CARL DAHLHAUS

e

/ .
Esthetics
of

Music

translated by

William W. Austin

Cambridge University Press

Cambridge
London New York New Rochelle
Melbourne Sydney



#TE7ROSYT 71282

L C

Published by the Press Syndicate of the University of Cambridge
The Pitt Building, Trumpington Street, Cambridge CB2 1RP
32 East 57th Street, New York, NY 10022, USA
296 Beaconsfield Parade, Middle Park, Melbourne 3206, Australia

Originally published in German as Musikdsthetik by Musikverlag
Hans Gerig, Cologne, 1967 and © Musikverlag Hans Gerig, 1967

First published in English by Cambridge University Press 1982 as
Esthetics of Music
English edition © Cambridge University Press 1982

Printed in Great Britain by
REDWOOD BURN LIMITED
Trowbridge, Wiltshire

Library of Congress Catalog Card number: 81-10080

British Library Cataloguing in Publication Data

Dahlhaus, Carl
Esthetics of music.
1. Music — Philosophy and aesthetics
L Title II. Musikésthetik. English
780".1 ML3845

ISBN 0 521 23508 1 hard covers
ISBN 0 521 28007 9 paperback



Contents

age
Author’s preface to the English edition P \grii
Translator’s introduction ix
1. Historical starting-points 1
2. Music as text and work of art 9
3. Changing phases of the esthetics of emotion 16
4. Emancipation of instrumental music 24
5. Judgments of art and of taste 31
6. Genius, enthusiasm, technique 39
7. Affection andidea 42
8. Dialectics of ‘sounding inwardness’ 46
9. The quarrel over formalism 52
10. Program music 57
11. Tradition and reformin opera 64
12. Esthetics and history 69
13. Toward the phenomenology of music 74
14. Standards of criticism 84
Bibliography 101
Index 113

3+, MEMORIAL LIBRARY
175271 AL es Univesty
Noatsa Nebraska “ln



o

Ny



Author’s preface
to the English edition

Esthetics of music is open to suspicion: is it mere speculating,
remote from its object, inspired by philosophical ideas more than
by musical experience? The example of Immanuel Kant, whose
powerful logical thinking led him to esthetic insights that his own
experience of art never attained, presents an exception, however,
rather than a model from which to abstract any rule. Hegel and
Schopenhauer, not to speak of Nietzsche, knew music more com-
prehensively and fundamentally than some people believe, or
affect to believe, who scorn the ‘esthetics of philosophers.’

As a whole, music esthetics represents — and this explains some
of the resistance to it — the spirit of cultivated bourgeois music
lovers, a spirit that arose in the eighteenth century and is threat-
ened in the twentieth with collapse. (Sometimes it seems as if
everyone must soon line up with either experts or drudges.) Think-
ing and talking about music was assumed to ‘belong to the matter’
as much as practicing music; adequate listening to music was sup-
posed to have a few philosophical and literary prerequisites; these
maxims were part of the underlying basis of nineteenth-century
music esthetics — and music esthetics is essentially a phenomenon
of the nineteenth century.

But the epoch that stamped its character on esthetics of music is
by no means a mere bit of the dead past, needing no further
concern: as long as the repertory of concerts and opera comes
largely or even predominantly from the eighteenth and nineteenth
centuries, there is no reason to regard as obsolete and extinct the
thinking of an epoch whose works belong to the living present. And
this thinking is actually continually present, even if not always con-
sciously so: in the everyday patterns of conduct that determine
musical activities, ‘esthetics of music’ is constantly at work, even if
without such constant reflecting about it. Anyone who thinks that
reading a libretto is a superfluous bother, simply an annoyance to
attending opera, or anyone who, on the contrary, reads the text of
a song during a concert, or anyone who ignores the literary
program of a symphonic poem as a negligible ‘extramusical’ appen-
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dage to the thing itself, is making music-esthetic decisions whose
premises lie in specific ideas developed in the nineteenth century.

Music esthetics, at least that of the present, is by no means a nor-
mative discipline. It does not prescribe how anyone should think,
but rather explains how thinking has gone on in the course of the
centuries. And esthetic decision-making is everyone’s own affair.
Still, it may not be superfluous to know the presuppositions that
undergird the ideas one takes up as a partisan.

A history of music esthetics, in the light of these considerations,
is an attempt to understand a piece of the past that is still having
effects in the present, indeed every day.

Carl Dahlhaus
1980



Translator’s introduction

For ‘music’ and ‘esthetics’ (or ‘aesthetics’) English and German
words differ in form and usage only a little, but differences are in-
teresting. English tends to keep the plural ‘esthetics,’ like ‘mathe-
matics’ and ‘politics,” while German prefers the singular, like
‘music,’ for all these realms of thought and action. In English now-
adays a few of us refer to the many ‘musics’ of world cultures; a few
more of us refer, as the French have long done, to a particular
poet’s ‘esthetic,” reserving the plural for diverging esthetic doc-
trines or policies. German writers, to make such distinctions, have
to go to more trouble. Moreover, German speakers and writers
easily collapse the two words, already vague and abstract, into
Musikidsthetik, the title of Professor Dahlhaus’s book. German
readers need not ask whether Dahlhaus means ‘an esthetic of
music’ or ‘the one true esthetics of music’ or ‘some interesting
esthetics of some music’ or ‘esthetic theories about all music.” A
translator of his book is tempted to expand the title to something
like ‘A systematic and historical survey and critique of the chief
esthetic theories about European music.’ But hardly for the title-
page! My bland ‘Esthetics of music’ comes close enough to the
intriguing ambiguity of Musikdsthetik. In the course of the book,
as in the author’s new preface, I often venture still closer, with
‘music esthetics,” perhaps more American than British. At some
moments I feel an American urge to back away from Europe far
enough to suggest that this book expounds ‘European thinking
about song and dance and their European derivatives.” Will
readers permit me to yield to this temptation for the following brief
paragraph?

Song and dance are shared by speakers of all human languages,
and some of us might say they are shared also by birds, bees,
whales, and other species — God knows how many. Thinking about
song and dance is somewhat less widely shared. Still more millions
of people do think about song and dance than only those of us who
use the word ‘music’ with its connotations from ancient Greece.
The thoughts of sages and peasants in China, for instance, might
help people anywhere to think about all sorts of music in an age
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when ‘musics’ are exchanged via satellites and the old Greek word
keeps shedding old connotations.

The word ‘esthetics’ is linked less firmly with ‘music’ than with
‘philosophy,” as Professor Dahlhaus notes at the outset of his
preface. ‘Philosophy’ may remind us of the endless search for
wisdom in dialogue exemplified by Socrates, or more often of the
academic disciplines established by his pupil Plato. Among those
disciplines esthetics was a late branch, budding in eighteenth-
century Germany and blossoming there throughout the nineteenth
century, while German-speaking composers were winning glory
around the globe. Esthetics deals with painting and poetry and
drama and landscape and many other things, so that its dealings
with music may neglect the venerable theories and practices of
harmony, melody, and rhythm — all traceable to obscure Greek
origins. ‘Music esthetics’ connotes symphonies and their attentive
audiences, more than spontaneous singers and dancers. If estheti-
cians claim a scientific universality, this very claim may seem more
biassed, in the view of an Anglo-American philosopher or musician
of the twentieth century, than the thought of Socrates that philo-
sophy might be the best music. Yet we can hardly dismiss the
questions that estheticians have persistently grappled with. No
matter how we view them, in whatever broad perspectives, we con-
tinue to ask similar questions,

Music esthetics is still so much a German specialty that English-
speaking thinkers concerned with music (and musicians thoughtful
or thoughtless) owe much to the German philosophical tradition.
Our vocabularies may betray debts of which we are unaware. We
can improve our thinking by a little study of the German tradition.
Carl Dahlhaus offers us an extraordinary concise study of it, based
on his familiarity with Kant and Hegel and Adorno, Bach and
Beethoven and Schoenberg, together with his vast erudition and
his professional concern with composers as far flung as William
Byrd, Charles Ives, Benjamin Britten, and John Cage. Professor
Dahlhaus can survey the German tradition as its foremost legiti-
mate heir; also as an independent thinker in the latter part of our
crowded century, he can help us dispose of any part of that tra-
dition that may be burdensome.

The German words Musik and Tonkunst are sometimes, but not
always, interchangeable. If translating Tonkunst as ‘the art of
tones’ may seem pedantic, readers can tolerate it here for the sake
of our maintaining a fine distinction characteristic of the subject.
Tonkunst is associated with Asthetik historically. And in the think-
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ing of Carl Dahlhaus ‘historical and systematic expositions inter-
penetrate, for the system of esthetics is its history.” In his own
vocabulary Tonkunst has an archaic tinge; the preferred word is
Musik. When appropriate to his argument he distinguishes ‘arti-
ficial music’ from mere song and dance. But much of his text is a
tissue of quotations and the English version may best preserve his
sources’ ‘art of tones.” Musicians who know some German know
that Beethoven preferred to be called Tonkiinstler or Tondichter
rather than Komponist, so here even the clumsy ‘artist in tones’ or
the dreamy ‘tone poet’ may be indulged, without any implication
that the music itself is out of date.

German grammar encourages complex thinking. In translating
Carl Dahlhaus, I have tried to be faithful to each of his clauses and
most of their relations among each other, but I have tried harder to
convey something of his forceful tone. The subject of music esthe-
tics, in either language, is not an easy one. But its very difficulty
can be a delight.

Does this book need bibliography and footnotes? For German
readers, in 1967, Professor Dahlhaus dispensed with them, but for
the translation, he has joined me in supplying a bibliography,
including a few authors not mentioned in the text, as well as new
editions and of course as many published translations as possible.
Comments in the bibliography are shown to be either his or mine
by our initials. In the text of the book I have tried to follow his
example about references, using parentheses, but occasionally I
have succumbed to adding footnotes, for several purposes: to
identify an author unfamiliar to me until Dahlhaus brought him to
attention; to provide dates for a well-known work that Dahlhaus
assumes his readers could assign to a decade; to extend a biblio-
graphical reference when the desirable information would have
made too long a parenthesis. In the references in the text and
usually in the footnotes as well, I have translated titles of works,
with the English first when a translation of the work is available
(German or other original title in parentheses), otherwise original
title first (English in parentheses, to indicate that no translation has
been found).

My difficulties in translation have been alleviated by generous
helpers. Mary Whittall, experienced in translating Dahlhaus’s
book on Wagner’s music dramas, for Cambridge, and his essays on
the late nineteenth century, for California, has read two of my
many drafts and corrected me on many points; although I have not
adopted all of her suggested improvements, I have hoped to benefit
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from them still in my continuing search for mots justes, and readers
may well share my gratitude to her. I acknowledge help on scat-
tered details from other experts and friends, including Elizabeth
Austin, Edward T. Cone, Joseph Kerman, John Spitzer, Dana
Radcliffe, and Lou Robinson. The last two helped also in preparing
the bibliography and the index. The editors of Cambridge Univer-
sity Press have helped with their many skills. Most thanks must go,
of course, to Professor Dahlhaus, for his patience in waiting for me
to do the job that I proposed as soon as I read his book, 1969, as
well as for his original achievement and for the new preface and
supplementary contributions to the new bibliography.

William W. Austin
Cornell University
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Historical starting-points

If I should succeed in presenting to a student our art’s craftsmanship as
thoroughly as a carpenter can always present his, then I should be content.
And I should be proud if I could declare, paraphrasing a well-known
saying: I have relieved composition students of a bad esthetics but given
them instead a good theory of craftsmanship.

Arnold Schoenberg’s harsh judgment of esthetics, in the introduc-
tory chapter of his Theory of harmony (Harmonielehre, 1911, p.
7),* was well-founded, even though today, more than half a
century later, Schoenberg’s epigrammatic separation of crafts-
man’s activity and esthetic study seems questionable. In this
separation there lurked a danger, now become evident, that the
distinction between composers and listeners might be transformed
into alienation and mutual incomprehension. To put it drastically,
composers may become mechanics, trapped in exclusively techni-
cal problems, and listeners become presumptuous dilettantes who
believe they are soaring above the situation when in fact they are
simply incapable of homing in on it.

The esthetics that Schoenberg dismissed with a scornful gesture
as superfluous chatter was a metaphysics of ‘the beautiful in music,’
misused in journalism to defend an established situation. In the
name of this esthetics, guardians of decayed traditions protested
against the new music that they did not understand, music that they
wanted to shut out of their range of hearing. On the other hand, the
craft that Schoenberg contrasted with outworn esthetics meant to
him precisely a central core of practices remaining within the
bounds of tonality, the very language that Schoenberg had left
behind as dead and finished, while traditional esthetics saw in tona-
lity a precondition, given by nature or sanctioned by nature, of all
intelligible musical expression. No matter how unceremoniously
Schoenberg rejected the norms of a confining esthetics, he was still
far from any tendency to subject composing to the rules of a theory
of craftsmanship, for composing meant to him inner necessity and

* Page numbers in parentheses, throughout, refer to Dahlhaus’s sources. Footnotes
are all the translator’s. The translation of Schoenberg above is close to the Roy
Carter version, 1978, p. 12. See ‘Schoenberg’ in the bibliography.
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obeyed only the composer’s conscience.

The antithesis of craftsmanship and esthetics, however, has
acquired a historical significance far beyond the meaning Schoen-
berg himself gave it in the passage from the Theory of harmony.
Whereas nineteenth-century writers on music — even when they
were composers, like E. T. A. Hoffmann, Weber, Schumann, and
Wagner — were fascinated by the problem of esthetic judgment and
its philosophical basis, in the twentieth-century discussion rather
focusses on technical questions, just as much among ‘neoclassicists’
as among ‘dodecaphonists.” Robert Schumann, in his essay on the
Fantastic Symphony, treated formal analysis as if it violated the
spirit of the work: ‘Berlioz, who studied medicine in his youth,
would hardly have dissected the head of a beautiful corpse more re-
luctantly than I dissect his first movement. And has my dissection
achieved anything useful for my readers?” Today, in contrast to
Schumann’s day, esthetics is liable to the suspicion that it is mere
speculation, remote from facts, judging music from the outside,
either dogmatically or according to vague standards of taste,
instead of devoting attention to the inner drive peculiar to each
work, the ‘impulsive life of the sounds,” as Schoenberg once called
it.

The tendency toward the technological, however, not only dis-
plays the colors of the present, but simultaneously renews the tra-
dition of Aristotle’s theory of art, which, since the late eighteenth
century, has been sinking in public opinion, though it has never
been entirely obliterated. Aristotle spoke of poetic and musical
works in the sober language of craftsmanship rather than in theolo-
gical metaphors. Aristotelian poetics, that is, the teaching of
poiesis, was a theory of making and producing. The notion of cre-
ating was foreign to ancient and medieval art criticism. Thomas
Aquinas or Bonaventura would have thought it blasphemy to apply
to human works the term ‘creation.’

If esthetics — in the proper sense of the word — came to an end
around 1900, surrendering its constituent parts to historical studies
or philosophy of history, to technology or psychology or sociology
of art (various types of phenomenological esthetics that have arisen
since the 1920s represent attempts at restoration), then on the
other hand its beginnings reach back no further than the eighteenth
century. The fact that Alexander Baumgarten first formulated the
term Aesthetica in 1750 (his fame owes less to the book than to its
title) is characteristic of the thing itself. In the strict sense esthetics
cannot be attributed to antiquity or the Middle Ages; hence it is no
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surprise that the discipline that has borne this name since the eight-
eenth century shows undeniably hybrid traits and is continually
threatened in its existence, not to speak of its raison d’étre. All
attempts to define it, whether as a theory of perception (scientia
cognitionis sensitivae) or as a philosophy of art or as a science of
beauty, suffer from dogmatic narrowness, one-sidedness, and arbi-
trariness, if measured by the disturbingly multifarious phenom-
enon that the discipline became in the course of the eighteenth and
nineteenth centuries. To do justice to this phenomenon requires
recognizing that it is not so much a distinct discipline with a firmly
limited object of inquiry, as, rather, a vaporous, farflung quintess-
ence of problems and points of view that no one before the eight-
eenth century could have imagined ever coalescing into a complex
with its own name. Even in retrospect the conjunction and interac-
tion of these problems is amazing. Nevertheless, however confus-
ing or even suspect to methodologists may be the aspect of
historical accident and deviance that clings to the origin and devel-
opment of esthetics, so much the more attractive is it to historians.
The system of esthetics is its history: a history in which ideas and
experiences of heterogeneous origin interpenetrate.

1.
The esthetics of one art is that of the others; only the material is different.

Schumann’s aphorism, which provoked Grillparzer and Hanslick
to contradict it, depends on the enthusiastic conception of the ‘one
art’ diffracted in various arts as light is in colors. And what made
art art, the quality that distinguished art from lowly craft and every-
day ‘prose,” was named ‘poetry’ by Schumann, following the
precedent of Jean Paul Richter’s esthetics.

The thought that art might be a sphere in which an individual
work participates, as in Plato’s metaphysics a particular thing parti-
cipates in an Idea, is of Romantic origin: as late as Kant’s Critique
of judgment* ‘art’ means no more than rules to be observed in

* Ymmanuel Kant's Critique of judgment (Kritik der Urteilskraft, 1790) completes
his system, which was begun with the Critique of pure reason (Kritik der reinen
Vernunft, 1781) and carried on in the Critique of practical reason (Kritik der prak-
tischen Vernunft, 1788). Before Dahlhaus, not many musicians have paid close
attention to Kant’s critique of music. See Chapter 5 especially.

Excerpts from the Critique of judgment, overlapping those to be cited here, are
included with a good introductory note in Peter le Huray and James Day, Music
and aesthetics in the eighteenth and early-nineteenth centuries (Cambridge and New
York, 1981).
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order to produce a ‘correct’ piece of work. Moreover, the canon of
‘fine arts’ presupposed by Schumann, a canon comprising music
and poetry alongside architecture, sculpture, and painting, but
excluding gardening and jewelry, was only gradually shaped in the
eighteenth century.

The distinction between an art exalted as ‘poetry’ and a craft
demoted to ‘prose,” no matter how deeply entrenched for a century
and a half, is in a broader historical view far from axiomatic. What
preceded this distinction was a scheme thousands of years old,
which divided Liberal Arts from Mechanic Arts. The old scheme’s
motivation was different, primarily social, and therefore it led to
judgments different from, or even flatly contradictory to, the con-
ceptions that took hold during the nineteenth century. A Liberal
Art, such as dialectics, mathematics, music theory, or even playing
the kithara, served to cultivate and express an attitude and a way of
life worthy of a free man, a man who enjoyed leisure. By contrast a
Mechanic Art was a plebeian affair, a work to earn bread, a dirty
work, like sculpting, or a work that distorted the face, like blowing
the aulos. Vulcan was mocked by the gods, though he was a bril-
liant artificer. They felt, in the splendor and arrogance of their
leisure, superior to his Mechanic Arts.

2.

Esthetic pleasure is essentially one and the same, no matter whether it is
evoked by a work of art or immediately produced by the contemplation of
nature and life.

The esthetic pleasure that Arthur Schopenhauer means in The
world as will and representation (vol. 1, sec. 37) results from a self-
forgetting devotion to Ideas that glimmer in appearances, and the
ideas he invokes are Platonic Ideas. (See also le Huray and Day,
and Chapter 7 below.) But the metaphysics whose history stretches
from Plato and Plotinus through the Platonism of the early Middle
Ages and that of the Renaissance down to Shaftesbury and early
nineteenth-century esthetics was a metaphysics of beauty, never
primarily a philosophy of art. Schopenhauer’s word ‘immediately’
(unmittelbar) shows what was primary for him, writing in 1819. If
esthetics is regarded as equivalent to a metaphysics of beauty,
then, according to Max Dessoir, one can imagine an esthetics in
which the very existence of art is never mentioned. Even Kant, at
the end of the century of ‘taste-criticism,” had developed his cri-
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teria of beauty from nature, not art; this procedure led him into
some difficulties. Hegel, on the other hand, dismissed natural
beauty as a mere reflection of art: cultivating our way of seeing
nature is a function, so to speak, of the art of painting.

The beautiful (t0 kalon) praised by Plato in the Symposium and
the Phaedrus is a characteristic of living offspring of nature, beside
which the dead products made by men seem pale and vain. Five
centuries after Plato, Plotinus specifies beauty as the glimmering of
Ideas, as ‘sensuous appearance,” in Hegel’s terms, meant to
express the notion that an Idea shines forth, like radiant light and
warmth. Renaissance Platonists like Marsilio Ficino transfer
Plato’s enthusiasm for living beauty to works of art. Art owes to
them its elevation to metaphysical dignity of a secular sort. Yet one
can hardly deny that the distinction between Idea and appearance,
which Platonism prefers to the Aristotelian model of form and
matter, serves doubtful purposes in art theory. For it tempts an ob-
server of a work to turn away quickly from external, perceptible
qualities that he judges unessential, in order to take possession of
the inner qualities, the content and value.

From the metaphysics of beauty comes the notion that the appro-
priate norm of behavior toward a work of art is contemplation, self-
forgetting absorption in a thing. The esthetic object is isolated,
removed from its environment, and regarded with strict exclusive-
ness as if it were the only thing that existed. Yet the appearance, all
too often, is for contemplation a mere route or even a detour on the
way toward the Idea of ‘Inner Form.” This Idea is sought, not so
much in the thing itself, the shape assumed by the spirit, as rather
somewhere behind or above the thing, in a world beyond. The
metaphysics of beauty, as a philosophy of art, is always in danger of
getting beyond art, estranged from art.

3.

The esthetics founded and named by Alexander Baumgarten in
1750 was meant to be a theory of perception, or the ‘lower capacity
for knowledge,” and it was meant as a complement to logic. Baum-
garten ascribed to perception a completeness of its own (perfectio
cognitionis sensitivae) whereas Leibniz and Christian Wolff had
seen perception as only a means of arriving at concepts. The
phenomenon on which Baumgarten based his claim for complete-
ness of perception was the appearance of beauty. Thus beauty was
not the starting-point for the new discipline of esthetics, but rather
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a piece of evidence in an argument aimed at justifying the emanci-
pation of sensuous perception. Baumgarten would show that
perception was no mere preliminary, no shadowy, murky begin-
ning of knowledge, but a kind of knowledge itself (cognitio). Then,
since perception had the character of knowledge and the capacity
of existing on its own, there would be in any perception achieving
completeness, fulfilling its assigned possibilities, a multiplicity that
coalesced, a variety of perceptions that shaped itself into a whole.

The notion of the whole is one of the few to survive intact the
transformation of esthetics from theory of perception to metaphys-
ics and on to psychology. This notion of the whole, in the eight-
eenth century, was directed either toward something objective, as
determining the esthetic object, or toward something subjective,
as characterizing the esthetic condition or esthetic attitude. In
Shaftesbury’s Philosophy of Beauty, ‘the whole’ is what authorizes
him to define beauty as a property of objects, and yet to avoid
falling back on the system of rules derived from the sober Aristotel-
ian tradition of art theory, which could only be suspect to the en-
thusiastic Platonist Shaftesbury. But the notion of the whole
appears in yet another context with Moses Mendelssohn and J. G.
Sulzer, editor of the Aligemeine Theorie der schénen Kiinste
(General theory of fine arts): theirs is a context of esthetic—
psychological hypotheses. According to Mendelssohn, what is to
be acknowledged as beautiful must be capable of being scanned
without effort - a claim reminiscent of the principles of Fechner’s
‘Esthetics from below.” Conversely, if the beautiful thing is to be
easily apprehensible, then its component parts must cohere consist-
ently. Wholeness, thus, is a psychological condition for beauty —-
even though this may have been true only within the limits of an
esthetics whose ideal was noble simplicity, an esthetics that in the
name of the simple and natural attacked the ‘lofty style’ of the
Baroque, which had become suspect as bombast.

The fact that whatever we immediately perceive is not shapeless
but structured has been demonstrated and repeated too often by
modern Gestalt theory. Although in older perception theory par-
ticular sensuous traits served as a basis for explaining composite
things, in fact the traits are not immediate and primary, but rather
the outcome of abstracting: particular traits can be specified only
under laboratory conditions, not in ordinary living experience,
where a detail always appears as a partial aspect of a context, of a
‘Gestalt.’

Baumgarten used the term ‘comparison’ (comparatio, Vergleich)
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for the act of consciousness that gathers particular impressions into
a complete perception, and he understood this gathering as an ac-
tivity, not a mere acceptance of something given, as the Gestalt
psychologists understand it. Baumgarten differs from Christian
Wolff, founder of eighteenth-century German academic philo-
sophy: Wolff saw comparison as a part of reflection, a reflection
that searches out common features in a series of phenomena in
order to arrive at concepts; Baumgarten emancipated the transi-
tional stage of comparatio and made it autonomous, a condition
with its own rights, where attention may dwell instead of proceed-
ing through comparison to the forming of concepts. And in fact it is
not so much the case that parts of a perception gradually compose a
whole as rather, the reverse, that parts are specified from the initial
observation of the whole.

The thesis of the primacy of the whole was developed with refer-
ence to spatial structures, which stand up to study. Whether acous-
tic processes, which are ‘merely transitory,” as Kant put it, lend
themselves to this thesis, and to what extent, is rather doubtful.
Notions such as ‘trajectory’ (Verlaufsgestalt) and ‘structure of time’
(Zeitgestalf), which are supposed to bring successive events under
the theory of the Gestalt, have not yet been adequately defined and
established, either logically or experimentally.

4,

Omnes tacito quodam sensu sine ulla arte aut ratione quae sint in artibus
ac rationibus recta ac prava dijudicant. (Concerning arts and reasons
everyone judges right and wrong by means of a silent sense, without any
art or reason.)

Cicero, writing On the orator (De oratore, 111, chap. 50), appealed
to a hidden sense that distinguishes good from bad without relying
on rules or reasons. He was appealing to the capacity that event-
ually came to be called, metaphorically, ‘taste.” In the eighteenth
century, such an expenditure of zeal and argument went into the
discussion of taste as to warrant speaking of a century of ‘taste-
criticism.’ ‘Le goiit,” according to the Encyclopédie, is the feeling
for beauties and defects in the arts, an immediate discerning, like
that of tongue and palate, which likewise precedes any reflection
(‘le sentiment des beautés et des défauts dans tous les arts: C’est
un discernement prompt comme celui de la langue et du palais, et
qui prévient comme lui la réflexion’). The philosophical issue of
taste was widespread and deeply entrenched, and never resolved.
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The concern to get at this elusive, irrational phenomenon with
rational means was urgent. Was reason, the complement of feeling,
to count as final and supreme authority? Or was taste, the immedi-
ate sense for beauty and propriety, to judge independently of rules,
often against the rules, and still be right in its judgment? A middle-
ground position held that taste — always ‘natural,” ‘unspoiled’ taste,
which need not coincide with prevailing taste — anticipates at first
impression a judgment that is later confirmed and clarified by the
understanding, by reflection oriented by rules; between the invol-
untary and the reasonable taste there might be something like a
‘pre-established harmony.’

Taste, though thought to be a kind of feeling (sentiment) or sense
(sens), was primarily a social category. In agreement with the
century’s prevailing tendency, Kant defined taste as common sense
(sensus communis), manifested and maintained in intercourse with
others, not in solitary absorption in a work of art. The individual
rises, when he shows taste, above the limits of his accidental inclin-
ations. The particular and the universal, the private and the public
interpenetrate and interact, yet taste still keeps the quality of a sen-
timent that is not open to dispute.

There seem to be four aspects characteristic of taste as it was un-
derstood in the eighteenth century. First, it always judges over an
individual thing, which it takes as a special case conditioned by its
particular situation.

Second, more decisive than the individual work or the spec-
tator’s extraordinary esthetic condition, to which the work trans-
ports him, is the esthetic education and culture (Bildung und
Kultur) transmitted through art. Third, taste makes negative judg-
ments more often than positive; a choice of what is appropriate
results from rejection of what is tasteless, not the reverse. Fourth,
taste claims universal validity, even though its object is a particular
thing. Yet the universal common sense that legitimizes individual
judgment is not so much a fact as a postulate —a ‘regulative idea,’ to
use Kant’s term. Judgments of taste, in the imperfect reality we
inhabit, very often disagree, and we have no norms that would
enable us to demonstrate which judgments are true and false, as we
prove mathematical theorems. Yet in judgments of beauty — as
distinct from judgments of what is merely pleasant — there is always
a claim to universality, explicit or implicit: I may say that a thing is
pleasant ‘to me’ but not that it is beautiful ‘to me’; I am impelled by
language, which is ‘objective spirit,” to claim the agreement of
others with my judgment. The court of appeal, however, that
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should confirm my claim, is not ‘men’ as a number to be counted,
but ‘mankind,” which everyone contains in himself, even if only as
an undeveloped possibility. ‘Asking around,’ taking a cue from
others, and estimating a public opinion whose shades of gray result
from the mutual dépendence of inconclusive preferences — all this
was contemptible to Kant, despite his philanthropic sentiments.
Still he was convinced, nonetheless, that it would not be superflu-
ous to compare his judgments of art works with those of others or
with his own earlier judgments, in order to gain distance from
himself and his situation. While ‘empirical universality,’ the agree-
ment of the majority, represents no guarantee of truth, for a pre-
vailing opinion is apt to rest on bedazzlement, such agreement
should not be neglected, for it is some indication of the ‘ideal uni-
versality’ of common sense and an antidote to an individual’s limi-
tation in himself; the individual’s esthetic conscience represents
‘mankind’ potentially, but not always actually, and it is the ideas of
‘mankind’ that justify the claim of any judgment of taste to univer-
sal validity. A subjective judgment is not yet objective, but it ought
to become so. Esthetics, even for the cautious Kant, is tinged with
Utopia.

2

Music as text and
work of art

Painting works in space and through an artificial presentation of space.
Music and all energetic arts work in time, not merely in but also through
temporal sequence by means of an artificial temporal exchgnge of tones.
As for poetry, may we not bring its essence within a snrpllar general
concept, since poetry works on the soul through arbitrary signs, throqgh
the meaning of words? We propose to call the medium of this working
“force.” Then, just as space, time, and force are three basic concepts of
metaphysics and just as all mathematical sciences may be traced back to
one of these concepts, so we will say also in the theory of fine arts and
sciences: those arts that supply works do their work in space; arts that
work through energy work in the sequence of time; the fine sciences, or
rather the one and only fine science, poetry, works through force.
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Johann Gottfried von Herder’s sentences defining music as art of
time, said to work ‘not merely in but also through temporal
sequence,’ come from his ‘Erstes kritisches Waldchen’ (‘First criti-
cal grove,’ 1769, Samtliche Werke, vol. 111, p. 137), which is his
response to Lessing’s Laokoon (1766). Herder took over Lessing’s
program of defining the arts by means of their characteristic limi-
tations, each art distinct from the others. The tradition behind both
authors was that of Aristotle. Herder shared with Lessing the aim
of developing a theory of the arts, not a metaphysics of beauty.
And Herder used, moreover, the Aristotelian distinction between
making (poiesis) and doing (praxis), which implicitly underlies the
specification of music in the sentences quoted here. Poiesis, under-
stood according to sober Greek usage, means nothing but produc-
ing, while praxis means practicing and performing acts. When
Herder calls music an ‘energetic’ art (energische Kunst), he means
that it is essentially activity (energeia), not a product, a piece of
work (ergon). Herder’s thought makes applicable to music what
Humboldt said about language, in his essay, ‘Uber die Verschie-
denheit des menschlichen Sprachbaues’ (‘On the diversity of
human languages and their influence on the intellectual develop-
ment of the human race,’ sec. 12):

Language, grasped in its real essence, is something continual and passing
on in every moment. Even its fixing by means of writing always preserves
it only incompletely, like a mummy; writing stands in need, again and
again, of people’s efforts to imagine from writing a living performance.
Language itself is no work (ergon) but an activity (energeia). Its true defi-
nition, therefore, can only be genetic.

Hence, the idea that music is exemplified in works, no matter how
firmly rooted it has become in the past century and a half, is far
from self-evident. The beginnings of this idea extend back into the
sixteenth century. The church musician (Cantor) Nicolaus Liste-
nius, who had studied in Wittenberg and submitted to the influence
of Melanchthon, counted composing as a kind of poiesis in his treat-
ise of 1537, Musica. He separated musica poetica from musica prac-
tica — musical activity — for musica poetica was making and
producing, a labor by which something was brought into the world
that would represent, even after its author’s death, a complete
work, enduring in its own right. (‘Poetica ... consistit enim in
faciendo sive fabricando, hoc est, in labore tali, qui post se etiam
artifice mortuo opus perfectum et absolutum relinquat.”) Listenius
puts the accent on the musical text, not the performance. What is
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notated is no longer a mere proposal or prescription for ‘setting
music to work,’ but rather is a work itself.

Listenius’s notion, however, that music might be an opus absolu-
tum, a work in itself, freed from its sounding realization in any
present moment, suffused only around 1800 into the consciousness
of ‘connoisseurs and amateurs.” Even up to the present time this
idea is foreign to listeners who restrict their musical experience to
popular music. And we would be blind captives of a habit of speak-
ing were we to minimize the resistances met by this idea and pass
over them lightly. It can hardly be denied that music is an ‘ener-
getic’ art, as Herder said (a ‘performing art’ in some twentieth-
century usages). Such an art fulfills itself in activity. Music’s
existence in the guise of an author’s works is problematical.

Music is transitory. It goes by, instead of holding still for inspec-
tion. Because of its perishable, fleeting nature, music was con-
ceived by Adam of Fulda, in 1490, as a meditation on death,
meditatio mortis. If the typical traits of a work of art are, as Bona-
ventura formulated them, to be beautiful, useful, and solid, then of
course music may be, by virtue of its form and its power over affec-
tions, an opus pulchrum et utile, but not opus stabile. The same
thought recurs half a millennium later in Hegel's Aesthetics — the
idea that the temporal structure of music is a deficiency (see le
Huray and Day, and Chapter 8 below). Hegel, to be sure, allows to
musical works of art ‘the beginning of a distinction between an
enjoying subject and an objective work,” but Hegel denies that this
contrast reaches the point, ‘as in the plastic arts, of enduringly,
externally maintaining itself in space, available for viewing as an
objectivity existing in its own right’; rather ‘on the contrary, its real
existence’ evanesces in ‘its own immediate temporal passing’
(Asthetik, ed. F. Bassenge, vol. II, p. 275). For Hegel the fact that
music is a process, not a lasting thing, is enough to grant it only a
slight, vanishing degree of objectivity. Audible things are sensed
not as things out there, but rather as events surrounding us and
invading us, instead of keeping their distance from us. Kant
accused music of lacking urbanity because it obtrudes itself.

Yet rigorously to deny music all ‘objectivity on its own’ would be
erroneous too. Like a work of plastic art, music is also an esthetic
object, a focus of esthetic contemplation. However, its objectivity
is displayed not so much immediately as indirectly: not in the
moment when it is sounding, but only if a listener, at the end of a
movement or section, reverts to what has passed and recalls it into
his present experience as a closed whole. At this point, music
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assumes a quasi-spatial form (Gestalt). What has been heard soli-
difies into something out there, an ‘objectivity existing on its own.’
And nothing would be farther from the truth than to see in the ten-
dency to spatialization a distortion of music’s nature. Insofar as
music is form, it attains its real existence, paradoxically expressed,
in the very moment when it is past. Still held firm in memory, it
emerges into a condition that it never entered during its immediate
presence; and at a distance it constitutes itself as a surveyable
plastic form. Spatialization and form, emergence and objectivity,
are interdependent: one is the support or precondition of the other.

Since music is essentially activity, energeia, as Herder puts it,
music’s recording in notation fulfills a different function from the
writing down of language. (Thrasybulos G. Georgiades has
explored the difference.) Fixing music in a text, a composition, is
historically a late phenomenon. In literature too, of course, a leap
separates reciting from writing, or telling a tale from fixing a narra-
tive in a book. Yet written speech represents speech to a greater
extent than notated music represents music. To grasp the meaning
of a literary work, a reader need not bring to mind the phonetic
form of the words, nor even know that form. Through the written
characters, even if a reader dispenses with imaginative completion
of sonorous coloring and speech-gesture, or, with dead languages,
is forced to forgo them, still the meaning is transmitted — not quite
intact but in its basic features. With music, on the contrary, silent
reading, insofar as it is not to collapse into thin abstraction, always
represents an inner hearing, translating signs into sound. Musical
meaning, in contrast to linguistic meaning, is only to a slight extent,
if at all, detachable from the sounding phenomena. To become mu-
sically real, a composition needs interpretation in sound.

Nevertheless, it would be an exaggeration to deprive written
music of the status of a text, in the undiluted sense of the word, and
to see in notation nothing but a set of instructions for musical prac-
tice. The meaning of music can be specified — in a crude over-
simplification that neglects emotional characteristics ~ as inner
coherence of the relations among the tones constituting a work.
Tone-relations and tone-functions, however, are a third aspect,
extending over and beyond both notation and its realization in
sound. The musical fact that a G major and a C major triad func-
tion as dominant and tonic, forming a cadence, a point of repose, is
contained as such neither in the notation nor in the sounding
phenomena. Musical meaning is ‘intentional’; it exists only insofar
as a listener grasps it.
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Is the meaning of music to be read more easily from notation or
from sound? This question has no firm answer a priori. Music does
not divulge all its meanings in performance. While compositions in

which tone-color plays an important role, or even a constitutive
" role, depend very much on acoustical realizations, still it is undeni-
able that elaborate motivic relationships often disclose themselves
with less trouble to a reading of the music, which is made complete
by imagining the sound. And the opinion that only what is audible
has any right to musical existence is a questionable prejudice. The
difference between written speech and notated music — between
the echo of living speech in reading a literary work and the imagin-
ation of sound in reading a score — is a difference of degree, not of
principle. In opposition to tendencies to deny or minimize the con-
tribution of visual experience toward the understanding of musical
works of art, an apology for ‘paper music’ would be in order.

‘The supreme reality of art,’ says Walter Benjamin in his Origin
of the German tragic drama, ‘is isolated, self-contained work.” The
concept of a work formed the center around which classical esthe-
tics circled. The age of art-religion, as Heine called it, had a theory
of art, formulated in exemplary fashion by Karl Philipp Moritz, in
his essay Von der bildenden Nachahmung des Schénen (On the
plastic imitation of the beautiful, 1788). This theory aimed at some-
thing complete and perfect in itself. A structure that makes a claim
to the status of art does not exist for the sake of its effect, but rather
for the sake of its own inner perfection. As a work of art in the em-
phatic sense, it is an individual thing, enduring in itself. Moreover,
metaphysical value is ascribed to such a work, most unreservedly in
Schelling’s Philosophy of art. Neither the activity whereby it is pro-
duced nor the effect that it produces can be decisive in this view,
but rather the work’s existence in itself. It appears as opus perfec-
tum et absolutum in a sense not suspected by the provincial
sixteenth-century cantor who originated the formula. Such a work
demands of listeners contemplation, self-forgetting study.

The polemical point of the idea that a work of art resided in and
endured in itself was directed against the older traditional idea,
which had come to be taken for granted, that an opus pulchrum was
at the same time an opus utile; according to the tradition, a work of
beauty fulfilled a purpose either practical or moral. Art-religion
meant an emancipation of art from religion. Works of art have
become detached from any function. For, insofar as a work is a
whole in itself, it cannot be part of a more comprehensive whole to
which it subjects itself as subservient.



14 Esthetics of Music

For medieval thinkers, whose ideas continued to exert some
effect in Germany up to the early eighteenth century, musical prac-
tice, including composition, counted as ars mechanica, as tech-
nique. This art was measured according to the purposes, religious
or secular, that it aimed to serve. Although the numerical propor-
tions forming the basis of musical intervals and rhythms formed the
object of a speculative knowledge that kept its validity as ars
liberalis and as musica in the narrower, more exalted sense of the
word, practical execution counted among the merely mechanical
accomplishments. But the technological viewpoint was not strictly
separated from the metaphysical; speculation intervened in prac-
tice with rules and also took the sounding phenomena as points of
departure, in order to ascend in thinking step by step toward medi-
tating on numerical structures and their meaning. In the thirteenth
century, the art of composing a motet was still a handicraft, but at
the same time the numbers that ruled rhythms were interpreted
allegorically: triple meter, as a perfect measure of time, as perfec-
tio, was a symbol of the Holy Trinity. And when the fourteenth-
century theorist Jacob of Liége protested against the duple
rthythms of Ars nova, in his Speculum musicae (Mirror of music),
his objection was motivated in no small part by theology.

Since the eighteenth century, on the contrary, music as art has
been separated from handicraft by a gulf that may be felt as a mis-
fortune but cannot be denied. A composer who promotes handi-
craft in an archaicizing way* may find security in ‘setting tones’ as if
they were ‘bricks’ but pays for it with a relapse into a second kind of
primitivism. Esthetics — the theory of works of art in the modern,
emphatic sense — has freed itself both from technological views of
music and from speculative and moralizing views. Allegorical in-
terpretations are in disrepute; moral postulates are rejected as
intrusions from outside, foreign to art; instructions in craft and
recipe books of musica practica, ever since Fux’s Gradus ad Par-
nassum, have been sinking more and more into mere exercises in a
dead language, to studies that of course transmit some concept of
disciplined musical grammar, but fall short of real composing. The
artificer, formerly an artisan, promotes himself to the status of
‘tone poet.’

The functionlessness or autonomy of musical works of art, their
emancipation from external goals, means no such radical break
with the tradition of functional music, however, as might be sup-

* Like Hindemith sometimes.
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posed from the bitterness of the polemics which were intended to
establish the modern concept of art. The purposes were ‘transcen-
ded’: put out of commission, and at the same time assumed into the
interior of the works. Traits that had earlier been imposed on a
musical genre from outside transformed themselves into immanent
characteristics. The function of the polonaise or mazurka, namely,
to serve as dance music for aristocrats or peasants, clung to them
even after Chopin stylized them into concert pieces, as emotional
coloring and as images in memory or fantasy of long-ago festivities.
Kant’s specification of beauty as ‘purposive without purpose’ con-
tains a meaning that he never intended in his Critique of judgment:
that purposes are indeed expunged as external features but pre-
served as traits of character.

The transition to autonomy, the emancipation from imposed
purposes, was bound up with a reversal of the rankings of indi-
vidual works and their genres. This reversal occurred gradually: it
was prepared almost imperceptibly at first, in the sixteenth
century, but then around 1800 emerged unmistakably. In older,
functional music, a work was primarily an example of a genre, as an
individual person fits into a succession of generations that extends
far beyond him and survives him. A work formed not so much an
isolated, closed whole, an individuality enduring in itself, as,
rather, it exemplified a type, feeding on the historical substance of
this type, which had developed in the course of decades or even
centuries, and requiring listeners to connect the work with the type
in order to understand it. Thus, if a piece of music bore the title
‘Barcarole,’ it was at least as important, as Ernst Bloch has noticed,
that the piece conspicuously represent the type, barcarole, as that it
be an individual work with its definite, unrepeatable character-
istics.

But since the late eighteenth century all genres have rapidly lost
substance. In Chopin’s Barcarole (although even this piece invokes
a picture of Venice) the peculiar, unrepeatable features are more
essential than any general qualities that it shares with other pieces
of the same name. The concept of a genre is no longer established
in advance for individual works. Rather, every genre fades to an
abstract generalization, derived from individual structures after
they have accumulated; and finally, in the twentieth century, indi-
vidual structures submit only under duress to being allocated to any
genre.
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Changing phases of the
esthetics of emotion

The ultimate purpose of the various minglings and linkings of tones
achieved by art is, by means of their various impacts on the sense mecha-
nisms of hearing, to absorb a listener’s whole heart, to keep occupied all
the heart’s powers, and to nourish its inner well-being through the purifi-
cation of passions and affections.

Christoph Nichelmann, harpsichordist alongside Carl Philipp
Emanuel Bach at the court of Frederick the Great, was an eclectic,
who assembled the reigning ideas of the century of Enlightenment
in the remarks on esthetics in his book, Die Melodie nach ihrem
Wesen sowohl, als nach ihren Eigenschaften (Melody according to
its essence as well as its characteristics, 1755, chap. XI). Nichelmann
was indifferent to either agreement or implicit disagreement
among these ideas. An impact or stirring (Rithrung) — some sort of
sensuous—psychic motion or agitation (Bewegung) — was the effect
demanded from music, especially from clavichord playing, by
eighteenth-century sentimentalists. Tears — though short-lived -
flowed without shame, and just as little embarrassment was
attached, on the other hand, to speaking of the machinery, the
‘mechanisms,” that transmitted the pleasure of being stirred.
People took a rational attitude toward irrational experience.

Aristotelian catharsis — purification of passions and affections —
is both like and unlike the new esthetic emotion; reduced to a
means of maintaining the heart’s ‘well-being,’ the purifying process
blends, in Nichelmann’s esthetic reflections, with Abbé Dubos’s
haughty aristocratic conviction that boredom is the worst of evils,
so that music’s ‘ultimate purpose’ is to banish boredom and ‘keep
occupied all the heart’s powers.” The older doctrine of affections
(Affektenlehre: cf. affetti, affettuoso, etc.) had always bowed to the
priority of moral purpose. According to the sixteenth-century
Spanish philosopher Juan Luis Vives, in his treatise De anima
Bk 111, affections were excitations moving us to strive for what is
good and useful, and to avoid what is bad and harmful.

16
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Istarum facultatum quibus animi nostri praediti a natura sunt ad sequen-
dum bonum vel vitandum malum actus dicuntur affectus sive affectiones,
quibus ad bonum ferimur vel contra malum vel a malo recedimus.

Dubos, although a cleric, was more lenient. In his view the direc-
tion of feelings was less important than the vigor of excitations that
would heal the illness of boredom. Dubos explained, in his Critical
reflections (Réflexions critiques, 1719), that movements of the
heart were ends in themselves. Thus, well before Rousseau, he
established esthetic sentimentalism as a complement to the
century’s rationalism. Instead of judgment ‘by the path of analysis’
there was to be a valid judgment ‘by the path of sentiment.’

The idea that music’s goal was to represent and arouse affections
is a commonplace, rooted as deeply in history as the opposing
thesis that music is sounding mathematics. Invoking the authority
of ancient traditions, Isidor of Seville in the seventh century pro-
claimed: ‘Music moves affections and calls forth feelings into a dif-
ferent disposition.” (Musica movet affectus, provocat in diversum
habitum sensus.} And two centuries later Hrabanus Maurus re-
peated the saying that music moves affections and transports a liste-
ner into changing conditions of the heart. Music that does not stir
the passions is mere dead sound.

The doctrine of affections, however, much as it emphasized the
effect of music and the moving of the heart, implicitly presupposed
a conception of the character of musical feelings that was primarily
objective and objectifying. With music before about 1750 it is mis-
leading (or at least liable to misunderstanding) to apply language
that became conventional in the nineteenth century - ‘expression’
or ‘mood.’ The term ‘expression’ suggests a subject behind the
work, speaking about himself in the musical ‘language of feeling.’
Likewise the word ‘mood’ suggests a complex of feelings in which a
listener is submerged, turned in on his own condition. But the
characters of musical feelings are primarily conceived as objective;
this has been demonstrated by Kurt Huber, in Der Ausdruck musi-
kalischer Elementarmotive (The expression of elementary musical
motives, 1923).* Involuntarily, listeners attribute an impression of
something serious, sad, or dull to the tonal structure itself as one of
its characteristics. In unprejudiced perception, a melodic motive
does not express dullness and transport one into a dull mood, but
rather it seems dull in itself. Only later, if at all, will anyone experi-
* Kurt Huber (1893-15943) pursued professional interests in psychology and folk-

song research. A participant in the *“White Rose’ resistance effort of 1943, he was
executed by the Nazis.
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ence the objective emotional impression as a mere condition or
interpret the impression as a sign. Both the transition into a mood
felt by a listener as being his own and also the idea that the emo-
tional character must express that of some person, some subject
behind the music, are secondary. To be sure, there is no sharp
separation of the various aspects. Often they flow into each other
imperceptibly. What is at stake can be only an emphasis, not an ex-
clusive domination of one function or another. Yet the change in
emphasis is important enough to distinguish one epoch from
another in the development of the esthetics of emotion.
Linguistics distinguishes three functions of sentences, according
to Karl Bihler: ‘triggering,’” ‘representation,” and ‘testimony.’
Actions are triggered; states of affairs are represented; conditions
of the heart are attested. Now an analogous distinction of functions
might be useful in music esthetics, because the doctrine of affec-
tions and the esthetics of emotion risk wearing themselves out in
monotonous repetitions of the formula that music is ‘expression.’
The idea of expression has become so ambiguous, vague, and all-
encompassing as a slogan in popular esthetics that to rescue it for
serious use requires sharpening it and narrowing it down. And the
etymology of the word suggests that ‘expression’ means nothing
else than ‘testimony,” in the sense in which Wilhelm Heinse
explained music as a means of ‘relieving one’s feelings’ and ‘letting
one’s passions gush.” In this narrowed sense, ‘esthetics of expres-
sion’” would not apply to the ancient and medieval doctrine of affec-
tions. Affections were ‘moved,’ according to Isidor; that is,
‘triggered’ rather than ‘attested.” And even ways of speaking that
were conventional in the seventeenth and early eighteenth cen-
turies, about music’s purpose of ‘expressing affections’ (affectus
exprimere), would be misunderstood if the term ‘expression’ led to
thoughts of the composer’s or performer’s testifying to his emotional
excitement. Affections were represented, portrayed, but not ‘dredged
up from the soul,” not thrust forth from the agitated inner being.

1.

Complexus effectuum musices (The compass of the effects of music)
is the title of a treatise by Johannes Tinctoris from the late fifteenth
century, comprising speculations and anecdotes accumulated in the
course of centuries or even millennia. It celebrates everyday effects
alongside miraculous ones: music banishes melancholy, softens a
hard heart, exalts to ecstasy or pious contemplation, stimulates to
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elation or attunes to wisdom. The ‘marvelous effects’ (meravigliosi
effetti) that music exerted in antiquity aroused envy among Italian
humanists of the sixteenth and seventeenth centuries; their
reverence for the ancients held them back from the consoling
thought that intensity must sometimes be paid for with primitivity.
The concept of effect (effectus) is not simple. Tones, understood as
stimuli in a physiological-psychological sense, release reflexes;
they stimulate feelings that a listener does not objectify but rather
feels immediately as his own, as invasions of his heart. He feels
exposed to music, instead of beholding it from an esthetic distance.
And according to the norms of nineteenth-century esthetics, such a
primitive listening, lacking objectivity, is pre-musical — ‘pathologi-
cal’ in the sense of self-abandon, of being beside oneself (Eduard
Hanslick).

A form of effectiveness that is later developed, more differentia-
ted, can be set off from the unselfconscious, humbler form in which
sounding data are felt merely as stimuli triggering reflexes. For the
later-developed form, Kurt Huber’s argument claims that any
musical listening worthy of the name means, first, experiencing
emotional traits objectively, as properties of the music itself, and
only secondarily, if at all, transferring them into the listener’s own
mood. In order to recognize the affective meaning of a piece of
music, one need not oneself be stirred.

Ever since antiquity, in esthetic-therapeutic investigations and
speculations seeking an explanation for the ‘meravigliosi effetti’ of
tones, it was the concept of motion that provided a connection
between music and affection or ethos. The motions of tones sympa-
thetically release those of the soul, a soul that is often described by
the simile of a stringed instrument; both musical and psychic
motions are subject to the same laws. The hypothetical ‘animal
spirits’ that were supposed to account for the transfer of physical
stimuli into psychic reactions either stretch or contract, either
reach out toward some object or withdraw from it. The movements
of the animal spirits, according to Nicola Vicentino (1555) and
Gioseffo Zarlino (1558), are the reason for the effects of intervals:
major ‘stretched’ intervals of the second, third, and sixth attune to
joy, while minor ‘contracted’ intervals on the contrary attune to
sadness. ‘What is passionate in us,” wrote Herder concerning the
effects of music, ‘rises and falls, leaps or creeps, and slowly paces.
Now it becomes urgent, now hesitant, now stirred more feebly,
now more strongly.’
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2.

The eighteenth-century esthetics of imitation, most vigorously and
influentially formulated by Charles Batteux in Les beaux arts
réduits & un méme principe, 1773) conceived music’s expression
of affections as representing, describing passions. A listener
assumes the role of relaxed spectator, an observer who deigns to
judge the likeness or unlikeness of a depiction. A listener is not
himself exposed to the affections that are musically represented,
nor does a composer offer up his agitated inner experience in any
sounding testimony for which he expects a listener’s shared feeling,
his ‘sympathy.” A composer is more like an artist who paints
someone else’s emotions than a person who exhibits his own. Thus
the composer and theorist Friedrich Wilhelm Marpurg, in his
Historisch-kritische ~ Beytrige zur Aufnahme der Musik
(Historical—critical contributions to the reception of music, 1754-62,
1778), demanded:

In pieces for singing let us seek first to study and determine exactly which
affection resides in the words; how high a degree of the affection; from
what sort of feelings it is composed... Then let us be concerned to
inspect closely the essence of this affection and what sort of motions the
soul may be exposed to; how the body may even suffer from it; what sort of
motions may be caused in the body. .. Only then, after having con-
sidered, tested, measured, and settled all this exactly, thoroughly, and
carefully, then may we entrust ourselves to our genius, our power of im-
-agination and invention.

Music is ‘imitation of natural beauty’ (imitation de la belle nature),
just like the other arts that Batteux reduced to the same single prin-
ciple. ‘Animated tones’ (sons animés) form the model of vocal
music, ‘inanimate’ that of instrumental music. If song is representa-
tion of affections, in this view, then how can Batteux imagine
instrumental music as intelligible, as anything more than empty
sound? Only as ‘speaking’ or ‘painting,” as a weaker reproduction
of vocal formulae or as program music. Yet the object of all fine
arts, he supposes, is not actual nature as it exhibits itself every day.
Utterances of feeling and inanimate noises — the testimony of in-
ternal human selves and the acoustical image of an external world —
these must be stylized to become capable of standing as objects of
art, an art that above all avoids offense to taste. The selective and
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modifying taste (goiif) is the esthetic counterpole to nature. Not
nature in the raw, but potential ‘natural beauty’ (‘la belle nature,
telle, qu’elle peut étre’) is to be incorporated in art.

Yet, cultivated taste may not necessarily comprehend the beauty
that is hidden in nature, the beauty that composers as well as pain-
ters or poets should discover and that works of art should exhibit.
Against the arrogance of the Enlightened age, Jean Jacques Rous-
seau proposed, in contrast, his idyllic picture of a prehistoric time
in which ‘natural beauty’ was still present reality. And Rousseau’s
hypothetical language of primeval ages, the ‘original language’
whose reconstruction would be the goal of an ‘imitation of natural
beauty,” had to be both poetic and musical. Herder and Wagner
would later agree with Rousseau. Sound, originally, they con-
ceived to be eloquent, and eloquence to be sound. Of the original
language only scattered remnants could be extant. The melodic
accents and inflections of a voice, in which people of the primeval
Utopia expressed their affections, had faded and wilted in modern
languages to mere indications. Italian came closer to the original
language, thought Rousseau, than French, which was compara-
tively impoverished in sound. (Gluck’s operas, however, forced
Rousseau later to revise this judgment.)

3.

The thought that tones might be ‘natural signs’ of feelings, an idea
that governed music esthetics after Dubos, facilitated a transition
from the principle of representation to that of expression. Now the
theory of imitation, which had assigned composers the role of
prudent observers, was rejected as narrow-minded and trivial by
Carl Philipp Emanuel Bach, Daniel Schubart, Herder, and Heinse.
Now a composer’s task was no longer to portray passions, but
rather ‘to force out his selfhood in music,” as Schubart expressed it
in language as drastic as his meaning. Only one who delves into
himself and creates out of his inner depths is ‘original.” The prin-
ciple of originality demands not mere novelty but also and above all
that a work of art be an ‘actual outpouring of the heart.” The old
‘painting’ of affections has turned into their eruptive testimony.
The ‘fundamental experience’ of the musical storm-and-stress
(Sturm und Drang), according to Hans Heinrich Eggebrecht, is
‘that man can express himself in music.” To echo Schubart again,
what has previously been an ‘aped feeling’ now becomes real.
The esthetics of expression has suffered misunderstanding more
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than its counterpart, formalism. The saying that music is or should
be an ‘outpouring from the heart’ risks abuse as a justification and
alibi of any enthusiastic dilettantism that claims an advantage in its
innocence of compositional technique, instead of feeling it as a
shortcoming. For this reason, a bit of pedantry may be tolerated in
distinguishing various aspects of the principle of expression.

First, a composer’s instruction to play a passage ‘expressively’
(con espressione) should not be confused with a marginal note in
which he says that the music arose under the duress and dictate of
some real feeling. Technical indications for performance can be
distinguished from esthetic confessions.

Secondly, any listener who asks about the biographical reality
which he supposes entered into a piece of music is behaving
extraesthetically, trivially. Musical expression is not to be immedi-
ately related to a composer as a real person. Even the extreme
‘expressionists’ of the eighteenth century, Daniel Schubart and
Carl Philipp Emanuel Bach, when they ‘expressed themselves
through music,” were showing not their empirical person in private
life, but their ‘intelligible I,” the analogue of a poet’s ‘lyrical I.” The
‘sensibility’ (Empfindsamkeit), which formed in the century of
Enlightenment the complement and reverse side of its strict ration-
ality, was never associated with a lack of taste as the modern term
‘sensitivity’ can sometimes imply today.

Thirdly, if debaters had more clearly kept in mind the difference
between composition and performance, their debate over the
esthetic right or wrong of the ‘pathological’ enjoyment of music, as
Eduard Hanslick scornfully called it, might not have been so
violent and confusing. The eighteenth-century esthetics of expres-
sion — for example, the epigram of C. P. E. Bach that a musician
‘could not move others unless he himself was moved’ — can be un-
derstood primarily, no doubt, as a theory of musical performance.
Schubart felt himself a resurrected rhapsode, like a Homeric bard,
fallen into an ‘inky century,” and it is the rhapsode, not the poet,
that Plato refers to in his dialogue fon as having to transport
himself into the affections that he wants to arouse. Bach’s own per-
formance on the clavichord, as his contemporaries testify, made
such a difference in the effectiveness of his sonatas and fantasies
that their notation transmitted mere abstract schemes. But, after
all, the principle of expression, as an esthetic of interpretation, was
acknowledged even by Hanslick, who formulated it as though he
were a resurrected Herder or Heinse:
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A performer is allowed to liberate whatever emotion sways him at the
moment directly through his instrument and to breathe out in his perform-
ance the wild storming, the passionate flaming, the cheerful power and joy
he is feeling within. The very inner impulse that presses my inward trem-
bling through my fingertips directly onto the string or that agitates the
bowstroke or that, in song, actually becomes sound itself, really enables
musicians to indulge the most persorfal outpouring of mood. In this situ-
ation, subjectivity emerges as immediately effective sounding in tones, not
merely mutely forming in them. (The beautiful in music, Vom
Musikalisch-Schénen, 1854)

The musical art of expression, if this means composition, script,
rather than performance, falls into a paradox. Yet this paradox
cannot be disposed of as a flat contradiction, but must be grasped
as a living tension, driving historical development onward. If music
is striving to become like language, eloquent and expressive — and
ever since the late eighteenth century the principle of expression
has been indeed the driving force of music history — then it must do
two things: on the one hand, in order to make itself understood,
music must develop formulae (in opera a whole vocabulary took
shape, which overflowed into instrumental music); on the other
hand, as ‘outpouring of the heart’ and expression of someone’s own
inner being, expressivity demands avoidance of whatever is usual
and taken for granted. Under the dominance of the principle of
originality, traditionalists could be despised as mere imitators and
epigones, though they were irreplaceable for musical culture. The
‘model Capellmeister’ described by Johann Mattheson in 1739 was
still a ‘capable composer’; by the nineteenth century
‘Kapellmeister-music’ became a slur.

Expression, then, is paradoxically yoked to convention, the par-
ticular to the general. If expression, being subjective, is unrepeat-
able, yet at the same time, in order to make itself clear, it yields to a
compulsion of becoming established. In the moment when it is re-
alized in any tangible existence, it sacrifices its essence. But, pre-
cisely in its dialectic, the principle of expression has become
definitive for a historical consciousness and activity in which pro-
gressive and conservative traits mutually condition each other. The
paradox of the art of expression forces both the production of
novelties in steadily accelerating change and the preservation of
works from past phases of the development; the paradox forbids
what happened in earlier centuries — allowing older works to be dis-
carded and forgotten as obsolete. The fact that musical expression,
once achieved, is unrepeatable motivates the tendency to change;
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the fact that expression, in order to be understood at all, must be
repeated, supports the maintenance of the past. Progress and his-
torical memory belong together, as two sides of the same thing.

4

Emancipation of
instrumental music

Since instrumental music is nothing other than a language of tones, or elo-
quence in sound, it must always aim its intention at a certain movement of
the heart. To arouse this, it must take due care about the power of inter-
vals, the deft division of movements, the appropriate continuation, and
other things of the sort.

The concept of a ‘language of tones’ (Tonsprache) has become a
cliché. But it must have seemed rather a striking paradox to
eighteenth-century readers who happened on it in Der vollkom-
mene Capellmeister (The model Capellmeister, 1739, 1782) by
Johann Mattheson, Hamburg’s notable composer, writer on music,
and diplomatist. For even as late as the second third of that Enlight-
ened century of philosophes, the kind of music that was later called
‘absolute’ in order to express a sense that it was music proper.
music fully developed, was still not taken seriously; before the
triumphs of the Mannheim orchestra in Paris, even the best-
educated of those who disdained instrumental music dismissed it as
inanimate noise and empty sounding. Rousseau spoke casually of
rubbish (fatras) and the question ascribed to Fontenelle and re-
peated to excess, ‘Sonata, what do you want of me?’ (‘Sonate, que
me veux tu?’) implied, with an arrogant gesture, that anything not
immediately clear to a man of common sense (honnéte homme)
was not worth understanding. Instrumental music, unless provided
by a program-note with some intelligible meaning, was regarded
not as eloquent but simply as having nothing to say.

Hence Mattheson’s claim that instrumental music was a
language of tones or eloquence in sound was an apology. The
absence of words needed justifying, although a century and a half
had passed since instrumental music was emancipated from vocal
models, and its significance was recognized by Seth Calvisius,
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cantor at St Thomas’s in Leipzig, contemporary with Giovanni
Gabrieli and the English virginalists. Calvisius says in his Melo-
poiia (1592, chap. 13) that music has power, even without a text, to
stir passions, because instrumental music, no less than vocal, is a
movement of tones analogous to emotional excitements, defined
and regulated by numbers and proportions.

Etsi autem Harmonia nuda, ut videre est, in instrumentis Musicis, scienter
et perite ab artificibus tractatis, propter numerorum ac proportionum
rationem, quibus sese humanis mentibus insinuat, plurimam in affectibus
excitandis exercet potentiam. . .

According to Mattheson again, instrumental music differs from
vocal music not in its purpose (‘such a pleasure of the hearing as
arouses passions of the soul’) but only in its means, which are
fewer, so that it is the more difficult art. Or, it may be, the ‘less
ccmplete’ (vollkommen) art: if there is doubt about the possibility
of making tones a language pure and simple, or of realizing the
‘principle of eloquence’ in music without any adulterating admix-
ture of meaningless noise, then it must be conceded that instrumen-
tal music indeed approaches its goal of becoming eloquence in
sound but never quite reaches it. This is the view of Heinrich Chri-
stoph Koch in his Versuch einer Anleitung zur Composition (Essay
of a guide to composition, 1782-93, vol. II, p. 30). Mattheson
claims, with the pardonable naiveté of first effusion, that a com-
poser must

know how to express truly all the heart’s inclinations by means merely of
carefully chosen sounds and their skillful combination without words, so
that a listener can completely grasp and clearly understand the motive,
sense, meaning and force, with all the phrases and sentences pertaining
thereto, as if it were a real speech. Then it is a delight! Much more art and
a stronger power of imagination belong to this achievement without words
than with their help. (p. 208)

It was assumed that a piece of music always exerted the same
effect. If anyone noticed that this assumption did not fit, then the
old doctrine of the four temperaments was invoked to explain ex-
ceptions from the rule: whoever failed to recognize cheerful music
as such must be a melancholic type who assimilated into his own
dismal constitution everything he heard. The doctrines of the affec-
tions and of the temperaments mutually shielded each other
against disproof by experience. .
‘Some passages in music were so clear and insistent to him that
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the tones seemed to him to be words’: thus Wackenroder’s hero, in
The remarkable musical life of the artist in tones, Joseph Berglinger
(1797).* This fictional composer was transported by music into a
‘beautiful poetic frenzy,” into an ecstasy that constituted his real
life. (The ‘joyous and charming symphonies for full orchestra’ that
Berglinger ‘loved most of all’ were presumably works of Haydn.)
But the explanation as ‘eloquence in sound,” which Wackenroder
took over by way of Forkel (1788) from Mattheson, was not the
only way of justifying instrumental music and preserving it from
condemnation as empty noise. The exponents of the esthetics of
imitation in the early and middle eighteenth century, Abbé Dubos
and Charles Batteux, who sought to reduce all the arts to one in-
divisible truth — namely, that art was imitation, mimesis — regarded
vocal music as imitating speech-intonation, and instrumental music
as tone-painting. Even Rousseau in his Dictionary of music (1768,
p- 225), while he ranked instrumental music rather low, allowed
something for ‘the musician’s genius™ ‘It paints all pictures by
means of sounds.” (‘I peint tous les tableaux par des sons.’) As a
sort of painting, instrumental music was legitimized: it imitated
something, even though in a naive and banal form.

Instrumental music that can be understood neither as language
of tones nor as painting, that neither ‘speaks’ nor ‘represents’ any-
thing, was regarded as ‘mere noise’ in Johann Adolf Scheibe’s Cri-
tischer Musikus, 1745. And Johann Joachim Quantz remarks in his
Versuch einer Anweisung, die fliite traversiere zu spielen (Essay of
a guide to playing the transverse flute, 1752): ‘A continual liveliness
or mere difficulty does indeed arouse admiration. but does not
especially stir anyone.” Velocity and virtuosity are empty and
‘mechanical,” not sensitive and ‘poetic,” and therefore they are
worthless according to the conceptions of the Enlightened century,
which was simultaneously a sentimental one. Two years after
Quantz, Johann Adam Hiller speaks, in the first volume of
Marpurg’s Historisch—kritische Beytrige, of ‘marvelous, admir-
able’ qualities in wordless music, so that he appears to anticipate
Wackenroder’s ‘spiritual doctrine of today’s instrumental music,’
but in fact he means the same thing as Quantz: ‘leaps, runs, and
arpeggios,’ the arts of virtuosi like Tartini, which arouse admir-
* Wilhelm Heinrich Wackenroder (1773-98) is the only writer of fiction to be

treated here at length, Chapter 6. The Berglinger story is part of the young Wack-

enroder’s Herzensergiessungen eines kunstliebenden Klosterbruders (Outpourings
of the heart of an art-loving monk, 1797). Oliver Strunk’s translation of the Berg-

linger story, in Source readings in music history (New York, 1950; 1965, vol. V
pp- 10-23), may be familiar to some readers.

,
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ation and amazement but leave the heart empty. The ‘marvelous’ is
the opposite of the ‘natural,’ the simple musical ‘language of
feeling.’ It is the essence of Baroque superabundance, which has
just been left behind as outworn.

But around 1780 ‘marvels’ regained honor in music esthetics.
The theory of instrumental music absorbed something from the
poetics of Klopstock, which has been characterized, not unjustly,
as ‘neo-Baroque,’ that is, as reacting against the rationalistic esthe-
tics of imitation. True poets and composers have a sense for the
sublime and marvelous, beyond mere reason and naturalness,
which risk remaining stuck in parsimonious mediocrity. “The sym-
phony is especially apt for the expression of things grand, solemn,
and lofty,” writes Johann Abraham Peter Schulz in Sulzer’s Alige-
meine Theorie der schonen Kiinste (General theory of the fine
arts). If listeners are dazzled or even confused — a reproach three
decades previously — this now counts toward the glory of a sym-
phony. A symphonic allegro is comparable to a ‘Pindaric ode in
poetry: it exalts and agitates a listener’s soul in the same way and
demands the same intelligence, lofty power of imagination, and
knowledge of art, in order to succeed.” Artificiality is revered as
something sublime. C. P. E. Bach is hailed as ‘another Klopstock’
in the Allgemeine musikalische Zeitung (General musical news,
1801),* but a Klopstock who ‘used tones instead of words.” Bach
‘has demonstrated that pure music is not merely a garment for
applied music, nor abstracted from it, but rather ... capable of
rising to poetry, which is all the purer the less it is dragged down
into the region of vulgar meaning by words (which are always laden
with connotations).’ The very same absolute music that was ‘mech-
anical’ in 1750 now reveals the ‘poetic.” The reversal could not be
more drastic. And enthusiasm is now so vigorous and generous that
it may spill over to lesser composers than Haydn, the inspirer of
Wackenroder. Thus symphonies of Cannabich won praise from
Daniel Schubart in 1791 with words that anticipate E. T. A. Hoff-
mann’s dithyrambs about Beethoven: ‘This is no mere babble of
voices ... it is a musical whole whose parts, like spiritual emana-
tions, again form a whole.” The enthusiasts hear in instrumental
music an ‘esoteric Sanskrit,” an original language of the human
* ‘Bemerkungen iiber die Ausbildung der Tonkunst in Deutschland im 18, Jahr-

hundert’ (‘Remarks on the development of the art of tones in Germany in the 18th

century’), attributed to Triest, ran through eleven issues of the periodical, vol. T11.

The passages cited are in cols. 300-1. A preceding phrase about C. P. E. Bach de-

serves notice: ‘He was agitated by ineffable esthetic ideas, that is, composites of
concept and feeling.’
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race. What had been an ‘admiration’ that left the heart empty has
become a metaphysical amazement at the ‘marvel of the art of
tones.’

“You who scorn the music of tones as such and can find no profit
init, then leave it alone without words; stay away from it.” This sen-
tence from Herder’s Kalligone (1800, vol. II, p. 169) responds, at
the distance of a century, to Fontenelle’s ‘Sonata, what do you
want of me?’ Herder, having been challenged and stimulated to
polemics by Kant's Critique of judgment, believes that anyone
would have to be deaf or dumb to see in independent music,
detached from words and gestures, nothing but empty play. Only in
such music, not in vocal music, does emotion attain ‘self-
perception of itself,” as Hegel expressed it two decades later.
Herder exclaims:

What was the something that separated it from everything else, from
glance, dance, gesture, and even from the accompanying voice? Devotion.
It is devotion that lifts men and assemblies of men above words and
gestures, since their emotions then remain nothing — but tones. (vol. II, p.
171)

What Herder called ‘devotion’ (Andachr), the release of feeling
from the confinements of prosaic everyday reality, Hans Georg
Nageli in his Vorlesungen iiber Musik (Lectures on music, 1826)
calls ‘mood.” To transport or uplift into a mood that extends
beyond the mundane is the essence of instrumental music. It is at
the opposite pole from painting tone-pictures or delineating
characters and thus from the methods of composition that provided
the only justification for despised wordless music discernible to the
esthetics of the early and middle eighteenth century. ‘The word
“character” has been overused in relation to the art of tones — here
this always means instrumental music — and invariably this use is an
abuse.” (Négeli, p. 32) Music neither represents nor imitates. It is
‘a being at play, nothing more. It has no content, as used to be sup-
posed and despite what anyone might wish to read into it.” But
Nageli’s idea of ‘play of forms,” though lacking content and con-
ceptions, is not abstract but constitutes a mechanism for evoking in-
definite and ineffable feelings. The soul ‘hovers, carried along by
this play of forms, in the whole immeasurable realm of emations,
now ebbing, now flowing, up and down, plunging with the gently
echoing breath of tones to the utmost depths of the heart and then
soaring again with the rising impetus of tones to supreme feelings
of bliss.” (p. 33) Nageli's theory of the ‘play of forms’ has been
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interpreted as anticipating Hanslick’s thesis that ‘forms moved by
sounding’ are the ‘content of music,” but Nigeli’s theory is more
reminiscent of Herder’s or Wackenroder’s dithyrambs than of the
more sober esthetics devoted to what is ‘specifically musical,’ the
esthetics labeled in textbooks ‘formalism.’

When Niigeli suggests that wordless music is real music, his sug-
gestion appears in a parenthesis that masks a striking idea as self-
evident: ‘. .. in relation to the art of tones — here this always means
instrumental music — ...” Négeli’s assumption was by no means
self-evident in the 1820s. More commonly, in order to avoid having
to relinquish familiar esthetics, listeners searched in Beethoven’s
symphonies for esoteric programs, rather than grasping them as
evidence of a transition to the hegemony of instrumental music.
(The Pastoral Symphony marks an end rather than a beginning; it
has little or nothing in common with nineteenth-century symphonic
poems.) If music emancipated from a text was praised as ‘indepen-
dent, granting itself its own existence and shape,’ in the System der
Asthetik by Hegel’s disciple Christian Hermann Weisse (1830, vol.
11, p. 54), Weisse was expressing an insight that contradicted accep-
ted opinion, though indeed he was grasping the spirit of his time in
concepts, as Hegel proposed. And even Hanslick felt compelled,
when he maintained the primacy of imstrumental music, to
expound his thesis a’s a polemic.

Nineteenth-century philosophers, laymen in music, approached
a professional with mixed feelings of respect for his hard-won
knowledge and suspicion that musicians were somewhat limited in
culture; the philosophers were often inclined to uphold the prestige
of vocal music against the tendencies of contemporary composers.
Philosophers distrusted instrumental music, esoteric as well as
popular. The exclusive esoteric kind, they thought, ‘contributed
nothing to the artistic interests of mankind in general,” which Hegel
had proposed as matter for formulation by philosophy. The
popular kind, in turn, invited a straying into moods and fantasies
beyond all boundaries and all good sense. Daydreams aroused the
suspicions of an esthetic censor just as they did those of a moralist.
And in order to restrain daydreaming, such people praised vocal
music with its firm boundaries. ‘For a text provides from the start
definite conceptions and thereby rescues consciousness from that
dreamier element of feeling without concepts in which we may
allow ourselves to be led hither and thither without interruption
and may preserve our freedom to feel out anything we choose ina
piece of music and to feel moved by it in any way we choose.’
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(Hegel’s Aesthetics, ed. Bassenge, vol. II, p. 306). According to
Hegel the soul strives naturally and instinctively away from vague
and confused things toward limited and clear things. ‘From their
natural element of indefinite inwardness in some important matter
and of subjective immersion in it, our feelings proceed toward con-
crete observation and more generalized representation of this
content.” (vol. II, pp. 269-70)

In Hegel’s system, the opinion that instrumental music was
incomplete, in need of completion by words, was perhaps a partial
aspect of his dialectic, according to which music as art loses what it
gains as music while losing as music what it gains as art. But Hegel’s
opinion congeals to dogma, self-sufficient and proclaimed as such,
in the work of Friedrich Theodor Vischer, who was the most im-
portant esthetician among Hegelians. ‘Mere instrumental music,
on the contrary, presents feeling in its purity, i.e., in its uncon-
sciousness; for this very reason it shares the deep deficiency of
feeling ... All the depths of feeling would never unfold without
accompanying consciousness. Only when directed toward definite
objects does the whole wealth of the realm of feeling blossom.’
(Asthetik oder Wissenschaft des Schonen, 2nd edn, 1923, vol. V,
pp. 66-7)

Lack of definiteness looms as a ‘defect’ of instrumental music in
the view of Gervinus, who could support his opinions with the ex-
perience of Wagnerian music-drama. (Hdindel und Shakespeare:
Zur Asthetik der Tonkunst, 1868). Gervinus, appealing to
eighteenth-century theories of imitation, doubts whether instru-
mental music has any right to exist. It is ‘nothing but imitation of
vocal music’ (p. 146). It is an abstraction ‘capable of presenting no
tull substance, no plastic life, but only a schema or scheming’ (p.
150). And since it is such a pale empty copy of real music — vocal
music ~ it falls on the horns of a dilemma as soon as it claims the
character of art. ‘Instrumental art at the summit of its development
was itself aware that its peculiarity — of lacking content because it
did not imitate or refer to any object — was a defect. But its exer-
tions to make up for this lack almost tempt one to call them a tragi-
comic part of music history’ (pp. 159-60). The experiment of
program music amounted to no more than ‘trying a language that
cannot say what it is supposed to say’ (p. 164). But on the other
hand any instrumental music resigned to being meaningless play
hardly deserved the name of art in the emphatic sense. Moreover,
to discredit wordless music, Gervinus does not hesitate to type-cast
dilettantes as philosophers and professional musicians as techni-
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cians. He poses a deceptive antithesis between ‘giving form’ and
the ‘intellectual substance’ absent from pure instrumental music,
between ‘laborious craft’ and ‘esthetic perceptiveness,” between
‘technical organization’ and ‘artistic structure’ (p. 152), and
between ‘marvelous achievements of technique’ and ‘miraculous
works of art’ (p. 158). Though Gervinus is a respectable historian,
his esthetics degenerates into an apology for dilettantism, the kind
of dilettantism that feels all the more securely in possession of the
spirit of art the more arrogantly it displays its scorn for technique
and lowly craftsmanship.

Thus it becomes easy to understand Arnold Schoenberg’s im-
patience in his Theory of harmony (1911), where he speaks of a
‘bad esthetics’ that he has tried to replace with a ‘good theory of
craftsmanship.’

S

Judgments of art
and of taste

1.

In all fine art the essence consists in form, which lends itself to observation
and judgment, wherein our pleasure is simultaneously culture, attuning
the mind to ideas... After poetry, insofar as the stimulation and move-
ment of the heart is our concern, I should place . .. the art of tones. For
although this art perhaps speaks through sheer feelings without concepts,
leaving no residue for reflection as poetry does, still it moves the heart
more variously and even, though only in passing, more intensely. But of
course it is more enjoyment than culture.. ..

Kant’s suspicious attitude in his Critique of judgment (secs. 52 and
53) toward music’s claim to rank among the fine arts is aimed pri-
marily at instrumental music. For Kant as for Rousseau, on whose
music esthetics Kant bases his own, instrumental music is liable to
the suspicion of being empty sound, devoid of substance. Yet, on
the other hand, with his constant care for clear distinctions, Kant
sees in wordless instrumental music the real, unalloyed, self-
sufficient music. Thus he finds that music is inferior precisely when
it is most itself: an agreeable entertainment that does not ‘attune

31
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the mind to ideas.” And, correspondingly, as soon as music joins
with a text it loses its own distinctive character but ascends from
pleasure to culture. It is ‘fine art (not merely agreeable) only
because it serves as a vehicle for poetry.’ (Anthropology in pragma-
tic perspective, Anthropologie in pragmatischer Hinsicht, 1800, sec.
68). To distinguish what is ‘fine’ or ‘beautiful’ from what is merely
‘agreeable’ or ‘pleasing’ is one of the urgent motives of the Critique
of judgment. Having granted to music some ‘charm’ or ‘stimulus’
and ‘moving of the heart,” Kant sets these in opposition to ‘fine-
ness’ or ‘beauty.’ His apposition is so dogmatic that it becomes
intelligible only when we notice in his expositions, despite their os-
tensibly unhistorical nature and their detachment from immediate
experience, traces of a polemical argument by which a new style is
attempting to equip itself with theoretical foundations. By rigor-
ously separating beauty from agreeableness, Kant justifies classi-
cism, as Rosario Assunto has noticed, in opposition to the rococo
and the sentimental, whose characteristic categories were ‘charm’
and the capacity to ‘stir.” Kant’s abstract deductions are ‘ideologi-
cal,” though not by his conscious intention. His normative prop-
ositions, meant to hold universally and unconditionally, are in fact
historically motivated.

The view that instrumental music is a ‘merely agreeable art,’
‘more pleasure than culture,” implies that it lacks form, ‘the
essence in all fine art,” or that such forms as it has are weak and un-
satisfactory. This is a thesis irreconcilable with the opinion com-
monly accepted among academics that Kant founded ‘formalism’
in music esthetics. Indeed, Kant’s conception of form is so different
from Eduard Hanslick’s that referring to both in the same breath is
misleading, just as, in general, it is a simplistic, unphilosophical
recourse to pigeonhole music-esthetical systems, essays, and apho-
risms according to ‘trends.’ In Kant’s view music is a ‘play of feel-
ings’ (sec. 51) and in his concept of ‘feelings’ (Empfindungen) there
is a fusion of sensuous qualities and emotions, of things that
‘charm’ and things that ‘stir.” Yet Kant also defines beauty in music
as ‘form in the play of many feelings’ and the form he took for
granted was the ‘mathematical form’ of tone-relations. ‘Upon this
mathematical form alone — mathematical though not represented
by definite concepts — depends the satisfaction that connects mere
reflecting on such a crowd of feelings, simultaneous or consecutive,
with their play, as a universally valid condition of its beauty’ (sec.
53). But the ‘mathematical form’ that could serve as a basis of
music’s claim to belong among the fine arts, not mercly the agree-
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able ones, is a transitory aspect, according to Kant, which vanishes
in the emotional effect. ‘Surely mathematics has no part whatso-
ever in the charm and the agitation of the heart produced by music,
but it is rather only an indispensable condition’ (sec. 53). Musical
beauty — form — is and remains concealed, while the manifest music
proffers mere pleasure unless it is subordinated to poetry. Kant’s
music esthetics may be called dialectical. His thought is remini-
scent of Francis Hutcheson’s, in An inquiry into the origin of our
ideas of beauty and virtue (1726). Both Kant and Hutcheson define
musical beauty formally, as a harmony of representations of tones;
both sharply divide the emotional effect of music from esthetic
judgment, although they do not deny the emotion but even empha-
size it.* There is a gulf between art’s characteristic dependence on
form and the affective power of music — a power felt more intensely
in the eighteenth century than later, for that age was every bit as
sentimental as it was rational.

It must be admitted that Kant’s conception of music’s mathemat-
ical aspect as its sole form, submerged in its emotional effect, con-
stitutes a drastic limitation. This limitation can be shown in the
light of some assumptions which need not be brought to bear on
Kant’s system from the outside as they are implied in the system
itself. Specifically, Kant’s music esthetics is open to an immanent
criticism deriving from his conception of time. In the Critique of
pure reason, in the chapter on the transcendental esthetic, time has
been defined as a pure form of observation, a general condition for
representing objects. And it would not have been impossible — or
rather, it was an obvious thing to do — to develop from this concep-
tion of time an esthetics of music that would do justice to Kant’s
purpose of clearly distinguishing beauty from mere agreeableness.
The question of whether an individual feels sound impressions —
isolated, unrelated timbres or chords — as agreeable or disagree-
able depends on the individual, so it would be nonsense to wish to
insist that someone else share one’s pleasure in the charm of any
particular acoustical event, if the same configuration gives the
other individual pain. But altogether different is the temporal pro-
portioning of simple and complex sensations of tone: this is an
object of universally valid judgment unsupported by concepts; thus
it fulfills the conditions that Kant requires for esthetic judgments
about beauty and ugliness. While the ‘mathematical form’ of inter-
vals may be only latent, that of rhythms is manifest. Kant’s music

* Hutcheson speaks of the ‘Charm’ of ‘raising agreeable Passions’ (pp. 84-5) in con-
trast to the *Harmony of Notes’ perceived by a ‘good ear’ (pp. 27-8).
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esthetics suffers from too narrow an idea of the function of time in
music. He has conceived this art as merely ‘transitory,” always
passing away, instead of recognizing that events in time can also be
fixed in forms (Gestalten).

2.
But if an object is presented as a product of art, to be declared beautiful as
such, then ... a basic prerequisite is a conception of what this thing is

supposed to be. Now, the perfection of a thing lies in the coordination of
its many components with its inner destination to a purpose; hence, the
degree of a thing’s perfection will have to come into consideration at once
in judging artistic beauty, whereas in judging natural beauty, as such,
there is no question of purpose ... and teleological judgment serves as
basis and condition for esthetic judgment.

Kant’s argument here (sec. 48) that judging art presupposes a con-
ception ‘of what the thing is supposed to be’ appears blatantly to
contradict his demonstration (especially in sec. 15, see below) that
judgment of taste involves no concepts. One passage revokes what
the other maintains, insofar as judgments of art and taste are taken
as equivalent.

Section 15, one of the crucial pieces of argument in the Critique
of judgment, is directed against Alexander Baumgarten, author of
Aesthetica, 1750. Baumgarten had defined beauty as perfectio cog-
nitionis sensitivae, perfection for sensuous perception. Kant’s
polemic restricts itself to the bounds of an immanent critique. Kant
shares Baumgarten’s assumption that beauty is judged not accord-
ing to concepts but rather exclusively on the basis of perceiving,
that is, ‘esthetically,’ in the original sense of the word. Hence, Kant
refutes Baumgarten’s definition by arguing that anything perfect
will necessarily be related to a purpose; measuring its adequacy to
the purpose shows its perfection, in other words, the thing is
related to a conception of ‘what the thing is supposed to be.’ There-
fore, argues Kant, a definition of beauty as perfectio cognitionis
sensitivae contradicts itself. To claim that something perfectly ful-
fills a purpose while its function is unknown would be a paradox.
‘In order to imagine in a thing any objective adequacy to its
purpose, a prerequisite will be to conceive what sort of thing this
thing is supposed to be; and the coordination of the thing’s many
components with this concept . .. is the qualitative perfection of
the thing’ (sec. 15).

The apparent contradiction between sections 15 and 48 can be re-
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solved only by sharply distinguishing judgments of art from judg-
ments of taste: a judgment of art concerns the formal and technical
perfection or imperfection of a structure, while a judgment of taste
proclaims an object beautiful or ugly. To judge that a succession of
tones is ‘perfect’ as theme for a fugue or sonata implies not at all
that this succession belongs to those melodies that evoke the
epithet ‘beautiful’ or some substitute such as ‘the heart’s ah! and
oh!” Correspondingly, a melody may be felt and judged as beautiful
with no need for the listener, who enjoys it and expresses pleasure
in it, to entertain any concept of a formal function to be fulfilled by
the melody, of its adequacy as a theme. A ‘good’ theme need not be
a ‘beautiful’ melody, and vice versa.

Works of ‘fine art,” ‘beautiful art’ — that is, works of an art that is
fine and beautiful, and works of a sort of beauty that is art — such
works are liable to double jeopardy in Kant’s system: to the judg-
ment of taste and the judgment of art. ‘Teleological judgment [as
to perfection] serves esthetic judgment [as to beauty] as its foun-
dation and condition’ (sec. 48). Yet only as a prerequisite destined
to vanish in its goal and result, like a necessary evil, is this judg-
ment of art accepted. It is a ‘suspended aspect,’ as Hegel would say.
And as Kant himself puts it: “The purposiveness in a product of fine
art, therefore, although of course it is intentional, still must not
seem intentional. In other words, fine art must look like nature,
although we recognize it as art’ (sec. 45). A composer’s technique,
the trace of his laboring on the work, is to be hidden, so that art
appears to have evolved and not to have been constructed. This
opinion was appropriated by Wagner, whose efforts to hide his
musical technique grew at the same rate as his confidence in it. The
conception of ‘what a thing is supposed to be,’ of the function it ful-
fills, ought to dissolve into pure contemplation. What is intentional
should have the effect of something involuntary. Beauty depends
on an appearance of naturalness.

To conceive Kant’s esthetics primarily as theory of art would be a
misunderstanding. Beauty of nature, not beauty of art, is the
phenomenon that motivates the Critique of judgment; when cate-
gories developed to deal with natural beauty are transferred to
works of art, the enterprise cannot succeed without some difficult-
ies. Listening to a fugue ‘without concepts’ suffers from defi-
ciencies that are not altogether balanced out by a judgment of taste
that the piece of music is beautiful. And the argument that we
ought to view a work as nature although we know it to be art - this
is a paradox which rather expresses the embarrassment into which
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Kant has stumbled instead of resolving it. Yet Kant’s very incli-
nation to seek beauty primarily in nature and not in art, following
the respected example of Roussecau, was what prevented his sub-
jecting art completely to verdicts of taste and thus of dilettantes,
including even the most informed and cultivated. Kant stayed clear
of the tendency to dissolve art theory into a philosophy of beauty.
This tendency gradually came to the fore in the late eighteenth
century and dominated the nineteenth, but it never distracted Kant
from rigorously distinguishing his concepts. His esthetics preserves
traces of Aristotle’s sober idea that art is “doing’ (facere), making
works and producing them (sec. 43). No matter that Kant was a
captive of esthetic prejudices of the Enlightened century, nor that
he argued, from philanthropic motives, against the esoteric art of
mannerism and scornfully dismissed works as merely ‘mechanical’
if they eluded his conception of beauty, stamped in a classical
mold; no matter that if Bach’s fugues had been accessible to him
Kant would doubtless have applied to them the same dismissive
judgment; his decisive testimony is that art need not be beautiful in
order to be art. Anyone who blurs or blots out the distinction
between judgments of taste and judgments of art appeals to Kant in
vain.

3.

Since, therefore, what is beautiful must be judged not by concepts but
rather by the appropriate attuning of imagination to agree with the general
capacity of making concepts — since this is the case, what is to serve as sub-
jective standard for that adequacy to purpose, esthetic but unconditioned,
which is sought in a fine art that would justly claim to being bound to
please everyone? The standard can be no rule nor prescription but rather
only something natural in the subject, something uncontainable in rules or
concepts, that is, a supersensuous substratum, of all the subject’s capa-
cities (attainable by no concept of understanding) . . .

In one labyrinthine sentence (sec. 57, remark I, uniting both sen-
tences of the translation) Kant thus summarizes his critique of
taste. The purpose of this critique is to avoid the troubling alterna-
tive between a dogmatism that lays down norms for beauty and a
relativism that takes comfort in the slogan about no disputing over
taste. (The word ‘disputing,” insofar as it is meant to be accepted as
a translation of disputare, is liable to a misunderstanding, which
distorts a reasonable proposition into a simplistic one. For the
scholastic idea of disputation, to which Kant still adheres, means a
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confrontation of arguments confined within the same presupposi-
tions and using the same fundamental concepts, so that in principle
a valid conclusion is possible through debate. The proposition De
gustibus non est disputandum signifies not that wrangling is imposs-
ible but rather that the wrangle cannot be decided by firm and
rational criteria.)

The ‘appropriate attuning of imagination to agree with the
general capacity of making concepts’ is nothing other than the ‘pur-
posiveness without purpose,’” often mentioned but seldom pro-
vided with adequate commentary. Here Kant saw one of the
conditions that must be fulfilled by a judgment of taste that would
be ‘subjectively universal,” valid for all subjects. If the formula is
not to remain empty, Kant’s argument must be followed sympathe-
tically. This argument is as cogent as it is simple. Insofar as there
exists universally valid knowledge founded on concepts, any pre-
suppositions indispensable for this knowledge must be universally
valid too. But among these presuppositions belongs an ‘appro-
priate, purposive attunement’ of the senses and power of the im-
agination. A succession of tones is definable as a figure adequate to
the concept of a fugal theme only if previously it has been perceived
by the ‘lower cognitive capacity’ as a firmly contoured plastic
melodic form (Gestalt) and not as a chaotic agglomeration of tones.
The ‘purposive attunement,” however, can be detached from its
purpose, namely, knowledge through concepts. Then it is ‘lacking
in concepts’ and yet it remains ‘universally valid.” Thus it is the
desired way out between the Scylla of dogmatism, judging by refer-
ence to petrified concepts, and the Charybdis of relativism, sacrific-
ing the universal validity of judgments of taste. A beautiful thing,
according to Kant, displays itself to the sort of perception in which
senses and imagination function purposively (for the purpose of.
knowledge) but without fulfilling the purpose (formation of a
concept).

If knowledge of objects is communicable, then the mental state must be
universally communicable too, that is, the attunement of the cognitive
powers to knowing in general, and moreover the proportion of those
powers that qualifies a representation (whereby an object is presented to
us) to constitute knowledge, because without this attunement and this pro-
portion as subjective condition of the act of knowing, no knowledge could
arise effectively. (sec. 21)

Kant’s ‘something natural in the subject but uncontainable in rules
or concepts’ is defined on the other hand, in what seems a paradox,
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as ‘supersensuous substrate,” as a substantial basis of the
subject’s ‘capacities,” thus of senses, power of imagination, and
reason. Here Kant refers to genius. He means, moreover, follow-
ing Diderot’s distinction, the genius that someone ‘has,” not the
genius that anyone ‘is.” Kant proclaims that genius is not subject to
any ‘rule or prescription.’ It is ‘purely nature’ and, instead of adapt-
ing itself to any standard, it becomes the ‘subjective standard’ for
art, insofar as the art is fine art. ‘Genius is the talent — the innate
gift — that provides rules for art’ (sec. 46). Moreover, the rules now
provided are rules of beauty, not those of craftsmanship, of making
and producing. Even genius owes the ‘mechanical’ part of art to
‘schooling,” which Kant was far from belittling (sec. 47). To blur his
concept of genius with that of the Sturm und Drang would be a
crude misunderstanding.

The idea that there must exist a rule of beauty proceeding from a
subject seems at first outlandish. But this idea loses its appearance
of being unnecessary or even self-contradictory if we recognize and
agree that the collaboration of the cognitive capacities, in which
beauty is constituted, needs a ‘proportioning,” an ‘attuning’ that
amounts to the condition of genius, and that such an attuning is
transmitted from the genius to listeners or viewers. The rule given
to art by genius is nothing other than the principle of regulating the
cognitive capacities — the capacities of knowing.

This attuning is either work or play. Knowledge of objects grows
from work directed toward a goal, namely, the definition of objects
by means of concepts. The impression of beauty grows from mere
play, a to-and-fro among the capacities. The attuning may be unde-
niable as fact; it is indeed the center around which Kant’s thinking
circles in the Critique of judgment; but the attuning remains no less
impenetrable to objective knowing. The ‘substrate’ in which
senses, imagination, and reason are all rooted is ‘supersensuous,’
eluding the insight of our understanding, and yet we must assume
that such a substance exists because otherwise the very possibility
of knowing objects would be inconceivable. The attuning is given
by the grace of nature, the nature that is at work in genius and pro-
duces, through genius, works of art whose contemplation ‘propor-
tions’ and balances our capacities. Art is, for Kant, though in a
sense different from Schelling’s, an organon of philosophy, a
means of advancing as we grope in the darkness where senses, im-
agination, and understanding coalesce into knowledge.
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Genius, enthusiasm, technique

’

Oh! Did it have to be just his lofty fantasy that destroyed him? — Shall I say
that he was born perhaps to enjoy art more than to practice it? — Are those
in whom art works quietly, secretly, like a a veiled genius, without disturb-
ing them in their earthly activity, perhaps more fortunately constituted?
And yet, does immortal inspiration perhaps demand that anyone who
wants to be a true artist must weave his lofty fantasies like a stout strand,
bravely and firmly, into this earthly life? — Oh yes, isn’t this incomprehen-
sible creative power something altogether different from the power of
fantasy? Was it something, as I now imagine, still more marvelous, more
divine?

This concludes the report on The remarkable musical life of the
artist in tones Joseph Berglinger, whose author, Wilhelm Heinrich
Wackenroder, dons the mask of an ‘art-loving monk.” The monk’s
reflection grows out of his retrospective survey of an unhappy life.
Berglinger became the sacrificial victim of an enthusiasm that con-
sumed itself.

The furor poeticus, the ‘fine poetic frenzy,” as Wackenroder
called it, had been treated with sober irony in Plato’s Ion, source of
all later panegyrics. Socrates demonstrates to Ion, the rhapsode for
whom the dialogue is named, that his activity cannot rival an art
based on practical knowledge like a physician’s or an architect’s,
but rather is a form of expression to which he is driven by an exter-
nal power, beyond his consciousness of self. In the state of enthusi-
asm he is beside himself, a medium and a blind instrument of the
god that speaks through him.

Renaissance humanists, such as the music theorists Giovanni
Spataro and Pietro Aron, missed Plato’s irony, either intentionally
or not. They themselves, inspired by philology, felt they were poets
or composers. And the ‘blessed madness’ was celebrated with all
the more abandon when the power invoked by poets was a dead
god, no longer an object of belief but withered into an allegory,
while the ‘madness’ that this god ordained was more a figure of
speech than any psychic reality.

For that very reason, however, the generation of the late eight-
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eenth century, revering Klopstock as prototypical original genius,
and having experienced enthusiasm itself, even though this was
diluted with sentimentality, inclines to skepticism. Karl Philipp
Moritz, Jean Paul Richter, and even Wackenroder are convinced
that the idea that flashes upon the poet in his ecstasy must be seized
and carried over into a state of sobriety if it is to assume firm and
lIasting form. A genius content to be ‘intoxicated by spiritual
nectar’ and to go on indefinitely ‘dabbling around in the twilit
meanders of poetic feelings’ will remain sterile, a dilettante and a
gusher (Schwdrmer).

Wackenroder’s Joseph Berglinger cuts himself off from the
world and yet suffers from being alone. He feels oppressed and
rejected equally by the rationalizing of the ‘know-it-alls’ who can
take possession of a thing only by talking about it, and by the pro-
vincial impoverishment of the world he has grown up in. He has
outgrown his father’s pietism but equally he is appalled by the
rationalism of the circle that he supposed was the wide world until
he became acquainted with it. The ‘cultivated people of good taste’
in the petty capital are foreign to him, who, having read Rousseau,
would like ‘to flee into the mountains, to the simple Swiss herds-
man.” And just as foreign are the humble souls trapped in everyday
reality, ‘who find in the traditional expressions of a good heart such
an inexhaustible abyss of splendor that their heaven on earth is
replete.” Through music Berglinger discovers himself; from music
his own inner being seems to sound out to him; music serves him as
a means of fleeing people and again he trusts music to guide him
back to people. As a composer, Berglinger seeks a ‘fellowman’ on
whom ‘heaven has bestowed such sympathy for my soul that he
discerns, from my melodies, just what I felt in writing them down
and what I wanted so dearly to put into them.’ But he sees through
himself: ‘A fine idea, with which one can deceive oneself quite
agreeably for a while.’

It is embitterment against the world, but also bitterness of self-
knowledge that Berglinger confesses when he ‘pours out his heart’
to the monk. Self-pity, a feeling of never being understood because
the public is obtuse and unsympathetic, turns into doubt about his
own work, into ‘downheartedness and uneasy awareness that with
all his deep emotion and sincere artistic sense he was useless to the
world and far less effective than any craftsman.’ If ‘deep emotion’
is ‘put into’ a work that keeps it locked up and unrecognized, this
emotion is more likely to produce a dilettante than an artist. ‘Shall I
say,’ asks the monk, that Berglinger ‘was born perhaps to enjoy art
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more than to practice it?” There can be no reconciliation between a
mechanic who knows his craft but lacks all feeling and a dilettante
who loathes the cold, hard world; both are equally justified in their
scorn for each other. Complete competence serves, according to
Jean-Philippe Rameau in the foreword of his Treatise on harmony,
1722, to ‘put to work’ genius and taste; these without competence
would be useless gifts, but with it they can attain esthetic reality in a
work: ‘Dailleurs cette parfaite connoissance sert a faire mettre en
ocuvre le genie & le goit, qui sans elle deviendroient souvent des
talens inutils’ (Rameau’s spelling).

Berglinger has some command of a composer’s technique. He is
an artist, but one who feels like a dilettante. And he is wrecked by
this split. He knows — he expresses it unmistakably in the ‘Fantasies
on the art of music’ that Wackenroder ascribes to him as sketches
from the time of his apprenticeship — that what counts is not stray-
ing fantasy and violent agitation of the heart, but technique, the
‘machine work,’ as he calls it with some exaggeration. The system
of tones in itself, without emotion ‘put in,’ is eloquent and express-
ive; indeed, according to a theory formulated by Johann Nikolaus
Forkel in 1788, the system of tones, as emblem and image of the
human soul, was becoming constantly richer and more differentia-
ted, as was the soul itself. A mechanically practiced craft breaks
out, so to speak, as ‘language of feeling.” The essay by
Wackenroder—Berglinger on ‘The distinctive inner essence of the
art of tones, and the spiritual doctrine of today’s instrumental
music’ attempts to explain a resulting surprise:

This is the reason why many pieces, whose tones have been put together
by their masters like numbers in a ledger or tesserae for a mosaic, merely
according to rule, yet meaningfully and in a lucky moment — when
rehearsed by instruments these pieces speak out in splendid poetry, full of
feeling, although the master in his expert work may have given little
thought to the possibility that the genius bewitched in the kingdom of
tones would, for initiated ears, so splendidly beat his wings.

The work produced by composer’s skill and luck of the moment
then appears to a sensitive listener as emotional expression, as a
‘concentration of feelings that would lose their way, in real life.”
Berglinger finds something demonic about mere machinery’s
sometimes sufficing to touch the heart. He seems to be anticipating
the Tales of Hoffmann. He sees through music composed ‘like
numbers in a ledger’ and calls it ‘machine work,’ yet he succumbs to
its effect. The ‘fine frenzy’ into which he is spun as a listener is



42 Esthetics of Music

‘poetic,” not the work itself. And so music seems to him a ‘foreign
power’ of ‘flagrant innocence’ and ‘frightful, oracularly ambiguous
obscurity.’ The radiance that surrounded music in the young Berg-
linger’s fantasies is transformed into livid twilight.

The enthusiasm, the ‘poet’s madness’ that seizes Berglinger
when he composes his last work, is likewise — in a Christian age —
more demonic than divine. Berglinger writes his opus ultimum, a
Passion oratorio, ‘in a marvelous inspiration, but always among
violent agitations of the heart.’ Inspiration is ecstasy, being-beside-
oneself, but agitations of the heart pierce one’s inner being. Strik-
ingly enough, Wackenroder opposes these two factors as though
they contradicted each other and as if the tension between enthusi-
asm and emotion, between subjection to a ‘foreign power’ and the
self-centeredness of a sensitive person who ‘values his inner being
above all,” were what is driving Berglinger to destruction.

7

Affection and idea

Music, unlike all other arts, does not represent ideas or phases in the will’s
objectification, but rather represents the will itself with nothing interven-
ing. This is the basic reason, moreover, why music acts directly on the will,
that is, on a listener’s emotions, passions, and affections, quickly elevating
or even transforming them. .. Let us now glance at purely instrumental
music. For instance, a Beethoven symphony displays the utmost con-
fusion, based nevertheless on the most perfect order; it displays the most
violent struggle, which transforms itself in the next moment to the most
beautiful concord... But from this symphony all human passions and
affections speak at once: joy, sorrow, love, hate, fear, hope, etc., in count-
less nuances, yet all as if in the abstract without any particularizing;: it is
their pure form without matter, like a world of spirits without material.

Schopenhauer’s metaphysics of music, though lucidly formulated
in The world as will and representation (vol. I1, chap. 39), encoun-
ters unexpected resistance from an understanding that concerns
itself with the truth-content of what is said. Schopenhauer’s prop-
osition that music represents emotions ‘in the abstract’ and yet ‘in
countless nuances’ seems uncoordinated. A nuanced joy or sorrow
is one individually stamped and delineated, thus precisely not that
joy or sorrow as such, which according to Schopenhauer forms the
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subject of music. But ‘abstraction’ must be understood in context:
it does not mean the procedure of organizing a series of phenom-
ena by suppressing deviant traits and fixing common traits into a
comprehensive concept, but rather a disregard of the reality and
materiality of emotions with no loss of their individual definiteness.
Affections and passions depicted in music, accordingly, are
abstract-individual, ‘a world of spirits without material,” but with
firmly outlined forms. ‘But [music’s] generality is by no means that
empty generality of abstraction, but quite a different sort, and it is
bound up with continual clear definiteness.” (vol. I, sec. 52)

Schopenhauer’s doctrine that music is ‘by no means, like the
other arts, an image of ideas, but rather an image of the will itself’
(vol. I, sec. 52) has sometimes been naively supposed to exalt
music into the infinite. To be sure, this dogma does ascribe to music
a metaphysical dignity, but this dignity has a thoroughly equivocal
character: proximity to the real essence behind phenomena, to the
ens realissimum, means entanglement rather than uplift. For
although Schopenhauer often appeals to Plato, he departs radically
from the tradition of metaphysics by painting the thing-in-itself in
dark colors instead of bright. The essence of things, as it comes into
the view of detached philosophical observation, is not the idea of
goodness, of right order, that holds Plato’s thinking in orbit, but
rather a blind tangled will and urge, exhausting itself in alternation
between the unrest and pain of want and the boredom of achieved
peace. The supreme degree of reality, according to Schopenhauer,
in blatant contradiction to Plato, is the lowest degree of perfection.
And the basest senses are those which most clearly manifest the
will, the thing-in-itself.

Tones can directly arouse pain and they can also give pleasure directly by
way of the senses, without reference to harmony or melody. The sense of
touch is still more subject to this direct influence on the will, since touch is
one with the whole body’s feeling; yet there is still a kind of touch without
either pain or pleasure. But smells are always agreeable or disagreeable;
tastes even more so. The last two senses therefore are the most deeply
implicated with the will; hence they are always the most ignoble. (vol. I,
sec. 38)

The fact that music ‘acts directly on the will, that is, a listener’s
emotions, passions, and affections’ is more a disgrace than an
excellence. Without Schopenhauer’s having made this explicit, it is
only consistent with his metaphysics.

A listener, to avoid the baser effects of music, must disconnect it
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from himself and regard it at a distance, instead of personally
undergoing the emotions transmitted by it. The affections repre-
sented in music, as images of the will, are to be considered anal-
ogous to the (Platonic) Ideas, or, in terms of scholastic philosophy,
the universals prior to the thing (universalia ante rem). ‘Concepts
are the universalia post rem, but music presents the universalia ante
rem, and reality the universalia in re’ (vol. 1, sec. 52). Ideas are sep-
arated from concepts by a chasm. Concepts are mere instruments
in a world of purposes, a world subject to the tyranny of blind
tangled will; Ideas, on the contrary, come into the view of a ‘disin-
terested’ contemplation, which submerges itself in a thing for its
own sake, instead of pursuing a goal. ‘Only in the state of pure
knowing, where a man’s will and its purposes together with his indi-
viduality are entirely removed from him, can there arise that pure
objective intuitive perception in which the (Platonic) Ideas of
things are apprehended’ (Parerga and paralipomena, vol. 11, sec.
206). 1deas — universalia ante rem — are, on the lowest level,
impressions like those of weight or rigidity.

Every quality of matter is always appearance of an idea, and as such
capable also of esthetic contemplation, that is, knowledge of the idea
represented in the matter. This, now, is valid even for the most general
qualities of matter, without which it does not exist; the ideas of such quali-
ties are the weakest objects of will. Such are weight, cohesion, rigidity, flu-
idity, reaction to light, etc. (The world as will and representation, vol. I,
sec. 43)

Weight and rigidity, concepts in everyday usage, are ideas in esthe-
tic contemplation. The distinction between concepts and ideas is
correlated with the difference between a perception directed to
purposes and a perception that forgets self in contemplation. Yet
Schopenhauer’s thought is not to be grasped directly and easily.
One might ask what distinguishes the esthetic impression of weight
or the weighty impression transmitted by a thing from the weight
measured or valued in everyday commerce with things.

The esthetic impression of weight — in which Schopenhauer says
that the ‘Platonic Idea’ is shown, and which guarantees its reality —
refers to an object from which the impression arises: something
impresses. But at the same time weight itself is contained in the im.-
pression, so that it is possible to speak meaningfully of a ‘weighty
impression’ instead of an ‘impression of weight.” The quality that
Schopenhauer calls Idea adheres to the thing as well as the impression.
(Josef Konig, Sein und Denken, Being and thinking, 1937, sec. 4.)
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The duality becomes more comprehensible if the weight regard-
ed as idea is relieved of predicates that concern exclusively one or
other of the two aspects, either the object or its effect. To be green
is a trait of a thing; to say that a tree made a green impression would
be nonsense. And the same is true of the concept of weight in
everyday usage. A predicate like ‘clear’ (deutlich), on the contrary,
characterizes only the effect. If one regards an impression of
weight as similarly clear, then ‘clear’ is a quality of the impression
itself, not of the object that evokes it. A blurred impression can
gradually become a clear one, without need for the object contem-
plated to change. The ideas that Schopenhauer means, accord-
ingly, waver in a middle range between a predicate for the thing
and one for its effect. On the other hand, it is true that the idea of
weight, if it is to be grasped as Platonic, is not abstracted from
experiences with weighty objects, as a concept is abstracted from
experiences, but rather the idea is as if contributed by the behol-
der, even though unconsciously, and then is simply recognized in
the reality. ‘Green’ is a designation for a quality encountered by
beholders in reality. But an impression of weight is an idea, which
beholders attach to an object that is not so much a vehicle of the
idea as a pretext for its appearance. The fact that someone has
often in the past handled weighty objects does not preclude his
having now, for the first time, an impression of weight, in a
moment of esthetic contemplation, nor his believing that only now
he recognizes what weight is in general.

In the context of Schopenhauer’s system, his philosophy of art
can be seen as an attempt to ‘rescue’ Platonism, the phantasmago-
ria of a ‘world behind the world’ (‘backworld,” Hinterwelt, to use
Nietzsche’s word for it); on a route (or detour) to this rescue he
encounters esthetics. The moments of self-forgetting esthetic con-
templation, released and redeemed from the everyday, are to
guarantee that our conviction of the existence of ideas is no
madness. The burden of having to serve as an ‘organon of philo-
sophy’ is settled on art.

The difference between concepts and ideas, Schopenhauer be-
lieves, must become manifest in the difference between the
experiences whereby they become accessible or comprehensible.
But no matter how undeniably esthetic contemplation, in which
impressions like those of weight or rigidity assume the lucidity of
ideas, may be a different form of experience from the everyday per-
ception that uses instrumental concepts oriented toward purposes,
still a skeptical question is readily posed: whether the ‘pure recog-
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nition’ of the idea of weight may not be founded, contrary to Scho-
penhauer’s dogma, on commerce with weighty objects. What is
displayed to esthetic contemplation is something ultimate, derived,
rather than something primordial, fundamental; rather superstruc-
ture than substructure. The claim that it is original and immediate,
not possible to trace from previously achieved formations of
abstract concepts, is questionable. One can hardly repress a sus-
picion that the ideas whose survival Schopenhauer would like to
insure through esthetics are nothing other than concepts, transfi-
gured, shining in the light of devotional contemplation. The ‘work
of the concept’ (Hegel) is laid aside, so to speak. The mind’s spon-
taneity, its category-forming activity, which Kant discovered
through the objects of consciousness that appear to be data from
the external world, freezes in the gaze of esthetics to a mere corre-
lation, a static condition in which ‘idea’ and ‘pure recognition,’
according to Schopenhauer’s formulation, are fitted to each other.
But this esthetic ‘rescue’ of ideas is precarious and threatened: the
realm of esthetics is a realm of appearance and even ideas sink to
this realm if they are entrusted entirely to esthetic contemplation.

8

Dialectics of
‘sounding inwardness’

A musician does not abstract content from each and every thing [like a
sculptor], but rather finds content in a text that he sets to music, or else,
more independently, clothes some mood for himself in the form of a
musical theme, which he proceeds to work out further. But the real field of
his composition remains a more formal inwardness, pure sounding. And
his penetration irtto the content proceeds not as an outward constructing,
but rather as a retiring into the inner life’s own freedom. It is a voyaging of
the composer within himself. In many kinds of music it is even a process of
testing and confirming that as artist he is free from the content.

Hegel’s sentence (in German all the above is a single sentence)
defines a boundary between music and sculpture, which ‘constructs
outward.” In this sentence from his Lectures on esthetics (vol. II, p.
266) Hegel formulates a dilemma that is inescapable for music,
‘sounding inwardness.” While music’s ‘real field’ is unconstricted
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‘pure sounding,’ its emancipation from a content, whose meaning
for inner being music expresses in tones, leads to exhaustion and
sterility. Hegel never tires of putting down absolute music, music
detached from every content, as ‘empty, meaningless.’

Especially in recent times has music thus retired into its own element, cut
loose from any import that was previously clear in itself. And all the more,
for this reason, has music lost power over the whole inner being, since all
the enjoyment it can now offer relates only to one side of art - namely, toa
mere interest in purely musical features of composition and its skill, a side
of art that is an affair only of connoisseurs, less appealing to the artistic
interests of mankind in general. (p. 269)

Here a reminder of Hegel’s challenging proposition about the end
of art comes to the surface. ‘The spirit of our world today,” which
has attained self-awareness in Hegel himself, is now, as a philo-
sophical spirit, ‘rising above the level on which art offers the best
way of becoming aware of the Absolute.” Art is losing ‘substantial
interest.” Granted, the fate of being left behind by ‘the spirit’ does
not prevent further progress in art’s technique, in ‘purely musical
features’ in the case of music. Yet Hegel dismisses the ‘side of art
that is an affair only of connoisscurs’ with a gesture of contempt. It
is music’s hard luck that it forfeits something essential in substance
at the very moment when it arrives at its maturity as ‘pure sound-
ing.” A composer’s ‘retiring into inner being’s own freedom’ risks
becoming a step into emptiness and abstraction. What music wins
as music it loses as an art ‘appealing to the artistic interests of
mankind in general.’

“The principle of music is constituted by subjective inwardness’
(p. 230). This is the ‘element’ in which music moves. Yet it would
be mistaken to count Hegel as a partisan of any esthetics of
emotion. He was suspicious of such dreams as those in which Wack-
enroder’s Joseph Berglinger lost himself when listening to music.
Hegel’s reflections proceed and catch fire neither from music’s
working on affections nor from emotions that a composer
expresses and preserves in tones. Rather, for him, inwardness is a
‘feld,” analogous to the ‘outwardness’ of space: in the latter
medium, spirit realizes itself in the forms of architecture and sculp-
ture; in the ‘field of inwardness’ there appears ‘substantial import,’
and inwardness is a ‘way in which it comes to life.’

Hegel defines spirit as content and content as spirit.

Only if, in the sensuous medium of tones and their manifold figuration,
something spiritual is expressed in a fitting way, can music too ascend to
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true art, regardless of whether this content achieves its more exact desig-
nation through words or must be felt less definitely from the tones and
their harmonic relationships and melodic animation (pp. 271-2).

The crucial difference is not that between vocal and instrumental
music, although Hegel’s interest applies primarily to vocal, but
rather that between the appearance of an import or content and the
lack of it. Such an import or content is a substance that even a text
may not exhaustively express but only indicate, so that room is left
for music.

The way in which music submerges itself in a content may be
either objective, directed toward some thing, or subjective, direc-
ted inward. Either, ‘in a Crucifixus, for example,” music grasps
(within the limits drawn for it by its medium) ‘the deep implications
in the concept of Christ’s passion, as his divine suffering, death,
and burial,” or else music expresses ‘a subjective feeling of being
stirred, of sympathy or individual human sorrow about this occur-
rence’ (p. 304). While in a setting of the ordinary of the mass, or a
Biblical text, it may more likely be the ‘substantial inner depth of a
content as such’ that music tries to attain, elsewhere, in reflective
arias on free poetic texts, music represents ‘the life and activity of
an import in some single subjective inner being’ (p. 272). But never
does music evade its medium, inwardness, no matter whether
objective or subjective expression as its concern. Always, music is
confined to ‘making inwardness comprehensible for the inner
being’ (p. 272), be it the inwardness of a meaning contained in a
content - ‘a Crucifixus, for example’ ~ or the inwardness of subjec-
tive emotion. And yet inwardness, the ‘field’ of music, is a far-flung
concept in Hegel’s philosophy. Within this field fall not only the
feelings evoked by a content but also the very ‘inner meaning of a
thing’ insofar as it is accessible to emotion.

A music that incorporates spiritual content, a music that
expresses either the interior aspect of an object or inner move-
ments of feeling, rises above the thing it is embracing at the same
time. Music ‘transforms the inner being’s rapture into a perception
of rapture, into a free lingering with it, and thereby liberates the
heart from the pressure of joys and sorrows’ (pp. 298-9). Here
Hegel lyrically celebrates ‘the free sounding of the soul.’ But as a
judge he is merciless, condemning even the highest form attainable
to music because it represents only one aspect of music’s spiritual
content in a version that is now left behind by the progress of
History delineated in Hegel's system. His thesis that ‘truly ideal
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music’ — he names Palestrina, Durante, Lotti, Pergolesi, Gluck,
Haydn, and Mozart, but not Beethoven — is ‘free in jubilant delight
as well as in supreme sorrow, and blessed in its outpouring’ (p. 306)
is followed by the plunge to his antithesis: the ‘sounding play of
self-perception,” celebrated as a ‘liberation,” risks becoming
‘general and abstract’ and finally eyen ‘empty and trivial’ (p. 309).
Hegel’s philosophy of music is stamped, in every phase of its devel-
opment, with his apprehension that emancipating music, and
emancipating a soul that retires into itself in ‘pure sounding,’ will
lead off into sterility.

[t may be tempting to try to explain the dialectics to which Hegel
subjects music as simply necessitated by his system, so as to get rid
of the unassimilable transformation from enthusiasm to reproach.
But such an attempt would be futile. Undoubtedly, there is a
further thought behind the claim that ‘the spiritual inner being’
does not persist in ‘pure sounding’ but proceeds ‘from mere con-
centration of the heart to observations and ideas and their forms
constructed by means of fantasy’ (p. 264): namely, that music, as
art of ‘non-objective inwardness,’ is a step on the way to poetry,
just as music has proceeded, in its turn, from the decomposition of
sculpture and painting. But Hegel’s system scarcely represents an
explanation; rather the system itself needs establishment and justi-
fication. By Hegel’s own criteria, a system is abstract and arbitrary,
forced on objects from outside rather than developed from within
them, unless it results from the inner motion of the actual state of
affairs. A question would be in order about the factual accuracy of
Hegel’s thesis, not merely about its place in his system: is it true, as
he asserts, that ‘sounding inwardness’ has a tendency to ‘cut loose
from content’ and that it meets the misfortune that a moment of
transition — a peak moment between restraint and freedom —
cannot be held fast but rather threatens to topple into meaningless-
ness? Again, to claim that Hegel’s prognosis for music has been dis-
proved by subsequent history would be exaggerating. ‘Art’s
cultural function,” as it is called by Helmut Kithn, has indeed
weakened.

The dialectics of ‘sounding inwardness’ changed, after the ‘fall of
Hegelianism,” into a restrained philosophy of music, that of Fried-
rich Theodor Vischer in his Asthetik oder Wissenschaft des
Schonen, 1840-57. Vischer still handed down the heritage of
Hegel’s thinking, to be sure, but in a form blunted by ‘common
sense.” The leading argument of his philosophy of music is a prop-
osition, more psychological than metaphysical, that music is
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‘sounding emotion,’ the ‘indivisible whole of tone and emotion’
(2nd edn, 1923, vol. V, p. 19). This formula, however, is a paradox,
though not obviously so. Vischer himself despaired of resolving it
in a way that would be scientifically acceptable. Without expressing
explicit uneasiness, he was disturbed, not to say dismayed, by
Eduard Hanslick (Hanslick’s The beautiful in music is the focus of
chap. 9, below. See also le Huray and Day), who argued that the
searching for motivations of the forms of musical works in emo-
tions adhering to them, or hidden in them, was fruitless. For forms,
according to Hanslick, are always precise, firmly bounded, and
concrete, whereas emotions remain vague, indefinite, and abstract
if they lack concepts and objects, yet such vague emotions are the
only ones accessible to music. And from hazy generality nothing
distinctly individual can be derived.

It would be a crude misunderstanding to think that those estheti-
cians who have been labelled formalists would deny the existence
of emotional traits in music. Hanslick acknowledges that motions
of melody and harmony are analogous to the ‘dynamics’ of emo-
tions. Feelings are characterized by tension and resolution, forms
of process that resemble those of music. To borrow the words of a
modern Gestalt-psychologist, Wolfgang Kéhler, ‘Quite generally,
both emotional and intellectual processes have characteristics
which we also know from music, i.e., from auditory experience.
Crescendo and diminuendo, accelerando and ritardando, are
obvious examples’ (Gestalt psychology, 1929, p. 248, 1947 edn, p-
230).

The problem was not the existence or non-existence of emotion-
al traits in music, but their definiteness or indefiniteness; around
this problem turned the dispute between formalists and their
opponents. Vischer conceived the problem in the way it was formu-
lated by Hanslick. He reproached older esthetics of emotion for
having been so blind as not to see the difficulty or so negligent as to
pass it by. The older esthetics, he thought, ‘summarily represented
inner being as emotion and could not discover in the simple fog of
emotion those lines of demarcation that constitute the original
basis of all the distinctions in which moves the formal life of the art
of tones’ (p. 25). This judgment is too sweeping to be fair. A line of
thought stretches back into the eighteenth century proposing that
analysis of works of art may facilitate psychological discoveries and
insight into individual emotional processes, and thus that esthetics
may be, so to speak, an instrument of anthropology, a tool that
serves people’s interest in their own human nature. The proposal,
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however, was not so much followed up as repeatedly proclaimed.
While the principle was set forth with emphasis, the fact remains
that in music esthetics analyses of particular works are rare.

Vischer makes various attempts to define ‘sounding emotion’
and their diversity betrays how painfully clear the difficulty must
have seemed to him. In order to meet Hanslick’s objection, he tries
to define ‘sounding emotion’ as an‘individual thing. He describes it
as a fleeting, inapprehensible awareness: ‘The individual [emotion]
will find its expression in music, therefore, but only as something
nearly apprehended, which vanishes into the dark again as too in-
distinct, the moment anyone wishes to grasp it’ (p. 69). Vischer for-
mulates as a paradox the embarrassment to which his principle
exposes him. But he ascribes the ‘amphibolic character’ to the
thing itself — emotion — and not to his cognitive method: ‘Emotion
... is without distinctions yet rich in inner distinctions; it is without
an object yet allows its object to be apprehended’ (p. 62). Music ‘s
the richest art: it expresses inmost things, utters the unutterable;
yet it is the poorest art, says nothing’ (p. 64).

Vischer confesses that the esthetics of emotion is forced to beg
the question (petitio principii). Yet he proclaims this defect as
dauntlessness: ‘We have dared so far to face the reproach of
arguing in a circle, of making deductions from a principle that
should have been deduced, in order only then to deduce the latter
from the former, inasmuch as our speculations about what
underlies music’s world of forms in the interior of emotion are
gained from the very speculation to which we then proceed as a
consequence’ (p. 42). Is this circle legitimately hermeneutic? Only
analyses of particular works could show, and these are lacking with
Vischer. Finally he implicitly abandons even his leading thesis that
emotion is the foundation of form. ‘Before emotion is worked out,’
he admits that ‘as material’ it is always ‘relatively crude and form-
less,” afflicted with ‘all deficiencies and accidents’ (p. 51). Thus the
emotion that underlies form is not individual, but rather what is in-
dividual is only the Gestalt that emotion assumes through form. To
be sure, an individual character already inheres, foreshadowed, in
the ‘emotion as material,” according to Vischer, but this individu-
ality is realized only in form. Moreover, in the same moment when
emotion acquires sounding existence it ceases to be emation; indi-
vidual emotion exists only as a passing factor in a transition from
‘emotion as material,” which is still ‘crude,’ to the Gestalt of tones
in which the emotion expires, ‘vanishes into the dark.’
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The quarrel over formalism

If a question arises as to what is to be expressed with this tonal material,
the answer is: musical ideas. A musical idea, completely demonstrated,
needs nothing more to be beautiful; it is its own purpose and not at all
merely further means and material for representing emotions and
thoughts; yet at the same time music can possess that symbolic signifi-
cance, mirroring grand cosmic laws, which we find in everything artisti-
cally beautiful, and in just as high a degree. Forms moved in sounding are
the sole and single content and object of music.

Eduard Hanslick’s declaration about ‘forms moved in sounding’
(tonend bewegte Formen) is often quoted and nearly as often mis-
understood. It is the center around which he groups the aphorisms
and digressions composing his treatise The beautiful in music (Vom
Musikalisch-Schonen, p. 32). He intended his slogan as a chal-
lenge to the esthetics of emotion, which he called ‘putrified’ (p. 5).
His argument was formulated, not without reason, as a paradox, a
quid pro quo of opposing concepts: form is declared to be content,
thus its own opposite. This provocative claim unleashed a quarrel,
a controversy that seems not yet to have come to a conclusion. If
Hanslick’s claim has been worn down into the trivial statement that
music is nothing but form and that form is an empty, expressionless
sounding, this should not be blamed on Hanslick. He did use unfor-
tunate metaphors — ‘arabesque’ and ‘kaleidoscope’ — when he was
stirred up to polemics, but on the other hand he stated unmistak-
ably that what he understood by form was inner form, the energeia
identified in the philology of Wilhelm von Humboldt and especially
of Jacob Grimm, whose authority Hanslick invoked: ‘Forms con-
structed from tones are ... intellectual spirit taking its outward
form from within’ (‘sich von innen heraus gestaltender Geist,” p.
34). Hanslick claims, if he is taken literally, not only that form is
spirit’s expression, spirit’s form of utterance, but that form itself is
spirit. In his esthetics, ‘form’ is an analogue of ‘musical idea’ and he
defines the term ‘idea,’” depending directly on Vischer and in-
directly on Hegel, as a ‘concept purely and completely present in its
reality’ (p. 16). Thus, a form, not less than a musical idea, is an
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essence that is ‘completely demonstrated,” and correspondingly,
form is not merely the appearance of some essence that should be
sought outside music, in emotions and programs. Since Hanslick
conceives form as spirit and essence, he can say meaningfully and
consistently that form is a ‘content’ appearing in the material of
tones, or realized therein.

The extremely distinctive place occupied in music by its import in relation
to the categories of form and content now becomes clear. An emotion that
flows through a piece of music is customarily viewed as the piece’s content,
its idea, or its spiritual import, while the specific forms of the tones, artisti-
cally created, are viewed on the contrary as mere form, image, sensuous
garment of that supersensuous thing. But precisely the specifically musical
part is a creation of an artistic spirit, with which a perceptive spirit unites in
understanding. (p. 72)

Music is ‘language’ and composing is a ‘working of spirit in material
fit for spirit’ (p. 35).

The idea of founding the concept of musical form on the concept
of spirit in musical language saves esthetics from fumbling around
in the ‘general fog’ (Vischer) of the esthetics of emotion. Buton the
other hand this idea tends to dissolve esthetics into history; the
spirit of language (or musical language) is historical. Hanslick drew
back from this consequence. He even accused Hegel of having
‘insensibly confounded his predominantly art-historical viewpoint
with a purely esthetic one’ (p. 46), as if he could dispose of Hegel’s
exertions to combine system and history with a rather impertinent
appeal to the expertise of disciplines strictly separated from each
other. Hanslick’s polemic against the esthetics of emotions is based
on something ‘purely esthetic.” His crucial argument in this polemic
is the proposition that ‘the effect of music on emotion’ — which thus
is not denied — possesses ‘neither the necessity, nor the continuity,
nor at last the exclusivity that must be demonstrated by a phenom-
enon in order to establish an esthetic principle’ (p. 9). But this argu-
ment is weak on two counts: First, orientation toward the exact
natural sciences is dubious — in esthetics it leads to ruin probably
more often than the loose speculation it decries — and second,
despite all Hanslick’s scruples about the ‘necessity’ and ‘continuity’
of his principles, he cannot avoid admitting that not only the emo-
tional import of music is perishable, but that even a form conceived
as spirit, that is, ‘the beautiful in music,’ is mortal. ‘There is no art
that uses up so many forms so soon as music. .. Many composi-
tions that far surpass the everyday level of their time can be
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described without injustice as ‘“‘pieces that were beautiful once”’
(p. 41). The ‘continuity’ that Hanslick misses in the esthetics of
emotion is lacking in his own ‘esthetic principle’ as well. The idea of
a timeless esthetic, which he hankered after, is a will-o’-the-wisp.
When he argues that beauty is complete in itself, that a musical
work of art represents ‘a specific esthetic structure not conditioned
by our feeling,” and that this structure must be ‘comprehended by
scientific observation, set free from any psychological subsidiaries
relating to its origin and its effect’ (p. 52), Hanslick’s argument is
merely the expression of an epoch — the classicistic epoch - no less
than the old esthetics of emotion proposed by Daniel Schubart or
Carl Philipp Emanuel Bach, against which Hanslick aims his argu-
ment.

Although Hanslick endeavored to define conditions of ‘the
beautiful in music’ that would be universal, detached from history,
he was driven against his will to historicize his esthetic categories.
But this by no means diminishes the significance of his idea that
form in music should be understood as inner form, as ‘spirit taking
outward form from within.” This idea was not grasped, or else it
was evaded, by Hanslick’s opponents, mired in an insidious habit
of treating form and content as opposites. (Fastening on the com-
parison of music with an arabesque — a comparison that Hanslick
himself withdrew a few pages later — was a petty trick in the pol-
emics against ‘formalism.”) Without assuming, as Hanslick did,
that form was no mere outward appearance but rather an essence,
‘musical idea,’ it would have been nonsense to declare that form
was the ‘content’ of music, nonsense to turn over to form the func-
tion assigned to affect or mood in the rival esthetics of emotion.
But, while a resolution can be found for the paradox Hanslick used
to stir up the prevailing esthetics, still no one should overlook the
fact that any author’s true meaning, if it remains hidden and never
understood, signifies less in history than a misunderstanding that
forges its way into history.

Some ‘inner form’ of music had been spoken of decades earlier,
in Friedrich Rochlitz’s justification for J. S. Bach’s musical esoteri-
cism: ‘Tight-fisted thrift and tenacious though far-reaching
economy with material must look beggarly, scrawny, monotonous,
and dried-up to people incapable of following inner form, who
want to be fascinated by magnificence and manifold outer forms.’
The inner form Rochlitz means is spirit, but it is inseparable from a
composer’s technique.

As Hanslick, too, was convinced, nothing would be more false
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than to see an either/or choice in the distinction or opposition
between form and expression. This opposition underlies many de-
scriptions of ways of listening and types of musical works. If it were
a matter of alternatives, it would mean that one choice excluded or
repressed the other. But obviously there are no musical impress-
ions without some tinge of emotion; if there were, they would be
borderline cases with no relevance for esthetics. This can be dem-
onstrated by experiments, as shown especially by Felix Krueger,*
founder of wholistic psychology. Even the feeling of emptiness
evoked by some études, an emptiness that seems to belong to the
pieces themselves as a trait, is undeniably an emotion. Therefore
the notion of a music without expression is wretchedly abstract, an
idea with application to reality. And likewise the opposite extreme,
a music that stimulates emotional excitement without awakening
attention as a sounding object fit for esthetic perception, doubtless
constitutes an item of everyday reality but it is a fact outside the
range of esthetics.

Psychological facts, then, were less at issue than philosophic-
esthetic norms and criteria in the controversy between estheticians
of form and those of emotion or expression. An adherent of the
‘putrified esthetics of emotion’ stood accused of enjoying his own
condition, the mood he was put in by music, rather than appre-
hending the esthetic object, the musical work and the spirit it
expressed. A formalist, in turn, who scornfully dismissed as extra-
esthetic all emotions evoked by music, though not denying them,
was found guilty by his opponents not so much of scientific error as
of moral turpitude. Sober insistence on seeking the beautiful in
music nowhere except in the notes seemed a betrayal of the en-
thusiasm that music aroused and should arouse, regardless of what
its content might be.

The esthetics labeled ‘formalism’ might better be characterized
as esthetics of ‘the specifically musical’ if we mean to do it justice.
(The label was pasted on by opponents of this esthetics, alarmed
that ‘formalists’ would reduce music to an empty meaningless
game.) What Hanslick finds more essential than the idea of beauty
— reigning over all arts universally and uniformly — is material ‘fit
for spirit,” not inert matter; through this material one art is dis-
* Felix Emil Krueger (1874-1948), philosopher and experimental psychologist, may

become known to some readers for the first time here, as he has to the translator.

His connections with music, England, Brazil, and the USA, as well as the strength

and distinction of his ideas on value and wholeness, make him more appealing

than Dahlhaus takes time to indicate, though these ideas seem to pervade Dahl-
haus’s thinking. See Krueger’s listing in the bibliography.
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tinguished from another; which kinds of import the several arts are
able to express depends on their material. Robert Schumann be-
lieved that ‘the esthetics of any one art is that of the others; only
their material is different.” And August Wilhelm Ambros declared
even in 1856, two years after the publication of Hanslick’s treatise,
that a conviction of the unity of art was widely accepted: ‘Today,
fortunately, everybody has learned to recognize that the single arts
are only prismatic refractions of one and the same beam of light’
(The boundaries of music and poetry, Die Grenzen der Musik und
Poesie, 1872, p. viii). Like Schumann before him, Ambros gave the
name ‘poetry’ to the aspect that distinguishes a work of art from a
merely mechanical structure, in music no less than in painting.

From the beginning we want to remember that poetry forms the life-
breath of all arts, their transfiguring ideal motive, and that this poetry ulti-
mately comes to us as an independent art on its own, somewhat as
philosophy not only constitutes the foundation of all individual sciences
but also appears as a scientific field with its own boundaries. (pp. 12-13)

Hanslick differed. Able to support his view with an observation of
Grillparzer, he appealed to the principle of autonomy against the
esthetics of music-as-poetry, in which he recognized a danger of
putting music at the mercy of poetry. He insisted that music was
‘absolute’ and could exist in its own right. We may readily under-
stand his suspicious attitude toward subordinating music to litera-
ture — a subordination of course not intended by the concept of the
‘poetic,” but incited when the concept was crudely misinterpreted.
Yet on the other hand Hanslick’s principle of the ‘specifically
musical,” his basic proposition that the traits distinguishing one art
from another are the essential ones, is undeniably a prejudice. Any
depth-psychologist might suspect that this prejudice arises from
some need for firmly distinct competencies rather than from insight
into the state of affairs.

Hanslick’s giving the title of ‘content’ to ‘forms moved in sound-
ing’ attests not only that they are spirit but also that they fulfill a
function that was ascribed to the ‘content’ of music by the esthetics
of emotion, which defined the content as affect: the function served
is that of theme. Since forms are taking over the role of affects, they
take along the designation ‘content.’ The opinion Hanslick argues
against is expressed in embryo by Johann Jacob Engel, cited by
Hanslick (p. 10): ‘A symphony, a sonata, etc., must contain the ex-
position of one passion, which, however, yields many feelings.’
The theme to be ‘exposed’ or ‘expounded,’ the ‘charge’ of a
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musical work — what holds together its component parts — is an
affect, according to Engel. Hanslick declares, arguing against
Engel, that the theme of a movement is the tone-structure exposed
at the beginning, not the emotion expressed in it. This tone-
structure is the center around which all details of a work gather and
to which they are all connected.

The *form’ of a symphony, overture, ér sonata is the name for the architec-
tonics of connected details and groups of which the piece consists. More
precisely, then, form is the symmetry of these parts in their succession,
contrast, return, and development. The themes elaborated in such archi-
tectonics are accordingly grasped as content. (pp. 100-1)

The themes, called ‘content’ by Hanslick as well as Engel, are not
provided to music from outside, as affects or as a program; rather
the themes themselves are music.

10

Program music

Furthermore, it is the unity of the poetic-musical, and the progress to a
new consciousness of this unity, that deserves to be called the essential
novelty in the artistic creations under discussion [Liszt’s symphonic
poems). In earlier phases, but especially with Beethoven, the conscious
thought — the preponderance of poetic idea — emerges only along with a
soaring of ideals and a gravity of contents, as the end result; but here [with
Liszt] these factors constitute a point of departure, a foundation of the
whole creation. Hence, this conscious side now has a commanding signifi-
cance. In Liszt’s works we see that earlier process concluded; the summit
of thinking, toward which everything strives, has been achieved with pre-
cision, and thereby the preponderance of idea has been elevated to
governing principle.

The defense of program music in Karl Franz Brendel’s challenging
thesis that the symphonic poem is the outcome and higher stage of
the symphony, set forth in his Geschichte der Musik, 4th edn, 1867,
p. 643, depends on Hegel’s esthetics, with its scheme of a philo-
sophy of history. According to Hegel, the historical development
of the arts represents a system in which music appears as a stage on
the way to poetry: in music’s very essence, which Hegel defines in
terms of philosophy of history, there dwells a drive to go beyond
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itself. Music cannot persist within itself, in that ‘abstract inward-
ness’ where it shrinks back as ‘pure sounding.” Music tends to be
dissolved into the ‘unity of the poetic-musical,” as Brendel calls it.
Hegel explains, in his Aesthetics:

Our feelings, moreover, proceed from their element of indefinite inward
immersion in some substance and of subjective involvement with it, on
beyond to a more concrete observation and a more general idea of this
content. Even in a musical work this can happen, as soon as the feelings it
arouses in us, according to its own nature and artistic animation, develop
in us to more precise observations and ideas and thereby bring to con-
sciousness, in more stable observations and more general ideas, the defini-
teness of emotional impressions. (vol. II, pp. 269-70)

Hegel, and later Gervinus, who, as mentioned above, despised and
disparaged program music (Handel and Shakespeare, p. 164),
intended that the argument should support a conviction of the su-
periority of vocal music. Brendel employed the same argument to
justify the symphonic poem, and his reinterpretation cannot be dis-
missed as a distortion. The same idea fits different interests, apolo-
getic or polemical. The adherents of program music in the
nineteenth century were enthusiasts of progress. They felt sure and
safe in their knowing that they had reckoned the intentions of the
world-spirit, and were in the process of fulfilling them. They
argued from the philosophy of history; their opponents argued
from psychology. Program music seemed to the progressives some-
thing historically ‘necessary,” hence also possible; to their oppon-
ents it seemed empirically ‘impossible,’ hence superfluous or
injurious, an aberration of some high-falutin’ esthetical specula-
tion which was spilling over into composers’ practice with dis-
astrous results. Effusions of philosophy of history confronted a
skepticism employing the technique of psychological unmasking.
The illusion that people on both sides spoke the same language,
that of esthetics, was deceptive. ‘Esthetics,’ the label for the con-
troversy, was an empty word whose function consisted simply in
hiding the fact that people were talking at cross purposes in a dia-
logue gone askew.

The psychological argument, based on experimental evidence,
went off the track ~ to a point where no opponent the argument was
meant for could be found. Concerning the actual thing whose
esthetic right or wrong was at stake in the grounds of the quarrel,
nothing was so irrelevant as the attempt, repeated unceasingly and
always with negative results, to have listeners guess the program of
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a work unknown to them. To begin with, an advocate of program
music might have objected that the listeners’ open minds were a
handicap, though possibly an advantage to an experimental psy-
chologist seeking natural laws of perception and association; for
Liszt, one of the aims in view was to mediate between music and a
traditional culture. that was primarily literary and philosophical.
An open mind - naive, unrefiective listening — was just what ought
to be extirpated from the musical public. Secondly, it is a crude mis-
understanding to think that a program is the meaning of a sym-
phonic poem, that the program could decode the music, as if it
were a text in cipher.

In any attempt to sketch an esthetics adequate for program
music, the ambiguity of the term ‘content’ gets in the way, yet there
is no way around this category, however slippery it may be. In
speaking about music the word ‘content’ designates sometimes a
subject that exists outside music, at other times an ingredient of the
musical work itself; only the second meaning is relevant for esthe-
tics. To think that Liszt translated poems into music — that he tried
to say in another language the same thing as the original text —is a
mistake, but its absurdity never prevented its dissemination; even
an esthetician as respectable as Gervinus succumbed to it. Of
course Goethe’s Faust is not the content of Liszt’s ‘Faust’ Sym-
phony but merely its subject. And a subject is no model to be imita-
ted but rather a sort of material that the composer elaborates. A
supply of tones and a subject, if we may simplify the point, consti-
tute two kinds of material. Only from the interaction of subject and
‘forms moved in sounding’ does the musical content arise; a wish to
narrate the content involves a misunderstanding about its mode of
existence. If the subject specifies meanings for musical themes and
motives, the opposite is equally valid: the broad significance and
import of the subject is newly minted by the musical themes and
motives. Program music rests on the interdependence of its com-
ponents.

Despite such a defense of program music, the precarious esthetic
situation of symphonic poems is not to be denied. But to emphasize
this is uncalled for when the symphonic poem is a dead genre in any
New Music worthy of the name, and when, above all, the symphon-
ic poem faces our century’s esthetic prejudices all lined up against
it, if we disregard so-called ‘socialist’ esthetics. The position of
symphonic poems in general musical consciousness may be charac-
terized as an unhappy medium between no-longer and not-yet.
Alienated from immediate understanding, they are not yet remote
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enough to be discovered and restored by historical understanding.
The difference between absolute music and program music, as
Walter Wiora (1963; see bibliography) has emphasized, is not ex-
clusive opposition. There are countless transitional degrees
between the extremes in musical reality. Merely because stark
alternatives result from the simplification unavoidable in contro-
versies, intermediate choices need not be forgotten. There is evi-
dence that a program may be secret, either from esthetic conviction
or to avoid criticism — good evidence in the cases of Haydn, Weber,
Mahler, and even Bruckner. Indeed, even in Beethoven’s sym-
phonies and chamber music Arnold Schering sought esoteric pro-
grams, but if these existed they would still be irrelevant to
esthetics: historical genesis of works is not the same as their esthe-
tic value. Sometimes, not unlike the subjects in Liszt’s symphonic
poems, epigraphs appear for individual movements — another in-
termediate stage between absolute music and program music — to
indicate particular aspects of the work’s conception. But in other
cases such epigraphs have been added later to prevent a listener’s
fantasy from straying in wrong directions. And, finally, a motto
differs only slightly from designations of character, which often
blur into prescriptions of tempo or articulation, without need for
any sharp line of demarcation.

Program music, to oversimplify somewhat, is the music of an era
when experience was shaped by reading and when literature on a
subject was scarcely less important than the subject itself. And the
zeal of nineteenth-century efforts to justify program music or even
to declare it the goal of music history would be incomprehensible
were it not for the interaction of esthetic and social motives. Liszt’s
theories can be deciphered as ideology, as justification, but of
course the fact that an idea supports some particular interest does
not prove that it is false.

The hopes placed in the symphonic poem betray insecurity with
respect to the symphony. Although Beethoven’s work was regard-
ed with a reverence that gradually changed from bewildered awe to
understanding, and although instrumental music had been praised
as ‘marvel of the art of tones’ by the music enthusiasts among the
Romantics — Wackenroder, Tieck, and E. T. A. Hoffmann — still as
late as 1850 there was vitality in the idea, whose roots were cen-
turies deep, that music was primarily vocal music. Whereas in the
twentieth century the use of auxiliary texts or pictures to give music
a meaning counts as a sign of dilettantism or even of musical stupid-
ity (though the justice of this may be doubted), in the nineteenth
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century ‘pure sounding,’ as Hegel called it, was almost universally
felt to be a difficult language — one sensed of course that it was elo-
quent but it kept eluding comprehension or any assurance about a
content of the music. August Wilhelm Ambros (surely no dilet-
tante) wrote in 1856: ‘Of course everyone feels more or less, when
taced with such works of tone’ — he means Beethoven’s symphonies
— ‘an awakening in himself of that “talent in sound-pictures” that
Heine boasts of. This music, struggling with all its might, urges
onward toward specific expressions; it is like an enchanted éenie
whose salvation depends on the uttering of some single word by the
person it faces — the genie itself is not permitted to say the word and
the person stands before it mute, puzzling, indeed searching with
passionate eagerness for the right word’ (Die Grenzen der Musik,
p. 131).

Closely bound up with the esthetic motive urging onward toward
program music, formulated so effectively by Ambros, was a social
motive. Music, especially instrumental music, seemed, to the cul-
tured individuals among the many who despised it, an art without
tradition, an art of humble rank, which did not reach up to poetry.
In the words of Hegel,

A composer, regarded momentarily from his own point of view, may of
course endow his work with some specific meaning, some content of ideas
and feelings and their complete articulate process; he may also, un-
troubled about such import, concern himself with the purely musical struc-
ture of his work and the intellectual wealth of such architectonics. But,
from this latter point of view, his musical product can easily become some-
thing quite devoid of thought or feeling, which needs no awareness of
culture or character, no matter how deep this consciousness may happen
to have been otherwise. (Aesthetics, vol. I, p. 322)

Hegel’s propositions, bespeaking barefaced contempt, were the
expression of a common opinion felt as a challenge by Liszt, in
whose esthetic theories more than a minor role is played by social
motives. To the argument that music, incomplete in itself, had an
inner tendency to turn into poetry or else serve as a foil for poetry,
Liszt opposed his peremptory and provocative counterargument:
‘Music in its masterpieces more and more incorporates the master-
pieces of literature into itself’ (‘Berlioz and his Harold-Symphony,’
Gesammelte Schriften, vol. IV, p. 58).

Liszt is like a usurper, grasping in the name of music what was
poetry’s property. His hybrid proclamation contradicts the spirit of
the age, which was stamped by the predominance of literature. Yet
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by the same token, Liszt’s statement, as a formula combining esthe-
tics and philosophy of history, is imaginable in hardly any other
time, for its hyperbolical tone is founded less on individual conceit
than on the idiom of the decades of Hegel’s greatest fame and im-
mediate influence. Berlioz’s program, which had been rejected by
Schumann in his critique of the Fantastic Symphony as ‘something
undignified and quackish,” meant just the reverse for Liszt, Schu-
mann’s musical opposite: in Liszt’s view the program was a means
of establishing the dignity of instrumental music, its claim to be
‘culture’ and not merely ‘enjoyment,’ as Kant had scornfully main-
tained.

The bold pretension of the symphonic poem set it apart from
older kinds of program music that had been content to be
divertissements. At the same time, the pretension was prepared by
the poeticizing criticism and hermeneutics of the early nineteenth
century, whose influence on how music was listened to, and also on
how composers practiced their craft, should not be underesti-
mated. Consciousness of music is determined, to no small extent,
by literature about music. Even people who scoff at it can hardly
escape the effect of what is written. Musical experience almost
always involves memory-traces from reading. And the meaning ac-
cumulated by music in its secondary, literary mode of existence
does not leave untouched its primary mode, the realm of compo-
sition.

The idea that criticism was called upon to enter into the develop-
mental process of art was part of the early Romantics’ esthetic
program. Moreover, criticism was to fulfill this mission not so
much by judging the rank of works as by reflecting on their import.
Novalis wrote: “The business of an art critic is to find formulae for
individual artists whereby they first become understood in any real
sense. The critic’s work prepares the history of art.’ The idea of
productive criticism, sharing in the definition of production itself,
made its way into music literature a few decades later. It forms one
of the central motives in Franz Brendel’s defense of program
music. Brendel, as mentioned above, saw in the ‘unity of the
poetic-musical,” as this unity was realized for him in Liszt’s sym-
phonic poems, the conscious final outcome of a tendency that had
determined unconsciously and in rudimentary forms of expression
the entire history of instrumental music. But the transition from
latent to manifest, from the cunning of reason to the prominence of
reason in the self-awareness of composers, was mediated by criti-
cism, according to Brendel, who estimated his own place in history
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as no footnote. ‘The essence of today’s art consists above all in its
no longer building further and further on given foundations in the
old naturalistic way’ — by which he means instinctive way — ‘but on
the contrary, in the intervention of theory and criticism between
yesterday’s and today’s art, and in our art’s presupposing theory
and criticism within itself’ (p. 624). No matter how skeptical we
may be of Brendel’s synthetic history - his idea of a development
from ‘naturalism’ to self-consciousness — still there is no denying
the argument that one of the presuppositions of the symphonic
poem was the poeticizing criticism whose paradigms had been sup-
plied by E. T. A. Hoffmann and Schumann. It is hardly exaggerat-
ing to regard the symphonic poem as a musical realizing, by
composers, of a literary principle that had determined descriptions
and expositions of music ever since the beginning of the century.
Liszt was not wrong to explain the conception of the symphonic
poem as a consequence of the reception of Beethoven’s music:

The attempts, becoming more and more frequent during the past fifteen
years or so, to comment on Beethoven’s symphonies, quartets, and
sonatas, and to explain and fix in poetic and philosophical treatments the
impressions they give us, the pictures they awaken in us — these attempts
show how great is the need to see the guiding ideas of great instrumental
works precisely designated. (Gesammelte Schriften., vol. IV, pp. 24-5)

Viewing the history of the symphony as a prehistory of the symp-
honic poem (or of the music-drama, according to Wagner’s theory)
came to be a slogan for the Young Germans who issued their own
manifesto as the party of progress. But the modernity represented
by Berlioz and Liszt slowed, more than it fulfilled, the whole his-
torical course of the previous century and a half, not with respect to
techniques of composition, to be sure, but with respect to esthetics.
In the development of listening to music, it is hardly possible to
deny that a tendency has gradually prevailed to conceive vocal
music in instrumental terms, as Schoenberg testified about himself,
instead of searching in instrumental works for programs, whether
explicit or secret. The role of the symphonic poem in the history of
the emancipation of instrumental music is equivocal: progressive
and regressive at once. The claim to rank as art in an emphatic
sense, which Liszt put forward for Beethoven’s instrumental works
and for his own, was progressive. The methods whereby he tried to
establish his claim were regressive: grasping for ‘masterpieces of
literature,” whose transfiguration into tones he thought would
prove that music was an art not to be despised.
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Tradition and reform
in opera

At the moment I decided to write an opera, I desired of course to make
good music, to give musical fulfillment to the intellectual and spiritual
content of Blichner’s immortal drama [Wozzeck], to transpose his poetic
language into a musical language; and apart from these wishes what
haunted me was nothing, even in terms of the technique of composition,
but the wish to give the theater what belongs to the theater. In other
words, I intended to form music aware of its responsibility, at every
moment, of serving the drama. Still more, to form music that produces
everything this drama needs for transposing it to the reality of the stage —
music that produces all this out of its own resources alone. Thereby my
intention called on me, the composer, for all the essential tasks of an ideal
régisseur. And all this without detriment to the otherwise absolute right
to existence (purely musical right) of such a music; without detriment to its
own life, which nothing extramusical should encumber.

Alban Berg in the title of his article ‘The “problem of opera”’
(1928) uses quotation marks to maintain his distance from the
‘problem.” His article formulates the principles of music-drama,
without the use of Wagner’s vocabulary, although even Berg’s
Wozzeck, undeniably modern as it is in some respects, must be un-
derstood in relation to the tradition of Wagner’s music-drama. The
argument that in opera the music is obliged to ‘serve the drama’ -
the argument of Wagner, or of Gluck — is taken for granted as if
there were no more need to quarrel about it, as if one could not
safely predict that a controversy centuries old would reach a con-
clusion only along with the controversy’s object. Berg speaks also,
with no embarrassment, of the theatrical function of musical
‘ambience,” of the mise en scéne through music, an aspect that
Nietzsche* emphasized in order to denigrate it and turn it against
Wagner. ‘You see, I am essentially an anti-theatrical type; from the

* Friedrich Nietzsche (1844-1900) is as familiar to some readers as Dahlhaus counts
on all German readers to be, but others may need reminders of his first book, The
birth of tragedy (1872), dedicated to Wagner, of his disillusionment with Wagner,
growing from 1876, when he read the libretto of Parsifal, and his Thus spake Zara-
thustra (1885).

64



Tradition and reform in opera 65

bottom of my soul I feel a deep contempt for the theater, this mass-
art par excellence; every artist today feels the same contempt’
(‘Nietzsche contra Wagner,” 1888, Werke, 1967, vol. 11, p. 1041).
Opera is a composite work, but not yet on that account a synthesis
of all the arts (Gesamtkunstwerk). The inner ‘synchronization of
the arts,” proposed for them by philosophy of history, that is, that
all arts together represent the same phase of development, has
seldom or never been realized in opera. Even allowing a possibility
that the spirit of the times, so far as such a thing exists, permeates
all arts — and this possibility has been contested as often as main-
tained — still hardly anyone would deny that in opera the compon-
ents or features have almost always been ‘out of phase.” Even for
an orthodox Wagnerian it must be hard to blink the fact that
Wagner’s imagination with respect to stage design lagged behind
his musical imagination.

But what was unattainable — or scemed unattainable — meant a
challenge, by which the history of opera was driven onward.
Attempts were made again and again to convert the composite
work of art into a synthesis. Moreover, of course, the supposition
that it must be possible to forge together heterogeneous aspects
into a homogeneous form drew nourishment from an idea that is
something like an obsession — an idée fixe — in the history of opera:
the dream of a revival or rebirth of ancient tragedy. Revolutions in
opera were intended as restorations, as recovering of an ‘age-old
truth.” Wagner called this truth ‘music-drama’ in opposition to
opera’s lapsing into an incoherent agglomeration of stage spectacle
and concert.

The history of opera, that ‘impossible work of art’ (Oscar Bie),
seems to be a rare case of a development that can fit one of the
oldest historiographical schemes, that of the origin, decline, and
restoration of an idea. But what sort of notion of tragedy was it that
provided the soil in which opera was rooted, then was left behind
and sacrificed to the domination of sensuous singing and stage
machinery, in order to be restored in the eighteenth century by
Gluck, and again, after a second decay, restored in the nineteenth
by Wagner? This notion of tragedy was a fiction: a typical case of
fruitful misunderstanding. In the Camerata at Florence where
toward 1600 attempts to reconstruct ancient drama intensified, his-
torical information was simply insufficient, although these
attempts were supported by a philologist as eminent as Girolamo
Mei. And since little was known that was useful in practice, all the
archeological reconstruction, taken so seriously, turned into its
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opposite: a modern genre of art with its own law of form, which
law, against all attempts to conceive opera as drama, kept enforc-
ing itself with quiet and unobtrusive power. This power may be
either accepted as lying in the nature of the thing, or dismissed as
mere momentum of convention. Perhaps all exertions which
invoke ‘true drama’ in order to relegate music to a secondary role
in opera are the ideological tradition of the genre, while the actual,
more effective tradition is that of a theater ‘born of the spirit of
music,” a theater that need not be motivated dramatically through
any dialectic of tragedy or comedy in order to win legitimacy. The
thought of reestablishing the form of ancient tragedy was a
chimera, and recognized as such in the nineteenth century, if not in
the seventeenth and eighteenth. Yet Wagner never got free from
the idea of tragedy. In his Ring of the Nibelung the Nordic myth-
ology is crossed and recrossed with ancient motives, especially
from Aeschylus. While this in itself is only an external indication,
what is decisive is Wagner’s conviction that it had to be possible to
restore, if not the form, then still the effect of Greek tragedy. In
Wagner’s dream of Bayreuth, a dream whose realization appalled
Nietzsche, the modern public transformed itself into a religious
congregation. And the telling sign that distinguishes an orthodox
Wagnerian from a heretical one is not so much his opinion about
music as his belief in the religious character of a performance of
FParsifal or even the Ring.

The thought that renewing ancient drama was the basic idea of
opera, the origin and aim of its history, has a more pallid variant:
the thesis that the various attempts to establish precedence for text
over music are the progressive features of opera history. The
reforming programs of the eighteenth and nineteenth centuries —
Gluck’s and Wagner’s polemics against a tradition charged with
having become sloppy - rested on the conviction that operatic
singing was a kind of elevated declamation, in a way of speaking or
chanting that went back to the ‘original language of mankind,’ and
that music ought to be related intelligibly to the text at every
moment, in order to fulfill the demands of musical drama. It is a
fact, however, that musical language has been enriched and further
differentiated by the pressure imposed on it to follow a text to the
last detail, and this fact need not be set aside in order permissibly to
maintain that nothing has worked more confusingly in opera esthe-
tics than the habit of regarding drama and text as the same thing.
The formula ‘word and tone,” though Wagner’s authority stands
behind it, is the ruin of opera interpretation, to put it in broad
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terms. Nothing is more mistaken than to assume that the text
represents the dramatic aspect of an opera, so that an opera will be
more dramatic the greater the privileges it hands over to the text.
For what can be called in opera its dramatic or theatrical meaning is
not to be read off from a mere text, but rather takes definition
only from the juncture of music, language, scenery, and stage move-
ment and gesture. This juncture ray become a dialectic or even a
counterpoint, in which the text often plays only a slight role. To
confuse theater with declamation is the elementary fallacy of
dramaturgy. More decisive than words, in opera, is the visible and
palpable situation from which the words grow.

It seems as if only one trait is ascribed to drama by all estheti-
cians, even if they quite thoroughly contradict each other: this trait
is drama’s antithetical character. But antithesis is a concept com-
prehending an unsurveyable multiplicity of possibilities, from bald,
blatant contrast to complex dialectics. It hardly needs saying that
simple obvious contrast is one of the leading categories of opera. It
may be more noteworthy that contrasts that shirk the category of
dramatic-theatrical form run the risk of serving as a mere directorial
device to gratify musical consumers with the charm of variety.
It would probably not be unrewarding to analyze Meyerbeer’s
operas from points of view that have intruded on us from the
modern entertainment industry, whose prehistory extends back
into the nineteenth century.

Nietzsche turned away from opera, the sensational theater, as
‘mass-art par excellence,’ and indeed all attempts to ennoble opera
by some intricate dialectics are thwarted by its ineradicable ten-
dency toward exaggeration. The expression ‘dialectics’ means, if
understood in Hegel’s sense, that something must be analyzed into
opposing phases in order to arrive at the thingitself or to win recog-
nition as what it is. In its first, immediate form, its essence is still
hidden. Only a development — an unrolling process — by way of
antithesis allows the essence to come to the fore. Dialectics con-
ceived in this way is unmistakably analogous to the structure of a
sonata movement, whose themes are taken apart in the develop-
ment section, in order to reappear in the recapitulation richer by
distinguishable motives and inner relationships than the same
themes were in the exposition. But in opera or music-drama
narrow limits are set to the musical development of thoughts,
despite Wagner’s claim that the symphony was ‘transcended’ in the
music-drama. A motive or theme in an opera must not be referred
to a development whereby its import becomes intelligible, but
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rather must show at once in its exposition what it is all about. Only
the present counts; this is one of the laws of operatic music. The
excess of meaning accumulated by Wagner’s ‘guiding motives’ in
the course of the works is due less to musical development than to
dramatic development. The limitation of musical dialectics in
opera is balanced by possibilities which are implied by the collabor-
ation and conflict of heterogeneous components. Since opera is a
composite form of art, novelty — the driving force of historical de-
velopment — may be founded on the music as well as on the text, the
scenery, or the relations among the various components. It would
be wrong to expect that a new direction in opera, to be revolution-
ary, always had to rest on some profound change of musical
language, or even had just to coincide with such a change. The kind
of opera made by Bertolt Brecht and Kurt Weill was undeniably
progressive around 1930. The accident that external intervention
cut short any unfolding of this operatic type after a few years does
not invalidate its claim to have been revolutionary. But to draw the
consequence that the music of Mahagonny or the Threepenny
Opera must count as progressive on its own would be mistaken.
Brecht did indeed change the relations between text and music.
But he left intact the public’s habit of feeling more conventional
musical responses in opera than at a concert; he even exploited this
habit. Against the conception of a synthesis of the arts, in which
Wagner hoped the single arts would fit together without contradic-
tion and work together for the same purpose, Brecht posed the
idea of a musical theater in which text, music, ¢ gestics,’ and scenery
mutually intercut and ‘alienate’ each other. Alienation is supposed
to make striking what is ordinary; our everyday behavior, which
seems to us universally human and hence natural, as if there were
no other way to behave, is to be shown as strange, surprising, and
modifiable. The universally human, according to Brecht, is nothing
other than the mask of a historical situation wretched enough to
justify the resolve to change it.

The slogan of popular esthetics, that music is a universal
language, suggests that any situation grasped in tones becomes
available for feeling as a universally human situation. Brecht takes
the slogan literally, but he employs it with a critical intention.
When he alienates a tune attesting fine emotions by joining it with a
text betraying mean thoughts, Brecht seeks to demonstrate that the
emotions, the universally human, are mere masks for seifish in-
terest. But, to be useful for alienation by a text, the music must
work just as conventionally as the emotions that it represents. In
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other words, the music in itself, to be able to play its role in a pro-
gressive work of art, must be precisely regressive - every bit as sen-
timental as popular esthetics claims it is. Nature and function split
apart. )

Reversing the relationships between text and music in Brecht, it
is also possible for a new musical language to combine with an older
form of opera. Schoenberg’s music in Moses and Aaron is separ-
ated from Wagner by a historical rupture so profound that one
more profound can hardly be imagined; though the beginnings of
Schoenberg’s music reach back into Wagnerian tradition, the later
separation could not be missed by any listener. At the same time,
Schoenberg, just like Berg, undeniably took over almost
unchanged the idea of music-drama, the principle that music is a
means serving the purpose of drama. Although Schoenberg’s ideas
about the connection between text and music were thus enmeshed
in traditional ideas, his musical language goes far beyond what
might be expected according to the literal dictates of his own opera
esthetics. It is a mistake to think that Schoenberg’s music can be
disposed of as fag-end Romanticism; presumably this mistake,
insofar as it is not mere neo-classicist ideology, motivated by
wishing to clear a way for some new would-be classic, is based to a
considerable extent on taking Schoenberg’s esthetics too literally
and understanding his music too inexactly. Just as in Brecht’s con-
ception of opera, even though with reversed positions, something
progressive and something traditional are interlocked. And the
contradiction is no inert one; rather it is productive.

12

Esthetics and history

To regard works of art as primary documents and to wish to exert every
means for the purpose of reading and interpreting them correctly, above
all, without regard to esthetic enjoyment, this I see as one of the most im-
portant steps forward in recent times.

This programmatic statement by Philipp Spitta was written in 1893,
a year before his death, in Die Grenzboten (News from the fron-
tier), justifying the publication of the multi-volumed Denkmiiler
deutscher Tonkunst (Monuments of the German art of tones).



70 Esthetics of Music

Spitta, next to August Wilhelm Ambros, was the most significant
music historian of the nineteenth century. His statement separates
history and esthetics with an abruptness that might be understood
as fending off an onerous difficulty. Spitta postulates precise and
unalterable distinctions between esthetics and history, which are
meant to guard judgments in each field from adulteration. As an
object of esthetic enjoyment, as Spitta calls it, a musical work is not
a primary document concerning the state of fugal technique in the
early eighteenth century, or the spirit of pietism in music, but
rather nothing but itself, transcending time, and cut away from the
accidental conditions out of which it arose. Vice versa, as soon as it
is analyzed as a historical document, as evidence concerning states
of affairs outside itself, it is extinguished as a work of art. Thus, if
the argument is carried to an extreme, there emerges the possibility
of an ‘art history without art.” For Spitta, writing history is domina-
ted by the idea of development, while the supreme category of
esthetics is contemplation, in which a beholder or listener forgets
himself and all the world. For Spitta, an attempt to unite the dis-
jecta membra of historical investigation on the one hand and of
esthetic enjoyment on the other would be suspect; such an attempt
might be an arbitrary or confused mixing of irreconcilable things.
Moreover, the late nineteenth century emphasized the division and
difference between disciplines especially as part of its effort to
detach itself from the epoch of ‘art religion,’ the age of Goethe and
Hegel, when connections among disciplines had seemed promis-
ing; the new Positivist age insisted on infallible scientific rigor. For
Winckelmann and Herder, esthetics and history intermingled. In
the decades around 1800, these two disciplines, concerning them-
selves with particular individual things, were set apart from a
rationalistic dogmatism that measured both past and present by
invariable norms of nature and reason. Esthetics and history
focussed on what was unrepeatable; they upheld the right of excep-
tions to the rule or of departure from what was general and recur-
rent. The distinctions of method, which Spitta later exaggerated,
hardly occurred to people in the first enthusiasm of discovering the
individual.

Bringing these distinctions into the open was doubtless, as Spitta
expressed it, ‘one of the most important steps forward in recent
times.” To be sure, historical judgments about music deal with the
same objects as esthetic judgments, but they grasp the objects in a
different way, as if from the reverse side. Anyone who feels the
subject of a Bach fugue as beautiful or sublime makes a legitimate
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esthetic judgment even if he does not know who originated the
melody, nor know the fact that this melody is a variant of a type
whose prehistory stretches back into the early seventeenth century.
Esthetic experience is apparently independent of historical knowl-
edge, or at least may be so.

Yet the two sides, which Spitta sharply separated from each
other on principle, zealous as he was for scientific rigor and sus-
picious of dialectics, are in fact closely connected with each other.
More exact analysis shows that historical knowledge is quite often
founded on esthetic judgment, as well as vice versa. Art history
must be reckoned among the historical disciplines; it takes its bear-
ings from their methods; but this fact does not exclude another:
that art history is forced to accept from esthetics its object of study.
An esthetic judgment, whether explicit or not, is inherent in the de-
cision as to whether a piece of music is to be accepted as art or may
be left out of account, as not art. The canon of classics, and of old
masters, is more a presupposition of art history than a resultant.

Conversely, many esthetic judgments are established by way of
historical judgments. No one denies that the significance of a
musical work of the nineteenth or twentieth century — its ‘substan-
tial import,” as Hegel would say — diminishes or even disappears if
the work is seen through as derivative, for an esthetic sense of tact
bristles at a composer’s stealing another’s language, as it were. But
to admit that originality or its absence is an esthetic criterion
implies that there are esthetic experiences that include historical
knowledge and would be impossible without it, no matter how
slight or subordinate its role.

The esthetic or partly esthetic character of a judgment that some
work is derivative cannot be doubted: this judgment cannot be con-
ceived as either merely historical or as exclusively a matter of tech-
niques of composition. Anyone who confined himself strictly
within a historian’s limits might of course establish that a piece of
music repeated something said earlier, but such a historian could
not speak about derivativeness as a shortcoming. Yet the judgment
that a work lacks originality cannot be securely founded purely on
considerations of technique without regard for the time of compo-
sition, which is a historical factor. Again, an immaculate copy of
style is imaginable, no matter that it may rarely or never occur; and
however perfect it might be, just so unavoidably would it fall under
the verdict of being derivative and therefore esthetically worthless.
In the accusation of derivativeness, historical and esthetic aspects
are inseparably interlocked.
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The criterion of originality, however, on which this accusation is
based, is itself historically limited. Its validity does not extend back
before the eighteenth century. To say that a sixteenth-century
motet was derivative would be beside the point, since in that
century imitating model composers was viewed as a legitimate pro-
cedure. Moreover it is not out of the question, though it seems
improbable, that imitation, suspect up to now, will be rehabilitated
sooner or later. For the esthetics to which the criterion of orig-
inality belongs is a historical phenomenon itself; it arose in the
eighteenth century and its duration cannot be predicted.

Kant speaks in the Crifique of judgment about the ‘teleological’
judgment concerning the function of a structure. What he says
about it — that it serves ‘as foundation and condition’ for esthetic
judgment if the object judged is a work of art — may be maintained
for historical judgment too, by analogy, and with equal justice. If
some listener is unable to date a melody of arpeggiated triads as
early classical period and therefore dismisses it as jejune, this liste-
ner is just as mistaken as another listener who complains of the lack
of melodiousness in a fugue subject, instead of recognizing it as a
fugue subject and judging, accordingly, as to whether it fulfills its
function or not. Of course an esthetic judgment, simply hailing
some object as beautiful, represents very little judgment based on
knowledge; but this is no more self-limiting than the opinion, which
comes from misunderstanding the Critique of judgment, that intel-
lectual aspects, either teleological or historical, disturb and confuse
esthetic judgment. Intellectual aspects, to be sure, are merely
‘foundation and condition,” not goal and result of esthetic contem-
plation; but they are scarcely dispensable as presuppositions, if
esthetic experience is not to remain impoverished and insubstan-
tial. ‘Immediacy’ may be an attribute of esthetic intuition, but it is
not so devoid of presuppositions as is wished by the apologists for
the kind of naiveté that transcends itself by proclaiming itself
naive, reflecting on itself, and bristling at intellectual sneers. It is
not so much a starting-point as a point of arrival: ‘mediated imme-
diacy,’ to speak in the idiom of Hegel. One of the mediating com-
ponents, moreover, is historical knowledge. A ‘purely’ esthetic
experience, appreciating in some object nothing but its beauty, is a
thin abstraction. Kant’s emphasis is a matter of method and logic,
not founded in the nature of experience. What for him is the decis-
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ive aspect, ‘culture,” he attributes more readily to ‘accessory’
beauty than to ‘free’ beauty.

Unabridged esthetic experience implies something historical.
This is shown negatively in the incomprehension or misunderstand-
ing encountered by music from a remote period, such as the four-
teenth century. Esthetic contemplation is not entirely independent
of this remoteness: it can be influenced by it or even prevented by
it. (It may not be unheard of that a listener enjoys something he
does not comprehend precisely because it remains uncomprehend-
ed, but this may be considered a peripheral phenomenon, if not to
say quite irrelevant.) What is obvious with things remote in time or
space, however, is equally true, though less strikingly so, even with
works closer to us, which require for understanding no perceptible
exertion. A commentary — going to the trouble of historical reflec-
tion — is superfluous only because we take for granted the intellec-
tual and historical features of the work. And our taking them for
granted is what misleads us into overlooking them, to succumbing
to an illusion that esthetic appreciation is ‘immediate and without
presuppositions.” Those historical mediations that serve as ‘foun-
dation and condition’ for a symphony of Brahms or a music-drama
of Wagner remain hidden, because they have been worn down to
traditions that we do not reflect on. But in fact they do still exert an
effect, and our esthetic experience would be enriched if we were
aware of them. That the ‘second immediacy’ represents the goal of
esthetic conduct should not be abused as an argument to justify the
‘first immediacy.” For people who claim the first, it is generally
nothing but an alibi for obtuseness. Absorption in a work of art, no
matter how self-forgetful, is seldom a mystical state in a literal
sense, seldom a motionless and hallucinatory fixation. More likely
it is a to-and-fro between contemplating and reflecting, and, if so,
then the level it reaches depends on the esthetic and intellectual
experiences contributed by the listener, experiences into whose
context he can fit the work that he is now appreciating. Intellectual
features are no superfluous addenda; rather they are always an
intrinsic part of esthetic perception. They may of course take forms
either rudimentary or highly developed, and there is no reason to
suppose that any esthetic advantage is gained from keeping these
features in a primitive condition. Shying away from concepts is
hardly a warrant for or a badge of esthetic sensitivity.
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Toward the
phenomenology of music

1.

So what is time? If no one asks me, I know; if I am to explain it to someone
asking, then I do not know. (Quid est ergo tempus? Si nemo ex me
quaerat, scio, si quaerenti explicare velim, nescio.)

Internal contradictions in the concept of time made Augustine
philosophically ill-at-ease (Confessions, Bk XI, chap. 17). These
contradictions do not leave music untouched — music being the ‘art
of time par excellence’ (Gis¢le Brelet). Is the present — now — the
only reality of time, between what is no longer and what is not yet?
Or is the present just the opposite, a mere boundary line between
past and future, nothing in itself, an aspect that passes as it arrives?
For Augustine, a tone or a syllable can pose the puzzle; is it irre-
solvable? Edmund Husser] avoids it by understanding the ‘present’
as no fleeting punctual now, but rather as a stretch of time whose
extent depends on the duration of a process that fills it up, a process
felt as cohering without a break.

A whole melody seems present as long as it is still sounding, as long as
tones are sounding that belong to the melody, intended in a single percep-
tive context. (The phenomenology of internal time-consciousness, *“Vor-
lesungen zur Phénomenologie des inneren Zeitbewusstseins,” in
Jahrbiicher zur Philosophie und phinomenologische Forschung, vol. IX,
1928, p. 398)

In the concept or intuition of temps durée, ‘experienced’ time,
passing not in an even flow but alternately fast and hesitating,
Henri Bergson sought to reconstruct the original experience of
time, which precedes temps espace, time spatially represented.
Since Bergson, the claim is made fairly often that music is a form of
appearance of temps durée, a sounding Gestalt of temps durée.
But the features that Bergson rigidly separated arise in experience
not isolated from each other, but rather bound together by their in-
teraction. If temps espace, empty before and after, is abstracted
from temps durée, it is no less the case that the stretchings and
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shortenings of experienced time can be felt only against a back-
ground of spatial time. And both aspects, temps espace and temps
durée, are at work in music, as temporal framework and move-
ment. )

Going beyond Bergson, we might ask: is time 2 mere medium of
processes in it? or is time itself an occurrence, which advances from
the past into the present or approaches the present from the
future? And does music situate itself ‘in time’ or does music rather
have ‘time in itself’? This question has been answered variously in
the literature about musical time, a literature in which surplus
rather than shortage prevails; in their various answers, disputants
are insufficiently aware that they use the word ‘music’ in various
meanings. At all events, the contradiction between arguments may
be resolved by assuming that some writers mean a repeatable
musical work, while others mean a work’s unrepeatable individual
performances. According to Roman Ingarden, sounding music is a
‘real’ object, notated music a ‘purely intentional’ object (Unter-
suchungen zur Ontologie der Kunst, Investigations of the ontology
of art, 1962, p. 101). And the characteristics of the temporal struc-
ture correspond to the characteristics of the object. The duration of
a single performance is a bit of real, unrepeatable time. By con-
trast, a duration is immanent in a notated work, a duration speci-
fied by the extension and succession of parts. This latter duration,
just like the ‘purely intentional object’ to which it belongs as one
aspect, has no place in real, unrepeatable time. The notated work
is not tied to any here and now, but rather can be repeated. Hence
the single performances, ‘realizations’ of a work, may be ‘con-
tained in time,’ while the notated work may be described, precisely
in reverse, as ‘containing time,’ and the work intended by notation
is the ‘work itself,” recurring as identical in all its performances, no
matter how different they are as acoustical ‘realizations.” The fact,
moreover, of a one-way passage from immanent duration toward
real duration makes no change in the difference between the forms
of time.

The commonplace statement that music is a ‘shaping of time’
(Zeitgestalr) or ‘shaped time’ (gestaltete Zeit) leaves open a
question about the inner unity of a structure of tones. (And some-
times this unity seems to be subjected, by the constant use of the
word ‘Gestalt,’ to the exclusive expertise of the school of psycho-
logy for which this term is a label.) The question is to what degree
the inner unity is grasped and constituted passively and receptively
on the one hand, and on the other to what extent it is grasped by a
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conscious, spontaneous activity of assembling, comparing, and re-
lating. No firm agreement exists as to whether Gestalt psychology,
whose experimentally based insights belong to the realm of psy-
chology of perception, must be entrusted with determining what a
Zeitgestalt is and is not. It seems as though the criteria of psycho-
logy of perception may indeed suffice for describing impressions of
tonal structures with brief extent, but not for explaining musical
coherences extending over a longer time. The term ‘Gestalt,’ trans-
ferred to a whole sonata movement, is an empty word or else an
expression of resentment toward analysis; some devotees of the
‘Gestalt’ would forbid musical analysis as an overreaching of
reason into supposedly irrational things.

Musical perception that reaches beyond the grasp of isolated
acoustical data would be unthinkable if data immediately past were
not preserved. This preservation Husserl designated as ‘retention’;
its complementary opposite he called ‘protention,” the expectation
and anticipation of something future. Although at the end of a
melodic period its beginning is no longer available for inspection,
still we are sufficiently aware of the beginning for the melody to
appear as a unit, a closed course of events: in musical ideas the
present conclusion and the past beginning seem to stand beside
each other more nearly than they contrast with each other in the
way a looming figure contrasts against a faded ground. By means of
‘retention’ there arises something like an extended present. The
point in time — now — stretches out to a line. Again, something im-
mediately perceived often reminds us of something earlier, similar
or the same, separated from the present by a shadowy span of time
now sunk in oblivion. Continuity and discontinuity of musical
hearing interpenetrate. While parts that in the course of a work
have protruded as present and then been preserved by retention
may coalesce in a continuum, the memory that relates a motive
now present to a motive rather far in the past, as its return or
variant, works sporadically and discontinuously. But both com-
ponents mingle — the uninterrupted momentum that musically rep-
resents the flowing of time and the connection of what is remote.
These components do not become confused but rather mutually
condition and support each other. The bold leaps of memory,
which Wagner counts on in his technique of guiding motives, not
only break through the continuum but at the same time presuppose
it as their supporting ground. And correspondingly something
past, withdrawn from immediate retention, is preserved from
being totally forgotten by recurrences of single motives, which
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evoke their musical surroundings into recoliection at each recur-
rence.

The connection, however, between a motivic variant, occupying
the present, and the model it recalls is not ‘open to inspection.’ The
two motives are not ‘side by side’ in the same sense as two phrases
may be called ‘adjacent,” when the first half of a period, held firm
by retention, is imagined as lying in a temps espace resulting from
its original temps durée ‘next to’ the second half, now present.
Rather, the model motive is grasped by way of the variant. The
model remains ‘abstract,’ since it would be absurd to think of the
motives as if acoustically ‘superimposed,” as in a photographic
double exposure. The model is paler than an image retained in
memory. Moreover the relation as such is clearer for consciousness
than the image to which the relation connects; the fact of similarity
between model and variant is clearer than the motive announced to
begin with, from which the motive heard now is derived. The
general existence of some connection is more striking than what
specifically is being connected with what. What is recalled, now
evoked and made conscious again, is localized in the present, but at
the same time it carries the tint of the past from which it comes. The
times are locked together.

2.

Music is objective and yet it isn’t. A musical work differs from pri-
mitive, aimless singing. This sort of singing ends but does not con-
clude; no one can foresee when it will break off. But a musical work
presents a completed structure; even a listener unacquainted with
it knows, a priori, that it is intended and ought to be grasped as a
whole, with firm boundaries and definite articulations. Moreover,
the expectation of unity in variety belongs to the thing itself, no
matter how vague may be this expectation. It belongs to the inten-
tional object, to speak the language of phenomenology. To be
sure, the fact that the single perceptions, as they overlap, remain
connected, instead of merely supplanting one another, results on
the one hand from a comprehension that is partly receptive, partly
spontaneous: the tones fit together in motives, the motives in
periods, the periods in forms of movements. Yet, on the other
hand, any listener accustomed to artificial music always presup-
poses the wholeness of a work, even a work quite unknown; and
such a listener grasps details as parts of an expected coherence that
includes the details and still proceeds from them.
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A musical work is not altogether different from a visible object:
the supposed whole of a musical work, anticipated in empty or
weakly determinate expectation, resembles a visible whole, first
presented in a vague over-all impression, then gradually defined
more precisely by way of the individual features discerned one
after another by the beholder. Although it would be perverse to
blur or evade the difference between an acoustical process, extend-
ing in time, and spatially presented things — the category of ‘object’
has been abstracted from things (ob-jecta) tossed in the way of a
subject (the German Gegenstand means a thing that stands oppos-
ite, or in the way of, a subject) — still it is undeniable that musical
listening proceeds from the idea of a closed shape to which details
are related as if they were features defining what underlies them.
The anticipated whole is analogous to the visibly presented whole,
and the anticipation may be more nearly defined by a title,
announcing the whole, as representative of a type — sonata-form or
rondo —so that a system of relations is specified in advance, and the
listener’s expectation can fasten on to it.

Insofar as musical works of art are grasped as such — not merely
drifted through as if they were potpourris — each detail, just per-
ceived, exists not for its own sake but rather as a component of
some whole that listeners consciously anticipate. While a listener is
discerning individual parts, his esthetic interest — elaborating and
realizing itself through the experience of the details — always aims
partially or even primarily at the comprehensive form. De.Jils
must be grasped as functions of the whole form, in order to attain
unimpaired musical reality.

3.

No one seems to doubt the received opinion that music is sounding
motion. The experience that music is motion forms the point of de-
parture for several twentieth-century music estheticians, who are
called ‘energeticists’ by Rudolf Schifke, in his Geschichte der Musik-
dsthetik in Umrissen (History of music esthetics in outline, 1934, p.
394), since these estheticians, borrowing partly from phenomenol-
ogy and partly from metaphysics, trace back to a hypothetical
energy the impression of motion produced by successions of tones.
This energy, called ‘will’ by August Halm and ‘power’ by Ernst
Kurth, is said to be effective in music as an agent and to constitute
its hidden essence. The idea of a motion does indeed arise in listen-
ing to music, but however unavoidable this idea may be, it is none-
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theless difficult to describe and analyze without falling into the
confusing, stupefying language of Ernst Kurth, a language in which
psychological and music-theoretical insights are mixed with meta-
phors drawn partly from physics and partly from vitalistic philo-
sophy. :

The phenomenon of motion is closely connected with that of
tonal space: an unreal space, which must be distinguished from two
other spaces, according to Albert Wellek, in his Musikpsychologie
und Musikdsthetik, 1963, Appendix. There is the real physical
space in which music as sound can be located, on the one hand,
and, on the other, there are ideas of space such as are evoked by
the content of many works of program music. The custom of speak-
ing about tonal space is rooted in ordinary colloquial language, not
only in professional jargon. But the dimensions that constitute
tonal space, its determining aspects, apparently symbolized by the
vertical and horizontal dimensions of notation, are not unequi-
vocal, either in their essence or in their relations to each other. Are
the differences between tones ‘distances,’” spatially imaginable?
Does it make sense to characterize as two ‘dimensions’ the pitch-
interval and the duration of tones and to put these ‘dimensions’
into perpendicular relation with each other? This is not so obvious
as some naive listener may suppose, for whom the terminology and
notation of European music have come to be second nature in his
way of perceiving tones.

To be sure, tones are felt to be high and low, as unprejudiced ob-
servation shows, but they are felt also as bright and dark. More-
over, in antiquity, both Greeks and Romans designated tones as
sharp and heavy. (The question may be left unsettled whether
those feelings are a matter of associations or of characteristics be-
longing to the thing itself.) Thus, while it would be erroneous to
dismiss the idea of a vertical in tonal space as mere fiction, sugges-
ted by notation, still it should be undeniable that this idea combines
conventional aspects with natural data. To perceive tones primarily
as high and low, not bright and dark, is a result of emphasizing one
of the possibilities of perception included in the phenomenon.

Hardly less problematical is the habit of referring to time as a
second dimension of tonal space — and the time itself, indeed, is
spatially imagined, temps espace. For time and all musical pro-
cesses occurring in time are irreversible, but reversibility of direc-
tions belongs among the characteristics of a dimension in the strict
sense of the word.

Again, how easily can any motion be imagined without some
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carrier of the motion? But musical motion seems to lack any
moving agent or substance. For it would be a questionable hypo-
thesis to claim that it was a tone that moved in tonal space. A
higher tone following a lower one is ‘another’ tone rather than ‘the
same’ tone in another place. The first tone, when the melody pro-
ceeds, does not change its position, but is replaced, displaced by a
second tone. Yet Ernst Kurth’s attempt to hypostasize the motive
energy that ‘streams through’ music as a living being, and to
demote tones to mere points of transition, is too arbitrary and also
too deeply enmeshed in metaphysics to be a convincing last word
on the matter.

Perhaps the difficulties hindering any attempt to describe and
analyze tonal space and musical motion — difficulties that often
appear labyrinthine — might be overcome only by proceeding from
the hypothesis that in the complex of impressions of space and
motion what counts as primary is rhythm, not melody, as Kurth
assumed. Rhythmic motion, determined in common-practice
meters (Taktrhythmik) by the duration, stress, and character of the
beats in a measure, is independent of melody, or at least may be
independent, but melodic motion is not separable from rhythmic
motion. One can think a rhythm without any succession of tones,
but not a succession of tones without some rhythm. This indicates
that rhythm forms the basic component of the impression of
musical motion. Time — temps durée made into a firm temps espace
—is the primary dimension of tonal space; verticality is secondary.

Assuming that precedence is given to rhythm, we may begin to
understand a phenomenon that is hard to explain as long as inde-
pendence from rhythm is claimed for a dimension of pitch, that is,
for the impression that differences between tones are distances. It
has often been observed that when tones sound together in chords
the individual intervals’ characteristic of distance or space is
weakly manifest or even cancelled. This might be either because
the characteristic is concealed and repressed by the tint of conson-
ance or dissonance, or because it is only rudimentarily present in
simultaneity, regardless of any such tint. One writer on the psy-
chology of tones, Géza Révész, even denies that the character-
istic of distance exists with simultaneous intervals. Only in
succession is there a clear impression of a distance between tones —
of some vertical aspect as a dimension of tonal space. But the fact,
formulated cautiously, that with chords the manifestation of any
characteristic of distance or space is less than with successions of
tones — this fact might be most simply explained by the hypothesis



Toward the phenomenology of music 81

that the idea of tonal space represents an abstraction from the
phenomenon of musical motion, and that the basic aspect of this
motion, from which others are dependent, is the rhythmic aspect.
The vertical aspect — the impression that differences among tones
are spatially representable distances — emerges only together with
the horizontal. And since, in the case of a simultaneous interval,
motion and rhythm drop out, the impression of distance or space is
reduced as well, or even, if Révész wins assent, extinguished.

4.

Concerning music’s phenomenological structure, Roman Ingarden
developed a thesis in his polemic against Nicolai Hartmann, stating
that music is ‘one-levelled’ while literature is ‘multi-levelled’ (The
literary work of art, Das literarische Kunstwerk, 2nd edn, 1960, p.
35). This distinction, however, is brittle. To speak of levels of a
work, according to Ingarden, makes sense only if the elements con-
stituting a level satisfy three conditions: first, they are constitutive
for all works of the art that is to be characterized; second, they form
for themselves a coherence persisting through the whole work; and
third, they are clearly distinguishable from elements of other
levels. Ingarden accuses Hartmann of confusing the situation with
his divergent terminology. Ingarden’s three criteria may be desig-
nated more simply, without his own nomenclature, as those of (1)
universality, (2) continuity of a level in itself, and (3) heterogeneity
with respect to other levels. In literary works, with which Ingarden
first and most significantly elaborated his theory and terminology,
three levels are text (Wortlaut, which must be distinguished from
the phonetic material that realizes the text in speaking), meaning,
and represented object.

Ingarden, rightly no doubt, distinguishes between performances
of a musical work, individual and always differing, and the work
itself that remains ‘the same’ in all the modifications to which it
submits. The identity intended and guaranteed by the name Eroica
or Third Symphony is not cancelled by the diversity of interpret-
ations in which the one composition assumes real sounding form.
The work is a ‘purely intentional’ object, withdrawn from time,
while a single performance is real and tied to the here-and-now.
Furthermore, according to Ingarden, the truth about traits depend-
ing on interpretation — details of articulation and agogics or grada-
tions of forte and piano — is that such traits do not belong to the
work itself; thus they form no level. (The principle is unaffected by
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the fact that boundaries between composition and interpretation
are historically variable, that a modern score represents the latest
phase of a development whose first phase was the notation of mere
scaffoldings of tonal structures.) To characterize music as ‘one-
levelled’ is not arbitrary. Yet it can be refuted, even without refer-
ring to Nicolai Hartmann’s usage of terms and arguments, through
an immanent critique that confines itself within the limits of Ingard-
en’s assumptions. Differences exist in a musical work between
composition or tonal structure (Tonsatz) and sonorous form
(Klangform), between quantity and quality, structure and func-
tion, similar to the differences between levels of a literary text; the
similarity, however, does not warrant applying the metaphorical
term, the word ‘level,’ to musical reality.

The sonorous form of a musical work, its particular instrumenta-
tion, has been part of its composition since the seventeenth or
eighteenth century — the historical development completed itself
sooner in scme genres, later in others — while in earlier epochs son-
orous form was a matter of performance practice. As an aspect of
the work itself, moreover, sonorous form is separable from indi-
vidual, particular reproductions of the work. This distinction is
hardly different from that between the text (written or memorized
Wortlaut) that forms one of the levels of a literary work (7ext) and
the variable phonetic material in which it is realized. If, then, the
instrumentation belongs to the musical text, it is still distinguished
clearly enough from the tonal structure (Tonsatz) to make possible
its consideration as a level on its own, analogous to the literary text
(Wortlaut). A tonal structure can be conceived without reference
to sonorous form, and the instrumentation can be changed without
any need to tamper with the structure of such a work. Tonal struc-
ture and sonorous form, in this view, would be two levels of a
musical work satisfying Ingarden’s conditions of universality, con-
tinuity of a level in itself, and heterogeneity with respect to other
levels.

The distinction between musical quality and quantity may be un-
derstood analogously. Qualities, either of harmony and melody or
of thythm, are founded on quantities, without being reducible to
quantities. Gradations of consonance and dissonance would be
mere abstractions except for the intervals in which they are dis-
played. But consonance and dissonance, on the other hand, differ
from the intervals, their foundation. Interval as quantity and grada-
tion of consonance or dissonance as quality are heterogeneous in a
manner like that of text and meaning in language.
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What is called musical rhythm is a complex of phenomena or
component parts. In this complex, qualities and functions involve
each other inseparably. Deciding whether a measure’s center of
gravity is a matter more of quality or of function would be difficult,
if not quite arbitrary. But the difference between qualities or func-
tions and the fundamental quantities, the measurable traits, is un-
mistakable. For the same quality or function — a measure’s center
of gravity — may be expressed by various quantltles by modifi-
cation of duration or of intensity. Whereas in a march or dance it
may be appropriate to mark the center of gravity with an accent of
intensity, in an organ piece the center cannot be made recognizable
otherwise than through a slight agogic lengthening, which is not to
strike a listener as lengthening but rather is to be perceived quali-
tatively. The variability of representation, however, is the sign of a
heterogeneity that may be conceived as a difference between
‘levels.” Musical rhythm, contrary to Ingarden’s argument, is
‘many-levelled.’

Finally there is no mistaking the divergence between a chord as
sounding structure and the function, in harmony and tonality, that
it fulfills in the context of a musical work from the eighteenth or
nineteenth century. Hugo Riemann, most rigorous theoretician of
tonal harmony, ascribes the same meaning in the context of C
major, that of subdominant, to two chords: f-a-c, and f-a flat-d flat,
which are drastically different externally, in their array of tones,
Structure and function split apart.

The image of levels can represent the aspects that Ingarden dis-
criminates from each other in literature — text, meaning, and objec-
tive reference. But subjecting musical differences to the same
metaphorical scheme is unsatisfactory, although an attempt to
refute in Ingarden’s own terms his argument that music is ‘one-
levelled’ has compelled us to treat the differences between tonal
structure and sonorous form, quantity and quality, structure and
function as musical analogues to the levels of a literary text. Within
rhythm, the split can be described better by the concepts of quan-
tity and quality; in harmony, however, by the categories of struc-
ture and function; yet there seems to be no intelligible possibility
either of identifying quality with function or of putting them on
‘levels’ one above the other. But no matter how futile the wish to
count the ‘levels’ of a musical work, it is no less certain that calling
music ‘one-levelled’ is mistaken.
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Standards of criticism

There are two kinds of esthetics, altogether different from each other, and
they must not be so confused as to make one a reproach to the other. The
first is sensuous judgment, a cultivated natural ability to see perfection and
imperfection in things of beauty and to enjoy them sensuously, hence
vitally, hence thoroughly, hence rapturously. While all this is true, still the
first esthetics always remains sensuous enjoyment, confused feeling, and it
ought to remain so. Such talented souls we call geniuses, refined intelli-
gences, people of taste. According to the degree to which they possess it,
their esthetics is nature, good evidence in affairs of beauty. But what
about the other esthetics, the really scientific esthetics? This applies its
keen attention to the antecedent feelings, tears one part from the rest,
abstracts parts from the whole — no longer a beautiful whole; for the
moment, it is a beauty torn to pieces and mutilated. Then this esthetics
proceeds through the several parts, reflects, brings all of them together
again, in order to restore the previous impression, and finally compares.
The more exactly it reflects, the more keenly it compares, so much the
more firmly will it grasp beauty. Thus an articulate concept of beauty is no
longer a self-contradiction, but rather a completely, utterly different thing
from the confused feeling of beauty.

Herder, attempting to justify psychological-esthetic analysis
(Sdmtliche Werke, vol. IV, p. 24), rests his attempt on the idea of
subordinating esthetics to a principle of faculties of the mind
(Gewaltenteilung). Immediate feeling and intuition, ‘sensuous,
hence vital, hence thorough, hence rapturous,’ grasp a work as a
whole, but they loiter on a stage of development designated as
‘confused’ by Herder, just as it is by Alexander Baumgarten. The
term ‘confused’ (verworren) means, in eighteenth-century acade-
mic philosophical language, that an impression lacks concepts and
reflection, but this does not exclude its being a fairly ‘clear’ (klar)
impression. The opposite of ‘confused’ is another word for ‘clear,’
‘articulate,’ ‘distinct’ (deutlich); articulate ideas are mediated only
by analysis, using concepts; in analysis, the whole, which constitu-
ted the basic data for the recipient’s feelings and intuition, must be
dissected; analysis ‘tears one part from the rest, abstracts parts
from the whole.” Analysis, however, is to be understood not as an

84
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ultimate, not as a goal of esthetic experience, but rather as a
method, in the original sense of the word, a detour. The intuition,
the first impression, cannot be held fast in its immediacy; it pro-
ceeds into reflection; then, completing a circle, reflection tends to
cancel itself in a second immediacy of intuition.

~ Analysis, according to Herder a ‘scientific’ esthetics in contrast
to ‘natural’ esthetics, is open to the suspicion that it distorts or
empties the impressions that it tries to penetrate, as it grasps and
defines their content. Esthetic experiences, happening to a listener
in the moment of self-forgetting musical intuition, seem to elude
formulation as judgments in which refiection is recorded. In art,
and not only in art, received opinion is inclined to be hostile toward
intellect, which disturbs any enjoyment lacking concepts. What
intellect may grasp is thought to be a pale shadow of what was pre-
sented in original experience.

But a prejudice against analysis, a judgment that transforming
immediate impressions into reflected impressions represents impo-
verishment and exploitation, might be countered by pointing out
that the prejudice itself depends on reflection. Original intuition
knows nothing about itself. An image of it, an idea of esthetic
pleasure, which is ‘sensuous, hence vital, hence thorough, hence
rapturous,’ is contributed by reflection. And it would not be para-
noid to suspect that the lost immediacy — the condition longed for
nostalgically by a culture surfeited with itself and denouncing itself
— was more likely partial, musty, and embarrassed than so rich in
hidden nuclear content as the goal painted by nostalgic longing.
True immediacy is not the first one — the lost paradise that was no
such thing — but rather the second, mediated by reflection. “The
original jet’ (Ursprung), to borrow the words of Karl Kraus, is ‘the
goal,” not the beginning.

Esthetic reflection terminates in criticism. Can a theory of criti-
cism be sketched? Or, at least, can it be shown that such a theory, if
pains were taken with it, would be possible? An attempt to dosois
crippled by the slogan that esthetic judgments are relative. This
slogan is available to anyone and everyone who seeks to escape the
implications of his own statements or those of others. Many people
think that the relativity of criticism implies its worthlessness. And
no matter how wrong the idea of the arbitrariness and relativity of
esthetic judgments may be, it is still hard to refute. It is like the
saying that no one can jump over his own shadow. This idea of rela-
tivity is one of those arguments, false in themselves, that become
confirmed through the results of believing in them. Any criticism
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that feels exposed to snide insinuations tends to become as unten-
able as popular prejudice expects it to be.

Surely one of the most damaging effects of the relativity slogan is
that it prevents or at least inhibits the forming of any self-conscious
tradition of criticism. Esthetic judgments lack coherence and con-
tinuity. Each judgment is presented as if, so to speak, it came out of
nowhere, although the assumptions underlying the judgment could
be discovered fairly easily. Since the assumptions nearly always
remain unexpressed, it is natural to suspect that they have under-
gone slight reflection, or none at all. However, what exists does not
measure what is possible. There is no obvious reason why it should
be unattainable or nonsensical to assemble individual judgments in
esthetic criticism, forming a context more or less like the context of
judgments in historical philology, where ideas proposed without
study of earlier utterances on the same topic are rebuffed or
rebuked as dilettantish, even if these ideas are accidentally ingeni-
ous.

Some may object that a survey of the development of Bach criti-
cism or Beethoven criticism will suffice to lead to the resigned con-
viction that generally an esthetic judgment reveals more about the
person who judges than about the matter judged and its content.
This objection, no matter how often repeated, hits the mark only
approximately or even misses it entirely. For, in the first place, the
chaos of judgments, if it is a chaos, is not an inalterable situation.
And, in not a few instances, it is only apparent chaos, invoked by
picking examples misleadingly and by giving insufficient reflection
to the causes and meanings of the divergence among esthetic opin-
ions. Even when real, the chaos can be explained as a result of the
absence of tradition in criticism. The lack of continuity, as men-
tioned, is not in the nature of criticism but rather based on the pre-
judice that combats and confounds it.

Secondly, skepticism toward esthetic judgments rests partly on
superficial reading. The belief that these judgments contradict
each other and cancel each other out is supposedly a well-
considered view, but in fact more often it is mean and impertinent.
A careful reader, whose concern for criticism extends beyond an in-
terest in the mere verdict, the award of praise or blame, and
embraces the arguments and their implications, must notice that
diverging opinions almost always proceed from different assump-
tions and basic ideas, so that dialectical exertions are called for to
make the opinions comparable at all. Writers passing public judg-
ments, who seem to contradict each other, are not addressing each
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other in fact; the critics’ dialogue, which a skeptic believes to be
fruitless, has never really taken place. While it is futile, therefore,
to play off differing opinions against each other, there is all the
more need for discovering or constructing a system of concepts that
would enable one to get behind the judgments and to relate to each
other the assumptions that underlie them, in order to find out
whether they can be reconciled or not. The differences that the
skeptical view of criticism emphasizes and feeds on might possibly
turn out to complement rather than cancel each other.

Third, can the history of Bach or Beethoven criticism be read as
nothing but a shifting of prejudices that ruled past epochs, each
epoch trying to free itself by polemics from the immediately pre-
ceding epoch? Anyone who comforts himself that this is the only
reading is exaggerating. And indeed it is an exaggeration that does
not provoke thought but cripples it. The differences between judg-
ments are of course striking, but on the other hand a one-sided and
strict taste is surely more than a weakness, remediable by judicious
and comprehensive judgment about the past; rather it may even
signify an advantage, namely, as precondition for clear and fruitful
insights, the like of which would not have been possible in other
times. Romantic criticism, out of style for several decades in the
twentieth century, discovered traits in Bach or Beethoven that
would have remained closed off to us if our century had had to feed
entirely off its own substance. Furthermore, the truth-content, the
validity, of any knowledge is largely separable from its origin. And
ideas rooted in an epoch’s prejudices, in what Francis Bacon classi-
fied and condemned as idols, are not always the worst ideas. If
some notions have origins hidden in shadows, this should not
prevent us from accepting the notions as the insights they are. Out
of delight in unmasking we may needlessly reduce insights to preju-
dices, when the prejudices were merely conditions for the occur-
rence of the insights, not constituents of their content. Again, in
criticism as well as in art itself, not everything is possible at all
times. Our incapacity to make some of the discoveries of earlier
centuries does not preclude our holding on to discoveries once
achieved. We need not share the presuppositions of past epochs,
nor worship their idols, in order to participate in the insights that
grew out of them. And in the everyday experience that knowledge
is more easily preserved than won we may establish hope for con-
tinuity in esthetic criticism.

Fourth, among critics who deserve the name and have not
merely accidentally stumbled into the career, agreement over what
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is essential, the ranking of works, is not so rare as might be wished
by a prejudice that pounces on contradictions in criticism so as to
be able to denounce them as signs of its absurdity. What is decisive
is not differences in taste, but rather that the level of argument be
kept up — both that of the issue itself and that of the presupposi-
tions, depending on the issue, from which criticism argues. All the
rest is explanation. Even the conviction that a work is an esthetic
disaster — a conviction that underlay Hanslick’s criticism of Wagner
— has less weight than doubt about a work’s qualification to be
classed as art. Indeed, the violence of polemics testifies for, rather
than against, whatever is under discussion. Failed efforts and inno-
cuous successes provoke no zealous warnings about the doom of
art. ‘Criticism of poetry,” wrote Novalis, ‘is a chimera. Even to
decide whether something is poetry or not is difficult, but this is the
only possible question to be decided.” A critic’s arguments reveal
the esthetic experience or culture at his disposal; to disparage these
is utterly wrong. But what makes him a critic is his ability to separ-
ate art from non-art. Deciding about a work’s artistic quality pre-
supposes, however, if it is to be valid, that the critic is aware of the
profound differences between ultimate principles to which esthe-
tics can appeal: between esthetic ideas that are not reducible to
each other and that occasionally even enter into competition with
each other. Some work of art flawed from the point of view of per-
fection may be significant from the point of view of greatness. And
nothing has exposed esthetics to general contempt more than the
strained effort, dictated by insistence on system, to gather all poss-
ible specifications of works of art around the central idea of beauty,
or even to deduce them all from this idea. The futility of such an
effort, not to say its utter nonsense, remained hidden to an age
whose thinking was confined esthetically by classicistic norms and
methodologically by a hankering for systems. The conviction that
fitting into a system would guarantee or even fortify the truth of
ideas is one of those nineteenth-century Utopias that have col-
lapsed in the twentieth. No matter how high anyone may estimate
the influence of the spirit of the age, it is hardly conceivable how
people could fail to notice that esthetic ideas form no hierarchical
system, but rather coexist, heterogeneous and irreducible. The
attempt to subordinate them to a supreme idea, that of beauty, and
to conceive the differences among them as mere modifications
betrays a misunderstanding of their nature.

In order to revive and reexamine esthetic ideas that have been
dragged down in the ruin of the systems and to reflect on their
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inherent problems, it is necessary to put aside annoyance and im-
patience almost forcibly. The language of esthetics has worn
threadbare. It is hard to speak ingenuously of beauty, perfection,
depth, or greatness, without mistrusting one’s own vocabulary as
mere rhetoric. Just pronouncing these words is enough to make us
quail at their hollow sound. Still, an attempt to determine in rough
outline what constitutes the difference between greatness and per-
fection might not be so gratuitous as it seems to those who allow big
words to limit their reactions simply by embarrassment or disgust.

Describing perfection, in music just as in poetry, conjures up an
image of a self-contained monad, which despite its limits symbol-
izes a whole world. According to Tieck, anything perfect is ‘a
special world in itself,” in which anything external to esthetics, any
biographical or historical reminiscence, would mean a perceptible
distraction. On the other hand, it seems to belong to the nature of
musical greatness that it strives beyond the limits of music, of ‘pure
sounding,” to adopt Hegel’s language. In the nineteenth century
the symphonic poem posed a constant temptation to the sym-
phony, the period’s great form. And there is a connection between
openness toward extraesthetic factors and the idea of a speaking
subject who stands behind the work; both these are likelier with
great music than with perfect music. With works of Beethoven,
Wagner, or Mabhler, it is quite hard, and would probably be un-
rewarding, to let esthetic pedantry prevent thinking of the com-
poser’s personality, even though, according to Kant’s distinction, it
is the intelligible subject, not the empirical subject, that seems to
speak to listeners from within the music. The idea of a music
history without names is rooted in classicism, whose esthetics
circles around the idea of perfection, counterpole to the idea of
greatness.

Musical greatness is not independent of the external scope and
format of works, no matter how mundane this standard may seem
at first. Within the narrow space of an Invention or a strophic song,
greatness is hardly imaginable. Moreover, for greatness to be
achieved it is not enough that a work combines wealth of musical
forms and characters with density of manifest or latent motivic re-
lationships. Large forms, rather, which hardly existed in music
before the eighteenth century, before the full development of tonal
harmony, demand of the composer an almost despotic mastery of
broad expanses. Beethoven, Wagner, and Mahler exerted such
mastery, sometimes not without ruthlessness toward musical
detail. Hence it is no accident that the number of symphonies
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written in the nineteenth century is smaller than someone may
suppose who assumes that the symphony was the epoch’s represen-
tative instrumental form.

What was sometimes casually tossed off, music by Rossini or
even Offenbach, may be perfect. But the word ‘greatness,” if
applied to the composer of the Barber, who surpasses the composer
of the Grand Opera 7ell, would be an empty panegyrical epithet. If
the concept of musical greatness is employed to characterize, not
merely to celebrate, then two ideas are connected with it: the idea
of monumentality and the idea of difficulty, of not immediate
accessibility. Pairing of these aspects is precarious: an incompar-
able example of success in doing so is the opening chorus of Bach’s
St Matthew Passion, while the opposite extremes are represented
by, say, Handel on the monumental side and Webern on the inac-
cessible. Whereas perfection can degenerate into derivative exer-
cises, greatness can degenerate into sterile monstrosity.

The principles of esthetic judgment, no less than works of art
themselves, show the imprint of the epoch from which they come.
They carry its signature. The idea prevailing almost undisputed in
recent decades, that a work of art must be understood on its own
terms and judged according to its own inner measure, which it
shares with no other work, implies, if viewed historically, the
decline or enervation of types and genres. Such a decline is
characteristic of nineteenth-century music history. In the twentieth
century’s New Music, in which emancipation from types has been
completed, each individual structure is as if abandoned to its own
devices. It stands isolated, without reference to any scheme by
which it might be constrained and supported. A composer has to
create for himself, according to Stravinsky's Poefics of music
(Poétique musicale, 1942), the resistances that he needs.

The principle of immanent interpretation is dialectical in itself. It
represents the furthest consequences of historical method and at
the same time a reversal of this method into its opposite. What
nineteenth-century historicism ascribed to each epoch — ‘immedi-
ate accessibility to God’ — was claimed for each individual work by
twentieth-century New Criticism. New Critics postulated that
every trait of a work of art, from the details to their connections
and to the whole that proceeds from them and includes them, can
be grasped without regard for traditional types and schemes, by
way of the work’s own individual law of form. But this postulate, if
taken to an extreme that can hardly be realized in practice, means
lifting a single structure out of its historical context. Exaggerated
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historical thinking leads to treating individual works in a quaran-
tine foreign to history. Whereas immanent interpretation seeks to
be just to a work of art as unique, the rhetorical criticism that pre-
vailed well into the nineteenth century was oriented to genres and
their styles. An individual work was related to the type that it
represented or the type from which it deviated as a typical modifi-
cation. As late as 1850, music historians and theorists like Brendel
and Kostlin were convinced that a genre was like an organism. To
them history seemed like natural history, although made by men.
Thus, they saw a genre at the peak of its development, its growth,
reaching a goal preordained for it by nature. So it would be legiti-
mate to abstract a norm from the peak of perfection represented by
Palestrina’s music in the history of the mass, or by Handel’s works
in the history of oratorio.

The fading of the theory of musical genres cleared a place for
immanent interpretation — a place that genres had occupied secure-
ly since antiquity. Now this fading seems to have drawn esthetic
judgment into a crisis, whose most striking indicator is uncertainty
or arbitrariness of supporting arguments. In many cases, an osten-
sible argument is a mere paraphrase of some vague feeling for
musical consistency or inconsistency, which is hard to explain and
pin down in terms of composers’ techniques, as was always possible
for the genre-theory of earlier centuries. Yet the relation between
interpretation and esthetic judgment is complex. On the one hand,
the value judgment, which can hardly be imagined without compar-
ing a given structure with others heard previously, seems to be sus-
pended and superseded by the demand to grasp a work of art on its
own terms, without presuppositions. On the other hand, let us
stress the fact that a decision between art and non-art has already
implicitly been made at the outset of an interpretation; when the
interpretation has been carried out, it may be understood as the
justification and proof of that implicit decision. Insignificant, unde-
manding mediocrity eludes a method that has been developed to
deal with esoteric works, difficult of access; such a method finds no
foothold in something banal. But what might be held against this
method more seriously would be its inapplicability in the face of
simple structures that are perfect despite their simplicity. Thus
Hans Mersmann’s argument that a musical work’s susceptibility to
analysis is a criterion of its value confronts an impasse with folk-
song and another impasse with the noble simplicity of the classics.

Does greater complexity always mean greater merit? This idea is
too crude to do justice to musical reality, although it may be appro-
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priate enough as a response to the tendency to denounce all compli-
cated music as incomprehensible and to derive malicious esthetic
judgments from psychological tests in which subjects flunk any
questions about elaborate structures; a corresponding simplifica-
tion in opposition to this tendency is understandable. Appealing to
a development toward greater complexity, as signifying some pro-
gress, goes far enough as a first move against self-righteous test-
makers. But beyond defensive and offensive arguments, there
seems to be solid evidence of concern to maintain a balance
between complication in one direction and simplicity in another;
such concern has prevailed in all periods, and the music of Anton
von Webern constitutes no exception. Some simple aspect — unity
of meter or limitation of chord-vocabulary — typically formed a
support and foil for complications in rhythmic detail or in
harmonic-tonal relationships. If composers themselves did not
seek a compensating simplicity that would lessen the strain of
listening to music, then it was the public that neglected one of the
aspects of tonal structure — such as harmony in Bach’s works — in
order to concentrate on another — counterpoint.

Arnold Schoenberg recognized a principle of compensation or
economy as a fact of musical hearing and as a tendency effective in
the history of composition, but he rejected this principle as a factor
in esthetic judgment. Schoenberg mistrusted the middle path — ‘the
only road that does not lead to Rome.’ His thinking was anticlassi-
cistic. His opposing thesis, that to avoid inconsistency music must
be developed equally in all dimensions, he supported with the
indisputable fact that each of the components of tonal structure —
melody, counterpoint, harmony, and rhythm — coheres inseparably
with all the others; each aspect becomes what it is only in the mani-
fold relations in which it appears. ‘This is why,’ says Schoenberg in
Style and idea (1950, pp. 40-1) ‘when composers have acquired the
technique of filling one direction with content to the utmost ca-
pacity, they must do the same in the next direction, and finally in all
the directions in which music expands.” The idea of a music in
which all aspects are analogously developed and collaborate on
equal terms sounds Utopian. And the objection may be raised that
in dodecaphony, in Schoenberg’s own technique of composing,
there is a lagging of harmonic development behind that of counter-
point; this objection is too readily available to be overlooked by de-
fenders of musical common sense; they have eagerly seized it when
they felt challenged and offended by Schoenberg’s rigorous atti-
tude. Still, in an attempt to make decisions based on sound
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reasons, one of the standards that might well be adopted is what
Schoenberg proposed: agreement among richly complicated and
analogously elaborated contents ‘in all directions,” though more
exact explanations may require some reservations or modifications
of this standard. The opposed point, the principle of economy,
which offended Schoenberg’s esthetic conscience, is more success-
ful in explaining the success of musical works than in explaining
their rank.

The progress from simplicity to complexity that Schoenberg
meant is more than what can be read in a score. Besides the visible,
tangible differentiation — a richer repertory of rhythms or chords —
there is a categorically distinct differentiation, which demands of
listeners that they think and connect. Moreover, a development
that is actually progressive may look like a reduction in complexity.
For example, by comparison with the rhythmic diversity of vocal
polyphony, not yet subjected to what Wagner calied the ‘four-
square’ measure, seventeenth-century rhythms that are secured
with beats and measures seem confined and impoverished. But this
loss is more than counterbalanced. Whereas in the old mensural
rhythm, described with some oversimplification, mere durational
quantities were woven together in the contrapuntal web, the new
metrical rhythm represents a system of graded weights; thus it is
qualitatively more differentiated than the phase of development
that it replaced. Rhythm is enriched by a category that was foreign
to it in the sixteenth century, at least in art music. Something anal-
ogous is true also of tonal harmony in contrast to modal harmony.
The repertory of permissible chord-successions was drastically
reduced in the seventeenth century, but on the other hand connec-
tions between chords were more firmly secured by the part-writing,
and harmonic coherence now stretched over longer passages, in
something like the logical rigor of these ‘chord-progressions.’

Two related difficulties make up a not inconsiderable part of the
problem of trying to formulate esthetic principles: first, it would be
arbitrary to separate individual criteria from each other; yet,
secondly, it is no less difficult to give up the habit of operating with
concepts that make sense even when used in isolation. By itself, the
requirement that content should fill ‘all directions’ in agreement
does not take us far. For in Schoenberg’s esthetics — and speaking
of an esthetics may be allowed although Schoenberg rejected the
word, which his enemies had too often used against him — this stan-
dard implies that there is some resistance, against which a concern
for the closest connections must persist. Only if counterpoint and
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harmony have attained, as it were, a degree of independence such
that they pull apart from each other, only then is it a composer’s
merit to bring them and keep them together. Without a wealth of
musical figures or themes, threatening to burst the form, all strict
motivic work resembles shadow-boxing.

The standard of agreement among components, once more,
needs modification, if a narrowing toward the classicistic norm is to
be avoided. Some important works — Mahler’s symphonies and
even Bruckner’s — are characterized by inconsistencies and discon-
tinuities, and to deny their existence would be a false defense;
rather, a usable theory of criticism ought to do justice to these
characteristics. Categories like ambivalence, paradox, ambiguity,
and irony, which have long been at home in literary criticism, ought
to be so in music esthetics too. When heterogeneous features are
consolidated in one work, this does not necessarily mean that the
result is questionable or altogether botched. Mannerism is a style,
not a lack of technique or of esthetic morality. Hence merely deter-
mining that discontinuities exist in a work means little. The prob-
lems of esthetic judgment begin only after a well-founded decision
as to whether a particular discrepancy represents a fault or can be
justified as a paradox. In some twelve-tone compositions there is
undeniably a contradiction between traditional sonata forms or
rondo forms and the dodecaphonic structure; is this merely lack .of
logic, resulting from inner asynchronism of the work’s levels? or
might the contradiction be made legitimate esthetically by an in-
terpretation that renounces the complacent appeal to logic?

Closely connected with the ambiguity of inconsistency is the
ambiguity of negativity. Some people believe that there are two
groups of esthetic qualities: in the one group positive qualities that
are legitimate by themselves, as isolated components, and in the
other group negative qualities that need justification by a context in
which they fulfill the function of contrast; they believe, in other
words, that even elements, taken alone, and not just forms are
graded in a hierarchy. This belief is a venerable relic of classicism.
In the concept of esthetic negativity, true and false intermingle; a
characteristic that defines some state of affairs merges too casily
into a value judgment that distorts any understanding of the state.
While a negative quality — a jagged or limping rhythm, a harsh dis-
sonance, a shrill or hollow or thin tone-color ~ undeniably repre-
sents a factor of unrest, still some doubt is warranted about the
conviction that the negative quality is mere accident, whose func-
tion consists in no more than being a contrasting foil or relief for the
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harmoniousness idolized by an esthetics conceived as philosophy of
beauty. To regard a negative quality as something lesser, lower,
tolerable not on its own account but only for the sake of its services
to other qualities, is a classicistic prejudice. To begin with, why
prefer the boredom evoked by a monotonous series of positive
qualities to the opposite extreme, a surfeit from the accumulation
of negative features? And secondly, negative elements represent
the driving momentum in musical progress; for music to develop
itself and reach far forward, instead of sticking to one spot, is part
of the very essence of music just as much as the harmony which all
parts of a work are supposed to fit into, according to the dogma of
classicism. A negative that leads forward is positive.

Moreover, precisely the negative qualities — dissonance in the
broadest sense — are decisive for intense musical expression, which
has been closely associated with deviations from stylistic and tech-
nical norms ever since Monteverdi’s Lamento d’Arianna. Some-
thing exceptional at its origin, an offense against the rules, either
technical musical rules or those of prevailing taste, does not long
remain what it was. There is an inner contradiction about expres-
siveness: it loses substance when it becomes established, and yet it
must become a formula, a viable item of the vocabulary, in order to
be understandable. Expressive value accrues to motives or chords
often just because they stand out from their context. If a new
theory of musical expression could absorb T. W. Adorno’s insight
that esthetic concepts without correlates in the technique of compo-
sition are empty, this theory would necessarily try to determine
how to identify expressive prominence and distinguish it from two
opposing things: the complementary contrast that even classicistic
esthetics reckons as a part of its own repertory: and the incoherent
juxtaposition of parts that marks bad music.

A further question would be under what conditions it is possible,
if at all, for musical expression to maintain its meaning intact
without becoming worn out through familiarity or through corrupt-
ing imitation, such as impressionism encountered in film music.
And, indeed, the dialectics of what is new in music is closely con-
nected with the dialectics of expressivity. In the realm labeled ‘art
music,’ to distinguish it from folk music, for at least half a millen-
nium — ever since Johannes Tinctoris, the fifteenth-century theorist
_ novelty has been recognized as one of the decisive criteria. This.in
spite of the contempt loaded onto novelty by people who despise
fashion, to say nothing of insincere critics of new music who speak
about fashion in order to disparage a music inaccessible to them,
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while they would not be slow to accept it if it really were in fashion.

The commonplace fact that familiar things are not perceived but
merely registered and that preconceptions get in the way of things
themselves and hinder an impartial experience has been made the
point of departure for a theory of art by formalistic estheticians,
especially the Russians. The center of this theory is formed by the
category of novelty. Only something that is so surprising and so off-
putting as to escape habitual forms of reaction can have any pros-
pect of being perceived esthetically and advanced to the focus of a
kind of contemplation that submerges itself in a phenomenon and
its details, instead of categorizing it once and for all under some
concept and passing by its peculiar character and content. Formali-
stic theory was connected with the literary practices of futurism,
indeed so closely connected that formalism may be called the ideo-
logy of futurism, without thereby derogating its insights. But this
connection does not prevent formalism from being able to explain
and support an opposite extreme, the repossession of what is
archaic. For a restoration of the remote past shares with an esthetic
revolution the tendency to alienate. Both restoration and revol-
ution, through the amazement they evoke, tend to cut loose per-
ception from habits that prevent its being perception in the full
sense of the word.

Thus a function of novelty is to make phenomena esthetically
perceivable; but if this is so, then, conversely, it is true of fashion
that it befogs a view of things and their meaning. Fashion suffers
from an inner contradiction: it must of course evoke the
appearance of novelty in order to stand out against the past, but at
the same time it is compelled to establish itself at once as a conven-
tion, in the very moment when it comes to the fore; therefore
fashion is always as if flecing from itself. As a convention,
however, fashion falls prey to a reductive perception, which care-
lessly devalues it. Such perception does not grasp a phenomenon in
its individual disposition, but rather registers it as a mere badge of
being up to date. The novelty of fashion is abstract. Without
damage, without altering anything essential, it would be possible to
exchange today’s ruling fashion with yesterday’s. Because of this
possibility, fashion changes in sudden leaps. It is discontinuous. Its
decisive feature is not its content, but the mere form of switching
into something always different. Even if fashion copies something
from the day before yesterday, it has no tradition, whereas, in what
is truly and substantially new, tradition is always contained and
transcended, even if in the form of explicit negation. Thus, Schoen-
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berg’s breakthrough into atonality occurred in opposition to tra-
dition. By the very fact of contrasting with it, the new style feeds on
tradition, even while at the same time the new goes beyond tra-
dition. Then conservative criticism bemoans the loss of this tra-
dition, accusing the new style of being mere fashion.

Relationships to music of the past are relevant not only histori-
cally but also esthetically. Such a relationship became a conscious
linking in the nineteenth century, in the symphony as well as in
opera and song. It is an aspect of the works themselves; it is part of
their import to be connected with earlier works, either to confirm
them or to deviate from them. The specific historical connection —
for instance, that between Brahms and Beethoven or between
Wagner’s Lohengrin and Weber’s Euryanthe — is composed into
the music, as it were; the relationship will be perceived by listeners

~who know the tradition as the music demands. One of the typical
traits of the nineteenth century is the parallel growth of an urge to
ever new horizons and a consciousness of dependence on history.
These extremes, indeed, did not merely exert their effects separ-
ately; they were also interlocked, especially in the work of the most
important composers.

There is a widespread opinion that ranks the tenacity with which
a musical work resists perishing and survives in performance or at
least sticks in memory as the most decisive of all criteria that deter-
mine the work’s importance. This opinion has become a common-
place, which no one doubts, least of all a public that feels pleased
and assured in an awareness that it is the last court of appeal. And
the more firmly rooted is the confidence in posterity’s infallibility
and even-handed justice, the less is anyone’s inclination to investi-
gate the forms of survival, no matter how strikingly they differ, nor
to analyze the reasons why some works are preserved and others
forgotten. These reasons do not invariably lie in the nature of the
case, in the music’s quality. To suppose that a work surviving for
decades or even centuries owes this survival only to itself, its struc-
ture, and its expressive value, is a modern superstition.

Among the forms of survival sharp contrasts exist, such as can
hardly be imagined any sharper. One extreme is the indestructibil-
ity of some pieces that are anonymous or have devolved into
anonymity, which, like La Paloma, unexpectedly get to be a
hundred years old without need for any restoration, whether moti-
vated by delight in discovery or delight in commercial profit.
Another extreme is a sort of literary fame that clings more to the
name of a composer than to his works and remains inert acknow-
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ledgment of past historical significance. The art of Machaut,
Josquin, and even Monteverdi is petrified; the attempt to revive
this art beyond small circles is likely to be futile, unless remoteness
in history is enjoyed as an esthetic titillation and archaic austerity is
accepted as picturesque, and this means accepted by mistake and
misunderstanding. Again, some remote and esoteric things are pre-
served and handed down for the sake of what may be called, as in
the case of Gregorian chant, an institutional character that shields
them from exposure to esthetic judgments. Although chant need
not fear such judgments, they would in any case be irrelevant or
quite secondary. And if anyone puts down a national anthem as
musically botched or banal, he lays himself open to suspicion that
his motive for criticizing is less esthetic sensitivity than a leaning
towards anarchism.

Sometimes non-English people incline to suspect that some insti-
tutional pull is responsible for the prestige even of Edward Elgar,
although they should not fail to recall that motives shade into each
other imperceptibly and that an institutional motive tends to merge
into esthetic feeling or to use such feeling as camouflage. Further,
it is undeniable that Anton Bruckner’s name is similarly limited
geographically, and if this comparison upsets anyone, he becomes
guilty, it would seem, of the same national prejudice of which he
accuses his opponent.

An institutional basis for survival is not unlike a functional basis,
even though here practical motives may prevail and passions may
be weaker. Tchaikovsky’s violin concerto and Dvoidk’s cello con-
certo will pass as immortal, perhaps for some decades yet, or even
some centuries, until other works replace and supplant them in the
functions they fulfill. Any criticism in merely esthetic or technical
terms, no matter how well-founded, remains ineffective in the face
of the demands of music business, in which there is a turbid mixture
of practical compulsion and laziness. Only if Barték and Berg are
clevated to the standing of classics — and one might doubt whether
this should be wished on them — will Tchaikovsky cease to be classi-
cal.

The fading of a work’s fame does not always mean that it is
played less often. Many pieces by Liszt and Grieg have nearly dis-
appeared from symphony concert programs, but they have emigra-
ted into another repertory, that of entertainment music, which
supposes that it will gain respectability by attaching to itself the
label ‘high-class’ and adapting and employing works whose return
to the symphony concert is blocked by this very employment.
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Almost no nineteenth-century composer is safe from the menace of
vulgarization.

In contrast to the unsurveyable mass of what survives for insti-
tutional and functional purposes or even simply out of habit, there
remains a small number of works of which it can be said that they
have not only been preserved, but that they have a history, in which
their meaning unfolds. In fortunate cases, this means that changes
in interpretation — in musical performance and also in literature —
resemble discoveries within the works and not merely new lighting
cast on them from outside, somewhat like a shift in the ‘spirit of the
times,’ that ‘ghost’ invoked now for a century and a half as often as
it is derided.

The susceptibility of a work to different interpretations or reali-
zations that are equally meaningful is one of the criteria that deter-
mine its rank. And no emphasis should be necessary to assure that
this does not mean distortions, which are possible with any music,
even the worst, in virtually unlimited numbers. An interpretation
worthy 'of the name must fulfill three conditions, to state things
pedantically: first, it must not depart from the text; second, it must
be consistent and free of contradictions within itself; and third, it
must not be utterly consumed with executing a literal reading of the
work.

But to speak of an unfolding in history that gradually reveals
what a work contains in itself is possible, strictly, only if the various
interpretations do not simply line up beside each other unrelatedly,
but rather are consciously linked in the relation that exists latently
among them. Of course, in practice some interpretations are im-
possible to join together; in such cases a pressure toward synthesis
would result in nothing but a levelling downward. But this does not
preclude that in theory — and the task of theory would be to explain
how extreme divergences come about — the interpretations form a
context to which a new reading may be related.

Any musical practice that supposes it can forgo theory and criti-
cism is like the intuition that is blind, according to Kant, as long as
it lacks concepts. Of course it is the business of explicit criticism,
not merely of an unarticulated public opinion, to formulate ever
anew and incessantly the historical context into which musical
works and their interpretations fit; the survival of music must,
then, be maintained by deliberate choices. This is an idea that
deserves to be as self-evident in the realm of music as it has long
been in literature. Daily reviews, the sorting out of successes and
failures, need supplementation by a criticism that interprets, that is
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supported by historical consciousness, and that traces the changes
in a repertory and in the structure of a tradition.

But nothing would be farther from the truth than to think that
the actuality of the past is discovered when the past is stylized to a
prehistory of the present. Historical consciousness may be, on one
side, a recall of the process that paved the way for what now exists,
but on the other side the past engages our interest more when it is
foreign to us than when it is quite like us. More rewarding than a
search for precedents of modernity is a study of initiatives and
interrupted developments that have been left aside by the history
that leads up to us. And to discover in forgotten experience some-
thing that might be useful to present interests, no matter how in-
directly, is not the worst of motives for a historian.
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