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n onight, I shall speak on a poet whom I have loved from early on. lllJ As Shakespeare in English speaking countries, Schiller, in Ger
man speaking countries, is first read in school. This means that everyone 
knows him as a classic whose poems and plays are the sources for many of 
the most famous formulations in the German language. For a long time, 
inadequate translations kept Schiller from being appreciated in English 
speaking countries. Now, however, with good new translations of his 
dramatic and major philosophical work1 available, there is no reason why 
the noble voice of this passionately rational poet should not reach and 
touch the hearts and minds of readers in America. 

After a brief introduction about Schiller as contemporary of the 
Founding Fathers of this country, a sketch of his life2 and work shall show 
in what sense he understood poetry to be a fulfillment of history and 
philosophy. 

In a letter of 1783, the young Schiller writes to a friend: 
I cannot stand it any longer. Surely, I find a number of excellent people 
everywhere and , perhaps, could still settle at some place, but I have to get 
away, I want to go to America , and this shall be my farewell letter .. .. I 
have already obtained exact information about my trip . But, you will ask, 
what to do there? That, time and circumstances shall tell . I have not 
neglected my medical profession - also I probably could teach philosophy 
there as professor - maybe also get involved in politics - perhaps even 
none of all of these . But tragedies, for that matter, I shall never cease to 
write-you know my whole being hangs on it. 3 

With a promise of news from America and greetings to his old friends, 
Schiller bids farewell. Whether this plan was meant seriously, or whether 
it was merely a manoeuvre to deceive the authorities about his moves
the fact remains that he would have felt at home in America. 

Forced into the Duke of Wiirttemberg's military academy, where the 
promising sons of the country were educated towards various professions, 
Schiller had spent his young years, from age thirteen to twentyone, in an 
atmosphere of oppressive regimentation. Forbidden to read or write 
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poetry, he had finally risked his life in a dangerous flight to f.reedom. All 
his plays - from The Robbers (started at the time of the Declaration of In
dependence) to William Tell (finished at the time of Jefferson's first 
presidency)-deal with one theme: the problem of freedom. Focusing on 
great revolutionary ideas like the conflict between nature and convention, .· 
explored in The Robbers and in Intrigue and Love, or on great revolu
tionary figures of history like Piesco, Don Carlos, Wallenstein, Mary 
Stuart, T}Je Maid of Orleans, and William Tell, all of Schiller's plays, 
even The·Bride of Messina, modeled on the Oedipus story, wrestle with 
the problem of freedom. 

In recognition of this historical role, Schiller, in 1793, was awarded 
honorary citizenship of the French Revolution (the fact that the document 
did not reach him till 1798, long after its signer, Danton, had himself 
become a victim of that revolution, Schiller always considered an ironic 
reminder of the problematic nature of freedom). 

Another consequence of Schiller's concern for freedom was the disap
pearance of plays like William Tell and Don Carlos from the German 
theater under Hitler. As 0. Seidlin, in his article Schiller: Poet of Politics, 
reports: 

A quarter of a century ago, when darkness descended upon Schiller's native 
country, a darkness that was to engulf all of mankind in the shortest possi
ble time, a theater in Hamburg produced one of Schiller's great dramatic 
works, Don Carlos . It is the play which culminates in the stirring climax of 
its third act, the confrontation scene between King Philip of Spain and the 
Marquis Posa, the powerful verbal and intellectual battle between the 
rigid and autocratic monarch, contemptuous of mankind and gloomily 
convinced that only harsh and tyrannical suppression can preserve peace 
and order in his vast empire, and the young, enthusiatic advocate of 
revolutionary principles, who demands for his fellow citizens the untram
meled right to happiness, the possibility of unhampered self-development 
and self-realization of every individual . The scene rises to its pitch with 
Marquis Posa's brave challenge flung into the king's face: "Geben Sie Ge
dankenfreiheitl -Do give freedom of thought!" When this line, one of the 
most famous in all German dramatic literature, resounded from the Ham
burg stage in the early years of Hitler's terror, the audience under the 
friendly protection of darkness burst out, night after night, into 
tumultuous applause. So dangerous and embarrassing to the new rulers 
proved a single verse of the greatest German playwright, who by then had 
been dead for fully a hundred and thirty years, that the management of the 
theater was forced to cut out the scandalous line. But the audience, know
ing their classic well enough even if it was fed to them in an emasculated 
version, reacted quickwittedly: from that evening on they interrupted the 
performance by thunderous applause at the moment when Marquis Posa 
should have uttered his famous plea on the stage - and did not . After these 
incidents the play was withdrawn from the repertoire altogether. 4 

A similar story, I heard from my German literature teacher who was pres
ent at a Don Carlos performance in Berlin, where Marquis Posa's request 
for freedom of thought made the audience, in dramatic silence, rise to 
their feet like one man. 

A contemporary of the Founding Fathers of this country, inspired by 
the ideal of human freedom, and set on writing tragedies (no matter what 
profession he would have taken up in this New World), Schille~~ight 
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have given us that sorely missing drama on the American Revblution. 
Such a drama (as H. Jantz, in his article William Tell and the American 
Revolution5 , suggests) could have been written either from the British 
point of view (something like Aeschylus' Persians) or from the American 
point of view (something like Schiller's William Tell) . In more than one 
prominent place, Schiller's proud formulations recall Hamilton's state
ment in Federalist One: 

It has been frequently remarked that it seems to have been reserved to the 
people of this country, by their conduct and example, to decide the impor
tant question , whether societies of men are really capable or not of 
establishing good government from reflection and choice, or whether they 
are forever destined to depend for their political constitutions on accident 
and force. If there be anv truth in the remark, the crisis at which we are ar
rived may with propriet}· bt> regarded as the era in which that decision is to 
be made; and a wrong election of the part we shall act may, in this view, 
deserve to be considered as the general misfortune of mankind. 

At the beginning of his poem The Artists, a panoramic history of man
kind, written in 1789, Schiller speaks of man as "the ripest son of time, 
free through reason, strong through laws", standing "at the close of the 
century" in "noble, proud manliness." In a similar vein, Madison, in 
Federalist Fourteen, asks : 

Is it not the glory of the people of America, that , whilst they have paid a 
decent regard to the opinions of former times and other nations, they have 
not suffered a blind veneration for antiquity, for custom, or for names, to 
overrule the suggestions of their own good sense, the knowledge of their 
own situation, and the lessons of their own experience? To this manly 
spirit, posterity will be indebted for the possession, and the world for the 
example, of the numerous innovations displayed on the American theater, 
in favor of private rights and public happiness . Had no important step 
been taken by the leaders of the Revolution for which a precedent could 
not be discovered, no government established of which an exact model did 
not present itself, the people of the United States might, at this moment, 
have been numbered among the melancholy victims of misguided councils, 
must at best have been laboring under the weight of some of those forms 
which have crushed the liberties of the rest of mankind. Happily for 
America, happily, we trust, for the whole human race, they pursued a new 
and more noble course. They accomplished a revolution which has no 
parallel in the annals of human society. They reared the fabrics of govern
ments which have no model on the face of the globe. 

Mindful of his own call to the artists to "preserve and rekindle the dignity 
of mankind," Schiller, in the Prologue to Wallenstein, proclaims: 

Now at this century's impressive close, 
As actuality itself is turned 
To art, as we see mighty natures locked 
In struggle for a goal of lofty import, 
As conflict rages for the great objectives 
Of man, for masterdom, for freedom, now 
Art is allowed assay of higher flight 
Upon its shadow-stage; indeed it must be, 
Lest it be put to shame by life's own stage. 6 

In order to appreciate this "higher flight" of Schiller's art, let us take a 
look at his life and work. 
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Schiller's life, from 1759 to 1805, was, except for his early childhood 
and the beginning years of his marriage, a never ending struggle. First 
against a tyrannical ruler, later . against poverty and prejudice, finally 
against a fatal illness which racked the last fifteen years of his short life. A 
struggle it was, this life of Schiller's, but what a glorious struggle! A 
testimony to man's ability to overcome or, in Wallenstein's proud words, 
to the conviction that "it is the mind which builds itself the body. "7 

Schiller's father , by his own report, offered a prayer on the occasion of 
Schiller's birth: 

And you, Being of all beings! You I begged, after the birth of my only son, 
that you would add to his strength of mind what I , for want of education, 
could not reach. s 
Still a child , Schiller had set his heart on studying theology . The 

Duke's interference not only separated Schiller from his family , hut also 
made it impossible for him to pursue the desired studies . After a year of 
broad general education in Sciences and Humanities, with strong em
phasis on philosophy, Schiller took up, at first, the study of law, later, 
since he deemed it "bolder" and "more akin to poetry", the study of 
medicine. One theme, again and again to be explored in his poetry, he 
first thought through in his dissertation which, a cross between medicine 
and philosophy, bears the title On the Connection between Mans Animal 
and Spiritual Nature . 

The great breakthrough of his passion for poetry came after Schiller, 
at age sixteen, had been introduced to Shakespeare. Emboldened by his 
love for Shakespeare, he was obsessed with the idea of writing a play that 
would expose all the evils of conventional society. At the same time filled 
with admiration for the ancient heroes of Plutarch, and the modern sen
timents of Rousseau, Schiller, for years, feverishly and passionately, 
worked on his Robbers. The performance of The Robbers, in 1781 , at the 
famous theater of Mannheim, made Schiller, in one day, gain immortal 
fame and lose his homeland. Hailed by one reviewer as the coming "Ger
man Shakespeare"9 , he was ordered by the Duke, under penalty of arrest, 
to stop writing anything hut medical works. With the help of a young 
musician, Schiller, in disguise, fled to Mannheim where he hoped to find 
the needed support for his poetic existence. Instead, he had to spend 
months in hiding, working on his Piesco and Intrigue and Love, before 
the authorities accepted him even there. While Intrigue and Love, a 
"bourgeois tragedy", scourges the injustices perpetrated by the nobility 
against the lower classes (as in the heartrending scene about the forced 
recruitment of troops to be sold to the British for the Revolutionary War 
in America), The Conspiracy of Piesco at Genoa , a "republican tragedy", 
for the first time, strikes a theme that, in one or another form, rings 
through all of Schiller's subsequent plays. As A. Lincoln, later, for
mulated it in his Perpetuation speech: 

Many great and good men sufficiently qualified for any task they should 
undertake, may ever be found, whose ambition would aspire to nothing 
beyond a seat in Congress, a gubernatorial or a presidential chair; but such 
belong not to the family of the lion, or the tribe of the eagle. What! think 
you these places would satisfy an Alexander, a Caesar, or a Napoleon?
Neverl Towering genius disdains a beaten path. It seeks regions hitherto 
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unexplored. - It sees no distinction in adding story to story, upon-the qion
uments of fame, erected to the memory of others. It denies that it is glory 
enough to serve under any chief. It scorns to tread in the footsteps of any 
predecessor, however illustrious. H thirsts and burns for distinction; and, if 
possible, it will have it, whether at the expense of emancipating slaves, or 
enslaving freemen. 10 

After the "Storm and Stress" of The Robbers, Piesco, and Intrigue and 
Love, Schiller, in 1787, reached a first classical height with Don Carlos. 
Not only through his change from rhythmic prose to measured verse, but 
even more so through his sovereignty in dealing with the theme, the con
flict between revolutionary idealism and imperialistic realism. While 
Schiller's earlier plays paint good and evil in stark, clashing colors, Don 
Carlos, more subtly, portrays them in their haunting complexity. The 
conflict between Philip II of Spain, despotic ruler of the catholic world, 
and Marquis Posa, idealistic fighter for freedom, interwoven with the 
story of Don Carlos, his desperate love for the queen, and his self
sacrificing friendship for Marquis Posa, appears the more tragic, as it 
shows the human situation in all its agony of heart and mind. More than 
one great writer after Schiller, struck by the tragic beauty of Don Carlos, 
has integrated parts of it into their work, so Dostoyevsky, with the 
"Grand Inquisitor" scene in The Brothers Karamazov, so Th. Mann, with 
the burning admiration of Tonio Kroger for the breath-taking scene in 
Don Carlos, where the king is said to have wept. A scene to which Mann, 
in his late Essay on Schiller, confesses to have "early given his homage"11 • 

As a preparation for Don Carlos, Schiller had occupied himself more 
and more with historical studies which, in 1788, resulted in a substantial 
History of the Revolt of the United Netherlands from the Spanish Rule. In 
recognition of this comprehensive, dramatically written work, the 
University of Jena, in 1789, offered him a professorship. Besides lecturing 
on Universal History and Aesthetics, he devoted himself to his second 
major historical work, the History of the Thirty Years War, later to 
become the basis for his monumental trilogy on Wallenstein, the imperial 
general of the Thirty Years War. 

The summer before settling in Jena, Schiller had met Charlotte v. 
Lengefeld, his future wife, in whose circle of family and friends the young 
poet, every evening read from Homer and the Greek tragedians. Filled 
with a kind of Grecomania, Schiller threw himself into translating 
Euripides' lphigeneia in Aulis, an activity from which he hoped to gain 
classical purity and simplicity. In a letter to the sisters v. Lengefeld, 
Schiller writes: 

My Euripides still gives me much pleasure, and a great deal of it also 
stems from its antiquity. To find man so eternally remaining the same, the 
same passions, the same collisions of passions, the same language of pas
sions. With this infinite multiplicity always though this unity of the same 
human form. 12 

In the spirit of those days, Schiller composed a long melancholy poem, en
titled The Gods of Greece. A lament about the vanishing of beauty and 
nobility from the modern world, it rings out: 

Als die Gotter menschlicher noch waren, 
Waren Menschen gottlicher. 
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When the gods still were more human, 
Men were more godlike. 

Together with his subsequent study of Kant, this immersion in Greek 
antiquity became crucial for Schiller's Aesthetic Writings. . 

A terrible illness of Schiller's, in 1791, resulted in the rumor of his 
death. When a circle of admirers in Denmark, months later, discovered 
that Schiller was still alive, they prevailed upon the Duke of Schleswig
Holstein-Augustenburg to ease the burden of the poet's daily existence 
and, for a few years, bestow a pension on him . In his acceptance letter, 
full of joy over the unexpected freedom to devote himself to the "forma
tion of his ideas'', Schiller writes: 

Serenely I look to the future- and if the expectations of myself should 
prove to have been nothing but sweet illusions with which my oppressed 
pride took revenge on fate, I for one shall not lack the determination to 
justify the hopes two excellent citizens of our century have placed in me. 
Since my lot does not allow me to act as benefactor in their way, I shall , 
nevertheless, attempt it in the only way that is given to me - and may the 
seed they have spread unfold in me into a beautiful blossom for mankind. 13 

With the same mail, Schiller ordered Kant's Critique of Pure Reason. 
Earlier that year, in the throes of his illness, he had begun to read the 
Critique of Judgement and had come to the conclusion that nothing short 
of a thorough understanding of Kant's philosophical system would satisfy 
him. For.three years, a long time in so short a life as Schiller's, he studied 
Kant and wrote his own philosophical essays: On Tragic Art, On Grace 
and Dignity, On the Sublime, On the Aesthetic Education oj Man, and 
On Naive and Sentimental Poetry . On the Aesthetic Educatio;1 of Man he 
wrote, as a gesture of gratitude, in the form of letters to the Duke of 
Schleswig-Holstein-Augustenburg. In order to appreciate the role of 
philosophy in Schiller's drama, let us take a closer look at two of his philo
sophical essays, On the Aesthetic Education of Man and On Naive and 
Sentimental · Poetry. 

In his letters On the Aesthetic Education of Man, Schiller sketches out 
a history of mankind from a state of nature to a state of civilization, where 
the progress of the species towards a folfillment of human nature depends 
on the fragmentation of nature in the individual. This view of history, 
reminiscent to some extent of Rousseau 's Second Discourse, is comple
mented, however, by Schiller's hope that the totality of our nature, 
destroyed by art in the process of civilization, might be restored by a 
higher art. Far from romantic longing for a "Golden Age" of nature, 
Schiller exclaims: 

I would not like to live in a different century and have worked for a dif
ferent one. One is as much a citizen of one's time as one is a citizen of one's 
country .14 

Anticipating an objection to his concern about aesthetic education at the 
time of social and political revolutions, Schiller claims that the "path to 
freedom" leads through "the land of beauty" .15 Implied in this is the claim 
that the contemplation of beauty, because of its mediation between the 
senses and reason, might be able to prepare man for the challenge of 
freedom. Looking back to the beginnings of civilization, Schiller states: 

Nature does not start any better with man than with the rest of her 
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works: she acts for him, where he cannot yet act himself as free int~lli
gence. But it is just this which makes him human that he does not stop at 
what mere nature made him to be,, but possesses the power through reason 
to retrace the steps which she anticipated with him, to transform the work 
of compulsion into a work of free choice and to elevate the physical neces
sity to a moral one. 16 

Deeply conscious of the challenge, 
that the physical society, in time, may not cease for a moment, while the 
moral one, in the idea, forms itself, that for the sake of man's dignity his ex
istence may not be endangered,17 

Schiller strives for a model of humanity that would combine the natural 
beauty of the Greeks with the historical self-consciousness of the Moderns. 
Anticipating much of Hegel's philosophy of history, both in perspective 
and in formulation, Schiller portrays man's historical development as 
progress from a naturally to a rationally given form 18 of humanity. Paying 
homage to this kinship in thought, Hegel chooses two lines from Schiller's 
early poem Friendship as Finale of his Phenomenology of the Spirit. The 
slight change he makes in speaking of "Geisterreich" ("realm of spirits") 
rather than "Seelenreich" ("realm of the soul") points, I think, to a crucial 
difference between Hegel and Schiller. Concerned, more than the philos
opher, about the fragmentation of human nature in the individual for the 
sake . of a greater differentiation of it in the species, the tragic poet 
exclaims: 

But can it be that man should be fated to neglect himself for any end? 
Should nature, through her ends, be able to rob us of a perfection which 
reason, through hers, prescribes for us? It, therefore, must be false that the 
development of the single faculties necessitates the sacrifice of their total
ity; or even if the law of nature tended there ever so much, it must be up to 
us to restore, by a higher art, this totality of our nature which art has 
destroyed .19 

Aiming at a balance between reason and the senses, Schiller (who, in 
1793, was rereading both Kant's Critique of Judgement and Homer's 
Iliad) uses a Homeric simile: 

Reason herself will not battle directly with this uncouth power that resists 
her weapons and, as little as the son of Saturn in the Iliad, descend, acting 
herself, to the gloomy theater. But from the midst of the fighters she 
chooses the most worthy, attires him, as Zeus did his grandson, with divine 
weapons and, through his victorious force, effects the great decision. 20 

This use of Achilles as a symbol of noble, and sometimes tragic, beauty is 
only one of many in Schiller's work. In his poem The Gifts of Fortune, 
Schiller extols the honor bestowed on Achilles by the gods, in his poem 
Nenia, their lament over him at his death. The idea, symbolized by 
Achilles, of truth manifesting itself in beauty, and therefore speaking to us 
through the senses as well as reason, implies a new appreciation of the 
senses: 

The path to divinity, if one can call a path what never leads to its destina
tion, is opened up for man in his senses.21 

Clearly in answer to Plato's Republic, Schiller regards "the priority of the 
sensuous drive" in man's experience "the clue to the whole history of 
human freedom."21 In a highly dialectical sequence of steps, Schiller leads 
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from the synthesis of the senses and reason in man's contemplation of 
beauty to the synthesis of the material and formal drive in man's play 
drive to, finally, the synthesis of .the physical and moral necessity in man's 
aesthetic freedom. Aware of the fact that aesthetic freedom , as a state of 
being, is only an ideal, but that , as momentary balance between the 
senses and reason, it is part of our human experience, Schiller states one of 
the most provocative sentences of his work: 

Man plays only where, in the full sense of the word, he is man: and he is 
fully man only where he plays .23 

The freedom of the aesthetic state, resulting from a balance between the 
necessity of the moral as well as physical state, Schiller considers the 
"highest of all legacies, the legacy of humaniti' : 

It, therefore, is not only poetically permitted, but philosophically 
right , if one calls beauty our second creator . For although she only makes 
our humanity possible and, for the rest, leaves it up to our free will how far 
we want to actualize it, she shares this trait with our original creator , 
nature, who likewise provided us with only the capacity for humanity , but 
left the use of it to our own determination of will. 24 

Like, before him, Plato and, after him, Hegel , Schiller conceives of man's 
development from a natural to a moral being in terms of an analogy be
tween the individual and the species. But where both Plato and Hegel in
sist on the sovereignty of reason over the senses, Schiller claims that "the 
path to the head has to be opened through the heart", for the individual as 
well as for the species25 : 

The dynamic (or natural) state can only make society possible by over
coming nature through nature; the ethical (or moral) state can only make 
society necessary by subjecting the single to the general will; the aesthetic 
state alone can make society actual , because it consummates the will of the 
whole through the nature of the individual. 28 

The reason for this Schiller sees in the fact that "beauty alone we enjoy, at 
the same time, as individual and as species, that is, as representatives of 
the species". 

Many interpreters of Schiller's aesthetic theories have wondered 
whether, in the end, Schiller considers the aesthetic or the moral state the 
highest form of humanity. This is a dilemma which, like Meno's opening 
question about virtue, cannot be answered directly . In terms of what is 
achieved, the moral state presents a pinnacle of human perfection; in 
terms of how it is achieved, the aesthetic state presents an ideal com
parable only to the life of the Olympian gods. In that sense, Schiller con
cludes his letters: 

But does such a state of beautiful semblance exist, and where is it to be 
found? As need, it exists in every finely tuned soul, as reality, one might 
find it, like the pure 'church and the pure republic, only in a few select 
circles, where not mindless imitation of the ways of others, but inherent 
beautiful nature guides human behavior, where man goes through the 
most complex situations with bold simplicity and calm innocence, and 
neither finds it necessary to offend another's freedom in order to assert his 
own, nor to throw away his dignity in order to exhibit grace. 27 

This combination of Grace and Dignity, representative of an ideal of 
humanity to be found among the Greeks but lost in modern times, Schiller 
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sees preserved in Greek works of art: 
Mankind has lost its dignity, but art has saved and preserved it in signifi
cant stones; truth lives on in semblance, and out of the copy the original 
shall be reconstituted. 28 · 

Addressing himself to the task of the artist, Schiller exclaims: 

The artist certainly is the .son of his time, hut woe to him if, at the same 
time, he is its pupil or even its favorite. Let a beneficent deity snatch the 
suckling betimes from his mother"s breast , nourish him with the milk of a 
better age and allow him to reach maturity under a far off Grecian sky. 
Then, when he has become a man, let him return, a stranger, to his own 
century; yet, not in order to please it with his appearance, but terrible as 
Agamemnon's son , in order to purify it. The material he certainly will take 
from the present , but the form from a nobler time, yes, from beyond all 
time, borrowed from the absolute unchangeable unity of his being.24 

This comprehensive task of the artist, to span the whole history of 
human civilization in an attempt to give mankind its fullest possible ex
pression, Schiller discusses more specifically in On Naive and Sentimental 
Poetry . Understanding the poets as "preservers and avengers of nature'', 
he distinguishes between two types, the Naive poet as "being nature", the 
Sentimental poet as "seeking nature". Expressive of two states of 
mankind, Naive poetry of a union, Sentimental poetry of a separation 
between man and nature, both forms of poetry, in different ways, show a 
perfection of art: Naive poetry, as "imitation of reality'', by fulfilling a 
finite goal, Sentimental poetry, as "presentation of the ideal", by striving 
for an infinite goal. Schiller's terms Naive and Sentimental might sound 
confusing at first. They certainly do not mean what they mean today. The 
Naive poet, like a god behind his work, lets the world speak for itself. In 
that sense, Schiller considers not only Homer, but also Shakespeare and 
Goethe Naive poets. The Sentimental poet, on the other hand, an intellec
tual presence in his work, reflects on the world he portrays . In that sense, 
Schiller considers most modern poets, including himself, Sentimental 
poets. Striving for an ideal of poetry, Schiller raises the question, whether 
and how far, in the same work of art, classical individuality might be 
combined with modern ideality. The fulfillment of this task, to "in
dividualize the ideal" and "idealize the individual", in Schiller's eyes, 
would not only constitute "the highest peak of all art", but also serve as 
that "higher art" which, in the letters On the Aesthetic Education of Man, 
was expected to restore the totality of human nature, destroyed by art in 
the process of civilization . 

Understanding On Naive and Sentimental Poetry "so to speak" a5 "a 
bridge to poetic production"30, Schiller enters into a new period of poetry, 
divided between philosophical poems, ballads and historical dramas. In a 
letter of 1793, he writes to Count von Schimmelmann: 

I have, at the same time, the intention, in this way to reconcile myself with 
the poetic Muse whom, through my falling away to the historic Muse (a 
fall indeed) I have grossly offended. If I should succeed in regaining the 
favor of the god of poetry, I hope to hang up in his temple the spoils which 
I have labored to obtain in the realm of philosophy and history, and to 
dedicate myself to his service forever. 31 
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To a letter of Countess von Schimmelmann's, in 1795, Schiller graciously 
replies: 

You wish, in your letter, that I continue in the poetic path which I have 
entered. Why should I not, if you find it worth your while to encourage me 
in it. Also by heeding your advice I only follow the inclination of my heart. 
From the beginning, poetry was the highest concern of my soul, and I only 
left it for a time in order to return to it richer and worthier. All paths of the 
human spirit end in poetry, and the worse for it, if it lacks the courage to 
lead them to this goal .32 

Encouraged by his friendship with Goethe, Schiller, for the last ten years 
of his life devoted himself to poetry. This friendship which, to judge from 
their many letters, became a constant source of inspiration for both of 
them, had started with a famous conversation in July of 1794. On the way 
home from a convention of the Society of Natural Science in Jena, Goethe 
had presented his Metamorphosis of Plants to Schiller who, still a Kan
tian, had retorted: "But that is not an experience, that is an ideal" To 
which Goethe, with courteous irony, had replied: "I certainly should be 

' glad to have ideas without my knowing and even to see them with my 
eyes." In a follow up letter to this conversation, Schiller draws the sum of 
the difference between the two of them: 

Your spirit, to an extraordinary degree, works intuitively, and all your 
thinking powers seem to have compromised on the imagination, so to 
speak, as their common representative . ... My mind works really more in 
a symbolizing way, and thus I am suspended, as a kind of hybrid, between 
concept and imagination, between rule and feeling, between technical 
head and genius . This, especially in former years, has given me a rather 
awkward appearance, in the field of speculation as well as in the art of 
poetry; for, usually , the poet overtook me where I was supposed to 
philosophize, and the philosophical spirit where I wanted to write poetry. 
Even now, it happens to me often enough that imagination disturbs my 
abstractions and cold reason my poetry. If I can master these two forces to 
the point that, through my freedom, I can assign each one its limits, a 
beautiful fate shall still await me . . . . 33 

Another relationship, crucial for Schiller's understanding of himself with 
respect to the Ancients, was his friendship with W. v. Humboldt, the 
great scholar in classical languages and literatures . In a letter of 1795, 
Humboldt writes: 

I believe I can justify this seemingly paradoxical sentence that you, on the 
one hand, are the direct opposite of the Greeks, since your products exhibit 
the very character of autonomy; and that, at the same time, you, among 
the moderns, again are closest to them . since your products, after Greek 
ones, express necessity of form; only that you draw it from yourself, while 
the Greeks take it from the aspect of external nature, which is likewise 
necessary in its form. Wherefore also, Greek form resembles more the ob
ject of the senses, yours more the object of reason, even though the former, 
finally, also rests on a necessity of reason, and yours, of course, also speaks 
to the senses. 34 

After the completion of his Bride of Messina, in 1803, Schiller reminds 
Humboldt of this earlier exchange of theirs: 

My first attempt of a tragedy in strict form will give you pleasure; you will 
be able to judge from it, whether as contemporary of Sophocles I might 
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have been able to carry off a prize. I have not forgotten that you called me 
the most modern of all newer poets and, therefore, thought me in opposi
tion to everything that could be called ancient . 3s 

In an introduction to the publication of their correspondence, 25 years 
after Schiller's death, Humboldt reminisces: 

What every observer had to notice in Schiller, as characteristically defin
ing°, was that, in a higher and more pregnant sense than perhaps ever in 
anyone else, thought was the element of his life. Continual authentic in
tellectual activity left him almost never, and only yielded to the more 
violent attacks of his bodily illness. It seemed to him relaxation, not strain. 
This showed itself especially in conversation for which Schiller seemed 
most truly born. He never sought for a significant topic of discourse, he left 
it more to chance to bring up the subject matter, but from each he led the 
conversation to a more general perspective, and after a few exchanges one 
found oneself in the middle of a mind-provoking discussion. He always 
treated the thought as a result to be reached together, always seemed to 
need the interlocutor, even if one remained conscious of receiving the idea 
merely from him . . . Moving above his subject matter with perfect 
freedom, he used every sideline which offered itself, and so his conversa
tion was rich in words that carry the feature of happy creations of the mo
ment. The freedom, however, did not curtail the investigation. Schiller 
always held on to the thread which had to lead to its end. 36 

Schiller's gift for friendship which, throughout his life, moved 
him, whether face to face or in letters, to engage in conversation, 
found its early expression in a letter of April 1783: 

In this wonderful breath of the morning, I think of you, friend- and of 
my Carlos . . . I imagine-Every poetic work is nothing but an en
thusiastic friendship or Platonic love for a creation of our head .. . If we 
can ardently feel the state of a friend, we will also be able to glow for our 
poetic heroes. Not that the capacity for friendship and Platonic love would 
simply entail the capacity for great poetry - for I might be very able to feel 

. a great character without being able to create it. But it should be clear that 
a great poet has to have, at least, the capacity for the highest friendship, 
even if he has not always expressed it. 37 

Schiller's return to poetry, and to dramatic poetry in particular, 
begins with a work which stands out in many ways. In the center between 
his four earlier and four later plays, Schiller's Wallenstein, his only 
trilogy, surpasses the others both in subject matter and in poetic form. 
Like the Republic among Plato's Dialogues, Wallenstein, among Schiller's 
plays, in one dramatic poem of epic dimensions, encompasses all the 
earlier and later themes. In order to appreciate its universality, let us first 
conclude our sketch of Schiller's life and work. 

Alternating. between a stricter and looser dramatic form, Schiller, in 
the last five years of his life, completed Mary Stuart, a "tragedy" about 
the Scottish queen and Elizabeth I, The Maid of Orleans, a "romantic 
tragedy" about Joan of Arc and her mysterious fight for France, The Bride 
of Messina, a "tragedy with choruses", modeled on the Oedipus story, and 
finally William Tell, a "drama" about the Swiss fight for independent 
unity. Of these later four plays, like the earlier ones focusing on the prob
lem of freedom in connection with the conflict between natural herolsm 
and conventional authority, only William Tell is not a tragedy. Written 
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as a New Year's present for 1895 (the opening year of Tolstoy's Wai: and 
Peace), William Tell portrays a "new birth of freedom" out of the strength 
of a people willing to fight for "the proposition that all men are created 
equal". The fact that Tell, though a leader figure, does not presume any 
power beyond the limits of republican government, avoids the abyss of 
tragedy. That William Tell should be Schiller's last finished, but not his 
last play seems to fit this "greatest adventurer of the history of the spirit'', 
as H.v.Hofmannsthal calls him. 38 Besides two dramatic works of which 
we have extensive fragments, there are about twelve titles of prospective 
plays in Schiller's work plan. In addition to his own plays, Schiller, at the 
end of his life, still completed two translations which, diametrically op
posed to each other, show the range of his dramatic sensibility: the one, in 
1801, Shakespeare's Macbeth, the other, in 1805, Racine's Phedre. One 
story from the last few days of his life seems to me more revealing than 
many a learned comment on his life and work: Bothered by the sight of a 
newspaper, edited by a writer he had a very low opinion of, Schiller 
begged: 

Please, take it out right away, so I can truthfully say I have never seen it. 
Give me fairy and knights' tales-there, indeed, lies the matter for 
everything great and beautiful. 39 

In the Second Part of Goethe's Faust, early in the Classical 
Walpurgisnacht, Faust inquires of the centaur Chiron whom, among the 
heroes of his time, he thought to be the greatest. Not satisfied with 
Chiron's answer, Faust prods: "Of Hercules you want to make no men
tion?" To which Chiron replies: "01 do not rouse my longing ... I" Re
membering Hercules as "a born king", Chiron claims that neither song 
nor marble will ever be able to express his magnificence. In his Essay on 
Schiller40 , Th. Mann suggests that with this scene, echoing Schiller's poem 
Ideal and Life which culminates in the transfiguration of Hercules, 
Goethe paid a final homage to their friendship. 

Faust's infatuation with Greek antiquity and his search for Helen as a 
symbol of beauty has to be understood in connection with Goethe's and 
Schiller's admiration for Homer and their aesthetic theories about a possi
ble union between the natural grace and dignity of the Greeks and the 
historical self-consciousness of the Moderns. Entranced by this ideal 
which, in the late 1790s, was one of the main topics of their cor
respondence, both Goethe and Schiller produced works with Homeric 
overtones: Goethe his Hermann and Dorothea, Schiller his Wallenstein. 

Under the names of the nine Muses, starting with Calliope, the Muse 
of epic poetry, and ending with Urania, the Muse of philosophical poetry, 
the nine Cantos of Hermann and Dorothea present the whole realm of 
poetic expression. Set against the historical background of the French 
Revolution, the story of Hermann and Dorothea, together with the dif
ferent modes of poetry evolving from each other, seems to be a modern 
version of Homer's Shield of Achilles. The Muse of epic poetry, however, 
not only governs the First Canto, but her spirit pervades the poem as a 
whole: Homeric meter, Homeric diction, Homeric epithets and episodes, 
though softened from herioc to idyllic tone, echo Iliad as well as Odyssey 
in every line of Goethe's poem. 
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Schiller's Wallemtein, on the other hand, a monumental trilogy about 
the imperial general of the Thirty Years War, presents itself as a modern 
historical drama. An account of .the last few days of Wallenstein's life, 
culminating in his treason and, finally, his assassination, it confronts us 
with the issue of war and peace as symbol of the tragic situation of man. 
Disregarding religious and political interests, Wallenstein, a new Caesar, 
claims to be the only one able to unify Europe. Though noble in itself, this 
ideal, in the hands of lesser men, turns into a treacherous weapon which, 
in the end, is responsible for W~llenstein's tragic fall. 

Like the Divided Line in Plato's Republic, Schiller's Wallenstein, 
divided into the poet's Prologue and three plays, leads from the realm of 
the visible to the realm of the intelligible, from the realm of imagination 
and opinion to the realm of understanding and thought. Preceded by a 
Prologue about the intricate relationship of life and history to art and 
nature, the Wallenstein trilogy presents us first with Wallenstein's· 
"shadow image", emerging from the opinions of his soldiers, then with his 
"public self", surrounded by his family and his generals, and finally with 
his "private self', suspended between the freedom of his heaven bound 
reflections and the n~ity of his earthbound actions. 

Even in the context of Schiller's History of the Thirty Years War, an 
account of the confrontation betw'*'n the forces of the Emperor, defend
ing Catholicism, and the forces of Gustav Adolf of Sweden, fighting for 
Protestantism, the rise and fall of W~lenstein in the service of the 
Emperor strangely reminds one of the fatJ' of the Homeric Achilles. The 
historical figures and events of the Thirty Years War seem to fit the poetic 
panorama of Homer's Iliad, where the natural enmity between Agamem
non, the ruler, and Achllles. the hero, almost outweighs their national en
mity against Hector~ whose humanity encompasses both their natures. 
Ending his account of W ,.Jlensteln's ·role in the Thirty Years War, Schiller 
states: · 

Thus Wallenstein, at the age of fffty, ended his action-filled and ex
traordinary life; raised by love of honor, felled by lust for honor, with all 
his failings still great and admirable, unsurpmable if he had kept within 
bounds. The virtues of the ruler and hero, prudence, justice, firmne$ and 
courage, tower In his character c:oloaally; but he lacked the gentler virtues 
of the man, which grace the hero and gain love for the ruler. 41 

In answer to this Epilogue of the historian, the Prologue of the poet 
promises: 

Blurred by the favor and the hate of parties 
His image waven within history. 
But art shall now bring him more humanly 
And closer to your eyes and to your heart. 
For art, which binfls and Umlts everything, 
Brings all extremes IN!ck to the sphere of nature.•• 

In the Preface to his Bride oj Mealna, Schiller speab of the relationship of 
historical truth to poetic ~rqth or, as he calls it in On Tragic Art, to the 
truth of nature: 

Nature itself is only a spiritual idea, which never falls into the senses. 
Under the cover of the appearances It lies, but it itself never rises to ap-

St. John 8 Lecture Set;ea 13 



pearance. Only the art of the . ideal is favored, or rather shouldered with 
the task to grasp this spirit of the whole and to bind it into bodily form. 
Even this (type of art] can never bring it before the senses, yet through her 
creative force before the power of the imagination, and thereby be more 
true than all reality and more real than all experience. From this it follows 
by itself that the artist cannot use a single .element from reality as he finds 
it, that his work must be ideal in all its parts, if it is supposed to have reality 
as a whole and agree with nature. 

Striving for a form of art that would be true both to historical reality and 
to nature, Schiller, in his Wallenstein, surrounds the modern world of the 
Thirty Years War with a mythical horizon of Homeric overtones. In a let
ter of 1794, in which he tells Korner of ;'.'writing his treatise on the Naive 
and, at the same time, thinking about the plan for Wallenstein," Schiller 
confesses: 

In the true sense of the word, I enter a path wholly unknown to me, a 
path certainly untried, for in poetic matters, dating back three, four years, 
I have put on a completely new man . 43 · 

Reaching for the truth of nature by combining Naive and Sentimental 
poetry, Schiller integrates Homer's "imitation of nature" into his own 
"presentation of the ideal". In his advice. -to Goeth.e who, at the time of 
Schiller's work on Wallenstein, was engaged in his Achilleis, an epic poem 
about the death of Achilles, Schiller suggests: 

Since it is certainly right that no Iliad is possible after the Iliad, even if 
there were again a Homer and again a Greece, I believe I can wish you 
nothing better than that you compare your Achilleis, as it exists now in 
your imagination, only with itself, and in Homer only seek the mood, 
without really comparing your task with his .. . . For it is as impossible as 
thankless for the poet, if he should leave his homeground altogether and 
actually oppose himself to his time. It is your beautiful vocation to be a 
contemporary and citizen of both poetic worlds, and exactly because of this 
higher advantage you will belong to neither exclusively. 44 

Like catalysts in the process of establishing an ideal mode of poetic expres
sion, the echoes of Homer's Iliad in Schiller's Wallenstein accentuate its 
modernity. 

A major change from the History of the Thirty Years War, Schiller's 
Wallenstein, following Homer's Iliad, begins in the middle of the war. 
But where Homer, in the first seven lines of the Iliad, describes the wrath 
of Achilles, and the fateful clash between Achilles and Agamemnon, 
Schiller, in the Prologue to Wallenstein discusses the role of art, and art's 
relationship to history and nature. Befitting the ancient epic poem, 
Homer's description centers on Zeus and the fulfillm~nt of his will; befit
ting the modern dramatic poem, Schiller's discussio11 centers on the 
phenomenon of the great historical personality. · 

Both Homer's Iliad and Schiller's Wallenstein, with the Catalogue of 
Ships and the first play of the trilogy, exhibit the army and its various 
elements in a set picture. But where the Catalogue of Ships, preceded by 
an invocation to the Muse, merely lists the leaders of the Trojan war, 
Wallenstein s Camp (the model for Brecht'.s Mother Courage), depicts the 
dissolution of life in the state of war which, (as a state of nature in the 
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midst of the state of society), perverts all human values. 
Both Homer's Iliad, in the center of its first half, and Schiller's 

Wallenstein, in the center of its central play, The Piccolomini, show the 
most tender human relationship exposed to the harsh reality of war. But 
where Homer, in the parting of Hector from wife and child on the wall of 
Troy, focuses on the conflict between family and society, Schiller, in the 
love scenes between Max and Thekla, focuses on the conflict between in
dividuals and society. A poetic expression of Kant's Moral Law, founded 
on nothing but their hearts, love creates an island of freedom in the sea of 
historical necessity. 

Both Homer and Schiller, with the Shield of Achilles and the chalice of 
the banquet at Pilsen, use the detailed description of an artifact to 
highlight the world view implicit in each poem. But where the scenes on 
the shield depict human life within the timeless order of nature and, 
therefore, are self-explanatory, the scenes on the chalice require an ex
planation not only for their reference to a specific moment in human his
tory, but also for their use of allegory in portraying that moment. 

Where Homer, in the First Book of the Iliad, tells of Achilles' meeting 
with Thetis, and of her visit to Zeus on Olympus, Schiller, in the opening 
scene of Wallenstein's Death, the last play of the trilogy, shows Wallen
stein, concentrating on the long expected moment of the conjunction be
tween the planets Venus and Jupiter. The change of perspective, from 
trusting in divine powers that are moved by will and fate to relying on 
heavenly bodies that move in accordance with universal laws, does not af
fect the hopes and the despair that either of them occasion. 

Both Homer and Schiller, with dramatic suspense, portray their 
heroes in thoughtful solitude. But where Homer paints the rich scene of 
Achilles sitting before his tent, in the company of Patroclos, and singing 
about the glory of men to the sound of his lyre, Schiller presents Wallen
stein absorbed in a monologue, reflecting on the relationship of freedom 
and necessity in human nature. Unlike Achilles' song which, in the 
creative process, unites freedom and necessity, Wallenstein's reflection, in 
the form of a syllogism with invalid premisses, denies such a union and is 
left with the fragments of abstract thought. Achilles' restful repose con
veys the harmony of his song as much as Wallenstein's restless stopping 
and starting the disharmony of his reflection. 

A striking change from the History of the Thirty Years War is Schiller's · 
modeling the friendship between Wallenstein and Max, the only non
historical character in the play, on the friendship between Achilles and 
Patroclos in Homer's Iliad. Both Homer and Schiller, in the poetic con
stellation of their characters and plots, make friendship, a middle ground 
between a natural and a conventional bond, the turning point for 
tragedy. Like the death of Patroclos for Achilles, the death of Max brings 
Wallenstein closer to realizing the tragic connection between freedom 
and necessity, borne out in the problematic relationship of nature and 
convention. 

The modern complexity of Schiller's Wallenstein, over and against the 
relative simplicity of Homer's Iliad, shows itself in content as well as in 
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form. Expressive of the fragmentation of human nature in the course of 
history, Schiller's abstract language lends itself to portraying characters 
that are torn between action and reflection. Striving for a new totality of 
human nature, some of Schiller's characters parallel more than one of 
Homer's characters: So Max, both Patroclos and Hector; so Thekla, both 
Briseis and Andromache. This double role of the modern characters is the 
more significant, as it obliterates the enmity between Greeks and Trojans 
and thus points to an individuality which, viable or not, transcends the 
political nature of man. Complementary to the parallels of characters, 
parallels of plots create a maze of poetic affinities between the ancient 
epic and the modern tragic poem. Discontinuous and staggered, the 
parallels of plots seem to point not only to the fragmentation of human 
nature in modern times, but also to a new totality made possible through 
history. 

Intent on exploring the complementation of time and timelessness in 
the work of art, Schiller and Goethe, in their letters during the years of 
Schiller's work on Wallenstein, discuss the relationship of tragic to epic 
poetry. Perceiving them as complementary art forms, Schiller defines 
tragedy, standing under the category of causality, as the capture of 
"singular extraordinary moments of mankind", and epic poetry, standing 
under the category of substantiality, as the depiction of the "permanent, 
persistent whole" thereof. 45 In harmony with Aristotle's notion of tragedy 
as more comprehensive than epic poetry46 , Schiller changes his early plans 
for an epic poem about the Thirty Years War, centering on Gustav Adolf, 
to his final ones for a dramatic poem, centering on Wallenstein. Im
mersed in his task of translating Euripides, in Schiller's eyes a poet on the 
way from Naive to Sentimental poetry, Schiller, in 1789, had written to 
Korner: 

Let me add further that in getting better acquainted with Greek plays 
I, in.the end, abstract from them what is true, beautiful and effective and, 
by leaving out what is defective, I therefrom shape a certain ideal through 
which my present one shall be corrected and wholly founded .47 

In a letter to Goethe, in which he speaks of "sketching out a detailed 
scenario for Wallenstein'', Schiller remarks: 

I find the more I think about my own task and about the way the 
Greeks dealt with tragedy that everything hinges on the art of inventing a 
poetic fable. 48 

Schiller's Wallenstein and Euripides' Iphigeneia in Aulis, which Schiller 
had translated in 1788, apparently follow the same poetic fable. In both 
dramas, the leader of the army orders members of his family to join him at 
his camp. In both, the political reasons for this move are disguised as per
sonal reasons. In both, the heroic action of a youth close to the leader in
terferes with his plans and finally causes tragedy and death . In the com
parison with Homer's Iliad, the main parallels were drawn between the 
Emperor and Agamemnon, Wallenstein and Achilles, and Max and 
Patroclos. In the comparison with Euripides' lphigeneia in Aulis, 
however, the main parallels would have to be drawn between Wallen
stein and Agamemnon, Max and Achilles, and Thekla and Iphigeneia. 
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The fundamental theme of Schiller's Wallenstein, the necessary connec
tion between nature and convention, emerges in the "living shape" •9 of 
Wallenstein. presenting. in one modern historical figure, Achilles, the ar
chetype of the natural hero. and Agamemnon, the archetype of the con
ventional ruler. 

In the 26th letter 011 the Ae.~thl'fic Edrt<'afion of Man, Schiller com-
ments on the sovereign power of the artist: 

With unlimited fn>edom he can fit togt-thcr what nature separated, as long 
as lw can somehow think it togetht•r. and separate what nature connected, 
as long as he can only detach it in his mind. Here nothing ought to be 
sacred to him but his own law. as long as he only watches the marking 
which divides his province from the existence of things or realm of nature. 

True to the reality of history, Schiller presents Wallenstein in a modern 
historical drama, set in the world of the Thirty Years War. Separating 
what nature connected, Schiller abstracts from features of the historical 
Wallenstein which would disqualify him for being a tragic hero. True to 
the reality of poetry, where the historical characters, as poetic figures, 
become symbolic beings, Schiller presents Wallenstein in a dramatic 
poem, surrounded by a mythical horizon. Fitting together what nature 
separated, Schiller strikes parallels, respectively, between one historical 
and more than one mythical character, and between one historical and 
more than one mythical plot. The fact that the poetic figure of Wallen
stein reflects the archetypes from Homer and Euripides in a cross between 
naturally opposed, but artistically complementary characters demon
strates both the fragmentation and the striving for a new totality of 
human nature in the course of history. By reflecting the Iliad as well as 
the pregnant moment before the Iliad, Schiller's Wallenstein, a living ex
ample of the unity of time and timelessness, opens up a perspective from 
history to epic as well as tragic poetry. With his integration of Greek "imi
tation of nature" into his own "presentation of the ideal", Schiller seems to 
point to the fulfillment of an ideal in which art and nature would meet 
again. 

To a letter in which Korner had suggested a few changes in the plot of 
Wallenstein, Schiller replies with unusual sharpness: 

A product of art, insofar as it has been designed with artistic sense, is a liv
ing work, where everything hangs together with everything, where 
nothing can be moved without moving everything from its place. 50 

Correlation of everything with everything can be detected in more than 
one element of Schiller's dramatic poem: the polarity of characters sus
. tains the symmetry of plots which, in concentric circles of scenes and acts, 
form the whole of the trilogy. Corresponding to the three parts of the Pro
logue, the three plays of Wallenstein explore the relationship between 
nature and art, portrayed in the life of individuals, representative of the 
life of mankind. Schiller's integration of characters and plots from Greek 
epic and tragic poetry into his modern historical drama contributes to the 
symbolic nature of his poetic figures and poses the question of the rela
tionship between Ancients and Moderns, fully discussed in his 
philosophical writings. The correspondence between dramatic characters 
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and aesthetic principles ties together life and art by interpretir{g them in 
terms of history, understood in the light of .nature. 

The evidence of such comple.x relationships between the various 
elements of Schiller's Wallenstein certainly proves it to be a "product of 
art", but does it prove it to be a "living work?" In a long painstaking letter 
about Wallenstein , W .v. Humboldt writes to his friend: 

We often talked with each other about this poem, when it was scarcely 
more than sketched out. You considered it the touchstone with which to 
test your poetic capacity. With admiration, but also with apprehension, I 
saw how much you bound up in this task .. . . Such masses no one ever has 
set in motion; such a comprehensive subject matter no one ever has chosen ; 
an action, the motivating springs and consequences of which, like the roots 
and branches of a tremendous tree-trunk, lie so far spread out and dis
persed in such diverse forms, no one ever has presented in one tragedy. 51 

In a letter to Korner , Schiller confesses: 
None of my old plays has as much purpose and form as my Wallenstein 
already has; but, by now, I know too well ~hat I want and what I have to 
do that I could make the task so easy for myself. 52 

In the light of his notion of the poets as "preservers" and "avengers" of 
nature, Schiller, in the letters On the Aesthetic Education of Man, com
pares the artist to Agamemnon's son who returns to the house of his 
fathers in order to avenge the past on the present. Understanding him as a 
contemporary and citizen of more than one world, Schiller advises the ar
tist to take the material for his work from the present, but the form from 
"a nobler time, yes, from beyond all time, borrowed from the absolute, 
unchangeable unity of his being". In compliance with his own advice, 
Schiller takes the material for his Wallenstein from modern history, but 
the form from a blend of Naive and Sentimental poetry, explicated in the 
aesthetic theories of his philosophical writings . Fully aware of the ar
tificial nature of such a process, Schiller, nevertheless, expects to achieve 
an ideal of poetry in which history and philosophy would contribute to 
the vindication of nature. The fact that no one, for now almost two hun
dred years, has seen that Schiller's Wallenstein, in appearance the most 
modern of his dramas, in substance is also the one where Naive and Senti
µiental poetry blend most completely, should be enough of an indication 
that history and philosophy, though indispensable for Schiller's work, are 
only means towards a higher goal: their fulfillment in poetry. To end with 
Schiller's own words 53 : 

All paths of the human spirit end in poetry, and the worse for it if it lacks 
the courage to lead them there . The highest philosophy ends in a poetic 
idea, so the highest morality, the highest politics. The poetic spirit it is to 
which all three owe their ideal and which to approximate is their highest 
perfection. 
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