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Musicology has undergone a sea change in recent years. Where once the 
discipline knew its limits, today its boundaries seem all but limitless. Its 
subjects have expanded from the great composers, patronage, manu-
scripts, and genre formations to include race, sexuality, jazz, and rock; its 
methods from textual criticism, formal analysis, paleography, narrative 
history, and archival studies to deconstruction, narrativity, postcolonial 
analysis, phenomenology, and performance studies. These categories 
point to deeper shifts in the discipline that have led musicologists to ex-
plore phenomena that previously had little or no place in musicology. 
Such shifts have changed our principles of evidence while urging new 
understandings of existing ones. They have transformed prevailing no-
tions of musical texts, created new analytic strategies, recast our sense of 
subjectivity, and produced new archives of data. In the process, they have 
also destabilized canons of scholarly value. 

The implications of these changes remain challenging in a field 
whose intellectual ground has shifted so quickly. In response to them, 
this series offers essay collections that give thematic focus to new critical 
and cultural perspectives in musicology. Most of the essays contained 
herein pursue their projects through sustained research on specific musi-
cal practices and contexts. They aim to put strategies of scholarship that 
have developed recently in the discipline into meaningful exchanges 
with one another while also helping to construct fresh approaches. At the 
same time they try to reconcile these new approaches with older meth-
ods, building on the traditional achievements of musicology in helping to 
forge new disciplinary idioms. In both ventures, volumes in this series 
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also attempt to press new associations among fields outside of musi-
cology, making aspects of what has often seemed an inaccessible field 
intelligible to scholars in other disciplines. 

In keeping with this agenda, topics treated in the series include 
music and the cultures of print; music, art, and synesthesia in nineteenth-
century Europe; music in the African diaspora; relations between opera 
and cinema; Marxism and music; and music in the cultural sensorium. 
Through enterprises like these, the series hopes to facilitate new discipli-
nary directions and dialogues, challenging the boundaries of musicology 
and helping to refine its critical and cultural methods. 
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CHAPTER 1 

"From the Other Side" 
An Introduction 

MARSHA L. MORTON 

There is only one Art; painting and music are 
only different fields, part of this general Art; 
one must know the boundaries, but also how it 
looks from the other side; yes, the painter who 
is musical, just as the composer who paints, 
these are the true, genuine artists . ... 1 

-CARL FRIEDRICH ZELTER 

When Carl Friedrich ZeIter made these remarks during a conversation in 
1783, few would have imagined their prescience. By the tum of the next 
century synesthetic beliefs were to nurture a truly symbiotic relationship 
between music and painting, with artists from Debussy to Gauguin en
riching and reformulating their art through mutual exchange. While this 
direction culminated in twentieth-century abstraction and the creation of 
musical compositions inspired by paintings or incorporating visual ele
ments, the nineteenth century represented the critical period of gestation 
when music "came of age" and painting approached the threshold lead
ing into nonobjective realms. As Charles Baudelaire observed, the arts 
aspired to a condition "in which they len[t] each other new powers."2 

Through selected topics, the essays included in this volume explore 
specific details of this interchange. Some provide new information for 
familiar figures; others discuss individuals (Saint-Saens, Monet, Van 
Gogh) who have been infrequently mentioned in this context. Although 
considerable interest has been shown in this subject during the previ
ous decade, primarily among German scholars, few publications have 
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2 The Arts Entwined 

appeared in English. Our book is intended to address this omission and 
to stimulate further investigations.3 

Music's meteoric ascent among the arts in the nineteenth century, 
rising beyond its more humble status in the eighteenth century, is a well-
known fact. Ut pictura poesis was succeeded by ut pictura musica, and 
painters, seemingly ever the runners-up, shifted their sights to a new 
model. It is therefore not surprising that more painters were inspired by 
music, and in more fundamental structural ways—music leading to radi-
cal developments in abstraction—than composers were inspired by the 
visual arts. As Wolfgang Dömling and Karl Schawelka have recently 
argued, the notion of "musicality" in painting is not matched by a corre-
sponding doctrine of "painterliness" in music which is equally com-
pelling.4 Additionally, efforts to pinpoint influence from the visual arts in 
music are muddied by the fact that those influences are often entangled 
with literary sources (characterization in music, for example, does not 
reflect a uniquely pictorial quality but a narrative one that could also be 
found in a written text) and with general vision (musical evocations of 
nature do not distinguish between "real" landscapes and their painted 
versions). The varied range of musical inspiration is demonstrated by 
Thomas Grey in Chapter 4 where he argues that the Hebrides Overture 
references Mendelssohn's trip to Fingal's Cave, depictions of the site, 
and paintings and poems of the mythic Ossian legend. In all cases, how-
ever, the composer is crossing borders in an attempt to expand the range 
of his art to things extramusical. 

The essays in this book deal with visualization in music in the 
broader meaning of images seen as well as the more specific one of 
paintings viewed. Considered from this perspective, the reciprocal influ-
ence between music and the visual arts becomes central to discourses on 
the very nature and identity of both mediums: absolute versus program 
music (and tone painting), and narrative representational styles versus 
abstracting symbolic ones in painting. Encoded in these options are ideo-
logical choices regarding artistic meaning and the determining role of 
content and/or form, issues that are at the heart of discussions about 
nineteenth-century art. 

Throughout the previous century roles had been reversed, with com-
posers seeking to incorporate elements from the visual arts and literature. 
Judged according to traditional classical standards of imitation, music 
was at the bottom of the hierarchical heap, struggling to maintain a rank-
ing as a "fine" art. It did so by copying nature, either externally (through 
its sounds) or internally (emotions). Musical compositions that evoked 
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auditory images were referred to as tone paintings. Jean-Jacques Rous-
seau, an enthusiast, described the genre in terms of the verbal and visual 
arts: "Imitative music, using lively, accented, and, as it were, speaking 
inflections, expresses all the passions, paints every picture, renders every 
object, submits the whole of nature to its ingenious imitations, and by 
this means conveys to the human heart those sentiments proper for mov-
ing it."5 The position of tone (or word) painting in the early nineteenth 
century is discussed further by Stephanie Campbell in Chapter 3 through 
her comparison of the role played by visualization in Zelter's composi-
tional practises and in Goethe's conception of music. 

Music's mimetic and linguistic capacities were obviously limited, 
however, and in the opinion of many, its borrowings from the other arts 
only served to underscore its inadequacies. Music was customarily per-
ceived as an agreeable entertainment whose "sentiments" did not com-
pensate for failures in the realms of cognition and reasoned thought. 
Kant dismissed music as "least amongst the fine arts, because it plays 
merely with emotions" and "communicates by means of mere sensations 
without concepts." In comparison to the representative arts it was seri-
ously deficient. They "greatly excel it, for they freely stimulate the play 
of the imagination in a way that is suited to the intellect" and "create last-
ing impressions."6 

When Kant published these remarks in 1790 reevaluations about 
music were already underway in England and Germany in writings by 
Charles Avison, Adam Smith, Johann Gottfried Herder, and Wilhelm 
Heinse. Nascent melomania was predicated on changes in aesthetic 
thought found especially in theories of the sublime, on developments 
within music itself, and on the new public concert venues. In the Roman-
tic doctrine articulated by Wilhelm Wackenroder, Ludwig Tieck, the 
brothers Schlegel, and E.T.A. Hoffmann, music was now valued for its 
vague indeterminate content, previously regarded as its greatest weak-
ness. Through its nonreferential suggestive forms, music was perceived 
as evoking an ineffable essence more metaphysically profound than any-
thing communicated through language or sight. Music offered a glimpse 
of the absolute by way of the infinite or the inner soul.7 Significantly, this 
transformation was inextricably linked to new forms of instrumental 
music (symphonic and keyboard), still in their infancy, coupled with a re-
jection of music that was imitative or accompanied by a text. In his essay 
"Symphonies" Tieck described music as an abstract structure that ex-
plores inner realms located beyond empirical reality. Painters thoughout 
the nineteenth century would embrace and emulate this model: 
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Art is independent and free in instrumental music; it prescribes its own 
rules all by itself... it completely follows its dark drives and ex-
presses with its triflings what is deepest and most wonderful. . . . 
[the] sounds which art has miraculously discovered and pursues along 
the greatest variety of paths . . . do not imitate and do not beautify; 
rather, they constitute a separate world for themselves.8 

The most indefatigable proselytizer of instrumental music was Hoff-
mann, whose 1810 review of Beethoven's Fifth Symphony, considered to 
be the quintessential document of Romantic theory, was itself a polemic 
for the supremacy of instrumental over vocal music: 

Beethoven's music presses the levers of terror, of fear, of dread, of 
pain, and awakens the endless longing that is the nature of romanti-
cism. Beethoven is a purely romantic composer (and precisely because 
of that, a truly musical one,) which may explain why he is less success-
ful with vocal music, which does not permit indefinite longing. . . .9 

Such adjectives of passion were foreign to the world of Baroque music 
and accompanied changes in composition introduced during the classical 
period of Haydn, Mozart, and Beethoven. New technical improvements 
during the late eighteenth and early nineteenth centuries, including piano 
pedals, brass instrument valves, and improved fingering on wind instru-
ments enabled composers, beginning with Beethoven, to broaden the ex-
pressive range and drama of orchestral sound by elevating tone color and 
enhancing textural and timbrai variety. As Charles Rosen has observed, 
sound and orchestral color became fundamental to musical structure in a 
more determining way.10 

The development of instrumental music was also facilitated by the 
growth of the public concert. Composers, no longer subject to the re-
quirements of court and church, were freed from the necessities of text 
and occasion/function, while listeners became observers rather than 
participants. Within the concert hall, standards for audience behavior 
changed under the impact of the new Romantic veneration of music. 
Eighteenth-century practices, where listening was combined with social 
interaction during performances, could hardly be maintained if the audi-
ence was to experience a moment of spiritual transcendence.11 Accord-
ingly, lights were dimmed and silence maintained. This new attitude of 
contemplation, akin to states of religious devotion, has been identified by 
Schawelka as essential to the concept of the "musical" in painting. He 
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has argued that artists sought to evoke through their work responses sim-
ilar to those elicited by music in which the enraptured listener absorbs 
the sounds as if in a dream state.12 Certainly, museums would come to re-
semble concert halls in their imposed tone of hushed reverence. Wacken-
roder described the "correct" way to listen as an immersion in a "current 
of emotion" in which "all destructive thoughts" are banished.13 Central to 
the process was the disengagement of the conscious mind: comprehension 
would destroy the magical power and irrational mystery of the experi-
ence. This attitude was reflected later in Thomas Carlyle's ecstatic re-
marks: "Who is there that, in logical words, can express the effect music 
has on us? A kind of inarticulate, unfathomable speech, which leads us to 
the edge of the Infinite, and lets us for a moment gaze into that !"14 In a 
similar vein Mme. de Staël had proclaimed that "the delightful reverie 
into which it [music] throws us annhilates all thoughts which may be ex-
pressed by words;... music awaken[s] in us the sentiment of infinity... ,"15 

No greater indication of change in the status of music can be found 
than by comparing the remarks on concerts and instrumental music by 
the eighteenth-century aesthetician Johann Georg Sulzer with those of 
Arthur Schopenhauer. In 1793 Sulzer wrote: "In the last [lowest in artis-
tic ranking] position we place the application of music to concerts, which 
are presented merely as entertainments, and perhaps for practice in play-
ing. To this category belong concertos, symphonies, sonatas, and solos, 
which generally present a lively and not unpleasant noise, or a civil and 
entertaining chatter, but not one that engages the heart."16 Thirty years 
later Schopenhauer observed that "a man who gives himself up entirely 
to the impression of a symphony experiences the metaphysical."17 

Through Schopenhauer's writings music became a superstar as it 
emerged from Kant's earlier banishment to occupy an elite position within 
a philosophical system. Schopenhauer provided a theoretical explanation 
and justification for Romantic intuitions about music's unique nature. He 
maintained that objects of the phenomenal world, which are also those 
depicted in paintings and described in language, are merely indirect rep-
resentations of the will through "Ideas," while music, in its complete in-
dependence from empirical reality, objectifies the will: 

Therefore music is by no means like the other arts, namely a copy of 
the Ideas, but a copy of the will itself, the objectivity of which are the 
Ideas. For this reason the effect of music is so very much more power-
ful and penetrating than is that of the other arts, for these others speak 
only of the shadow, but music of the essence.18 
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Given this belief, it is not surprising that Schopenhauer strongly opposed 
any form of interchange among the arts, which would only end by weak-
ening music's ability to express the will. Visual imaging in instrumental 
music—he mentioned Haydn's Seasons and Creation—was to be com-
pletely rejected, and audiences were warned against the temptation to 
"see pictures" mentally while they listened to symphonies.19 Implicitly, 
Schopenhauer would seem to suggest that any attempt on the part of 
artists to craft a "musical" style of painting, while understandable, is 
doomed to failure. Far from discouraging painters, however, Schopen-
hauer's conception of music—especially as interpreted by his followers 
Wagner and Nietzsche—acted as a beacon. 

Schopenhauer severed further the connections between music and 
the conscious mind, theorizing that the act of composing was an "inspi-
ration" imperfectly understood by the individual who mentally hears and 
"transcribes" the notes through a process inaccessible to the rational 
mind. He wrote: "The composer reveals the innermost nature of the 
world, and expresses the profoundest wisdom in a language that his rea-
soning faculty does not understand, just as a magnetic somnambulist 
gives information about things of which she has no conception when she 
is awake."20 This perceived divorce from cognitive thought and language 
served to unite music with painting in some of the earliest comparisons 
between the arts. While Leonardo da Vinci had considered music and 
painting to be "sister arts" and Poussin had linked color schemes to mu-
sical modes, the Romantics consistently paired them on the basis of their 
shared nonverbal nature. From Sulzer to Wackenroder, Novalis, and 
Friedrich Schlegel, music and painting were the arts of "soul" and 
"spirit." Mme. de Staël, echoed later by Delacroix, proclaimed them "su-
perior to thought: their language is colour, forms or sounds."21 Painting 
and music were not only verbally inarticulate but also acted more di-
rectly on the senses through the heart or nervous system (an association 
later developed by Baudelaire), rather than the mind. 

Despite projected unifications of the arts and early expressions of 
synesthesia, the Romantic doctrine was based on an ideal of music as an 
abstract instrumental form. Tone painting was disparaged, with Bee-
thoven pointedly remarking that the Pastoral Symphony, seemingly an 
exception, was based on his feelings rather than on a painting.22 The 
Romantic view did not go unchallenged, however, and at mid-century 
was opposed from two directions: by champions of program music and 
by formalist theorists of absolute music.23 It was under the banner of pro-
gram music that the first composition based on a painting (La Sposalizio) 
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was written by Franz Liszt in 1839. Composers from Berlioz to 
Mendelssohn, Liszt, and Wagner began to doubt the unqualified merits 
of a purely abstract identity for music. Partly in reponse to Hegel, who 
predicted that music which "free[d] itself from an actual text as well as 
from the expression of any specific subject matter" would remain "empty 
and meaningless" (his own tastes ran to Rossini), composers began ex-
ploring ways to give music a "power of speech," one more precise than 
romantic "hieroglyphs" and capable of conveying ideas and concrete im-
ages.24 As Dahlhaus has succinctly stated, program music replaced in-
definite feelings with definite ideas.25 Liszt, who aggressively sought to 
elevate the intellectual status of music through borrowings from other 
arts, provided the best explanation of program music's agenda in a dis-
cussion of the Wagnerian technique, the leitmotiv: 

Using a method which he applies in an entirely original manner, Wag-
ner succeeds in extending the empire and the territorial rights of music. 
Not content with the power which she wields over the heart by awak-
ening there the whole range of human feelings, he makes it possible for 
her to prompt our ideas, to address herself to our thought, to appeal to 
our reflective powers; he endows her with a moral and intellectual 
sense. . . . By forcing our memory and our power of meditation to so 
constant an exercise [in following the recurrent melodies], if in no 
other way, Wagner snatches the action of music from the domain of 
vague emotionalism, and adds to its charms some of the pleasures of 
the mind.26 

Composers interjected content and "meaning" into their work by 
using literature and the visual arts as programmatic texts. Through de-
vices such as Berlioz's idée fixe, Liszt's "motivic transformations," and 
Wagner's leitmotiv, instrumental music was able to suggest characteriza-
tion, narration, and representation. Symphonic and piano music (and not 
just Lieder and opera) were now capable of conveying images and ideas 
in a more sophisticated and complex way than their ancestor, the tone 
painting. Contemporary advocates Franz Brendel and Adolf Bernhard 
Marx described program music in Darwinian terms as a progressive evo-
lution from picturesque imitations to philosophical ideas. The popularity 
of program music, which began with Berlioz's Symphonie Fantastique of 
1830 and flourished through the 1860s, also reflected consumer prefer-
ences for more substantive content in music, either visual or literary. This 
position has been persuasively argued by Thomas Grey in his discussion 
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of the cultural isolation of absolute music, and Leon Botstein, who has 
chronicled audience demand for explanatory texts. Botstein writes that: 
"the inexpressible became intolerable. Specificity in linguistic terms was 
demanded from music, which became understandable insofar as it could 
be translated explicitly, in either narrative or poetic terms . . . and to a 
less extent, [in] painting."27 Confirmation of this tendency can be found 
in Schopenhauer's caution to listeners against visualizing music (cited 
above) and in Hegel's observation that "Laymen like most in music . . . 
the intelligible expression of feelings and ideas, something tangible, a 
topic."28 Schawelka has suggested that synesthetic visions experienced 
in concerts resulted from the indeterminacy of absolute instrumental 
music.29 

Berlioz and Wagner, despite the latter's creation of the multimedia 
Gesamtkunstwerk, never composed music based on specific paintings 
and indeed confessed to an indifference to viewing the fine arts (remain-
ing strangers to museums and exhibitions). Nonetheless their works are 
filled with visual imagery and were especially attractive to painters. This 
is perhaps ironic given Berlioz's arrogant assertion that "painting . . . 
cannot encroach on the domain of music; but music can by its own 
means act upon the imagination in such a way as to engender sensations 
analogous to those produced by graphic arts."30 Debussy attributed 
Berlioz's appeal to the central role of color and narration in his music, 
while Liszt described Berlioz and himself as "malende Symphoniste."31 

Berlioz equated instrumentation in music with color in painting and, in 
his influential treatise on instrumentation, described symphonic music 
through pictorial metaphors of nature.32 Wagner also assumed a patron-
izing air towards the visual arts. In his essay on Beethoven, Wagner ap-
provingly quoted the earlier composer's contention that music would 
only be diminished if it sought to reproduce the effects of painting, de-
fined as the "pleasing appearance of beautiful forms."33 This view of 
painting, which for Beethoven was no doubt associated with Lessing and 
eighteenth-century neoclassical theory, acquires more superficial reso-
nances when considered in conjunction with Wagner's favorite artist, 
Hans Makart. 

It was Liszt, as mentioned, who created the first musical composi-
tion based directly on a pictorial source. His piano piece La Sposalizio 
was inspired by a Raphael painting of the same title seen during his trav-
els in Italy. He soon followed it with Il Pensieroso, after Michelangelo's 
sculpture of Guiliano de Medici, in which he also incorporated rhythms 
borrowed from Beethoven to demonstrate affinities he perceived be-
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tween the two masters.34 Liszt's fusion of music and the visual arts suc-
ceeded earlier works based on poetry and led to his symphonic poems of 
the 1850s. They manifested his belief that the arts, when merged, pro-
duced synergistic effects. These he later maximized by combining audi-
tory and visual experiences: together with another pianist he performed 
Hunnenschlacht in front of the Wilhelm von Kaulbach painting which 
had inspired his piece. (Kaulbach, it is interesting to note, was not im-
pressed.) Similarly, he planned to commission from Bonaventura Genelli 
a series of paintings for his Dante Symphony, which would be projected 
as dioramas accompanying the music. Liszt's pioneering efforts were 
continued later in the century through Saint-Saëns who, as discussed in 
Chapter 6 by Carlo Caballero, altered and enhanced the symphonic 
poem's capabilities of conveying visual and sensual, rather than verbal, 
associations. 

Liszt's compositions after paintings reveal conservative tastes (the 
Italian Renaissance and German academic art), in accordance with the 
preferences of his painter friends who included Friedrich Preller d. À. 
and Jean-Auguste-Dominique Ingres, his tour guide to the Sistine 
Chapel. Regarding subject matter, his selections were typical of sources 
used by other nineteenth-century composers, identified by Monike Fink 
as themes from religious, historical, mythological, or allegorical paint-
ings.35 Liszt's compositions attempted to translate either the mood, nar-
rative elements, or specific images of the visual source; he represented, 
for example, the illuminated cross in Kaulbach's Hunnenschlacht with 
the Gregorian choral melody "Crux fidelis." He did not, however, create 
formal structures that paralleled those of the pictorial source, as Debussy 
was to invent for his musical transcriptions of paintings by Botticelli and 
Watteau.36 Indeed, the painterly quality of pictures (color and texture), so 
inspirational to Debussy through Turner and Whistler, seems to have 
been of minimal interest to Liszt who composed Hunnenschlacht from a 
graphic reproduction. 

The vogue for painterly-musical fusion was also evidenced through 
several articles published on the topic at mid-century by Julius Becker, 
Brendel, and Louis Viardot.37 Previous writings, notably Johann Jakob 
Engel's "Ueber die musikalische Malerei" from 1780, had addressed 
tone painting, while nineteenth-century authors explored the possibilities 
of actual union.38 This was especially true of Becker, who theorized 
mergers on the basis of synesthesia and on technical correlations be-
tween color and sound (seven colors in the rainbow and tones in the 
scale, triadic chords and primary colors, etc.).39 Significantly, his guiding 
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muses were Goethe and Zelter,, whose writings were quoted at the begin-
ning of this chapter. Philippe Junod, in Chapter 2, surveys and evaluates 
the various terms and structural models employed to rank and compare 
the two art forms during the nineteenth century. 

In musical circles support for program music was hardly unani-
mous, with heated debates raging over the intrinsic nature of music and 
its content. The opposition was led by Eduard Hanslick whose book Vom 
Musikalisch-Schönen (1854) engaged in polemical differences with 
Wagner's publications. These arguments were to continue and intensify 
over the next few decades between supporters of Brahms and Wagner. 
Hanslick not only disapproved of musical forays into domains of the 
other arts, he also rejected Romantic interpretations of musical content 
as expressions of the soul, promising listeners an "escape from the dark 
realm of feeling."40 Hanslick, building on the foundations of J. F. 
Herbart, preached a formalist doctrine advocating absolute music purged 
of metaphysics and poetry. The content and object of music, he main-
tained, "consists of forms set in motion by sounding."41 Music is there-
fore unique among the other arts because of "the indivisibility of form 
and content." "In music," he wrote, "content and form, the material and 
its shaping by the composer, image and idea form a mysterious and inex-
tricable unity."42 

Hanslick believed that each art possessed individual characteristics 
based on different materials and techniques which precluded any Mend-
ings. Nonetheless, he offered compelling metaphors linking music with 
painting. Music is visualized, for example, as a "kaleidoscope of sounds" 
and a "moving" arabesque, "an organic design" described as "a pattern of 
lines first gently falling and then boldly rising, meeting and separating, 
forming large and small curves balancing each other. . . ,"43 Four decades 
later, Jugendstil designers Hermann Obrist and August von Endell would 
formulate theories of abstraction in the visual arts based on the non-
mimetic musically expressive patterns of the decorative arts. Hanslick 
provided a model for judging beauty in music through abstract forms 
which would soon be echoed by Conrad Fiedler and Adolf Hildebrand. 
He wrote that the nature of beauty in music "lies entirely in musical 
sounds and their artistic arrangement, something independent of any ex-
terior content," and proceeded to apply these standards to the visual arts: 
"a higher analogy with beauty in music can be found in architecture, in 
the human body, or in landscape—all of which present a fundamental 
beauty of outlines and colours, quite apart from any spiritual expres-
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sion.. . ,"44 Here Hanslick suggests formal means of comparison very 
different from emotive Baudelairian correspondences. 

Contemporary painters showed remarkably little awareness of or 
réponse to these controversies, remaining fixated on the talisman of 
"abstract" expressive music. Like the Romantics, they believed paradox-
ically in the possibility of a Gesamtkunstwerk and an ideal of "pure" 
music uncontaminated by the visual or literary arts. Their commitment to 
this ideal, which remained constant throughout the century, was substan-
tially reinvigorated, on the one hand, by the formal analyses of Hanslick 
and, on the other, by Wagnerian theory and music. Merging (implausi-
bly) Schopenhauer with program music, Wagner produced music dramas 
whose chromaticism and structural fluidity (the "musical prose" and 
"endless melody"), perceived as indeterminate and suggestive, were the 
apogée of Romanticism and the standard-bearer, to many, of modernism. 
The tremendous popularity and influence of Wagner in France is traced 
by Lisa Norris in Chapter 7 through her discussion of Henri Fantin-
Latour and his circle of friends. Baudelaire reported that the chief char-
acteristic of Wagner's music was "its nervous intensity, its violence in 
passion and in purpose. . . . It expresses all the deepest hidden secrets of 
the human heart."45 The association between music and qualities of 
wordless profundity was so pervasive that Théophile Gautier in 1858 
could describe the smile of Mona Lisa as "vague, infinite, inexpressible, 
like a musical thought."46 This direction culminated in the late nineteenth 
century, with symbolist artists from Redon to Gauguin proclaiming the 
virtues of the enigmatic. Redon spoke for his generation when he wrote, 
"[m]y drawings inspire and cannot be defined. They determine nothing. 
They place us, like music, in an ambiguous indeterminate world."47 The 
efforts of Liszt and Berlioz to endow music with articulate speech and 
powers of description seem to have gone unheard. 

Clearly, painters listened to music with ears attuned to their own pic-
torial needs. Given their orientation, it is surprising that they were drawn 
to music irrespective of the composer's ideological affiliation (program 
or absolute music). This occurred despite considerable technical knowl-
edge about music by artists. Painters who upheld a belief in music as ab-
stract could find it embodied in the work of Berlioz and Wagner (Van 
Gogh's two favorites). Fantin-Latour's tastes encompassed the very di-
vergent styles of Schumann, Brahms, Berlioz, and Wagner, while 
Delacroix admired Mozart, Chopin, and Rossini (and detested Berlioz). 
Gauguin surprisingly preferred the precision of Handel. Artists with 
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more consistent tastes like Max Klinger, who admired Beethoven, Schu-
mann, and Brahms, were the exception. Musicians, for their part, how-
ever, displayed little interest in or knowledge about the visual arts. Liszt, 
Mendelssohn, Chausson, Chabrier, and Debussy were unusual in their 
close contacts with painters. 

The quest after "musical" painting yielded no single style, as a glance 
at the similarly titled canvases Symphony in White, No.1 (The White Girl) 
(1862) by James McNeill Whistler and A Symphony (1849-1852) by 
Moritz von Schwind, quickly confirms. Nonetheless, music represented 
an enduring inspirational model for artists seeking an alternative to 
painting which was narrative and descriptive. This did not necessarily 
lead to the diffuse forms of Delacroix, Turner, Fantin-Latour, or the late 
style of Corot. German art indebted to musical ideals, found in works by 
Arnold Bõcklin, Klinger, and others, remained solidly three-dimensional 
and illusionistic. Most painters, however, admired music because it ex-
emplified to them an art that was independent (of other art forms and the 
material world), self-referential and, as Hanslick maintained, comprised 
of an indivisible form and content. The desire to make painting be more 
like music thus motivated painters, paradoxically, to discover and use 
what was unique about their own medium. For this reason, the term "musi-
cal" became frequently synonymous with "painterly" and the opposite of 
"literary."48 Painters sought to convey meaning through color and form, 
space and light; they used images symbolically to evoke mood, essence, 
and subjective states, in pointed contrast to the storytelling of narrative art. 

Beginning with the German Romantics, landscapes were favored 
because their forms were interpreted as ciphers of meaning rather than 
material objects. To contemporaries, landscapes (especially those devoid 
of figures) dispensed with the conventional subject matter of religious 
and history paintings—nothing "happened" in them. Runge, who de-
scribed landscape painting as an abstract art, achieved similar effects 
with the arabesque, while Friedrich came close to painting musical 
"nothingness" in his Monk by the Sea (1810).49 This tradition continued 
in German art through the landscapes of the musically inspired painters 
Anselm Feuerbach, Klinger, and Böcklin, the last of whom said he 
wanted to evoke a "felt impression" like music without having to "render 
anything explicit."50 The fusion between landscape, emotion, and 
musicality in German Romantic philosophy is explored more fully by 
Elizabeth Prelinger in Chapter 9 where she considers its legacy (and 
"negative" inversion) in Munch's The Scream. In France nature was also 
considered to be the subject most capable of endowing painting with an 
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auditory "voice." Kermit Champa, in Chapter 5, discusses musical recep-
tion in French and British criticism, and landscape/music associations 
within the context of paintings by Corot and Monet. 

After mid-century in both France and Germany opposition between 
narrative and nonnarrative art took on new implications as battle lines 
were drawn between academic painting (which was content oriented) 
and a realist style whose formal elements were equally important to con-
veying meaning. The influence of music contributed greatly to this devel-
opment wherein paintings were "seen" rather than "read." The project of 
making art musical frequently involved a reduction of the concrete physi-
cal presence of the images depicted. Whether through the dissolution or 
flattening of forms, most painters turned away from mimetic description 
in order to enhance the communicative power of color, line, and shape. 
Of all the tools at the painter's disposal, color was universally regarded 
as the most evocative and musical (and also, like music, the most "femi-
nine"). For John Ruskin, "the arrangement of colors and lines is an art 
analogous to the composition of music, and entirely independent of the 
representation of facts," while for Delacroix, colors and forms "seen 
from a distance reach the most intimate regions of the soul and convey 
what one may call the music of a picture. . . ."51 Painters from Runge to 
Van Gogh emphasized the abstract nature of color relationships by refer-
ring to them as pictorial "symphonies." As Peter Schmunk elucidates in 
Chapter 8, Van Gogh's musical conception of color was an important 
factor in the development of his mature style as he moved from Nuenen 
to Paris to Aries. Gauguin summarized nineteenth-century attitudes in 
his response to a query about his painting Tahitian Pastorals (1892): 

I obtain symphonies, harmonies that represent nothing absolutely real 
in the vulgar sense of the word, with arrangements of lines and colors 
given as a pretext by any subject whatsoever from life or nature. These 
do not express any idea directly, but should make one think the way 
music makes one think, without the help of ideas or images, simply by 
the mysterious affinities between our brains and such arrangements of 
color and line.52 

The concept of color as musical—providing the technical basis for 
linking the arts of sight and sound—stemmed from a belief in synesthe-
sia prevalent throughout most of the nineteenth century. While Gauguin 
spoke of correspondences between harmonies of color and sound, 
comparing those in Beethoven's Pathetique Sonata with the "somber 
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harmonies of brown and dull violet in Delacroix," Liszt "tested" startled 
orchestra members in Weimar by requesting them to "play" blue, violet, 
and pink.53 For many composers and painters, these affinities were an in-
tegral part of the creative process. Böcklin, for instance, played the flute 
and bells while working in his studio. Karl Maria von Weber wrote in his 
autobiography that he sought "certain combinations of timbre that 
should correspond to the colour effects used by painters to convey the 
light transitions between dawn, morning, afternoon and evening," and 
Debussy described a composition as "an experiment... in finding the 
different combinations possible inside a single colour, as a painter might 
make a study in grey. . . ."54 

Nineteenth-century enthusiasm for synesthesia began with E.T.A. 
Hoffmann, whose ideas gained additional recognition through the pub-
licity of Baudelaire's writings. Hoffmann (who identified the hero of his 
story Kreisleriana as "the little man in a coat the colour of C sharp minor 
with an E major coloured collar") inspired Baudelaire's poem Corre-
spondances and was frequently cited by him. Synesthetic experiences 
described by Hoffmann in Kreisleriana haunted Baudelaire's aesthetic 
vision. Hoffmann wrote: "It is not so much in the dream state as in the 
preceding delirious stage, particularly when one has been immersed in 
music, that a relationship is established between colours, sounds and per-
fumes."55 For Baudelaire, similar associations occurred while listening 
to Wagner (and while smoking opium), prompting him to theorize rhap-
sodically that "what would be truly surprising would be to find that 
sound could not suggest colour, that colours could not evoke the idea of a 
melody "56 

Artists remained eager to enhance these moments of audio-visual 
epiphany by combining image and sound in Gesamtkunstwerk produc-
tions. Runge, who had written an essay titled "Thoughts on the Analogy 
of Color and Tone," hoped to see his drawings, The Times of Day, real-
ized as paintings displayed in a cathedral-like setting with musical 
accompaniment. A similar project was envisioned by his colleague 
Friedrich. Increasingly, multimedia partnerships were forged by friends. 
Moritz von Schwind planned a cycle of wall paintings for a room in 
which Schubert's compositions would be played. Each wall was to repre-
sent poetry that had been set to music by Schubert. Later in the century a 
concert of Debussy's music was performed in a Brussels gallery hung 
with paintings by Gauguin and Renoir. Redon and Chausson played 
Beethoven and Schumann in the more private setting of Chausson's 
home, filled with his collection of contemporary French art. 

These collaborations reflected a musical literacy on the part of 
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painters which was typical of nineteenth-century middle-class society. 
While relatively few musicians could draw or had been raised in an 
artistic milieu (Mendelssohn and Debussy being exceptions), most 
painters possessed at least a rudimentary musical education. These in-
cluded, among others, Ingres (who socialized with Gounod and Cheru-
bini), Delacroix (a close friend of Chopin and member of a musical club 
with Gautier, Baudelaire, Balzac, and Boissard de Boisdenier), Von 
Schwind, Feuerbach, and Böcklin (founding members of a vocal quartet 
in Rome), Klinger (a talented musician who kept a piano in his studio 
and corresponded with Brahms), Redon (who played the violin with Chau-
sson in a chamber group and described himself as having been "born on a 
sound wave"), Fantin-Latour and Bazille (who performed four-hand 
piano transcriptions with Edmond Maître), and Munch (a friend of Fred-
erick Delius). Van Gogh was unusual in having been exposed to music 
only as an adult; Gauguin played a little piano but preferred the guitar, 
which was certainly more suited to his peripatetic lifestyle. 

The centrality of music in nineteenth-century European culture oc-
curred for a variety of social and economic reasons that have been inves-
tigated by William Weber, Leon Botstein, and Richard Leppert. The 
growth of public concerts, whose tickets after mid-century were offered 
at very reasonable prices, served to democratize the musical experience, 
just as exhibitions and the emergence of galleries made the viewing of art 
available to a wider audience. Technological innovations in printmaking 
(the invention of lithography and mechanized typesetting) made the pro-
duction of sheet music commercially profitable and inexpensive for con-
sumers. Periodicals devoted to the arts flourished, featuring articles 
aimed at both the general public and the professional; concerts and exhi-
bitions were regularly reviewed. Amateur music groups, ranging from 
choral societies to string quartets and orchestras, were also a frequent 
part of bourgeois life. During the second half of the century more and 
more households owned pianos. These facts of everyday life establish a 
context for the essays in this book. The theoretical issues discussed were 
ultimately a product of the increased integration of music, art, and life 
during the nineteenth century, one that afforded growing opportunities 
for painters and musicians to experience art from Zelter's "other side." 
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CHAPTER 2 

The New Paragone 
Paradoxes and Contradictions 
of Pictorial Musicalism 

PHILIPPE JUNOD 

. . . et si vis similem pingere, pinge sonum. 
(. . . and if you wouldst make a likeness of me, 
paint sound.) 

AUSONIUS, EPIGRAMMATA XI 

In 1859, the inaugural issue of the Gazette des Beaux-Arts presented as 
its lead article an essay with a provocative title: "Ut pictura musica," or 
"As with music, so with painting."1 Its author, the writer Louis Viardot, 
husband of the singer Pauline Viardot and friend of Eugène Delacroix, 
claimed to address "a very new question for the first time." "Someday," 
he predicted, "a book will be written on the parallels between painting 
and music."2 Yet Viardot had not done his homework, for comparisons 
between the arts—particularly between painting and music—had been 
common since the Renaissance. Beginning with Leonardo's seminal Il 
paragone delle arti,3 the theme had received numerous treatments from 
diverse perspectives, extending from Venice (Marco Boschini) and 
Rome (Gianpietro Bellori) to Paris (Roger de Piles), from Classicism 
(Félibien) to Romanticism (Delacroix), and from music (Marc-Antoine 
Charpentier) and music theory (Vincenzo Galilei, Martin Mersenne) to 
philosophy (Athanasius Kircher, Nicolas de Malebranche). A significant 
turning point in this evolution occurred in the eighteenth century, when 
Father Bertrand Castel and Johann Leonhard Hoffmann ventured a literal 
interpretation of what was until then only a metaphor: the "color of 
sounds."4 

The nineteenth century saw renewed interest in the paragone 
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debate. Delacroix's defense of painting (conceived as an art of simul-
taneity) as superior to music (an art of succession in time) can be seen as 
a variation on Leonardo's thesis.5 Indeed, from Runge to Wagner, 
Madame de Staël to Gauguin, Apollinaire to Kandinsky, many of the 
same questions were debated. In such discussions painting was most 
often defined in a dual opposition: to the material art of sculpture, on the 
one hand, and to the conceptual art of literature, on the other. 

It is this historical continuity that allows me to speak of a new 
paragone emerging in the nineteenth century in the same manner that 
Irving Babbitt more recently referred to a "new Laocoon."6 The new 
paragone for painting was music, which, over the course of the nine-
teenth century, became the touchstone for the value and authenticity of 
the painter's art. In the following essay, I provide a schematic overview 
of the development of this mode of thinking and identify some of the 
paradoxes implicit in such an endeavor. 

THE OLD PARAGONE 

The importance of the paragone dispute during the Renaissance is well 
known.7 Though arguments over the relative status of the arts may seem 
somewhat futile today, at the time the stakes in the debate were high: to 
rescue painting from its inferiority as a merely "mechanical" art by re-
defining it as a dignified "liberal" activity. To do so, it was argued that 
painting was akin to music and literature, as well as to other cognitive 
disciplines whose "nobility" had been consecrated by tradition, at the 
same time as it was opposed to sculpture which remained bound to the 
material world. Leonardo used this logic in his attempt to prove, with a 
self-conscious sense of sophistry, that painting, "a thing of the mind," is 
both related (as "sorella" or "sister") and superior to music. 

During the eighteenth century, the aesthetics of the arti sorelle be-
came a veritable commonplace.8 "Poetry, music, and painting are three 
sisters who should be inseparable," wrote Saint-Martin.9 Jean-Etienne 
Liotard preferred another image: "All the arts have clasped hands to-
gether."10 In a parallel fashion, the ancient authority of Horace and Si-
monides was employed to establish the complicity of painting and 
poetry, which was captured in the formula "ut pictura poesis" ("As with 
painting, so with poetry"). 

Lessing's Laocoon of 1766 seemed at first to deal a fatal blow to the 
dogma of ut pictura poesis.n Insisting upon the uniqueness of the differ-
ent arts, Lessing distinguished between the natural signs and simultane-
ous perception of painting in contrast to the arbitrary signs and 
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successive perception of poetry. Subsequently Heinse, Goethe, Herder, 
Fernow, and Quatremère de Quincy each in turn questioned the ortho-
doxy of the arti sorelle by distinguishing between spatial and temporal 
arts.12 But this division of the arts with its insistence on the internal limits 
of each medium soon provoked a reaction from the Romantics.13 No-
valis, as well as Schelling and A. W. Schlegel, reaffirmed a belief in the 
unity of art.14 And the Symbolists, heirs to the Romantics, sought also to 
combine rather than to distinguish. They brought together Baudelaire's 
"correspondences" with the synesthesias of Rimbaud's Sonnet des 
voyelles and Wagner's Gesamtkunstwerk}5 In this tradition the "union," 
"coincidence," "fusion," or "synthesis" of the arts was believed to take 
place under the aegis of music, and music became the prototype of a uni-
versal language.16 

Even before Lessing's Laocoon, Rousseau had sought to mark out 
the boundaries between the arts, insisting that "each sense has its own 
domain. The domain of music is time, while that of painting is space."17 

Baudelaire implicitly refuted this opposition when he wrote that Wagner 
excels "in painting space and depth."18 Debussy went so far as to declare, 
paradoxically, that "music and poetry are the only two arts which move 
in space... ." He added, with prescience, "I may be wrong, but it seems 
to me that this idea will stir the dreams of future generations."19 

In the nineteenth century we find more and more artists with double 
vocations.20 What is more, encounters between painters, writers, and 
musicians in artists' ateliers fostered dialogue between the arts. In this 
regard one thinks of the exchanges that occurred in Dresden between 
such diverse figures as Runge, Friedrich, Carus, Tieck, Schlegel, Jean-
Paul, Hoffmann, Novalis, and Weber. Similarly, the studios of Ary Schef-
fer and Delacroix were centers of interaction between painters, writers, 
and musicians in Paris. Comparatism in both the natural and human sci-
ences was on the rise, and this mode of thought is evident in aesthetics 
as well. Thus, for example, Viardot refers to "comparative anatomy and 
physiology" in order to affirm that "at bottom, all arts . . . are but one and 
the same art—beauty revealed."21 

With Romanticism, then, music replaced poetry as the ideal model 
of painting, and the notion of ut pictura musica supplanted that of ut 
pictura poesis.22 The apparent redundancy of the numerous comparisons 
between music and painting in the nineteenth century, however, should 
not blind us to the diversity of theoretical viewpoints underlying the ar-
guments. I would like to suggest a schematic classification of these view-
points according to four interrelated rubrics: parallelism, convergence, 
divergence, and succession. 



26 The Arts Entwined 

PARALLELISM 

Parallelism establishes the functional equivalence of the arts by situating 
their kinship at the level of expression. "Are not all arts expressions of 
human thought or feeling?" wondered Lamartine, and cannot "one art 
translate another"?23 Rodin in turn declared that "painting, sculpture, lit-
erature, and music are closer to each other than is generally believed. 
They all express the soul's feeling in view of nature. The means of ex-
pression are all that varies."24 The underlying assumption is that each art 
is like a language whose meaning can be adequately translated into any 
other language. This view presupposes a divisibility of form and mean-
ing, such that a single idea may find expression alternately in painting, 
music, or poetry.25 Robert Schumann illustrated this point when he wrote 
that "for the painter, the poem becomes an image; the musician trans-
poses the painting into sound. The aesthetic of one art is the same as that 
of another; only the materials differ."26 But it is Liszt, creator of the sym-
phonic poem, who perhaps best embodies this ideal of transposition. 
Liszt's project of setting to music a cycle of Kaulbach's paintings was in-
tended to provide a description at once "poetic, musical, and pictorial."27 

While this "history of the world in painting and in sound" was only par-
tially realized (in The Battle of the Huns28), Liszt also composed "trans-
positions" of Raphael's Sposalizio and Michelangelo's Pensieroso which 
have already attracted critical attention.29 

CONVERGENCE 

The second rubric, convergence, suggests an actual collaboration with 
other arts which has its roots in the theater. Schelling had viewed drama 
as the meeting place of all the arts—including poetry, music, painting, 
and dance—and attitudes and experiences of this kind only increased in 
number over the course of the nineteenth century.30 Stendhal recom-
mended the display of successive "decorations" during performances of 
Mozart and Haydn.31 While in Rome in 1885, Liszt actually "illustrated" 
his Dante-Symphony, with pictures by Bonaventura Genelli depicting 
scenes from the Divine Comedy?2 Inversely, Caspar David Friedrich cre-
ated a series of four paintings (now lost) for the court of Saint Petersburg 
which were meant to be accompanied by music, "so that music and 
painting may be be brought into agreement, the one supporting the 
other."33 Moritz von Schwind planned a cycle of paintings for his "Schu-
bert room."34 Reciprocally, Novalis proclaimed that "plastic works 
should never be viewed without music... "35 Tieck and Wackenroder 
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also formulated a principle of the interaction of sight and hearing,36 and 
this idea may have inspired Runge's painting The Hours of the Day, 
which he conceived as an interaction between visual and acoustical sen-
sations, "an abstract, pictorial and musical poem, with choir, a composi-
tion for all three arts together, for which architecture should provide an 
appropriate setting."37 The apogee of the notion of convergence is found 
in Wagner's Gesamtkunstwerk, an idea that has been systematically de-
veloped in the twentieth century, from the Viennese Secession to the 
Bauhaus, from Schoenberg's Glückliche Hand to Kandinsky's Gelber 
Klang, Scriabin's Prométhée, and Schlemmer's Ballet triadique.38 

DIVERGENCE 

Divergence, my third rubric for conceiving the concord of the arts, is the 
opposite of convergence. Proponents of the concept of divergence as-
sume a primal unity of all the arts and thus regard their division into dis-
tinct media as a sign of decline.39 

"All art flows from the same source," wrote Liszt in 1855.40 The no-
tion of divergence stems from the Platonic and Rousseauist myth of a 
universal, originary language prior to the fall of man. It thus seeks to re-
capture this lost unity, what Runge proclaimed as the "future meeting of 
music and painting."41 At the end of the century, Edouard Schuré ob-
served that "divine Art has been cut into pieces"42 and should be returned 
to its "original unity": "The arts constitute a united whole. They are truly 
fertile only when they act together in harmony and support each other."43 

SUCCESSION 

Finally, I invoke the notion of succession to characterize a concept of 
chronological development which was introduced into the terms of com-
parison. From the successionist viewpoint, music is the logical and nec-
essary outcome of the evolution of the arts. Schiller maintained this view 
when he wrote that "the plastic arts, in their highest form, must become 
music."44 Schopenhauer, too, declared that "the goal of all art is to resem-
ble music,"45 an opinion echoed in Walter Pater's affirmation that "all art 
constantly aspires towards the condition of music."46 The reason for 
music's superior status is that it was seen as the consummate artistic ex-
pression of human spirituality. Schlegel, Schelling, Tieck, and Hoffmann 
saw in music the culmination of a process of dematerialization and the 
advent of modernity, as did Hegel, for whom music, opposed to the 


