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A dialectical conception of art derived from the geesis of the

concept of work in Hegel's Phenomenology of Spirit

Marcia Gongalves®

ABSTRACT

Hegel's philosophy of art is not specifically deployed in Pienomenology of SpiriHowever, it

is possible to understand the systematic relationship betweey finradamental concepts of this
1807 book and Hegel's mature concept of art. Based on this relatiotistap, distinct but
complementary theses will be advanced: 1. Of the artworkeas pdoduct of the work of the spirit
(Geisd; 2. Of the symbolism of natural religion as the product of thistnan’s work, as implying

a transition to the beauty of art religion; 3. Of the netesdithe oracle as leading to the concrete
subjectivity of the dramatic actor.

Even though Hegel'®henomenology of Spiritas no specific chapter dedicated exclusively
to art, but only to art religion, we are not to believe that-adspecially poetic art — has no
meaningful role in this book. On the contrary, Hegel compareBhesnomenologwith one of the
most important poetical artworks of all time: Home@gysseyThe Spirit's journey in search of
self-knowledge, beginning in its estrangement and alienation oofosalf, all the way up to its
return into itself, is remindful of Odysseus’ tale of losing himselfratgrning home.

This analogy between thithenomenology of Spiidtnd an ‘absolute epopee’ relates to an idea

that Schelling develops in an important passage @&yssem of Transcendental Idealism

That which we call nature is a poem, wrapped in secret andnous characters. Were the
enigma to be revealed, we would recognize in it the odysseyheofspirit, which,
wonderfully deluded, in seeking itself, flees from itdelf.

! This paper is based on a conference delivergedi®™ International Congress of Philosophy of the

Brazilian Hegel Society’, at the Catholic Univeysitf Pernambuco, Brazil.

2 Translated by Pedro Rocha de Oliveira.
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The enigma of the spirit, unraveled by Hegel in Bisenomenologydoes not emerge,
however, as a revelation of nature, such as projected byli®ghbut displays itself in the secular
unfolding of human History. In hikessons on Aesthetjcwhen discussing the possibility of an
odyssey of the spirit as artistic representation, Hegel stgygeat what he calls the ‘absolute
epopee’ of the spirit can only be affirmed as philosophic speculatmreprwhich completely
supersedes any merely intuitive artistic representatiorellddghenomenology of Spirdarries out
this speculation as a description of the dialectical movewfegwolution of the spirit of the world
toward absolute knowledge of itself or the absolute consciousnet® aflea, achieving the
synthesis between the apparently metaphysical concept wf spexpressing the essentially
necessary freedom of the being that is for-itself — andntheediately phenomenal reality of world

history — that expresses the seemingly contingent necessity of time:

(...) the most elevated action of the spirit is world histaglit and this universal act could
be elaborated on the battlefield of universal spirit as thelatesepopee, which hero would
be the spirit of Man, the ‘humanus’, that elevates and edud¢sédfs iip from the obscurity

of consciousness, towards world history. Obviously, it is precibelcause of this

universality that this content would be scarcely individualizablerfor a

In this passage, Hegel justifies the inadequacy betweeprtieof artistic expression and the
absolute content of philosophy from the standpoint of the veryalimit of that form, which
intrinsically requires individualization. The absolute can beesq®d through the artwork, at most,
in the figures of the individualized deities, but never in its owiversal, absolute aspect, which,
according to Hegel, can only be thought and expressed through concepuabk This rational —
or rather, spiritual — language of the concept, however, oftenalsppe the description of
innumerous concrete figures of the spirit itself, so that itediakhl movement can be made clear.
And art, itself a concrete manifestation of spirit in its altgotharacter, or — as Hegel puts it in the
Encyclopedia of the Philosophical Scieneess one of the ‘spheres of absolute spirit’, appears once
and again throughout tithenomenology

The main occurrence of such reference to art is direddyexkto the idea of the artwork, or
to the idea of art as a process resulting from spiritual activity, ory lpettea product of the work of
spirit itself. Art can be recognized as one of the central ésenfi thePhenomenology of Spirit

inasmuch as we do not seek in it simple reference to hidtasitavorks, or a kind of

4 SCHELLING, Friedrich Wilhelm JosepBystem des Transzendentalen Idealis(h880). In:
Schelling, F. W. J Ausgewahlte Schrifteim 6 Banden. Frankfurt am Main: Suhrkamp, 198%986. v. I.

HEGEL, G. W. F. Vorlesungen (iber die Asthetik.I{{). In: HEGEL, G. W. F.: Werke. Frankfurt
am Main: Surkamp, 1986. p. 356, v. 15. (HencefdksthetiR.



phenomenology of art, but inasmuch as we recognize art as thedasioat elevated stage of the
process of formation and self-knowledge implicit in the Hegelian condapork.

This Hegelian concept of work emerges paradigmaticalthe Phenomenology of Spiriand
has been the target of numberless commentaries, including Mi@aognition of it as one of
Hegel's most important concepts. However, this concept dosedeveloped up to its aesthetic
implications. What | intend to suggest is that the possibdft pursuing such development may

account for the fact that tithenomenologlacks a chapter specifically on art.

1 — The artwork as ideal product of the work of spirit

In the Economic-Philosophic Manuscripts 1844, Marx recognizes the Hegelian concept of
work as one of the most important contributions of Hegel’s idealism, and pexhapg of the most
important philosophical concepts of all time, what, for itseltoremends the reading of the
Phenomenology of SpiritThe importance attributed by Marx to this concept is due to his

recognition of its extremely materialist, realist and, above ialectical aspect:

What is grand in HegeliaRhenomenologys the fact that, therein, Hegel understands the
self-generation of man as a process; concretion as oppositemtn as supersession of
alienation; and, finally, that he understand the essence of worloandiges objective man —
man as a true being, because a real being — as the resulowhhigork®

The Hegelian conception of work is, as Marx rightly interpretirectly linked to the idea of
self-production or self-formation through production or formation of aaabijty that is revealed,
at the same time, conserving in itself the subjectivithefvho generated it. This form of alterity
that conserves the subjective property of the agent of work,Hoymwit was formed, is termed
‘property’ by Hegel. This concept, far from indicating a simptssumer good, signifies the
overcoming of the merely negative relation with objectivityits natural immediacy, for no other
reason than that formation through work, by chiseling and levelingnaheal resistance of the
immediate exteriority, negates in objectivity only its riegiy, that is, its aspect of alterity.
Property is not related to the natural desire for consumgiigrto the already spiritual satisfaction

of self-recognition through the worked product.

6 .Das GroRRe an der Hegelsch@&hanomenologidst also einmal, dal3 Hegel die Selbsterzeugusg de

Menschen als ein ProzeR faf3t, die Vergegenstanaigchls Entgegenstandlichung, die Entaul3erung als
Aufhebung dieser Entau3erung; dal er also das Wiesémbeitfal3t und den gegenstandlichen Menschen,
wahren, weil wirklichen Menschen, als Resultat se@tigenen Arbeibegreift’. C.fOkonomische-
philosophische Manuskripte aus dem Jahre 1844MARX, Karl; ENGELS, FriedrichWerke Berlin: Dietz
Verlag, Berlin (DDR), 1968. p. 547. Erste Teil



Man, however, (...) has needBedirfnissg and desiresWunschg which satisfaction
nature is not capable of fulfiling immediately. To this et he needs to attain the
necessary self-satisfaction through his own activity; hel\ée take possessiom (Besitz
nehmeh of natural things, prepare them, form them, chiseling aroundy eesistance
(Hinderlichg through his acquired ability, so as to transform the outside rime@dium
through which he can actualize himself according to all his ends.

The more spirituality the product of work has, that is, the moretisgiris the forming
process of which it results, the greater will that recogmibie, not only in the intensity of its power
and deepness, but in the breadth of its collective reach. Hageldiscovers a hierarchy in the
products of human work which varies according to the degree aiuapty, or their capacity of
promoting the recognition of spirit, and this not only on the subjedtimension, but universally as
well. This hierarchy relates to an evolutionary process offeetiation of human spirit itself, a
process that, according to Hegel, arises from a spontaneous imputaetasfstic of human nature,
of bestowing on the outside world the aspect of inner realitymBans of human practical activity,
external reality loses its immediate aspect of independamteesistance, the character of being in-
itself and a purely external or contingent necessity, to becameaas to a higher end: man itself
and his spirituality. Man becomes itself, that is, spirithastransforms the objective world in a
secondary medium for his own existence. In the cultural worldobfectivity of the real world is
already subjectivized, spiritualized, humanized, thus losing the chraphetéen exteriority.

Hegel’'s evolutionary vision of a process of spontaneous and aegessvation of the spirit
above natural immediacy implies the gradual spiritualizadiosubjectivation of the very subject-
object relation as a parameter for cultural evolution oitaplrabsolutization. This means that, for
Hegel, the man-nature relationship achieves, little by littlere culturally advanced — that is to
say, more spiritualized — forms of negation and supersession. Thistsanswhat Hegel calls
‘idealization of nature’ by spirit. For Hegel, the most elegtaiespiritualized form of this negation,
that is, the most effective form of idealization of whasénsible is to be found in the artwork,

inasmuch as art already constitutes the first of the spheres titabsurit.

The first impulse of the child already carries in itselfstipractical transformation of
external things. The boy throws stones in the river and lookswuaitider to the circles that
are formed in the water, as a product in which he gaingiomwf his own being des
Seinigel. This needBedurfnig proceeds through multiple manifestations, until it achieves
the form of production of itself on external things, such as in the arfivork.

HEGEL.Asthetik v. I, p. 332.
8 HEGEL.Asthetik v. I, p. 51.



It is not by mere hazard that, in the paragraph immediatelegireg the chapter on spirit,
Hegel discusses the relation between individuality and the praduetork (das Werkg His
intention is to show how it is possible to distinguish a form of produstaining the internal
contradiction between the activity or the work that produces the means through which it came
to be, and the will generating it, or its finality, from a tpiece of workmanship, or its truth as
supersession of its own contradiction, consisting in the unity leetdeing and being, wanting and
implementing, concept and reality. The carrying out of this syistheslescribed by Hegel as the
transformation of the very conception of the product of work, feowanishing entity to an entity
that perdures as a thing in-itsefalchg, which, unlike the mere thindd{ng), is the ‘expression of
the spiritual’, an objectivity that is not alienated from its self-canscorigin, and which, therefore,
is free, authentic and universal. This true and univergdy és no longer the product of singular,
individual work, but of spirituality in its generic and colleetidimension. It reveals itself originally
as the ethical substantiality of actuality, historicallgnifiest in the Greek world and in its truly
beautiful classical artworks.

The difference between the true beautiful artwork and the praductet prosaic work can
be understood by appealing to the difference of their degreqsridfiaity or, to employ a more
concrete expression, the difference among the stages ofatwdnd ethical development of the
people that produced it. This spiritual evolution of the work dusscease with the realization of
art, but penetrates and pervades it, differentiating sevieids lof artwork. One of the main thesis
sustained by Hegel in order to describe this process irs/tieeidea of an evolution in the form of
the divine toward ever more anthropomorphic aesthetical mtatitess. This thesis, extensively
developed by Hegel in his Philosophy of Art, is but sketched ifPHiemomenologyHere, we are
interested only in briefly presenting some more fundamental misnoé this evolution, as found in
the chapter on art religion, which correspond to important figures of adlptire and theater.

It is interesting to note that the plastic artwork — spedallfy: the classic sculpture of the
Olympic god — is described in theestheticas the paradigm of the phenomenon of the beautiful,
while, in thePhenomenologyit will be rather found to play the role of highlighting thégieus
phenomenon in the ritual of worship and devotion that takes plitice whe space of the temple, a
phenomenon that also involves two other forms of artistic manifestationgeatateé and music or,
more specifically, devotional chant. The sculpture is placdté center of the temple, as a kind of
image of the birth of the concrete spirituality of the wonkits already anthropomorphized
appearance, which reflects the very subjectivity of thestarfihe sculpture of the god or the
aesthetic phenomena of the sculpted god must therefore be understtiwd dontext of the

differentiation between a form of craftsmanship, and the spiritual wdHeddrtist proper.



2 — From the symbolism of natural religion as a product otraftsmanship to the beauty

of art religion

In the paragraph of thehenomenologgntitled ‘Natural religion’, Hegel discusses the form
of religion that, in theAestheti¢ corresponds to the form of symbolic art. He thus describes the
manifestation of the spirit in this form of religion as whatcalls the craftsmaiermeistex. The
craftsman is inferior to the true artist, exactly becausework — although it corresponds to the
essence of work in general, insofar as it ‘produces itsabgxt’ — is, unlink true artistic work, ‘an
instinctive work’, comparable to what bees do when they ‘bubbduén their combs’.
Craftsmanship involving the transformation of sensible mattest form that still maintains the
predominance of the aspect of its immediate materialityasags paradigm the ancient oriental
works of architecture, such as the pyramids and the obelisks.

This kind of workmanship, resulting from an unconscious work of thet,spkin to the
ingenious creations of bees, is taken by Hegel as still defdagirit, that is: as a work that ‘still
has not been, in itself, fulfillede(fullt) by spirit’. This description of craftsmanship corresponds,
with some important differences, to the analysis, deployed by kege Philosophy of Art, of the
symbolic artwork, whose meaning or spirit remains in the sudhesteriority, or, what comes to
the same, in the inaccessible deepness of an obscure interdnith, so as to be deciphered,
always depends on an interpretation that will give meaning &s i symbol that always requires
interpretations.

But the exteriority in the products of the craftsman’s wer&lso given as a division between
matter and form, between the material being-in-itself anddis being-for-itself of the working
self-consciousness. The absence of spirit in the product of work trasstdn an object abstracted
from the spiritual activity that formed it, further redug it to a kind of decorative adornment.
However, even the architectonic work tends to evolve frorpritaitive rectilinear traces to more
complex forms that mimetize the nature of organic life. Aetiire, therefore, goes on to include,
in its originally inorganic and essentially mineral forms, il references to the natural forms of
plants and animals. This passage from the inorganic to the ometaially prepares the process of
self-recognition of the craftsman in its own work. In the mismetof the animal form, present, for
instance, in the symbolic expression of the hieroglyph, architechimeetizes, above all, the
process of production inherent to this form of being, thus makiefgeence — albeit indirectly — to

the productive process that characterizes the creation of the wibwdk afchitect or craftsman.



The architectonic work will achieve its highest degreespifituality in the shape of the
temple, that no more shelters the labyrinthic obscurity of mgrtteanbs that aimed to achieve
infinity through the conservation of the materiality of theléks body, but the vivacity of the cult
to immortal divinities that travel in the realm of mortaémand penetrate their souls in ritualistic
festivities, just as the bread and the wine penetrate aadtieir enraptured bodies. It is with this
setting in mind, typical of the pagan cults of ancient Greeligion, that Hegel, in his
Phenomenology of Spiripresents this kind of religion as art religion, followingyelosely the
denomination of ‘beautiful religion’ or ‘religion for free peoplesmployed in his first writings. At
that time, Hegel’s intention was to place this kind of reBdy in a higher place than Judaism and
Christianity, both being ‘positive’ religions, that is, religgothat, through their process of
institutionalization, lost their spirituality and gave placeeixternalized, objective rites. In the
Phenomenologyhowever, Hegel interprets Christianity as revealejioel exactly because he
considers as paramount the accomplishment of the process of anthnoipiaatan of the divinity
that was begun with Greek religion. Christianity spirizes what is left of the natural aspects of
Greek religion, and transforms, for instance, the bread andofitiee Bacchus and Ceres cults in
the body and blood of Christ.

The permanence of natural or sensible aspects in ancieek @&ligion is, however, exactly
what allows for its being beautiful, or having an essentatlistic side. The Greek temple is, at the
same time, the dwelling of the sculptured god and a space of enjoyment fovbmoequent it.

The sculpture of the Greek god, its wholly human and, at the samaeideally beautiful
form, accomplishes, according to Hegel, the very essence afeihe which, in the same ‘Art
religion’ chapter of th&henomenologyis defined as the ‘unity of the universal existence of nature
and of self-conscious spirit which, in its actuality, confronts firmer’? The naturality of the
Greek deity, expressed in its most perfect form in Greedsiclasculpture, is, however, as Hegel
points out, already entirely supersedadf¢ehobe)y completely idealized, for the whole of nature
is transformed into art or, to quote tAhenomenologythe universal existence of nature (...) is, in
this unity, that element reflected into spirit, nature transfjurg thought and united with self-
conscious life

The statue, however, possesses the static character tieahtgs an immanent contradiction
between its eternal content and its highly sensible andhadaie matter. Human form, the answer
to the ideal synthesis of beauty that is carefully highlightettiérdesthetic only has some role in

the Phenomenologinasmuch as it relates to the result of the process ofuspirecognition of the
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artist in his artwork and through its artwork. In tRdenomenologythe sculpture of the
anthropomorphic god is on the highest level of the accomplishmentofyb@nd Hegel is found
concerned with establishing for this static and concreteiartisnifestation a dynamic point of
opposition whose materiality is, in contrast, subtle and evanesikceqghenomenon of music as the
devotional chant. The importance of this aesthetic manifestatiotialectical relation to the
phenomenon of sculpture is also the capacity of elevating the satd plunging into its own
interiority. If, when standing before the sculpture, the devoteeriexges the feeling of external
and concrete presence of the god, through chant, on the contrarydrheisinward, at the same
time elevating himself, transcending of the very space ofettmple, promoting what Hegel calls
the purification of the soul. This process of interidiza present in the cult already points towards
the transformation of the temple, or of the divine abode of artbitiec exteriority, in the
inwardness of self-consciousness itself. Hegel poeticallgritbes this process of interiorization as

part of art religion:

Self-consciousness, then, comes forth from the cult satisfied iestence, and the god
enters into it as into its habitation. This habitation isitégif, the night of substance or its
pure individuality, but no longer the tense individuality of thesgran individuality which
has not yet reconciled itself with its essence that jacess of becomingbjective it is
the satisfied night [of substance] which has its ‘pathos’iwithand is not in need of
anything, because it returns from intuition, from the objegtitlitat has been superseded
(aufgehobeh This ‘pathos’ is, by itself, the being of the risen sun, bloéiag which has
now ‘set’ itself within itself, and has its ‘setting’ or gotdgwn, i.e. self-consciousness —
and hence existence and actuality — within itSelf.

This unity between the objective and the subjective caougdh the cult, yet under the shape
of an ‘objective certainty’ or ‘enjoyed certainty’ of the gosl,also described by Hegel, in the
Phenomenologyas the mystery of the mystic itself, the mystery of tiamsubstantiation of a
substance that has not yet acquired its true universalitymifstery of Bacchic ecstasy and
enthusiasm, which drunkenness needs, according to Hegel, to ‘calindaan’ in the artwork that
exists as its opposite given in objectivity and aesthgticitthe sculpture of the god. There is,
however, a synthesis between these two poles of artistengdi manifestation, between the static
calm of the sculptured image of the anthropomorphic god and the dmarhiDionysiac
enthusiasm generated by the drunkenness of wine, music and danat.is\Wat stake is the
transformation of this ritual in a truly artistic phenomendrama. Drama allows for the beautiful

bodiliness of the statue to gain the dynamic of the living bodthefactor that incarnates his

Idem.
1 Ibid., p. 436



character, and inconsistent Dionysiac drunkenness gives pldue Apollonic clarity of poetry. In
fact, the true synthesis resulting from the dialectic praseiie pagan cult of beautiful religion is,
according to Hegel, the very phenomenon of language and, morécsfigc of language in its

properly aesthetic form, poetic language:

The perfect element in which inwardness is just as extesnaktarnality is inward is once
again speech; but it is neither the speech of the Orabldlywcontingent and individual as
regards its content, nor the emotional hymn sung in praise of thédimali god, nor again
is it the meaningless stammer of Bacchic frefizy.

The oracle is, indeed, a kind of prototype for poetical languagejsathe beginning of a
process that spans from natural imagination to the objectiviéyad epic poetry, culminating in
the dramatic representation of Greek tragedy. But the onaltlelso be represented in this last and
more perfected form of aesthetic manifestation of the Greeik. gphe tragic hero, be it Antigone
or Oedipus, seeks to integrate knowledge with action, butdaets for self-knowledge is still
represented by an act of seeking the oracle. The oraclersfoitee the great emblem of this form

of immediate ethicity.

3 — From the necessity of the oracle to the concrete subjectivitfthe drama actor

As Hegel elucidates in hiBhenomenology of Spirithe oracle is the ‘language of god
himself, which is the spirit of the ethical people’. But inasmaghhe ethicity of the Greeks is still
something immediate, and subjectivity has not achieved a isuffitevel of inwardness and
reflection, universal truth expressed by the oracle is stitgdezd as an ‘alien speech’ or the
speech of an ‘alien thinkin, as a speech that still lacks clarity. However, as Hagphasizes, in
this passage, the degree of contingence in the determinatam aiftion through the oracle is no
different from that of a determination founded only in a partrcalditrary individuality: ‘the
contingent is something that is not self-possessed and is alientharefore the ethical
consciousness lets itself settle such matters, too, as by a throw afahé di

Only a concrete subjectivity, and not an abstract and contingeeicuity will not be able

to supersede this still external determination of the oratieh Hegel, in théhenomenologystill

12 Ibid., p. 439
13 Ibid., p. 431
Idem.



calls ‘abstract artwork’. In hi®hilosophy of History Hegel clearly shows the limits of Greek
democracy and ethicity, in which, for instance, slavery is gdjiinsofar as subjectivity and self-
consciousness are restricted only to certain individuals. TleekSrstill lack, in their ethical

immediacy, a form of subjectivity, as a ‘moral consciousn&ssivjssehor morality. Their ethicity

and their freedom consist only in following tle¢hosor customs of living for the whole, the
individual being dispensed from isolating himself in the prooésself-reflection of a subjective
will. ** This immediate ethicity, that defines the so-called Guszkocracy, perfectly admits, for

this reason, the practice of consulting with the oracle, as a stdoda particular subjective will:

Oracles are linked to democracy, such as it existed in &rd2eciding from oneself
involves a concrete subjectivity of will, which is determinedfdsgvalent motives. The
Greeks still lacked this force of the same. (...) With tiielwion of democracy, we see
how, in important situations, the oracles are no longer consultetheébaingular opinions
of the representatives of the people are decisively carried out.

This advance in Greek democracy, in the form of effectartigipation of the citizens in a
pantheon, is given concurrently with the development of artistidyation as a ‘spiritual artwork’,
which begins the process of the return of divine essencefiooseciousness. For Hegel, poetry, as
essentially spiritual work, is the first not only to explaihawvis natural, but to concretely actualize
divine content, as self-conscious subjectivity. For art ates8 the process of spiritual self-
consciousness inasmuch as the artwork — especially poetry — is ®o &mglien and contingent
language, but the ‘true self-conscious existeéfic@his consciousness begins when the divine is
recognized as content and, therefore, as result of poetic creation itself.

Art deals with the spirit in its concrete existence, besitirmagined individuality or as
objectively represented in the figure of the hero, be it as the imaginingduadiity of the poet. The
two extremes correspond exactly to the evolution peculidret@pirit — described by Hegel mainly
in thePhenomenology of the Spirittoward self-knowledge, that is: free subjectivity.

The true moment of synthesis between the two moments is plisbed in theater, insofar as
the actor recreates the creation of the poet, incorporatitige aame time, the character of the role
being played, despite the immediate appearance of his own persadiedjef, who was known as a

great lover of drama, recognizes acting as an art by itself:

15 Cf. Hegel, G. W. FVorlesungen tber die Philosophie der GeschicliteHegel, G. W. FWerke
Frankfurt am Main: Surkamp, 1986. p. 308. v. 12.

16 Ibid., pp. 310s.
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The hero is himself the speaker, and the performance diggape audience — who are
also spectators self-conscioushuman beings whé&now their rights and purposes, the
power and the will of their specific nature and know hovageertthem. They are artists,
who do not express with unconscious naturalness and naivety theaédspects of their
resolves and enterprises, as happens in the language accompantiyivagy actions in
actual life; on the contrary, they give utterance to the innenessthey prove the rightness
of their action, and the ‘pathos’ which moves them is soberlgrizes and definitely
expressed in its universal individuality, free from the accilesft circumstance and
personal idiosyncrasies. Lastly, these characexist as actual human beings who
impersonate the heroes and portray them, not in the form of divegriaut in the actual
speech of the actors themselVes.

In Hegel's most important work, in which the philosophic languagehef concept is
employed to describe the absolute epopee of the spirit, andtthadityg or phenomenality of this
spirit in the world and in history is emphasized, no art form barnercould occupy this place of
synthesis, exactly because drama is an aesthetical phenomenamabtatan not only of poetry,
but also of painting, music and sculpture, each of which ansftnamed in a living unity that
repeats life itself in an ideal form. In tiAesthetic this synthesis is given in many moments, but
drama is always described as the end of a movement of actualizatiohcoiseious individuality.

In his Philosophy of Art, Hegel will develop this idea, chtgazing modern drama as the
aesthetical phenomena in which the process of actualization cswuly is finally achieved,
which began with Greek tragedy. This last represents, howdwer|oss of a parameter of
unification between the individual and ethical substance. Aasfanodernity is concerned, ethicity
has wholly taken the place of morality. Tragic action morenoftean not incurs in the pure
contingency of chance, no longer in the certainty of an ethaatssity. However, the loss of this
ethical necessity has transformed the modern individual inea dubject, a subject that finds
himself alone with his own self-consciousness, without gods nor tenwitksno more than the
open sky over his own subjective will. The image of the ruteeaple that surrounds the modern
drama actor is employed poetically by Hegel in his Philosophyrtaio characterize this new form
of modern subjectivity. A subjectivity that lost a mask whictte had approached it to the deity
incarnated in the statue. A subjectivity that has been depriveitheobackground of ethical
substance represented in Antiquity by the tragic chorus. A diuje whose main tragedy and

whose main destiny is the solitude of its own freedom.

Translated by Pedro Rocha de Oliveira
Translation fronKriterion [on line]. Dec. 2005, vol.46, n.° 112, pp. 260-272. ISSN 0100-512X.

18 lbid., p. 444



