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physical m
eans. W

e can obtain the effect of certain dram
as by sim

ply
reading them

; others need declam
ation and scenic display: som

e artistic
intuitions, for their full extrinsication, need w

ords, song, m
usical instru-

m
ents, colours, statuary, architecture, actors; w

hile others are beautiful
and com

plete in a single delicate sw
eep of the pen, or w

ith a few
 strokes

of the pencil. But it is false to suppose that declam
ation and scenic ef-

fects, and all the other things w
e have m

entioned together, are m
ore pow-

erful than sim
ply reading, or than the sim

ple stroke w
ith the pen and w

ith
the pencil; because each of these facts or groups of facts has, so to say, a
different object, and the pow

er of the different m
eans em

ployed cannot
be com

pared w
hen the objects are different.

Finally, it is only from
 the point of view

 of a clear and rigor-
ous distinction betw

een the true and proper aesthetic activity,
and the practical activity of externalization, that w

e can solve the
involved and confused questions as to the relations betw

een art
and utility, and art and m

orality.
That art as art is independent alike of utility and of m

orality, as also of
every volitional form

, w
e have above dem

onstrated. W
ithout this inde-

pendence, it w
ould not be possible to speak of an intrinsic value of art,

nor indeed to conceive an aesthetic science, w
hich dem

ands the auton-
om

y of the aesthetic fact as a necessity of its existence.
But it w

ould be erroneous to m
aintain that this independence of the vi-

sion or intuition or internal expression of the artist should be at once ex-
tended to the practical activity of externalization and of com

m
unication,

w
hich m

ay or m
ay not follow

 the aesthetic fact. If art be understood as
the externalization of art, then utility and m

orality have a perfect right to
deal w

ith it; that is to say, the right one possesses to deal w
ith one’s ow

n
household.

W
e do not, as a m

atter of fact, externalize and fix all of the m
any ex-

pressions and intuitions w
hich w

e form
 in our m

ind; w
e do not declare

our every thought in a loud voice, or w
rite dow

n, or print, or draw, or
colour, or expose it to the public gaze. W

e select from
 the crow

d of intu-
itions w

hich are form
ed or at least sketched w

ithin us; and the selection
is governed by selection of the econom

ic conditions of life and of its
m

oral direction. Therefore, w
hen w

e have form
ed an intuition, it rem

ains
to decide w

hether or no w
e should com

m
unicate it to others, and to

w
hom

, and w
hen, and how

; all of w
hich considerations fall equally under

the utilitarian and ethical criterion.
Thus w

e find the concepts of selection, of the interesting, of m
orality,

of an educational end, of popularity, etc., to som
e extent justified, al-

though these can in no w
ise be justified as im

posed upon art as art, and
w

e have ourselves denounced them
 in pure A

esthetic. Error alw
ays con-
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rapher; a m
usical m

otive, tender or energetic; the w
ords of a sighing

lyric, or those w
ith w

hich w
e ask, com

m
and and lam

ent in ordinary life,
m

ay w
ell all be intuitive facts w

ithout a shadow
 of intellective relation.

But, think w
hat one m

ay of these instances, and adm
itting further that

one m
ay m

aintain that the greater part of the intuitions of civilized m
an

are im
pregnated w

ith concepts, there yet rem
ains to be observed som

e-
thing m

ore im
portant and m

ore conclusive. Those concepts w
hich are

found m
ingled and fused w

ith the intuitions, are no longer concepts, in so
far as they are really m

ingled and fused, for they have lost all indepen-
dence and autonom

y. They have been concepts, but they have now
 be-

com
e sim

ple elem
ents of intuition. The philosophical m

axim
s placed in

the m
outh of a personage of tragedy or of com

edy, perform
 there the

function, not of concepts, but of characteristics of such personage; in the
sam

e w
ay as the red in a painted figure does not there represent the red

colour of the physicists, but is a characteristic elem
ent of the portrait.

The w
hole it is that determ

ines the quality of the parts. A
 w

ork of art
m

ay be full of philosophical concepts; it m
ay contain them

 in greater
abundance and they m

ay be there even m
ore profound than in a philo-

sophical dissertation, w
hich in its turn m

ay be rich to overflow
ing w

ith
descriptions and intuitions. But, notw

ithstanding all these concepts it
m

ay contain, the result of the w
ork of art is an intuition; and notw

ith-
standing all those intuitions, the result of the philosophical dissertation is
a concept. The Prom

essi Sposi contains copious ethical observations and
distinctions, but it does not for that reason lose in its total effect its char-
acter of sim

ple story, of intuition. In like m
anner the anecdotes and satiri-

cal effusions w
hich m

ay be found in the w
orks of a philosopher like

Schopenhauer, do not rem
ove from

 those w
orks their character of intel-

lective treatises. The difference betw
een a scientific w

ork and a w
ork of

art, that is, betw
een an intellective fact and an intuitive fact lies in the re-

sult, in the diverse effect aim
ed at by their respective authors. This it is

that determ
ines and rules over the several parts of each.
But to adm

it the independence of intuition as regards concept
does not suffice to give a true and precise idea of intuition. A

n-
other error arises am

ong those w
ho recognize this, or w

ho, at any rate, do
not m

ake intuition explicitly dependent upon the intellect. This error ob-
scures and confounds the real nature of intuition. By intuition is fre-
quently understood the perception or know

ledge of actual reality, the ap-
prehension of som

ething as real.
Certainly perception is intuition: the perception of the room

 in w
hich I

am
 w

riting, of the ink-bottle and paper that are before m
e, of the pen I

am
 using, of the objects that I touch and m

ake use of as instrum
ents of

m
y person, w

hich, if it w
rite, therefore exists; —

 these are all intuitions.

2
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e

sa
m

e 
le

ve
l, 

an
d 

co
ul

d 
be

 d
ed

uc
ed

 f
ro

m
 th

e 
sa

m
e 

lo
gi

ca
l 

va
ria

bl
e,

 a
s

fo
un

da
tio

n 
of

 th
e 

di
vi

sio
n.

 O
th

er
s h

av
e 

pr
op

os
ed

 th
e 

di
vi

sio
n 

in
to

 a
rts

 o
f

sp
ac

e 
an

d 
tim

e,
 a

nd
 a

rts
 o

f r
es

t a
nd

 m
ot

io
n;

 a
s 

if 
th

e 
co

nc
ep

ts
 o

f s
pa

ce
,

tim
e,

 re
st,

 a
nd

 m
ot

io
n 

co
ul

d 
de

te
rm

in
e 

sp
ec

ia
l a

es
th

et
ic

 fo
rm

s,
 o

r 
ha

ve
an

yt
hi

ng
 in

 c
om

m
on

 w
ith

 a
rt 

as
 su

ch
. F

in
al

ly
, o

th
er

s 
ha

ve
 a

m
us

ed
 th

em
-

se
lv

es
 b

y 
di

vi
di

ng
 th

em
 in

to
 c

la
ss

ic
 a

nd
 ro

m
an

tic
, o

r i
nt

o 
or

ie
nt

al
, c

la
s-

sic
, a

nd
 ro

m
an

tic
, t

he
re

by
 c

on
fe

rri
ng

 th
e 

va
lu

e 
of

 s
ci

en
tifi

c 
co

nc
ep

ts
 o

n
sim

pl
e 

hi
sto

ric
al

 d
en

om
in

at
io

ns
, o

r 
ad

op
tin

g 
th

os
e 

pr
et

en
de

d 
pa

rti
tio

ns
of

 e
xp

re
ss

iv
e 

fo
rm

s,
 a

lre
ad

y 
cr

iti
ci

ze
d 

ab
ov

e;
 o

r 
by

 ta
lk

in
g 

of
 a

rts
 th

at
ca

n 
on

ly
 b

e 
se

en
 fr

om
 o

ne
 si

de
, l

ik
e 

pa
in

tin
g,

 a
nd

 o
f a

rts
 th

at
 c

an
 b

e 
se

en
fro

m
 a

ll 
sid

es
, l

ik
e 

sc
ul

pt
ur

e 
—

 a
nd

 s
im

ila
r 

ex
tra

va
ga

nc
es

, w
hi

ch
 e

xi
st

ne
ith

er
 in

 h
ea

ve
n 

no
r o

n 
th

e 
ea

rth
.

Th
e 

th
eo

ry
 o

f 
th

e 
lim

its
 o

f 
th

e 
ar

ts
 w

as
, p

er
ha

ps
, a

t t
he

 ti
m

e 
w

he
n 

it
w

as
 p

ut
 fo

rw
ar

d,
 a

 b
en

efi
ci

al
 c

rit
ic

al
 re

ac
tio

n 
ag

ai
ns

t t
ho

se
 w

ho
 b

el
ie

ve
d

in
 th

e 
po

ss
ib

ili
ty

 o
f t

he
 fl

ow
in

g 
of

 o
ne

 e
xp

re
ss

io
n 

in
to

 a
no

th
er

, a
s 

of
 th

e
Ili

ad
 o

r o
f P

ar
ad

ise
 L

os
t i

nt
o 

a 
se

rie
s 

of
 p

ai
nt

in
gs

, a
nd

 th
us

 h
el

d 
a 

po
em

to
 b

e 
of

 g
re

at
er

 o
r 

le
ss

er
 v

al
ue

, a
cc

or
di

ng
 a

s 
it 

co
ul

d 
or

 c
ou

ld
 n

ot
 b

e
tra

ns
la

te
d 

in
to

 p
ic

tu
re

s 
by

 a
 p

ai
nt

er
. B

ut
 if

 th
e 

re
be

lli
on

 w
er

e 
re

as
on

ab
le

an
d 

vi
ct

or
io

us
, t

hi
s 

do
es

 n
ot

 m
ea

n 
th

at
 th

e 
ar

gu
m

en
ts

 a
do

pt
ed

 a
nd

 th
e

th
eo

rie
s m

ad
e 

as
 re

qu
ire

d 
w

er
e 

so
un

d.
A

no
th

er
 th

eo
ry

 w
hi

ch
 is

 a
 c

or
ol

la
ry

 to
 th

at
 o

f t
he

 li
m

its
 o

f t
he

ar
ts,

 fa
lls

 w
ith

 th
em

; t
ha

t o
f t

he
 u

ni
on

 o
f t

he
 a

rts
. G

ra
nt

ed
 d

iff
er

-
en

t a
rts

, d
ist

in
ct

 a
nd

 li
m

ite
d,

 th
e 

qu
es

tio
ns

 w
er

e 
as

ke
d:

 W
hi

ch
 is

th
e 

m
os

t p
ow

er
fu

l?
 D

o 
w

e 
no

t o
bt

ai
n 

m
or

e 
po

w
er

fu
l e

ffe
ct

s 
by

 u
ni

tin
g

se
ve

ra
l?

 W
e 

kn
ow

 n
ot

hi
ng

 o
f t

hi
s: 

w
e 

kn
ow

 o
nl

y,
 in

 e
ac

h 
in

di
vi

du
al

 c
as

e,
th

at
 c

er
ta

in
 g

iv
en

 a
rti

sti
c 

in
tu

iti
on

s 
ha

ve
 n

ee
d 

of
 d

efi
ni

te
 p

hy
sic

al
 m

ea
ns

fo
r t

he
ir 

re
pr

od
uc

tio
n,

 a
nd

 th
at

 o
th

er
 a

rti
sti

c 
in

tu
iti

on
s h

av
e 

ne
ed

 o
f o

th
er

14

6 8

In
tu

iti
on

an
d 

se
ns

a-
tio

n.

9 10

Bu
t t

he
 im

ag
e 

th
at

 is
 n

ow
 p

as
sin

g 
th

ro
ug

h 
m

y 
br

ai
n 

of
 a

 m
e 

w
rit

in
g 

in
an

ot
he

r r
oo

m
, i

n 
an

ot
he

r t
ow

n,
 w

ith
 d

iff
er

en
t p

ap
er

, p
en

 a
nd

 in
k,

 is
 a

lso
an

 in
tu

iti
on

. T
hi

s m
ea

ns
 th

at
 th

e 
di

sti
nc

tio
n 

be
tw

ee
n 

re
al

ity
 a

nd
 n

on
-re

al
-

ity
 is

 e
xt

ra
ne

ou
s, 

se
co

nd
ar

y,
 to

 th
e 

tru
e 

na
tu

re
 o

f i
nt

ui
tio

n.
 If

 w
e 

as
su

m
e

th
e 

ex
ist

en
ce

 o
f a

 h
um

an
 m

in
d 

w
hi

ch
 sh

ou
ld

 h
av

e 
in

tu
iti

on
s 

fo
r t

he
 fi

rs
t

tim
e,

 it
 w

ou
ld

 se
em

 th
at

 it
 c

ou
ld

 h
av

e 
in

tu
iti

on
s 

of
 e

ffe
ct

iv
e 

re
al

ity
 o

nl
y,

th
at

 is
 to

 sa
y,

 th
at

 it
 c

ou
ld

 h
av

e 
pe

rc
ep

tio
ns

 o
f n

ot
hi

ng
 b

ut
 th

e 
re

al
. B

ut
 if

th
e 

kn
ow

le
dg

e 
of

 re
al

ity
 b

e 
ba

se
d 

up
on

 th
e 

di
sti

nc
tio

n 
be

tw
ee

n 
re

al
 im

-
ag

es
 a

nd
 u

nr
ea

l i
m

ag
es

, a
nd

 if
 th

is
 d

ist
in

ct
io

n 
do

es
 n

ot
 o

rig
in

al
ly

 e
xi

st,
th

es
e 

in
tu

iti
on

s w
ou

ld
 in

 tr
ut

h 
no

t b
e 

in
tu

iti
on

s e
ith

er
 o

f t
he

 re
al

 o
r o

f t
he

un
re

al
, b

ut
 p

ur
e 

in
tu

iti
on

s.
 W

he
re

 a
ll 

is
 re

al
, n

ot
hi

ng
 is

 re
al

. T
he

 c
hi

ld
,

w
ith

 it
s 

di
ffi

cu
lty

 o
f 

di
sti

ng
ui

sh
in

g 
tru

e 
fro

m
 fa

lse
, h

ist
or

y 
fro

m
 fa

bl
e,

w
hi

ch
 a

re
 a

ll 
on

e 
to

 c
hi

ld
ho

od
, c

an
 fu

rn
ish

 u
s 

w
ith

 a
 so

rt 
of

 v
er

y 
va

gu
e

an
d 

on
ly

 re
m

ot
el

y 
ap

pr
ox

im
at

e 
id

ea
 o

f 
th

is
 in

ge
nu

ou
s 

sta
te

. I
nt

ui
tio

n 
is

th
e 

in
di

ffe
re

nt
ia

te
d 

un
ity

 o
f t

he
 p

er
ce

pt
io

n 
of

 th
e 

re
al

 a
nd

 o
f t

he
 s

im
pl

e
im

ag
e 

of
 th

e 
po

ss
ib

le
. I

n 
ou

r i
nt

ui
tio

ns
 w

e 
do

 n
ot

 o
pp

os
e 

ou
rs

el
ve

s t
o 

ex
-

te
rn

al
 re

al
ity

 a
s 

em
pi

ric
al

 b
ei

ng
s,

 b
ut

 w
e 

sim
pl

y 
ob

je
ct

ify
 o

ur
 im

pr
es

-
sio

ns
, w

ha
te

ve
r t

he
y 

be
.

...

H
av

in
g 

th
us

 fr
ee

d 
in

tu
iti

ve
 k

no
w

le
dg

e 
fro

m
 a

ny
 su

gg
es

tio
n 

of
in

te
lle

ct
ua

lis
m

 a
nd

 fr
om

 e
ve

ry
 p

os
te

rio
r a

nd
 e

xt
er

na
l a

dj
un

ct
, w

e
m

us
t n

ow
 m

ak
e 

cl
ea

r a
nd

 d
et

er
m

in
e 

its
 li

m
its

 fr
om

 a
no

th
er

 si
de

 a
nd

 fr
om

a 
di

ffe
re

nt
 k

in
d 

of
 in

va
sio

n 
an

d 
co

nf
us

io
n.

 O
n 

th
e 

ot
he

r s
id

e,
 a

nd
 b

ef
or

e
th

e 
in

fe
rio

r b
ou

nd
ar

y,
 is

 s
en

sa
tio

n,
 fo

rm
le

ss
 m

at
te

r, 
w

hi
ch

 th
e 

sp
iri

t c
an

ne
ve

r a
pp

re
he

nd
 in

 it
se

lf,
 in

 s
o 

fa
r a

s 
it 

is
 m

er
e 

m
at

te
r. 

Th
is

 it
 c

an
 o

nl
y

po
ss

es
s 

w
ith

 fo
rm

 a
nd

 in
 fo

rm
, b

ut
 p

os
tu

la
te

s 
its

 c
on

ce
pt

 a
s, 

pr
ec

ise
ly

, a
lim

it.
 M

at
te

r, 
in

 it
s 

ab
str

ac
tio

n,
 is

 m
ec

ha
ni

sm
, p

as
siv

ity
; 

it 
is

 w
ha

t 
th

e
sp

iri
t 

of
 m

an
 e

xp
er

ie
nc

es
, b

ut
 d

oe
s 

no
t 

pr
od

uc
e.

 W
ith

ou
t 

it 
no

 h
um

an
kn

ow
le

dg
e 

an
d 

ac
tiv

ity
 is

 p
os

sib
le

; b
ut

 m
er

e 
m

at
te

r p
ro

du
ce

s 
an

im
al

ity
,

w
ha

te
ve

r 
is

 b
ru

ta
l 

an
d 

im
pu

lsi
ve

 in
 m

an
, 

no
t 

th
e 

sp
iri

tu
al

 d
om

in
io

n,
w

hi
ch

 is
 h

um
an

ity
. H

ow
 o

fte
n 

do
 w

e 
str

iv
e 

to
 u

nd
er

sta
nd

 c
le

ar
ly

 w
ha

t i
s

pa
ss

in
g 

w
ith

in
 u

s?
 W

e 
do

 c
at

ch
 a

 g
lim

ps
e 

of
 so

m
et

hi
ng

, b
ut

 th
is 

do
es

 n
ot

ap
pe

ar
 to

 th
e 

m
in

d 
as

 o
bj

ec
tifi

ed
 a

nd
 fo

rm
ed

. I
n 

su
ch

 m
om

en
ts

 it
 is

, t
ha

t
w

e 
be

st
 p

er
ce

iv
e 

th
e 

pr
of

ou
nd

 d
iff

er
en

ce
 b

et
w

ee
n 

m
at

te
r 

an
d 

fo
rm

.
Th

es
e 

ar
e 

no
t t

w
o 

ac
ts

 o
f o

ur
s, 

fa
ce

 to
 fa

ce
 w

ith
 o

ne
 a

no
th

er
; b

ut
 w

e 
as

-
sa

ul
t a

nd
 c

ar
ry

 o
ff 

th
e 

on
e 

th
at

 is
 o

ut
sid

e 
us

, w
hi

le
 th

at
 w

ith
in

 u
s t

en
ds

 to
ab

so
rb

 a
nd

 m
ak

e 
its

 o
w

n 
th

at
 w

ith
ou

t. 
M

at
te

r, 
at

ta
ck

ed
 a

nd
 c

on
qu

er
ed

 b
y

fo
rm

, g
iv

es
 p

la
ce

 to
 c

on
cr

et
e 

fo
rm

. I
t i

s 
th

e 
m

at
te

r, 
th

e 
co

nt
en

t, 
th

at
 d

if-
fe

re
nt

ia
te

s o
ne

 o
f o

ur
 in

tu
iti

on
s f

ro
m

 a
no

th
er

: f
or

m
 is

 c
on

sta
nt

: i
t i

s s
pi

ri-
tu

al
 a

ct
iv

ity
, w

hi
le

 m
at

te
r 

is
 c

ha
ng

ea
bl

e.
 W

ith
ou

t 
m

at
te

r, 
ho

w
ev

er
, o

ur
sp

iri
tu

al
 a

ct
iv

ity
 w

ou
ld

 n
ot

 le
av

e 
its

 a
bs

tra
ct

io
n 

to
 b

ec
om

e 
co

nc
re

te
 a

nd
re

al
, t

hi
s o

r t
ha

t s
pi

rit
ua

l c
on

te
nt

, t
hi

s o
r t

ha
t d

efi
ni

te
 in

tu
iti

on
.
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Critique of
the aes-
thetic theo-
ries of the
individual
arts.

188

pastel, on the proportions of the hum
an body, on the law

s of perspective;
a theory of O

ratory, w
ith precepts as to the m

ethod of producing, of exer-
cising and of strengthening the voice, of m

im
ic and gesture; a theory of

M
usic, on the com

binations and fusions of tones and sounds; and so on.
Such collections of precepts abound in all literatures. A

nd since it soon
becom

es im
possible to say w

hat is useful and w
hat useless to know,

books of this sort becom
e very often a sort of encyclopaedias or cata-

logues of desiderata. Vitruvius, in his treatise on A
rchitecture, claim

s for
the architect a know

ledge of letters, of draw
ing, of geom

etry, of arith-
m

etic, of optic, of history, of natural and m
oral philosophy, of jurispru-

dence, of m
edicine, of astrology, of m

usic, and so on. Everything is
w

orth know
ing: learn the art and lay it aside.

It should be evident that such em
pirical collections are not reducible to

a science. They are com
posed of notions, taken from

 various sciences
and teachings, and their philosophical and scientific principles are to be
found in them

. To undertake the construction of a scientific theory of the
different arts, w

ould be to w
ish to reduce to the single and hom

ogeneous
w

hat is by nature m
ultiple and heterogeneous; to w

ish to destroy the ex-
istence as a collection of w

hat w
as put together precisely to form

 a col-
lection. W

ere w
e to give a scientific form

 to the m
anuals of the architect,

the painter, or the m
usician, it is clear that nothing w

ould rem
ain in our

hands but the general principles of M
echanic, O

ptic, or A
coustic. O

r if
the especially artistic observations dissem

inated through it be extracted
and isolated, and a science be m

ade of them
, then the sphere of the indi-

vidual art is deserted and that of A
esthetic entered upon, for A

esthetic is
alw

ays general A
esthetic, or better, it cannot be divided into general and

special. This last case (that is, the attem
pt to furnish a technique of A

es-
thetic) is found, w

hen m
en possessing strong scientific instincts and a

natural tendency to philosophy, set them
selves to w

ork to produce such
theories and technical m

anuals.
But the confusion betw

een Physic and A
esthetic has attained

to its highest degree, w
hen aesthetic theories of the different arts

are im
agined, to answ

er such questions as: W
hat are the lim

its of
each art? W

hat can be represented w
ith colours, and w

hat w
ith sounds?

W
hat w

ith sim
ple m

onochrom
atic lines, and w

hat w
ith touches of vari-

ous colours? W
hat w

ith notes, and w
hat w

ith m
etres and rhym

es? W
hat

are the lim
its betw

een the figurative and the auditional arts, betw
een

painting and sculpture, poetry and m
usic?

This, translated into scientific language, is tantam
ount to asking: W

hat
is the connexion betw

een A
coustic and aesthetic expression? W

hat be-
tw

een the latter and O
ptic? —

 and the like. N
ow, if there is no passage

from
 the physical fact to the aesthetic, how

 could there be from
 the aes-

13

13

Intuition
and expres-
sion.

14

It is a curious fact, characteristic of our tim
es, that this very form

, this
very activity of the spirit, w

hich is essentially ourselves, is so easily ig-
nored or denied. Som

e confound the spiritual activity of m
an w

ith the
m

etaphorical and m
ythological activity of so-called nature, w

hich is
m

echanism
 and has no resem

blance to hum
an activity, save w

hen w
e

im
agine, w

ith A
esop, that arbores loquuntur non tantum

 ferae. Som
e

even affirm
 that they have never observed in them

selves this “m
iracu-

lous” activity, as though there w
ere no difference, or only one of quan-

tity, betw
een sw

eating and thinking, feeling cold and the energy of the
w

ill. O
thers, certainly w

ith greater reason, desire to unify activity and
m

echanism
 in a m

ore general concept, though adm
itting that they are

specifically distinct. Let us, how
ever, refrain for the m

om
ent from

 exam
-

ining if such a unification be possible, and in w
hat sense, but adm

itting
that the attem

pt m
ay be m

ade, it is clear that to unify tw
o concepts in a

third im
plies a difference betw

een the tw
o first. A

nd here it is this differ-
ence that is of im

portance and w
e set it in relief.

...

A
nd yet there is a sure m

ethod of distinguishing true intuition,
true representation, from

 that w
hich is inferior to it: the spiritual

fact from
 the m

echanical, passive, natural fact. Every true intuition or
representation is, also, expression. That w

hich does not objectify itself in
expression is not intuition or representation, but sensation and naturality.
The spirit does not obtain intuitions, otherw

ise than by m
aking, form

ing,
expressing. H

e w
ho separates intuition from

 expression never succeeds
in reuniting them

.
Intuitive activity possesses intuitions to the extent that it expresses

them
. —

 Should this expression seem
 at first paradoxical, that is chiefly

because, as a general rule, a too restricted m
eaning is given to the w

ord
“expression.” It is generally thought of as restricted to verbal expression.
But there exist also non-verbal expressions, such as those of line, colour,
and sound; to all of these m

ust be extended our affirm
ation. The intuition

and expression together of a painter are pictorial; those of a poet are ver-
bal. But be it pictorial, or verbal, or m

usical, or w
hatever else it be called,

to no intuition can expression be w
anting, because it is an inseparable

part of intuition. H
ow

 can w
e possess a true intuition of a geom

etrical
figure, unless w

e possess so accurate an im
age of it as to be able to trace

it im
m

ediately upon paper or on a slate? H
ow

 can w
e have an intuition of

the contour of a region, for exam
ple, of the island of Sicily, if w

e are not
able to draw

 it as it is in all its m
eanderings? Every one can experience

the internal illum
ination w

hich follow
s upon his success in form

ulating
to him

self his im
pressions and sentim

ents, but only so far as he is able to
form

ulate them
. Sentim

ents or im
pressions, then, pass by m

eans of w
ords

4
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Th
e 

th
eo

-
re

tic
 te

ch
-

ni
qu

es
 o

f
th

e 
in

di
vi

d-
ua

l a
rts

.

te
ch

ni
qu

e 
of

 in
te

rn
al

 e
xp

re
ss

io
n,

 w
hi

ch
 is

 ta
nt

am
ou

nt
 to

 s
ay

in
g,

 a
 d

oc
-

tri
ne

 o
f t

he
 m

ea
ns

 o
f i

nt
er

na
l e

xp
re

ss
io

n,
 w

hi
ch

 is
 a

lto
ge

th
er

 in
co

nc
ei

v-
ab

le
. A

nd
 w

e 
kn

ow
 w

el
l t

he
 re

as
on

 w
hy

 it
 is

 in
co

nc
ei

va
bl

e;
 e

xp
re

ss
io

n,
co

ns
id

er
ed

 in
 it

se
lf,

 is
 p

rim
ar

y 
th

eo
re

tic
 a

ct
iv

ity
, a

nd
, i

n 
so

 fa
r 

as
 it

 is
th

is,
 it

 p
re

ce
de

s 
th

e 
pr

ac
tic

al
 a

ct
iv

ity
 a

nd
 th

e 
in

te
lle

ct
ua

l 
kn

ow
le

dg
e

w
hi

ch
 il

lu
m

in
es

 th
e 

pr
ac

tic
al

 a
ct

iv
ity

, a
nd

 is
 th

us
 in

de
pe

nd
en

t a
lik

e 
of

 th
e

on
e 

an
d 

of
 th

e 
ot

he
r. 

It 
al

so
 h

el
ps

 to
 il

lu
m

in
e 

th
e 

pr
ac

tic
al

 a
ct

iv
ity

, b
ut

 is
no

t i
llu

m
in

at
ed

 b
y 

it.
 E

xp
re

ss
io

n 
do

es
 n

ot
 e

m
pl

oy
 m

ea
ns

, b
ec

au
se

 it
 h

as
no

t a
n 

en
d;

 it
 h

as
 in

tu
iti

on
s 

of
 th

in
gs

, b
ut

 d
oe

s 
no

t w
ill

 th
em

, a
nd

 is
 th

us
in

di
vi

sib
le

 in
to

 m
ea

ns
 a

nd
 e

nd
. T

hu
s 

if
 it

 b
e 

sa
id

, a
s 

so
m

et
im

es
 is

 th
e

ca
se

, t
ha

t a
 c

er
ta

in
 w

rit
er

 h
as

 in
ve

nt
ed

 a
 n

ew
 te

ch
ni

qu
e 

of
 fi

ct
io

n 
or

 o
f

dr
am

a,
 o

r 
th

at
 a

 p
ai

nt
er

 h
as

 d
isc

ov
er

ed
 a

 n
ew

 m
od

e 
of

 d
ist

rib
ut

io
n 

of
lig

ht
, t

he
 w

or
d 

is
 u

se
d 

in
 a

 fa
lse

 s
en

se
; b

ec
au

se
 th

e 
so

-c
al

le
d 

ne
w

 te
ch

-
ni

qu
e 

is
 re

al
ly

 th
at

 ro
m

an
ce

 it
se

lf,
 o

r t
ha

t n
ew

 p
ic

tu
re

 it
se

lf.
 T

he
 d

ist
rib

u-
tio

n 
of

 li
gh

t b
el

on
gs

 to
 th

e 
vi

sio
n 

its
el

f o
f t

he
 p

ic
tu

re
; a

s t
he

 te
ch

ni
qu

e 
of

a 
dr

am
at

ist
 is

 h
is

 d
ra

m
at

ic
 c

on
ce

pt
io

n 
its

el
f.

 O
n 

ot
he

r 
oc

ca
sio

ns
, 

th
e

w
or

d 
“t

ec
hn

iq
ue

” 
is

 u
se

d 
to

 d
es

ig
na

te
 c

er
ta

in
 m

er
its

 o
r d

ef
ec

ts
 in

 a
 w

or
k

w
hi

ch
 is

 a
 fa

ilu
re

; a
nd

 it
 is

 s
ai

d,
 e

up
he

m
ist

ic
al

ly
, t

ha
t t

he
 c

on
ce

pt
io

n 
is

ba
d,

 b
ut

 th
e 

te
ch

ni
qu

e 
go

od
, o

r t
ha

t t
he

 c
on

ce
pt

io
n 

is
 g

oo
d,

 a
nd

 th
e 

te
ch

-
ni

qu
e 

ba
d.

O
n 

th
e 

ot
he

r 
ha

nd
, w

he
n 

th
e 

di
ffe

re
nt

 w
ay

s 
of

 p
ai

nt
in

g 
in

 o
ils

, o
r 

of
et

ch
in

g,
 o

r o
f s

cu
lp

tu
rin

g 
in

 a
la

ba
ste

r, 
ar

e 
di

sc
us

se
d,

 th
en

 th
e 

w
or

d 
“t

ec
h-

ni
qu

e”
 is

 in
 it

s 
pl

ac
e;

 b
ut

 in
 s

uc
h 

a 
ca

se
 th

e 
ad

je
ct

iv
e 

“a
rti

sti
c”

 is
 u

se
d

m
et

ap
ho

ric
al

ly
. A

nd
 if

 a
 d

ra
m

at
ic

 te
ch

ni
qu

e 
in

 th
e 

ar
tis

tic
 s

en
se

 b
e 

im
-

po
ss

ib
le

, a
 th

ea
tri

ca
l t

ec
hn

iq
ue

 is
 n

ot
 im

po
ss

ib
le

, t
ha

t i
s t

o 
sa

y,
 p

ro
ce

ss
es

of
 e

xt
er

na
liz

at
io

n 
of

 c
er

ta
in

 g
iv

en
 a

es
th

et
ic

 w
or

ks
. W

he
n,

 fo
r 

in
sta

nc
e,

w
om

en
 w

er
e 

in
tro

du
ce

d 
on

 th
e 

sta
ge

 in
 It

al
y 

in
 th

e 
se

co
nd

 h
al

f o
f t

he
 si

x-
te

en
th

 c
en

tu
ry

, i
n 

pl
ac

e 
of

 m
en

 d
re

ss
ed

 a
s 

w
om

en
, t

hi
s 

w
as

 a
 tr

ue
 a

nd
re

al
 d

isc
ov

er
y 

in
 th

ea
tri

ca
l t

ec
hn

iq
ue

; s
uc

h 
to

o 
w

as
 th

e 
pe

rfe
ct

in
g 

in
 th

e
fo

llo
w

in
g 

ce
nt

ur
y 

by
 th

e 
im

pr
es

ar
io

s o
f V

en
ic

e,
 o

f m
ac

hi
ne

s f
or

 th
e 

ra
pi

d
ch

an
gi

ng
 o

f t
he

 sc
en

es
.

Th
e 

co
lle

ct
io

n 
of

 te
ch

ni
ca

l k
no

w
le

dg
e 

at
 th

e 
se

rv
ic

e 
of

 a
rti

sts
de

sir
ou

s 
of

 e
xt

er
na

liz
in

g 
th

ei
r 

ex
pr

es
sio

ns
, c

an
 b

e 
di

vi
de

d 
in

to
gr

ou
ps

, w
hi

ch
 m

ay
 b

e 
en

tit
le

d 
th

eo
rie

s o
f t

he
 a

rts
. T

hu
s i

s b
or

n 
a

th
eo

ry
 o

f A
rc

hi
te

ct
ur

e,
 c

om
pr

isi
ng

 m
ec

ha
ni

ca
l l

aw
s, 

in
fo

rm
at

io
n 

re
la

tin
g

to
 th

e 
w

ei
gh

t o
r 

to
 th

e 
re

sis
ta

nc
e 

of
 th

e 
m

at
er

ia
ls

 o
f 

co
ns

tru
ct

io
n 

or
 o

f
fo

rti
fic

at
io

n,
 m

an
ua

ls
 re

la
tin

g 
to

 th
e 

m
et

ho
d 

of
 m

ix
in

g 
ch

al
k 

or
 st

uc
co

; a
th

eo
ry

 o
f 

Sc
ul

pt
ur

e,
 c

on
ta

in
in

g 
ad

vi
ce

 a
s 

to
 th

e 
in

str
um

en
ts

 to
 b

e 
us

ed
fo

r 
sc

ul
pt

ur
in

g 
th

e 
va

rio
us

 s
or

ts
 o

f 
sto

ne
, f

or
 o

bt
ai

ni
ng

 a
 s

uc
ce

ss
fu

l f
u-

sio
n 

of
 b

ro
nz

e,
 fo

r w
or

ki
ng

 w
ith

 th
e 

ch
ise

l, 
fo

r t
he

 e
xa

ct
 c

op
yi

ng
 o

f t
he

m
od

el
 in

 c
ha

lk
 o

r p
la

ste
r, 

fo
r k

ee
pi

ng
 c

ha
lk

 d
am

p;
 a

 th
eo

ry
 o

f P
ai

nt
in

g,
on

 th
e 

va
rio

us
 te

ch
ni

qu
es

 o
f t

em
pe

ra
, o

f o
il-

pa
in

tin
g,

 o
f w

at
er

-c
ol

ou
r, 

of

12

Ill
us

io
ns

 a
s

to
 th

ei
r d

if-
fe

re
nc

e.

15 16

fro
m

 th
e 

ob
sc

ur
e 

re
gi

on
 o

f t
he

 so
ul

 in
to

 th
e 

cl
ar

ity
 o

f t
he

 c
on

te
m

pl
at

iv
e

sp
iri

t. 
In

 th
is

 c
og

ni
tiv

e 
pr

oc
es

s 
it 

is
 im

po
ss

ib
le

 to
 d

ist
in

gu
ish

 in
tu

iti
on

fro
m

 e
xp

re
ss

io
n.

 T
he

 o
ne

 is
 p

ro
du

ce
d 

w
ith

 th
e 

ot
he

r a
t t

he
 sa

m
e 

in
sta

nt
,

be
ca

us
e 

th
ey

 a
re

 n
ot

 tw
o,

 b
ut

 o
ne

.
Th

e 
pr

in
ci

pa
l r

ea
so

n 
w

hi
ch

 m
ak

es
 o

ur
 th

em
e 

ap
pe

ar
 p

ar
ad

ox
i-

ca
l a

s 
w

e 
m

ai
nt

ai
n 

it,
 is

 th
e 

ill
us

io
n 

or
 p

re
ju

di
ce

 th
at

 w
e 

po
ss

es
s

a 
m

or
e 

co
m

pl
et

e 
in

tu
iti

on
 o

f 
re

al
ity

 th
an

 w
e 

re
al

ly
 d

o.
 O

ne
 o

fte
n 

he
ar

s
pe

op
le

 s
ay

 th
at

 th
ey

 h
av

e 
in

 th
ei

r 
m

in
ds

 m
an

y 
im

po
rta

nt
 th

ou
gh

ts,
 b

ut
th

at
 th

ey
 a

re
 n

ot
 a

bl
e 

to
 e

xp
re

ss
 th

em
. I

n 
tru

th
, i

f t
he

y 
re

al
ly

 h
ad

 th
em

,
th

ey
 w

ou
ld

 h
av

e 
co

in
ed

 th
em

 in
to

 b
ea

ut
ifu

l, 
rin

gi
ng

 w
or

ds
, a

nd
 th

us
 e

x-
pr

es
se

d 
th

em
. I

f t
he

se
 th

ou
gh

ts
 s

ee
m

 to
 v

an
ish

 o
r t

o 
be

co
m

e 
sc

ar
ce

 a
nd

po
or

 in
 th

e 
ac

t o
f e

xp
re

ss
in

g 
th

em
, e

ith
er

 th
ey

 d
id

 n
ot

 e
xi

st
 o

r t
he

y 
re

al
ly

w
er

e 
sc

ar
ce

 a
nd

 p
oo

r. 
Pe

op
le

 th
in

k 
th

at
 a

ll 
of

 u
s 

or
di

na
ry

 m
en

 im
ag

in
e

an
d 

ha
ve

 in
tu

iti
on

s o
f c

ou
nt

rie
s, 

fig
ur

es
 a

nd
 sc

en
es

, l
ik

e 
pa

in
te

rs
; o

f b
od

-
ie

s, 
lik

e 
sc

ul
pt

or
s; 

sa
ve

 th
at

 p
ai

nt
er

s a
nd

 sc
ul

pt
or

s k
no

w
 h

ow
 to

 p
ai

nt
 a

nd
to

 sc
ul

pt
ur

e 
th

os
e 

im
ag

es
, w

hi
le

 w
e 

po
ss

es
s 

th
em

 o
nl

y 
w

ith
in

 o
ur

 so
ul

s.
Th

ey
 b

el
ie

ve
 th

at
 a

ny
on

e 
co

ul
d 

ha
ve

 im
ag

in
ed

 a
 M

ad
on

na
 o

f 
Ra

ph
ae

l;
bu

t t
ha

t R
ap

ha
el

 w
as

 R
ap

ha
el

 o
w

in
g 

to
 h

is 
te

ch
ni

ca
l a

bi
lit

y 
in

 p
ut

tin
g 

th
e

M
ad

on
na

 u
po

n 
th

e 
ca

nv
as

. N
ot

hi
ng

 c
an

 b
e 

m
or

e 
fa

lse
 th

an
 th

is 
vi

ew
. T

he
w

or
ld

 o
f w

hi
ch

 a
s a

 ru
le

 w
e 

ha
ve

 in
tu

iti
on

s, 
is 

a 
sm

al
l t

hi
ng

. I
t c

on
sis

ts 
of

lit
tle

 e
xp

re
ss

io
ns

 w
hi

ch
 g

ra
du

al
ly

 b
ec

om
e 

gr
ea

te
r 

an
d 

m
or

e 
am

pl
e 

w
ith

th
e 

in
cr

ea
sin

g 
sp

iri
tu

al
 c

on
ce

nt
ra

tio
n 

of
 c

er
ta

in
 m

om
en

ts.
 T

he
se

 a
re

 th
e

so
rt 

of
 w

or
ds

 w
hi

ch
 w

e 
sp

ea
k 

w
ith

in
 o

ur
se

lv
es

, t
he

 ju
dg

m
en

ts
 th

at
 w

e
ta

ci
tly

 e
xp

re
ss

: “
H

er
e 

is
 a

 m
an

, h
er

e 
is

 a
 h

or
se

, t
hi

s i
s h

ea
vy

, t
hi

s i
s h

ar
d,

th
is

 p
le

as
es

 m
e,

” 
et

c.
 It

 is
 a

 m
ed

le
y 

of
 li

gh
t a

nd
 c

ol
ou

r, 
w

hi
ch

 c
ou

ld
 n

ot
pi

ct
or

ia
lly

 a
tta

in
 to

 a
ny

 m
or

e 
sin

ce
re

 e
xp

re
ss

io
n 

th
an

 a
 h

ap
ha

za
rd

 sp
la

sh
of

 c
ol

ou
rs

, f
ro

m
 a

m
on

g 
w

hi
ch

 w
ou

ld
 w

ith
 d

iffi
cu

lty
 st

an
d 

ou
t a

 fe
w

 sp
e-

ci
al

, d
ist

in
ct

iv
e 

tra
its

. T
hi

s a
nd

 n
ot

hi
ng

 e
lse

 is
 w

ha
t w

e 
po

ss
es

s i
n 

ou
r o

r-
di

na
ry

 li
fe

; t
hi

s 
is

 th
e 

ba
sis

 o
f 

ou
r 

or
di

na
ry

 a
ct

io
n.

 It
 is

 th
e 

in
de

x 
of

 a
bo

ok
. T

he
 la

be
ls

 ti
ed

 to
 th

in
gs

 ta
ke

 th
e 

pl
ac

e 
of

 th
e 

th
in

gs
 th

em
se

lv
es

.
Th

is
 in

de
x 

an
d 

la
be

ls
 (w

hi
ch

 a
re

 th
em

se
lv

es
 e

xp
re

ss
io

ns
) s

uf
fic

e 
fo

r o
ur

sm
al

l n
ee

ds
 a

nd
 sm

al
l a

ct
io

ns
. F

ro
m

 ti
m

e 
to

 ti
m

e 
w

e 
pa

ss
 fr

om
 th

e 
in

de
x

to
 th

e 
bo

ok
, f

ro
m

 th
e 

la
be

l t
o 

th
e 

th
in

g,
 o

r f
ro

m
 th

e 
sli

gh
t t

o 
th

e 
gr

ea
te

r
in

tu
iti

on
s, 

an
d 

fro
m

 th
es

e 
to

 th
e 

gr
ea

te
st

 a
nd

 m
os

t l
of

ty
. T

hi
s 

pa
ss

ag
e 

is
so

m
et

im
es

 fa
r f

ro
m

 b
ei

ng
 e

as
y.

 It
 h

as
 b

ee
n 

ob
se

rv
ed

 b
y 

th
os

e 
w

ho
 h

av
e

be
st

 s
tu

di
ed

 th
e 

ps
yc

ho
lo

gy
 o

f 
ar

tis
ts,

 th
at

 w
he

n,
 a

fte
r 

ha
vi

ng
 g

iv
en

 a
ra

pi
d 

gl
an

ce
 a

t a
ny

on
e,

 th
ey

 a
tte

m
pt

 to
 o

bt
ai

n 
a 

tru
e 

in
tu

iti
on

 o
f h

im
, i

n
or

de
r, 

fo
r 

ex
am

pl
e,

 to
 p

ai
nt

 h
is

 p
or

tra
it,

 th
en

 th
is

 o
rd

in
ar

y 
vi

sio
n,

 th
at

se
em

ed
 s

o 
pr

ec
ise

, s
o 

liv
el

y,
 re

ve
al

s 
its

el
f 

as
 li

ttl
e 

be
tte

r 
th

an
 n

ot
hi

ng
.

W
ha

t 
re

m
ai

ns
 is

 fo
un

d 
to

 b
e 

at
 th

e 
m

os
t 

so
m

e 
su

pe
rfi

ci
al

 tr
ai

t, 
w

hi
ch

w
ou

ld
 n

ot
 e

ve
n 

su
ffi

ce
 fo

r a
 c

ar
ic

at
ur

e.
 T

he
 p

er
so

n 
to

 b
e 

pa
in

te
d 

sta
nd

s
be

fo
re

 th
e 

ar
tis

t 
lik

e 
a 

w
or

ld
 to

 d
isc

ov
er

. 
M

ic
ha

el
 A

ng
el

o 
sa

id
, 

“o
ne

5
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Art as the
deliverer.

182

The practi-
cal activity
of external-
ization.

The tech-
nique of ex-
ternaliza-
tion.

183

scend again to the level of im
pressions, in order to be synthetized in a

new
 single expression.

By elaborating his im
pressions, m

an frees him
self from

 them
.

By objectifying them
, he rem

oves them
 from

 him
 and m

akes
him

self their superior. The liberating and purifying function of art is an-
other aspect and another form

ula of its character of activity. A
ctivity is

the deliverer, just because it drives aw
ay passivity.

This also explains w
hy it is custom

ary to attribute to artists alike the
m

axim
um

 of sensibility or passion, and the m
axim

um
 insensibility or

O
lym

pic serenity. Both qualifications agree, for they do not refer to the
sam

e object. The sensibility or passion relates to the rich m
aterial w

hich
the artist absorbs into his psychic organism

; the insensibility or serenity
to the form

 w
ith w

hich he subjugates and dom
inates the tum

ult of the
feelings and of the passions.

...

X
V

TH
E A

CTIV
ITY O

F EX
TERN

A
LIZATIO

N, TECH
N

IQ
U

E
A

N
D TH

E TH
EO

RY O
F TH

E A
RTS

T
H

E fact of the production of the physically beautiful im
plies, as

has already been rem
arked, a vigilant w

ill, w
hich persists in not

allow
ing certain visions, intuitions, or representations, to be lost.

Such a w
ill m

ust be able to act w
ith the utm

ost rapidity, and as it w
ere in-

stinctively, and also be capable of long and laborious deliberations. Thus
and only thus does the practical activity enter into relations w

ith the aes-
thetic, that is to say, in effecting the production of physical objects,
w

hich are aids to m
em

ory. H
ere it is not m

erely a concom
itant, but really

a distinct m
om

ent of the aesthetic activity. W
e cannot w

ill or not w
ill our

aesthetic vision: w
e can, how

ever, w
ill or not w

ill to externalize it, or
better, to preserve and com

m
unicate, or not, to others, the externalization

produced.This volitional fact of externalization is preceded by a com
-

plex of various kinds of know
ledge. These are know

n as tech-
niques, like all know

ledge w
hich precedes the practical activity.

Thus w
e talk of an artistic technique in the sam

e m
etaphorical and ellip-

tic m
anner that w

e talk of the physically beautiful, that is to say (in m
ore

precise language), knowledge em
ployed by the practical activity engaged

in producing stim
uli to aesthetic reproduction. In place of em

ploying so
lengthy a phrase, w

e shall here avail ourselves of the vulgar term
inology,

since w
e are henceforw

ard aw
are of its true m

eaning.
The possibility of this technical know

ledge, at the service of artistic re-
production, has caused people to im

agine the existence of an aesthetic

11

1718

Identity of
intuition
and expres-
sion.

19

paints, not w
ith one’s hands, but w

ith one’s brain.” Leonardo shocked the
prior of the convent delle G

razie by standing for days together opposite
the “Last Supper” w

ithout touching it w
ith the brush. H

e rem
arked of this

attitude “that m
en of the m

ost lofty genius, w
hen they are doing the least

w
ork, are then the m

ost active, seeking invention w
ith their m

inds.” The
painter is a painter, because he sees w

hat others only feel or catch a
glim

pse of, but do not see. W
e think w

e see a sm
ile, but in reality w

e
have only a vague im

pression of it, w
e do not perceive all the character-

istic traits from
 w

hich it results, as the painter perceives them
 after his in-

ternal m
editations, w

hich thus enable him
 to fix them

 on the canvas.
Even in the case of our intim

ate friend, w
ho is w

ith us every day and at
all hours, w

e do not possess intuitively m
ore than, at the m

ost, certain
traits of his physiognom

y, w
hich enable us to distinguish him

 from
 oth-

ers. The illusion is less easy as regards m
usical expression; because it

w
ould seem

 strange to everyone to say that the com
poser had added or

attached notes to the m
otive, w

hich is already in the m
ind of him

 w
ho is

not the com
poser. A

s if Beethoven’s N
inth Sym

phony w
ere not his ow

n
intuition and his ow

n intuition the N
inth Sym

phony. Thus, just as he w
ho

is deceived as to his m
aterial w

ealth is confuted by arithm
etic, w

hich
states its exact am

ount, so is he confuted w
ho nourishes delusions as to

the w
ealth of his ow

n thoughts and im
ages. H

e is brought back to reality,
w

hen he is obliged to cross the Bridge of A
sses of expression. W

e say to
the form

er, count; to the latter, speak, here is a pencil, draw, express
yourself.

W
e have each of us, as a m

atter of fact, a little of the poet, of the sculp-
tor, of the m

usician, of the painter, of the prose w
riter: but how

 little, as
com

pared w
ith those w

ho are so called, precisely because of the lofty de-
gree in w

hich they possess the m
ost universal dispositions and energies

of hum
an nature! H

ow
 little does a painter possess of the intuitions of a

poet! H
ow

 little does one painter possess those of another painter! N
ever-

theless, that little is all our actual patrim
ony of intuitions or representa-

tions. Beyond these are only im
pressions, sensations, feelings, im

pulses,
em

otions, or w
hatever else one m

ay term
 w

hat is outside the spirit, not
assim

ilated by m
an, postulated for the convenience of exposition, but ef-

fectively inexistent, if existence be also a spiritual fact.
W

e m
ay then add this to the verbal variants descriptive of in-

tuition, noted at the beginning: intuitive know
ledge is expressive

know
ledge, independent and autonom

ous in respect to intellec-
tual function; indifferent to discrim

inations, posterior and em
pirical, to

reality and to unreality, to form
ations and perceptions of space and tim

e,
even w

hen posterior: intuition or representation is distinguished as form
from

 w
hat is felt and suffered, from

 the flux or w
ave of sensation, or

6
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 b
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 m
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 c
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m
ore than a quantitative signification. G

reat artists are said to reveal us to
ourselves. But how

 could this be possible, unless there be identity of na-
ture betw

een their im
agination and ours, and unless the difference be

only one of quantity? It w
ere w

ell to change poeta nascitur into hom
o

nascitur poeta: som
e m

en are born great poets, som
e sm

all. The cult and
superstition of the genius has arisen from

 this quantitative difference hav-
ing been taken as a difference of quality. It has been forgotten that genius
is not som

ething that has fallen from
 heaven, but hum

anity itself. The
m

an of genius, w
ho poses or is represented as distant from

 hum
anity,

finds his punishm
ent in becom

ing or appearing som
ew

hat ridiculous. Ex-
am

ples of this are the genius of the rom
antic period and the superm

an of
our tim

e.
But it is w

ell to note here, that those w
ho claim

 unconsciousness as the
chief quality of an artistic genius, hurl him

 from
 an em

inence far above
hum

anity to a position far below
 it. Intuitive or artistic genius, like every

form
 of hum

an activity, is alw
ays conscious; otherw

ise it w
ould be blind

m
echanism

. The only thing that m
ay be w

anting to the artistic genius is
the reflective consciousness, the superadded consciousness of the histo-
rian or critic, w

hich is not essential to artistic genius.
The relation betw

een m
atter and form

, or betw
een content and

form
, as it is generally called, is one of the m

ost disputed ques-
tions in A

esthetic. D
oes the aesthetic fact consist of content alone, or of

form
 alone, or of both together? This question has taken on various

m
eanings, w

hich w
e shall m

ention, each in its place. But w
hen these

w
ords are taken as signifying w

hat w
e have above defined, and m

atter is
understood as em

otivity not aesthetically elaborated, that is to say, im
-

pressions, and form
 elaboration, intellectual activity and expression, then

our m
eaning cannot be doubtful. W

e m
ust, therefore, reject the thesis that

m
akes the aesthetic fact to consist of the content alone (that is, of the

sim
ple im

pressions), in like m
anner w

ith that other thesis, w
hich m

akes it
to consist of a junction betw

een form
 and content, that is, of im

pressions
plus expressions. In the aesthetic fact, the aesthetic activity is not added
to the fact of the im

pressions, but these latter are form
ed and elaborated

by it. The im
pressions reappear as it w

ere in expression, like w
ater put

into a filter, w
hich reappears the sam

e and yet different on the other side.
The aesthetic fact, therefore, is form

, and nothing but form
.

From
 this it results, not that the content is som

ething superfluous (it is,
on the contrary, the necessary point of departure for the expressive fact);
but that there is no passage betw

een the quality of the content and that of
the form

. It has som
etim

es been thought that the content, in order to be
aesthetic, that is to say, transform

able into form
, should possess som

e de-
term

inate or determ
inable quality. But w

ere that so, then form
 and con-
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different fields, but yet does not differ in m
ethod from

 ordinary intuition,
the difference betw

een the one and the other is not intensive but exten-
sive. The intuition of the sim

plest popular love-song, w
hich says the

sam
e thing, or very nearly, as a declaration of love such as issues at every

m
om

ent from
 the lips of thousands of ordinary m

en, m
ay be intensively

perfect in its poor sim
plicity, although it be extensively so m

uch m
ore

lim
ited than the com

plex intuition of a love-song by Leopardi.
The w

hole difference, then, is quantitative, and as such, indif-
ferent to philosophy, scientia qualitatum

. Certain m
en have a

greater aptitude, a m
ore frequent inclination fully to express cer-

tain com
plex states of the soul. These m

en are know
n in ordinary lan-

guage as artists. Som
e very com

plicated and difficult expressions are
m

ore rarely achieved and these are called w
orks of art. The lim

its of the
expressions and intuitions that are called art, as opposed to those that are
vulgarly called not-art, are em

pirical and im
possible to define. If an epi-

gram
 be art, w

hy not a single w
ord? If a story; w

hy not the occasional
note of the journalist? If a landscape, w

hy not a topographical sketch?
The teacher of philosophy in M

olière’s com
edy w

as right: “w
henever w

e
speak w

e create prose.” But there w
ill alw

ays be scholars like M
onsieur

Jourdain, astonished at having created prose for forty years w
ithout

know
ing it, and w

ho w
ill have difficulty in persuading them

selves that
w

hen they call their servant John to bring their slippers, they have spoken
nothing less than —

 prose.
W

e m
ust hold firm

ly to our identification, because am
ong the principal

reasons w
hich have prevented A

esthetic, the science of art, from
 reveal-

ing the true nature of art, its real roots in hum
an nature, has been its sepa-

ration from
 the general spiritual life, the having m

ade of it a sort of spe-
cial function or aristocratic circle. N

o one is astonished w
hen he learns

from
 physiology that every cellule is an organism

 and every organism
 a

cellule or synthesis of cellules. N
o one is astonished at finding in a lofty

m
ountain the sam

e chem
ical elem

ents that com
pose a sm

all stone or
fragm

ent. There is not one physiology of sm
all anim

als and one of large
anim

als; nor is there a special chem
ical theory of stones as distinct from

m
ountains. In the sam

e w
ay, there is not a science of lesser intuition dis-

tinct from
 a science of greater intuition, nor one of ordinary intuition dis-

tinct from
 artistic intuition. There is but one A

esthetic, the science of in-
tuitive or expressive know

ledge, w
hich is the aesthetic or artistic fact.

A
nd this A

esthetic is the true analogy of Logic. Logic includes, as facts
of the sam

e nature, the form
ation of the sm

allest and m
ost ordinary con-

cept and the m
ost com

plicated scientific and philosophical system
.

N
or can w

e adm
it that the w

ord genius or artistic genius, as
distinct from

 the non-genius of the ordinary m
an, possesses
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