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30 STYLES
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FAMILIES
FEATURE DISPLAY
FEATURE DECK
FEATURE TEXT

Feature Collection

Christian Schwartz and Berton Hasebe designed 
the dense, sober Feature for T: The New York Times 
Style Magazine. In 2018, new editor in chief Hanya 
Yanagihara catalyzed a radical reimagining of 
the book. What had been an airy, image-focused 
publication evolved into a text-driven one, 
brimming with words.

Creative director Patrick Li and his team at the Times provided 
reference materials from the sixties and seventies that focused 
on tight type stacks, various interpretations of Times New 
Roman, and the notion of defaultness. Using Times New Roman 
as a starting point, Schwartz and Hasebe crafted a newsy serif 
with unusual contrast (relatively low in the main strokes, higher 
in the serifs) that gives the face a distinctive rhythm in blocks 
of text. The collection has been expanded for this release by 
Hrvoje Živčić; it consists of Text, Deck, and Display cuts for a 
total of fifteen weights, with matching italics. All families in the 
collection come with a generous helping of alternates, and the 
Text cut comes with small caps.
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RECOMMENDED MINIMUM & MAXIMUM SIZES

FEATURE DECK, 18 – 40 PT

The english easT india Company was established in 1600 and was granted a Royal Charter 

by Queen Elizabeth I under the name Governor and Company
As Merchants of London trading into the East Indies
Trading mainly in silk, rum, cotton, and opium

FEATURE TEXT, 8 – 18 PT

Due to animosities of their main competitor
A series of upsets befell the ships
Launched a final voyage
This official inquiry

Regional trading
Mercantile
SPARKS

FEATURE DISPLAY, 40 PT+
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PUBLISHED 
2022
 
DESIGNED BY 
BERTON HASEBE AND CHRISTIAN SCHWARTZ
 
14 STYLES
7 WEIGHTS W/ ITALICS

FEATURES
PROPORTIONAL/TABULAR LINING FIGURES
FRACTIONS (PREBUILT AND ARBITRARY)
SUPERSCRIPT/SUBSCRIPT

Feature Display

Feature Display offers seven weights with 
matching italics. It edges toward a more 
traditional fashion display face, with attenuated 
contrast and round terminals. In this version, 
Feature’s personality—industrious but pretty, 
sober but warm—truly shines. 

Although it’s perfect for headlines and titles, Feature Display can 
just as easily break out of an editorial context and go even bigger 
for signage, posters, and environmental graphics. It offers a 
wider range of weights than the rest of the family, from a delicate 
Extralight to a powerful Ultra.
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Conference
FUNCTION
Organikong
Journalistes
DELEGATE
Symbolized

FEATURE DISPLAY EXTRALIGHT, 90 PT

FEATURE DISPLAY EXTRALIGHT ITALIC, 90 PT
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Architektur
MONARCH
Structurally
Retractable
JÕUMASIN
Principality

FEATURE DISPLAY LIGHT, 90 PT

FEATURE DISPLAY LIGHT ITALIC, 90 PT   [ALTERNATE J]
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Exhibitions
MAĦTURA
Integrating
Paramount
AMICABLE
Identificate

FEATURE DISPLAY REGULAR, 90 PT   [ALTERNATE M a g]

FEATURE DISPLAY REGULAR ITALIC, 90 PT
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Diplomatic
WORKTOP
Lähettänyt
Navigation
ZERWANIE
Cliffhanger

FEATURE DISPLAY MEDIUM, 90 PT

FEATURE DISPLAY MEDIUM ITALIC, 90 PT   [ALTERNATE W]
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Acheulean
STABILITÀ
Fasegewijs
Segurança
QUESTION
Theorizing

FEATURE DISPLAY BOLD, 90 PT   [ALTERNATE a]

FEATURE DISPLAY BOLD ITALIC, 90 PT  [ALTERNATE z]
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Konstverk
BANGKOK
Resources
Effectively
CAPACITY
Befektetés

FEATURE DISPLAY EXTRABOLD, 90 PT   [ALTERNATE K k]

FEATURE DISPLAY EXTRABOLD ITALIC, 90 PT
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Backbone
ÁSTÆÐUR
Quotation
Vaudeville
SOLITARY
Işləyərkən

FEATURE DISPLAY ULTRA, 90 PT   [ALTERNATE Q R]

FEATURE DISPLAY ULTRA ITALIC, 90 PT
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WATERCRAFT
Samenwerking
SUBSEQUENT
Acknowledged

FEATURE DISPLAY EXTRALIGHT, 70 PT

FEATURE DISPLAY EXTRALIGHT ITALIC, 70 PT

MOTORWERK
Shadowboxing
PARTECIPARE
Manufacturing

FEATURE DISPLAY LIGHT, 70 PT   [ALTERNATE W w]

FEATURE DISPLAY LIGHT ITALIC, 70 PT   [ALTERNATE M g]
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FÖRHINDRAR
Thymiatechny
OBJECTIVITY
Kagylóhéjakat

FEATURE DISPLAY REGULAR, 70 PT 

FEATURE DISPLAY REGULAR ITALIC, 70 PT

RATIONALIZE
Archaeologist
ETIMOLOĠIJA
Hypothesizing

FEATURE DISPLAY MEDIUM, 70 PT   [ALTERNATE R a g]

FEATURE DISPLAY MEDIUM ITALIC, 70 PT   [ALTERNATE J]
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MELIBATKAN
Septentrional
SUBDUCTION
Anschließend

FEATURE DISPLAY BOLD, 70 PT

FEATURE DISPLAY BOLD ITALIC, 70 PT   

TECTONIQUE
Methodology
HYPOTHESIS
Capgirament

FEATURE DISPLAY EXTRABOLD, 70 PT   [ALTERNATE M Q g]

FEATURE DISPLAY EXTRABOLD ITALIC, 70 PT



Feature Collection  14 of 29

commercialtype.comCommercial

GEOGRAPHY
Instituciones
PROVOCÂND
Exhaustively 

FEATURE DISPLAY ULTRA, 70 PT

FEATURE DISPLAY ULTRA ITALIC, 70 PT
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Dikombinasikan
Infrastructurally
Middelgebergte
Przepustowość 
Interactionism

FEATURE DISPLAY EXTRALIGHT, 65 PT

FEATURE DISPLAY LIGHT, 65 PT

FEATURE DISPLAY REGULAR, 65 PT

FEATURE DISPLAY MEDIUM, 65 PT

FEATURE DISPLAY BOLD, 65 PT

Subcategorize
FEATURE DISPLAY EXTRABOLD, 65 PT

Improvisation
FEATURE DISPLAY ULTRA, 65 PT
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Communication
Félagsfræðingur
Staatspräsident
Acknowledging
Considerações

FEATURE DISPLAY EXTRALIGHT ITALIC, 65 PT

FEATURE DISPLAY LIGHT ITALIC, 65 PT

FEATURE DISPLAY REGULAR ITALIC, 65 PT

FEATURE DISPLAY MEDIUM ITALIC, 65 PT

FEATURE DISPLAY BOLD ITALIC, 65 PT

Questionnaire
FEATURE DISPLAY EXTRABOLD ITALIC, 65 PT

Manipulatory
FEATURE DISPLAY ULTRA ITALIC, 65 PT
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PUBLISHED 
2022
 
DESIGNED BY 
BERTON HASEBE AND CHRISTIAN SCHWARTZ
 
10 STYLES
5 WEIGHTS W/ ITALICS

FEATURES
PROPORTIONAL/TABULAR LINING FIGURES
FRACTIONS (PREBUILT AND ARBITRARY)
SUPERSCRIPT/SUBSCRIPT

Feature Deck

Increasing in size, Feature starts to behave more like a 
traditional fashion display face, with higher contrast and 
rounder terminals. As its name suggests, the Deck cut is best 
used for the intermediate spaces between title and story 
(“deks,” in journalistic parlance), between 18 and 40 points. 

This optical size works best on screen, whereas the Display 
cut sets much tighter, and its delicate serifs risk disappearing.  
Drawn to be used in tandem, Review and Feature share the same 
vertical proportions and can effectively appear on the same line, 
even theoretically within the same word—but their personalities 
operate in counterpoint. Review grabs space and attention, 
while the quieter Feature was designed to economize, to cram as 
much information as possible into its forms, to go to the brink of 
being a condensed typeface without actually looking condensed.
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Ascertained new findings
THE NEWER MAJORITY 
Als Aktiva in seiner Bilanz

Elle figurait parmi le plus
OBJECTIVE LAWMAKER
Codex of global currency

FEATURE DECK LIGHT, LIGHT ITALIC, 40 PT

FEATURE DECK REGULAR, REGULAR ITALIC, 40 PT   [ALTERNATE J M R W a g]

FEATURE DECK MEDIUM, MEDIUM ITALIC, 40 PT

Comprehensive outlines
SPECIALIZZATO NELLA 
Not commercially viable

Organometallic species
PHYSICS RESEARCHER
Hữu thuộc về nhiều bên

FEATURE DECK BOLD, BOLD ITALIC, 40 PT 
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Afforded no interviews
UN NUEVO LIDERAZGO
Postdoctoral Research

FEATURE DECK EXTRABOLD, 40 PT   [ALTERNATE w]

Állam és a kormányzat
RELEVANT PROCESSES
Amplifed this feedback

FEATURE DECK EXTRABOLD ITALIC, 40 PT
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Designates their standard monetary unit
UM VIÐFANGSEFNI EÐLISFRÆÐINNAR
The finished garment would be less bulky

FEATURE DECK LIGHT, LIGHT ITALIC, 25 PT

A molecule containing 7 rhodium atoms 
THE SIEGE STARTED ON 19 JUNE, 1635
Bau von Beljanen war das Einzugsgebiet

FEATURE DECK REGULAR, REGULAR ITALIC, 25 PT   [ALTERNATE a]

Wystarczy porównać prędkość światła
STATIONARY LUMINIFEROUS ÆTHER
New Zealand’s foreign & defence policy

FEATURE DECK MEDIUM, MEDIUM ITALIC, 25 PT   [ALTERNATE a g]

Popular methods of teaching science
LEGISLATION ON POLICY & SOCIETY
Física e astronomia foram traduzido

FEATURE DECK EXTRABOLD, EXTRABOLD ITALIC, 25 PT

Weighing between 51.3 and 69 pounds 
TA USKUS, ET PALJUD TEADUSLIKUD
Their construction took all of October

FEATURE DECK BOLD, BOLD ITALIC, 25 PT   [ALTERNATE J 3 5 6 9]



Feature Collection  21 of 29

commercialtype.comCommercial

Ideological standpoint

Structure of ferrocene
Omvendt anerkender
Final business model

FEATURE DECK LIGHT, 45 PT

FEATURE DECK REGULAR, 45 PT

FEATURE DECK MEDIUM, 45 PT

FEATURE DECK BOLD, 45 PT

Discussions directes
FEATURE DECK EXTRABOLD, 45 PT
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Constitutional theorist 

Seefahrt unzugänglich
A handwoven selvage
Two volcanic islands

FEATURE DECK LIGHT ITALIC, 45 PT

FEATURE DECK REGULAR ITALIC, 45 PT

FEATURE DECK MEDIUM ITALIC, 45 PT

FEATURE DECK BOLD ITALIC, 45 PT

Stretto di Magellano
FEATURE DECK EXTRABOLD ITALIC, 45 PT
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PUBLISHED 
2022
 
DESIGNED BY 
BERTON HASEBE AND CHRISTIAN SCHWARTZ
 
6 STYLES
3 WEIGHTS W/ ITALICS

FEATURES
PROPORTIONAL/TABULAR LINING FIGURES
FRACTIONS (PREBUILT AND ARBITRARY)
SUPERSCRIPT/SUBSCRIPT
SMALL CAPS (ROMAN & ITALIC)

Feature Text

Designed to fill the pages of T: The New York Times Style 
Magazine to the brim while still being comfortable to read, 
Feature Text excels at stuffing as much information into 
its forms as possible, going to the brink of condensedness 
without actually looking condensed. 

The face’s narrowness is offset by a high x-height to enhance 
readability. An exaggeratedly angled stress squeezes white space 
out, yielding an overall dark text color. Relatively low contrast in 
the main strokes countervailed by sharp, elegant serifs creates 
a kinetic rhythm in blocks of text. Take advantage of its overall 
narrow mien and compact extenders to lead it tight and set it in 
skinny columns.
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A COMPLEMENT TO THE PRINT EDITION WAS STARTED IN APRIL
Une association indépendante rassemblant 3 fédérations nationales
He found the Norwegian countryside to be “picturesque” and gave a
A SERIES OF NEW SALON EXHIBITS FROM 1861 THROUGH TO 1865
Densità di popolazione di 117 ab./km2 superiore alla media nazionale
The prize was established in August 1991 by the European Parliament

FEATURE TEXT REGULAR, REGULAR ITALIC, 14 PT

ARKADAŞLARININ TABLOLARININ SERGILENDIĞI BIR MÜZEYE
Since then, these regional names have lost their specific meaning
Trong các thế hệ sau sự phổ biến của điện thoại thông minh và sự
ITS PLUMAGE WAS PRIMARILY WHITE, GREY AND DARK BROWN
The ozone layer is uniquely important in blocking ultraviolet light
Äußerst edel und kostbar, die verarbeiteten Materialien sind Gold

A NEW BIRD SPECIES WAS FOUND ON THE ISLAND OF RÉUNION
La Escuela de Barbizon–aunque pasado algún tiempo evolucionó
The doctor was immortalized in a portrait Van Gogh made of him
NINETEEN SPECIMENS EXIST IN MUSEUMS AROUND THE WORLD
The mechanism was electrified in the 1930s and it was restored in
Renaissancegevel beeldt een gouden zon uit met 56 stralen op een 

FEATURE TEXT BOLD, BOLD ITALIC, 14 PT   [ALTERNATE M a g]

FEATURE TEXT EXTRABOLD, EXTRABOLD ITALIC, 14 PT   [ALTERNATE R W a 3 5 6 9]
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The spanish waR, which began in 1739, and 
the French war which soon followed it occa-
sioned further increase of the debt, which, on 
the 31st of December 1748, after it had been 
concluded by the Treaty of Aix-la-Chapelle, 
amounted to £78,293,313. The most profound 
peace of the seventeen years of continuance 
had taken no more than £8,328,354. from it. A 
war of less than nine years’ continuance added 
£31,338,689 to it (Refer to James Postlethwaite’s 
History of the Public Revenue). During the ad-
ministration of Mr. Pelham, the interest of the 
public debt was reduced from 4% to 3%; or at 
least measures were taken for reducing it, from 
four to three per cent; the sinking fund was 
increased, and some part of the public debt 
was paid off. In 1755, before the breaking out of 
the late war, the funded debt of Great Britain 
amounted to £72,289,673. On the 5th of January 
1763, at the conclusion of the peace, the funded 
debt amounted to £122,603,336. The unfunded 
debt has been stated at £13,927,589. But the 
expense occasioned by the war did not end with 
the conclusion of the peace, so that though, on 
the 5th of January 1764, the funded debt was 
increased (partly by a new loan, and partly 
by funding a part of the unfunded debt) to 
£129,586,782, there still remained (according to 
the very well informed author of Considerations 
on the Trade and Finances of Great Britain) an 
unfunded debt which was brought to account 

FEATURE TEXT REGULAR, REGULAR ITALIC, BOLD, EXTRABOLD, 16/20 PT

REGULAR SMALL CAPS

REGULAR

BOLD

PROPORTIONAL
LINING FIGURES

REGULAR ITALIC

EXTRABOLD

REGULAR ITALIC
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FEATURE TEXT REGULAR, REGULAR ITALIC, BOLD, 10/13 PT

eveRy inTRoduCTion to the problems of aes-
thetics begins by acknowledging the existence 
and claims of two methods of attack—the 
general, philosophical, deductive, which starts 
from a complete metaphysics and installs 
beauty in its place among the other great 
concepts; and the empirical, or inductive, 
which seeks to disengage a general principle 
of beauty from the objects of aesthetic experi-
ence and the facts of aesthetic enjoyment: an 
example of Fechner’s “aesthetics from above 
and from below.” 

Methodologies of Aesthetics
The first was the method of aesthetics par 
excellence. It was indeed only through the 
desire of an eighteenth-century philosopher, 
Baumgarten, to round out his “architectonic” 
of metaphysics that the science received its 
name, as designating the theory of knowl-
edge in the form of feeling, parallel to that of 
“clear,” logical thought. Kant, Schelling, and 
Hegel, again, made use of the concept of the 
Beautiful as a kind of keystone or cornice for 
their respective philosophical edifices. Aes-
thetics, then, came into being as the philoso-
phy of the Beautiful, and it may be asked why 
this philosophical aesthetics does not suffice; 
why beauty should need for its understanding 
also an aesthetics “von unten.” The answer 
is not that no system of philosophy is univer-
sally accepted, but that the general aesthetic 
theories have not, as yet at least, succeeded 
in answering the plain questions of “the plain 
man” in regard to concrete beauty. Kant, 
indeed, frankly denied that the explanation of 
concrete beauty, or “Doctrine of Taste,” as he 
called it, was possible, while the various defin-
ers of beauty as “the union of the Real and the 
Ideal” “the expression of the Ideal to Sense,” 
have done no more than he. No one of these 
aesthetic systems, in spite of volumes of so-
called application of their principles to works 
of art, has been able to furnish a criterion of 
beauty. The criticism of the generations is 
summed up in the mild remark of Fechner, 

FEATURE TEXT BOLD, BOLD ITALIC, 10/13 PT

FEATURE TEXT EXTRABOLD, EXTRABOLD ITALIC, 10/13 PT

EvEry introduction to the problems of aes-
thetics begins by acknowledging the existence 
and claims of two methods of attack—the gen-
eral, philosophical, deductive, which starts 
from a complete metaphysics and installs 
beauty in its place among the other great 
concepts; and the empirical, or inductive, 
which seeks to disengage a general principle 
of beauty from the objects of aesthetic experi-
ence and the facts of aesthetic enjoyment: an 
example of Fechner’s “aesthetics from above 
and from below.” 

MEthodologiEs of AEsthEtics
The first was the method of aesthetics par 
excellence. It was indeed only through the 
desire of an eighteenth-century philosopher, 
Baumgarten, to round out his “architecton-
ic” of metaphysics that the science received 
its name, as designating the theory of knowl-
edge in the form of feeling, parallel to that of 

EvEry introduction to the problems of aes-
thetics begins by acknowledging the existence 
and claims of two methods of attack—the gen-
eral, philosophical, deductive, which starts 
from a complete metaphysics and installs 
beauty in its place among the other great 
concepts; and the empirical, or inductive, 
which seeks to disengage a general principle 
of beauty from the objects of aesthetic experi-
ence and the facts of aesthetic enjoyment: an 
example of Fechner’s “aesthetics from above 
and from below.” 

MEthodologiEs of AEsthEtics
The first was the method of aesthetics par 
excellence. It was indeed only through the 
desire of an eighteenth-century philosopher, 
Baumgarten, to round out his “architectonic” 
of metaphysics that the science received its 
name, as designating the theory of knowl-
edge in the form of feeling, parallel to that of 
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FEATURE TEXT REGULAR, REGULAR ITALIC, BOLD, 9/12 PT

eveRy inTRoduCTion to the problems of aesthetics 
begins by acknowledging the existence and claims 
of two methods of attack—the general, philosophi-
cal, deductive, which starts from a complete meta-
physics and installs beauty in its place among the 
other great concepts; and the empirical, or induc-
tive, which seeks to disengage a general principle 
of beauty from the objects of aesthetic experience 
and the facts of aesthetic enjoyment: an example of 
Fechner’s “aesthetics from above and from below.” 

Methodologies of Aesthetics
The first was the method of aesthetics par excel-
lence. It was indeed only through the desire of an 
eighteenth-century philosopher, Baumgarten, to 
round out his “architectonic” of metaphysics that 
the science received its name, as designating the 
theory of knowledge in the form of feeling, parallel 
to that of “clear,” logical thought. Kant, Schelling, 
and Hegel, again, made use of the concept of the 
Beautiful as a kind of keystone or cornice for their 
respective philosophical edifices. Aesthetics, then, 
came into being as the philosophy of the Beautiful, 
and it may be asked why this philosophical aesthet-
ics does not suffice; why beauty should need for its 
understanding also an aesthetics “von unten.” 

The State of Criticism 
The answer is not that no system of philosophy is 
universally accepted, but that the general aesthetic 
theories have not, as yet at least, succeeded in 
answering the plain questions of “the plain man” 
in regard to concrete beauty. Kant, indeed, frankly 
denied that the explanation of concrete beauty, or 
“Doctrine of Taste,” as he called it, was possible, 
while the various definers of beauty as “the union 
of the Real and the Ideal” “the expression of the 
Ideal to Sense,” have done no more than he. No one 
of these aesthetic systems, in spite of volumes of 
so-called application of their principles to works of 
art, has been able to furnish a criterion of beauty. 
The criticism of the generations is summed up in 
the mild remark of Fechner, in his “Vorschule der 
Aesthetik,” to the effect that the philosophical path 
leaves one in conceptions that, by reason of their 
generality, do not well fit the particular cases. And 
so it was that empirical aesthetics arose, which 
does not seek to answer those plain questions as 
to the enjoyment of concrete beauty down to its 
simplest forms, to which philosophical aesthetics 

FEATURE TEXT BOLD, BOLD ITALIC, 9/12 PT

EvEry introduction to the problems of aesthetics 
begins by acknowledging the existence and claims 
of two methods of attack—the general, philosophi-
cal, deductive, which starts from a complete meta-
physics and installs beauty in its place among the 
other great concepts; and the empirical, or induc-
tive, which seeks to disengage a general principle 
of beauty from the objects of aesthetic experience 
and the facts of aesthetic enjoyment: an example of 
Fechner’s “aesthetics from above and from below.” 

MEthodologiEs of AEsthEtics
The first was the method of aesthetics par excel-
lence. It was indeed only through the desire of an 
eighteenth-century philosopher, Baumgarten, to 
round out his “architectonic” of metaphysics that 
the science received its name, as designating the 
theory of knowledge in the form of feeling, parallel 
to that of “clear,” logical thought. Kant, Schelling, 
and Hegel, again, made use of the concept of the 
Beautiful as a kind of keystone or cornice for their 
respective philosophical edifices. Aesthetics, then, 
came into being as the philosophy of the Beautiful, 
and it may be asked why this philosophical aesthet-
ics does not suffice; why beauty should need for its 
understanding also an aesthetics “von unten.” 

thE stAtE of criticisM 
The answer is not that no system of philosophy is 
universally accepted, but that the general aesthetic 
theories have not, as yet at least, succeeded in 
answering the plain questions of “the plain man” 
in regard to concrete beauty. Kant, indeed, frankly 
denied that the explanation of concrete beauty, or 
“Doctrine of Taste,” as he called it, was possible, 
while the various definers of beauty as “the union 
of the Real and the Ideal” “the expression of the 
Ideal to Sense,” have done no more than he. No one 
of these aesthetic systems, in spite of volumes of 
so-called application of their principles to works of 
art, has been able to furnish a criterion of beauty. 
The criticism of the generations is summed up in 
the mild remark of Fechner, in his “Vorschule der 
Aesthetik,” to the effect that the philosophical path 
leaves one in conceptions that, by reason of their 
generality, do not well fit the particular cases. And 
so it was that empirical aesthetics arose, which 
does not seek to answer those plain questions as 
to the enjoyment of concrete beauty down to its 
simplest forms, to which philosophical aesthetics 
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FEATURE TEXT REGULAR, REGULAR ITALIC, BOLD, 8/11 PT

eveRy inTRoduCTion to the problems of aesthetics 
begins by acknowledging the existence and claims of 
two methods of attack—the general, philosophical, 
deductive, which starts from a complete metaphysics 
and installs beauty in its place among the other great 
concepts; and the empirical, or inductive, which seeks 
to disengage a general principle of beauty from the 
objects of aesthetic experience and the facts of aesthetic 
enjoyment: an example of Fechner’s “aesthetics from 
above and from below.” 

Methodologies of Aesthetics
The first was the method of aesthetics par excellence. 
It was indeed only through the desire of an eighteenth-
century philosopher, Baumgarten, to round out his “ar-
chitectonic” of metaphysics that the science received 
its name, as designating the theory of knowledge in the 
form of feeling, parallel to that of “clear,” logical thought. 
Kant, Schelling, and Hegel, again, made use of the con-
cept of the Beautiful as a kind of keystone or cornice for 
their respective philosophical edifices. Aesthetics, then, 
came into being as the philosophy of the Beautiful, and 
it may be asked why this philosophical aesthetics does 
not suffice; why beauty should need for its understand-
ing also an aesthetics “von unten.” 

The State of Criticism 
The answer is not that no system of philosophy is 
universally accepted, but that the general aesthetic 
theories have not, as yet at least, succeeded in answer-
ing the plain questions of “the plain man” in regard to 
concrete beauty. Kant, indeed, frankly denied that the 
explanation of concrete beauty, or “Doctrine of Taste,” 
as he called it, was possible, while the various definers 
of beauty as “the union of the Real and the Ideal” “the 
expression of the Ideal to Sense,” have done no more 
than he. No one of these aesthetic systems, in spite of 
volumes of so-called application of their principles to 
works of art, has been able to furnish a criterion of beau-
ty. The criticism of the generations is summed up in the 
mild remark of Fechner, in his “Vorschule der Aesthe-
tik,” to the effect that the philosophical path leaves one 
in conceptions that, by reason of their generality, do not 
well fit the particular cases. And so it was that empirical 
aesthetics arose, which does not seek to answer those 
plain questions as to the enjoyment of concrete beauty 
down to its simplest forms, to which philosophical aes-
thetics had been inadequate. But it is clear that neither 
has empirical aesthetics said the last word concerning 
beauty. Criticism is still in a chaotic state that would be 
impossible if aesthetic theory were firmly grounded. 
This situation appears to me to be due to the inherent 
inadequacy and inconclusiveness of empirical aesthet-
ics when it stands alone; the grounds of this inadequacy 

FEATURE TEXT BOLD, BOLD ITALIC, 8/11 PT

EvEry introduction to the problems of aesthetics 
begins by acknowledging the existence and claims of 
two methods of attack—the general, philosophical, 
deductive, which starts from a complete metaphysics 
and installs beauty in its place among the other great 
concepts; and the empirical, or inductive, which seeks 
to disengage a general principle of beauty from the ob-
jects of aesthetic experience and the facts of aesthetic 
enjoyment: an example of Fechner’s “aesthetics from 
above and from below.” 

MEthodologiEs of AEsthEtics
The first was the method of aesthetics par excellence. 
It was indeed only through the desire of an eighteenth-
century philosopher, Baumgarten, to round out his 
“architectonic” of metaphysics that the science 
received its name, as designating the theory of knowl-
edge in the form of feeling, parallel to that of “clear,” 
logical thought. Kant, Schelling, and Hegel, again, made 
use of the concept of the Beautiful as a kind of keystone 
or cornice for their respective philosophical edifices. 
Aesthetics, then, came into being as the philosophy of 
the Beautiful, and it may be asked why this philosophi-
cal aesthetics does not suffice; why beauty should need 
for its understanding also an aesthetics “von unten.” 

thE stAtE of criticisM 
The answer is not that no system of philosophy is 
universally accepted, but that the general aesthetic 
theories have not, as yet at least, succeeded in answer-
ing the plain questions of “the plain man” in regard to 
concrete beauty. Kant, indeed, frankly denied that the 
explanation of concrete beauty, or “Doctrine of Taste,” 
as he called it, was possible, while the various definers 
of beauty as “the union of the Real and the Ideal” “the 
expression of the Ideal to Sense,” have done no more 
than he. No one of these aesthetic systems, in spite of 
volumes of so-called application of their principles 
to works of art, has been able to furnish a criterion of 
beauty. The criticism of the generations is summed up 
in the mild remark of Fechner, in his “Vorschule der 
Aesthetik,” to the effect that the philosophical path 
leaves one in conceptions that, by reason of their gen-
erality, do not well fit the particular cases. And so it was 
that empirical aesthetics arose, which does not seek 
to answer those plain questions as to the enjoyment of 
concrete beauty down to its simplest forms, to which 
philosophical aesthetics had been inadequate. But it is 
clear that neither has empirical aesthetics said the last 
word concerning beauty. Criticism is still in a chaotic 
state that would be impossible if aesthetic theory were 
firmly grounded. This situation appears to me to be due 
to the inherent inadequacy and inconclusiveness of em-
pirical aesthetics when it stands alone; the grounds of 
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