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At the end of 1920, E R w# Y [6)d. 13 gave his famous lecture on the art of El Greco

at the Osterreichisches Museum fiir Kunst und IndustieVienna.2 He called El

& Ul E Oz Uwp O Utiglufolts of Gie sidiebnithaentury art, and this was

evident in how El Greco overcame the objective structures of the external world

through the internal intentions he expressed inhis art. With this # Y OT a OwUT OPb1 Ew

1 This paper is based on a talk | gave at the conferencelhe Influence of the Vienna School of Art
History Il: The 100th OOPYI1 UUEU & wOIi w, ofg@nizet ByQHe inQitutd adiArt E O 1
History of the Czech Academy of Sciences on 15tk 16th April 2021. For further reading on
the problematic discussed in this essay see the article from 2021 published in theRIHA
JournalunE T UwUOT 1 wODPUOT ws, OETI UO1 Uw( EiREEY0DDH @ ORI WaUEW BDWE |
$DOI OUUUVUwW&! OUT w2 pODUOVUE QuEDEWEWKER OWR@MEdxUw* UOU 0w, DI
#YOT a0OUw51 UCAET UODUWPOWET U w*z0udWiidebe pwhiished 2022 w' EOU w21 E
in Folia Historiae Artium The paper is a part of my research project titled The Vienna School of

U0w' PUOOUVUAWESEWUT T w UO0wOI w, PET 1 OEOT 1 OOw! UOBEUUOUDO
Charles de Tolnay, Hans Sedimayhich is being conducted at the Institute of Art History of
the Czech Academy of Sciences.
2 ER w# Y @bed @€aund den Manierismus g in: Karl Maria Swoboda and Johannes
Wilde (eds), Kunstgeschichte als Geistesgeschichiiedien zur abendlandischéqunstentwicklung
Munchen: Piper Verlag, 1924, 261276.
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UTE0w$S Ow&&UI EOZUWEUUOWPEUWOOU wWE wo avwithisihemub OwUT T wEl
his art was seenuntil the beginning of the twentieth century,? and that it was rather

a necessarydynami c of art towards securing its continued existence despite the
transformation of social structures that was occurring simultaneously : # Y OT 4 Ow
described the confrontation of the Renaissance tradition, represented in the

sixteenth century by the Roman papacy, with + UUT 1 Uz U w1dnd idespdeied B O O w
this collision as arupture in Renaissanceobjectivity , with its construction of ©nez

world dominated by the Catholic Church. This led to the dematerialisation of the

experience of reality, which was similar to the uncertainty that characterised society

in the early twentieth century: sThe roads which had [...] led men to knowledge and

helped them to create a spiritual culture were abandoned, the result being an

apparent chaos, similar to that with which we a re confronted today.z Dvol 4 O w

pointed out that this radical change in the relationship of individuals to the world

thatisl YD ET OU wb O wiaddickés itoBh® expevidade Ofuine earlytwentieth

century ¢+ was first voiced by Michelangelo in his late art: svhat we find expressed in

the work of Michelangelo [..] is not something limited to art but the very criterion of

[his] age z3 [fig. 2]
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Figurel w, ER w# YOI a0z UWwOEOQUUEUDx UwoOi wi PUwOI EVUUT wOOwWws Owa Ui EOOwWhNI Y 8 wy
Oi 1 wsDi O0EwW40PYI UUPUAOWOT | wi UOEUT woOi w, ERw# YOI 408

39 T w/ 1 01 Uw* dw* Ol pOOws $ Owa& Ul déndthelCaricdptibbMaiharién wUl 1 w" OUOU0

of Crete Iraklion: Municipality of Iraklion, 1995, 507 1532.

4 ERw# YOl a00Ows . Ows Owe& U ITte BlistérOaf Aut, agtiieBlistonpdl [GepO wd O 6 w

transl. by John Hardy, London: Routledge, 1984, 92huy WO wi 1 Ul why KOw# YOI a0Ows 2 Ei U

El OQw, EODI|20@msCRikge die bis]...] zur Erkenntnis und zum Aufbau einer

geistigen Kultur fuhrten, wurden verlassen, und das Ergebnis war ein scheinbares Chaos,

wie uns unsere Zeit als ein Chaos erscheintz

s# Y O @O Greco and MannerismO why K O wibat Gledd (nd den Manierismus g

270 gvas wir bei Michelangelo [..] auf dem begrenzten Gebiete der kinstlerischen

/ UOEOI OUUI 00UOT wEl OEEET Ul OwoOOOUI OOwPEUWEEUW* UDUI UD
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# Y Ol tlhe@fare devoted an extensive part of the El Grecolecture to
describing the changeP Ow, PET 1 OE O1 whiotOaroUght G £nidzioEhe U
Renaissance by surpassing its rationaly constructed concepts in order to amplify a
new spiritu al need to comprehend the impaired world. AEEQUE D OT whOw# YOI a0
, PET 1 OEOT 1 O Giguigsuésentbledigitodkdlikelamorphous masses, as
indifferent in themselves as stones by the roadside, yet vibrant throughout, volcanic
and filled with a tragic element that springs from the very depths of the human
soulz® This treatment of figures was radically different from the approach
Michelangelo used in his earlier work, where human figures were presented in
idealised forms,”E O E wE E E O U E b Gnis ehargewtcyréd ecuse
Michelangelo sought to $uild his figures not, as it were, upwards from externals
but outwards from inner depths, as if the body were possessedby the spirit z8 In
other words, Michelangelo fundamentally altered his style of artistic expressionin
his late work because # Y O 1 afigQGedl, it was no longer determined by the evolution
of artistic forms in the sense of capturing and representing the world within the
confines of its objectivity. Ratherby EUT EET PO1T WEOE it Ux OUUDOT z wbUU
Michelangelo created in his art an experience of the world where it is perceived in
its subjective existence in the here andnow. EEOUEBDOT wUDEIKIY OE @i0I0Oudz U w
late work thus did not show (art) form as idealization of the world, but he rathe r
captured in their hiatus the meaning of the world that emerges in the act of creation,
where the inner relationship of the artist to the world is communicated through the
I RO UOEOQWEOOET xGrudil va@iwi Eui EXODghiihgeirdd & w01 DU w
Michelangel O z U in EheJl€Ltures on Italian art that he gavein the winter semesters
of 1918 1920 at theUniversity of Vienna, which started with the art of Giotto and
was supposedto end with the art of Bernini.1° After alecture on the Quattrocento in
fuNUN O wb O w b lalgpfiscussed,OD BRIOIWOE OT 1 O (h4920hk éehtréh wWE U U O w
his interest on the change in, DET 1 OE O ltHat@6uid beuséebitithe Last
Judgemenffig. 3].1

s# Y Ol OB Greco and Mannerismg 10y O w#sy2OH 1albw U1 EOQwWUOE wET Ow

ein am Wegrand liegender Stein und dabei doch das Ganze vulkanisch vibrierend, erfullt

von einer Tragik, die aus den tiefsten Schachten der Seele fliel}

7# Y OR, @ber Greco und den Manierismusz, 265 266.

s# Y Ol OB Greco and Mannerismg 106 huy huO w #YbdriGaebwnd den

Manierismus z, 2660 diesFiguren nicht von auf3en nach innen, sondern von innen nach auf3en

aufzubauen, wie sich die Seele ihrerbeméchtigtz,

o# Y O1 dédbéruGreco und den Manierismusz, 265.

10 The notes to these lectures are storecat # Y OT a Oz Uwl UUEUT wbOwUT T w UET BYI w(
Art History of Vienna University, - EET OEd w, ERw# YOI a4 OO0 uCeschidit®d derut O wwE U & b (
italienischen Kunst im Zeitalter der Renaissance 1918/1919 (Manuskript zur Vorleskagpn 8,

Faszikel 4: Die Kunst der Hochrenaissance 1919/20 (Manuskript zur Vorlesuk@ton 8,

Faszikel 1:Entwicklung der Barockkunst 1920/21 (Manuskript zur Vorlesung)

11, ER w# Y Géséhiorieuwer italienischen Kunst im Zeitalter der Renaissance. Das 16.

JahrhundertMinchen: Piper Verlag, 1928, 12¥143.
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59- MICHELANGELO, DAS JUNGSTE GERIGHT
PHOTO ANDERSON, ROM

Figure 3 Michelangelo Buonarroti, The Last Judgement, 15361541.%U0 O O w, E R w&Edshictae@ler talienischen
Kunst im Zeitalter der Renaissand®as 16. JahrhunderMiinchen: Piper Verlag, 1928.

# Y O1 aéigQed that Michelangelo diver ged from the classicalelements that
dominated his earlier work , becausein the early 1540stheseformal roots were t 00
strict for him to be able toexpresswhat he was newly pursuing. This departure
i UOOw, PET 1 OEOT | 0B8,£EEHIONEODI WeviddithGh®1 & O
transformation of the compositional relationship between the figures and the
background. After the Last Judgemerhe background began to play only a
secondaryroleD Ow, DET 1 OEl&tals® zpehanEo Lk iasa platform
against which to amplify the expressivenessof the figures that actually defined the
meaning of the painting. 12 Perspective, which dominated the compositions of the
Quattrocento, 2 was abandoned, because the space was filledby the figure, which
controlled its surroundings. Th is had the effect of vercoming of the temporal or
local constraintszof a composition in a work ,'* asthe background was no longer
descriptive and used to define the figure but was instead made to support the
meaning given to the composition by the figure. As a result of this, the Last

2# Y Ol @eSddiahte der italienischen Kunst im Zeitalter der Renaissance. Das 16. Jahrhundert
1274 129.

1B ER w# Y Géséhiorbeuwer italienischen Kunst im Zeitalter der Renaissance. Das 14. und 15.
JahrhundertMunchen: Piper Verlag, 1927, 51.

11y O1 @eSdbiahte der italienischen Kunst im Zeitalter der Renaissance. Das 16. Jahrhundert
127.
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Judgenentand subsequentworks by Michelangelo existed only in themselves, in
their own dimensio n, detached from the gealz, objectiveworld. ( Ow# YOl a0z Uwb OUE U w
what was going on here was something sub specieedernats, seen and representedin
time and eternity .15
EEOQUEDOT wlddewhariges abéndanrdent of the classical and

Renaissance approacheso the construction of the figure and its background ¢ were
the result of the last and most important changein, D ET 1 OE &flt inamély, kis
effort to express a new conception of the human fate that governs all lives.1®
Michelangelo conceptualised fate as gragicz at leastin the sense that# Y OT 4 Ow
described the overall meaning of the LastJudgemenasthe everlasting tragedy of the
humankind here represented in one event.'’

In other words, iOw# Y O1 a4 Oz U wb Belrhgedy of huhBnFaed O O wU
prompted aformal changein, DET I OE Ol Ih @dérztdexyiedsihetragic fate
of humankind, the descriptive character of idealised form s influenced by Antiquity
had to be abandoned becauseit did not express the inner truth of life . It was this
inner life that defined the outer world , and Michelangelo therefore started to
conceive of his figures as possessedby their spiritual t inner ¢ being. In his lecture
on El Greco,# Y O1 a O wE ihid iBrigdbEing Basaturated with traged y ¢ rfiillt
von einer Tragikt as we have seen aboveThis realisation led Michelangelo to gurn
awayzfrom the art of the Renaissancebased on the imitation and formal
idealisation of nature, 8 becausehe believed life was directed by inner being and its
tragic determination , and not by outer existence Tragedy, as the human fate,
therefore determined the outer form of the world , and this led to a change in
, DET 1 OE O1 Whéat@igndied FOU 13U wWOUET | Ea wbOwyY BEBDGEOT 1 00z Uw
captured in his interpretation of the Crucifixion of Sént Peterin the Pauline Chapel in
the Vatican [fig. 4].

# Y OT fét@eumain protagonist of the painting was not Saint Peter or the

hangmen, but that it was rather a figure able to contemplate life by witnessing its
| OEwbOwHOlI YDUEEOI wWwEI EUT OWEOEWEEEOUEDOT wUOw# YOI ¢
young man in the middle of the painting among the witnesses of the martyrdom. He
was the main hero of the whole painting, ® because he was depicted along the line of
the raised cross with Saint Peter, and as a result it was he rather than Saint Peter
who controlled the paint D 01T z UwWE OO x O U b U b. OHe Specketsepaiadds | O1 O 0
the approaching soldiers on the left from the group on the right, which is made up
of the witnesses of the crucifixion, in relation to which he is in a subordinate

154 Y Ol @edtichte der italienischen Kunst im Zeitalter der Renaissance. Das 16. Jahrhundert

1286s PEUwI D1 UwYOUT 1 T OOwPUUWUUEWUx1 EPT wET Ul UOPUEUDPUOWD
EEUT T U0OI 000z

16# Y O @eSdbiahte der italienischen Kunst im Zeitalter der Renaiss@as216. Jahrhundert

128s 1 BDOT wOl Ul w Ui T EVUUOT WET UWBEUUOQUOWET Owi 1 UWEOOIT Uw:
17# Y O] @eddbidnte der italienischen Kunst im Zeitalter der Renaissance. Das 16. Jahrhundert

128s EOQOUWEDT waUwl DOI OQwli b 04 bizisémmérngdiaBte ey BFdgdd@ w& il UET 11T OB
El Uw, 1 OUETTI1 POz

18# Y O1 db@ruGreco und den Manierismusz, 266.

14 Y Ol @eddbidnte der italienischen Kunst im Zeitalter der Renaissance. Das 16. Jahrhundert

135:s E1 Uwil D11 OUOPET T w' 1 OEwWE]Tl Uwl EG4aT Ow# EUUUI OOUOT ¢
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xOUPUDOOSGw Uwhkl wi EYT wUI 1 OWEEOYI OwbOw# YOIl a0z Uwb(
art the formal determination of compositional space was controlled by the

61. MICHELANGELO, DIE KREUZIGUNG PETRI, ROM, CAPPELLA PAOLINA
PHOTO ANDERSON, ROM

Fig. 4: Michelangelo Buonarroti, The Crucifixion of the Saint Peter, 1542 1549.%U O O w, E @& @#&éhichte der
italienischen Kunst im Zeitalter der Renaissaridas 16. JahrhunderMinchen: Piper Verlag, 1928.

expressivity of the figures that gave the painting its meaning. The interpretation
applies here and thus instead of the externalt objective ¢ truth was the painting
determined by an inner experience of such an objective world .2
3T EOwUT OpPUwWOT EVw#YOT AaOwET OP1 YI EwOT EQwOT T wol E
UT Spuesheg wET EEUUT wOl wi PUwUOOTI wEUWE wbpP @R UUwUOWEOU
of death, a division rendered visible between the martyrdom of Saint Peter and
Sprecheg UWE OO UI Ox OE UB'® & DO ia OWIE D thaiflaéamini oEthew U
Sprechebetween these two scenes which determin ed the spatial construction of the
painting , meant that the painting is an expression of theinevitability of death as the
ultimate truth of life as the Sprechesees it he is aware of the inevitability of death
even though it is not his own death. In the painting death is thus expressedas

20# Y O1 @eSdbiahte der italienischen Kunst im Zeitalter der Renaissance. Das 16. Jahrhundert

ut + Ows EOw2 01 00T wET Uwd Us1 Ul OweET UT 1 POwOUPUUwWI DOT wbOO
a1 Y O1 @eSabiahte der italienischen Kunst im Zeitalter der Renaissancel@dahrhundert

134s ETl Uwl 1 PUUDPT T w, PUUT OxUOOUWODPT T 0wl Pl UGWUOEwWaPEUWOI |
hat bereits mit dem Leben abgeschlossen und ist nur der Anlal? dessen, was hier geistig

geschiehtt UOOET UOwWP OwNI O1 Ow) L OT OPOEOGAT OwbDUWET Qw?22xUl EI
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something sallgemein Menschliche2 UT UUwWE UwUOOIT U1 DOT wkeUODYI UUEOOA |
x EPOUDOT z U wtbektBeuiinia@ truh ofuif  the trage Ea woOi wOPIi 1 zUwOOUUw
even though life is apparent in the here and nowd w U w# YOl Aa0Owx OPOUI EwOUUOwW
painting does not deal with a particular life of any individual: gt is not about this or

that person, but about an idea that will triumph like the dawn that rises on the

horizon .23

Mannerism as Michelangel esque Transformation of Life

Since, PET 1 OEOT 1 OO0z UwOEUI wEUUwI OEEOI-Bng®UT 1 UwEUUDPUU
palpable objectivity of the Renaissance and showed how to create new art forms
within the actual state of reality, it unveiled the tragedy of life that had hitherto
remained latent. Thus# Y OT a Owi OUOUOEUI Ew, EOOI UDPUOWEUWEOwWDOE
art. This interpretation of Mannerism ¢ asconnected to MichelaO1 1 OQéeiatiom of
the tragedy of life ¢ is evident ® O w# Y Giudy Oz Pikter Bruegel the Elder, which
he wrote in 1920and which was first published in 1921 .24 At the opening of the
study we read that svhat has been written about Michelangelo's tragic end of life
also applies to the whole age into which Michelangelo's life has entered.25# Y O1 a4 O w
thus stated at the very opening of his Bruegel study that , DET 1 OEOT I 0Oz Uuw
conceptualisation of the tragedy of life was consistent with the cultural mood of th e
later sixteenth century that allowed Bruegelt as well as El Grecot to express hisera
in a truthful fashion , and without the restrictions of the Renaissancerelating to the
construction of space andthe idealisationof | BT UUI1 U8 w31 E btood Y OT A OwUOET U
LU0l T 1 Oz Nichéldddelesgue teastormation of the tragedy of life is evident
in his interpretation of ! UUIT T 1 Oz U uTkeEBENA [8ddlidg the Blindiom 1568 as
an expression of the conception of human fate that Michelangelo had articulated in
his Last Judgemenifig. 5]

#YOl aOwUl Opl EwUT EUwWUT T wWUUENT ECwOEUUI UwoOi weodu
the deepest issues of life, and thus with the forces that overwhelm the singularity of
OO0l ZUWET DOT wEOCEwWUT EUwWPOI YDUEEOGAWET U1 UOGPOT wUT T w
itsultimate tUU UT wbOwUT 1 wEl E U THe BihdLB@ddiagdhe BlddifferadU I E U w
from the Last Judgemerin its treatment of human life: Michelangelo set life in
EQOOUT I UwE b Oibé&roensotfichgawE D Quis OUDOOOwpPT BOT w! UUT T1T QuwxC
allitagliche w BHDEas an insignificant event.2' OP1T YT UOw# YOI AaOwEOUOwI R x OF
that despite these differences,

24 Y Ol @GeSdbiahte der italienischen Kunst im Zeitalter der Renaissance. Das 16. Jahrhundert

132.

23# Y O1 @eSabiahte der italienischen Kunst im Zeitalter der Renaissance. Das 16. Jahrhundert

13551 Uwl EQET OUwWUDPET wbhendMenschéhCsandedn ulh eideudde: weldhe N |

UPI 11 QwbpPUEwPDI WwEDT w, OUTIT OUgUl OWEDPI wEOQw' OUPAOOUWEUI |
22 ER w# Y €Inlaitdng gin: P. Bruegel d. A. SiebenunddreiRig Farbenlichtdrucke nach seinen

Hauptwerken in WienWien: Anton Schroll, 1921, 5 36.

s4# Y Ol goleitung z 50 was (iber Michelangelos tragischen LebensabschluRR geschrieben

PUUE] Owl POUWEUVUET wi LUWEEVUwW! EG4l w9l PUEOUI UOwWPDOWEEUW, DI
%, ERw# YOl a0Ows/ DI Ol Uw! UUTT1T QOWET Uw=001 Ul zOwbOo6 w* EUO W,
(eds), Kunstgeschichte als Geistesgeschichte. Studien zur abendlandischen Kunstentwicklung

Munchen: Piper Verlag, 1924, 216 257, here 248249.
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SEUOwWUOT T wil EUOwWOI wEOUT whOUOUwWUT T Ul wPUWEWEOODO
existential problems and in both works we find those forces which determine
the fate of the individual cent red upon a terrifying event. Furthermore, both

¢6. PIETER BRUEGEL D. A.: DIE BLINDEN NEAPEL, MUSEO NAZIONALE ZU SEITE 24

Figure 5 Pieter Bruegel the Elder, The Blind Leading the Blind, 1568.%U O O w, E B w#&onsdeschichtélals
Geistesgeschichte. Studien zur abendléandischen KunstentwickWiingchen: Piper Verlag, 1924.

paintings contain a personal confession and perfectly express the artistic and
PpOUI 001 EUVUEOWPE]I EUwWOI wlOT 1 DPUWETT 78

# Y Ol thu®sbowed that D OQw! UUIT ihé tAgedywE BEW | OEOT 1T OO0z UWwOEUI
art was rendered asthe impulse to overcome the art as an objective formin order to
fill it with the inne r meaning of life that gave a new content to the problem of form .28
The Bruegel study is also thekey source for understanding the originsO1 w# Y OT a Oz Uuw
concept of tragedy . Inthe EOOOT EUDPOOwWOI w# Y Ol pogihgnibusly thUEa Uwx UEOD
1924 and in which the Bruegel study was published for the second time, we find a
slightly altered version of the above-mentioned quotation: 2 DO O1 Oz Uwb OUE U w
Ul TEUEDPOT wUT 1T wOUET b Eewbuld tvel® E appliedid thisdvEoeT 1 0Oz U w

27, ERw#YOT a0O0wis O 01 w HEife Bistéht cdAnvetistory of Ideasans!.

by John Hardy, London: Routlege, 1984, 7Nt OQwi I Ul wNY OQw# YOI a0Ows/ 1 U1 Uw! UU
248:Beiden Werken liegt eine Auseinandersetzung mit den tiefsten Daseinsfragen

zugrunde, bei beiden sind die Gewalten, die Uber dem Einzelschicksal stehen, im

Brennpunkte eines schauerlichen Ereingnisses zusammengefal3t, und beiden liegt ein

personliches Bekenntnis zugrunde, welches zugleich die kiinstlerischen, geistigen und

ethischen Idealedes9 | PUEOUT UUwaUQuwi gET UUI Ow UUEUUEOWwWEUDOT Uz

28# Y O1 @eSabidhnte der italienischen Kunst im Zeitalter der Renaissance. Das 16. Jahrhundert

1355 O1 Ul w$ UOI OOUOPUWOUSUT wgd66¢ wEI Ow/ UOEOT OQwWET UwnOU O
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period .2° We find here a direct reference toGeorg 2 B O O IPRllgsbiphische Kultur

from 1911, which included his text on Michelangelo and his study on the concept

and tragedy of culture.®In Dvol & Oz U uhere)is)dtefevenceon page 181to

Simmelz U wEvh&©we find SDOO1 Oz U wE |the byl éxdedsadii w

, DPET 1 OE Olas falléws fig.BB)U U

PIETER BRUEGEL DER ALTERE

die Fiden, mit
daB wir in der Auffa
nicht tief genug gedrungen sind.

Was Simmel uber Michelangelos tragischen Lebensabschluf geschrie-

hen hat?, gilt fir die gan: . Die Kunst, als eine von den dunklen
Ak " el h et " .

e

chen Vergottlichung jektiven Form und ihrer sinnlichen

ng, zur Giberrealen Vollendung durch die aut Macht

nbildungskraft entwickelt, gelangte zu Grenzen, die nicht mehr
i inten,

s noch wichtiger war, die ungeheure Kluft zwi-

schen den kiir
diirfnissen und Bedring die nicht, wie einst
aufl dem es-

em von géi-

Auffas: unst enthalten
zog sich in gei hrenden Kre
den formalen nus der Ho
dieses oder jenes neue kiinstlerische Ziel gehandelt hat, son
ganze Stellung zur Kunst und um ibre Rolle im Geistesleber

erpetrr T dem [pHogriff der

ultur. Lelpzig 1911, 8.1811.

Figuet w, ERw# YOl a0z UwUUUEawOOw/ BT U1l Uw! UUTTT OwlT 1T w$ OET UwephiNI KAWE OE w.

sTragedy, | have said, signifies that what runs against a will and a life as its

contradiction and destruction nevertheless evolves from the deepest last

foundations of this will and this life itself [.]J3 UET 1 EAawEOOUPUUUwWDOWE WET
being annihilated by the same roots from which it grows in meaning and

value. In this sense, Michelangelo is atragic personality t hrough and

through. 2*

24 Y Ol @i&r@ Bruegel the ElderO wi huO wgi¥téd BraeQebder Alterez 220 IVas

Simmel Uber Michelangelos tragischen Lebensabschluld geschrieben hat, gilt fiir die ganze

Zeit.z

30 Georg Simmel, Michelangeloz in: Philosophische Kultur. Gesammelte Essiagspzig: Dr.

Werner Klin khardt, 1911, 154 184;Georg Simmel, Der Begriff und die Tragddie der Kultur z

in: Philosophische Kultur. Gesammelte Essiagspzig: Dr. Werner Klinkhardt, 1911, 2454 277.
Original ly published as Georg Simmel, Michelangelo. Ein Kapitel zur Metaphysik der

Kultur Z Logos. Internationale Zeitschrift fiir Philosophie der Kujtliy 1910, 20¥227;Georg

Simmel, Der Begriff und die Tragddie der Kultur z Logoslinternationale Zeitschrift fir

Philosophie der Kultyr2, 1911, 125.

311 OUT w2pOOI OOWOEDET | OEVUE ©0&wE bEsdaysOri Aarld O U U UT z Owb Oo w
Aestheticstransl. by Austin Harrington, Chicago, IL, and London: Chicago University Press,

2020, 279297, here 295translation altered; SimmelOws , DET 1 O E187: $rdpi® gciidan hu W hu
uns zu bedeuten, dal3 dasjenige, was gegen den Willen und das Leben als deren
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T EQw# EOIOPEW UEUI Oawb OUOI Eofitrapddy, ewend OO1 Oz UwOOUD
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Bruegel, can beobserved in the manuscript of # Y OT @8Bfegél study in the
Archive of the Institute of Art History at the Vienna University ,32where we find
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In 1911 Simmel showed that culture is created out of various forms of life and
that the art that is created by the individual (as an artist) is assimilated into cultural
production according to the way in which his or her forms are identified as
something more than the B O E B Y Blifé O & wHithuit emerged . Thus, asSimmel
showed, the expression of individual life in culture is something more than life itself
because t exists as part of the cultural structure of the given society, and thus newly
reacts not to the needs of its originator, but to the needs of the given social

Widerspruch und Zerstdrung gerichtet ist, dennoch aus dem Letzten und Tiefsten des

Willens und des Lebens selbst wachst [...] DalR die Vernichtung aus demselben

Wurzelgrunde stammt, aus d em das Vernichtete in seinem Sinn und seinem Wert

gewachsen ist, macht das Tragische aus und darum ist Michelangelo die ganz und gar
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32| cordially thank to Dr. Fried rich PolleroR for allowing me toworkin , ER w# YOI a Oz Uwl UUEUI u
at the Institute of Art History of the Vienna University.
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