Georg Wilhelm Friedrich Hegel  Philosophy of Fine Art  Ross, but different translation
1. Art issues from the absolute Idea itself.
1.1. It has as its goal the sensuous presentation of the Absolute idea itself.

1.2. How then do the particular parts originate in the notional concept of the beauty of art?
1.3. Let’s awaken some idea of this notion in its broadest significance.

2. The content of art is the Idea, and the form of its display is the configuration of the sensuous or plastic image.

2.1. Art’s function is to mediate these under the reconciled mode of free totality.

2.2. The content of art must disclose an essential capacity for such display.

2.3.  Otherwise the combination is defective.

2.4.  A content not adapted to plastic form [e.g. in paint or stone] is compelled to accept its form: prosaic matter may be driven to make the best of antagonistic form.

3. The second requirement may be deduced:  the content should not be essentially abstract.

3.1. Neither should it be merely concrete.
3.2. Everything that possesses truth for Spirit, no less than as part of Nature, is essentially concrete.

3.3. It is universal and also has both ideality and particularity essentially in it.

3.4. To say God is a simple One is a lifeless abstraction of the irrational understanding.

3.5. Such a God can supply no content for art.

3.6. So the Jews and Turks cannot represent their God [presumably because he is a lifeless abstraction].

3.7. However the Christian God may be represented..

3.8. In Christianity, God is conceived in His Truth, and as such is essentially concrete, as personality, as Spirit.

3.9. He is made explicit as a trinity of persons regarded as One.

3.10. And it is only this unity which gives us the concrete.

3.11. Content, to unveil truth, must be concrete.

4. For the sensuous form to correspond with a true, concrete content, it must be an individual, concrete and self-enclosed unity.
4.1. Both aspects of art must be concrete.

4.2. The natural form of the human body is such a sensuous concrete capable of displaying Spirit in its concreteness.  

4.3. This is no accident.

4.4.  It is essentially addressed to the inward conscious life.

4.5.  Its goal is to be there exclusively for the mind of man.

4.6. The purely sensuous concrete in Nature, the plumage of birds, for example, is resplendent unseen (birdsong, The Cereus, and southern forests, are un-enjoyed)

4.7. The work of art is not so independent:  it is an appeal to affections and intelligence.

5. The endowment by art of sensuous shape is not the highest mode of grasping the spiritually concrete. 
5.1. Thought is higher.

5.2. It must be concrete thinking in order to be true and rational.

5.3. Compare the Greek gods with the God of Christianity

5.4.  The Greek god is not abstract, but individual, closely related to the human form.
5.5.  The Christian God is under the mode of pure spiritual actuality and is cognized as Spirit and in Spirit.
5.6. His medium of determinate existence is essentially knowledge of the mind not external natural shape.

6. The function of art is to represent the Idea to immediate vision in sensuous shape.

6.1. The value of art consists in the correspondence and unity of the two aspects:  Idea and sensuous shape.

6.2. Supreme excellence in art depends on the degree of this union.

6.3.  The higher truth is, then, spiritual content which receives a shape adequate to it.

6.4.  Before the mind can attain the true notion of its absolute essence it must go through a series of stages which it unfolds to itself.

6.5. There is a correspondent series of types of art.

7. This evolution within art has two sides.

7.1. The development is spiritual and universal.

7.2. First, this embodies the consciousness of Nature, man, and God.

7.3. Second, this art development provides necessary distinctions in the realm of art:  types of art.
8. Our philosophy will be divided into three parts:

8.1. A general part:  the universal Idea of fine art, as the Ideal, and its relation to Nature and human artistic production.

8.2. A particular part: the essential distinction within this idea unfolds in a graduated series of modes of configuration.

8.3. A final part:  the particularized content of fine art itself in a system of the arts.
9. 2.  The Idea viewed as the beautiful in art is not the Idea in the strict sense, i.e. as the Absolute.

9.1. It is the Idea carried into concrete form.

9.2. The Idea as such, although true, is only so in its universality.

9.3. The Idea as fine art is essentially individual reality which makes manifest the Idea.
9.4. The Idea as so conceived is the Ideal.
9.5. Defectiveness of form arises not only from defects in skill but also from defectiveness in content.

9.6. The Chinese, Hindoos, and Egyptian art never passed beyond a formless condition that was vicious and false:  they could not master true beauty.

9.7. For their mythological conceptions were essentially indeterminate.

9.8. They had no content which was absolute in itself.
9.9. The more ideal and profound the content the greater the art.

9.10. We do not have in mind merely mastery of imitation of natural form.

9.11. Natural form may be deliberately altered as demanded by mental content.

9.12. Art may be consummate in its own sphere but imperfect in relation to the Ideal.

9.13. Only in the highest art are the Idea and the artistic presentation truly consonant.

9.14. The Idea possesses in itself the standard of its particularization.

9.15. The Christian imagination will only be able to represent God in human form because God Himself is fully known as Spirit in this way.

9.16. Determinacy is the bridge to phenomenal presence.

9.17. It is only the truly concrete Idea that is able to evoke the true embodiment.

10.  3.  Through evolution, the beauty of art receives a totality of particular stages and forms.
10.1. We have then the doctrine of types of art.

10.2. These types originate in the varied ways in which the Idea is conceived as the content of art.

11. There art three relations of the Idea to its external process of configuration.

12. (a)  When the Idea is still involved in defective definition and obscurity or in vicious and untrue determinacy it becomes embodied in art.

12.1. It does not yet possess the individuality the Ideal demands.

12.2. Its abstract character and one-sidedness leaves it defective.

12.3. This type of art is more a search for shape than a power of genuine representation.

12.4. The Idea strains to find the formative principle.

12.5. This is the symbolic type of art.

12.6. Natural objects are left as they are and the substantive Idea is imposed on them as their significance.

12.7. It is as though the Idea were present in them.

12.8. External objects do possess an aspect in which they are qualified to express something universal.

12.9. All that can be accomplished is an abstract attribute, as when a lion symbolizes strength.
13. We become conscious of how the Idea stands as an alien to natural phenomena.

13.1. It seeks after itself in the unrest and effects of these shapes, which it still finds inadequate.

13.2. It then exaggerates natural shapes:  it flounders about them like a drunkard, and seethes and ferments, doing violence to their truth with the distorted growth of unnatural shapes.

13.3. It tries to use contrast, hugeness, splendor of forms to exalt the phenomena to its own plane.
13.4. The Idea here is indeterminate, while the objects of Nature have a definite shape.

14. Since ideality and objective form are incompatible, the relation of the Idea to the other becomes negative.

14.1. The Idea posits itself under a relation of sublimity over and above natural form.

14.2. And so the natural phenomena and the human form are left as they are but recognized as unequal to their significance.

15. This is the primitive artistic pantheism of the East which charges the meanest objects with the Idea, doing violence to the structure of natural form.

15.1. It then becomes bizarre, grotesque, deficient in taste.

15.2. Or it turns the infinite freedom of the Idea against phenomenal existence as worthless and evanescent [as in Zen Buddhism].

15.3. The inadequacy becomes incapable of being overcome.

16. (b)  In the second type of art, Classical, the twofold defect of symbolic art is annulled.

16.1. Symbolic art is imperfect.
16.1.1. First, the Idea enters consciousness in abstract determinacy or indeterminateness.

16.1.2. Second, the meaning/embodiment relation can only remain defective.

16.2. Classical art solves these difficulties.

16.2.1. It is the free and adequate embodiment of the Idea in the shape which in uniquely appropriate to it.

16.2.2. Classical art is the first to present us with the creation and vision of the complete Ideal, and realize it as fact.

16.3. This conformability of notion and reality is not to be taken in the purely formal sense, for otherwise every copy from Nature would become classical.

16.3.1. In classical art, the content is concrete Idea which is the concrete spiritual.

16.3.2. What in Nature is appropriate to the spiritual?

16.3.3. The original notion itself invented the form for concrete spirituality.

16.3.4. Now the subjective notion, the spirit of art, has discovered it, and made it agree with individual spirituality.
16.3.5. When Idea must appear as a temporal phenomenon it does so as the human form.

16.3.6. Rather than degrading the spiritual, art must advance to anthropomorphism.

16.3.7. Life must proceed in the course of evolution to the human form, which alone may adequately express intelligence.

16.4. (185)  The human body form is used in classical art not as purely sensuous but as appropriate to mind.
16.4.1. So it must be relieved of all defective excrescences related to its physical aspect, and from contingent finiteness of its appearance.

16.4.2. It must be purified.

16.4.3. The spirituality of the content must be able to express itself in the form of man.

16.4.4. When defined as particular (the mind of man), Spirit can only express itself as intellectual being.
16.5. Out of this distinction arises the defect which dissolves the classical and demands the third form, the romantic.

17. (c)  The romantic type annuls the union of Idea and reality.  

17.1. It goes back to the opposition between both sides, an opposition which was not overcome in symbolic art.

17.2. Classical art attained the highest excellence possible for the sensuous embodiment of art.

17.3. Its defect is that of art in general, which accepts for its object Spirit under the guise of sensuously concrete form.
17.4. The classical art sets up the union of spiritual and sensuous existence as adequate for both.  

17.5. But mind, here, is not represented in accord with its true notional concept.

17.6. It is the infinite subjectivity of the Idea which is absolutely inward.

17.7. It cannot freely expand if it remains in bodily shape.

18. Romantic art, then, cancels the unity of the classical type.

18.1. Its content passes beyond the classical stage.

18.2. It is what Christianity affirms to be true of God as Spirit, as opposed to the Greek gods.  The latter are the fitting content of classical art.

18.3. In Greek art the concrete ideal substance is potentially the unity of human and divine nature.
18.4. The Greek god is the object of naïve intuition and sensuous imagination.

18.5. His shape is therefore the bodily form of man.

18.6. He does not possess unity as inward subjective knowledge.

18.7. The higher stage is knowledge of this implied unity.

18.8. This is elevation of mere potentiality into self-conscious knowledge.

18.9. This is a difference as great as that between man and animal.

18.10. Man is animal but even in his animal functions he is not restricted as the animal is.  Rather, he becomes conscious of them, raising them even to science (e.g., science of digestion).

18.11. In knowing himself to be animal he ceases to be merely animal.

19. So the unity of the human and divine nature is raised into a self-conscious unit.

19.1. The genuine medium then is no longer the physical body of man but the self-aware inner life of soul itself.  
19.2. It is Christianity which presents to mind God as Spirit, and not as particular individual spirit, but as absolute spirit and truth, which steps back from the sensuousness of imagination into the inward life of reason.

19.3. It makes this the medium of its content.

19.4. The unity of the human and divine can be realized by spiritual knowledge.

19.5. The new content is delivered from sensuous immediacy, which is then seen as a negative factor.

19.6. Romantic art is art transcending itself, in the form of art itself.

20. The object of art, here, consists in the free and concrete presence of spiritual activity.
20.1. For this, art cannot merely work for sensuous perception but must refer to the intimacy of soul, to the heart, to emotional life.

20.2. The heart, as the medium of Spirit, strives after freedom.

20.3. This inward world is the content of the romantic sphere.

20.4. This world of soul celebrates its triumph over the external world, making its victory appear in the outer world.

20.5. The sensuous appearance sinks into worthlessness.

21. This type of art, however, needs an external vehicle of expression.

21.1. The sensuous externality of form is accepted as unessential and transient.

21.2. The subjective finite spirit is treated in a similar way:  it includes idiosyncrasies.
21.3. External existence is turned over to the caprice of imagination.

21.4. This is because it no longer has its notion and significance in its own domain.

21.5. This is now discovered in the emotional realm.

22. The characteristics of symbolic art are reproduced in romantic art but with an essential difference.

22.1. In romantic art the idea has to display itself as Spirit.

22.2. That is why it withdraws from the external element.

23. The three types are the aspiration after, the attainment, and transcendency of the Ideal.

