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t h e n i n e t e e n t h c e n t u r y , a n d t h a t t h e y s t r i v e a s w e l l t o w a r d s a n i n d i v i d u a l 

s o l u t i o n w h i c h w a s m a n i f e s t e d i n t h e i r s t r u c t u r e s . 

S c h w i n d w a s a s t u d e n t o f P e t e r C o r n e l i u s ; t h e l a t t e r h e l p e d h i m n o t 

o n l y t o g a i n i n i t i a l f r e s c o c o m m i s s i o n s b u t a l s o h a d a l o n g - l a s t i n g e f f e c t 

o n t h e w a y h e d e f i n e d a r t . C o r n e l i u s o n l y t r a i n e d h i s a p p r e n t i c e s t o m a k e 

c a r t o o n s . H e d i d n o t b e l i e v e i n t h e p r i m a r y i m p o r t a n c e o f c o l o u r , b u t 

t h o u g h t o f it a s m e r e l y c o i n c i d e n t a l . I n h i s o p i n i o n , a n i d e a s h o u l d m a n ­

i f e s t i t s e l f c o m p l e t e l y i n t h e d r a f t . S o h e s e n t h i s t r a i n e e s c a r t o o n v e r s i o n s 

o f w o r k s t o b e c a r r i e d o u t i n f r e s c o w i t h t h e r e s p e c t i v e c o l o u r s m e r e l y 

n a m e d o n t h e m . T h e c o l o u r v e r s i o n h a d n o t h i n g t o d o w i t h c r e a t i v i t y ; i t s 

f u n c t i o n w a s o n l y r e p r e s e n t a t i v e o r s y m b o l i c . S c h w i n d n e v e r r e j e c t e d 

t h i s p r i n c i p l e . I n 1853 n e w r o t e : 

T h e art o f p a i n t i n g is i n s u c h a h o r r i b l e s ta te tha t o n e s h o u l d n o t w o n d e r 

f o r t o o l o n g t h a t n o b o d y t h i n k s o f a n ar t i s t as a k i n d o f poe t , b u t r a t h e r as 

s o m e s t u p i d f e l l o w w h o f u m b l e s a r o u n d w i t h a p i e c e o f p a p e r a n d t r i e s 

t o s e e i f h e ' l l h a v e a n i d e a . T h i s is t h e n c a l l e d a s k e t c h . I k n o w n o t h i n g 

o f t h e s e ar t s , t h a n k G o d ! B u t w h e n I h a v e b r o u g h t m y w o r k f a r e n o u g h 

a l o n g t h a t I c a n l e a v e a n d a n o t h e r c a n t a k e m y p l a c e , m y d r a w i n g s a re 

c o m p l e t e , t h o u g h t t h r o u g h , al l p a r t s h a v e b e e n w e i g h e d a g a i n s t e a c h 

o ther , t ha t w h i c h b e l o n g s t o g e t h e r h a s b e e n b r o u g h t t oge the r , t h e 

i n d i v i d u a l m o t i f s w i l l h a v e o c c u r r e d to m e . E n o u g h . T h e w o r k h a s b e e n 

c o m p l e t e l y a u t h o r e d , a n d t h e m o s t i m p o r t a n t , i r r e p l a c e a b l e p a r t h a s 

b e e n p e r f o r m e d . T h e o t h e r t h i n g s c o u l d b e d o n e b y a n o t h e r p e r s o n 

i f n e e d b e . 1 

T h e b e l i e f t h a t t h e i d e a w i t h i n a n a r t i s t i c e x p r e s s i o n c a n b e c o m p l e t e l y 

o b j e c t i f i e d w a s a c l a s s i c a l i d e a l i s t c o n v i c t i o n . T h i s b a s i c c o n v i c t i o n 

w o u l d , o f n e c e s s i t y , a f f e c t t h e w o r k p r o c e s s . It m i g h t m a k e s e n s e f o r t h e 

p a i n t i n g o f t h e f r e s c o e s , b u t t h e c l a s s i c a l d e s i g n i n g p r a c t i c e m a d e f o r 

c o n t r a d i c t i o n s i n S c h w i n d ' s s m a l l o i l p a i n t i n g s . T h e p r o b l e m o f a r t i s t i c 

s e l f - i m a g e w a s m i r r o r e d i n t h i s c o n t r a d i c t i o n . B y t h e t i m e o f t h e e n d o f 

t h e F r e n c h R e v o l u t i o n , G e r m a n a r t i s t s n o l o n g e r k n e w h o w t o d e f i n e 

t h e i r p l a c e i n s o c i e t y . C o u r t l y c o n t r a c t s w e r e n o l o n g e r e n o u g h t o l i v e o f f 

i n m o s t c a s e s ; t h e y w e r e f o r c e d t o m a k e t h e i r w a y i n a f r e e m a r k e t . 

S c h w i n d p r o d u c e d d e s p i s e d p o t b o i l e r s , d e s i g n s f o r t h e p o p u l a r g r a p h i c s 

m a r k e t a n d i l l u s t r a t i o n s f o r j o u r n a l s , s u c h a s Fliegende Blatter o r 

Munchener Bilderbogen. T h e m a r k e t o f t h e u p p e r m i d d l e c l a s s h a d i t s 

f o r u m i n t h e p r o m o t i o n a l s a l e s e x h i b i t i o n s o f t h e v a r i o u s A r t U n i o n s a n d 

a s s o c i a t i o n s . P o r t r a i t s , l a n d s c a p e s , a n d i n t e r i o r s w e r e g r e a t l y i n d e m a n d . 



254 W E R N E R B U S C H 

'Inventions' in small formats and historical pictures had a difficult time. 
One compromise which many artists sought - and one which promised 
economic security - was to become a professor at an academy. The acad­
emy, the preserver of conventional art, the mediator between state and 
artist, was nevertheless conceived as hostile to art, especially by Schwind. 
'An academy', he commented gruffly, 'is a foolish thing.'2 Indeed he, too, 
was not able to secure his middle-class existence without a professorship 
at the Munich 'Akademie'. The Academy also made possible another 
solution that was very typical for Germany. Schwind was able to isolate a 
private realm within his artistic profession, and this alone was to bring 
h im genuine artistic fulfilment. For a while he hoped for royal or courtly 
patronage, which he imagined would free him of all constraints. During 
his negotiations over the Wartburg frescoes (which he carried out in 
1854-5), however, he was forced to recognize that there was no such thing 
as a royal liberality that would grant the freedom to do anything. The work 
was poorly paid, the scale was constantly reduced, others tried to alter the 
content of his pictures, and he was forced to make concessions.3 In the 
end, the whole public realm seemed to h im to stand in the way of art; the 
only solution seemed to lie in retreating within himself and to his closer 
circle of friends. With Schwind, this becomes an escape from reality, 
from the present, and a projection into an idealized happy past in which 
art, too, reaches its fulfilment. 

Schwind became fully aware of the artist's low status within society 
during the revolutionary events of 1848-9. Official commissions ceased 
to come in, as did supplementary income from occasional graphics jobs. 
Schwind made no effort to conceal his disgust for a 'fine popular spring' 
('sauberer Volkerfruhling'),4 as he cynically called the revolution. He 
conscientiously called himself a 'main reactionary',5 and wanted to see 
the revolutionaries hanged. He expected only disaster for the realm of art: 
'How horrible it will be when the men of the [common] people begin to 
order [works of art]; I think the imperial family itself would then be placed 
in the shadows with its art collecting. '6 The conclusions he drew are quite 
clear: 'I am thankful in as much as the hopeless confusion of these times 
helps to direct one back to one's own self. Only our innermost substance 
can now give us a balance against the intoxication which has taken over in 
all those heads.'7 

After the revolution, Schwind isolated himself more and more. From 
an artistic point of view, this concentration on the private realm led to two 
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th ings . H e painted smal l pictures in series, w h i c h were not in tended for 
the general publ ic , on ly for h imse l f , a n d o n the o n e h a n d there were his 
so-called 'Reisebi lder ' (Pictures o f l i fe 's journey) , w h i c h recorded his 
m e m o r i e s i n a lyrically glori f ied fo rm. 8 T h e s e inc luded the m e m o r y o f h is 
you th in the Franz Schubert circle i n V ienna , m e m o r i e s o f h i s experi ­
ences o f nature represented in a fairy-tale manner , and o f other stages o f 
h i s life depicted in a historical ly imprec i se way. T h e s e were elegiac pic­
tures o f a passive, yet happy, existence. O n the other hand , there was a por­
trait gallery o f h is fr iends. In associat ion w i th these complete ly private 
pictures, he searched for an artistic f o r m w h i c h cou ld preserve their pri­
vate aspect w i thout any loss - complete ly intact - and yet open and access­
ible to a l imi ted publ ic . T h i s artistic pictorial f o r m is by necessity 
synthetic. It abstractly b i n d s contrast ing features together w i th the he lp 
o f the arabesque f o rm. T h e resul t ing n e w pictorial f o r m , w h i c h in the e n d 
is really an o f fshoot f r o m wal l decorat ion sys tems, finds its first repre­
sentat ion in the so-called Symphony (fig. n . i ) , w h i c h Schwind began in 
1846 and had systematical ly comple ted i n the f o r m o f drawings and car­
toons by the year 1848.9 The i r render ing into pa inted f o r m was delayed 
unt i l 1852, however, by the lack o f any c o m m i s s i o n . T h e private pictures 
are inserted in to the whole . By their c o m b i n a t i o n , and w i th in a f rame­
w o r k o f commentary , they produce a story w i th a def ini te private d i m e n ­
s ion , but o n e wh ich also permi ts an allegorical ' reading' , and is thus , in 
pr incip le , generally comprehens ib le . In 1857, the private portraits also 
received a semi -pub l i c locat ion: as scu lpture - imi ta t ing grisail le paint­
ings, they c rown the fr ieze- l ike fairy-tale cycle o f the Seven Ravens.10 Th i s , 
too, emp loys a synthetic f o r m in w h i c h the parts are in tended to give each 
other real sense, i n order to bridge the gap between the private and the 
publ ic spheres. Yet even the series 'Reisebi lder ' has a synthetic quality; 
the ind iv idua l picture s e e m s not to have the power to be able to stand 
alone. It on ly begins to m a k e sense in context o f the series. It is a part o f 
one l ife's p icture in w h i c h not only reality and fiction b e c o m e mixed , but 
also, as Schwind writes, 'the m o d e r n , the ant ique, the Romant ic ' 1 1 appear 
i n success ion, w i thout any clear order. Estranged f r o m his o w n t ime , 
Schwind is thus trying to protect and preserve the di f ferent per iods in h is 
o w n private cosmos . H e also failed to clarify h is re lat ionship w i th history, 
choos ing instead only to glori fy the past. T h i s is a historicist v is ion, w h i c h 
Hegel 's pup i l , Friedrich T h e o d o r Vischer, in 1842, reduced to the critical 
statement: ' O u r t ime has n o present, but on ly a past and a future. '1 2 I n a 
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Figure 11.1 
Moritz von Schwind, 
The Symphony, 1852. 

similar vein, the poet Nikolaus Lenau, who also belonged to the Schubert 
circle in Vienna, commented, derogatorily, in 1843: 'Because the 
Germans have no political public life, they make their private lives into a 
caricature of a public one.'13 The lack of consciousness of the present 
results from having experienced a break with the past, with tradition and 
heritage.14 There is evidence that, politically, Schwind stood close to the 
idea of the medieval corporate state as developed for the nineteenth 
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century by the Met tern ich ian state secretary, A d a m Miiller.15 For exam ­
ple, the wor ld in his f a m o u s print for T ieck 's Puss in Boots (Gestiefelter 
Kater)16 o f 1850 is f r a m e d by a castle and church and their respective s y m ­
bols o f rule, a coat o f a r m s and a roadside cross - these def ine the f rame­
w o r k o f order. F rom an artistic po in t o f view, the exper ience o f the break 
w i th history leads paradoxical ly to two th ings: to a h is tor ic iz ing o f all past 
styles, and to an increased e m p h a s i s o n artistic au tonomy. Schwind 
bel ieves h i m s e l f capable o f contr ibut ing the lost connec t ion s ing le -hand­
edly f r o m w i t h i n h is o w n being. 

In what fo l lows I analyse the consequences o f this paradoxical condi ­
t ion for Schwind ' s artistic practice, u s i n g the 'Reisebi lder ' and Die 
Symphonic. Der Spielmann bei einem Einsiedler (The Minstrel and the 
Hermit)11 (fig. n . 2 ) is probably dated f r o m 1846, at a po int in t i m e w h e n 
the idea for a series o f p ictures began to take shape; the m a i n part o f the 
'Reisebi lder ' was created i n the 1850s and early 1860s . T h e fo rmat o f 
approx imate ly 6 0 x 4 5 c m corresponds to the average s ize o f the 
'Reisebi lder ' . T h e mins t re l is w a n d e r i n g - his staff, hat, and canteen are 
leaned against a tree - w h e n in a craggy, w o o d e d spot he h a p p e n s u p o n 
the h e r m i t recluse. H e stops for a rest, plays s o m e t h i n g on a bagpipe for 
the hermi t (who br ings w i th h i m th ings he has f o u n d in the forest) and 
receives a mea l in return: the pot is already on the fire. T h e hermi tage is 
smal l , meagre , and isolated. Fir trees and what is left o f an oak c l ing to the 
tower ing rock wall . T h e spr ing be low provides n o u r i s h m e n t for a few 
shrubs and flowers. A crucif ix protected by a sma l l roof , a smal l con­
tainer o f ho ly water, and a picture o f Mother Mary o n a tree suff ice for the 
hermi t ' s sacred medi ta t ion . T h e m e s s a g e is clear: the wander ing m i n ­
strel as well as the h e r m i t wi l l only find peace outs ide society, only there 
wi l l they be in h a r m o n y w i th nature. For this they m u s t live in comple te 
modesty , far f r o m any occupat ional ambi t i ons . S c h w i n d painted this in 
Frankfurt against the grain o f the t ime , i n contrast to the co lour fu l works 
and historical pa int ing that were prevalent in B e l g i u m and Di isse ldorf , 
and particularly in contradict ion to the taste o f the Frankfurt audience, 
w h o left h i m by the wayside, preferr ing to process i n their h u n d r e d s to see 
Lessing's Hws.18 It is s igni f icant and typical that Schwind ' s picture has n o 
depth, no perspective, that the bagpipe 's m a i n p ipe fo l lows the centre axis 
exactly - thus i m m o b i l i z i n g t i m e and space. T h e r e is n o early R o m a n t i c 
yearn ing for the inf ini te , bu t rather a suggest ion o f m a k i n g onese l f 
complete ly content w i th nearness and smal l spaces. Indeed the th ings 
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Figure 11.2 
Moritz von Schwind, The Minstrel and the Hermit, c. 1846. 



Figure 11.3 within the direct range of vision do not awaken the artist's curiosity as 
Moritz von Schwind, n a r u r a i phenomena; instead all are predefined, set off from each other by 
The Morning Hour, 

c. i860. distinct outlines, and kept thus in good order. 
This is particularly obvious, as well, in the charming picture in the 

Biedermeier style known as Die Morgenstunde {The Morning Hour) (fig. 
11.3), completed during the late 1850s.19 Here, where the light of the 
morning streams into the room, one might expect a representation of 
some impressions of atmosphere - but this is not the case. Schwind's 
concern is not with capturing a momentary occurrence, but rather the 
retelling of a little story, which is revealed in the end in a conventional 
manner by means of the objects. Pictorial narrative remains the principal 
function of the picture. The young girl has risen, pulled back the covers, 
gone barefoot to the window to let in the day. Her linen is still lying across 
the chair. Next she will begin to wash herself, comb her hair in front of the 
mirror, and later work at the sewing table to the left - having first pulled 
back the second window curtain. Here, too, all things have their distinct 
outline, their own local colour, each contained within itself. It is not the 
light streaming in through the window which disperses or lends colour or 
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tones. Rather, each object establishes its own colour, its own character­
istic light and shadow. The mirror, although still in a shadow, has to gleam 
around the frame. Similarly, the fixtures on the chest of drawers are made 
to shine. Schwind allows himself to experiment with colour only on the 
somewhat translucent curtain - but only in a minor way. A consideration 
o f Menze l ' s Balkonzimmer (The Balcony room) or h i s Schlafzimmer (The 
Bedroom) (fig. 11.4), of 1845 and 1847 respectively, shows the difference.20 

Menzel emphasizes his visual experience as the central theme. All 
objects owe their appearance to the light, light gives and takes from them 
their contours; not the other way around as with Schwind. Menzel's 
impression of the objects is subjective, Schwind's representation of the 
objects aims towards an objective depiction. Thus, his picture remains a 
kind of idealized narration, regardless of the private nature of its origin. 
One may correctly assume that the girl in the picture is Schwind's daugh­
ter and that the scene occurs in Schwind's country home near Starnberg 
Lake not far from Munich. The contradiction is obvious: his private world 
appears in the mode of a public form, for Schwind's definition of art 
demands it be so. Because the small format does not completely swallow 
the detail of the brush strokes, the solution remains a happy one. This pic­
ture would have been inconceivable in a larger size. 

The Symphony, by contrast, was conceived as a large work. Ideally, it 
would have been executed as a mural in a music room, accompanied by 
corresponding pictures to Mozart's 'Magic Flute' and Haydn's 'Four 
Seasons' and 'Creation'. For this reason, The Symphony is much more 
complex in its entirety, and aims at a synthesis of private need and public 
demand. Yet Schwind was not sure whether his intention would be 
understood at all. He sent his finished design along with a programmatic 
commentary to friends, imploring them to show it only to trusted per­
sons. Absit publicum' ('no public, please') was the tenor of all his corre­
spondence.21 Still he was undecided and torn - for a while he thought he 
might exhibit the piece at the Dresden Art Association exhibition - only 
to renege finally on this intention. Then he hoped for patronage from the 
Weimar royal court and, finally, for mediation from Weimar to the 
English royal family, which never materialized. Not until 1852 did King 
Otto of Greece (originally from Bavaria) commission a painted version, 
and then only the size of a cartoon and for an extremely modest price. 

The concept behind The Symphony is quite unusual. It is based - as 
Schwind acknowledges and notes on a sheet of music in the lowest 
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gure 11.4 
dolph Menzel, The Bedroom, 1847. 
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c o m p a r t m e n t o f the p i c ture - o n Bee thoven ' s ' C h o r p h a n t a s i e ' ( 'Chora l 
fantasy ' ) , O p u s n o . 8 0 . ' T h e ent i re l itt le story' , says S c h w i n d , ' m o v e s prop ­
er ly f r o m th is m u s i c a l base i n f o u r parts w h i c h are a n a l o g o u s to t h e u s u a l 

f o u r m o v e m e n t s o f a s y m p h o n y - s y m p h o n y [sonata], andante, scherzo 

a n d allegro.'22 T h i s caused s o m e b e w i l d e r m e n t i n a s m u c h as S c h w i n d -
h i m s e l f a n a c c o m p l i s h e d m u s i c i a n w h o h a d p layed together w i th 

Schuber t , a n d s o m e o f w h o s e ear ly d r a w i n g s were o w n e d by B e e t h o v e n -
knew, o f course , that Bee thoven ' s O p u s n o . 8 0 h a d n o s y m p h o n i c order 
whatsoever . It is i n fact o n e c o n t i n u o u s p iece w i t h n o s e g m e n t a t i o n i n to 

m o v e m e n t s . I n add i t i on , it c o m b i n e s , i n a n ex t reme ly u n u s u a l f o r m , 
c h a m b e r m u s i c character ist ics w i t h a h u g e chora l p e r f o r m a n c e . T h e 
chora l m o t i f w a s later to ach ieve a cer ta in degree o f f a m e b e c a u s e it was 
u s e d to i n t r o d u c e passages o f t h e N i n t h S y m p h o n y ; yet the w o r k r e m a i n s 
ou t s ide the u s u a l concer t c a n o n d u e to its pecu l iar s t ructure . 

I n ano ther w a y too , S c h w i n d ' s d e s i g n does n o t c o r r e s p o n d to 
Bee thoven ' s chora l fantasy. For the d e v e l o p m e n t o f t h e story e m b e d d e d 
w i t h i n th i s s y m p h o n i c f r a m e w o r k , S c h w i n d requ i red a so lo p e r f o r m a n c e 

by a f e m a l e s inger . O p u s n o . 8 0 , however , does n o t i n c l u d e a s ing le 
so lo part. T h i s i n c o n g r u i t y h a s b e e n t h e c a u s e o f s o m e c o n c e r n a m o n g 
researchers . H o w e v e r , I see it as p r o v i d i n g the key to u n d e r s t a n d 
S c h w i n d ' s w o r k . 

I n the i r d e v e l o p m e n t o f the l itt le story, the f our p i c tures set i n s i d e the 
f r a m e f o l l o w f r o m b o t t o m to t o p the classical m o v e m e n t s o f a s y m p h o n y . 
T h e swi f t o p e n i n g m o v e m e n t gives u s the expos i t i on , the bas i s fo r the 
ent i re s y m p h o n y w h i c h de f i nes its s u c c e s s i o n i n m a n y ways . S c h w i n d 

inter jects a love story i n to th i s m o v e m e n t : a n orchestra l rehearsa l i n a pri ­
vate theatre. A large n u m b e r o f the p e o p l e a s s e m b l e d are actual portrai ts . 
S c h w i n d ' s f r i e n d s f r o m t h e past a n d p r e s e n t h a v e ga thered together. 
S c h w i n d ' s c lose f r i end , the c o n d u c t o r Franz Lachner , is d i rec t ing ; even 
Schuber t , a l ready dead by s o m e twen ty years , s ings i n the choir. S c h w i n d 
h i m s e l f t u rns the pages for the p ian i s t . T h e f e m a l e pro tagon i s t , however , 

is the h i g h l y revered court s inger, Caro l i ne Hetzenecker , w h o left M u n i c h 
a n d h e r m u s i c a l career to m a r r y a distr ict admin i s t ra tor . H e r l ove story, 
w h i c h is represen ted i n the p ic ture , carr ies the i m p l i c a t i o n o f g i v i n g u p 
art a n d p u b l i c f a m e a n d t h u s adds a n e legiac u n d e r t o n e . T h e district 
admin i s t ra tor , s t a n d i n g u p i n the orchestra , sees h e r as she awai ts her 
entry. T h e story n o w beg ins to u n f o l d f r o m Bee thoven ' s m a r b l e b u s t o n 
the m i d d l e axis o f the lower part o f the p a i n t i n g , as a k i n d o f source . T h e 



Conservatism and innovation in Moritz von Schwind 

s l ow andante m o v e m e n t i l lustrates a still distant encounter , in w h i c h the 
s inger is pursued yearn ing ly by a m a l e suitor. D u r i n g a masquerade ball 
(the scherzo m o v e m e n t ) , a declaration o f love is m a d e . I n the allegro move ­
m e n t , we see the finale, the coup le leaving by coach o n their h o n e y m o o n , 
a n d the singer sees in the distance her n e w country residence. T h e story 
a n d the s y m p h o n y have filled out into their final shape. T h e four m a i n 
scenes are accompan ied by grisail le pa in t ings o f natural allegories wh ich 
give the ind iv idua l stories their de f in i t ion w i t h i n the f r amework o f 
nature 's cyclical processes. I n the centre is the favouri te o f the gods, 
G a n y m e d e , wi th Zeus ' s eagle; for S c h w i n d he represents the awaken ing 
spr ing . T h e picture o f the encounter is f r a m e d by four tondi depict ing the 
t i m e o f day against an arabesque, Raphae lesque veil. Between t h e m are 
s o m e quite u n u s u a l smal ler pictures i n w h i c h re f reshments dur ing jour­
neys and the hea l ing effect o f a ba th ing cure are integrated. Smal ler pic­
tures, w i th the four w i n d s in the centre, arch over the final scene as a 
m e t a p h o r o f life. 

Schwind called h is des ign a m o d e r n drawing o n several occas ions , 
and seems even to have b e e n surpr ised h i m s e l f at h o w well m o d e r n 
apparel , ant ique nakedness , and allegory h a r m o n i z e d together. 
However , he was frustrated, he wrote, by the lack o f act ion in the pre­
sent.23 T h i s is not very easy to unders tand . There is on ly an apparent lack 
o f act ion in the present for h i m because he can ident i fy n o m e a n i n g f u l 
order in it. H i s v iew is on ly o f partial, non -goa l -or iented m o v e m e n t . H e 
m i s s e s the 'midd le ' in Sedlmayr 's sense o f the term.2 4 H e can on ly regard 
the 'popular spr ing ' wi th cynical d isdain . G a n y m e d e ' s 'spr ing' p icture is 
an educat ional remin i scence - attractive, yes, but passe. S c h w i n d is 
o f fer ing a ref lection on the disparateness o f the present. M o d e r n th ings 
are m i x e d wi th P o m p e i i a n style, Raphae l ian grotesque, ant ique m y t h , the 
R o m a n t i c perspective o f nature, and allegorical devices, and the coher­
ence, too, o f the parts o f the story is enforced t h r o u g h art alone. T h e i m a g e 
o f the m o d e r n n o longer stands by itself. It derives its m e a n i n g f r o m the 
context, be it t h rough a series o f pictures, a synthet ic picture f o r m , or by a 
synesthesia o f the arts. S c h w i n d w a s certainly a believer i n the 
Gesamtkunstwerk.2S The Symphony was to b e c o m e the wal l decorat ion o f a 
m u s i c r o o m , and the late M e l u s i n e cycle was to b e c o m e the interior fr ieze 
i n a r o u n d temple for the m a k i n g o f mus i c . 2 6 The Symphony had a syn­
thetic pictorial f o r m . S c h w i n d tried to accompl i sh the synthes is in two 
ways: through its mus i ca l t h e m e and t h r o u g h use o f the arabesque. T h e 
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choral text to Beethoven 's O p u s no . 8 0 m a k e s perfect ly clear the t h e m e 
idea a n d purpose o f the m u s i c . It is a h y m n s u n g to the glory o f art, 
descr ib ing it i n me taphors o f nature. It speaks o f ' t h e spr ing s u n o f the 
arts' w h i c h br ings i n l ight. Eternal b l o s s o m i n g flowers flow out f r o m a 
sense o f beauty. O n l y art is capable o f restor ing the lost connec t i on to 
nature.2 7 T h u s O p u s no . 8 0 prov ided S c h w i n d w i t h the m o t i f w h i c h 
p r o m p t e d h i m to des ign h i s story. Beethoven 's p iece is not a mus i ca l 
a c c o m p a n i m e n t to the p r o g r a m m e : n o r Schwind ' s p icture a m e r e 
i l lustrat ion. T h e classical s y m p h o n i c structure prov ides n o m o r e than 
the f r a m e w o r k for the i nd i v idua l chapters o f Schw ind ' s pictorial novel la. 
O p u s no . 8 0 is the necessary pre lude for sett ing the m o o d to the story, the 
success ion o f m o v e m e n t s prov ides the m o m e n t s o f the narrat ion , bu t the 
artistic f o r m o f the arabesque f u r n i s h e s the actual h a r m o n i c coherency. 
W i t h its non -d i v i ded structure, O p u s no . 8 0 is equiva lent to the 
arabesque - it s tands as na ture t h r o u g h art. T h e c o m b i n a t i o n o f chamber 
m u s i c w i th the large orchestra is to be seen as f o r m i n g an ana logy to 
Schwind ' s private and pub l i c d i m e n s i o n i n The, Symphony. I n b o t h cases 
it is a contradi tory m o d e r n so lut ion . 

In the case o f S c h w i n d there is n o ques t ion about the two sources for 
the structural pr inc ip le o f the w o r k - Runge ' s Tageszeiten ( T imes o f Day) 
and Corne l ius ' s wal l decorat ion des igns . 2 8 A n early R o m a n t i c didactic 
f o r m and a classical decorative tradi t ion permeate each other. Both , h o w ­
ever, are t r ans fo rmed by Schw ind ' s w a y o f deal ing w i th t h e m . T h e early 
R o m a n t i c arabesque, part icularly as suppor ted by Friedrich Schlegel 's 
literary reason ing , is o n e f o r m , i n d e e d the only f o r m able to e n c o m p a s s 
i n a p layfu l m a n n e r this w o r l d perceived as f ragmentary , to t u r n the rub­
ble o f the present in to jewels , i n order - as Schlegel writes - to give an 
ind icat ion o f in f in i te plenty, an e m e r g e n c e o f in f in i tude . 2 9 T h e arabesque 
is nature converted to the abstract, generat ing order ou t o f its o w n . 
Schlegel, Noval is , and R u n g e c o m p a r e the arabesque w i t h m u s i c , m u s i ­
cal variat ion, and m u s i c a l m o v e m e n t f o r m . Schlegel even goes so far as to 
u s e 'arabesque' and ' s y m p h o n y ' synonymous ly . 3 0 I n 1828, W i l h e l m von 
H u m b o l d t declared the pr inc ip le o f the arabesque - w i thou t n a m i n g 
arabesque explicitly - to be the characterist ic o f the m o d e r n : ' The growth 
w h i c h art in i tse l f owes to the n e w per iod, against Greek a n d R o m a n 
antiquity, l i e s . . . in the excellent and exclusive d e v e l o p m e n t o f that w h i c h 
has the ability to affect the power o f i m a g i n a t i o n a m o r p h o u s l y mere l y by 
n u a n c i n g and gradat ion, m a i n t a i n e d by the laws o f r h y t h m and h a r m o n y , 
and above all to t ouch directly o u r sensitivity. '31 
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A non- f igurat ive r h y t h m that affects our sensibi l i ty is characteristic o f 
the arabesque. Schwind e m p l o y s the pr inc ip le o f the arabesque, but its 
f unc t i on is indeed altered. T h e i nner pictures i n Runge 's Tageszeiten 
symbo l i ze the cycle o f l i fe i n a natural , myst ica l way. T h e clearly separ­
ated f r ame uses the s igns o f establ ished re l ig ion to indicate the rel igious 
o r d a i n m e n t o f m a n . It is left to the spectator to br idge the w ide gap 
between convent iona l re l ig ion and natural mys t i c i sm . T h e path o f the 
arabesque provides h i m wi th a vague n o t i o n o f the synthesis - f r o m the 
po in t o f or ig in at the lower e n d o f the m i d d l e axis past the u n f o l d i n g 
deve lopment to both sides, also s ign i f y ing the split be tween contrary 
pr incip les , to the re jo in ing and dialectic d i sso lu t ion at the upper end o f 
the axis o f the arabesque figure. In that S c h w i n d e l iminates the observ­
er's part, the arabesque loses its power to l end coherence and returns to 
b e i n g a m e r e o rnamenta l f o r m . T h e abstract creation o f coherence does 
no t correspond to any sensua l percept ion - the coherency is mere ly 
asserted individually. Schwind was, however, fu l ly aware o f this. Wal l 
decorat ions by Peter Corne l ius , on w h i c h the y o u n g S c h w i n d worked , 
enc losed large rel igious or mytho log ica l historical themes . O n e o f 
Corne l ius ' s pupi ls , Ernst Foerster, has h a n d e d d o w n to us the fact that 
Corne l ius n o longer cons idered history in i tself to be capable o f carrying 
a weighty m e a n i n g - the arabesque f r a m e had the duty o f c o m p e n s a t i n g 
for this loss o f s ignif icance.3 2 It cou ld even be m o r e impor tan t than the 
picture itself, because on ly w i th in it cou ld a no t i on o f unfa ls i f ied nature 
be preserved, a r e m e m b r a n c e o f the lost great cha in o f be ing. Schwind ' s 
The Symphony is just as m u c h an express ion o f this v iewpo in t as was the 
private c o s m o s w h i c h he - wh i l e consc ious o f its futi l ity - of fered u p as a 
defence against a publ ic life he d e e m e d chaotic. 
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