto.
This higher principle we have found in the types of art – symbolic, classical, and romantic
– which are the universal stages or elements of the Idea of beauty itself. For symbolic art
attains its most adequate reality and most complete application in architecture, in which it holds
sway in the full import of its notion, and is not yet degraded to be, as it were, the inorganic
nature dealt with by another art. The Classical type of art, on the other hand, finds adequate
realisation in sculpture, while it treats architecture only as furnishing an enclosure in which it is
to operate, and has not acquired the power of developing painting and music as absolute form
for its content. The romantic type of art, finally, takes possession of painting and music, and
in like manner of poetic representation, as substantive and unconditionally adequate modes of
utterance. Poetry, however, is conformable to all types of the beautiful, and extends over them
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all, because the artistic imagination is its proper medium, and imagination is essential to every
product that belongs to the beautiful, whatever it type may be.
And, therefore, what the particular arts realise in individual works of art, are according to
their abstract conception simply universal types which constitute the self-unfolding Idea of
beauty. It is as the external realisation of this Idea that the wide Pantheon of art is being erected,
whose architect and builder is the spirit of beauty as it awakens to self-knowledge, and to
complete which the history of the world will need its evolution of ages.
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