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Abstract
The European eighteenth century redefined the perception of the arts in an aesthetic movement
known in German-speaking countries as “Empfindsamkeit.” It newly defined the nature of art and
the human relationship to the arts, replacing rules and norms with individual feeling as the
central category, and also led to a revaluation of listening. Aesthetic texts of this period often
explicitly speak about the ear when talking about music. In German-language music aesthetics, a
transfer of knowledge from French discourses on this topic can be observed, in formats such as
translation, quotation, review, and commentary. This article focuses on the reception of one
important author, Jean-Baptiste Du Bos, who sees music as particularly capable of moving us, and
hearing consequently as a direct path to the heart. Surprisingly, and unlike other French
treatises, Du Bos’s Réflexions critiques sur la poésie et sur la peinture (1719/1733) were
translated only late into German, but the passages about hearing were quoted all the more
frequently. Du Bos’s ideas on listening entered the musical discourse in a rather indirect way. An
instructive case is Christian Gottfried Krause’s book Von der Musikalischen Poesie (1752), where
the idea that listening to music touches us in a profound way is commented on in particular detail
as a means of providing rules for the poets of vocal music lyrics. With its numerous borrowings,
this book is a striking example of intertextuality in music aesthetics.
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Introduction
Thus far, the history of listening has mostly been written with regard to a focused, more or less
rationally controlled form of experience (listening), somewhat neglecting the various forms of
musical experience that are more distracted and less intellectual (hearing). By doing so, research
has—and consciously so—privileged a specific form of listening, epitomized in its most extreme
form in Theodor W. Adorno’s “expert,”[1] who keeps track of even the most minute aspects of a
score, with an attention to musical structures that Adorno considered the most adequate form of
listening.[2] It goes without saying (and it is certainly not ignored by the scholars who have
worked in this field) that this mode of Zuhören is only one of many possible attitudes toward
music, one whose roots in the late eighteenth and especially the nineteenth century and whose
relations to the “emphatic recognition of music as art”[3] have been made evident by many
contributions to this growing field.[4] But privileging this mode of musical reception poses not only
the problem that other modes are excluded. It may also, intentionally or not, lead to normative
implications, suggesting that this form of musical experience is still considered the most valid.[5]

Considerations on the questions of knowing whether historic music publics were attentive or
not—the question posed by James H. Johnson in his landmark study Listening in Paris[6]—often
imply tacit assignments of value,[7] since the European tradition of art music has often favored
the process of “understanding” a work of art as the most appropriate way of musical experience.
The choice of focused listening as a topic of research is therefore not a neutral one. A more
comprehensive “history of hearing and listening” might wish to include a variety of modes of
musical experience without devaluating them a priori,[8] and some of the more recent
contributions have precisely shown the limits of the “listening paradigm” and its teleology.[9]

This article leaves aside the often-considered question of whether or not music publics at a
certain moment in time paid attention or not. Rather, I would like to contribute to describing the
emergence of a specific notion of musical listening in the eighteenth century that highlighted the
emotional value of music, the idea that music had a particularly strong effect on our emotions
and that hearing it affected us deeply, maybe even more than did other forms of sensual
experience. In some way, this idea could be regarded as the exact opposite of those modes of
attentive listening that have emerged since the nineteenth century and that have been privileged
by research.[10] My argumentation is limited to the philosophical discourse on auditory experience.
Rather than being a contribution to the history of listening (or hearing) in a broader sense, which
potentially uses a wider range of sources, this article describes aesthetic considerations of music
listening only. The perspective taken here is one that pays particular attention to the transfer of
ideas across language borders, specifically from the francophone area to the German-speaking
realm. Special consideration is given to various modes of text translation with regard to one
prominent author, Jean-Baptiste Du Bos (or Dubos, 1670–1742). This is of course only one single
layer in a multifaceted discourse, albeit an important one.

The following considerations are divided into four sections. First it is outlined how Du Bos
enhances the importance of listening as a privileged path to access our emotions. In a second
step, I describe the specific “translation culture” of the German Enlightenment that recently has
been examined with respect to its importance for the music-aesthetic discourse.[11] Subsequently,
the case of Du Bos translation is examined, with an overview of how his ideas were adopted in
the German Empfindsamkeit and a comparison of this case to the rather different case of Charles
Batteux. Finally, the focus is placed on a specific example of Du Bos reception, the book Von der
Musikalischen Poesie (On musical poetry; 1752) by Christian Gottfried Krause (1719–70), where



the French author is referred to in a way that may seem insignificant at first glance, with a few
quotations scattered across the many pages of the volume. A more thorough investigation
reveals, however, that Krause made numerous borrowings from Du Bos. They are nothing less
than the general basis of argument for this much-read handbook of German vocal music—and for
Krause’s focus on the ear as the basis of musical experience.

The Revaluation of Listening in Du Bos
It was an observation that triggered the necessity of this investigation. The dissemination of the
idea that music has powerful emotional effects becomes tangible in the recurrence of
characteristic terms, formulations, and quotations. A particularly striking example is Du Bos’s
phrase: “Each sentiment has its appropriate intonations, accents, and sighs.”[12] As Bellamy
Hosler and Danuta Mirka have observed, this is most likely an unattributed quotation from
Cicero’s “omnis enim motus animi suum quendam a natura habet vultum et sonum et gestum”
(every motion of the soul has by nature a certain countenance, sound, and gesture), which later
resurfaces in writings by Charles Batteux and Jean-Jacques Rousseau, but also by Johann Georg
Sulzer, Johann Nikolaus Forkel, and Heinrich Christoph Koch.[13] This simple example shows how
aesthetic ideas circulate across language borders (and, given the reference to an antique
authority, even across centuries) and how they develop in this process.

In classical accounts of the history of aesthetics, Jean-Baptiste Du Bos’s Réflexions critiques sur la
poésie et sur la peinture (1719/1733) appear as a landmark: as the “first aesthetics of
sentimentalism” (“erste Ästhetik des Sentimentalismus”),[14] as the inauguration of “the primacy
of sensation,”[15] and as a first “serious challenge to the absolute rule of reason”[16] in aesthetics.
His biographer Alfred Lombard even considered Du Bos an “initiator of modern thought”
(“initiateur de la pensée moderne”).[17] The Réflexions critiques thus established—especially for
music—a completely novel discourse.[18]

Music plays a central role in Du Bos’s aesthetics. Several chapters of the three-volume work are
specifically dedicated to music, and in others it is also mentioned frequently. Du Bos
distinguishes the broad concept of music of antiquity—a concept that he discusses in detail in his
considerations on the “Theatrical Performances of the Ancients” (“Répresentations Théatrales
des Anciens”)[19]—from “Music Properly Speaking” (“la Musique proprement dite”)[20] in the
modern sense. The fact that the title of the work nevertheless refers to poetry and painting may
only be explained by the inferior status that music still had as an art form in the early eighteenth
century.[21] But Du Bos, who had a special affinity for opera,[22] integrates music into his theory
without any restriction. Music is no longer considered deficient in comparison to the other fine
arts. Like them, music is capable of imitation, and one of its purposes is to increase the listener’s
pleasure in poetry set to music, especially in the case of opera.[23]

Du Bos ascribes to music a special emotive power that far exceeds that of spoken language, and
this was to become an important idea of musical discourse in the eighteenth century and
beyond,[24] not least in the German-speaking area: “All of these sounds, as we have already
shown, have a marvellous power to move us because they are signs of passions.”[25] This idea is
related to a semiotic distinction made by Du Bos when he discerns the arbitrary signs of
language from the natural signs of painting and music, which are of greater intensity in their
effect,[26] due to the idea, inherited from Cicero and cited above, that the emotions manifest



themselves in specific sounds.

Particular significance is given, in this concept of aesthetics, to the sensory quality of music and
even recited poetry—in other words: to the act of listening. It is mentioned several times that it is
the purpose of poetry “to please the ear” (“plaire à l’oreille”).[27] In music, this aspect is of course
even more important: “The natural signs of the passions that music resembles, and which it
artfully uses to augment the power of words in a composition, must render the words more
capable of touching us. … The signs receive this power from nature itself.”[28] To express this idea
and to emphasize the directness of the emotional process, Du Bos finds the beautiful phrase:
“Thus the pleasure of the ear becomes the pleasure of the heart” (“C’est ainsi que le plaisir de
l’oreille devient le plaisir du cœur”).[29] There is, however, one exception to this rule, but one that
merely confirms its validity: the existence of men whose ear is, according to Du Bos, “so far from
the heart that the most natural melodies do not touch them” (“tellement éloignée du cœur, que
les chants les plus naturels ne les touchent pas”).[30]

This statement on music is of primary importance, since the notion of pleasure (“plaisir”)[31] forms
a key element of Du Bos’s aesthetics.[32] Pleasure, defined as the distraction from boredom,[33] is
even the main purpose of the arts. Thus, reception of the arts, rather than its production, and the
audience, rather than the creators of art, move to the center of attention. The public feels tedium
(“ennui”) and therefore seeks distraction through the experience of emotions (“passions”).[34]

People come to their verdict on a work of art—and this is a paradigm shift—on the basis of a
“sixth sense” (“sixième sens”).[35] Rational reasoning, on the other hand, which Du Bos calls the
“Way of Argument” (“voïe de discussion”),[36] takes a secondary position and can (at best) justify
in hindsight the judgment that has been made spontaneously. As a result, the artist’s creation is
partially removed from rational discussion and must be explained via the notion of genius
(“génie”).[37] By enhancing the importance of the audience, Du Bos relativizes the normative
approach of older aesthetic doctrines, appearing almost egalitarian in his view on the general
public and its rights and merits.[38]

The appreciation of sensual experience is the main reason why hearing becomes a primary focal
point in discussions about music. The pleasurable qualities of the arts become the interest of
aesthetic consideration, rather than their regularity or morality, as in older theories of the arts.[39]

It is not a set of rules that forms the basis for value judgments but, as Du Bos explicitly states,
the eyes and ears of the recipient: “We have in us a sense intended to judge the value of works
that imitate touching objects in nature. … It is the eye, when it is a question of the colours of a
picture. It is the ear, when it is a question of judging whether the sounds of a narrative are
touching, or whether they are adapted to the words, and whether the song is melodious.”[40]

These new thoughts on the reception of art, and more specifically on watching and listening,
which can only be summarized roughly here, met with vivid interest in the German-speaking
area, where new aesthetic ideas, especially those from France, were discussed and adapted with
particular intensity.

Translating Music Aesthetics in Eighteenth-Century
Germany
Processes of cultural transfer have been a point of interest for research on cultural history for



decades. They can be made particularly tangible in different modes of translation,[41] understood
here in a rather narrow sense as the transfer of a verbal text into another language. The
eighteenth century was particularly productive in this field, with a flourishing discussion on
translation theory and an important production of translations. The Enlightenment itself was in a
sense, as Fania Oz-Salzberger puts it, “translated”—this supranational movement in the history
of thought manifested itself not least in processes of translation.[42]

The French language was of considerable importance in Enlightenment Europe and functioned as
an important source, target, and intermediary language for translations. This is certainly true of
the field of music aesthetics in Germany.[43] The German language, in turn, may have been the
main target language for translations around 1750.[44] Knowledge of the two languages was very
unevenly distributed in this period. While the French language and French writings enjoyed a high
status in Germany and were widely read, the opposite reception of German literature in France
was undoubtedly lower.[45] This asymmetry existed particularly in relation to philosophical and
aesthetic writings, which tended to have a very strong influence in the direction from France to
Germany, but very little the other way around.[46]

Translation procedures for non-fictional texts, such as the ones considered here, were somewhat
different from those adopted in literary translations.[47] While literary works were still often
manipulated during the process of translation—a procedure inherited from seventeenth-century
belles infidèles, the French translations that were “unfaithful” but beautiful—factual texts offered
another option for input from the translator’s side, one that may have been less appealing in the
translation of belles lettres: commentary.[48] Comments to the text, often critical in nature, were
added to the translation proper in prefaces, postscripts, and notes—in short: in what Gérard
Genette calls the paratext.[49] Translations thus gave the opportunity to comment on new
theories, either confirming, supplementing, or rejecting them.

Although critical commentary was widely used in translations of the German Enlightenment,[50]

the origins of these procedures have not, to my knowledge, been researched yet. They seem to
be inherited (among other sources) from belle infidèle translations, which were also often richly
annotated, serving to explain incomprehensible aspects of the translated texts.[51] The belles
infidèles were still a model in the Leipzig circle of Johann Christoph Gottsched and his wife Luise
Adelgunde Gottsched, whose importance for German translation theory and practice around the
middle of the eighteenth century can hardly be overestimated.[52] An article in Gottsched’s journal
Beyträge zur Critischen Historie der deutschen Sprache, Poesie und Beredsamkeit (Contributions
to the critical history of German language, poetry, and eloquence) from 1734 written by Georg
Venzky explains the usefulness of annotations in translations. Only annotated translations are
considered “complete,”[53] and they serve the purpose of illuminating incomprehensible or
contentious parts of the original.[54] It appears that the additions thus made to translations are in
no way viewed as a compromise, but rather as an improvement of the original.

Furthermore, the practice of annotation can be understood as a legacy of the early modern
system of recension, which can be seen in publications such as the Journal des sçavans (Journal
for the learned), a long-lived academic journal founded in Paris in 1665 and considered to be the
first of its kind in Europe. Scholarly journals such as this one consisted to a large extent of
reviews of texts and only secondarily of independent treatises.[55] At that time, however, reviews
contained rather long excerpts of the writings being reviewed and only a small amount of
commentary.[56] Consequently, they are closer in nature to annotated partial translations
(whenever the publication under review is in another language) than they are to scholarly



reviews in the modern sense.

Both traditions, the French models of literary translation and the scholarly culture of multilingual
recension, are important for the comprehension of eighteenth-century musical discourse, as they
shaped the way in which most of the early music journals in Germany talked about their
subject.[57] Translations were very important for the German musical discourse in general,[58] and
the translation techniques described so far are clearly observable in many of the German music
journals of the eighteenth century, for example those edited by Johann Mattheson, Lorenz
Christoph Mizler, Johann Adolph Scheibe, Friedrich Wilhelm Marpurg, Johann Adam Hiller, and
Johann Nikolaus Forkel. Seeing how prominent figures of musical discourse used translations, it
becomes clear that in the eighteenth century the translation of foreign texts was a natural part of
erudite publishing, not a separate activity in terms of personnel or content as it tends to be
today, where it is often done by (more or less) specialized translators.

Batteux, Du Bos, and German Empfindsamkeit
An example of a vivid debate carried out through translation is Batteux’s treatise Les beaux arts
réduits à un même principe (1746),[59] which received a broad reception not only by way of
translation in the narrower sense—it was translated into German no fewer than four times in the
eighteenth century[60]—but also in the form of a debate on the specifically musical aspects of his
theory that considers imitation of nature as the principle of the arts. A controversial exchange of
articles in Marpurg’s journal Historisch-Kritische Beyträge (Historico-critical contributions) in 1755
dealt with the question of whether this idea can be applied to music.[61] These debates can be
considered as part of Empfindsamkeit, an aesthetic current in eighteenth-century Germany for
which processes of “translation” (both literally and figuratively) were of paramount importance,[62]

the German neologism empfindsam being a translation of the English or French adjective
sentimental.[63] Significantly, the four German translators of Batteux’s Les beaux-arts all chose
the wording “Nachahmung der Empfindungen”[64] when translating Batteux’s thoughts on
“l’imitation des sentimens”[65]—a process described by Batteux as the quintessential property of
music as an art of imitation.[66]

This thought is prefigured in Du Bos, an author who also became a point of orientation for the
Empfindsamkeit.[67] In Du Bos’s Réflexions critiques, sentiment is particularly important, as it is
considered the basis of all art perception. Du Bos is considered one of the first to shift the
concept of sentiment, which in the seventeenth century was still considered a rational capacity,
towards emotion and subjectivity.[68] However, even with Du Bos, sentiment is still not understood
as a completely free “immersion” into art but as a process comparable in its immediacy to
sensory perception, which happens prior to—and possibly independently of—rational analysis.[69]

Although Du Bos is often mentioned in the same breath as Batteux in descriptions of eighteenth-
century aesthetics, his reception in Germany was completely different from that of his younger
compatriot. Even though his Réflexions critiques are considerably older than Batteux’s book, the
translation into German took place much later. It was only in 1760 and 1761 that Gottfried
Benedict Funk’s version Kritische Betrachtungen über die Poesie und die Mahlerey, apparently
the first complete translation into German, was published in Copenhagen.[70]

However, this in no way means that Du Bos was ignored. Paul Guyer, in his History of Modern
Aesthetics, states that Du Bos’s treatise was “enormously influential,” being “widely read in both



Britain and Germany before it was translated.”[71] The intensity of the Europe-wide impact of the
Réflexions critiques can first be seen in the large number of editions and (sometimes partial)
translations. During the eighteenth century, no fewer than seven editions appeared in French,
some of which were reprinted several times and at different publishing locations, including
Dresden in 1760.[72] Before Funk’s German translation, there were translations into Dutch and
English.[73]

Even without the existence of a complete translation, a vivid debate on Du Bos took place. His
writing seems to have been particularly attractive in aesthetically progressive circles that
opposed a rationalist doctrine of the arts personified by Gottsched.[74] Significantly, a first, very
brief partial translation of Du Bos’s Réflexions critiques, comprising only the first chapter,
appeared in 1749 in the Bremer Beiträge,[75] a journal published in Bremen but edited in Leipzig
and more or less directed against the Gottschedian dominance.[76] It is the same chapter of Du
Bos’s book that, together with the following one, appeared twenty years later (1765) in an
independent translation in the Hannoverische Magazin.[77] Other translation projects, realized or
not, also bear witness to the opposition that arose between the Du Bos reception and Gottsched’s
rationalism. It appears that Gottsched himself did not support a complete translation that was
planned by his former student Johann Friedrich Kopp in 1746/47. Kopp wrote at least three letters
to the Leipzig professor, asking for his support in finding a publisher,[78] a support that Gottsched
(whose responses, if there were any, we do not have) was apparently not willing to provide. The
first more extensive German translation was done by a proven opponent of Gottsched, Gotthold
Ephraim Lessing, who in 1755 published a translation of Du Bos’s third volume, which deals with
the theatre of the ancients.[79] This translation became significant for music discourse in that
Marpurg reprinted this rather long essay (which only indirectly refers to music) in its entirety in
his journal Historisch-Kritische Beyträge,[80] yet adding a mocking commentary by an author with
the pseudonym C. Sol Ut.[81]

It was not until 1760 and 1761, some four decades after the publication of the first edition of the
original, that the first complete translation of the Réflexions critiques into German appeared in
Copenhagen.[82] The anonymous translator was Gottfried Benedict Funk, who at that time worked
as a tutor for the court preacher Johann Andreas Cramer in Copenhagen,[83] in a circle of
Enlightenment thinkers sometimes called Kopenhagener Kreis (Copenhagen circle).[84] Funk
substitutes (albeit inconsistently) the French literary examples referred to by Du Bos with
German ones,[85] his choice testifying to aesthetic influences of this circle.[86] For lack of
competence, he deals with music only marginally, the exception being references to the oratorio
Der Tod Jesu (1755) by Karl Wilhelm Ramler and Carl Heinrich Graun.[87]

These were only the contemporary translations of Du Bos in a narrow sense of the word. The
examination of a widely read book on vocal music published in 1752, Christian Gottfried Krause’s
Von der Musikalischen Poesie, shows how the reception—and even translation—of aesthetic
ideas, namely of Du Bos’s concept of listening, could also occur in a more concealed manner.

Christian Gottfried Krause and the “Healthy Ear”
Von der Musikalischen Poesie deals with specific problems of poetry that is meant to be set to
music. The term “musical poetry” in the book’s title means exactly that: poetry that is meant to
become the text of vocal music, especially in opera.[88] The fact that various external sources



informed Krause’s writing has been touched upon only in passing by scholars. That Du Bos was
perhaps the most important influence on Krause has been hinted at many times,[89] but never
examined more closely.

It seems as if the reading of the Réflexions critiques was even the initial spark for Krause to
conceive this book—a project to which a whole circle of writers contributed thoughts and
feedback.[90] In a letter to his friend Johann Wilhelm Ludwig Gleim on January 12, 1749, Krause
cites the French work as an important inspiration: “The Reflexions sur la Peinture et sur la Poesie
[sic] have altogether strengthened me in the belief that I am on the right path, and what can still
be altered in the future will consist only in particulars and elaborations.”[91] Ramler, another
advisor of Krause, also referred to Du Bos’s book in a letter to Gleim on February 3, 1748, citing it
as a model for Krause, whom he expected to apply the French theory to music: “It would be good
if he made a masterpiece, just like Du Bos did before him on painting and poetry.”[92]

Krause was a Francophile author. Like Marpurg before him, he was employed as a secretary for
the Prussian Lieutenant General Friedrich Rudolf von Rothenburg, who had often worked in Paris
and had married a French aristocrat.[93] In a letter to Ramler, Krause even admitted to thinking
about working as a translator from French.[94] An eloquent testimony of Krause’s linguistic skills is
given by his anonymously published Lettre à Monsieur le Marquis de B*** sur la différence entre
la musique italienne et françoise (Letter to Monsieur le Marquis de B*** on the difference
between Italian and French music),[95] dealing with questions of opera (especially in Berlin)[96] and
addressed to the Marquis d’Argens (Jean-Baptiste de Boyer),[97] a confidant of Frederick II.[98]

On the 484 pages of his Von der Musikalischen Poesie, Krause mentions Du Bos (spelled “Dübos”)
only eight times.[99] It is worth taking a closer look at these explicit references first, even though
they are not the only Du Bos influence noticeable in Krause’s book. The French author’s name is
always stated in connection with literal quotations from the Réflexions critiques. Since no German
version existed at the time when Krause wrote this book (except for a very short partial
translation), these quotations are technically translations, albeit very short ones.

As Krause does not use quotation marks, one could be mistaken about the extent of the quotes.
Their length often only becomes apparent by comparison with the original. Krause’s borrowings
from Du Bos usually amount to a mixture of literal quotation and paraphrase.[100] The following
synopsis from Du Bos and Krause (both in the original and in English translations) shows, for
example, that the quotation from “Dübos” is by no means limited, as one might assume, to the
phrase in which the author is mentioned.[101] Rather, it includes large parts of a sentence shortly
before and the adoption of the proverb “Ex voluptate fides nascitur” (“Belief is born from
pleasure”).[102]



Enfin les sens sont si
flatez par le chant des
récits, par l’harmonie qui
les accompagne, par les
chœurs, par les
symphonies & par le
spectacle entier, que
l’ame qui se laisse
facilement séduire à
leur plaisir, veut bien
être enchantée par
une fiction dont l’illusion
est palpable, pour ainsi
dire. Ex voluptate fides
nascitur.
Je parle du commun des
hommes. Ainsi qu’il est
plusieurs personnes, qui
pour être trop sensibles à
la musique, s’en tiennent
aux agrémens du chant,
comme à la richesse des
accords, & qui éxigent
d’un compositeur qu’il
sacrifie tout à ces
beautez, il est aussi des
hommes tellement
insensibles à la musique,
& dont l’oreille, pour
me servir de cette
expression, est
tellement éloignée du
cœur, que les chants
les plus naturels ne les
touchent pas.[103]

Die Seele lässt sich gar zu
gern von ihren
Vergnügungen fortreißen,
und durch eine Erdichtung
bezaubern, deren Betrug ihr
eine Wollust, und diese statt
der Wahrheit ist. Ex
voluptate fides nascitur.
Es giebt Leute, deren Ohr,
wie Dübos sagt, so weit vom
Herzen entlegen ist, daß
die allernatürlichsten
Melodien sie nicht rühren
können.[104]

In short, the senses are
so pleased by the
singing of the words,
the harmony that
accompanies them, the
choruses, the
symphonies, and the
entire spectacle, that
the soul, which is
easily seduced by
pleasure, becomes
completely
enchanted by a
fiction, though the
illusion is, so to speak,
palpable. Ex
voluptate fides
nascitur.
I speak of the bulk of
people. Several people
are too susceptible to
music and pay
attention only to the
charms of melody, the
richness of harmony,
and demand that a
composer sacrifice
everything to these
beauties. There are
also people indifferent
to music and whose
ear is, if I may use this
expression, so far
from the heart that
the most natural
melodies do not
touch them.[105]

Only too
willingly the
soul permits
itself to be
swept away by
its pleasures
and to be
enchanted by
an invention
whose deceit
means sensuous
pleasure in
place of truth.
Ex voluptate
fides nascitur…
And Dubos says
that there are
people whose
ear is so far
removed from
their heart that
the most
natural
melodies
cannot touch
them.[106]

It is worth noting that the references to Du Bos are found in precisely those passages where
ideas about musical listening are developed. Quotations from Du Bos are not only longer than
one might presume, they are also more numerous than the eight explicit mentions of his name
suggest. This, of course, makes it difficult to find them. One clue that I have used in my (certainly
incomplete) compilation of references is the appearance of quotations in Latin in both Du Bos and
Krause. The following example shows a phrase from Cicero that can be found in both books
(slightly abridged in Krause’s case) and that upon closer examination reveals another borrowing
from Du Bos, one that is not announced by Krause.



On connoît donc
suffisamment s’ils ont
bien réussi, quand on
connoît si l’ouvrage
touche ou s’il ne touche
pas. Il est vrai de dire
qu’un ouvrage où les
regles essentielles
seroient violées, ne
sçauroit plaire. Mais c’est
ce qu’on reconnoît mieux
en jugeant par
l’impression que fait
l’ouvrage qu’en jugeant
de cet ouvrage sur les
dissertations des
Critiques, qui
conviennent rarement
touchant l’importance de
chaque regle. Ainsi le
public est capable de
bien juger des vers &
des tableaux sans
sçavoir les regles de la
poësie & de la peinture,
car, comme le dit
Ciceron, Omnes tacito
quodam sensu sine
ulla arte aut ratione,
quæ sint in artibus ac
rationibus prava aut
recta dijudicant.[107]

Ja diese großen Leute,
haben ebenfalls in
ihrer Kunst nicht
allemal die Regeln
beobachtet, welche
von andern
vorgeschrieben waren.
Denn über wie wenig
derselben sind die
Kunstrichter selbst
unter sich einig?
Das Publicum muß
demnach in
dergleichen Sachen
befraget werden,
als welches auch
ohne Käntniß der
Regeln geschickt
ist, davon zu
urtheilen. Cicero
sagt: Omnes tacito
quodam sensu sine
ulla arte ac
rationibus, prava
aut recta
dijudicant.[108]

Thus, we have enough
evidence whether they
are successful when we
know whether the work
touches or does not
touch. True, a work that
violates essential
rules will not please. But
we better recognize this
by judging from the
impression that the work
makes than by judging
this work on the basis of
the dissertations of
critics, that rarely
agree on the importance
of each rule. So the
public is capable of
making good
judgements about
verse and pictures
without knowing the
rules of poetry and
painting. As Cicero
said, Omnes enim
tacito quodam sensu
sine ulla arte aut
ratione quae sint in
artibus ac rationibus
recta ac prava
diiudicant.[109]

Indeed, these great
people did not obey
the rules prescribed
by others everywhere
in their art, either.
Moreover, on how few
of them are the
critics themselves
in agreement?
Consequently, the
public must be
consulted in such
matters; it is expert
in judging them
without knowing
the rules. Cicero
says, Omnes tacito
quodam sensu sine
ulla arte ac
rationibus, prava
aut recta
dijudicant.[110]

Of course, parallels in references to “classical” authors and writings do not necessarily have to be
the result of borrowing from Du Bos, especially since Krause himself studied relevant writings
such as Horace’s Ars poetica while preparing his volume.[111] The amount of common quotations
is, however, striking. This concerns passages from, among others, Quintilian, Cicero, and Horace,
as well as from the Vulgate.[112] In addition, two different quotations that are closely related in the
text occasionally appear in a similar sequence to Du Bos. A Seneca quotation, for example, is
very likely borrowed from Du Bos, because it is immediately followed by a quotation from
Macrobius that the French author had also employed. Krause even uses similar words to connect
the two citations: “We also find this passage in Macrobius.”[113]

This intertextuality particularly affects the first chapter (“Hauptstück”) of Von der Musikalischen
Poesie “on the former and present combination of poetry and music,”[114] that is, on a topic that
Du Bos treated extensively. Here, Krause’s text is particularly close to Du Bos’s, more so than in
most of the later chapters. In this part of the German book, there is a considerable amount of
borrowing, also of a more elusive nature than the (more or less) verbatim quotes shown above.
One example is Krause’s idea that “joy taught the first men to sing” (“Die Freude lehrte die
ersten Menschen singen”).[115] Whether or not one can find a passage for this in the Réflexions
critiques that can serve as evidence of a quotation,[116] the ubiquity of the word plaisir in Du Bos
suggests influence, or at least affinity. This is all the more true when one considers the multitude
of Du Bos citations, both explicit and implicit, on the pages immediately following this statement
by Krause.



Granted, in passages like these where Du Bos is not mentioned and the formulation of thoughts
becomes independent instead of being quotation, a search for traces of influence may become
diffuse. It is therefore more prudent in these cases to speak in more general terms of
intertextuality or shared ideas, since such correspondences may be coincidental or come from
third sources, rather than being direct adoptions. The sheer number of explicit or very likely Du
Bos references in Krause’s book, however, speaks for itself.

Krause’s affinity with Du Bos directly concerns the conception of listening. It is, after all, the
historical specificity of the Réflexions critiques that they attributed to music the ability to have
special emotional effects on people. In Du Bos’s text, this becomes tangible in the frequency of
terms such as impression (impression), émouvoir (to move), plaire (to please), and toucher (to
touch).[117] Krause condenses this idea into the formula: “Music is directly touching” (“Die Musik
rühret unmittelbar”).[118]

Krause relates this argument to the physical realities of making and listening to music. The
composer (“Musikus”), writes Krause, “has the ear as his organ of perception” (“Der Musikus hat
das Ohr zu seinem Empfindungsmittel”).[119] The ear then also acts as the link to the listener who
perceives the music. Due to its emotional and physical immediacy, music as an art that is
touching “does not need experienced listeners knowledgeable in this art” (“Eine rührende Musik
bedarf keines erfahrnen und in dieser Kunst geübten Zuhörers”).[120] This is another thought
possibly inherited from Du Bos, who emphasized the directness of art perception, which in
principle can be experienced by anybody. It is the ear and not any form of prior knowledge or
rational capacity that conveys, according to Krause, the moods that music carries within itself,
and it is striking to see the vocabulary of naturalness and physical health (Gesundheit) used by
the author to explain the process: “It is not necessary to have heard anything merry or sad sung;
if one has a sound ear [ein gesundes Ohr] and no natural aversion to music, it is possible that a
musician can instill joy and sadness in him.”[121] And this is an experience that concerns “our inner
beings, our whole souls,” says Krause (“Unser Inneres, unsere ganze Seele will daran Theil
haben”).[122]

Conclusion
As part of the German adoption of Du Bos’s influential theories, Krause developed a specific form
of reception of the French author that consisted in translating passages from his book and
integrating them—both credited and uncredited—into a new work of aesthetic theory. The
distinction between translation and commentary, two important and closely related practices of
the time, thus becomes completely blurred and the two procedures almost merge.

With specific reference to the senses, Krause uses and refines Du Bos’s notion of hearing (not
necessarily listening) as a bodily experience, thereby establishing a physiological definition of
auditory experience. But hearing is not only described in terms of its physical realities. As an
immediate path to the emotions, it is also the starting point for an experience of art. This
evolution in the concept of hearing is, of course, part of a larger paradigm shift in aesthetics and
anthropology, one that accentuates the function of the senses in the experience of art and that
also, vice versa, treats the arts as a “school of sensibility” (“Schule der Empfindsamkeit”).[123] As
research on the Enlightenment and Empfindsamkeit has shown, new discourses of the eighteenth
century changed the way in which body and mind were perceived,[124] and the “emancipation of



the senses” brought about by Empfindsamkeit emphasized “the links between nervous and
emotional sensibility.”[125] It may be that the importance of hearing in this development has been
underestimated. As a sense that cannot be contained in the same way as vision, for example,
hearing could be thought of as a path to the heart and soul, whose pleasures are those of the
ear.
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