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fasser der Einleitungen in die einzelnen Abteilungen des Bandes. Die (themen-
perspektivisch wechselnden und in den Einleitungen der Teilbidnde explizierten) Fra-
gestellungen werden in den Studien jeweils weiter entwickelt, wegweisende Aspekte
oft auf den Punkt gebracht, manches an Perspektiven auch erginzt. Einen zusétzlichen
Vernetzungseffekt haben nicht zuletzt vielfiltige Querverweise, die typographisch
durch Pfeile markiert sind.

Sammlungen miissen — wenngleich ausgehend von einem Begriff des zu Sam-
melnden (vgl. Manfred Sommer: Sammeln. Ein philosophischer Versuch. Frankfurt
am Main 2002) — Kohiérenz besitzen, ohne damit auf Systematik oder Vollstindigkeit
verpflichtet zu sein. Sie in Abteilungen zu gliedern, ist oft sinnvoll — und dabei mag
es sich ergeben, dass die Abteilungen unterschiedliche Vermittlungsgrade zwischen
Integration und Streuung repréisentieren. Nicht jedes Sammelstiick ist gleich nahe am
die Sammlertdtigkeit leitenden Begriff, und mit Anordnungen kann sogar gespielt
werden. Wie wichtig Ordnungsverfahren in Sammlungen aber doch generell sind,
demonstriert der Band unter anderem an sich selbst — durch die synthetisierenden
Einleitungen sowie durch umfangreiche Paratexte wie Literaturverzeichnis und Re-
gister. Aus Konstellierungsprozessen hervorgegangen, laden Sammlungen den Rezi-
pienten zur Bildung neuer Konstellationen ein — und gegebenenfalls zur Erweiterung
der Sammlung. In dieser Hinsicht, aber auch als Kollektion fundierter Studien auf
durchgingig hohem Argumentationsniveau ist der Band lesenswert, anregend und
anschlussfihig.

Ruhr-Universitit Bochum —Monika Schmitz-Emans

Zeit der Darstellung. Asthetische Eigenzeiten in Kunst, Literatur und
Wissenschaft.

Herausgegeben von Michael Gamper und Helmut Hiihn. Hannover: Wehrhahn,
2014. 398 Seiten + 44 s/w and farbige Abbildungen. €34,00.

Emerging from a Deutsche Forschungsgemeinschaft project on time and representa-
tion in what Michel Serres defined as a polychronic modernity, this collection of
essays edited by Michael Gamper and Helmut Hiihn aims to consider both how time
has been experienced and represented aesthetically and how representation itself is
organized temporally. Three sections are devoted, respectively, to visual art, literature,
and science, and mainly focus on the period around 1800, which Michel Foucault
notably identified as marking a modern shift in the apprehension of time and history
and thus as producing culturally specific notions of time, “Eigenzeiten.” Janus-faced,
as Gamper and Hiihn point out in their introductory essay, citing Niklas Luhmann,
modernity looks backward while orienting itself towards the future, thus rendering
the present precarious. Historian Reinhart Koselleck’s notion of “Verzeitlichung” or
temporalization further accentuated the modern perception of time’s acceleration,
while setting forth the role of a new understanding of “history” (versus histories) in
dealing with the traumatic ruptures produced by the French Revolution. If Koselleck,
who appears repeatedly in the volume, placed the emphasis on temporal change, one
of the strengths of this collection is its attention not only to multiple conceptions of
time, but to a hitherto neglected perspective: time’s relationship with space and spa-
tialization. An interdisciplinary range of approaches to temporality and space, not a
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unitary understanding, emerges from the diverse contributions to this volume, from
the simultaneous presence of competing times in Caspar David Friedrich’s landscapes
and the retardation of modernity’s speed in Goethe and Holderlin to Novalis’s yearn-
ing for an “absolute” poetic present crystallizing past and present, among others.

The first section of the volume, devoted to art and architecture, contains several
brilliant and rewarding essays. Particularly rich is the cluster of articles on German
Romantic art, with Hiihn’s subtle exposition of pluriform models of time in Caspar
David Friedrich’s late landscape Lebensstufen; Johannes Grave’s attention to tem-
porality in the interaction between artwork and viewer (which surely took on new
importance with the dialogism of Romantic art theory and the rise of the museum);
and Christian Scholl’s fascinating investigation of the varied reception and translation
of Gothic architecture and construction time in the nineteenth century in projects such
as the Cologne Cathedral and Karl Friedrich Schinkel’s Denkmalsdom. Standing apart
from the discussion focused on German Romanticism, if interesting in their own right,
are the essays by Verena Krieger on iconicity and eternal time in Kasimir Malevich
versus the moment in zen-inspired works by artists such as Julius Bissie and by
Thomas Lange on the contemporary South African artist William Kentridge. Color
reproductions of artworks enhance this part of the volume, though full-size illustra-
tions of a few key images such as Friedrich’s Lebensstufen would also have been
welcome.

More coherently focused on the period around 1800, the section of the collec-
tion devoted to literature includes case studies on Novalis, Holderlin, Schiller, and
Goethe. Dirk Oschmann’s essay on Hermann und Dorothea makes a strong case,
particularly in the idyll’s response to time, for the reinvestigation of a work that has
teetered between charges of reactionary ideology and kitsch. Oschmann argues that
Goethe’s late work as a whole abandons the novel for the epic in a move towards
deceleration (though one might well ask where the “veloziferisch” Wanderjahre fit
in this scheme). In two contributions by Ralf Simon and Klaus Manger, the West-
Ostlicher Divan and Faust, respectively, are also discussed productively as works that
self-reflexively perform pluriform temporalities. Jutta Heinz takes a fragment from
Novalis’s “Bliithenstaub” heralding a “geistige Gegenwart” as a poetic potentiation
of past and present as her impetus to reread the poem “Astralis” from Heinrich von
Ofterdingen against the backdrop of Romantic triadic conceptions of time. Jan Ur-
bich’s powerful reading of the opening stanza of Holderlin’s “Brod und Wein” as a
self-reflexive “ruin” of an elegy and hymn of futurity shows that work’s transition
from a quasi-timeless, spatial stasis to the acknowledgment of modernity’s temporal
dynamism, paying valuable formal attention to Holderlin’s complex alteration be-
tween rhythmic flowing hexameters and the “damming” effects of arrhythmic ele-
ments, including pentameter. Schiller’s Wilhelm Tell is reassessed compellingly by
Peter Schnyder as a “Zeitdrama” that not only disrupts dramatic unities but also stages
divergent chronologies and political narratives in such a fashion as to undermine the
conventional focus on a singular hero and a coherent linear narrative.

A final part of the volume, considerably shorter than the others, discusses tem-
porality from a scientific viewpoint and with a wider historical scope than most of
the other essays in the preceding sections. Michael Gamper examines experimental
notions of futurity from the Early Modern period (Francis Bacon, Otto von Guericke)
to Herder, the Romantics, and Goethe’s Wahlverwandtschaften. Olaf Breidbach’s dis-
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cussion of new conceptions of natural time around 1800 shows how human history
both shrank in the face of the findings of the earth sciences and was confronted with
its own endpoint. A final essay by Tilman Reitz adopts a sociological perspective on
time management in early Socialism (Saint-Simon, Fourier, Owen) via the American
economic vision of Goethe’s Wanderjahre.

The comparative, interdisciplinary approach of the volume is welcome, yet is
not fully exploited: dividing visual representations of temporality from their literary
counterparts draws a line between text and image that deserves theorization. Several
of the contributions to the first section, on art, reflect on the medial specificity of time
(Lessing’s 1766 Laocodn essay with its conception of time and space as, respectively,
the spheres proper to poetry and visual art, is an expected point of orientation), and
formal elements receive otherwise brilliant attention. Hence it is a missed opportunity
that the literary analyses do not, for the most part, consider time in relation to narrative
theory, where considerable attention has recently been refocused on description as an
irritant to narrative time, or with reference to current scholarship in word and image
studies (W.J.T. Mitchell, Liliane Louvel, and others). Dirk Oschmann’s fine reading
of Hermann und Dorothea, to give only one example, considers description and im-
ages as “retarding” elements of the epic only fleetingly. Another deficit of the collec-
tion—admittedly a common drawback of edited volumes—is that the contributions,
while individually worthwhile, do not all appear to be directly in conversation with
one another, or in a few cases to engage systematically with the conception of the
volume laid out in the introduction by the editors. Indeed, the editors themselves could
have usefully done more in their introduction to weave the essays together. An index
would have been a helpful tool in following intellectual strands across the range of
contributions. These criticisms aside, the volume as a whole, with its attention to both
context and formal issues and its often brilliant individual essays, is a productive
contribution to the aesthetic and philosophical understanding and history of time
around 1800.

University of Pennsylvania —Catriona MacLeod

Kunst & Komik.
Herausgegeben von Friedrich W. Block. Bielefeld: Aisthesis, 2016. 297 Seiten +
zahlreiche Abbildungen. €34,80.

This edited volume is the sixth to emerge from the Kasseler Komik-Kolloquien, which
have taken place since the year 2000, at first every three years, and since 2009 bi-
ennially. Previous volumes have featured topics encompassing the aesthetic represen-
tation of laughter from the late seventeenth century to the present, self-reflexive com-
edy in animated cartoons, gender and humor, the refinement (Verhiflichung) of
laughter in the eighteenth century, and the transformation and institution of humor
(das Komische). Although the German term Komik does not overlap fully with the
English-language concept of “humor,” I use the terms interchangeably here to make
my review user-friendly for English-speaking readers.

The eleven scholars in Kunst & Komik probe theoretical and actual intersections
of art and humor in diverse media and genres. The book begins with a brief intro-
duction by the editor, Friedrich W. Block, and is roughly divided into two halves



