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Emerson and Michelangelo

Taikan TAKAGI

In the last issue of our memoirs, the author touched upon Emerson’s aes-

thetics, laying stress on his correspondence, symbol,

This

and organic theory.

essay presents his aesthetic theory in commection with Michelangelo, the great
Ttalian sculptor, painter, and poet. One of the chief matters of concern:is how
to find Emerson’s impression and effect at the sight of Michelangelo’s various
works, and study Emerson’s aesthetics clinically.

Emerson said, “Above all men whose history we know, Michael Angelo
presents us with the perfect image of the artist,” and selected him as the sub-

ject of one of his earliest lectures.

Consciously or unconsciously men describe themselves in the characters they

draw.

The author tries to find Emerson in Michelangelo, and comes to the con-

clusion that Emerson and Michelangelo have much in common even in their view

of art. DBut, strange to say,

it is very difficult to find Emerson’s aesthetic,

minute expression to Michelangelo’s works. This is an interesting question that
the author wants to put into consideration.
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for him to write his lecture on Michelangelo in a
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2, BLOEREOHRTCRHICIr 5 aclT+520
L5 RH#EEY L TCTHHDIRHEERDD, VT k
YAk ZEDOBE—~DOHEHEE LT vy YOF, “He
(Michelangelo) was not a citizen of any country; he
belonged to the human race; he was a brother and a
friend to all who acknowledge the beauty that beams
in universal nature, and who seek by labor and self-
denial to approach its source in perfect goodness.” %
HIFT B n¥ks, Foerster 73 “Michael Angélo, how-
ever, won Emerson’s warmest interest, as sculptor,
painter, architect, and man. It is significant that in
1835, fresh from his sojourn in Europe, Emerson chose
the Italian artist as the subject of a lecture before the
Society for the Diffusion of Useful Knowledge. It is
significant also that copies of Angelo’s works hung
upon his study walls, and that he resisted the attempt
of his friend Ward to prove to him, with engravings
as evidence in the debate, ‘that Raphael was greater
than Angelo, great as Shakspere.’ This was in 1839,
when Emerson’sa choice of men of the First Class was:
Phidias, Jesus, Angelo, and Shakspere..-... (1) o
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Michael Angelo presents us with the perfect image of

“Above all men whose history we know,

the artist. He is an eminent master in the four fine
arts, Painting, Sculpture, Architecture, and Poetry.
In three of them by visible means, and in poetry by
words, he strove to express the Idea of Beauty. This
idea possessed him and determined all his activity.
Beauty in the largest sense, beauty inward and out-
ward, comprehending grandeur as a part, and reaching
to goodness as its soul, —this to receive and this to

impart, was his genius. ---Amidst all these witnesses

* Oliver Wendell Holmes, “Ralph Waldo Er-nerson”
p.75, (1885) Houghton Mifflin, Boston.
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to his independence, his generosity, his purity, and
his devotion, are we not authorised to say that this
man was penetrated with the love of the highest beau-
ty, that is, goodness; that his was a soul so enamoured
of grace, that it could not stoop to meanness or de-
pravity; that art was to him no means of livelihood
or road to fame, but the end of living, as it was the
organ through which he sought to suggest lessons of
an unutterable wisdom; that here was a man who lived
to demonstrate that to the human faculties, on every
hand,

which no profane eye and no indolent eye can behold,

worlds of grandeur and grace are opened,

but which to see and to enjoy, demands the severes_
discipline of all the physical, intellectual, and mora
faculties of the individual ? ---He was not a citizen of
any country; he belonged to the human race; he was
a brother and a friend to all who acknowledge the
beauty that beams in universal nature, and who seek
by labour and self-denial to approach its source in per-
fect goodness.”@ (ZDFIHXDHK Y OHFIXTIDLD
CEETAHNDELE S OTHOZET )
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filled with the Creator that made and makes men.

“Michel Angelo is largely

How much of the original craft remains in him, and
he a mortal man !”---@® 2 #4250 & EHE BN
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BERAERE LV T EW—rBELTE, N2,

“Self-reliance seems almost to be the one common qual-

ity which unites the heroes who are subjects of the
lecture series,

‘Biography.” It is in Michelangelo’s
‘almost savage independence,’ in his demand for ab-
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solute freedom in the designing of St. Peter’s, in his
refusal to accept gifts since thereby he would be obli-

gated to the giver.”@ & 5 £ g% T35,
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NIE—UORFETAETH Y MOBEADOBETH 5 EM
MEREZBEERTH v P LTHANMESRDOZ & &
2 XA MBI T LY 2 nie DT h, “This truth,
that perfect beauty and perfect goodness are one, was
made known to Michael Angelo;--- ‘Nothing is beau-
tiful but what is true.’--- In art, Michael Angelo is
himself but a document or verification of this maxim.
He laboured 1o express the beautiful, in the entire
conviction that it was only to be attained unto by
knowledge of the true. The common eye is satisfied
with the surface on which it rests. The wise eye knows
that it is surface, and, if beautiful,
interior harmonies, which, to him who knows them,
compose the image of higher beauty. Moreover, he

knew well that only by an understanding of the intex-

only the result of

nal mechanism can the outside be faithfully delineated
B EnS ZEnTcE, NeNOEOEBECERY
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IEER L2 5D TR L, ERRORTNEHER
BEEEEBETHILIEE WS, Thbb, F4 51y
TTHBENLENWIDTHD, £ZTZII 2 DDED
SENREX T B, “Since what skill is therein shown
is the reappearance of the original soul, a jet of pure
light, it should produce a similar impression to that

made by natural objects. ---The best of beauty is a

finer charm than skill in surfaces, in outlines, ---”(®)
BESFOEFETOMNCII 2L, 2DXkEEEHLES
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B EGOERE DI, LabiE, EEFOLEREE
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OIEBN BT L THE > e AB D ERICIES O
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(RO EEXEERL, BAKLEL, Thi AR L&
S 72k, (LETBIEND D, MO THEI3EX
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YDEL DILEEATIT 720 DT, HHWYDHEREL
BN HERCEHNE B B RF OH L x>
oo FRIESAK B U AMESBIES L, K& REEl%
BLADTHEN, GELFNHLOFOENZ DX
Lo —Elt, W5 bODMELRRRTHHONS

DEFEWD EThAV, T, WEiteDENBERCH
WT, DEDQIT UL DNTDF TE L IDEERKN
CEB#E L A5, “His instinctive feeling is that inner
beauty of character should also make the outer person
attractive. When character fails to have that effect—
as with Turner, whose face remains ugly despite his
creation of beautiful paintings—he asserts that charac-
ter makes up for the lack of outer grace. Conversely,
a handsome person who expresses ignoble sentiments
These

compensations, however, never quite make up for his

becomes suddenly ugly in Emerson’s eyes.
disappointment when ‘inner’ qualities of character fail
to match outer manifestations of grace, or vice versa.
The reason is that in the perfect working of organic
the two should be consonant. ”(8)
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o U LRABRCEENE WO BSEBEN LT Tsh 0
LT RBILTCwD, A==} - =k, “Cole-

ridge was convinced that the imagination, in its highest

form,
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potency, was something ‘essentially vital’. He also
felt that its source was in the unconscious—"©) &\
TW32, BEDEW OREEIEREBWDEn)
MHh, MABFREIE [Read 375K, XEDORAE
iz ‘shape’ cik/a< ‘form’ TN IER BREE
%2, E7%® ‘form’ % abstract -‘G/z < organic 7/t d
DOThRFNIE DR EE 27z, Read ki, £D%E
%1% Schelling 35D Cdh 54, Coleridge & F7-
B U# 2 %Y, B organic form 2w i Cole-
ridge BBELTEVWAZELZ 2 FH-> T EW)DTH
%, X ‘shape’ L IZAREAICH B & D ikte LANEN L
LDTHY, NrbEzbhs FIER (pre-existent)
bDTH B, ‘form’ ZZhieR LT, AEDOTEIC
BL, ZRRORF RFOFH > EERHTEI -
TAENLE &EHEINDEEDTH B Joo & BiBE A I
ZTELNLZDIFEHTRETH S,
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= o HiROBEEZFFRL CATHL AN DDIE, TT
DERFEEITRL TRABRNIETHD E > T
bo TLTHRERBRNAOEDL 5 Al 2y, #
REENEOHE L NEEERBETENIDTH B,
ZHIEAER TR ISR THENBED L 5 EL
RFEEIND2DTH D, B 5EMETIEATEETH B
DIEND EThinl, NRAEEDEHEEE, WELH
DEfEL, REBTHRI, $TC2 5 LARRENS
BAOBERELLMTLEN5DTH D, Eif, =<
VAR i 5o 2 n OFERIC b organic form % R
LTHRD, TREOWTEHTF X3,
of organic form in sculpture Emerson discovers in the
First led by Goethe to admire

“The epitome

work of Michelangelo.
this sculptor, Emerson proceeded to study him inde-
pendently. The essay on ‘Michael Angelo’ approves
his definition of beauty as ‘the purgation of superflu-
which of course underlines Emerson’s own de-
... The choice of

Michelangelo for his ideal in sculpture indicates that

ities, ’
mand for selection, in artistic form.
Emerson’s concept of organic form in that art differs
sharply from the ‘classic’ ideal. The turbulence as well
as the design, the ‘far-off glimmering’ of a distant
ideal as well as the integration of idea with form,
are the keys to Michelangelo’s appeal for Emerson
throughout the years.”W) & i ~E%% L T35,
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DL, THZIrYcuiXREBERBNTHBEL LY, >
TazsaDBEEEL L TORBNEDTHB, =7
Lbirsry: oD+ smMEaeR v, “.he
devoted himself to the study of anatomy for twelve
years; we ought to say rather, as long as he lived.

The depth of his knowledge in anatomy has no par-

allel among the artists of modern times. ...”)
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L, BOERHBIRIT I sudAtaF 4 —2B7
AF 7RO AT 4 =X DEDZPEELOTTND &
ABbis B Xk F—EBRNTWER, 257
U suhbodrAtar DEEESHKENMCTRNLTY
B EIREE D RHIZ DT H B*,

XTC, =9V R OWTEDL HREZ TV
DT HAD M, “Temperamentally more sensitive to
sculpture than to painting, Emerson notes the ‘organic’
advantage of sculpture over painting, in educing the
life out of the marble block, instead of putting on
paint and gold. Reluctant though Emerson is to limit
criticism by the method of comparison, he states in
(1841)
that sculpture, especially that of the Greeks, is ‘the

the Dial notes on ‘Painting and Sculpture’

result of all the other arts, the lofty interpreter of them
all; .70 “ukirsr oo OERE Y URE
7R, EDX 5 IEEI R T, Wain B RIGER L e
WS L bhBbEDE KN D b,

this afternoon to see Michel Angelo’s statue of Moses

“I went

at the Church of San Pietro in Vincolo, and it is grand.
It seems he sought to embody the Law in a man.
Directly under the statue, at the side where the whole
face is seen, the expression is terrible. I could wish
‘Alzati,

the enthusiastic sculptor. ”09 “In sculpture, his greatest

away thcse emblematic horns. parla I’ said
work is the statue of Moses in the Church of Pietro
in Vincolo, in Rome. It is a sitting statue of cclossal
size, and is designed to embody the Hebrew Law.
The lawgiver is supposed to gaze upon the worshippers
of the golden calf. The majestic wrath of the figure
daunts the beholder...”®
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2, FREEMBIC RO D8 &FRET 5 & HTJEE
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IHELEBLWERNTWESR, Zhizzv DR
ABEDO—OTHHHEOBEOENL RTINS,
< —+xp, “More alive to the beauty of form
than of color, sculpture appealed to him (Emerson)
more than painting, though he was sublimely indif-
ferent to its technique.”®® &3 RNTWBHODWIE, =<
V1833 fFIm 4 £ U AR T B Rk, EIL D
HixRALONRTL D oTzeWH 2 & ELFET B, A
A, FHRFRIPo DX » T —TCBREDEX D
WP ERFE LTINS, Z Wik —FEO JFicix

* T —ER, “3Ir 7 v Y= eofin” pp.34—35, (1948)
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WhDBBIEELEBND, T — L ARBNTH,
“Then I went round this cabinet & gallery & galleries
till T was well nigh ‘dazzled & drunk with beauty.’ I
think no man has an idea of the powers of painting
until he has come hither.”t9 & FEEEL TW54, U7z
MERH-Todnwx X 5,

OB LD SR LTRSS -
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FHOEMBB LR WTE, MR52 53 X ELER
DEEMAHL B L L, ZHFD EDDERT
HBo IV DRERDLETIRAL LS
©, BCHMAHHRCENINT, IERBAHELS R H
T3, Ludwig Goldscheider ¢ Michelangelo Draw-
ings #RBHL, TDVAyYr2DERMREIEDT

BRELC, WhinER e B EH L T 202 BHE

X BEEBRWE, 55U lFF=F0OR, Fov
SUA—-ADTEICA->TR U EDF o ¥ %D
fro FNMDBERF 2 — 7 THREBRDTITE, DWT
oM<, KL, oML, kR BREE
Hic 2 A UHAMEAFEEL 1o, bR
Hh it b, YHoF ahbF 4 T RBRWZHIV
F v ¥ 2DOBRAEFE, WTNLINIRAERBR T
Sl E, DAEHLWEZATYFREHEESD,
M IMME T - & OBIBDF » ¥ > IR E i
BCEB5BO LD TH B, FOMILAIBIIRER
DEEEBTT WD, 7 v ¥ id—Ib, BT b~
B, FIREBBRRL—-T T BRASTLBL, KR
BETHENS, [Fo vV EROERBE, Fxl
BOZThBESERLERESEOND L, ¥ F0%
R T—HF—SHBROBBOREERT DL D
Bx250 OThH-TvF LDV LERT v H L%
o TnBb,

Y27 4 FHERED Iy 0 vz s OFRFEICOWT
<V %, “This is his capital work painted in fres-

co. Every one of these pieces, every figure, every
hand and foot and finger, is a study of anatomy and
design.  Slighting the secondary arts of colouring,
and all the aids of graceful finish, he aimed exclu-
sively, as a stern designer, to express the vigour and
magnificence of his conceptions. @ &\~ T 5723,

CZDOVAF 4 FORAEXIZY T2 Y2 v DEFOLKE

* 7/r3¥, Jaromir Pecirka, “The Drawings of Leonardo
and Michelangelo” (1966) Artia, Prague. i%, WE[F
DF v ¥ R T E TAEE SR L Vo
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HERTICBEAERTH- T, FRRFEOED LTI
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W DIRRHETH B, Eiemnl, ZDEKRRDEREIR,
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Fehime, FlxiE, d>OBFER [RBROFH] o
Td, FOEBECIE, “Upon the wall, over the
altar, is painted the Last Judgement.” & &2 D& 72,
4, “for the sake of the completeness of our sketch

we will name the principal ones.” & Z &i>- Tlkd
2, Hitic bB#CS, & TLEEKNAIERRE 2
M, LbiE, =<V RIFERXES b
Te DB,
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