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This thesis is a cri ticism of Theodor Adorno' s theory of music 

and society. In order to understand Adorno's approach, the 

political and ideological aspects of cultural phenomena must 

be appreciated. This in turn reqltÏres a re-evaluation of the 

traditional conceptualization of the . poli tical', and its 

implications. For Ador~ , music does not simply exist jn a 

removed aesthetic realm, but is immediately involved in t~e 

ideological and psychological make-up of the autonomous, 

mature individual, whom he considers to be the basis of true 

democracy. The individual is threatened in our era by the 

emergence of fascist and consumer industry societies, whose 

socioeconomic, cultural, political and ideological systems 

deprive the individual of autonomous thought and action, 

either through overt brutality o~ manipulation. Authentic 

music, akin to philosophy, issues one of the last protests 

against the individual' s absorption by the se totalitarian 

administrations. 

Although cultural politics need not signify a retrcat 

from political commitment per se, Adorno's theory substitutes 

the musical revolution for the social one, and in the process 

becomes socially conservative. The possibility of social 

change is precluded bath by a theory of dynarnic music that is 

ultimately dependent on society's imrnobility, and by Adorno's 

pessimistic belief that given the social totality, no 

collective social agent of change can exist. 
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La dissertation qui suit est une critique de la théorie 

de Théodor Adorno sur la musique et la société. Pour 

comprendre la démarche d'Adorno, il faut, en premier lieu, 

aborder ~es aspects pC'litiques et idéologiques des phénomènes 

culturels. ceci requiert une réévaluation des concepts 

traditionnels du "politique" et de tout cela implique. Pour 

Adorno, la musique n'existe pas dans un domaine esthétique 

distancé; plutôt, elle fait partie intégrante de la nature 

idéologique et psychologique de l'individu autonome qui, pour 

Adorno, forme la base d'une vrai démocratie. De jl0S jours, 

l'émergence de sociétés fasciste::; et de consommation 

industrielle menacent l' individl:, qui se voit déprivé d'action 

et de pensée autonomes, d'une façon ouvertement brutale ou 

rnanipulative, par les systèmes socioéconomique, culturel, et 

idéologique de ces s0ciétés. La musique authentique, proche 

de la philosophie, fai t preuve d'une des dernières 

protestations contre l'assimilation de l'individu par ces 

administrations totalitaires. 

Quoique la POlitique culturelle signifie pas un départ 

de l'engagement politique comme tel, la théorie d'Adorno met 

la révolutioll musicale à la place de la sociale, et qui par 

la suite, devient sociallement conservatrice. La possibilité 

d'un changement social se trouve exclut par une théorie de 

musique dynamique basee fondamentalement sur l'immobilité de 

la société, et par la conviction pessimiste d'Adorno qui voit 

que, tenant compte de la totalité sociale, aucun agent de 

changement social collectif ne peut exister. 
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Int,roduction 

The Cult~al as Political 

When any thesi..; or essay begins by justifying not only 

its approach but its aclual topic, something is being implied 

about the nature of the discipline. The topic of this thesis 

is cultural politics, or, rather, the politics of culture. 

More specifically, it will examine Theodor Adorno's 

sociological and ideological c~itique of music, the extent ta 

which his theory accounts for the ideological basjs of sorne 

its crucial concepts, and the degree ta which it can explain 

and deal with modern musical and cultural developments. The 

choice of cultural pol i tics, and of the aesthetics and 

ideology of music in particular, as the subject of a political 

science thesis will be briefly explained in this forward. 

The decision ta concentrate on music is informed by bath 

a practical and a theoretical reason, MUSIC, more than 

literature, art, theatre, dance or any other cultural product 

and process appears to be a signi f icant form of communicat ion, 

expression and cultural identification in modern Western 

society. Whereas access to li terature, art and dance is 

restricted by, at t~e most mundane level, finances, and must 

be sought by the audlence, our s0ciety seems ta be constantly 

inundated with sour.J '. Ever-present, mUSIC and muzak is 

played in pri vate homes over the radio r ln concert ha Ils, 

bars, in stores, shopping malIs, elevators and mctro stations. 

Popular musicians influence styles, and social and political 

concerns far beyond the bounds of the purely musical. Even 

wi thin the . musical realm 1, Insofar as i t can be separated 

from . society', the challenge to aesthetic principles is also 

social and polltlcal. 

The theoretlcal reason is that a political-social 

analysis of mUSIC may prove to be far more com~licated than 

a reading of literature or even art. Disregarding for the 

moment that music (without lyrics) is not immediately 

representational, i t, l ike any other performance art is 
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difficult ta place. One of the greatest difficulties in such 

a reading is how to define the bcundaries of the . text'. Does 

~usic exist only at the moment of its playing? Does it exist 

as score? Is the analysis different when the Sème piece of 

music is played in a different venue fnr different people, ty 

different musicians? It seems that the theoretical challenge 

that this type of inquiry provides may help to reveal sorne of 

the problems inherent in any type of structural cultural 

analysis. 

What remains to be answered are the questions, . why 

cultural politics, and how is culture political?', and related 

to these, how i5 this topic part of political science?' In 

reference ta the last question in particular, l would suggest 

that there seems ta be a reslstance ta mui tidisciplinary 

studies as the once sacrosanct borders of disciplines are 

transgressed, and the rules and authority of each questioned. 

While the polities of interdisciplinary studies could itself 

be the topie for another dissertation, what l propose to do 

in the balance of this fonJard i5 address these questions, 

hcping to show how a multidisciplinary, or pOlitical-culture 

approach, more than a traditional politieal science one, may 

be better able to offer some insight into how people live 

through, experlcnce and express, struggle against or subruit 

to their domination. 

Although the main intent of this thesis is not to provide 

some metacritique of 'politlcal sClence' itself, its 

fundamental assumption-ndmely that the cultural is political, 

is l suppose, an lnherent criticism of the mainstream concept 

of the political'. It seems logical that any 'new' way of 

understanding social constructs (and theoreticai 

deconstruction) would begin with a commentary on the social 

raIe of the disclpline itself Q:ld ho ..... it relates to the 

central problem ln order to justify the changes that it 

proposes. A major critique of the mainstream 
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conceptualization of the 'political' is that it is not 

respons ive enotlgh to, and there fore has di f f icul t y 

understandiog its subject. A briet comparison of the more 

traditional meaning of the 'political' with that proposed by 

many 'marginalized' groups will, l hope, demonstrate why the 

broader, more inclusive meaning offers a deeper understanding 

of sorne modern poli~ical-social phenornena. 

The traditional definition ,)f political is, 'of or 

relating ta government, a government or coaduct of 

governmental affairs', while political science is therefore 

construed ta be a soc1al science concerned chiefly with the 

description and analysis of political and especially 

governmental institutions and processes ... '. Political 

scientists are primarlly cancerned with that aspect of the 

pUblic sphere which lS deemed to be central ta the exercise 

of 'legitirnate' power and autnor1ty. The distinction between 

the 'politicaJ' i1nd other areas can only be successfully 

defended if i t is accepted that the governrnent and i ts 

processes are elther the fundamental source or the primary 

brokers and irnplernenting forcI" of power and/or authority and 

societal control. For the majorlty of palitical analysts, the 

most significant confllcts are those that occur and are 

resolved within the carefully drawn lim1ts of the political 

arena. Although sorne politlcal theorists recognize that the 

origin of rnany probl ems may be econornlc', cultural' or 

, social', they nonetheless subscr Ibe ta the theory that the 

solutions are to be found at the level of the political, ie., 

within the governmental pracesses. A notable exception is ta 

be found in the interdisciplinary approach of political 

economy. 

Of fundament;:ll concern is not the variation between these 

theories, but rath~L the fa ct that they aIl have in common a 

particular way of segmenting life, and that this segmentation 

is itself dependent upon a highly questionable assumption: 
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that there exists at the cultural or communicationjsymbolic 

level, a basic consensus of meaning and value that is derived 

from a shared exper ience, w"1ich allows us to build the 

institutions through which specifie problems can be r€solved. 

Taking this argument ta the extreme then, before one can talk 

of democratic insti tut1.ons or proces~es, one must first assume 

the existence of a democratic or pluralist culture. It is 

precisely because it 1.S non-problematic ( or its problems can 

be transportcd by way of interest groups or classes to the 

"political' r8alm}that culture is granted a secondary status, 

and yet its very existence (although silent) is crucial to our 

concept3 of "dernocracy', political' and in fact, political 

science'. A dcmocratlc culture' ie., one which assumes if 

not consenSLS, then sorne sort of pluralism amongst a 

recognizable people' that qives a group or individual the 

right to yovern, and that legi timatise the ruling 

institutions, is a necessary precondi tion of a democratic 

polit Y and government. Our political language is irnbu~d with 

terms that not anly are carried over from the cultural', but 

which st1.ll carry thase connotations and expectations of the 

cultural. "Popular' government cannot be separated from the 

notion of the ropular' l tsel f; who are the people, how is 

popular defincd ~ccordlng to wlder social and cultural 

expectatlons, what does it mean to say that something is "of 

the peopl e' or tor the p,",=ople'? The same terminology that 

gives legitimacy ta 50 many political institutions and 

theories has meaning which far exceeds those same 

institutions, WhlCh then merely partake of a general meaning 

or ideology of w~ich popular' is the central signifier. 

By re-examlning these hidden assumptions about the 

" popula r' 1 or cu l tuce " about the free or democratic creation 

of mcanin], we not only put pol i tical democr.::..:::y int,) question, 

but more importantly the division between the political and 

cultural and the p.lblic and private, the political "scientist' 
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and the subject-object of inquiry. Once cultural democracy 

is challenged, so too is its autonomy from the political 

realm. This is the type of process in which many new social 

collectivities are engdged. By questioning the validity of t',le 

common assumptions about democracy, culture and pol i tics, and 

by dsserting their right to redraw che boundaries, new social 

groups are involved in re-defining the 'political'. The 

struggle to mean, to experience, to constitute a social 

identity other than that imposed by the dominant group, i5 a 

contestation of power. It can theref'.Ire be seen as 

'political' . 

The fatally wrong appcaach ... is from the 
assumption of separate orders, as when we ... 
assume that political institutions and 
conventions are of a different and separate order 
from artistic institutions and conventions. 
Politics and art, together with science, 
religion, family life alld the other categories 
we speak of as absolutes, belong in a whole world 
of active and interacting relationships ... 1 

By asking who the people' are who can partake of the 

'political' we are not merely asking about exclusion from the 

political arena, but whether or not the very conceptualization 

of the 'people' serves to reinforce the exclusion of women, 

racial and other rninorities, by denying difference (of 

experience, of meaning, of value). Academie tC'rminology, far 

from being value-free, plays an important role in the 

exclusion or recognitj ln of certain groups. What must be 

questioned then, is not only what is political?' but in what 

terms is the political rendered and whose terms are these?'. 

It is aeknowledged tha't. the exclusion of particular 

groups from the governing rrocess does not mean that they are 

inherently a- or-unpolitical; but too often the erroneous 

conclusion is that the solutlon lies in their politicization' 

and inclusion into an already-defined political' realm. 

Rather than investigating how this could be accomplished, it 

might be more important to determine how and why the 

• 
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'political' is constituted as such, and how its very limits 

are those which reflect the values and experiences of a few 

particular groups, thereby negating the experiences of others. 

It is no longer the fact of their exclusion that so many 

. marginalized' groups oppose, but that the political and 

economic institutions proffered by both tr.e 1eft and the right 

still embody the values of white males. They further argue 

that when political studies acknowledge power to be specifie 

to certain realms-ie., economics and politics, or determine 

that these are the most important arenas of struggle, -the 

belief that the division between areas is nat11rally 

constituted is reinforced. Cul ture becomes the handn(.:!j d to 

politics and 

culture that 

evident. 

economics. But it is precise1y in the area of 

the politics of marginalized groups become 

Tr8ditional definitions of politics and the 'political' 

then are i ncreasingly rejected by members of new social 

movements and new collectivities. 2 If the claims made by 

feminists, blacks, and sorne subcultures are to be understood, 

the objective stance of the . scientist', who heretofore 

determined the facus and definitions of study, must be 

rejected. If the objective is to reach an informed 

understanding of the subjects, th en the theories and 

methodology must be adapted ta take account of their demands. 

The validity of the study should not be bac ~d on its 

scientific process or methodology 1 something which is inherent 

to i t, but must J:"ather be related to the experience and 

reali ty of the subj ect; how weIL daes the study express the 

self-acknowledged identity of the subject? 

If we are to avoid a theoreticist or 
scientistic fallacy that defines 'truth' as 
the possession only of the system of science, 
we "ill have ta insist on learning not on1:t· 
about but also from movements. 3 
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The traditional notion of the . political' has been 

wrenched out of its exclusive circle by feminists, blacks and 

gays, so that i t now has a far broader appl ication and 

implication th an before. Showing that societal control and 

authority extends far beyond the public into the private ... ealm 

in the form of gender domination, and beyond the political­

economic into the cultural and social realms, sorne feminist 

scholars contend that the private and pUblic are extensions 

of each other. Wornen's experience of male domination in the 

private realm for instance, is the experience of social 

domination which is leqitimized by and sanctified in social 

codes that do not really respect the boundary between the 

private and public, although those boundaries are Gefined by 

the social code. Domination invol ves power, whatever the 

source or kind, and however and wherever it is expressed. 

POlitics, in any and every sense, is about 
power, and it is as rnuch about the power 
that men, wittingly or unwittingly exercise 
over women as it is about the power that 
presidents and prime ministers wield over 
nations. 4 

since the traditional concept of the" political' provides 

tacit support for the distinctions between public and private, 

the political and the cul tural, it reinforces the fallacy that 

they are"natural', or at least justifiable. The danger of 

this objectificatlon fallacy bec ornes apparent when the 

demands, or even the existence of new social movements cannot 

be ~dequately explained or even answered because there is a 

refusaI to see thern as "political'. An unwavering adherence 

to the traditional definitions of the "political', has forced 

political science to focus on the arena and the actors, 

instead of on the nature of the relationship as that which is 

political. In sa doing, it confirrns the dominant group's 

ideology by centering attention on their acti vi ties, meanings, 

and values, to the exclusion of the rest. 

This does in fact have an affect on the social 
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organization. The impact of political investigations is not 

restricted to the realm of a distanced academia, but has 

implications for the subj ect of inquiry: social scientists 

are not obj ecti ve observers, but enter into the world of their 

subject. Any inquiry not only gives legitimacy to the 

subjects, but more importantly gives them a voice-one which 

the y cannat have if the dominant image of the . people' is 

accepted. It is often in the fight against their non­

existence in the academic instj~utions that oppressed groups 

begin to assert their own social identity. 

Like any politically disenfranchised group, 
Black women could not exist consciously 
until we began to name ourselves. The growth 
of Black womenls studies is an essential 
aspect of that process of naming ...• The 
politics of Black wornenls studies are totally 
connected to the politics of Black womp.n's lives. 5 

By accepting the dominant graup's appraisal of who acts 

(ie has power/ authority) and who is acted upon, two important 

factors are missed: the fir3t is that the process whereby 

social rules that divide the active and passive are 

established is usually ignored, and the dominant perspective 

of history therefore unquestioningly reproduced: and the 

second is that the oppressed do act, but not with authority 

and often in subversive ways. Marginalized groups may have 

power if not authority: 

power is the ability to act effectively 
on persons or things, to take or secure 
favourable decisions which are not of right 
allocated to the individuals or their roles'; 
authority is the right to make a particular 
decision and ta command obedience,.6 

This distinction between power and authority makes it easier 

to understand how a dominated group can, in sorne 

circumst:ances! successfl'lly manipulate and at times subvert 

the rules, actions and rneanings of the dominant group. 
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This distinction is impor.tant, for the potential 

'subversive' or 'resisting' activities which marginal groups 

consider to be political are rarely carried out in the realm 

of politics and economics, which are most obviously controlled 

by the dominant forces. Rather, it is in the politics of 

culture that many groups first realize a shared identity, as 

they work towards the reconstitution of their own history and 

image, challenging the image, the past, and the Experience 

imposed on them by the dominant ideology. 

It is within this context that the politics of culture 

shou]n be understood, for it entails both the manipulative, 

authoritative power of tne dominant . cul ture industry' as weIl 

as the potential for revolutionary moments carried out by the 

groups that the industry attempts to subsume. It is a 

struggle of power (and a powerful struggle) over the right to 

create, to define, to mean. It is the fight for identity, for 

existence-the right to see and constitute, and to give meaning 

ta the world and oneself, to exp~rience. This is the cultural 

as political. 

Great Expectations or the Wasteland: 

Theodor Adorno's cultural Politics 

The historical context of fascism and the growth of 

American consumer society, led Theodor Adorno, alang with 

other members of the Frankfurt School, to question the 

validity of sorne of the Marxist assumptions and ideas. The 

failure of the working class ta fulfill its historical role 

of revolutionary agent seerned not on1y ta signal a defeat for 

traditional Marxist theory, but aiso belied the Hegel ian 

belief in history as progress' or betterment. The psyche, 

shattered by the experience of bath the First World War and 

fascism was no longer able to conceive of history ~s a single, 

uninterrupted movernent towards utopia, 

A generation that had gone to school 
on a horse-drawn streetcar now stood 



under the open sky in a countryside in 
which nothing remained unchanged but the 
clouds, and beneath these clouds, in a 
field of force of destructive torrents 
and explosions, was the tiny, fragile 
human body. 7 
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Concentration camps made a mockery of aIl affirmative 

philosophies, and the very ~otions of 'value' and 'truth'. 

Adorno' s wri tings should be understood wi thin the context 

of this meaningless' world, in which fascism and consumer 

society, bath total and totalizing forms of administration, 

not only attack traditionaJ bourgeois econornic and political 

values, but strike at what Adorno sees as the heart of a truly 

democratic and emancipated society, the modern individual. 

Fascisrn, and the 'culture industry', a term coined by Adorno 

and Horkheimer, are the direct resul ts of the dialectic of 

Enlightenment, in which man' s attempt tn order society and 

nature resul ts in the imposition of an alien order over 

man. The return to the autonomous bourgeois individual as the 

historie subject is a result of both the failure of the 

working class, nnd Adorno's suspicion of any other collective 

identi ty, and the significant influence of Freudian 

psychoanalysjs on many members of the Frankfurt School. 

Coupled with the political failure, and the seeming 

impossibility of another historical revolutionary subject 

arising, Freudian theories of psychoanalysis served to re­

centre the attention on the individual, and more importantly, 

on the importar.ce of the individual psyche in explaining 

political and social phenomena. The incorporation of Freudiar. 

ideas demanded a careful review of the assumptions made about 

the base-superstructure relations in orthodox marxism, and the 

granting of greater autonorny to social and cultural 

institut~ons . 

Adorno's critique of culture is therefore another way 

of interpreting the social, political, economic and 

ideological bases of modern society, while it is aiso a way 
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of seeking refuge from political and social activity and 

theorizing. For Adorno, the terrn . culture' refers 

specifically ta those cultural products, be it popular, or 

serious art music, or literature for example, rather than ta 

the entire set of living patterns; experiences, habits 

entailed by the anthropological definition. Adorno rejected 

the latter meaning because it assumed a faise unit y between 

the mental and material spheres of life, where there is in 

fact a historically real antagonism that should not be 

spuriously unified by theory.8 Adorno's approach to cultural 

studies therefore reflects one of his major concerns; things 

should not be equalized, or falsely reconciled in an effort 

to eradicate difference. 

Cultural products not only reflect, but influen~e the 

individual psyche and therefore social development or 

regression. Culture represents that which i5 most harmful 

for the individual, the pressure to conform to social 

dictates, and that which is most enlightening, the last point 

of resistance against social conformity. In the dichotomy 

between the culture lndustry products, which are shamelessly 

advertised as commodi ty, and truly autonomous music, which 

still speaks to and of the alienatlon of the autonomous 

individual, Adorno finds sorne explanatlon [or society's 

betrayal of true enlightenment and its embracing of 

total~tarian and barbarlc soclal systems. 

Thus Adorno's theory of mUSle and history stands in the 

rniddle of sorne conflicting trends, attempting at one and 

the sarne tirne to recognize the valueless' .'Jature of the 

twentieth century 1 and i ts loss of aIl centering concepts such 

as 'truth' and authenticlty' r while preserving these ideas 

in a new, but 'negatlve' as opposed to affirmative' 

formulation. The individual is reconstituted as the histc:ic 

subject, the authenticity of individual music asserted, the 

. truth 1 of dynamic music and history prociallned, while the 
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didactic narrative and teleological concepts of history, the 

notion of a historlcal 'totality' and the concept of progress 

is criticized. Al though convincingly represented as a 

precursor to deconstruction theory, the deconstructionist 

tendencies come into conflict with the attempt to re-assert 

sorne sort of authority and authenticity in the world. 

Similarly, the critique Adorno delivers of instrumental 

rationality is made less convincing due to his own adherence 

to the primary assumption of rationalism, and his hyper­

functionalist theory of music. Although he peers over the 

edge into a world where there are no grounding concepts or 

values, he ul timately backs away from the danger, in quest for 

a new truth and authentici ty. It is this quest that 

eventually freezes what should be a dynamic social theory, 

leaving it unable to conceive of or explain the possibility 

of social change. 



The whole and the parts are alike; 
there is no antithesis and no 
connection. Their prearranged 
harmony is a mockery ... 
In Germany the graveyard stillness 
of the dictatorship already hung 
over the gayest films of the 
democratic era. 

Theodor Adorno and 
Max Horkheimer 

r 



Chapter One 

Considering Enlightenment and CUlture 

Historical Context: Fascism and the Culture Tndustry 

Theodor Adorno's works on culture and the 'culture 

industry' should be understood as a response to the rise of 

fascism-or the fascist 'era', and the horror of Auschwitz. 

The barbarity of the Nazi regime and the corresponding 

alienation, and reification of people in American consumer 

society, are the culmination of an historical unfolding of the 

dialectic. of EnI ightenment. 9 Tt is only this which can 

expIa ln the failure of the working class to fuifili its 

revolutionary role. For Adorno, this signified not only 

betrayal of Marxism, but of aIl the princip les of the real 

enlightenment that were represented by the ideal socialist 

society. 

while not identical, fasclsm and the monopoly capitalism 

of the states must be understood within the context of a 

'single social order' .10 Although fascism's existence is 

dependent on the same principles as monopoly capitalism, it i5 

not the "culmination" of "modern society". Il The evolution 

from the free or competi-cive market ta one where the state 

assumes the responsib~lity for planning, regulating and 

establ ishing goals of the economy, is, at the same time, a 

movement towards greater administrative control over society. 

It lS therefore the administrative principle of 

rationalization that underl ies both the cul ture industry and 

the fascist society.12 

Able to rationalize or disguise the inherent social 

antagonisrns, the administe.red society has the capaci ty to 

resist the internaI contradictions that would have led, 

according to Marxism, to the Drea~-down of liberal capitaJism 

and the creation of a socialist soclety.13 Administration's 

goal is to 'heal' the social antinomies at a surface level, 
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depriving history and society of the dynamic dialectical 

conflict necessary for historical development. As the 

greatest source of challenge to the principle of 

administration and equl valence in bot:h fascist and culture 

industry societies, the autonomous bourgeois individual is 

eliminated. Although Adorno's comparison of Western consumer 

society to fascist regimes is somewhat softened in his later 

works, the economic, social and cultural systems of consumer 

societies and fascist regimes share this essential antagonism 

toward the individual. 

Even the aesthetic activities of political 
opposites are one in their enthusiastic 
obedience ta the rhythm of the iron 
system .... Under monopoly all mass culture 
is identical, and the lines of its artificial 
framework begln ta show through.The people 
at the top are no longer 50 interested in 
concealing monopoly: as its violence becomes 
more open, 50 i ts power grows. 14 

Differences between fascist and culture industry 

they determine to what societies are significant in that 

extent an immanent social élnd ideologlcal critique is e en 

possible. Unlike the consumer society which must disguise 

its brutality by maintaining {1 verbal commitment to the 

principles of enl.! ghtenment, fascism reveals and revels in 

the brute nature of its totalitarianlsm, extolling vlolent 

equivalence and "regressive equality, il as the new ideology.15 

As part of the school of critical theory, Adorno's immanent 

critique works by ]uxtaposing Soclety's, or the cultural 

object's stated ideology to the historic reality, making the 

critique dependent on the contradiction between the 

ideologlcal and the real. 16 Fascism, l ike the culture industry 

eliminates the possibility of an immanent critique by 

dissolving the space between reallty and ideology. It's 

ideology is based on, and is a direct reflection of fascist 

society; fascist reality is the realization of the ideology's 

promise. The culture industry cannat however, reveal the true 
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extent of its totalitarian nature, and is therefore unable to 

eradicate aIl works that preserve the promise of enlightenment 

(negatively) . 

The development of both fascism and monopoly capitalism 

can be traced back to the dialectic of Enlightenment, in which 

man's struggle to emancipate himself from the domination of 

nature and myth led to his own objectification and domination 

by an alien and total administration. 17 Rationalist duality 

of subj ect and obj ect was the means by which the subj ect could 

control the obj ect . But as technology progressed, man' s 

control over the object (nature) was erroded by his own 

obj ectif ication and subordination to the industrial, 

technological, scientific and philosophical systems that were 

to have liberated him. 

It is in the dialectic of enlightenment, (to be discussed 

in greater detail below) and the subsequent development of 

political, social and economic systems based on instrumental 

rationality, that Adorno discovers the reasons for the rise 

of faSClsrn and consumer society, and the historical failure 

of the worklng class. Adorno' s aesthetic critique is also 

shaped by this combination of hjstorical and social 

problematlcs, and his conviction that their source lies in the 

rej ection of true enl ightenrnent. At the heart of both the 

projects of enlightenment and Adorno's own cultural and music 

cri tiques is the autonornous indi vidual, whose crisis of 

alienation in fascist and consumer societies is one of 

Adorno's primary concerns. 

Individual, Psychoanalysis and Ideology 

Adorno's reJection of the working class as the subject­

object of history, in con~rast to Lukâcs, for example, is both 

a reaction to historical events and te more philosophical 

concerns. First, the failur& of the proletariat and Adorno's 

suspicion of any collective identity following the rise of 

1 
1 
1 
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fascism meant that the coly possible historie subjeet be non­

collective. Secondly, the refusal to name any group as the 

historie subject-object ~as a protective rneasure against the 

possibility that his theory could be used to justify the 

actions of any administrative, pseudo-collective body, be it 
the state or a political party. 

Solidarity was once intended to make 
the talk of brotherhood real, by lifting 
it out of generality, where it was an 
ideology, and reserving l~ for the particular, 
the Party, as the sole rcpresentative in an 
antagonistic world of generality .... (but] 
solictarity has turned into confidence that 
the Party has a thousand eyes .... any ... security 
gained ... is paid for by permanent fear ... 18 

Thus Adorno' s reaction agalnst the supremacy of the 

administrative system (the general') over the particular, 

signifies a theoretieal shift away from Marxist tenets that 

has poiiticai ramifications. Aeeording to David Hel~, one of 

the major flaws of Ador-no's theory is hlS refusaI to, 

"identify the subject of revolutiona~ctivity with a class"; 

ie the identification of the r-evolutionary subjeet. '9 More 

thoroughly discussed in the third chapter, it is suffieient 

to suggest at this pOlnt that if the status of the individual 

as historie/music subjeet poses signlficant diffieulties for 

a . revol utlonary 1 sociopoll ti cal/cultural theory and practice, 

there are equally slgnl f iCélnt problems wi th the Marxist 

historie subject. Marxist class analysis, even with its 

acknowledgement of femlnist clairns, still reproduces a male­

centric and centered image of society. 

Adorno's re]ectlon of an historie collective agent is of 

great importance to his i nterpretation of music. His move away 

from a purely class-based analysis decreases the possibility 

that his cri tlque of music/culture will shift between a 

complex interpretation and a vulgar class-based reductionism 

that may be considered character istic of Lukacs, for instance. 

An additional, and not 50 beneficial resuit is the dismissal 
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of aIl modern popular music as inauthentic, because no 

authentic ' popular ' or ' people' exist. In this instance the 

'general' category of the 'popular' takes precedence over the 

individual works of music. 

In "On the Social Situation of Music," Adorno declares 

that the association of class consciousness with the 

definition and production of music obscures its historical 

truth. Analyzing music as though it were an unmediated 

reflection of a particular class consciousness is tantamount 

to suggesting that music is no more free of the class­

dominated and reified illusions about reality than the 

entrapped masses. 20 Class consciousness, a .cesult of class 

domination, is accused of extending the 'wounds of mutilation' 

caused by class domination, by its interferenee with the 

production of music. The mere fact that a work was produced by 

a member of a certain class is no guarantee of its 

authenticity or eritical social reflection, nor of its 

'bourgeois', anti-revolutionary appeal. 

It is, according to Adorno, great bourgeois music that 

speaks to and of the alienated individual, which is authentic 

and truly revolutionary. It is the culture industry or pseudo­

collective music that alienates and reifies, impeding, 

the development of autonornous, independent 
individuals who judge and decide consciously 
~or themselves. These, however, would be the 
precondition for a democratie society which 
needs adults who have come of age in order to 
sustain itself and develop.21 

The intention of both the social and aesthetic analyses, 

which cannat be conducted without a critique of ideology, is 

to reveal the social and psychological state of the autonomous 

individual in administered societies. The aim is a 

'development of a non-authoritarian and non-bureaucratie 

poli tics' in which the individuai is the beneticiary of the 

social system 

intI uence on 

rather than its 

Adorno's theory 

s~bject.22 The 

that confirms 

other 

his re-

1 
1 
l 
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establishment of the autonomous individual is that of Freudian 

psychoanalysis. Complernenting certain aspects of Marxism, 

such as 'faise consciausness', Freudianism provided a method 

for interpreting the effects of cultural forros on the 

individuai psyche, and could also be applied on a larger scale 

in order ta explain mass s~cial and political movernents. Thus 

the breakdown in the bourgeois faml1y, associated with the 

crippling of the ego, could in turn be related to the 

willingness to follow an authoritarian, fascist personality.z:~ 

Psychoanalysis thus responds to the dilernma of Marxists by 

indicating hcw social and cultural factors could inhibit the 

expected development of a working class cansciousnesd and 

action. 

Influenced by historie events, his own concern for the 

individual, and by Freudianism, Adorno's conception of the 

base-superstructure relationship was cl oser to that of Walter 

Benjamin than traditional economic marxisme Benjamin 

maintained that the superstructure was ma -e than the immediate 

reflection of economic relations: they are the e~ression of 

the specific material conditions, and reflect unintentionally 

(ie., without the subject' s intention) an objectiv-2 historical 

truth. 24 The superstructure is responsiblc for the realization 

of individual identity and the formation of certain 

personality types that are characteristic of a given periode 25 

The psyche is directly involved in the development and 

manifestation of ideology, which is, "anchorcd in the 

character structure of the indi vidual. ,,26 In this 

interpretation ideology cannat be simplistically equated with 

falsehood, for i t is both true and false; i ts promise of 

utopia is historically possible, and is therefore true, but 

its suggestion that the prom~se has been realized is f~lse. 

The ideological claim of cultural obj~cts i5 a necessary IJe' 

that gestures ta the truth of future possibilities. An 

immanent crit:ique, the "more essentially dialectical Il one, 

takes seriously the principle that it is not 
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ideology itself which is untrue but rather its 
pretension to correspond to reality. Immanent 
criticism of intellectual and artistic phenomena 
seeks to grasp, through the analysis of their forro 
and meaning# the contradiction between their 
obj ecti ve ide a and that pretension. 27 

The submission of the individual to fascism and the 

culture industry cannat therefore be blamed on . ideology' per 

se, but on the lag between the technolcgical and the 

individual psychological developments, which give the 

superstructure the abil i ty to resist change. ZB It is therefore 

the superstructure, and particularly culture, which holds the 

answer ta the failure af the revolution, and the apparent 

inability of man to apprapriate and control, rather than be 

controlled by, the technalagical develapments. 

TrI=! cultural and ideological critique must therefore 

include psychaanalysis in arder to explain, "the reach of 

culture into the depth of human feelings," and the 

psycholgical reactions of, "guilt, aggressions, and needs for 

self-punishment. ,,29 As we shall see in the second chapter, 

psychoanalytic terms and theories play an integral role in 

Adorno' 5 music analysis and his search for authenticity in the 

individual and music. 30 Music is more than a reflection of 

soci~ty, it acts on It through the individual psyche. 

My th and Enlightenment 

In order to understand Adorno' s conceptualization of 

cul ture and the culture industry, a brief discussion about 

the . promise' of Enlightenment and its subsequent reversion 

to myth, is necessary. One of the recurring themes found in 

both the philosophicaljhistorical and music writings is that 

of time and space and their relationship to history, myth and 

enlightenment. since fmsic is viewed as a microcosm of 

history, the development of musical time is a comment about 

true history (dynamic) and mythic, non-history (stasis) and 

the possibility of hüman progress. 
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Enlightenment's program, according to the Di~lectic~ 

Enlightenment was, "the disenchantment of the world; the 

dissolution of myths and the substitution of knowledge for 

fancy.h 31 As a didactic narrative, myth explained the natural 

world in human terms through the creation of deitie~ that 

represented and explained natural events. Rather than freeing 

man from the domination of nature though, the deification of 

natural phenomena rnerely strengthened its power over man. As 

feared objects and phenomena became sacred, the mythic circle 

which i5 bath . prison 1 and . protector 1 was reinforced. 32 

Obscuring rather than iIIuminating the object, myths preven~ 

man from knowing his world and thereby losing his fear of ~t. 

Driven by the desire to obliterate any phenomena or 

abject that exists 'outside ' his world, man creates 

explanations for everything . new l, but does so in the te!1'!~ 

that have been defined by the pre-establ ished system of 

knowledge. That which is new becomes more of the old as the 

system, incapable of addressing what is inherently different 

in the new object, imposes the same forrn of explanation and 

knowledge that it does on aIL other things. It is the system 

of knawing, be it myth or rational science, rather than the 

abject, that i5 seen as the inherent possessor of meaning or 

truth. My th thus deprives man of the experience of the new. 

The present and the future, the possibility of the new, become 

the re-experiencing of the pasto 

My th and enlightenment are barn out of the same initial 

drive for knowledge that stems from manls first experience of 

being separate trom the world. In the beginninq, before the 

word becarne a signifier, when myths were brought into being, 

there was an identity between the word and the abject. "The 

gasp of surprise which accompanies the experience of the 

unusuaJ becomes i ts name ... 33 There Wi.·S an ;:lssurnf"'d unit y 

between the naturai elernents and the deities, and the, "mythic 

destiny, fatum, was one with the spoken word."~ Words were 
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power over facto Enlightenment's birth and conversely, the 

rigidification of myth's domination are to be found in the 

breaking of this unity. Myth's internal contradictions 

inevitably led ta Enlightenrnent, that then became mythe A 

response ta man's increasing effort to know and control his 

environment, the separation of man from nature and the 

evolution of myth also entrapped him in a world of symbolic 

repetition. 

Like magical rites, myths signify self­
repetitive nature, which is the core of 
the symbolic: a state of being or process 
that is presented as eternal because it 
incessantly becomes actual once more by being 
realized ln symbolic forme 35 

Distinguishing between the anirnate and the inanimate, 

the object and the word, man takes the first step towards 

enlightenment 1 s s~paration of subject and object. 36 Yet at 

the same t iJTle the move towards representation and 

signification allows myth ta assume the 'eternal' nature of 

syrnbolic reality. 

The kidnapping of Persephone, for example, once 

synonymous wlth the changing of the seasons, was believed to 

be repeated every year, but as it assumes the nature of the 

syrnbol ic, the kidnapping is turned into a unique event 

relegated ta the past. It is signified by and repeated 

through its ritual enactment, taking on the character of 

inevi tabilj ty. 37 Everything' new' is predetermined by that 

which occurred jn the past; t~e changing of seasons no longer 

requires the actual kidnapping, for the seasons signify the 

kidnapping that was, and they are eternally committed to the 

sarne process and meaning . 

... each of the mythic figures is programmed 
always to do the same thing. Each i5 a 
figure of repetition; and would come to an 
end shauld the repetition fail to occur.~ 
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Signification brings equivalence, for abjects can be 

substituted, "Mean' the same as the original abject. In the 

ritual of sacrifice, the lamb replaces the daughter or first­

born, and becomes their equivalent. Symbolic exchange 

destroys the specificity of the object as its "meaning' 

becomes more important th an the objecte Equivalence is 

completed under the scientific system since it destroys the 

sacredness that magic had conferred on some objects, 

protecting their inherent value. 

Enlightenment's project then, was the salvation of man 

from the mythic world that had itseJf conceived of 

enlightenment. Both the poW'=r of myth and the hope of the 

enlightenment lay in the same process, the disintegration of 

the initial uni ties. My th 1 s strength came from the separation 

of the "thing' and the meaning', and the hope of 

Enlightenment lay in the separation of abJect and subject. 

As words are uttered by the magician in an attempt to 

alter destiny, man becomes conscious of his awn inteI,t and 

will. Whereas myth was predicated of the necessary connection 

be1:ween the word and its one meaning, man's discovery of 

multiple meanings opens up the circle of mythe The rigidity 

of meaning and process demanded by myth is shattered by the 

distancE. between the ward and the possible meanings; man 

recogrlizes his a~lility to steer between the object and sign. 39 

While the magician' s power, similar ta that of art, 

stemmed [rom his mimesis of that over which he sought control, 

Enlightenment's knowledge demanded man's alienation from the 

same.~ Distance between subject and abject would prevent the 

anthropomorphization of nature that Enlightenrnent âssumed to 

be the basis of myth, (ie., the imposition of man's fears on 

the external world; and would reveal abjects' inherent 

meanings. Unli}e the "knowledge' of myth which consis~ad of 

man's learning how to adapt to naturels and rnyth's demands, 

the knowledge offered by Enlightenment was that of power over 
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nature. "The human mind, which overcomes superstition, is to 

hold sway over a disenchanted nature. Knowledge, whieh is 

power, knows no obstacles ... ,,41 The priee of this power is 

man's increasing alienation from nature, which he 'knows' only 

to the extent that he can manipulate it ta his own ends. 42 

Having expuised the spirit of the gods from nature, claiming 

them as man' s fiction, Enlightenment takes the first step 

towards its own betrayal, and proceeds ta divest the abject 

of an~ jnherent meaning. Rationalism grants ta man the full 

authority to impose meaning on the now meaningless abject. 

Science is the renunciation of the object's inherent meaning 

and the rej ection of any claim ta "substance and quality 1 

activity and sufferlng, being and existence," aIl of which 

are denounced as metaphysical. G 

As with mythology, the worid becomes one of equivalp.nce, 

where the meaningless abjects can be substi tuted, cat-agorized, 

and classified as - specimen' -now the universal, and only 

possible identity. What is inherently different is foreed to 

be the same due to the raIe that aIl must play as abstracted 

material in the scie!1tific system(or consumer/commodity in the 

market place). According to the EnI ightenment , "that which 

does not reduce ta numbers ... becomes illusion •... the 

destruction of gods and qualities alike is insisted on. ,,44 

Not even the knowledge offered by psychoanalysis is spare 

this dialectical turne Where it was once a source of self-

knowledge <1nd he] p, under the "scrutiny" of psychology the 

self has "been rcndered ... non-existent. ,,45 The intrusion of 

psychology (in combination with culture industry films and 

soap operas') into the 'deepest recesses' of the human mind 

is no longer intended to explore the antagonisms between the 

self and society and the various psychological drives, but 

serves t~1C conformist rational i ty of society. 46 Cutting the 

invdividual off from any possibility of self-experience, 

psychoanalysis categorizes and generalizes individual il1s as 
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an 'inferiority complex', 'roother fixation', and then blames 

the illness on the individual rather than society.47 

Man's alienation from external nature is translated into 

his repression of and increasing alienation from his own 

nature. But as soon as man forgets that, "he himsel f is 

nature," he loses sight of aIl his real goals, such as "social 

progress" and the developrnent of his, "material and spiritual 

powers anù even consciousness itself. ,,48 Man is objectified 

along w.lth nature as he assumes the reified state of automated 

worker-object in the assembly-line, where the end goal is 

production for the sake of proflt. According to Jay, Adorno's 

definition of reification differs from Lukâcs' in that Adorno 

ls referring not to the objectification of the subject, ie. 

the, "reduction of a fluid process into a dead thing," but 

rather to the forced similarity of dissimilar things which 

destroys individuality.~ But it can aiso be suggested that 

Adorno' s use of the terrn often incorporates the Lukacsian 

meaning. 

The total obliteration of war by information 
... the mish-rnash of enlightened manipulation 
of public opinion ... all this is another expression 
for the wlthering of experience, the vacuum 
between men and their fate, in which their 
real fate lies. It i5 as if the reified, 
hardened, plaster-cast of events takes the 
place of events themsel ves. 50 

If in myth man lnjected the animate into the inanimate, then 

under rationalism the reverse has occurred-the rendering 

inanimate that which is animate. 51 As man becomes the servant 

to his own system, rational i ty usurps the authori tarian 

position of myth. 

The indi v idual ! s inherent meanl ng and value are null ified 

by a rationality that reduces every abject and man to 

equivalent commodi ties in an er.:::'~8SS !,ystem of cxchanCJe. The 

whole notion of an 'end' that gives meaning to the means is 

destroyed as the ends' become nothing more than new means'. 
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Once part of the end', the individual is nothing more than 

one of the means in the present economic and social system. 

Following his instinct of self-preservation, man sacrifices 

his unique attributes in order to survive in a conformist 

society. The irony is that his 'self-preservation' is the 

destruction of the 'self', aIl that is particular and gives 

meaning to him. 52 Dr i ven by the same terror that underlay 

myth-making, man' s scientific process of know1edge echoes 

myth, reducing everything to the one factor that d~scribes its 

own inception-in this case, man. 53 AlI that refuses to be 

classified or rcndered into measurable terrns is shunned as 

myth. 

Bereft of any rneaning, object and subject have become 

purely functional, signa11ing the death of experience. 

Experience' in this sense shou1d be understood as operating 

on both the lovel of 'knowledge' and of sense/ sensual contact 

with the INor Id. Functionalism deprives the individual of 

sensualness by eradicating the potential for pleasure. 54 The 

subject is convinced that objects exist on1y for the sake of 

their immediate use, not for the purposeless purpose of 

contact with the abject itself. As man's sensual experieneing 

of the world is curt3110d, so tao is his ability ta kn~w it, 

and to communlcùte the knowledge with others. 

The movem8nts machines demand of their 
users already have the vlolent, ... unresting 
jerkiness of Fascist maltreatment. Not 
least ta blame for the withering of experience 
is the tact that things under the law of 
pure functionality, assume a form that limits 
contact with them ta mere operationm, and 
tolerates no surplus either in freedom of conduet 
or autonamy of things, which wou1d survive 
as the core of experience, because it is not 
consurned by the moment of action. 55 

Enlightenment and ~:th are mirror images; they reflect each 

other's essential aspect, the complete dominion of fate, but 

achieve the same end by reversing the position of who 

a 
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dominates, the sUbject or object . 

The dissolution of the dialectical relationship between 

subject and abject points ta the liquidation of temporality 

itself. In the Dialectic of Enlightenrnent and aIl of 

Adorno's musical critiques, the concept of 'time versus 

space' or of 'dynamic' as opposed to 'static' tirne i5 

crucial, not only because time and progression are integral 

features of tradi tional musi 'al analysis, but beeause music' s 

time is 50 intertwined w1th the concept of historie 

progression. Husie' s internaI progression does more than 

'reflect' a dynarnic historical totality, it is able to 

con front (or, as a culture industry product, support) the 

current 'illythic' history through the development of its inner 

drive or dynamic. Music, like philosophy, can go against the 

grain of aetual history. 

The dynamic, or historie temporality ean be defined as 

the movement of time through spaee 1 the unidireetional 

progression (linear or not) from one point to the next. The 

impetus for such movement is derived from the tension between 

dialeetical antagonists. 

help to iIIustrate this 

An example drawn from music shouid 

idea: music' s inherent forward 

momentum is the resLll::' of the tension that arises between 

'discordant' tones, whieh in tradi tional music led ta a 

resolution or concordance of tones. Another example might be 

the tension that develops between the overall theme(s) of the 

music and the individual variations, that then requires sorne 

resolution at the end of the piece. Opposition and 

resolution give the sense of forward movemcnt. 

Mythie time j s static' in that there i5 no sueh 

progress from one point to the next. Movernent oecurs, but it 

is cireular sa that the beginnlng and end are one: it i5 the 

frenetie turning of the whirling dervish w~ •. J, despite aIl the 

activity remains ln the same space. Mythic temporality', 

charaeterized by repetition or the lIever-same," i5 a time-
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space continuum that prevents dynamic time and movement from 

breaking the borders of space. 

Mythic time and history, (as opposed to dynamic history) 

characteristic of our actual historical period, opposes the 

development of i...he autonomous individual. Man is prevented 

from mov ing into a . future' 1 s ince time is dissol ved into the 

eternal present of this space. History's apparent movement 

forward is in fa ct an illusion, for the evolution of 

technology (the basis of the current notion of progress) has 

as a corollary man' s regressian ta, "anthropalogically more 

primi ti ve stages.. ,,56 The more tha t man adapts ta the 

technologies of domination, thereby engendering the death of 

his own imag lnation, the greater the :,uwer of technology ta 

en force man' s submission. Progress is its own . contrary' . 

Mythic time-space, through constant repetition, has 

collapsed aIl of actual, lived history into one endless 

cycle. Boundaries between past, present and future, which 

arise from and are central ta, man's struggle ta free himself 

from the domination of rnyth, are dissalved when Enlightenment 

reverts ta mythe Enlightenment's dissolution of these 

parameters ]eOpardlzes the entire notion of adynamie 

history; history is bath a tale of the past, an 

understanding of the present, and perhaps ma st importantly, 

offe':s alternatives of the future. If the present is 

identical ta t.he past-ie., ti1e present is a repeti tian of the 

past, then its identity as the . present' is no longer valid, 

for it has become the pasto The future' similarly loses its 

claim ta independence, becoming but a continuation of the 

present-pùst. AlI possibiJ ities, even the concept of . the 

possible! ar e eran icated in an inevi table cycle that destroys 

the essence of history. Abstracting and abstract, mythic 

time reduces ùll ta the inev:tability of that which has come 

b f ':>7 th' . . e ore. My le tlme eeases ta be tl.me, 

when it con fronts the content of experience 
as somethi~g mechanical divided into static, 

- ----- -------------------------
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character becomes something spatial and 
narrow at the same time. 58 
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. Abstract', . empty' and . static' time aIl ul timately 

refer back ta the domination of man by an alien and 

alienating rationallsm, the €·pitome of which is the 

experiencing of industrial labour. The 'discontinuous, 

shock-like mOlnents' of industrial production destroy the 

temporal continuum, rendering the concept of experience' 

impossible. 59 The tedious nature of industrial work, far from 

being a temporal unit y or continuum, is merely the repetition 

of 'static' and unchangeable moments. 

The objective existence of this timeless spa ce is echoed 

in the indi".tidual 's subjective experience of an internaI 

loneliness or empb ness that they blame on time, 

simultaneously . dreading' it, while trying to fill their 

internaI space or void. 6o Music, the only object left that 

confirms a true dynamic, and therefore the idea of the 

unique, the new, the possible, i5 turned to for salace. The 

individual, whose sense of time dnd space is completely 

altered by myth, seeks in music the replacement of that which 

should be part of him-his freedom of movement in and through 

time. 61 Man' s internaI void is nothing more nor less than the 

internalization of myth itself, the loss of his own psyche in 

the abstract vastness of rnythlc space and history. It is the 

function of the culture industry to fill this space with 

meaningless noise in arder to draw attention away from it, 

while authentic serious art exposes the emptiness, reflecting 

on the individual's Ioneliness and alienatlon.~ 

Culture and the culture industry do more than represent 

the antagonlstlc forces of enl ightenment versus myth 

(Enlightenment), or dynamic versus static time; they are 

these forces in microcosm, and therefore play more than a 

symbolic role in the course of history and the individual's 

life. Music!s special relationship to temporality defines its 
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particular role in the struggle between the alienated 

individual and true history, and the overwhelming totality 

of the mythic ~conomic, social and ideological systems. It 

is in the realm of culture that the basis of a real 

revolution for a democratic society can be strengthened or 

thoroughly destroyed. A critique of aesthetics is thus 

inherently a social, polit~cal and ideological critique. 

Drawing the Boundaries: Culture and thd Culture Industry 

The term 'culture industry' does not refer to a set of 

concrete institutions, but was coined in response to the ~ore 

positive soundlng nass' or 'popu1ar' culture. These latter 

terms are employed by proponents of the culture industry who 

wish to suggest that modern culture is a truly democratic 

space where individuals make enlightened and critical 

choiees. 'Culture industry' ridicules the notion that 

capitalist culture is democratic and the ironie claim that 

the people get what they want'. 63 In the: Dialectic of 

Enlightenment, 'culture industry' replaced 'mass culture', 

in order to exclude from the outset the 
interpretation agreeable to it5 advocates: 
that it is a matter of something like a 
culture that arises spontaneously from the masses 
themsel ves, the contemporary form of papular 
art. b4 

Culture lndustry is the bureaucratie invasion and 

planning of the cultural realm. It disseminates, as weIl as 

manufactures, contraIs and disciplines the 'needs' and 

'desires' which can on1y be satisfied by the consumption of 

the culture industry's products. M Final1y, it refers to the 

'standardization' of culture industry products and the lack 

of any substantive or structural difference ~etween musical 

works, and by impl ication, between those i.ndividuals who 

consti tute the publ ie' .66 The latter have become the 

'average' and stereotyped consumers, members of the market­

research-defined audience whose on1y distinctions are those 
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artificially fabrlcated by the culture industry itself. The 

series of consumer typologies based on socio-economic 

background, education and gender, ensure that none may escape 

the industry's ability to ·provide'. Everyone is expected to 

react according to his or her predetermined and . indexed 
level' .67 

Although the term . culture industry' is generally well­

understood, the same cannot be said of the Frankfurt School's 

use of 'culture', a concept which, according to David HeId, 

remains underdeveloped' .68 Mentioned earl ier 1 Adorno 

eschewed the anthropoloq; ::::c1l definition which wouln embody 

the broad spectrum of morals, values, and institutions in 

favour of a definition that refers specifically to 

cul turaljartistic products. Discussed at greater L!rtgth in 

charter four, the ambiguity in Adorno's approach to culture 

stems from his recognition of the other definition, but his 

refusaI to discuss ô ny relationship between the two. Most 

often the culture and music critique's central concern is the 

contra st between the products of the culture industry and 

true artistic culture. 

'Culture', as opposed ta the cul~ure industry', retains 

its autonomy from the administrative rationale and presents 

~he only critical perspective of modern Soclety. True 

culture, "always simultaneously raised a protest against the 

petrified relatlons under which [people] lived, thereby 

honouring them. ,,69 Once integrated into the 'petrlfied' 

relations, art loseb lts critical capacity. submitting itself 

and humans to the process of objectification whereby it 

becomes cornmodity and its audience consumers. 

Authentic art forces a confrontation between man and the 

reality of hlS alienation, revealing the culture industry's 

lie of h,lmani ty' and democracy. Through i ts embodiment of 

the individual's alienation, authentic art shows the culture 

industry 1 s professed cancern for the masses (as opposed ta 
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bourgeois art) to be nothing more than the death of human 

imagination and spontanei ty at the hands of administration 

and conformity.7o Planning is key to the culture industry's 

escape 

allowed 

from rebell ion, for the token protest 

provided the industry 

. message' is 

} atter' s democratic nature, or, 

can absorb i t, provi:1g the 

that it be planned by the 

administration as ·protest'. The end of spontaneity, of the 

experience of the truly . new 1 through the predominance of 

planning is not only the death of culture, ~ut of history. 

Planned production seems to purge the life­
process of all that is uncontrollable, 
unpredictable, ... in advance and thus to 
deprive it of what is genuinely new, 
without which history is hardly conceivable. 71 

Cul ture 's stand against administration and for the 

immanent value of the individual work is simultaneously a 

commi tment to nature. Culture "must recollectively 

assimilate," whatever the process of, "control over nature" 

has left in i ts trail. "Culture is the perennial clairn of the 

particular over the general, as long as the latter remains 

unreconci led to the tormer." 72 Fundarnentally allied with 

nature, art speaks to the repressed nature in man' s psyche as 

weIl, reminding him of his natural, instinctive and sensual 

level. Truly dynamic, authentic music's complete neqation of 

the social totality forces man ta confrant the mythic stasis 

of his existence, and his abj ectification by the 

socioeconamjc and cognitive systems. 

In contra~t, culture industry products' facile 

recancl1iation of subject and abject dissolves the 

dialectical appos i tian that creates a dynamic impetus. It 

falsely confirms that aIl oppositions have been historically 

resol ved, or, that a synthesis in art is suff icient. The 

affirmation of great bourgeois art, once revolutionary, has 

becorne in modern culture industry society the justifica~ioh 

rather than criticism of the status quo.n 

It is the change in historical conditions, and 
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particularly the rise of total administration that renders 

affirmat".ion conservative and completely false. 

art, as tacit support of the claim that 

contradictions have been solved, creates a 

reconciliation of contradictions at the level 

Affirmative 

aIl social 

, premature 

of popular 

consciousness,.n Movement towards a real historical and 

material reconciliation is not ever. recognized as a 

necessity. 

A false identity between th~ subject and object within 

the culture industry work extend~ ~o the relationship between 

the consumer-audience and the works of art. The consumer 

identifies with culture industry music not because it has 

uncovered sorne objective truth of man's condition, but 

because it faithfully apes those same conditions of 

alienation and reification that man recognizes a.nd 

identifies.~ (Even the cynical Vlew that aIl is corrupt and 

nothing changes is a mere repetition of the fatalism of the 

mythic world.) Total negation or refusaI is the only 

resistance possible against the totalitarian soclal totality. 

By completely rejecting the econornic system's dernands that it 

be profitable, and that it adhere to corresponding social and 

aesthetic values, authentic art negates external interference 

in the music. It continues to insist on the auto~orny that it 

was granted in the bourgeois world as L'art pour l'art', 

(even if this has been revealed as ideological by the 

enlightenrnent) . For Adorno, the atonal and seriaI 

compositions of Schonberg, Berg and the New Viennese school 

of music are alone in their autonomy from and negation of 

rationalist society. The musical structures of the avant 

garde include, "wi thout concession everything that society 

pre fers to forget. ,,76 

The o:;,posl.t~on of culture ta the culture induf;try is not 

synonymous with that of 'high' to popular' art, for it is 

Adorno's contention that the present culture is not popular. 
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The differences between the culture industry and culture is 

predicated on their respective relationships to the 

EnI ightenment and administration, and therefore on their 

social function with regards to the emancipation of the 

potential autonomous individual. (As will be discussed in the 

second and third chapters however, this 'non-elitist' viewof 

truly popular music tends te sound rather more aristocratie 

as the similarity between aIl culture industry and 'popular' 

music is examined.) commodity art lulls man into accepting 

the inevitability of the giveni pleasure is found through 

conformity. Both the work-place and the cultural or leisure 

spa ce are of the mythic time-cycle that denies history or 

true progress. As the technology of domination progresses, 

man regresses. The loss of history in space, caused by 

temporality's decline, signaIs the liquidation of the 

autenomous individual,.n 

Music, it was suggested eariier, is particularly suited 

to carry out the culture industry functions and conversely, 

is the sole representative of true history and social change, 

because of its special relationship ta the development of the 

individual senSES and its embodiment of temporality.~ Thus 

music's role and Lhe analysis of that rele carry more than 

aesthetic implications. Be10nging to the aesthetic and 

cultural, music is social, ideologicai and uitimately 

pol i tical i cul ture industry music perpetuates a social 

totality that objectifies man and nature through an 

instrumental rationality, manifested in its economic, social, 

value and scientific systems. Authentic music, as the 

embodiment of alienation, offers one of the Iast hopes for a 

truly democratic society based on the enlightened individual. 

In the following chapter the production and internaI 

structures of mus le, their relationship ta the extern~1 

social totality and the crisis of the individual, and the 

struggle between the culture industry music and authentic art 
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music will be discussed. The third and fourth chapters will 

cansist of a critique of sorne of the crucial ideas and 

interpretations. Particular attention will be paid ta the 

question of an historie and musical subject, the notion of a 

negative totality, the conception of an historical 

teleology, and especially the interplay between space and 

time. In the fourth chapter l examine one of Adorno' s 

apparent motivations, the que st for authenticity and the 

appeal for a true rational i ty. l would argue that the 

aesthetic critique and therefore the sociological 

understanding of music suffers because of Adorno's continued 

belief in the basis of rationality in spite of his criticism 

of the rationalism of consumer society. In addition, the 

quest for authenticity that underlies his critique of music 

tends ta rnask rather th an reveal the ideological basis of 

many concepts and ideas, perpetuating a form of social and 

conceptual domination against which his theory purports to 

struggle. Finall y 1 thE:' stable centre to which aut.hentici ty 

refers r:onflicts with ancther primary consideration, that of 

the dynamic. Adorno's attempt ta locate authenticity in the 

musical text leads to an undynamic social theory that can 

neither account for nor promote change. 
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Chapter Two 

Composed Rationality 

"Mus ic, " says Adorno, li is inextricably bound up 

wi th ••. the division of aIl art into kitsch and the avant­

garde •... ,,1 Mus ic, as kitsch and art, i s inextr j cabl y bound 

up with the struggle between the myth of Enlightenment and 

the autonomous individual. K1tsch is the concrete expression 

of the culture industry's conformity and unifor.rnity, while 

art-music is the last expression of social and historical 

truth. 

At the risk of over-sirnplifying Adorno's highly complex 

analysis of music, l have, for the purposes of explanation, 

organized the following discussion around two sets of 

oppositions or dyads. The first is that of 'good' as 

opposed to 'badi music. The 'good' music can be further sub­

divided into the two categories of '18th century or 'high' 

bourgeois music 1 and that of 'avant garde, atonal music'. 

Adorno's specifie understanding of the term 'music i gives 

rise to the second dyad, in which 'music' -reterring only to 

that which falls into the Western classical tradition, is 

juxtaposed to 'entertainment', also known as 'vulgar', 

'light', 'popular' music. This latter category encompasses 

everything from tin pan alley songs to operettas, show tunes 

and jazz. 2 At the centre of these dyads stands the 

isolated and alienated individual, whose last point of 

resistance ls that of an oppositional, critical culture. 

The central opposition-of 'good' as opposed to 'bad' music­

is, in the end, the strugyle between the autonomous 

individual and the system which seeks to destroy him. 

While the sets of oppositions outlined above help order 

the discussion of a somewhat confusing topic, Adorno' s 

theories and his language are, in reality, much more 

complexe These absolute divisions will necessarily become 

less certain and more complicated as the discussion evolves. 

In the following chapter then, l will introduce sorne of 
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interpretations of certain musical works. 
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weIl as his 

This chapter is 

organized along both conceptual and directional lines: each 

section is based on a specifie concept, and in each, the 

three (or four) types of music-serious good and bad music, 

as well as popular-wili be discussed. In addi tien 1 the 

sections have been arranged 50 that there would be a 

downward movement from the external or abstract to the 

, centre' -the mus ic i tsel f . Thus the methodol ogy, the most 

'removed' from the musical work i tsei f , i5 the starting 

point. Discussion then turns to 1) the windowless mon ad , 

which establishes tne image of ~usic's relationship to 

society; 2) autonomy of music ln relation to the market 

forces of capitalism: 3)the ideal and real social function 

of music, its relationship ta historical truth and the 

individual psyche; 4)the dialectical opposition of 

subject(composer) and object(musical material) in the 

creation of the musical worki 5)the musical dynamic; 6)the 

authentici ty of music. This last c;ection relates the 

nature of the internaI musical structures to the subj ect­

composer, and then finally back ta society at 1 argc ln 

search of the au~hentic musical subject. A crucial idea for 

Adorno, 'authenticity' is aisa a reminder ot how culture is 

political, for the 'authentic' is not only an aesthetic 

criteria, but embodies certain notion of who the i people' 

are and how and why they experience and express their world. 

This section therefore also provldes the pivoting point for 

the thesis, where description gives way ta c~itique. 

Most of the primary material in this chapter will be 

drawn from "On the Social Situation of Music," "MUSIC and 

Technique," "Music and the New Music, in Memory of Peter 

Suhrkamp, Il Philosophy of Modern Music, Introciuction ta the 

Sociology of Music, and various essays from Prisms. 
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What l hope to do in this chapter is bring forward sorne 

of the more ambiguous and controversial aspects of Adorno's 

philosophy of music, since they pose interesting theoretical 

problems that relate not only to a social understanding of 

music, but in addition to the perception of history, and the 

possibilities of social change. In addition, the actual 

ability ta relate and account for the experiential and sensual 

appreciation of music will be an underlying concern, since the 

failure to deal with the 'emotional' or lived experience of 

music signifies a failure to deal with music as a social, 

living and lived phenomenon. 

Meeting in the. Middle: 
The Transcendent and Immanent critiques 

According to Martin Jay, Adorno espouses a combination 

of a Kantian-inspired immanent critique with a transcendent 

one in which the interpreter is able to transcend the current 

social totality, providing a critical, distanced perspective. 3 

In order to understand why and how Adorno justifies the use 

of two apparently mutually exclusive approaches, and how he 

attempts to reconcile them, it might be useful to return for 

a moment to the dyads' described in the introducLion. 

The approach to popular' music (or more accurately, 

culture industry popular music) is deternlined by the tact tnat 

it is essentially entertainment, which happens to take the 

form of music. The intent of the immanent aesthetic 

interpretation is not only to provide an understanding of the 

music, but through this, to reveal the historical truth which 

remains hidden in the musical structures. Musically 

unsophisticated and containing no such enigrna, popular music 

does not require a musical analysis. As a product whose 

purpose is the satisfaction of immediate nee0~1 thi~ culture 

industry product is more profitably explored as 

enterta inment. 4 When i t is stated then, that, "the distintion 

between New Music and music per se has become the distinction 
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between good and bad music," the 'music per se 1 does not 

include contemporary music. 5 In the terrns of an aesthetic 

analysis, popular entertainment ceases to be 'music'. 

Accordingly, there is a difference between the approaches 

to the serious and popular music, with the immanent critique 

of art-music paying careful attention to the internaI musical 

struc'ures and dynamic, while the transcendent critique 

rocuses primarily on the social-psychological affect of 

entertainment. Culture industry popular music, despite the 

fact that it is not really 'popular ' in that it is neither 

made by nor for the people, is deserving of attent; on 

precisE>ly because of its . popularity' -its p':;ychological <lnd 

social affects on the vast majority of musically uneducated 

and non-cri tical people. 6 The difference between popular 

music of the pre-culture industry era and culture industry 

popular is that the former fulfi11ed a valid social role. The 

disappearance of true popular music makes the transcendent 

critique even more relevant and necessary. 

The absolute distinction between serious and popular 

music requires sorne modificat:.ion because all affirmative 

culture industry music, light and serious, despite the 

differences in musj cal sophistication and the presence or ] <lck 

of an ideological statement, supports the status quo by ei ther 

completely denying the individual's alienation, or by 

erroneously offering music as the panacea for a soclctal 

i11ness. Although the psychologlcal results may be similar, 

the complexity and ideological statement of serious music 

necessitates a different method of analysis. 

An immanent critique assumes that the formaI structure 

of the music, its immanent development and qualities, are the 

source of its ·truth ' . Entering into the music, the critic 

should apprehend and "develop t:he logJ.c of the work itsc] f, Il 

bringing ta their logical conclusion the inconsistencies and 

antagonisms that characterize the relationship between subj ect 
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and object, individual and general. 7 

AlI serious works of music are ideological insofar as 

they purport to represent the reality of current conditions. 

The harmony and organic unit y of a sonata falsely suggests 

that the reconciliations of subject-object and general­

particular have already been historically achieved. 8 Exploring 

the gap between the ideological statements of the music and 

social reali ty, this forro of criticism, unlike that which 

wouid reduce aIl art to falsehood, preserves the utopian 

aspiration of music while simultaneously revealing its 1ie. 9 

An important aspect of the immanent critique is i ts 

granting of primary status to the individual work over the 

organizing, generai concepts. Where a conceptual or 

transcendent analysis uses the concrete musical piece to 

substantiate the validity of the analytic method and its 

predetermined categories, the immanent critique seeks ta 

develop the ~ruth of the individual musical work. Denying 

the objective stance af pasitivist enquiry, the "objective 

consciousness" is " submerged" into the object and develops 

its hidden truth. The obiect becomes its own criticlsm.'o 

In contrast , the transcendent or 'conceptual' critique 

has the premise that the truth of the historical tatality­

alienation, domination by rationality-as-myth, cannat be found 

in society or its cultural products. Rather, the truth of 

history as i t actually exists and as the truth of the 

possible, or what Buchwalter calls the "standards of 

rationality" are to be found only above society. 

Where totality is characterized by its 
"absolute negativity", criticism becames 
utopian in the literaI sense; a posjtive 
vision of life is sustainable only as that 
which i5 absolutely alien (ganzanderes) to 
the entire historical arder. 11 

Here it might be use fuI ta recall that one of the ideas 

introduced in Chapter One was that critical theorYl and hence 

the immanent critique, works within the space between what 

1 
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between the two that proves th~t 

attained. since culture industry 
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It is this difference 

utopia has yet ta be 

products are perfect 

replicas of what in fact is, ideology, as the vision of the 

possible, is destroyed, making an ideological critique 

impossible. "There are no more ideologies in the authentic 

sense of fa:!.se consciousness, only advertisements for the 

world through i ts duplication ... ,,12 If the social cri tique 

is to continue, it becomes Imperative to assert that there 

are ideals, principles or standards of rationality which exist 

above the social totality. It is from this privileged height 

that the enll ghtened cri tic, who has somehow escaped the 

confines of the social totality can continue to expose 

society's failures, as weIl as hint13 at the possibilities of 

the future. 14 

It was mentioned above that although these two approaches 

appear to be mutually exclusive, with each intended for a 

different cultural product, (ie., immanent critique for 

serious music, transcendent critique for popular 

entertainment) Adorno believes that they should be reconciled. 

The immanent critique eventually confronts history when the 

musical totality, once evaluated in detail according to the 

inherent laws 1f musical development, is related to sociLll 

configurations and the historical totality. without the 

meeting between 

transcending the 

itself would be 

immanent critique and the, " c onsciousness 

immanence of culture, immanent critique 

inconceivable ... " AlI ferros of criticism 

require the presence of, "someone who is not entirely 

engulfed, " by the culture. 15 Ul timately, the rnusicLlI 

structures are to be, "understood as social mediations," 16 

although it can he suggested that the necessary mediating 

stages between the musical structures, society and the 

individual are not always apparent.'7 
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Ideally the transcendent and the immanent crh:iques would 

be used conjointly, but with the advent of the culture 

industry the latter has assumed the greatest importance for 

the analysis of serious music, while the transcendent critique 

alone is applicable to popular music. There are two closely 

related reasons why Adorno privileges the immanent critique 

for serious art music. 18 In the last ch<ÀjJter i t was suggested 

that aIl objects and subjects are forcibly equalized by an 

economic ethos and market that depri ved them of their inherent 

value. In response to this, the task of the social critic is 

to re-ossert the value of the obj ect in the face of an 

overwhelming breadth (and superficiality) of the general 

concept. Thus interpretation should begin with and wi thin the 

indi vidual obj ect rather than a set of pre-existing concepts. 19 

The second 1eason is really an extension of the first. 

An analysis which is based on a set of pre-established 

concepts tends to ignoré or dismiss those musical works that 

are most l ikely to be . good '. Because these works are so rare 

and are misunderstood by society, they fail to fit into a 

coherent . whole'. Throwing, "an all-too rapid glance at the 

total picture," the conceptual analysis: tends to become, 

"entangled with the totality, or the mainstream ... 

condemn[ing] everything which does not fit into the over-all 

picture. ,,20 Yet i t is in these deviant works that the . whole 

picture' , the historical and social truth, is best 

represented. 21 A purely transcendent critique then, would 

both misinterpret the music and perpetuate the fallacy of the 

Enlightenment's ·egalitarianlsm'. 

The transcendent critique is reserved for the analysis 

of culture industry popular music, which unlike art music is 

not a complete and mediated totality, but a more direct, and 

simplisth:: expression of social formations. 22 While culture 

industry pop reflects the dominant ideology, its ideology is 

not a visionary reflection of the better society and a greater 
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historical truth, but is nothing more than a mirror of what 

is. Immanent critique, relying on the presence of a 

philosophical idealism that reflects, "the fetishization of 

culture," is incapable of responding ta a society where, "t:he 

definition of consciousness has become a means of dispensing 

with aIl consciousness wl:ich does not confarm ta existence. ,,23 

By adopting consumerism as the ideology, culture industry 

products, 

need no langer pretend to be art. The 
truth that they are just business is made 
into an ideology in order to justify the 
rubbish they deliberately produce. 24 

Conversely, part of consumer industry' s justification for pop, 

(aside from the cynical proclamation that it is just 

business'), that it is harmless fun, makes an Intellectual 

critique seem . inappropriate' and harmful. 25 As one ilSpcct 

of his analysis then, Adorno evaluates the way in which the 

natural, 'orgiastic' sensual fun of truly popular music has 

given way to the administered, simulated . fun' of the culture 

industry. The orgiastic moment of pure sensuality in 

authentic popular music evolves into a never-fulfillcd promise 

in culture industry music, where the satisfaction of desires 

is ul timately denied. 26 An intellectual anal ys 15, done in the 

service of sensuality and experience, undermines the culture 

industry' s disguise of . fun' . 

Anyone who interprets popular music in accordance wi th 

its own laws or standards (ie., an immanent critIque) has 

erroneously assumed that pc...pular music' s production is ilS 

autonomous as that of serious music. A truly critlcal 

analysis would have to emanate from a point outside of popular 

music and the social totality where the psychosocial affects 

and relations are more clearly perceived. 27 

Although the psychosocial cri tique takes precedence aver 

aIl others in popular music analysis, it remains an integral 

element in the interpretation of seriaus art music as weIl. 
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The musical works of Schonberg, Berg, stravinsky, and Wagner 

are âil related conceptually to the regression or development 

of the mature ego, neuroses, nareissisrn, sehizophrenia and 

ego-weakness. 28 At the intersection of aIl musies is the 

individual, and the dividing line between the "good' and the 

" bad' (al though not necessarily so clearly demarcated) is 

drawn according to the role that the music plays in the 

psychological and social development of the individual. 

It is where the immanent and transcendent critiques meet 

that difficul ties develop. Vacillation between the approaches 

produces a "fragmented' system of explanation that is, 

"stretched between thought and experience, between concepts 

and formaI analysis. ,,29 In addition, I would argue that 

Adorno' s insistence on the "objective historical truth' 

further undermines his atternpt to ::econcile these two 

approaches, since ~~ch seems to assume a different kind of 

cognition, and a diff~rent "truth'. 

A second problem associated with the transcendent 

critique involves the privileged position of the critic. 

According to Jay, 

Adorno ... never rigorously justified his 
[and other critics'] privileged status beyond 
talking of a stroke of undeserved luck' that 
has kept sorne individuals not quite adjusted 

to the prevail ing nOrIns.' 30 

Another question cornes to rnind when considering the 

critic and the transcendent cri tique. If the critic can 

transcend sùcial norms and thus apprehend a transcendent truth 

or principle, then why is this truth not true for serious art 

music as weJ l? Why the need for an immanent critique? While 

i t can perhaps LI:! suggested that avant gdrde music soares with 

the cri tic a privileged posi tian, since i t demonstrates the 

sarne crl tical. stan.:;e towards the social totall ty, and is 

therefore the equal possessor of the truth', it too is 

eventually subJected to a transcendent critique. Buchwal ter' s 
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explanation of this vacillation between transcendellt and 

immanent critique is convincing. He suggests that Adorno 

neither gives up transcendence for the serious music analysis, 

nor really cLmmi ts himself to the immanent cri tique. Rather, 

Adorno, "espouses a transcendent concept of critique despitc 

his use of the tools of immanence. ,,31 Adorno uses immanence 

as a way of escaping the traps of affirmation-and of achieving 

the transcendent critique in spite of its conceptua~' and 

'general' tendencies. Working through the immediate reality 

of the musical work, the critic is able to turn the music into 

its own criticism, and in so doing i5 rele~sed from having to 

name the transcendent vision itself. 32 

Buchwalter' s understanding of Adorno 1 s ' immediate 

reality 1 aisa challenges the ide a that aIl music is ul timately 

regarded as "social mediations. Il He maintains that Adorno 1 s 

'immediate reality' does not refer to the, "reality of 

existing conditions," but to the, "reality of 'unregimented 

experience 1 • ,,33 Thus the conceptual dorninates the concrete 

experience. 

To conclude this brief section on methodology, j t i5 

clear that the attempt ta reconcile the immanent and 

transcendent critiques while maintaining a belief in ù 

knowable truth is fraught with difficulties. l would suggcst 

that the ambiquities and tension that result from this effort 

are bound ta be reflected not only in the ac'('.ual musIcal 

interpretatian, but ln the lmplications that the philosophy 

of music rnakes about history, culture and ideology. It will 

become apparent that the dIScussion of popular music suffers 

from an exclusively transcendent critique that prohibits any 

detailed examination of the music itself. 

The Window]ess Monad 

Adorno's depiction of music as a ·windowless monad ' i5 

an appropriate pivoting point upon which the discussion of 
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methodology can turn to that of the musical interpretation. 

It creates a clear image of music's relation to society, its 

social function, and also introduces Adorno's most important 

musical concepts. 

The relation of works of art to society is 
comparable to Leibniz's monade Windowless­
that is to say, without being conscious of 
society, and in any event without being 
constantly and necessarily accompanied by 
this consciousness-the works of art, and 
notably of music which i5 far removed from 
concepts, represent society. Music, one 
rnight think, does this the more deeply the 
less it blinks in the direction of society.34 

l will begin with Ferenc Feher's interpretation of the 

'windowless monad' since he relates the autonomy of music -

its windowless character, to its order formation-the dynamic 

totality. He makes a distinction between music as an, "enti ty 

existing for i tsel f ," and music as an, "organized entirety of 

tones," where the 'organized' indicates the raIe of the 

external sUbject. 35 The music, as 'an entity for itself', 

points ta the objectively existing musical material whose main 

purpose is to express i ts own inherent musical dynamic 1 

irrespect ive of the ext.ernal world. Music though, is an 

organized totality, and, "every kind of order ... every kind of 

totality," 15 externally imposed through the intercession of 

the sUbject-composer who must, for the sake of human 

perception, organize the music into a sensually experienceable 

form. 36 Music is therefore bath an autonomous windowless monad 

whose immediate purpose is its self-development, as weIl as 

being an embodiment of the social total i ty. 'rhrough the 

interceSSIon of the subjective will (ie. the composer) 1 music 

internalizes and reproduces the social totality, ultimately 

causinq 1 t ta point to the world beyond. Music best 

represents and explains the world beyond when it fully 

develops i ts internaI structures, (remaining autonomous 1 

windowless), for i t 1s through these structures that the truth 
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of the historical totality finds its voice. 

Music is both of nature and is historically constituted; 

where the material is . objectively existing 1, and is therefore 

of nature, the form or style and the tonal idiom are 

historically determined. It is the extent to which the music 

internalizes the social antinomies that determines whether the 

music is . good' or . bad'. Good music 1S produced through the 

dialectical opposition of material and style (or object and 

subject) which results in the formation of a dynamlc totality. 

It is only by resisting the attempts of the economic market 

to control its formation that music can ensure its authentic 

presentation of historical truth. Autonomy from the culture 

industry and the rationalizing profit motive is an essential 

facet of real music. 

On Autonomy 

Affirmative music of the high bourgeois era WaS granted 

a greater degree of freedom from the forces of the market 

economy than is contemporary art music. While composers such 

as J.S. Bach and Beethoven werc indebted ta Church and court, 

or private patron respecti vel y, the cxtent to which these 

outside factors influenced thr' actual composition ot the music 

was minimal. In fact, the reliance on a private p~tron dcted 

as a Luffer against the potential pressures cxertcd by the 

economy dnd the process of rational ization. 37 In addition, 

music's seeming irraticnality and its strang alliance with 

nature also p.ceserved i ts sacred 1 

. . 1 t' l' d t 38 lncreaslng y ra lona lze SOCle y. 

independcnce from an 

The irony of society f s 

over-zealous rationalization lS that ltS lnability to 

completely destroy man's irrationality has neccssitatcd the 

creation of areas ln Whlch irrationality can stlll be 

expressed . .39 MUSIC and other art forms have become thesc 

administered . areas 1 in which the . heartwarming aspects' ot 
. . 1 '11 d 40 lrratlona moments are stl provl ed. 
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Music can only be considered as - irrational' from the 

perspective of a society whose own rationality has become 

mythical or irrational, serving the needs of the system rather 

than man. In this context, music's apparent irrationality 

becomes rational; confronting the utilitarian principle of the 

market economy and philosophy, music reIDinds man that his own 

'nature' should not be repressed. It is in the' function of 

functionlessness' of autonomous music that, "truth and 

ideology cntwinc"; where the non-utili tari an sensuality of 

music gestures back beyond society to the repressed nature. 41 

The, "useless occupies the place of that which can 110 longer 

be distorted by profit.,,42 

Albeit ideological as 'l'art pour l'art', the 'freedom' 

from the market economy protected the autonomy of bourgeois 

music and guaranteed its critical social perspective. With 

the development of monopoly capitalism this special, if 

somewltat feudal relationship of patron and composer, was 

replaced by the more rational' market process of production 

under WhlCh music' s functionlessness became i ts immediate 

function. The 

functionlessness 

music lS ta be 

functlon or utilitarian principle conquers 

by asserting that the primary 1unction of 

found precisel y in i ts functionlessness, 

thereby degrading and rcndering jrrelevant the whole concept 

of functionlessness. Packaged, sold and bartered l ike any 

other commodity, the non-ut:lltarian truth of music is 

sacrificed in the na me of entertainment. 43 

The work of art, by completely assimilating 
itself to need, deceitfully deprlves men of 
precisely that liberation from the principle 
of utility \-Jhich it should inaugurate. 44 

The essential difference between bourgeois autonomous 

and culture industry non-autonomous music is that the actual 

composltion of the latter lS immediately directed by external 

economlC forces. 45 Market rationale not only controls 

distributIon but implicitly dicta tes the entire structure of 
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the culture industry musical work, thereby guaranteeing jts 

profit potential. The most blatant example of this musical co­

optation is the publication of books that guide song-writers 

in the composition of 'hit sangs' (which by definition are 

neither too challenging nor serious). 46 While it was also 

ultimately a commodi ty, bourgeois music was created by 

composers who, "lived in permanent conflict with their 

administrations, 11
47 that is, the church and/or court. Cul turc 

industry pop 1S nothing more than an exaltation of élnd 

ac1vertisement for i ts commodi ty nature. 43 

Popular music' s value is no longer detern,ined by i ts 

inherent value as entertainrnent, but by its externally 

deterrnined exchange value. As popular' cornes tu signify a 

quantitative as opposed to qualltative measure, the neeûs ot 

man and music are sacrificed ta the dictates of social fads. 

This absorption of music by capitalist rationdlization signaIs 

the camp lete al ienation (betrayal) from man. 49 

Although affirmative, it cannot be legltimatoly argued 

that consumer music is the hoir of the great bourgeois 

tradition of affirmation: bourgeois musicls power and 

greatness is not a function of an imposed style and forced 

organic uni ty , but ~"s founded on i ts 8XpreS!:=ion of thc 

individual's sufferi..ng in the, "antinomies of its own formaI 

language. ,,50 Elevatlng the style of affirmation over the 

substance, consumer music obscures what had been a fundamcntal 

truth of the great bourgeois compositions, that 15, its 

autonomy and structural inclusion of ::::~ocial élnti1qonlsms. 

Modern music must therefore respond to the pressure of 

the economic forces by portray ing i ts own alienation and 

asserting its autonomy ln whatever tonal idiom the hlstorlcal 

period demands. Current condl tians no longer permit the 

ë.ffirmati ve gestu.ce f for, "any presentment 01 hope 15 absuJ.."1)cd 

by the culture industry as justification for the status quo. ,,51 

Only avant garde music is the proper heir te the bourgeois 
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tradition, since it 3lone demands autonomy. However removed 

from society, atonal music cannot rightfully be criticised for 

. retreating' from it3 social responsibility, for only by 

digging "into its own being," can art bear, "witness to the 

negati ve absolute of this world-the vTorld of Auschwitz ... 52 

Social Function 

Music' s social funetion, its formaI representation of 

the truth of the historical totali ty, remains constant in 

spite of the change from tonality ta atonality. The . change' 

in 'soclal funetion' which Adorno mentions in "Musje and the 

New Music," refers not ta the underlying function of the 

representatlon af the social tatality, but rather to the 

natur-e of i ts presentation. Atonal music, while no longer 

concerned W~ th being "10ve1y" nevertheless "preserves an 

image of humani ty , Il through i ts cantinuing portrayal of 

dehurnanlzat ion. 53 

In both the wor}~s of Beethoven and Schonberg, the social 

antagonisrns of subj eet and obj ect, of general and particular 

are represented in the innermost musical structures. In the 

greatest works of Beethoven, for example, the organic unit y 

of the styJe (tonallty) is ]uxtaposed to the jnherent 

antagonlsrns ot the musIcal structures. Social antInomies are 

revealed cLlther than disguised, "bohind the smoothness of 

sensual rnovcment. ,,54 Tonality' s ideological representation of 

reco~ciliatlon was cl necessary counterpoint to the structural 

antagonlsms in which the truth of the social totality was 

ernbodied. ror Schonberg and the avant garde the 

internalization of social antinomies can no longer be softened 

by affirmative idea1ism, since the promises of true 

enlightenment cannot be realized, given the current social 

tot.ÜI ty. 55 Avant garde 1 s harsh truth must Dt:! expr2ssed in the 

foreboding tone of dissonance where the fallure to resolve 

signifies the irreconci1iable tension between the general and 
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particular, object and subject. Avant garde ceases to 

ideological; nit tends toward the direction of knowledge."~ 

Music performs a social function which closely parallels 

that of critical theory. Comparable ta Adorno's own 

philosophy, avant garde music (and the affirmative music that 

preceded it) evokes and expresses the conerete experience of 

individual suffering. 57 In its autonomy from the market and 

the affirmative communication system, atonal music, despite 

(or because) of i ts social isolation, f inds i tsel f 

paradoxically closer to man, giving, "concrete expression to 

the [music' s] potentia l [suffering] subj eet. ,,58 As a sensual 

forro in a world that denies sensuality, the mere existence of 

real music promises, lf only negatively, the possibility of 

resisting society's totalitarianism and deniai of experience. 

This emphasis on sensuality (in what might otherwise 

appear to be a rather sterile theory) is inherentIy connected 

to Adorno's concern with the relationship between the 

development of the individual psyche and the rise ot fascism 

and culture industry societies. without entering into an in­

depth discussion of Adorno's psychoanalytic theorlcs, their 

Qbvious importance in his interpretation of music and culture 

should be noted. Music's social function cannot be understood 

in simply abstract terms r for music has a direct bearing on­

and even incorporates aspects ot mental illnesses. 

Both man' s unconscious and nature! are repressed by 

culture industry and fascist societjes. The relationship 

between music and the character structure of lndividuals 

should be understood within the context of psychologlcal and 

social repression. The psychologlcal structures of music 

influence the development of the democratic or authoritarian 

personality. If "conventionalism, submissiveness ta authorl.ty, 

destructiveness and cynicism [are] symptomatic of an anti­

democratic character structure,U then it is precisely 

conventional ism and subrnissi veness in music that further 



57 

repress and eventually destroy the individual. 59 In a social 

totality that denies experience, the sensuality of music is 

both a representation of repressed nature and the unconscious, 

as weIl as a way perhaps, of awakening the natural 

(instinctual, libidinal) in man. Yet l don' t think that 

Adorno's concern for the survival of the "natural' should be 

seen as a calI for the uninhibited expression of the libidinal 

energies (truly irrational and anarchic), but for their 

rational and rationalized expression. 

One of the major problems with Adorno's psychoanalytic 

analysis is that i t rests on a fundamentally male view of 

sexuality. He assumes that the 'autonomous male individual' 

is the, "only locus of possible oppvsition ta the status 

quo. ,,60 The resul tant socially conservative view of society 

and culture is echoed in his approach to music, with i ts 

heavy emphasis on production, progress, (and impotence) in the 

musical structures, and the psychological illnesses that this 

impotence (lack of male energy) generates. 61 If avant garde 

muslc, reaching deep into the repressed subconscious, cornes 

from the, "real i ty of a psychic drive ... towards undisguised 

and uninhlbited expression of the psyche and of the 

uncanscious pcr se," i t does 50 only in relation to the male 

psyche. 62 Like psychoanalys 15 f the social task of avant garde 

is to aid in the re-constitution of the (male) ego.~ 

Stravinsky and other neo-classical composers who 

attempted to restore communicability ta music through 

tonality, failed ta ta understand that the only solution ta 

the crisls of alienation and reification is social, and cannot 

be achieved in music itself. They therefore attempt the 

impossible: the re-creation of an organic unit y between 

subj ect and abject through the imposition of traditional 

styles onto the muslcal material, even though the la~ter has 

go ne beyond the point where harmony is acceptable.~ 
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Neo-classical music finds itself becoming an apologist 

for rationalisme Trying to establish some point of 

communication between music and the people in a context where 

communication demands the renunciation of historical truth 

(that of the complete alienation and isolation of the 

individual), neo-classical music must depend on the appearance 

(style) of authenticity in the forro of a tired and 

historically incorrect tonality. Its autonomy dissolved 

through the external imposition of socially acceptable folk 

themes, neo-classical music can no longer fulfill its social 

[unction. 65 

The attempt to eradicate alienation through music 

destroys the music, since the structural dynamic is secondary 

to the creation of a socially acceptable and profitable style, 

and it is destined to leave the social condition of alienation 

unaltered.~ Even whe~ neo-classical music does approach its 

desired gOél,l of authentici ty, it nI timately confirms that the 

current psychological and ideological state of the individual 

and society is immutable. The aim of such music is neither 

te comment on the truth or falsehood of this state of being, 

nor to express, even negatively as does the avant garde, the 

pessibil i ty of change. 61 

PsychologicaJly, Stravinsky's regression to primitive 

styles of music can be related to infantilism through the 

unrealizeable desire to 

identity. Where avant 

establish a pre-ego 

garde recognlzes that 

collective 

dny future 

cellectivity, if at aIl possible, must first require the 

maturation of the ego, stravinsky bypasses the individual ta 

regress to a state of pre-ego individuation where the 

cOllectivity is defined by its psychologicaJ Lmmaturity. But 

even this return to the pre-ego stage is made lmpossible by 

an irreversib~t histJry.~ The mUS1G which intends ta carry 

out this pro]ect, "imprints upon itself an attitude similar 

te that of the mentally ill," and becomes, "an aping of 
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obsession, and even more sa, of schizophrenia. ,,69 Its message 

to the individual is to submit to his own alienation (mental 

i11ness) with a sigh of relief, erroneous1y seeking in music 

the restoration of the pre-individua1 collective. 

Neo-classical's final message of submission complements 

that of culture industry pop, where sado-masochistic and 

narcissistic tendencies are the norme Where neo-c1assical at 

least acknowledges the ego' s weakened state (in order to 

rejoice in it), culture industry pop denies the existence of 

the ego from the outset. It is in the analysis of popular 

music that the transcendent psychosocial critique assumes 

priority. According to Adorno the psychological impact of 

pop can best ce understood if the music's pretension to any 

degree of individuality is dispensed with at the very 

beginning. In the discussion of pop, genres', as opposed to 

individual works take precedence. ro 

Since pop music has never had the same ideal social 

function as art music, the only logical comparison to be made 

is between authentic and culture industry pop. One ef pop 

music's roles has been that of corrective to and inspiration 

for autonomeus bourgeois music. It dernonstrated that bourgeois 

music' s autenomy was won at the exclusion (however necessary) 

of the proletariat, while it simultaneously provided serious 

composers with new rnelodies and themes.~' Representing the 

unmediated force of nature against an increasingly 

rationalized society and music, popular music retained the 

"org iastic intoxication" that rationalized music increasingly 

rejected. 72 Despite its incorporation ot nature, its lack of 

rational organization and critical reflection condemns pop te 

a secondary role with regards ~o the autonomous individual-as 

the handrnaid to redl music. It is more closely associated 

with the rebellion of the unindividuated masses against their 

cooptation by the rationalized system of production. Thus it 

is also the expression of rebelliousness, ribald celebration 
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designed to umnask the "feudal hierarchies" of the 17th and 

18th centuries. n Finally, as a necessary diversion from the 

monotonous routine and daily oppression of the production 

line, popular music (leisure time) helped workers to 

psychologically recuperate and prepare themselves for the next 

day's work. 74 This diversion, far from being supportive of the 

status quo, offered a new experience that re-established a 

belief in the possibility of the individual, and in historical 

change. 

Popular music's decay is a result of the incorporation 

of both high and low art under the general system of the 

culture industry. By insisting that popular music c1dopt il 

more serious demeanour, the element of absurdi ty that hc1d 

constituted a great part of its resistance to rationalization 

was destroyed. i'5 Popular music has been perverted by the 

growth of the planned culture, which, in predetermining these 

moments of 'spontaneity' or 'rebelliousness' during an 

administered 'lei sure time', destroys their very nature. 

Healthy diversion has becorne 'distraction'; it, 

[prevents] people from refleeting on 
themsel ves and their world, ... and 
[persuades] them at the same time that 
sinee this worl':l provides sueh an abundanee 
of enjoyable things it must be in good shape. n 

The characteristic mental n)n-attention required by everyday 

life and work is reprodueed by popular music, reinforcing the 

individual's exhaustion and boredom. n 

Culture industry popular music stimulates (and simulates) 

the false but comforting collective identi ty which, in evoking 

a sense of immediacy, soothes and masks mens' suffering. In 

i t the promise of a future utopia j s replaced by the music, 

which is presented (in the present) as the fulfillment of the 

future. 78 wi th l.h~ ,.,ision uf the future indistinCjuishable from 

the reality of the present, the mythic circle is completed. 
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Listeners of popular music suffer from narcissism and 

ego-weakness, for while the individual submits to the musical 

primordial collectivity, he is also given the faise sense that 

he may be an important or primary character. 79 since self­

denial is easier than resistance, the emotionally debilitated 

individual finds it a relief to allow the music to direct and 

channel his emotions. For the most sel.f-alienated, music 

substitutes as "ersatz" emotions in place of real feelings. 80 

Jazz is frequently a target of Adorno 1 s critique, perhaps 

because i t is often percei ved to be truly . popular' and 

sexually rebellious. criticizing it for its pure commodity 

and conforrnist nature, 81 Adorno 1 s analysis of the sexually 

emancipatory promise of jazz echoes his interpretation of 

culture industry's fun', where the denial of fun, after it 

has been promised, leads to the painful 'laught~r of 

conciliation'. According to Jay, Adorno believed that jazz' 

promise of liberation was combined, "with its aesthetic 

denial. ,,82 The rebell ion of jazz was, 

accompanied by the tendency to blind 
obeisance, much like the sado-masochistic 
type ... who chafes against the father-figure 
while secretIy admiring him, who seeks to 
emulate him and in turn derivcs enjoyment 
from the subordination he overtly detests. 83 

(It could be argued that Adorno's focus on a white and male 

perception of sexuall ty does far more to deny the sexual 

energy of Black women (an~ Black men), which may be feared by 

White male society, than jazz ever could.) 

Ideology has been replaced in popular music by, 

"instructions for behaVlour. ,,84 Unconscious reflexes are the 

response to the signaIs and cues that are created by music's 

system of special effects. While the weakened individual may 

occaslonally exhibit psychotic reactions te the stimuli, the 

self-destructive drive instigated by the music usually leads 

to self-destructive tendencles. Even when the condition of 

alienation becornes evident, the fatalistic or cynical shrug 

------------------------------------------------------------
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of the shouiders merely confirms the individual 's 

powerlessness in the face of the unai terable social totality. 

Music' s social function is determined by l ts autonomy 

and negation of the economic system and dominant ideology. 

Representation of the individual 's alienation is only possible 

when music resists incorporation into the culture industry, 

choosing to maintain the integrity of its internal structures 

over creating the illusion of communication and identity. 

FormaI integrity preserves the musical dynamic, the instance 

of historical truth. Autonomy from the external pressures to 

conforrn is dependent on the subject-composer, who can either 

resist the demands made upon him by soci8ty, or eventually 

submit ta the stylistlC dictates of the culture industry. 

While the dominance of style may at first appear to reprosent 

the strength of the subjective will over the abject, lt really 

signaIs the defeat ot botn subject and object by a market 

system which respects the integri ty of nei ther. The 

dialectical opposition of style and material, or subject and 

object is the foundation of music's (and therefore histcry's) 

dynamic. 

Sub;ect-Object: style, Technique and Material 

The ideal dialectical relationship of subject to the 

objective musical material was most closely approximated in 

the works of Beethoven, whose claSSlcal compositions mark the 

pinnacle of musical and historical progress. 85 In contrast 1 

the culture industry's ernphasis on the subject's rnanlpulation 

and control of the musical material leads ta a dissolution of 

the dialectical tension that gives meanlng ta both subject and 

objec~. Authentic music must restare the abject ta its place 

in the musical production in ordtr ta re-create the 

dialectical tension, crucial to 'C.he dl' naml.C of music ,wcJ 

progressive history. 

-
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The sUbject-cornposer's influence is manifested in what 

is termed the 'style', or way in which the musical material 

is organized. A genuine style that represents rnost 

irnrnediately the wishes and desires of society i5 the "utopian 

promise" in the work of art. B6 style is what gives sensual and 

experienceable forro ta the abjectively existing material, but 

it is neither tatalizing nar flawless, rather it reveals its 

ideological premise by exposing the spa ces between it and the 

material. stylê 15 not merely the imposition of external 

taste, but is part of the composer' s attempt ta offer a 

concrete response ta the immanent lOglC of the obj eet. 87 

The culture industry ignores the fundamental dialectical 

relationship between style (subjective will) and the objective 

material, by-passing this crucial confrontation by imposing 

what it conslders ta be easily digested forrns. Its products 

are aIl style, and their glossy surfaces create the illusion 

of a unified, organic music. But because style ls freed from 

having to oppose the, "specifie demands of the subject 

matter," which is in tact the source of style' s own meaning, 

the reason for its existence is destroyed. M 

Technique dete- .I ... nes the way in which style and subject 

matter are worked i nto an organized, rational totality . 

. Techniqu0' :eefers to the, "totality of aIl muslcal means: 

the organlzation of the substancE' i tself and its 

transformation 1nto a physical phenomenon." The subjective 

factor of the composer's talent and ability ta which this term 

generally refe:-5 i5 supplemented by an objective one; the 

"irnpetus of ab1l:. ty , success and functior. which are the 

purpose and goal of the organization. ,,89 What l believe this 

means i5 that the impetus of the organization i5 objectively 

existing-it 15 apart from the subject's endeavour. This force 

has an aspect of . beil.g-in-ltself 1.90 While . technique' i5 not 

reducible to the subJect's expertise, it ultimately depends 

tn it, and while it is not to be equated with content, it is 

« 
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integral to it. Although a somewhat confusing term, since it 

includes subjective expertise, refers to methods of 

organization, and this "objective impulse' of the 

organization, technique, along wi th style, lS central to 

Adorno' 5 theory and his conceptualization of the composer' s 

role. 

The image envisioned by idealist aesthetics of the 

composer as a free creator, once not entirely inappropriate, 

has been thoroughly discredited by the culture industry' s 

total control over the composer. The freedom of the few avant 

garde composers must therefore be expressed negatively as 

disobedience to society, but not as freedon: to create, for the 

social disobedience only leads to obedience to the dernands of 

the music. 

[The composer's) efforts find fulfillment 
in the execution of that which his music 
objectively demands of him. But such 
obedience demands of the composer aIl 
possible disobedience, independence, and 
spontarlel ty. 91 

Such disobedience that depends on the ingenuity and strength 

of the composer, frees hlm to follow the rules established by 

the music, an increaslngly strict task-master. The composer 

becornes less of a credtor' than à problem-sol ver. Every 

musical measure becomes a challenge of technique, with the 

composer required ta reply wlth the correct response. 9
? ln one 

sense a teehnocrat's dream, radical musle's testlmony ta man's 

suffering requlres that the mUSlC no longer be decoratlve', 

or even 'lovely', it can no longer provide the context for 

imagina tion and play: 1 t 1 S truc. 93 

In contra st to the traditional tonal system where kcys 

and intervals are predetermlned, Schonberg' s atonal-latcr 

twelve-tone system permits the composer to c~~ate a series or 

row of twelve tones whose lntervals are arbitrarlly selected. 

Any tone ean be ~he "tonie', and aIl twelve tones must be used 

beforp- the tonie can be heard agaln. 94 In contrast ta tonal 
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technique, the atonal or twelve-tone technique tends to 

produce dissonant, and what some peC"ple feel are j arring 

sounds, disrupting common musical expectations. (While 

Adorno's admiratlon of Schonberg decreases as a result of the 

new domination of the material through the twelve-tone 

technique, lt is ~till seen as the culmination of the Western 

musical tradition.)~ 

Breaking through the strictures of tonality liberated 

the composer and the material from the weight of historical 

convention, and undermined tonality's clairn to C~ natural', 

as opposed to historically consti tuted, music. Freed from 

social convention, the composer was in a position where the 

development of compositional technique, and mastery over the 

musical material, became possible. Yet even the twelve tone 

system arouses the temptation to use technique ta obfuscate 

or destroy the potential of the musical material, a temptation 

to be constantly resisted by the composer. 96 

The apparcntly arbitrary nature of the twelve-tone 

technique 15 not an lndicatlon of the imposi tion of the 

subject's will, bur lS the expression of the musical 

material's own desircs, ~ts internalization and extension of 

society 1 s total and total iz ing rational organlzation. 

Atonality, divestlng ltself of any "anima} warmth," slgnalled 

the, "maximum of rational organlzation of ttl~ sounjs ... 97 The 

avant garde musician is severely restralned by his 

compositional technlque WhlCh prohibits any f] 19ht of the 

imagination. The "terrible discipl i ne" of the cwelve-tone 

technique is nevertheless ar~ .. instant of freedom, Il for i t 

preserves, more than ûr:,y other musical forro, technique itself, 

and thereforc musical experience in the face of a barbarity 

that destroys true technlcal standards.% 

On the first level then, atOI.al music 15, "produced 

through bypasslng the subj ect "; nei ther a reflection nor 

product of a subjective "state of feeling," the avant garde's 
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expression of the objective, reified condition of man finds 

its source in the immanent musical material. 99 In this 

context the composer has ceased to create, becoming more of il 

catalyst whose expertise is in interpreting and expressing the 

intentions of the musical material. However, the 'bypass~ng' 

of the subject is accomplished only with t.he permissIon of the 

subj ect-composer. The composer must therefore have both the 

technique (subjective) to answer the material's puzzl('"~1 and the 

insight which commands him to follow the music r;Jther than 

society' s direction. Thus Adorno 1 s favouri te composers are 

members of the 'lucky few' invdividuals who escaped the social 

totality. 

In complete contrast to Schonberg' s works, those of 

stravinsky and other neo-classical composers are defined by 

the supremacy of style and taste over the musical intent. 

Making alienation 

style rather th an 

directly ta the 

a direct, l.mmedlate concern of the muslc's 

its structures, stravinsky trl.ed ta rcspond 

external demands for a rcCOnCl.lldtlon of 

social antinomles. IOO In stravinskyls muslc, 

superficial wraI- ~ng that advertises l tsel f 

alienation. 

style becomes a 

as the cure to 

Like the avant garde, stravlnsky's musl.C 15 strictly 

controlled, clnd has a rigid process or select lc.,n. Tv/el vc- tono 

technique' s intent however, if not always succcssful, was the 

exclusion of old, cliched elements of composition i1nd the 

elaboration of a completely new set ot rules ema.n,1+-1ng f rom 

the music i tsel f, vlhereas stravlnsky' s deli beratel y seeks to 

restore sorne sense of [arnlljarlty dnd recogn~tion. The 

exclusion practiced by stravinsky, hlS resort to trlbal 

rhythms and dance music i5 the composer'~:;, not the music' s 

response to alienation and the liqu~datlon 

individual. 101 

of the 

If atonality's initial denial of freedom to the composer 

and apparently, to the musical material, eventually leads ta 
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a deeper freedom for both, Stravinsky's apparent liberation 

of composer and music masks the annihilation of both. Because 

popular opinion associates the 'primal' or folk rhythms with 

nature, it i5 assumed that stravinsky's music is aiso clo~er 

to nature, less governed by intent, and therefore liberated 

f . l . l t' t 102 rom ratlona lst 50Cla cons raln s. This perspective is 

reinforced by atonal t s 5eemlngly overly-intellectual, rational 

sound. Yet the absence of intent i5 the absence of music's 

intent, not that of the c'::>mpaser t s. stravinsky' 5 harmony, 

unhindered by the neceSSl ty of guided chordal progression, 

gives 

an objectlve p1cture of sovereignty, freedom 
frorn the force of nature, and a mastery which 
al though fully developed, is wi thout 
intentlon. 103 

Absence of the muslcal rr.aterial' S lntention destroys the 

cornposi tional intent. Technique serves the composer 1 s impulse 

as opposed to that of the musical totality's, undermining the 

very purpose of techrllque. Stravinsky i s "claver ma5tery" and 

musical s}oll are harnessed to his laste, leading to the, 

"progrüssivc deten.oration of compositianal procedures, ta the 

ru in ot tcchn lque. " 104 Al though the subj cct may dominate 

through the lmposlt1on of style, the subject's true purpose 

i5 denlcd If l t lS prevented from ccmfronting the drlve of the 

ab)Cctlve materiLll. Aleatory mUS1C merely confirm!', the 

dominatIon of the imF'.êture subicct: over the abject, an1j hence 

the meanlnglcssness élnd impotence of the subject. An 

illustrLlt 10n of thlS i5 drawn from npetrouchka," which show;: 

the mus le' s unsympathetlc attitude tawards the individual. 

Even wben the text calls forttl the suffering of the clown, 

the mUSIC, Indifferent ta the Indlvidual's alienation, 

identifles not with the Individual, but with those who wauld 

destroy hlm. 105 

The l1eutralization of the objective musical I(aterial 

leads inevltably back to the liquidation of the subject, who 
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finds no point of resistance in stravinsky's music, but is 

instead persuaded ta seek comfort in the conformity of self­

annihilation. 1M The relationship between subject and abject, 

devoid of any dialectical tension, produces a static, 

unprogressive time which portrays the present as eternal and 

immutable. The collective that demands the self -abrogation 

of the subject celebrates the indlvidual's mental illness and 

powerlessrlGss. 

While serio',ls music allows the style t.o contront the 

musical substance sa that ln the fina] musical work the two 

become indistinguishable, the cul ture industry 1 s populùr music 

is nothing but style. 107 Its insistence on the struct.ural 

similarity of musical forros for the purposes of reproduction 

and distribution, in accordance with pre-established stylistic 

conventions assure the llstener that nothing really new l or 

. threatening 1 WIll be produced. 108 Constant repeti tIan 

convinces the listener that he identIfies with the music nnd 

can consider himself part of a muslcnl collectIve, whereds in 

fact what he is experlenclng lS cl manipuluted t~mllidrity. 

Music becomes predlctable, Zlnd the subject rC]OlCCS in his 

abili ty to foresee the end. 109 Even "the dif ferences between 

genres-le., country and western, Jazz, rock- drc superticial, 

created by the lndustry jn an attempt to dlsguise the 

essential sameness of the music. 

Whilc the "new l may not be totally excluded, It must be 

adjusted to the predominant style 50 that the style nced not 

significantly change. Although admlrers ot Coltrane, Coleman 

and Monk ITllght disagree, Adorno believes that ]azz's 

pretension to atonal dIssonance for Instance, lS not a ri:tdical 

stylistic or substantla l departure from the norrn / for the 

dissonance is decorative, a superficial additIon ta the 

d . t' f 110 alrea y èXIS Ing orme 

The culture industry composer uses technique to master 

the material, giving style credence from an external source, 

ai 
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since i t lacks an internaI val idi ty. For the culture industry, 

"technique' has come ta signify expertise in achieving 

superf i cial, manipulati ve special effects '. ", '!he apparent 

differences in popular ~usic are really the attempts of the 

culture industry ta prevent the 11stener from being bored with 

obvious repetition. While structures retain their essential 

forro, minor and superf icial changes create the illusion of 

indlviduality. standardization lS accompanied by pseudo­

individuation, where stylistic and technical changes produce 

the faise sense of substantial change. Standardized and 

pseudo- ind l v iduatcd, popular music has bec orne self-reproducing 

dnd -referrinq, i:lnd self-mlmetic. 112 Where authentic music 

reflect.s t.he entire social totality, creating a critlcal image 

that soclety wou] d pre fer not to see, 113 pop' s unques ':'lCming 

representation of society is the reflection of a mlrror rather 

than of a crltlci'll sUbject. 114 Satisfied wlth market 

popularity. pop mUS1C' s mirnetic function is reduced ta the 

constant reflectlon of prevlous hits'. 

This predomln3nce of style eventually destroys style by 

removing It [rom that which gives it rneaning-rnusical 

substance. Havlng no contact with the material of music, 

style lS condemned to be an observer r3ther than an active 

partIcipant 

redundant. 

the :1usica l process, becoming 

Where ser lOUS IT'usic "catches f ire" on the form 

and "melts jt down" in order ta reform it an8W, popular music 

freezes style, and hardens l tinta an Immobile fOrIn. 115 

While even ln stravlnsky's mUSIC the composer maintained 

a certain degree of autonomy, lhe culture industry's control 

of the popular composer i5 almost complete. Imposition of 

style is not the expresslon of the composer's will, but that 

of the culture Industry ~~ich, playlng upon the composer's own 

desires/ fedrs, uses hlm as an instrument through which i t 

dominates the obj ect. Even éiccording to the apologists of the 

cul ture industry, the di fference between serious music and pop 
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is that pop music, and hence i ts cOinposers, "must stick to an 

unmercifully rigid pattern while the composer of serious songs 

is permitted free, autonomous creation.""6 

Although the discipline of rigid patterns may sound like 

an echo of Schonberg' s demand for strict adherence to the 

twelve-tone system, the discipline of the latter is intended 

for the realization, not the suppression or obliteration of 

the musical totality. The example of the jazz musiclan who 

remains incapable of escaping the structural limits that have 

been establj shed by social dictates is indicative of the 

. discipline' of popular music. Acting as an involuntary' 

agent by syncopating' a muslcal work that should be played 

'straight on the beat', the musician demonstrates his 

obedience to the cu l ture industry, r ùt ta the music. "7 

At this point l would like ta r~ise what 5eems ta me ta 

be a rather lmportan:: question. 1 t the SOCl al functlon of 

popular music has always been dlfferent trom that of art 

music, then are the dlalectlcal relationships of subject and 

object, style and material really valid concepts for the 

analysis of pop? The difficulty a:t:ises when one tricS to 

determine how art music i:md good popu] ar music differ, 

particularly when each seems ta requin~ the same type ot 

dialectical tension between the various poles. What, dsidc 

from musical complcxl ty could prove ta be the essential 

structural, or composltional difference bctween popular and 

art music? 

l think that this ambiguity might be more f~lly 

appreciated if \.e return ta Feher's article, ln which a simple 

. order formation' of music was differentii3ted from ratlonally 

organized totallty'. According to Feher, the totality, more 

than being an, ",ir,solute Interconnectlon of obJects," is an 

order, "conSClOUS.LY reai ized as lJelnq-for-us." 1 18 It could 

pl'\rhaps be postulated that this distinction aiso applies to 

light and serious music, where light music, although a musical 

• 
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order, is not consciously produced as a 'being-for-us'. The 

reason this problem becomes so important is that the concept 

of the dynamic is related to the whole notion of the musical 

totality. Although Adorno criticizes modern pop for its 

static and undynamic nature, he never informs the reader how 

or why any popular music, (a ferm which is neither required 

to be an ordered totality nor whose function is related to the 

revelation of historical truth). could and should produce the 

same internaI dynamic as art music. In other words, popular 

music is at one and the same time dismissed because its 

function is, in grandiose historical terms, not as crucial as 

that of art music, and yet lmplicitly told te produce the same 

subject-object relationships (ie., dialectical interaction of 

style and substance) and the same progressive dynamic as art 

music. Thus the rela~ionship of popular music to this most 

fundamental of terms remains somewhat ambiguous. 

Musical Dynamic 

vi tal to the whole experience of music, the musical 

dynamic or progression is what sustains the musical totality 

as a totality. 

Musical subjects can find fulfillment and 
be organized into a communal order only in a 
progressive time ... time-progress is nothing 
but the dynamics of this self-organization and 
formation into order. 119 

Produced by the tension of the subject-object dialectic, the 

dynamic or historie progressiv~ time is as central to musical 

development and self-fulfillment as it is to historical 

progress itself. Musical dynamic not only signifies but is 

an expresslon of t.he historical dynamic that counters the 

static eterni ty 1 of myth. My th , and enlightenment as myth 

signaIs the Jeath 

refusaI to accept 

of knowleo.ge and experience through its 

the new 1 • Dynamic t ime, by i ts mere 

presence, begins to confront the alI-inclusive nature of 
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rationalism, pointing beyond the present to the possibility 

of the unexperienced. Dynamic time is therefore a promise of 

experience itself. 

In bourgeois affirmative music, the progressive impulse 

found expression in the harmonious tonal system that promised 

the eventual reconciliation of subject and object, and of the 

re-creation of the communal or collective subject. The music 

that epitomized this progressive vision was chamber music, 

which more than any other form, "concerned itself with uniting 

music and audience, no matter in how l imi ted a social 

realm.,,120 Despite, or perhaps because of its humanist 

ideological aspect, affirmative music in the early bourgeois 

era was a revolutionary appeal for the triumph of freedom and 

reason. 121 

The 50nata, as the epitome of western bourgeois music, 

was deemed to be an organic enti ty; i ts reconcil iation of 

thematl.c variatiJns with the central themes showed respect 

for both the individual variation and the meaning of the whole 

work, as established by the themes. The dialectic of 

individual and general results in a musical composition where 

the harmonious conclusion is based on a meeting (if not 

identity) of the antagonists, not one's absorption or 1055 

into the other. 122 

Adorno' s assessment of the sonata or chamber music is 

rather ironic, considering that it only pronounces these 

humanitarian aspirations at the greatest possible distance 

from the majority of the people. 'Chamber music', as the t<:!rm 

implies, is music which was composed for performance in the 

chamber rooms of private houses. 123 It epitomizes the 

bourgeois commitment to individual freedom' and to private 

property, and it might be suggested, the prlvate accumulation 

and appropriation of art and culture. 

In the greatest compositions, the dynamic power attained 

to what Beethoven called the 'glorious moment', a sense of 

7 
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permanence and abundance which existed beyond temporality 

itself. Music' s dynamic brought the listener-for a moment-into 

a free space-extended time. As Jay remarks, this is not ta 

be confused with the repetitive, space-time continuum of the 

cul ture i ndustry where all time i5 liquidated; when great 

music suspends "normal time," it replaces that time with, lia 

type of coherent development which was a foretaste of the 

temporal arder of the 'other society'. 11
124 The sublime moment 

in music otfers a brief experience of the idyllic 'other'. 

Music's gift of the sublime moment and affirmation of 

the new is a testament of its enmity to fate. 125 Its power, 

and its empowerment of the subject cornes from its sensual 

experience of the new. A powerful musical work is constantly 

changing; the theme, apparently secure, is in fact altered 

by each variation, which in turn ~hanges in re5ponse to the 

theme. It is a never-ending dialogue, with each individual 

part introctucing sorne new idea or emotion that causes the 

whole to respond anew. It is this, "self-creating totality," 

which, "guarantees the normal role of time, II-of being in the 

present, remembering the past, and looking toward the 
future. 126 

Attempting to restore music's social legitimacy, 

stravinsky labours under the mistaken assumption that the 

style alone, not the historically deterrnined dynamic 

interaction of style and s~bstance, is the source of music's 

authenticity. In Beethoven's music, the authentic unit y came 

from his profound respect for the individual elements, which 

he then allowed to develop according to their own musical 

dynamic, to form the 'natural' or 'organic' musical work. 

Although contradiction is essential to the tension and 

resolution that make up a musical progression, stravinsky does 

not, "tolerate any contradiction. Il The "strict self­

deve] opment of essence," i5 renounced, "in favour of the 

strict contour of phenomena." 127 
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Modern affirmative music has become myth, convincing its 

listeners that the mUGie is utopia (present and future). 128 

Even though stravinsky differs from his less astute followers 

insofar as he recognizes alienation, and gives it an 

occasional cameo appearance in his music, he too produces a 

static, non-dynamic music. His . seriaI manipulation 1 destroys 

any progression or drive towards the new, collapsing tlme into 

space. Temporali ty, disposable, possessable, is captured. 129 

The subject's dread of his inner void or emptiness was 

once assuaged by the positive assurance of music that the flow 

of time could still carry with it the brilliance of a unique 

experience. 130 In the context of the culture industry' s 

affirmative ideology however, this promise, becoming purely 

ideologicai (ie., without its redeeming truth), destroys 

music's inner dynamic; it is frozen and reified. In a 

desperate attempt to re-capture time, the new affirmative 

music turns ta the power of rhythm ta defeat culture 

industry's space. Yet the prominence of rhythmic structures 

in stravinsky's works has not freed time, but has reified it 

even more. By separating rhythm from the other musical 

elements so that . timing' or temporali ty is rest.rictcd to 

defining its own raIe in the composition, rhythm and time are 

weakened even further. 131 

Most guilty of this attack on time is consumer pop, which 

does not even bother ta relate rhythm to a sophisticated 

rnelodic or harmonie structure. Rather than penetrating 

through time, pop music in particular clings to the beat' 

Iike a parasit~, essentially killing time. Culture industry 

pop is incapable. of internalizing rhythm or time by re­

creating its own sense of temporality through the elaboration 

of harmonie.; and melodic themes. Instead, it establishes a set 

rhythm that neither cornes from nor rel,tes to the rest of the 

music, but rather, acts as a carrier for the whole musical 

entity.132 If musical time was once a promise of freedom from 
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the monotony of everyday life, then pop has reversed this 

funct ion; i t has become the echo of monotonoU5 production, and 

i5 itself part of the mecha~ism of social control. 

An exception i5 often made by music and social critics 

for jazz, and even ~dorno very occasionally, and grudgingly, 

ackr.owJed'.;Jes its not-quite-redeeming quali"ties. Where most 

popular music has thoroughly torsaken aIl technique, 

concentration, and any degree of sophistication in rhythmic 

structures, jazz has-within p0pular rnusic-upheld these 

tradi ti ons. This is not ta be understood as support for jazz' s 

claim to spontanel ty and improvisation however. The technique 

that it has preserved i5 put in the service of 'irratioDll 

totalitarian control.' Severely restricted by p1etric and 

harmonlc boundarie3, the technique consists of imposing, 

"certain well-defined tricks, formulas and clichés," rather 

than in creating true improvisations. 133 While commercial 

jazz' may certainly be limited, t~is category apparently 

includes everythlng from swing, to bebop, and cool, and most 

probably free jazz. 134 Adorno' s failure ta take into account 

the great distance between bebop and show tunes, for example, 

is indicatlve of a tendency to over-generalize and seriously 

misrepresent sorne forms of popular music. 

The submlssion of Jazz to the culture industry and 

fascism becomes most apparent in its close relationship and 

obeisance to the style of the military march. Both jazz and 

the military music drum or beat in 1 the forced identific.:ltion 

of pseudo-individuals wjth a false collectivity. The 

spontaneous improvisation that seems to free the music from 

the tondl structure is really a cliched copy of, "waltzes, 

charact8r pieces and reveries, " that merely insert 

chromaticisms into the unchanged diatonie harmonie 
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structure. 135 Cool jazz and perhaps free jazz experimentat.ion 

with non-diatonic, dynamic forms were and are bound to be 

further absorbed by the dominant system. 136 Rebelliousness, 

characteristic of older forros of popular music is found 

neither in 'pop' nor in jazz. 

This overly simple dismissal of jazz and i ts real popular 

basis a~ongst Black Americans is justified by Adorno on the 

highly questionable grounds that jazz is not truly a Black 

music, but the creatj on of the dominant culture industry. IIIt 

is difficul t to isolate the authentic Negro elernents ln J <lZZ, Il 

and those that are found, as suggested previously, are marc 

sado-masochistic than heal thy and rebell lous. 137 (While i t is 

impossible to do 50 here, Adorno' s perception of the Blacks' 

'compliance' could perhaps benefit from sorne comparison with 

his understanding of the holocaust, and how he distinguishes 

between helpless submlssion and will ing compliance. Moreover, 

how an inherently violent and aggressive act-slavery-can be 

so easily translated into sexual terms -and then Just as 

easily dismissed-deserves closer examination. 'l'he 

pres(~tation of any forro of aggression as inherently sexual­

whether i t be that of White vs. Black or man vs. woman, 

disguises the fact that it is essentialJy violence-and has 

been cast into sexuai terms by the transgressor as a way 0 f 

implying the passlve accepta nee-and self-degradation of the 

victim.) 138 

Although pop music's rhythm, by an, "ersatz physical 

motion," may momentarily remind the subj ect that he has a 

bodily existence and is not merely a machine, po!:", music is 

essentially a part of the rationalized world th~t produces 

it. 

. .• in the mechanical rigor of their repetition, 
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the functions copied by the rhythm are themselves 
identical with those of the production processes 
which robbed the individual of his orilJinal bodily 
functions. 139 

Where music was once the surrogate of the individual's 

own time (or space-as-time), assuring him of the possibility 

of true dynamic temporal i ty, and therefore of the sublime 

moment that exists beyond time, consumer music fills the 

individua1' 5 space Wl th empty, meaningless chatter. Music 

confirrns the sense of 10s5, but provides noise as a placebo 

so that the Indivldua1 lS 1eft with neither time nor the 

1 f h · t' 140 sllent space to reflect on t 1e meanlng 0 lS emp Iness. 

It is on1y avant garde ~u5ic that retalns thlS truly dynamic 

qual i ty. In 1 t the paradoxica l re1ationship between music 

and time is maintalned. Repeti t Ion point.; ta the theme' s 

identical nature, but it is non-ldentica1 in that the 

variations f rom thç theme have dl tered the theme in i ts 

relationshlp to the who1e musical work. If music were to 

surrender itself to tjme by dlssolving Its constant theme, 

the whole mcanlng of mUSIC as an object in and for itself' 

dnd the notion of dynamic would be destroyed. 141 

Atondlity has become, in bath senses of the ward, music's 

IIfate". History hùs 1eft modern music with no alternative but 

that 0 f atonal i ty, but this fateful development that has gi ven 

music its freedom from the pa st has also entrapped it in a 

heartlcss, subjcctless circle. The premise of the twelve-tone 

system i5 that the composer can dictate bath the tonie 1 

(al though thi s is now a misnomer) and the j ntervals of any 

series, compasing his own boundaries and musical functions. 

In the process of composing though, the subject finds himself 

subjected ta the rational system of composition, so that he 

is eventually excluded from the music. Although ù dynamic, 

rational totality, music has become resti..-ained and cold. 142 It 

faces a ser lOùS dilemma; how to be the total rational 

organization that is demanded by the musical mate rial without 
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dispossessing i tself of the musical subj ect, and consequently 

isolating itsel f from the rest of society. That which brings 

it closer to man-its own alienation-aiso leads it away again 

as the music must insist on its isolation from society. 

Authenticity 

The search for authenticity is at the heart of 

stravinsky' s objectivism and Schonberg' s atonality. Although 

the terrn 'authentici ty 1 is never directly defined l would 

suggest that i t is a crucial concept for Adorno. In the 

simplest of definjtions, ft can be statcd that authentic music 

is that which embodies the h1storical truth. It Céln f ut-thcr 

be suggested that historical truth 1_ s the rcal i ty of the 

individual who i5 not only alienated from society, but from 

the 'natural' in himself. The authentic' therefore refers 

to the expression of the real individual-the real self' as 

opposed to, ùnd in opposit1on ta a sOc1ety which cammands him 

to be . other 1 than what he 15, or should be. 143 Authentic 

music invol ves the true representation ot the indi v idual '5 

situation-but more than that, mus1C 1S authentically 

indi vidual, for l t cannat cmbady and ref lcct this 

individuality if it lS not 51milarly in oppasi tian to SOCIety. 

Authentic music i5 nece5sarily original, and its nature, its 

beingness, means that it could not have been other than what 

i t i5. 144 

At this point the individual author must be introduced, 

for the source of originality (which is part of, but not 

identical ta authenticity) is the orig inatar, the Indiv idual 

subject-camposer, who leaves his mark (his respanses) within 

the musical work. Thus in the Philasophy of Hodern Music the 

whole discussion af authenticity 15 centred on the composers, 

Schonberg and Stravinsky. 

Stravinsky '5 attempt ta attain authentIc~ ty is foUed by 

the predominance in his music of the image of the authentic, 
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which proves to be an illusion. Mistaking the style or forro 

as the source of authenticity, stravinsky tried to translate 

the bourgeois authenticity Lntù modern music by preserving the 

bourgeois musical idiom~. The style ceases to be original­

and therefore authentic, because it i5 impo5ed on rather than 

devel.oped through the artisti c production. The expressed 

intention to develop tru"t.h in the work inevitably destroys the 

music, and hence its truth and authenticity. The illusion of 

authent icl. ty was once necessary since socJ.ety needed to be 

convinced of artl~ power, but the will to style l and concern 

with ilppearlng t.o be iluthentic turns music into rnyth. 145 In 

sorne ways, duthcntlclty must be approached like Medusa; it 

cannot fal1 lnto the direct line of vision, (or speech) 

without destroying that which seeks or speaks it. 

Where stravinsky allows the image of authentici ty to 

command his music, Schonberg l "sacrifices the illusion of 

authentici ty," as being incompatible w i th the current sta te 

of the individual and soclety. Schonberg recognizes that once 

~US1C produccs the lmage of authenticlty It is absorbed by the 

myth of Enl ightc::nment: a nyth i.ng which "advertlses" i ts 

authentlci ty as something already attained becomes part of the 

"everyday Jargon," supportlng EnI ig11tenment 1 s faise claim that 

true enlightenment has also been realized. 146 "The absolute 

renunciation of the gesture of authentlcity becomes the only 

ind icati on of the nuthentici ty of the structure ... 147 

The authenticity of a musical work is Intimately 

eonneeted to the music's social fUl1ction and then, in 

microcosm, to the internai funetion of aIl the elements that 

make up the dynamic musical totality. Thus the withering of 

tonality and its loss of authenticity can be heard in sorne of 

the most cliched forros of resolution empIoyed in the 'salon' 

mUS1C of the late 1800s. According to Adorno, ~ne di~inished 

seventh chord and, "certain chromatic !T1odulatory tones 1" in 

this musical fOrTIl no longer fulfill their function. 148 The 
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diminished seventh's resolution to either the fifth or tonic 

sounds tired, lacking in its initial impetus to resolve. As 

the function of chords wi thin the musical work begins to fùde, 

50 too does the music's function in relation to society. The 

failure of one compone nt cannot be regarded as an isolated 

incident, to be 'cured' with the insertion of another 

resolving chord, wlthout affecting the total musical 
• • 149 • • organlzatlon. Nor can such a fallure be attrlbuted ta the 

music itself, but rather, to this music's inability to 

represent significant historical changes. 

However confusing it may first sound, the twelve-tone 

system snould in no way be cnnsidered anarchieal. Schonberg 

replaced, 

within all his works- ... any private 
fortuitousness which mlght have been viewed 
quite correetly as a type of anarchie musical 
productlon wlth an obJective principle of 
order .. "6whieh is] extraeted from the materiùl 
i tsel f. 15 

More rational and organized than consonance, twelve-tane' s 

polyphonie principle allows the individual voiees ':)f each 

chord their full and differentiated expression, no longer 

disguising thelr dlfferences through an jmposed unity.151 It 

thus rej ects ùnarehy, t whieh l understand here to mean the 

loss of arder in time- ie., of past, present, future) the "most 

terrifying of aIl" possibil i ties. 152 It therefore cha llenges 

the neo-classical school which, in its search for authenticity 

in the past and the imposition of the past on the present, 

verges on the anarchical. True, dynamic temporality lS the 

signpost of authenticity and of the historie, musical subject. 

Reprieve-~he Auchentic Subject 

The question still remains, for whom is atonal music 

intended if the maj ori ty of the people are incapable of 

------------------------------------______ mMBm ____ ...................... ~,.~~~ 
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understanding it, and the music itse1f seems lntent on its 

own isolation? If the musical totality is defined as a 

. being-for-us ,153 we are even at this point 1eft without any 

idea of who constitutes the us'. It 15 most clear that the 

proJetariat cannat be the musical subject, and that music, in 

Adorno's terms refers to bourgeois music. 

Given 

The proletariat was never permitted ta 
constitute itself as a music subject; such 
a creative function was made impossible both 
in terms of lts position within the system 
-where it was nathing more than an object of 
domination-and through the repressive factors 
which formed its own nature.1~ 

that education is the foundation of musical 

appreciation, the possibility of beccming 

individual subject is further reduced. 155 

totality will ever serve society becomes 

a true bourgeois 

How the musical 

problematic when 

society is excluded from the music. 

The answer to this dilemma can be found in the somewhat 

Lukacsian figure of the vanguard-crltic, whose musical and 

philosophical expertise allow llim to translate music's 

language and l ts tllstorlcal truth lnto something apprehendable 

by the non-musical masses. The musical-philosophlcal expert 

becomes the sole source of music's validity and its meanlng. 156 

Adorno's typoloyy of musical listeners, wlth the expert or 

cri tic at the top, and the rest divided accordi'!1g to the 

ext9nt and type of their regressive, fetishistic listening is 

not merely description; it is justification for the 

superiori ty of the musical el i te. 157 

The el i tism r however, according to Feher, is not intended 

te brutalize the listener 1 but bear witness to his unconscious 

sUffering. 158 The a-ctempt of the culture industry ta undermine 

the role of the crjtic with lts pronouncement that aIl 

opinions-and taste-are equally valid, is in fa ct an act of 

condescension to the l isteners. The assertion that . the people 

get what they want' is a truth that hides a falsehood: it is 
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true in that the culture industry caters ta very real needs, 

but faise because even the desires have been manipulated and 

perverted by the industry 50 that only consumerism will 

momentarily fùlfill them. 159 The cdtic's apparent rctrcat ta 

"arrogant esoterica" is similar ta the autonomy of music, for 

it is only by upholding certain standards and leveis of 

comprehension that the critic can serve socIety.1W 

If art music's authenticity, ultimately dependent on the 

authoritative figure of the composer subject, is detcrmincd 

on the first level by its internaI structures, pop music's 

authenticity rests entircly on an external source of 

validation, namely, the people'. Unlike BorlOUS mUS1C, whcrc 

there are complicated media tI0ns bclwècn the ë1uthcnt lCI ty ot 

the musical structures and the ~uthentic indlvidual, popular 

music' 5 authent ici ty i5 immediatel y reducible to the 

authenticity of its creators. Ironically, the authenticity of 

art mUSIC during the l11gh bourgcoL::. pcrlod requircct the 

exclusion of the masses (the better to represent their truc 

needs), while during the culture industry era the elimination 

of the collectIve people' reinforces serious music's claim 

to be the sole source of authenticity. 

While avant garde protects serlOUS music from being 

completely absorbed by the culture industrv, popular music 

has no such recourse. Collapsing the popular mUSIC with the 

serious ~usic, the culture lndustry has created one vast area 

i t calls cul ture' that i t has then proceeded ta administcr. 161 

Even if the culture Industry succeeds in produclng popular 

music that is identical to that produced bV the people and i5 

accepted by them, i t cannat be considered authentIc; the 

culture industry has not only destroyed the culture of the 

people' through administration, lt has decimated the very 

basis of popular muslc's authenticity,- 'the people'. 

The "anti-experience' of AuschwItz convinced Adorno that 

the 'collective' and aIl that a notion of communit} entails, 

= l'J.'I1i& 
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is an impossibility. Truth and authenticity cnme only from 

the few remaining individuals and their music who resist aIl 

of society's demands to conform to the economic, social and 

ideological systems. Complete negat ion extends ta 

authentic1ty; any indication of conCern for restoring 

authentici ty lS an affirmatlon of its possibi1ity, which 

inevitably destroys it. Removed from society and social 

concerns, Adorno 1 s authentic music, and his theory, turns 

away f rom any commi tment. 1 f Schonberg descr ibed himsel f 

as, lia conservative who was forced to become 

revolutionary, ,,162 Adorno cou1d be described as a 

pessimistic revolutionary who sought 

conservatism. 

comfort in 

1 have organized this chapter a10ng conceptual and 

directional lines for two reasons: the first is to provide 

an explanation that was as simple as possible, given the 

fact that none of these concepts can really be exp1ained 

without making sorne reference ta aIl the others. The second 

reason is that 1 think that it provide5 a good basis for the 

critique in Chapters Three and Four. The ideas that emerge 

from the discussion of music-the importance of autonomy, the 

d1alectical relatianshlp ot subJect and object, the function 

of music as historlcal revelation, the centrallty of 

'dynamic' time as opposed to mythic ~ycles, coupled wlth the 

conclusion that atonal I:msic i5 the only possible modern 

music, can be seen as extens10ns of some of the most 

important ideas introduced in the first chapter. In both we 

find the ldea of an autonomous culture struggling against 

the almost total (and inevitable) control of the culture 

industry, the importance of pure negation in the face of the 

affirmation of the culture industry, the role of the 

autonomous individual as the only (and disappearing) 

historicaljmusical subject, 

myth/history (dynamic time). 

and the opposition of 

In the fo11owing chapters 1 
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will outline and preceed te address what l feel te be some 

important questions that arise frem this exegesis. 

---- --- ---------
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"without ex~ct boundaries we donlt 
know where we are. Il It is the 
tone in which one says this-anxious 
or euphoric-which indicates whether 
one is a rnetaphysician or a 
deconstructionist. 

Terry Eagleton, Against the Grain 

Here stands the defect of aIl notions 
of play, freedom, transparence or 
disalienation; it is the defect of the 
revolutionary imagination .... the sphere 
of human play is defined as the ful­
fillment of human rationality, the 
dialectical culmination of man's 
activity of incessant objectification 
of nature and control of his exchanges 
wi th it. 

Jean Baudrillard, The Mirror of Production 
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Chapter Three 

Neqating Imagination 

The critique developed in the fallowing chapters has the 

dual intention of underlining sorne of the questionable and 

ambiguous aspects of Adorno 1 s philosophy of music and hist.ory, 

and of showing how sign~ficant themes and concepts rclùtcd t.o 

history, described in the flrst chapter are echoed III the 

analys~s of music. The bellef that. atonal music (negatlon), 

as the only poss~ble heir of bourgeois music, is ù true 

dynamic t.otality whose structures embody the historical trut.h 

of individual alienation, leads to questions about the path 

of history and tradition, the mcaning and lmplications of 

negation and a totality, the nature of the subject, ~nd the 

significance of temporality with regards to historieal truth. 

In Chapter Three l have eoneentrated on the [ollow l ng 

four lssues: l)the presence or lack of a telcological concept 

of h istory and historieal determlnism; 2) the poss Iblc 

interpretations of negative totall ty: 3) the nature of the 

historie/musical subieet: 4)the dialectic of My th and 

EnlightE.nment, spa ce and dynamic temporal i ty. l would suqgcst 

that sorne of the debates over the meanings and implications 

of Adorno's terms rnight be clarified by cornparing the pure' 

philosophical wri tings to those where the philosophy i s 

applied-the social critique of music. Not only do the 

statemellts in the latter sometimes eontradict those ln the 

former, but the implications of the musIcal interpretation 

aiso raise serious questions about the apparent philosophical 

stance. 

The arguments of David HeId, r1artin Jay, Susan Buck­

Morss, among others, which are direct commentaries on Adorno, 

ar~ supplemented by the works of historian E. P. Thompson, 

theologianjlitcrary critic Rene Girard, and Julla Kristeva, 

among others, whose works are not direct responses to Adorno. 

The objective of this exercise is neither to disprove' 
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Adorno' s t.heory, nor ta pravide an in-depth evaluation of 

other theor ies , but i s intended ta throw l ight on 

limitations cf Adorna's approach. 

Lear~ing the Language 

95 

the 

the 

The issue of Adorno's convoluted lanquage, perhaps made 

more obscure by translation, should f irst be address,~d. 

Adorno' s ideas and terms tend to iefy identification l:md 

decislve commentary (if such a thing .i.s ever possible). This 

elusiveness can be seen as his d9liberate attempt to escape 

the traps of language, whose affirmation of communicat ion 

renders the communIcation of a negative truth nearly 

impossible. The discrepancy between what is stated and what 

is implied May be an indication of Adorno's distrust of a 

language thal. appears ta be identical to its meaning. 

Language becomes a measure of truth only 
when we are conscious of the non-identity 
of an expresslon with what we mean. 1 

The problem he faces is how to say something meaningful 

when any statement is subject to the process oe reification. 

The signs themsel ves are defined by exchange value rather than 

their social use within the system of signif ication. One 

solution lies in the language itself: the more difficult and 

confusing it becomes, the more the reader must endeavour to 

work through rather than appropriate i ts truth. His attempt 

to escape the communication trap, suggests Terry Eagleton, 

defines the tortuousness of his WrJ tings. 2 The obfuscation of 

meaning May be language 1 s saI vation, but l t has the addi tional 

result of removing meaning from those who might listen. 

Adorno' s language shares with atonal mUSle:: the dilemma of an 

authentlcity that demands isolation. Thus a critique of Adorno 

and all evaluation of th,.. difff,ring interpreta~ions should 

recog~ize the discrepancy between what is stated and what is 

implied . 

~ 
il 

·1 
1 
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Teleology and Determinism 

The f irst debate is over Adorno 1 s acceptance or rej ection 

of a teleological concept of history. Whereas piccone claims 

that Adorno loses fai th i:r. historical unit y and rejccts 

Hegelian teleology to, "fall back on an abstract Kantian 

moralism," wh~ch cannat of fer an explanation for i ts own 

existence, Berrnan suggests that the continued adhcrencc to 

this teleology, which then proceeds to confine the individual 

within a pre-determined present, renders praxis-as, 

"rationally chosen ilctivity, Il impossible. 3 withou .... agrceing 

wi th Piccone' s conclusion, Buck-Morss concurrs that Adorno 

divests h is phllosophy of hlstory of any tel eology. Adamantl y 

casting aside the Hegellan and LukacSlan notion of a (present) 

possibill ty of an historical synthesis between subject and 

object, Adorno believed that the historical rupture of fascism 

disproved the ldentity of history wi th the unfolding of i1 

greater Truth or Progress. 4 As the death ot cxpericncG dnd 

communicability, fasclsm disrupts the historlcal narrative. 

Contipuity and communication are replaced by ~ncommunlcable, 

isolated moments of shock. 

Just as the war lacks continuity, history, 
an epic' element ... S8ems rather to start 
anew fr~~ the beg~nning in each phase, 50 

it Wlll leave behind no permanent ... image 
in the memory. Life has changed into a 
timeless succession of shocks, interspaced 
with empty paralysed intervals. 5 

Only the indeterminacy of history can be ascertained. Hei ther 

a first or orlginating principle nor a pre-determined end can 

be contemplated. 

The renunciation of the identity of History with 

Progress, and the conception of Truth as that which conflicts 

rather than converges w i th history, is not, hlJwever, the samc 

as rejecting the notion of a telos. l would argue that rather 

than pos1ting no end, Adorno posits two ends: the probable one 

(negative) and the very distant, potential one (true 
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enlightenment). Neither is necessary. To suggest that Adorno 

did not conceive of an historical ought 1 would deprive his 

critique of its essential hope, however remote, that the 

resurrection of the autonornous IndivIdual and an enlightened 

society are poss Ible. The Dialectic of Enlightenment was 

wri tten for the, "sake of the 

rationali ty whj ch i t prornised. ,,6 

that, 

Enlightenment and the 

Indeed, the proposition 

Adorno had an almost Hegelian faith in the 
immanent loglC of philosophy, in its historical 
developrnent as the unfolding of truth, even 
if ... he believed that truth critically challenged 
the course of history rather than merged 
wi th i t ... 7 

implies the telos of history, if only negatively. If 

philosophy as an unfolding of truth counters history, then 

history must:. be philosophy 1 s opposite, the increasing negation 

of truth. 

The negative telos presented in the Dialect1c of 

Enlightenment, in which . individual phenomena' are integrated 

into a, "unified development, originating in trie past, 

determining the present and Iurching, ineluctably toward a 

future, ,,8 lS merely a reversaI of the concept of history as 

progress. In spi te of the radical ruptures of modern 

exper1encc, Adorno' s concept of history continues to be 

governed by determ1nism and continui ty. 9 

This is apparent in Adorno's phiJosophy of music. The 

historical pinnacle of great bourgeois music necessariIy gives 

way to the decadence of Stravinsky and neo-classicism. As 

the only real music, the avant garde lS like philosophy 

itself, working against the grain of actual history whose 

course of decadence seems nearly Il, ,Joss Ible to haIt. The 

history of real music becomes a, "progressl ve line of 

rational1zing the mUSIcal material," from its blrth in Bach's 

dialectIcs, to i ts pInnacle in Beethoven, where the, "world­

spir i t home-bound has reached i ts final destination, li and 
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thence to i ts decadent contemporary state. 10 As the, "dregs 

of musical history, Il aIl culture industry music is the 

inevitable culmination of actual social and historlcal 

development. 11 Dodecaphony , s rational ization of musical 

material is music' s "consummatlon" in the . ought' or counter­

cul tl1re of history. 12 

Striving to malntain the teleological unit y of history 

and theory, the interruptions in musical tradition ~re 

subsumed by the greater continuity represented by an 

unchang ing ideal social funct ion. If atonality, historlcal 

truth's new forro of representation, signaIs a radical break 

from the past, lt does 50 ln order ta preserve the contlnuity 

of the historical truth previously embodicQ ln tonality. Roth 

in the terms of the music and in those of the theory which 

brings all music into two parallel lines of tradition and 

counter-tr~dition, there 15 a pre-determincd course. 

Lost in the over-archlng f1 ow of concepts <1re the 

individual details of popular music in particular, lending 

credence to Berman 1 s complaint that Adorno' s arguments are 

ahistorical precisely because aIl indivldual details are 

somehow fit into the un1fied tale of h1~tory.13 Aside from 

"failing to really distinguish" between jazz, rock, <1nd the 

. light' mUS1C that "developed out of the european tonal 

code, ,,14 the clalms made about authentlc 1 popular music 3re 

also debatable. As opposed to being diverslon from work 

rhythms and time, sea shanties, field calls and m~rket songs 

were sung during and accentuated work rhythms. 

When the women grind their corn ... they 51ng 
an air WhlCh perfectly accords wlth tr.e 
rhythm of the tinkl1ng rings and bells. 
( ... ) paddling songs exactly preserved their 
West African pattern of two measures ta each 
stroke ... 15 

As a second example, even a cursory examlnation of the 

jazz tradition would qUlck]y show that the pentatonic scale, 

the polyrhythms, the slurs and slides between maJor and mInor 
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notes are all part of the West Africùn musical tradition, and 

are indeed Black. 16 Aside from b8ing ethnocentric, Adorno's 

analysis of jazz suffers from a deterministic and teleological 

conception of h istory. The l inear ruptures and breaks in the 

history of Western music are absorbed by its continuity, and 

the ruptures that occur at the meeting of cultures are 

ignored. 

piccone's claim that Adorno forsakes a historical telos 

is not al together correct; ·.vhat is a tissue is Adorno 1 5 

re] ection of the neceSSl ty of the positive telos, and his 

pOSI ting of the probable negative one. While the t.one of 

Mi nlmù r'1orûllil convcys the sense of despaIr and 1055 of 

orlcntùtlon ln tlme and space, it is the desperation of a man 

who is almost convlnced of history's descent into complete 

barbari ty. Perhaps what Adorno fears most is not an . end 1 per 

se, but the end or death of true history. 

Negative Totality 

If Adorno 1 s conceptualization of telos generates debate, 

so too does the concept of a negative totality. According to 

Buck-Morss, Adorno's use of the term totality owed more to 

the, "Marxian meaning of the total socioeconoIDlc structure of 

relations, Il characteristic of the bourgeois world than to the 

Hegel ian cOllcept of 

concurring with this 

é1, Il closed metarhysical system. " 17 

a! sessment, Held states that Adorno 1 s 

cul tura l cri tique ID':ol ves the understanding of a work' Sf 

"social origins, form, content and function- [that is] ~n terms 

of thp social totality.lI1B If by this it is meant that Hegel's 

concept of tota1ity differs from that of Marx insofar as th.:? 

former si tuates thought as independent of material real i ty 

whereas the totali ty 1 of the latter refers to the nature of 

class SOCIety, then this assertion regarding Adorno's meaning 

can aiso be questioned. Tt is by no means clear that the 

tota1ity 1 to which Adorno refers is the socioeconOl .. " one of 
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Marx, particularly in view of the relative autonomy that is 

granted to both art and philosophy over history. 19 

The critique of ::r:usic tends to focus on the internaI 

structure and forro of music to the exclusior. of its concrete 

social production and reception. In Adorno's theories, music 

becomes a microcosm of an abstract world of ide.::t.s and concepts 

rather than the reflection of a concrete social (ie., class) 

total i ty. 20 Perhaps this is one of the reasons why Adorno' s 

analysis seems to be more concerned with the ideas of music 

as opposed to the sensual experiencing of i t. Buchwal ter' s 

contention that the core oi Adorno' s cri tical theory is 

messianic, not materialistic' is somewhat accurate-dlthaugh 

l am not certain that Adorno has a core' that cannat be 

somehow retracted and replaced. 21 Adorno' s ideal negati ve 

totality is raised above the historicai order, so that the 

only impetus towards the restoration of a true history must 

come from outside the social totality. 

What Adorno did reject was the Lukacsian version of the 

harmonious totality which was equated with the idèal 

proletarian consciousness. The superiori ty of the proletariat, 

declared Lukacs, is manifested, "exclusl vely in i ts abil i ty 

to see society from the centre 1 ilS a coherent who le, " which 

enables i t to act consciously on history. 22 f'urther 1 the 

proletariat' s historicall:' sanctioned revolutionary raIe is 

possible only because the dialectical relationships of the 

social totality are, "located in the consciousness of the 

proletariat itself. ,,23 The ideal proletarlat consciousncss 15 

not~ing more nor less than the social totality. 

Rather than dismisslng the Lukâcsian totality', Adorno 

reversed or turned it inside out. Adorna's rcbuttal ta Hegel, 

the " whole is the faIse," does not deny the ''''hale', but 

makes it negative. 24 There are ',-wo possible WdyS of 

approaching the enigma of the negative whole': the first has 

relativist tendencies and sees Adorno approaching the verge 
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of a non-totality, while the second views the negative whole 

as a negative but unified totality. 

( i) Accord ing to the f irst reading, Adorno' s rej ection 

of the Lukacsian took him to the brink of relativism where 

only al ienation and fragmentation can be known. 25 The truth 

is that of the suffering individual who speaks only of the 

totality to the extent that it is discontinuous, or 

fractured. u The fragments offer perspectives of the whole, 

which cannot then be known as a whole. 

The problem with this interpretation though, is that it 

cannot exp1 ain how the broken total i ty can be known as a 

totality. If fragments can only provide a perspective of the 

totality, then the concept of a whole or of a (ruptured) 

totality becomes not a matter of cognition, but one of faith. 

It must be assumed that aIl perspectives will somehow reflect 

this alienation. And yet, this element of faith is clearly 

belied by che positing of an objective and knowable historical 

totality. 

(ii) In contrast to the first int8rpretation where primacy 

is given to the notion of fragmentation, the second reading 

would place a grcater emphasis on the totality. If the image 

of . an explosion of given forms' 27 is an appropriate metaphor 

for the f irst interpret;ltion, then the second could be 

described by a shattered mirror whose shards are still bound 

by the knowable boundaries of the frame. 'l'he negative 

totality is still knowable as a totality whose objective 

historical truth is the alienation and non-identity of the 

fraqments. Thus the significant difference between the 

Hegel ian/Lukacslan and Adorno '5 formulation of totali ty is not 

Adorno's rejection of the whole, but that for the former, the 

totali ty was, "the resul t ot the actions of free indi viduals 1" 
whereas for Adorllo i t has become, "an alien power domina cing 
them. ,,28 
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l would argue that the second Interpretation offers a 

better understanding of Adorno's concept of totality, 

particularly with regards ta his critique of music. The 

importance placed on tbe musical totality is best undcrstood 

if eacb musical work is seen as embodying the entirc social 

totality, not roerely a perspective of it. If each riece 

reflected only a partial truth, and the objective historlcal 

trutb of the social totality could only be known through the 

combination of perspectives, th en the "totality' would be 

nothing more than the sum of the parts-a conclus1on with which 

Adorno wou] d strongly disagree. The "uni ty of an epoch," or 

the social totality, "asserts itself above dnd b0yond works 

of art through i ts presence in these very works .... ,,29 

Moreover, this approach would do more violence to the 

individual work, for it's importance would be determined by 

the extent to which it informed, and could therefore be 

subsumed by, the whole'. 

The result of. Adorno's musical analysis is a substitute 

order, an ordering of negation r..lther than the complete 

negation of order. This is the case for instance, in Adorno's 

dem~nd that modern music adhere to a counter-order by never 

é'lllowing i tsel f to refer ta the hdrmonious resoi ut ions ot 

tonal music, An explosion I)f [orros would be musically 

manifested as a haphazard series of resolut.ions and non­

resolutions ra~h€r than the orderly disorder ot Schonberg's 

twel ve-tone system. 30 

Finally, Adorno's theory of a knowable, universal 

language is the translation of the historical totality into 

musical forro. 1;1 the case of authp.ntic music, the totality 

is once again 'friendly'. Based on the questionab]e premise 

that music is a universal as opposed to natlonal-local 

language, the logical extension-that there lS onE:: set ot rules 

governing Its composition-becomes a justification for the 

hegemony of the Western classical music form, and the 

-
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subsequent rej ection of aIl other 

The listeners of these dialects 

'local' musical languages. 

are implicitly 'abnormal', 

since, "every dialectic of musical language can be 

comprehensible ta every normal human being." 31 European 

muslc's totality becomes totalitarian for a11 other forms. 

Aside from the fact that the notion of dialectic may not 

be understood or shared by aIl cultures, the very definition 

of the 'normal' human being as an autonomous and alienated 

individual excludes thuse who do not live in a rationalized 

Western society. Adorno's 'universal language' (Western 

European) creates hegemony through exclusion of other ideas, 

and then J.ncludes other music (jazz, for instance) into its 

explanatory framewcrk in sueh a way that it can be explained 

and then dismissed. 

Eurocentric ta the last, Adorno never felt any 
real sympathy for American, let alone more 
'primitive' forms of culture outside of the 
West. 32 

It is ironie that in neglecting the validi ty of a 

different tradition Adorno actually obscured some of the 

important siroil ari t ies between Afriean- inspired and Western 

music. Both African and African-American music have developed 

the same baslc principles of counterpoint, theme and 

variation, and the suite, that are found in Western music, 

where Europeans have appl ied the se principles ta harmony, 

Africans have apP]led them ~o rpythm and timbre. 33 Chastising 

jazz for lts emphasis on rhythm, and thus its dissolution of 

the dialect of timIng and harmony, Adorno neglects his own 

prectisposi t i on -t:owards the dominatIon of harmony. The claim 

that jazz musicians cannat play in proper time is not 

applicable given the African tradition, where timing and 

accentuation are implied rather than stated. 34 

Unlike the first interpretation, the second one does not 

put the project of de-mythification into immediate jeopardy by 

eradicating the foundations of the historical truth-ie. the 
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social -historical totality. The logical extension of the 

first argument would be that any attempt to define the 

historical truth would be undertaken in vain sinee the only 

truth is that there is no truth. In his most pessimistic 

moments Adorno does seem to endorse this type of complete 

relativism, but this tendeney is usually tcmpercd by the 

belief in sorne obj ective standards that dlstinguishes the 

. good' from the . bau' art, the truth from EnI ightenment 1 s 

lie. 35 

It is Lukacs who offers an explanation for Adorno 1 s 

reluctance to dismiss the idea of a totality. without the 

conerete analysis which relates everything ta the social 

whole, offering true explanation [or actual avents or 

phenomena, claims Lukacs, the study of history beeomes naive 

description, '. withhout this accurate assessroent, history's 

objective possibiIities would remain unfulfilled.~ 

The Historie and Musical Subj e<2t. 

Adorno's concept of history requires the knowing subject 

whc ean experience the truth of the social-historical 

totality. Civen this necessity, the claim that Adorno h~s a, 

"subj ectless revaI utionary social thcory, " must be examlncd. 37 

As already suggested, Adorno rcnounccd the Marxlst subjrct, 

the historically constituted working class, whieh is chargcd 

with a specific role by virtue of its social condltion.~ It 

is his rejection of the collectIve revolutionary subject that 

provides the basis for both Held's and piccone's crltlcisms. 

Coneurring wi th P iccone, Held ma intaj ns that non-ldenti ty 

theory eannot move beyond the pOInt of negatlon bccausc the 

utopian potential, the "ought" of hlstory, has not been 

carefully defined or explored. The refusaI to ground it in 

a revolutionary subj ect renders the theory impoc.ent ùnd 

idealistic. 39 

.. 
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This criticism leads to two basic questions: (l)how is 

Adorno's subject constituted and i5 it revolutionary? (2)is 

the collective working class subject any more revolutionary? 

Ta answer the second question first, 1 would argue that -while 

Adorno's theory may become idealistic because he rejects any 

potential collective historical agent, the re-introduction of 

the working class ls not the best ·cure'. Adorno's denial of 

the privlleged position of the proletariat was both insightful 

and necessary. 40 

The Mdrxist critlcs of Adorno fail to see that the step 

back into Kantian moralism', or ideallsm is not the result 

of the proletùriat's absence. Rather, lts cause can be found 

in Adorno's continued acceptance of one of the central ideas 

of the more orthodox left, namely, the belief that there is 

no revolutionary collective subj ect other than the working 

class. The failure of the one revolutionary subject signaIs 

the c1ctCë1t of any and aIl revolutions. Adorno' s theory 

beconles trùpped in this no-man' s (and def ini tely no-woman 1 s) 

land not anly because of the historical circumstances at the 

time of his writing, but because his beliet in this Marxist 

presupposition lad ta complete despair, and thence to 

politicàl retreat. 

In response to the first question 1 would suggest that 

Adorno's ùutonomous individual is neither historically 

account0d for, or hist.orically accountabl e, nor revolutionary. 

Disregarding the Individual's apparently premature mernorial 

service in the f) j alect 1 c 0 f F'r)l ightenment, Adorno resurrects 

him ln the "Cul ture Industry Reconsidered," where he 

declares him to be the necessary precondition of a truly 

democratlC society.I.1 Whilc the article rnay be more optimistic 

than carlier works, the autonomous individual, as the, 

"subject of coyni th e e>..perience, ,,42 has always been the heir 

apparent of Adorno' s theOl-Y. Thus even though the social 

cri tique' S obj ecti ve is to prove that the current social 
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totality has destroyed the autonomous individual, there are 

a 'lucky few' who escape the objective conditions, and 

constitute his experiencing, knowing subject. 

Despite the claim that Adorno's theory is not intended 

to be limited to the indiv idual, 43 the latter is incapable of 

altering his material environment 1 and cannot therefore be 

considered revolutionary. Psychoanalysis and the avant garde, 

unable ta move beyond the bounds of the individual, restricts 

ernancip&tion to the lndividual psyche. 

A change in philasophical consciousness 
can only mean, cancretely, d change in the 
consciausness of philosophcr5. But this i5 
hardly a sufficient condition for compclling 
real social change. 44 

This subject is a curious one, [or he is bath historical 

and trans-historical, and is not qui te the, "suffering, 

ernpirieal subj eet, Il that is materially eonsti tuted, as Jay 

would have us bel ieve. l,S By readlng the autonomous bourgeois 

individual back into histary to the time of Odysseus, Adorno 

not only does not free the present from the past, but l)denies 

the reality of the historical circumstances which gave rise 

ta the bourgeois individual, thereby 2)producing an historie 

subjeet whose existence cannot be accounted for by history, 

3)producing a subject whose suffering seerns more coneeptual 

than real, and 4)strips the subject of a potentlùlly 

revolutionary historical role. 

The individual may be materlally manifested at different 

times in history, but ls transhistorlcal (in the Dialectic of 

Enlightenmentl in that he has existed as an invisible ever­

present concept since the time of the Odyssey. By presenting 

Odysseus as the prototype of the bourgeois individual, the 

subjeet becomes more of a mythic, heroic figure than a real, 

suffe! ing one. 46 More importantly, the collapsing of the past 

into the present denies the specifie material conditions that 

gave rise to the coneeptjexperience of being an modern 
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autonomo~s individual. 

While the individual is not visible in every historical 

period, Adorno l 5 theory of history i5 a recording of his 

absence. In rccognizing the absence, the theory maintains 

the individual as a presence in the form of a concept, even 

though i t is often not historically realized. Beckett' s 

"waiting for Godot," provides an appropriate analogy. Godot 

does not appear, but his lack of presence on stage becomes an 

invisible presence due to the expectation of his appearance. 

Just 50, the individual in Adorno's theory has the presence 

of a missing, yet-to-arrive actor; an absence, which implies 

its presence. 

When the individual does arrive on the historicai stage 

his aRpearance can be accounted for by the context, but the 

indi v idual himsei f is not consti tuted by what happens on 

stage, and thus remains bcyond historieal aeeountability. 

The individual is therefore historieal in that his material 

manifestation can be attributed to the specifie historical 

configurations, but he is also transhistorical, waiting as an 

already-eonstituted agent/actor in the wings'. Thus Adorno 

describes Schonberg as, lia man without origins, 

heaven," inside but outside the social order. 47 

The crucial point in history where 

fallen from 

men became 

individuals, aware of their internaI space and the sense of 

an essential self becornes lost in the transcendence of 

Adorno' s theory. Could i t be that . moderni ty 1 is not directly 

responsible for the internal void of the individual, but more 

for the individual himseIf, and that the notion of the self 

necessarily implies the idea (and experience) of the private 

. space' ?4B The ideù of an . individua l' who did not experience 

sorne sense of inner emptiness would be untenable. 

The subj ect as actor is bound to wai t for the appropriate 

context ta develop in order ta make his appearance (on stage) . 

If he were eonsti tuted by the historicai events (ie., what 

'1 
" -, 

.. 
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happens on stage), then his appearance could be potentially 

revolutionary, since the on-stage situation would have to 

fundamentally alter in order to allow for his existence. But 

what happens j n Adorno' s script is that history prepares tor 

the entrance of the individual. Again, by noting his absence, 

history creates the space that the individual subject should 

fille Tt 2 subject is turned in to a passive observer of 

history, its reclpient, more than an actlve participant in lts 

formation. 

This passivity, coupled with the incapacity of the 

individual to alter conditions external ta himself, leads to il 

non-revolutionary (potential) subject and a corresponding 

pessimisme The totality of administratlon lS matched only by 

the totality of Adorno's own negativity which becornes, likc 

aIl totalities, idealistic. Adorno's contention that, 

The logic of history is as destructive as 
the people that lt brings to prominence: 
wherever its momentum carries lt, it 
reproduces equivalents of past calamity. 
Normality is death .... 49 

is, in Buck-Morss' words, 

idealism. 50 Even the more 

the "photographie negative" of 

optimistic tone of the "Culture 

in which real enlightenment is once Industry Recons idered , Il 

again conceived as possible, still leaves us asking, 'posslble 

for whom':,' 

We already know that the working class, through a lack of 

education, excl tision by t he bourgeois class, lIrepressi ve 

factors which fOrl"'ed its own nature," and the self-willcd 

isolation of atonal music, is prevented from being the musical 

subj ect. 51 However, there is a fine 1 ine bet' .... een a theory' s 

acknowleàgement of society's domination and objectification of 

one group, and its presentation of this domination ~s 

immutab:!..~ fact, which inadvertently affirms it. In thlS 

instance, Adorno' s factual statement becomes the ldeologlcal 

justification for his theory's exclusion of the 'people', and 

LLBil!I9ll 
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the deniai of their creati vi ty and experience. 52 Ta either 

compietely ignore or conversely over-emphasize the freedom and 

creativity of a d0mlnated group is to do disservice to the 

experiencing subject. 

The exclusivity of the musical subject is in fa ct 

intimately 

totallty. 

connec:ted to the whole concept of a negati ve 

MUS1C'S dilemma ls identical to that of language: 

how to communicatq the atomizatj on of individuals and the loss 

of shared experience without becoming an affirmation of 

experience? If music is tao successful in communicatiIlg its 

message lt engenders identif'cation, and thus dispraves its 

own message of non-lder.ti ty. Success in communl.cation is 

music's ultirnate failure, since negation and autonomy demands 

social lsolatlon from its potential audience. Candemned ta 

an existence on the perlphery of experience, the question of 

how the gap bet'".;'een music and the people / and between the 

subjects and non-subjects are to be closed cannot be broached 

without jeopardizing the principle of negation. 

Mythology and Enlightenment 

As Adorno's materialism succumbs to the temptations of 

idealism, so too does his counter-mythology take on the 

proportlons of the mythic. Enlightenment's mythic quality is 

matched by Adorno's own never-ending litany of civilization's 

decay and barbari ty. History becomes nothing more than a 

series of catastrophes that portend more of the sarne. 53 The 

bourgeois individual assumes a mythic ldentity as the 

legendary Odysseus, now a proto-capitalist, travels through 

a foreign and unfriendly spa ce and time. 54 Disconnec\:'ed from 

his environment, himself and his purpose, the individual is 

the prototyplc flaneur. Even the cornposers are mythj cal 

legends and pioneers, "path-finders, trail-blazers, and -dbove 

all-tragic figures. ,,55 

••• 
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Prior to investigating the implications of Adorno's 

meaning and application of 'myth' l 'dynamic' and 'time-space' 

or stasis, an idea of how these terms are to be understood 15 

required. Buck-Morss suggests t~at, 

it is accurate ta say th3t Adorno had no 
concept of history in the sense of an 
ontological, posItive definition of history's 
philosophical meaning. Instead, both history 
and nature as d~alectical opposites were 
for Adorno cognitive concepts ... ~ 

History is "antiontologlcal" insofar as its essence is its 

"one-time-ness Il ; i ts particular nature allows i t to escape 

the "possession" which LS tl1e airr ot é1D ontology of history. 

By keeplng the present as hlS po int 0 f reference, Adorno, 

according to Buck-Morss, hoped to avoid a "metaphysics of 

history. " 

history; 

The "present did not receive its meaning [rom 

rather, history received its meaning [rom the 

present. ,,57 What we have to ask then, is whether or not these 

concepts are in fact excl USI vel y cogni tl Ve ZlS opposed to 

ontological, and whether Adorno does succeed in cscaplng the 

metaphysics of history. While escaping ontology might have 

been the intent, there are three problerns cr ambiguities that 

arise from this interpretation. 

(i) Nature and history <1re llsed to undermlne the other so 

that neither will be granted the primary status in explaining 

the present. 5B The present is therefore hypothetically [reed 

from the mythic status of either hlstory or nature. But what 

is the 'present' if not the result of precisely the 

diaiecticai opposition dnd interaction of nature and history? 

The 'present' cannot therefore be seen as sornething external 

to the concepts which explain l t. While the lac}: at an 

external point of reference night not prove to be so 

problematic if the ~ct of interpretation werc lncorporatcd 

into the 'reality' that was being explalned-thereby sOftcning 

the claim to an objective' historlcal truth, Adorno's 

critique of music does not indicate such a position. Neither 
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the interpretation of the musical work nor music's 

interpretation of society are seen as integral to the absolute 

historical truth that music' s formaI structures 

reflect. 59 

(ii)Accordingly, there should be a differentiation 

between actual history (that wnich has happened) and the ideal 

concept of history, which l have called the historical 

"ought'. Buck-Morss does suggest that Adorno's "history' has 

both a positive and a negative meaning. The difference 

between thern hinges on ternporality. 

history, 

The n2gative concept of 

was determlned by the tact that the actual 
history of actual human praxis was not 
historlcàl insafar as it merely statically 
reproduced the conditions and relations of 
class rather than establishing a qualitatively 
new order. 60 

This differentiation between "negative and positive' closely 

approxirnates rny own distinction between the actual' and the 

ought 1 of history. Thilt the positive', truly dynarnic 

history and the notion of progress and development are 

inherently related bccomes mast evident when Adorna's tneory 

of mUSlC J s considered. 61 This point will be discussed below. 

The problem with this conception of hlstory is that a 

rnessianic intervention, a transcendental rupture in actual 

history, is required if true history i8 ta be re-introduced 

into actual history. Actual history is subordinated to t~e 

transcendentill "other'. 

(iii}The concept of histary's (positive) "anti-ontology'­

its "one-time-ness' requires a further comment. In the first 

instance, "anti-ontological' is not identical ta non­

antological, becùuse history is still being conceived in the 

terns of ùn essence. It could be argued ~~at the quest for 

authentlcity ln music immediately points to an essential 

nature that is not reducible ta its dynamic ternporality. The 

search for an absolute nature and truth actually freezes the 
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. present', and removes from i t i ts transient quaI i ty. The 

musical structurels authenticity gestures beyond the music 

to the subject, wlthout which neither the 'truth' of music nor 

that vf history wouid be coneeivable. As the, "agent of ùn 

unconscious social force: of production," the muslcal subjcct 

becomes the unifylng, meaning-giving principle in the musicùl 

and historical tota]ity.~ 

AlI the phenomena of social life converge at 
any one point ln time on the historically 
specifie relation between the eategorles of 
subject and object .... History is thus marked 
by a totalizing and lmmanently developing 
logic; a centrùl energy which shapes ùll 
secular ::lanifestatlons around 1 tself. 05 

l consider the questlon of ontology to be ùn important 

one because It ls indicative of n tenslon that arises from 

Adorno' s vaclllat.ion between metapl1ysics and a hi story Wl thout 

meaning or essence. Although Terry Eagleton sees him as a 

significant precursor of dcconstruction, ~ith its emphasis on 

fragmentatlon and non-ldentity, Jay contends that Adorno would 

never have aceepted the decunstructionist Vlew of society as 

an, li indeterminatc, carni va lesque ... play of lrreducible 

differences." 64 Deconstructlon inval idates the ratlonal basls 

of critical theory itself.~ Related to thls indecision is the 

tension produced by a theory h'hich is too abstract and general 

on the one hand, and too concerned with the essence l ot the 

ref8rent on the other. 

As already noted, abstraction destroys the concrete 

detail. 66 Writlng within the framework of rationalism, 

Adorno's theories ultirnately succumb to the problem of 

conceptual dominatlon for which he critic~zes the ideology of 

rationalisme On the second hand, the commitment to 

'authentlclty' and the 

object ties Adorno's 

lnherent meaning 

theory to ideas 

and value ot 

whose social 

the 

ùnd 

ideological connotations are conservati ve, anri, as Baudr illard 

might suggest, unimaginative. This second proposition lS of 

• 
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more concern for the fourth chapter where the terrn, 

authenticity' will be examined. The follow~ng discussion on 

myth and temporality relate more to the first point regarding 

the abstract and generalizing quality of Adorno's critique. 

My th is not only the conceptual opposite of (true) 

eillightenment, 1 t 1S the soc1al-symbolic cnti ty by and through 

which people have explained their experiences. One of the 

main problems with Adorno' s myth is that . real' myths are 

absorbed by the concept myth'. In the next few paragraphs 

l will briefly consider the differences between René Girard's 

and Adorno' s understanding of the terrn . myth ' .67 

Girard contends that too often the explanations for myth 

and ritual ignore the latter's material and social origins. 

The quest ion of, "how can a real institution be constructed 

on a purely illusory basis?" is equally vall~' for those who 

view myth dS an "untruth" without relating it to the real 

condItIons ln whl'~h it evolves. 68 Adorno's analysis of the 

myth of Perscphone, where the text 1S severed from its context 

to become the unlversal example of symbolic ritual and 

repetitlon, lS dependent on thE:: ahistorl.cal collapsing of real 

myths w'l th the concept, myth'. 69 The davelopment of specific 

myths ln spec1 fic cultures and at certain times, whom they 

served ùnd to what ends, i8 never really a cancern. 

Furthermore, the disregarè of competing social 

interpretations, or even competing mythologies 13 indicative 

of Adorno's assumption of a unlfied social totality. 

For Girard the raIe of myth and ritual can only be 

appreclated if the social and humaQ context that gave ri se ta 

the text is considered. He therefore first looks to human 

interaction rather than to the relationship between humans and 

nature for an explanation of rltual. This contrasts with 

Adorno' s theury that human fear of nature, alld his 

subordination to it, is the source of myth. Rit u aIs 1 

according to Girard, precede myth, and function te deflect 



114 

un~ontrolled social violence onto a suitable scapegoat, which 

then serves to reunite the community.70 The rituais determinc 

the myths, which then justify and occasionally explain the act 

of violence against the sacrificiai sUbject-object. 

only, 

Nature 

enters the picture later, when the ritualistic 
mind succ~eds in detecting certain similarities 
between naturels rhythms and the community's 
alternating pattern of order and disorder. The 
modus oRerandi of violence ... ls then taken as 
the model for the entire universe. 71 

Unlike Adorno's theory of myth which i3 grounded in the 

ideulogy of the enlightenment, it succeeds in breaking through 

the perceived dichotomy between nature and man, dnd theref~re 

their apparently inevitable alienation. Social rhythms are 

not created and enforced by nature, but are parailei to them. 

The cycIical "rhythm' of myth or nature is man's reading of 

nature through his own social organization. 

In contrast to Adorno's claim that myth's alI-Inclusive 

nature excllldes or eradicates even the idea of outsidedness, 

Girard speculates that rituals serve ta reinforce it, and in 

so doing, reinforce the inslde' or the community. It is only 

through a recognition of the outside that the communlty can 

retain its validity. (It must be rorncmbered that the outside' 

signifies nature for Adorno, whilc accordlng ta Girard It 

represents a taboo human event or phenomena.) 

Girard i s belief that the external' i5 ncccssary for the 

unit y of the internaI' (communlty) actually finds cln echo in 

Adorno' s insistence on the autonomous mUSIcal monad. The 

internaI structures of music can only be authentic if they 

reject the external social dernands. The contradIctIon wIth, 

and t.herefore the presence of the "ex ternal" ~s an Integral 

part of music's authenticity. The mu~~cal manad resernbles, 

in sorne ways, the community that Justifies the exclusion on 

the basis of myth. The myth' of art's autonomy justifies its 

Qwn internaI unit y and its ritual exclusion of the majority.72 
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The myth' of music' s autonomy is then rationalized by Adorno. 

In the context of a hyper-rational society, music's promise 

of sensuality becornes, like critical theory, part of true 

enlightenment. By proclaiming that art's irrationality is in 

the service of true enlightenrnent, Adorno's own ~ationalist 

explanation threatens ta undermine the au~onomy and 

irrationa:iity ot music. The rational penetration of music is 

manifested in Adorno' s demand that music be cOIL'posed of a 

rational ized ordering of tones. 73 Such a rational orde:ring may 

reflect the musical material' s cesponse to an irracional 

rationalist society, but it also threatens to draw music into 

the mythic circle of hyper-rationalism (myth) that it 

reflects. 

Finally, Adorno' s contextless interpretation of myth 

fails to account 

mytholog ies now 

for the progressive potential of the 

being created by new collectivities. 

Feminists ln particular often rey~rd Western history and the 

various theories' as mythology-tales and stories that 

communicate a shared experience of and aillongst white men. To 

this extent then, aIl communities (or cultures) have their 

mythologies: the current attempt to write and speak a \Vornan' s 

myth comes f rom their sense that their experience i5 not 

addressed in male history. Uncoverlng roots, decG~structing 

the present and reconstructing the past in a female shape is 

an example of cultural resistance using the knowledge' of 

myth. 74 

The creation of women / s mythology is a dynamic re­

reading of the past through the present. The . present' is 

not prcsented as inevitable, but as one syrnbolic and material 

configuration OL the possible. Present and past are used as 

w~ys of understanding, not drawing lines of cause and effect 

through history. For Aoorno as we II j the reading of the past 

through the present was intended to liberate the present from 

the pressure of havlng to live up to a nostalgically perceived 
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pasto The question is whether or not Adorno 1 s reading 

succeeds in freeing the:: present, or reducing i t to an 

inescapable resul t. 75 The answer to this question lies in how 

the myth of Odysseus is read. It can either be understood as 

a concrete interpretatior.. that traces the roots of modern 

capitalism back to the social, economic and ideological 

structures of the ancient world, or, as an allegory of 

metaphorical parallels between Odysseus and the modern 

bourgeois individual. 

Problem:; arising from the first interpretation involve 

the notions )f inevitabillty and historical determinism. If 

the source o~ the modern individual's crisis can be round in 

the first div ision of man from nature, or the inl ti al attempt 

by man to control nature in Lhe distant past, thcn the present 

predicament appears to be nothing but the culmination of an 

inevitélble sequence of events that escape man 1 S own actions. 

Reference ta a non-legendary r1ctiY~5ubject 15 almost 

completely lacking, creat~ng the impression that history acts 

on man, not the reverse. Man' s choice is, "bctween [his] 

subjection ta nature or the subjection of nature te the Self," 

both ef which have the same end: the domination by myth. 76 

If however, the myth of Odysseus is metaphorici11, then 

the burden of thE! past' inherent in th::! first readinq, glvcs 

way to a new set of difficulties. ThE:sC probJems have, in 

fact, bec:'1 outlined by Adorno himself in hlS crlticism of 

Walter Benjamin's Ylork. 77 The first is that. il metilphorical 

interpretation sacrifices the most essential aspect of the 

analysis, that is, the concret~ individual. The abstract and 

abstracting qual i ties 0 f legend and parablc subsume the 

details of indlv idudl suffer 1ng, particul ilr J y .... ,hen the 

metaphor 1 s 

character 

main figure 

who already 

is a 

exists 

il ct iona l, reprcscnta t Ive 

M~ metaphor. Mychical 

abstraction does not make the legend less dlGtant, but makes 

the indi vidual seem less concrete, !.2SS capable of real 
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experience and suffering. 

The same criticism can be made concerning the 

metaphorlcal rela tionship established between the musical and 

the material sys~ems of production. ro In addition, the direct 

connectlons drawn between the musical forros, the twel ve-tone 

system and stravinsky's primitive rhythms, and psychological 

states, autonomy and maturity or e~o-weakness and 

schizophrcnla for instance, are similarly metaphorical and 

unmediatcd. Exactly how certain musical structures and tonal 

idioms ilctually affect the individual or even social psyche 

is assumed rather than explaine~. Adorno's theory thus moves 

away from an interpretation of an indi v idual work to a, 

"clar l f lCéJ.tion of the historical [and musica l] dialectic 

itself. ,,79 

In either interpretation history seems beyond the grasp 

and action of the subject. Sirnilar to the attempt to escape 

the subject by means of the Gubject, which leads back to the 

subject, the attempt to escape the mythic by employing its 

own legends traps Adorno' s theories in a mythic, abstract 

circle. 

The dbsolute division that is established between 

histor ical or dynamic, and mythic time-space tends ta obscure 

the possibility of il socially progressive myt,hic time-as­

space. The contradictory experiencc of time lived by people, 

and the ways ln vlhich mythic time is associated with anti­

system soclal forces, womon's collectivities, for instance, 

that aSSOCl ate themscl ves wi th nature', cannot be explained. 

Mythic cycles, according to Adorno, dominates both the 

experience of thQ ratlonalized modern production line, and 

pre-industrializùtion work-time thélt had been set by the 

demands ot ndturc. Aside from the musical moments of dynamic 

diversion alter wùrk, lt. seems thdt the w'ork process of: 'the 

people' l1ùs never followed the rhythm of adynamie 

temporali ty. Silence about workers 1 experience of dynamic work 

A 
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rhythm leads me ta conclt!de that the brief appearance of 

dynamic history was experienced only by the bourgeois 

individual. For the rest of the population then, the tyranny 

of nature (mythic time and repetition) runs into the "whip and 

cudgel" of slavery and thence into the factory productlon line 

without any apparent break. 8D 

Since Adorno assumes that bath the • natural' tl me of work 

and that of the production 11ne are essentially mythic, there 

is no effort to determine whether or how the shift to 

industrial time in fact significantly ill tercd the cxpcnenccs 

and lives of the workers. The idca that different cxpcrienccs 

of time could intersect, and that in thLS complex meeting the 

time of ritual and myth could be exrericnced ùs l iberùting 

from work lS never consldered. ".galn, al t.hough the topie if 

far tao complicated ta be adequdtely addressed ln thLS thesls, 

the relationships between space and time, bctween the 

experience of t imes élnd the uses of concrete spaces, and the 

notion of cultural space and leisure time descrve more 

attention. 

E.P. Thompson's article, "Tlme, Work DiscLplLne and 

Industrial Capitallsm, ,,81 seerns closer to Adorno's Ideal of 

the detailed, concrete study 

interpretations. Thompson's 

than do 

article 

hlS own historlcal 

concentra tes on how 

patterns of living, rltuals and institutions that gilve to the 

workers their independent culture (accorded great va lue in 

"Culture Industry Recons1dered, n) is undcrrrd ned by the 

enforcement oi industrial tlme. Where Adorno 1 s rnetaphorlcal 

formulations never account for the histor Lcal blrth of ccrta in 

modern concepts ot tcmporality, (le., dialectics), Thompson's 

far more concrete approach not onl y examInes the cl ffects of 

these changes, but the not1on of tlme as weIl. 

The change in popular concept lons of time, from 1 task­

orientation' or 'natural rhythms' ta those of tirne as 

currency, as 'free time' and tirne owed ta the factory owner, 
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are explained in the context of industrialization and 

development of the economic system. 82 -Time' is not kept at 

a distance from the people, but is understood in the terms of 

their experienees, ln v/hich different senses of time can 

conf11ct. Thus the work of the thresher is monotonous, 

alienati ng, (sl.milar ta factory work), but harvest 1s the 

moment, !lat which the old r ~ collective rhythms break through 

the new / " (my italics) as 1::.'1e ritual functions of the harvest 

are re-asserted. 83 There is a material basis of t ime and 

notions of tcmporality, and the possibility of one experience 

of ternporality breaking through the neyt. 

In Adorno's work, the Idea of dialectical time, whlch i5 

first encountcred ln the works of Bach and finds its climax 

in those of Beethoven, 1S then read back into history (reading 

the past through the present) sa that it is seen as another 

ever-present and there fore transl1 istorical possibil i ty. 84 He 

ignores the actual soclo-economic (industrial) configurations 

that gave rise ta the idea of dlalecties. 

It 1s this concept of dialectical time that helps to re­

introduce an unacknowledged rationalist productivism ta 

Adorno' s theory. Given tha.t Adorno is apparently f "no friend 

of the product lvist bias of orthodox narxism, Il 85 this 

cri ticism may be SUrpr131.ng 1 but a productivist bias is 

evident in bath his notion of a progressive tlme, and in his 

conceptua11zation of the composer-material relationship. The 

dialectienl interaction of subject Bnd abject, of the general 

and the partiel' lar, is intendeà ta praduce the new, the next 

progressive idea, experience or historical stage: this is an 

essential aspect of time's movement fram past through present 

ta future. Time' s unceaSl ng production of the nevl also 

produces the subJect ot history-tho autonomous indlvidual. 

Thus the ~us1cal dynamic is similarly productive'; it 

shares "emphatlcally in progress-in industrial progress .. ,,86 

Music produces not only the next -experience', but through 
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that, the autonomous individual. The . objective' value of 

music is dependent on its productive capacity wlth regards to 

the individual psyche. If music is a producer, then sa tao is 

its composer, who, like the proletarIat, lS a "productive 

worker". 87 The approach itse] f foeuses almost exciusively on 

the . production , of the music, 19norlng its eonsumptlon' or 

reception. M Adorno has moved Marx's productivlst ethic from 

political economy to the realm of the acsthctlC. His sphere 

of play', music, is still de f ined in tcrms of the fuI f illment 

of human rationality, and while the abject, in the first 

order, has its value, in the second arder this value can only 

be unders~ood within the contcxt ol man's rational and 

enlightened domination of ndture and all that i5 associated 

with it, inciuding women and other primitives'.~ 

This connection between dynamic time and rationalism 

leads to an interest ing p~radox: on the one hc:md, Adorno 

mourns the loss of working class indepcndcncc and yct on the 

other, he supports the concept of time which [lnds Its source 

in the rational ism that undermincs v..orkcrs' independence 

through lts imposition of an industrIal, productivist time. 

His notion of temporality i5 anathema to the irrational, 

mythic time-space that gave to the workers free space ln which 

to create. foc'lsing on the brief moment of dynamic' timc in 

music, Adorno's analysis discards the rest of working class 

experience as uniformly dominated by endless repeti tion. 

Finally, this dynamic, productivist time is forrnulated 

according to the experience and value of white males. Neither 

speaking to, nor about, thA subjective experience of any other 

group, it i5 completely antagonlstic to the space-time th~t 

is seen as being closest to the subj ective experience of 

women. Femaie experience of time, it has been suggested, i5 

characterized by, on the one hand, "cycles, gestation, the 

eternal recurrpnce of a biological rhythm which conforrns to 

that of nature," and, on the other, "a monumental temporal i ty 

1 
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without cleavage or escape, whieh has so little to do with 

linear time (which passes) that the very word 'temporality' 

hardly fits. ,,90 Dynamic time 1 s superiori ty confirms the 

exclusion of women 1 sand other group.; 1 experiences from 

history. It lS 1 ronlC that history', as the dialectie of 

history and nature denies the 8quality of nature, 'natural' 

or mythic tjme, and women. Once agaln, Adorno suceumbs 

to the mythic. In his homogeneous and homogenizing 

conecptualization of ' society 1 or the people 1, the 

differenccs between gender, betwcen 

rernains mystified and mythified. 

unit y and contlnulty by Jocating 

cul tures élnd between races 

What the theory gains in 

truth and valictity in the 

domlnant group's experlence of time and space, it. loses in its 

failure to express a varied, disunified and disparate reality. 

The truth' of Adorno's theory becomes an experiential 

'untruth' once it leaves the ideological realm of the 

bourgeois, white male. 

Rather than vlewing dynamie time and time-as-space as 

mutually exclusive and absolute categories, we should 

coneentrate on how they interaet, for i t is at that point 

where people live their lives. Neither the dynamie time of 

r'r:::ïJuction nor the mythic time-space of cycle anCi ritual 

completely governs people's lives and psyches; they develop 

according to a wiQe range of experiences in whjch ritual and 

free space, production and leisure time, aIl have sorne 

meaning. But this project would require the de-mythification 

of both tcmporality and space, which would bring tirne down 

from its abstract height, and space back from its exile te 

where they belong: at the centre of culture and lived 

experience. 

This series of criticisms has been presented for two main 

reasons: (1) individually, the criticisms point to 

inconsistencies between the stat.ed intent and the results, 

and between the philosophical/historical works and the 

~ 
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critique of music, as weIl as ta ambiguities in terms and 

concepts: (2) together, they gesture ta the two main 

contradictions in Adorno's interpretation of music and 

history. 'l'he first is that hlS critique of rationalism and 

consumer industry society ùre weakened by his own bellet in 

the ratianalist duality of subject and abject. The cantinued, 

if silent, belief in a historlcal telas, the desire for a 

rational, if negative, arder to replace the irrùtionality of 

the social totality, the positing of the autonomous~ knowing, 

individual subject f and the deslrc ta return ta a progressive, 

if un-named, ' true' élnd productive dynamic history, are 

grounded in rational ism i tsel f. The critique ot music, 

ultimately rationalist and functional ist, lS done in the name 

of, and for the individnal and the truly rational society. 

The second contradlcticn is that the desire to ldcntify 

and define sorne knowable, historieal truth, and a knowing 

subjeet, eoupled with a structural analysis, leads to a quest 

for authentieity ln the musical structure, and a subsequently 

undynarnic concept of society and music. It is this quest for 

authentici ty 1:.hat lies at the heart of Adorno' s i nterpretation 

of music and his struggle to re-assert sorne understandable, 

controllable arder in both music and society, but his 

pessirnistic evaluatian of historical potential freczes the 

authentic within an unmoving text. The 'dynamic' is trapped 

within the autonarnous circle of music, forsaking society. The 

quest for authenticity is the subject of the following 

chapter. 
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They said, you have a blue guitar 
You do not play things as they are 

The man replied, 'Things as they are 
Are changed upon the blue guitôr.' 

IV 

A tune beyond us as we are, 
Yet nothing changed by the blue guitar; 

Ourselves in the tune as if in space, 
Yet nothing changed, except the place 

Of things as they are and only the place 
As you play them, on the blue guitar, 

Place, 50, beyond the compass of change, 
Percelved in a flI1al atmosphere; 

For a moment final, in the way 
The thinking of art seems final when 

The thinking of god is smokey dew. 
The tune is space. The blue guitar 

Becomes the place of things dS they are, 
A composing of senses of the guitare 

Wallace stevens, "The Blue Guitar" 



Chapter Four 

Playinq on Authenticity 

Although -authenticity' is a primary concern of Adorno's 

analysis of music, there is little attempt to account for its 

historical development or i ts iJ.1plications for other aspects 

of the socio-aesthetic cri\ique, such as the idca of 

authorship, of the authorial functl on, authority <md 

creativIty. A brief review of the meanlng and ctymological 

origins of aut.hentici ty might uncover the rclationship between 

authenticity, authorship and cven the historical development 

of the ~odern individual. Since Adorno locates authenticlty 

in the musjcal sC'Jre or text, the limitatIons of () textual 

interpretation wJll also he consldered. The ~carch for the 

authentIc and the restrl ct ions imposed oy the structural 

analysis combIne to form a static image of society_ Grounding 

itself in the authenticity and truth of the abject, Adorno's 

theory of the musical dynamjc becomes an undynamic thcory of 

music and society. The fear of chaos and the ovcrthrow of aIl 

rational i ty contribctcs to Adorno' s des ire for a stable, 

percei vable 'real i ty , . 1 The pO\~'er struggl c that underl ies 

the definition and inteLpretation of reaLity' and truth', 

is not as great a cancern <1S the re-a[ f il mélt i on of the 

existence of authentlcity and truth. The ~oclopolltlcill 

connotat i ons of an apparently élesth(~tic term are mélde more 

evident in the discusslon of éluthentlcity, sincc it js a more 

obvious expression of socIal concerns and values than 15 the 

more removed subject of musical composition itself. The 

ensuing discussion of ùuthcntlclty, élnr:l the problcll!s of (l 

textual analysis will be primarIly based on works by Lionel 

Trilllng, Michel Foucault, Walter Benjamin, and Edward Said. 

oefining the Authentic 

While i t appears in works such as the Ph i losophy of 

Modern Music, the term authentic_ty' is not defined. 

Authentic music, we are told, has the character of being-so-
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and-not-being-able-to-be-otherwise', that can be developed 

only through the full and autonomous development of the 

internaI musical structures. 2 By i ts incorporation of the 

historical truth of the alienated individual, authentic music 

embodies real history's dynamlc nature. Authenticity is thus 

related but not reducible ta the dynamic 1 the autonomous 
. 3 .• 

individual, and neqatlon. For an understandlng of lts 

ideological and historlcal foundations and implications, l 

have turned to the work of Lionel Trilling. 

Accordi ng ta Trill ing, 'authen~ici ty' is a 'polemicc..l 

concept' that challenges society' s aesthetic and 

sociopolitlcal expectations, and whose development is closely 

related to that of the autonomous individual. 4 Authenticity 

impl ies an, "exigent conception of the sel f and of what being 

true to It consists ln ... and a less acceptant and genial view 

of the socIal circumsté:IDces of l ife. ,,5 It has come to signify 

the natural' or 'truc' self in opposition ta society and the 

socialJy defined ChaLJcter. 6 It can aiso be inferred from 

Trill ing' s descr ipU on of the term' s social and aesthetic 

significilnce that Lluthenticity signifies the hegemony of 

masculine values. 

The antaqonism between, on the one h3.nd, the non­

conformlst truc' self and the less 'genial' perspective of 

socIety that this entalls, and, on the other, the conformist 

self and the accepting view of society, i5 manifested in the 

aesthetlc reaJm by the conflict between the authentic' and 

the beaut-iful'. Beauty' i5 a socially determined category 

that refl ects the tas te , and the desires of the dominant 

group.3, dnd ther2fore perpetuates their values and mores. It 

also creates the faise lmpres510n of a social harmony through 

the unlversal acccptance of the dominant group values. 

Beauty, as art' 5 highest ideal, has !:">cen c'1allengcd by thE" 

belief that art's greatest attribute is its unfailingly true, 

but often distasteful representation of society. If an 

---------------
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audience resists the authentic work of art, i t is because they 

~re unwilling ta transgress the socially defined standards.? 

An authentic work will portray social and individual conflict 

and its own ideological foundations by ignoring the appeal to 

'pleasure' and 'taste'. In all authentic art, "noth ing shal1 

pretend ta be other than i t J_S. ,,8 If art is the authentic 

portrayal of the socLll totallty, it cannot p::etend to be 

'lovely' or concerned wlth humanist ldeé11s. Authcnticity's 

disdain for socially dcflned beauty has an impact beyond the 

parameters of the mus ical score, becauGe i t l S an i mpl ici t 

condemnation of the soclopolitical basis of 'the bcautlful l • 

Adorno 1 s critlcism of stravinsky dcmonstrcitcs the qreater 

value accorded ta ùuthentlci ty over the 'bcùut.l fuI' (as an 

expression of SOC la] expectatlons). Whercas the lcgacy of 

German music from lJeeLlloven to ~ch()nbcrg has been 

characterized by an obsenee of tùstc' 1 (.le. the refusaI to 

acquiesce ta external demand, or the presence of authenticity) 

in stravlnsky the, "primacy of taste collidl...~s with the 

thing. ,,9 strav lnsky sacri f ices the music' s authent ie 

portrayal of alienation in order ta guarantee communication 

with society; the soelal expeetatlons of beauty are fulfilled 

while the inhumanity of society is tacltly dcnled. 

Trilling contlnues hlS analysis by notlng the similarity 

between authenticity and the sublime moment, bath oE which 

share an antipathy ta beauty'. 10 It is ln the description of 

this antagonistic relatlonship that sexual politics most 

clearly emerge. Where the sublime moment is masculine' 1 

imbuec'l with manly ambition' and a sense of terror' , 

inspiring an aggresslve deSlre to master' and domjnatc the 

offending piece, beauty' is feminine, and lnduces a passive 
. l . l t 11 Th acqulescence and oss of energy and ratlona l y. e 

'sublime' character of P~ethov2n's music, WhIC' he called the 

'glorious moment', is found in the momentary suspension of 

tirne-eonsciousness, during which the listcner is offered a, 
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"foretaste of the temporal order of the . other' society. ,,12 

This sublimity is directly connected to the energetic, virile 

and challenging nature of both Beethoven 1 sand SchoneJ:"g' 5 

work. In contrast, the culture industry product seduces the 

listener into accepting the status quo. 13 

The helpless passivity of the culture industry listener 

is a function of the ear itself, suggests Adorno. 

The ear is passive ... the ear i5 open and 
must not 50 much turn its attention toward 
stimuli as seek protection from them. '4 

The active capacity of the ear corresponds to the development 

of the ego, and the deterioration of the latter leads to the 

passivity of the former. Insinuating and seductive, culture 

industry music eases i ts \.-lay j nto the open and defenseless 

ear, blocking i ts reception of authentic mus ic. 15 The male 

strength of avant garde music is expressed in its desire to, 

"blast away everything which closes the ear of hum,:tn beings. ,,16 

The dominance of culture industry music creates a rather 

curious and overwhelmingly feminine image, in which the 

passive organ i5 inflltrated not by an external aggressor, but 

by a seductress. The missing' clement in this picture is 

mascul ine energy. Rej ection of the feminine IS intertwined 

with Adorno's criticism of what is percieved to be a female 

sense of time (cyclical) dnd woman's correspondence to nature. 

Male SocIety' s domInation of the passive 1 feminine is one 

facet of the rational ist des ire to 'master' nature and the 

associated mythjc cycles. Woman, 

became the embodiment of the blological 
function, the image of nature .... Where the 
mastery of nature 1S the true goal, biological 
inferiority remains a g]aring stigma, the 
weakness imprinted by nature as a key stimulus 
to aggresslon. 17 

Adorno's claim that, "without a single exception feminine 

natures are conformist, " contains an element of truth. 18 While 

, 
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the rnale-defined image of the ferninine' is internalized by 

wornen, and as such represents their dorninated position, both 

the desire to discard as valueless aIl . ferninine' 

characteristics and the Equation of reminine' with . female' 

are unacceptable. Inslsting on a masculine' world, Adorno 

cornmits the same error as male society in imposing values on 

the female population without regard for their Experience. 

Mascullni ty is reinforced as the ideal, thereby rendering null 

and void all female values. 

The failure to appreciate the distinction between the 

. female' and the feminine' means that the progressive 

potentlal of . ferninine' values (such as nurturing, passive 

resistance, for ins tance) as they are appl ied by women 

critical of male society is invalidated. Reinforcinq his 

condemnation and association of the passive dnd the feminine 

is Adorno's negative assessment of homosC'xuality, in which 

the essence of the homosexual relationship, closely related 

to fascist SOC1Gty, i5 deemed ta be the 5urrendcr of masculine 

energy. "Man surrenders to man ... as woman did before him. 

Man turns into woman gazing up at her master." 19 What Adorno 

considers to be sexual perversity leads to and perpetuates a 

ferninine world-in bath fasclst and culture industry societies, 

that he can only concei ve as a lack of masculinity'. 

Emancipation cornes from the castrat~on of all that 1s 

ferninine/female, including that other quality associated with 

wornen and the culture industry, emotion. Adorno's analysis of 

bou~geois music reflects the superiority of masculine values. 

Characterized by its, "progressive logicity and mastery of 

[female] nature, " what bourgeois music loses from its 

separation from nature it more than gains in its 

sophistication and . t 20 lmpor ance. 

Although useful, interpreti:-q Adorno' s theory on the 

basis of an absolute dichotomy of authenticity and beauty 

tends to obscure one of i ts dialectical turns in which 

w .. 



sensuality, pleasure, and beauty can be progressive. One Of 

the reasons that Adorno turns to music and art as the last 

stand against a barbarie cul t~re is that they alone are 

sensual in a world devoid of sensuality. Music is the final 

hope for real experience. 

In The Aesthetic Dimension, Marcuse diseusses the 

dialeetic of beauty. Traditional Marxist aesthetics, which 

Adorno has rej ected, condemned . beauty' as an, "irresponsible, 

snobbish, bourgeois convention," in eontrast to duthentic art 

which expressed the consciousness of an ascending class. 21 

According to Marcuse however, the 'beautiful' belongs to the 

domain of Eros and rcpresents the pleasure principle'. Xt 

outlasts the, "changes in the . judgement of taste'," and can 

provide the basis for a revolution of sense against the 

steril i ty and the puri tanical nature of the social system. 

The pleasure providcd by a work of art is an act of rebellion 

against the dominant social institutions and values . 

. o.historicdlly, the attaek on autonomous 
art is linked with the denunciation of 
sensuousness in the name of morality and 
rel igion. 22 

Similarly, Adorno contends that rel igious and even secular 

asceticism harbours il, "hostili ty aga inst happiness 0,,23 

Secular asceticism and denial is perfeeted in culture industry 

society 1 in whieh fun, as the replacement of pleasur(!, 

"postpones satisfaction until the day of the pogrom. ,,24 

For Adorno as for Marcuse, society is anti-l ibidinal and 

repressive. Music' s sensual i ty and beauty is society' s 

greatest adversary. Beauty, in this context, is not c<:mtral:'y 

to but in collusion with authenticity. Real sensual p.Leasure 

can only be deri ved from rebellion against the culture 

industry, making art at once authentic .:lnd beauti fuI. AlI art 

strives, "towards an image of beauty free of appearance. ,,25 

In other words, the desire to become the absolute 

representation of beauty is simultaneously its desire to be 

J! 
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absolute truth, to be rather than seem to be the embodiment 

of beauty. Thus the "goal' of art i5 the "death' of aIl ether 

works; each work, in seeking to be "beauty' also desires the 

destruction of "art " which is the search fer beauty and 

authenticity. Art 1 S des ire to . self-destruct 1 is its 

salvation, its continued attempt to be beauty. 

In the culture industry society, the art work's beauty 

rests in the truth of its individual, particular nature. Only 

the unfaltering and religious gaze that resists any external 

abstraction or concern with the universal can recognize the 

authentic beauty. 

The eyes that 10se themselves ta the 
one and only beauty are sabbath eyes. 
They save in their abject something of 
the calm of i ts day of creation. 26 

Thu5 the authenticity of the individu"l is its beauty, and 

resistance is both authentic and beautiful, for it speaks of 

and for the individual. Tt is only by painting an image of 

. dehumanization 1 that music, "preserve (s) the image of 

humani ty," and i ts authentici ty; i t is, 

being "lovely' (that music) ... offer (s) 

beauty. ,,27 

"only by no longer 

any presentment of 

Yet Adorno' s commi tment to beauty and sensual i ty i s 

undermined by the dispar1ty between it and the functionalist, 

purely rational and anti-emotional approach ta music. The 

duality of subject ând abject has as an additional duality 

that between mind and emotion. The association of emotion and 

passivity with the ant1-rational leads to the, "submission of 

the emotional to the rat ional, Il and a. "philosophy of music 

which does not even mention the role of the emotional," in 

musical reception. 28 This lS m05t apparent in Adorno' s 

suggestion that music does not really want to be involved with 

the senses, but with the world beyond, or pure spirit.;':9 

Adorno' s antipathy toward performance is indicative of the waly 

in which the sensual experience' is eliminated in his theory 

-
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by the authoritative status of the idea of the unheard music. 

This is apparent even in his perception of the proper 

compositional method where the 'principle' of a certain 

technique or the 'idea of a totali ty 1 must command the 

realization of the musical theme rather than allowing the 
. b t . l 30 therne to develop ~nto an a strac pr~nClp e. 

While an anti-emotionalist reaction may be an 

understandable response to the inauthentic displays of 

"feeling" that sometimes greet a musical performance, the 

equation of ernotion vllth ernotionalism (which l believe is 

inherent ln Adorna's approach), slmilar ta the reduction of 

fcrnale ta feminine, i5 a1so an error in lagic. sirnilar to 

those who weuld denounce aIl art as ideolegy, this indeed is 

throwing the baby out with the bath water,.31 The antipathy 

toward emotions i5 related both te the fear of the passive 

feminine' character, and the reJ ection of aIl displays of 

'authentic' feeling as truly inauthentic. The appearance of 

emotions (ie., a visible reaction) contradi cts authentic 

ernotion because they appear. 'Appear' in this case is meant 

in both senses; they are visIble, but since they 'appear l ta 

be authentic, they ln fact are not. Any positive display 

immectiately betrays the truth. 

Separating music fram the audience's emotional repsonse 

does a disservice to music and makes it impossible ta 

recognize (and explain) those instances where rnusic's 

ernotional appeal, working against the affect intended by the 

culture industry, leads to authentic' passive resistùnce. 32 

Having precluded the possibility of an authentic collective 

agent of social change, Adorno' s quest for authentici ty in 

music is dependent upon the authenticlty "'.:hat Cornes frem those 

in posItions of cultural authorl ty, the great bourgeois 

rnasten:. fluthority and authenticity exist in a circular 

relationship; those ln authori ty t· Ne the power to enforce 

their truth' and values, thereby establishing their claim te 
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authenticity, while those who are deemed 'authentic' assume 

a position of authority. Adorno' s theory pet:1llits only the 

established cultural and political avthorities to be 

, authentic' . 

Authentic and Authoritative 

A brief look at the etymological origins of the term 

. authenticity' might establish a clearer picture of the 

necessary connection between authenticity and authority. It 

will also re-introduce an idea Lrjefly mentioned above, that 

of death' s relation to authentic art. The origins of 

'authenticity', accordlng ta Trilling, are ta be found in the 

Greek wards, 'authenteo', and authentes'. The first means, 

'ta have full power over, 1 and ta commit a murder,' and the 

second, 'a master and a doer,' as well as a 'murderer' and a 

, suicide'. 33 Authenteo and authentes point to authentici ty' s 

own incorporation of death and mastery, reflected in Adorno's 

narrative theory of history. 

In Walter Benj amin 1 s IIThe storyte11er, Il 

definitive source of authority and knùwledge. 

instance that, 

a s,equence of images is set in motion 

death is the 

It is in this 

inside a man ... -unfolding the views of himself 
under which he has encountered himself without 
being aware of it-suddenly in his expressions 
and looks the unforgettable emerges and imparts 
ta everything that concerned him authority ... ~ 

If it is the quintessentlal authori ty, death is also the 

ultimate instance of authentlcity; death cannot ~ to be, 

it can only be. If "on1y death lS an image of undistorted 

Iife," then i t can also be said that death is the 0nly 

undistorted image of 1 ife' .35 The work of art whose goal' 

it is te be the authentic embodiment of life and beauty, must 

seek the death of 'art'. ~he death of aIl other art is the 

sign that one work is the authentlc, the authority. It is in 

this destructive impulse that the connection betweell 
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authenticity and the ultimate authority of the art work, and 

death is most evident.~ 

In addi tian t the death impulse which anthenticity implies 

lS aIDa apparent in the music 1 S self-destructive nature. 

According to Adorno r mUSIC 1 s authenticity can only be achieved 

through its isolation élnd alienation trom society, the death 

of music 1 s patential for communication. Schonberg also 

believed that widespread popularity of his work indicated that 

i t was worthless and lackinq of authori ty. 37 Finally 1 the 

authority and authenticity of the music is based on the self­

effacement (sacrifice) of the composer, whose mastery of the 

material IS subordlnated ta the d~m~nds of the abject. It is 

in the death' of the composer's will that music's 

authent ici ty, and the real 1 ife-force of the subj ect, his 

individuality, lS secured. 

In "The storytell er," dea th' s author i ty is intimately 

bound to the communicatIon of experlence. The authority that 

death confers also mdrks the occasion when aIl of man' s 

knowledge and wisdom', the wealth of his life experiences 

can be related. storytelling is destroyed by the 1055 of 

continuity and the impossibility of real communication in a 

world where short-term, surface information has replaced 

experience. 3B The 10ss of continuity and communlcation is a 

manifestdtlon of the collapse of 

sharing of experience and the 

history's 

notion of 

narrative; the 

prugress were 

destroyed by the shock of the world wars, and for Adorno, the 

radical rupture of fasclsrn. 

"1 have seen the world spirit', not on 
horseback, but on wings and without a head, 
and that ~efutes, at the same stroke, Hegel's 
philosophy of history. 39 

Just as death confers authority on man's llfe, rnaking it 

communicable, the truth of an epoch can only be apprehended 

and shared during i ts death or decay. 40 The death of the last 

epoch is, for Adorno, also the death of the possibility of 

FRF. 
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true history and communication. The historical narrative, the 

continuity that absorbs death as communicable experience is 

seemingly replaced by a series of disparate, disj ointed 

- shocks' .41 This history is devoid of any authori ty, order and 

authentici ty. It is at thls point that Adorno 1 s quest for 

authenticity, and nn accompanying rational counter-order in 

critical theory and music, conflicts with the concept of a 

fragmented history. Adorno's historicùl 'ought', rûpresented 

and embodied by an atonal music that carrles on the bourgeois 

tradition for instance, ot" by cd tical theory' s support ût the 

autonomous individuùl, sugqests the possibility of 
. . .. '.? communlcatl0n dnd contlnulty, the hlstorlc.:ll nê1rLltlve. 

The recipient of the historlcal narrative ~nd the only 

source of authorlty ~nd ~uthentlclty i5 the autonomous 

indivldual composer l ,,.;ho resists external dpprovùl of hi. s 

work, looking to himself ~r sorne transcendent power' as the 

ultimate ]udge of lts worth. 45 The modern concept of 

authenticlty 1S therefore dependent on the contlict, or 

distance between the indlvidual and society. lt refers us once 

more to thA idea of space and the developmcnt of the bourgeois 

indi v ldual . The ident lty between real i ty Mld clppea rance, 

characteristlc of the éluthent lC mUé.'lC'Ü work rlnd the 

indi v ldual, depends on the in1 tio l expc?rJ cnc lnCJ of (j d lstance 

or space between the real' and the appearance'. Trilling 

suggests that thls sense of spacc bctwcen the rcal' self and 

the sociël.lly de-ccrITllned sel f only emergE::'d wheJl people becarne 

conscious of thelr social roles' . Rather than seeing 

themselves aS unifled and undlfferentiated, modern individuals 

began to experlcncc themselvcs as having d multipliclty of 

functlons and charactcrs. ThlS signlfied the awareness of the 

space between the lwiivldual and Soclety, dnd between the 

- real' sel f and the per"onae. 44 

The quest for authenticity therefore, is tied to 

assumptions about reality', the centre and essential nature 

-
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of the object and the individual. Yet authenticity only 

becomes a problem as its passing is noted; its very existence 

signifies a loss. The correspondence of 'reality' and 

appearance' can only be thought when the distance between the 

two 1S noted. Thus duthenticity's purpose in Adorno's 

ta notify us of the difference that aesthetlc critique lS 

jeopardises the establishsd notion of 'realityl, dnd at the 

samL time resist its dissolution. Its 'revolutionary' nature 

is to be found in its desire to conserve. Thus the authentic 

music is the restoratl0n of authority: Sc~onberg's music, 

combines aesthetic avant-gardism with a 
conser lat'; 'Te mentali ty. While in fI ictlng the 
most deadly blows on authorlty through his 
work, he seeks to de fend the work as though 
before a hidden authorlty and ultimately to 
make l t i tsel f thc authori:.y. 45 

For the audience, the authentici ty of the art work, 

"instructs us in our own inauthentici ty." We hope thétt 

through i t we can re-acquire our own authentici ty. The 

composer seeks to define himself and his autonomy through the 
. . h t" 46 reaJlzatlon of the art work's aut cn lClty. For the author, 

the audlcnce, dnd the critic, the term . authenticity' is the 

promise of ;) centre, a grounding point from which and 

accordl nq ta which the v;orld and the indi vidnal can be 

evaluated. To be able to ask, 1s i t authentic?', is to 

declare d faith ln a recognizable, stable point of reference. 

Like Nietzsche 1 l would ùrgue, 

welghtJ essness of aIl things i ." 47 

Adorno, "drcaded the 

By promisj ng the existence 

of the external referent, authenticity anchors the signs in 

a comprehensible system of mean ing dnd value. It is the 

promise of depth as opposed tu a smooth s~rface of 

equivalencies, ln which cverything can be, and is substituted. 

Whlle the eternally self-reflexive and self-questioning 

character of a theoretlcal approach that denies reali ty' 

beyond the slgnifier may be elitist élnd unresponsive to 

people's lives, it raises an extremely important point; if 

T 
i 

. 
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. authenticity f acts as an anchor, what other unexamined 

. weights , accompany it? While the need fo: the anchor itself, 

if it is acknowledged as a necessary ideological construct, 

may be understandable, the other ideas that are uncritically 

adopted as part of its make-up require careful review. Thus 

the next few sections will deal with where Adorno locates 

authenticity, how it is related to the concept of the 'author' 

or composer, ta ideas about creativity, dnd to the structur.~l 

reading of music. 

The Death of the Author/Composer? 

In "Art in the Age of Hechanical Reproduction," Benj amin 

states that authenticity requires the presence of the 

original'. Authentici ty, as the, "essence of aIl that is 

transmissible," including the work' s "testimony to the history 

which it has experienced, Il depends on the first, experiencing, 

worldly text. 48 Given that music's rea' ization in performance 

is commonly seen as the moment of authenticlty, the concept 

of an . original' proves to be somewhat problematic.~ 

Traditional musicoloqy has tended to evaluate authenticity of 

performance (ie. historically accurate instrumentation, for 

example) rather than that of the composltion. 50 

Agreeinq wlth BenjamIn more thC:ll tradltlonal musicology, 

Adorno locates authenticity in the original musical score or 

autograph. The text or score 15 the rcallzation of music' 

itself. The problem wlth much of the 19th and 20th ccntury 

music is thal performance, the communicative aspect of music, 

"took prirnacy over that WhlCh i t actually was j ntended to 

serve: over the composition ltself." 51 Scores that have 

become li ttle more th an Il i1 gui de ta perforIDùncc" introduce 

external concerns lnto the autonornous musical monad, risking 

the integrlty of the dl.alectica.l rclùtionshlps of sUbject­

abject, indlvictual-society, and the authentlclty of the 

musical structure. 52 Performance 1s an after-thought, and }"las 
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no bearing on the musical work or its duthenticity • 

... the autograph itself is the absolute 
realization of the work and consequently 
the instance of authenticity .... This 
autograph incarnates the "pure mind, pure 
spirit' ... 53 
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The difference between Schonberg's works and others is that 

the twelve-tone system re-established the p:L1.macy of the 

score; through it not only is the interpretive act of the 

performers limited by the cQm~oser's strict control, but the 

performance or communiccttion is of secondary concern. S4 

Schonberg' s autogrdphs weC'e once again "the abode cf 

authenticity." 55 The autoç'raph is also the instance of the 

author' s authori ty, for Jt bears his signature, test.imony of 

the scorcls originality. As the signature of the self, the 

autograph points inexorably back to the originator. 

In "What lS an Author? ", Michel Foucault c:ritl.cally 

examines the idcologlcal foundations and social functions of 

the author. Al though the composer' sand authorial function 

may not be identlcal, certain aspects of Foucault's critique 

are .celevant. The first issue he raises for instance, the 

death of the author in modern literature, finds a somewhat 

similar movement in modern mùsic criticism. Ador!1o' S 

disregard for the intentions of the composer and an almost 

exclusive concentration on the objectivel,/ exi.sting and 

meaningful text echoes li terary cri ticism' s turn away from 

the author ta a focus on writing. 

The elevation of writing, or composition in this case, 

to a primary status, argues Foucault, re-introduces the 

author/composer at ù transcendent' level. The "empirical' 

traces may be erased 1 but aIl the, "representations that 

formed Li pa rticulùr lmage of the author," preserve the 

author/composer's p~esence through Mis absence. Creativity, 

for example, cannat be understood without the creator. The 

religious principle of, "unalterable nnd yet never fulfilled 
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tradition, ,,56 in which the creation of text is seen as an 

eternal attempt to reconcile original divisions still 

implicitly points to the originator of the text, and the 

perpetuators of the chain of texts. Adorno' s perception of 

music shares, to a degree, this religious view of the text. 

The works of Bach and the avant garde are conceived as, 

exercises to gain power over musical material 
in such a way that the difference between 
the material and the musical subject mlght 
sorne day disappear. 57 

Each musical work signifIes the attcmpt to reconcile the 

original differences, and reveals to the mcditatlve mind the 

historical truth of separatIon. 58 'rhe composer' s absence in 

both the music and Adorno's analysis depcnds on his initial 

presence and mastery; absence 1.S a fur~tion of his willing 

sacrifice to the muslcal materié'.l, which can then be analyzed 

as an authorless text. The composer remaJ.ns as a necessary 

creator or initiator of the musical text. 

The contradictIon bet-ween the author' s death', and his 

transcendental re-appearance lS a function of how the 

composition lS located ln its historical tradition. 

There seems to be an important dividinr l ine 
between those who believe that they c still 
locate today's dlscontlnulties (ru~es) 
in the hlstorico-transcendental tradltion of t~e 
nlneteenth century, and these who try te free 
themseives once and for all frorn that trildition.~ 

Adorno identi fies the hlstorlcal ruptures, recogniz ing 

what they signify, but is unwllling to forsake the narrative 

of historical progress. Breaks in tradition are expIa lned in 

the terms of the traditional. Although Adorno talks of the, 

"discontinuity of musical history," he aiso states that by its 

bre2'\k with tradltion nE:!W musl.c, "cnters into union with 

traditlon.,,60 Avant ~!;)rde'~; radical oppositlon ta tradltion 

is explained in the terms of tradition' s underlying and 

unifying principles that are deerned to be universal. 
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The very concept of the . work', which was intended to 

draw attention away from the author, demands the presence of 

the authorjcomposer's name as a unifying principle' and as 

a constant 1 evel of value'. 61 In the Phi] osophy of Modern 

Musiç, the names Schonberg' and . strav insky' function not 

only as the cornmon source of aIl the various musical works, 

but as indj cators, if not synonyms, for . good f and . bad' 1 

authentJ C; and inauthem:ic', and psychologically mature' 

or regressJ ve and SChIzophrenie '. Thus Adorno can write 

that, "in strllvinsK"y the desire of the adolescent is ever 

stubbornly at work ... "(my itallcs) or, H ••• Sehonberg's music 

has hovered ln the vlclnity of cognltion. "b2 Schonberg' and 

Stravinsky' have become the symbols for certain value 

judgernents "le; weIl as denotlng the unHy of their works. 

The l ntrusl venes:::, of the economic system in musical 

compOSl t ion and the l mpact 0 f consumer ldeology aside, the 

socioeconomlc and ldeological toundatlons and assumptions 

conccrnlng the modern concept of composerjauthor tend to be 

ignored. 63 Ta a great extent the ldea of author as the 

produccr l1nd owner of hlS t..ext depends on a notion of private 

ownership, and ideas as property. (;, Support ing these v~ews are 

a wide-ranging set of laws regulating the produccion, 

distr i but lon, cxchange of, clnd renumeration for musical texts. 

Of growlng Importance lS the ]udieJ.al system whose role it has 

become to decide the ownershlp, and hence the originality and 

orlg lns ot the arti5tIc te),t. 65 Where Adorno' S analysls falls 

short then, lS ln Its fallure to consider that the avant garde 

was rebelll.ng not only against ext€'rnal systems, but the very 

socioeconomic and ideological foundations of the institution 

of art l
, dnd all that it entail;:;.66 

Of great i ntercst 15 how Adorno and Foucault' S initial 

observations about Soclety can sound simjlï:'r but lead ta 

opposing concluslons regarding art and the soc~al function of 

the author. In the Dialectic of EnI ightenment 1 i t was 
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suggested that man' s first realization that nature was a 

separate entity, and therefore new and ali~n, engendered a 

reaction of fear and terror. His attempt to explain the new 

through the deiflcation of nature translated the terror into 

sacredness. 

The 

The dualizatlon of nature as appearance 
and sequence, effort and power, which 
first makes possible bath myth and science, 
originates in human fcar, the.expression 
of which becomes explanation. 67 

idea of an unknown, and therefore uncontrollable 

. outsideness' is the source of [ear', a.nd the foundation of 

myth and Enlightenment. As the first attempt ta demythify 

the outside through systematic knowledgc, Enl1ghtenment failed 

because its concepts, llke the ancient deities, have also 

embodied and reproduced man's fear of thc ncw. 6B 

Foucaul t' s contention that our ~oclety r "fear [s] the 

proliferation of meanlng, ,,69 <11 t".hough not identical to Adorno' s 

idea that we fear the new' or the external', shares with it 

the notion that fear of difference lS '3.n important clement in 

society. Where Foucault argues that the world is "thrifty" 

not only wi th "resources and riches," but with, fldiscourses 

and their significations, 11
70 Adorno might respond by saying 

that it is in societY'5 over-explanation of thlngs where the 

true extent of i ts thrift' i5 revealed. By explaining and 

giving meaning to every abject and phenomena in accordance 

with (the rnyth of) E:nlightenment, soclety actually limits the 

creation of new rneaning by denying the object's inherent 

va lue. Fear of the new' for Adorno, is fear of the obj ect' s 

inherent value. For Foucault fear of the proliferation' of 

meaning is the fear of discarding the idea that there i5 one 

rneaning. 

Art' s special relationsh; p ta the prol iferat ion of 

rneaning and tb~ Experience of the new i5 in part a function 

of society 1 s designatian of i ts social role. Both the author 

44411 
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and the text are traditionally regarded as the source of 

experience and meaning. For Adorno, art's 'sacred circle' is 

the heir of magic, for ~t continues to introduce society to 

the terror of the new. Removed from profane society, 

... i t i5 in the nature of the work of art 
•.. to be what the new, terrifying occurrence 
became in the prlmitive's magic: the appearance 
:Jf the whole in thE.~ particular. 71 

The authentic work of art is therefore sacred and terrifying. 

Similarly, Foucault contends that, "fiction threatens our 

world," with "great peril ... great danger." 72 What fiction 

proposes is the 105s of the absolut8 centre, the point where 

the definitive meaning resides. While both Adorno and 

Foucault see in art a set of possibilities, the implication 

of t~ese possibi) ities are opposed. 

present the new experience and meani'1g, 

that protects the authenticity of 

unsettling notion of polysemy and 

interpretations. 

Adorno 1 5 mus ie may 

but wi thin a framework 

the text against the 

the 'plurality' of 

For Adorno, it lS the author, as the originator of the 

text, who is the means by which the authentic, new experience 

is introduced. The individual composer stands at the 

beginninq of the work like a pioneer. 73 According ta Foucault, 

the authorial presence is an ideological construct of, rather 

than the creator of the discourse, whose main social function 

is the limitat.ion, not creation of new possible 

significations. It lS through the author that society, 

limits, excludes, and chooses; in short, by 
which one lmpedes the free circulation, the 
free manipulation, the free composition, 
d . t' 74 ecomposl. lon ... 

of the texte As the text's rentre, or 'weight', the author, 

either through an emplrical or 'transcendent' presence, 

er.sures that only certain interpretations are permissible. 

Another instrument of repression, the author, theoretically 

a "source of knowledge," actually acts to restrain it. 75 

-
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Schonberg's presence, for example, as the promise of 

authenticity not only limit5 the possible interpretations of 

text, thereby restricting knowledge, but in addition signifies 

the limitation of access ta it. The very nature of Adorno's 

concept of authenticity i5 predicated of the exclusion of the 

majority. Both Adorno and Schonberg believe that avant garde 

music' 5 restricted, select audience is a function of its 

authenticity. 

Along with the author, 

supposedly the dissemlnator 

l would argue, the critic, 

of knowledge, also acts to 

restrain it. Through hlS identification of the text's single 

meaning, the crltic takes possession of the truth. He 

vicariously assumes the position of the author dt the centre 

of the text, and like the author, becomes the means by which 

society limlts meanlng. Adorno's monolithic view' pp.rmits 

only one correct philosorhy of music, offering the truth as 

opposed to a better perspective'.~ Thus Schonberg's 

autograph authenticates both the text and the critic's 

position. 

Adorno's theoretical approach, although it plays with 

the death of the authorjcomposer depends upon and reproduces 

its ideological social function. Authorship becomes the stable 

point of reference Wl thln the musical text which Adorno' s 

concept of authenticity requires. The author is both in the 

text and external ta it, for while the author-centre i5 secn 

as the originator ot the musical text· 5 dynamic, and is 

therefore represented ln l t, h8 is not dynamic, and is 

therefore apart from the InternaI dynamic of the text. 

It rnight be suggested that concern , ..... i th authentici ty 

reflects the fear generated by the sense of space that 

separates subject dnd abject, and exists within the 

i "ldividual. The ability ta Identify the a~then1:ic is a claim 

to know the object's meaning. Knowledge of the object requires 

control, if not transcendence of the spa ce between subject and 

- -
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object. It is man' s, "separation from a presumed state of 

nature, " that consti tutes meaning and language, the 

articulation of differences. n The trauma of separation, as 

Adorno, Foucault and Kristeva suggest, is terrifying, and 

moti vates man 1 s desire for explanation and control of the 

other. Men's response ta this traumatic experidnc~ af the 

other 1 and the . sel f' suggests Kristeva, is -:'0 "magnify bath 

[separation and language] and, terrified, attempt ta mas ter 

them. ,,78 Authenticity becomes one of the means by which 

meaning, and therefore the space, is controlled. Kristeva's. 

argument, although referring to . abnorrnal' men, 1.S 

particularly relevant when Adorno's concept of the universal 

language of music i5 considered. The one correct philosophy 

of mus ie' s interpretation of the meaning of the uni versaI 

language is representative of Adorno's own effort to bridge 

the irreconcilable gap between the subject and the object, 

meaning and referent. 79 NOil-identity theory is jeopardized by 

the fear that inspires the need for authenticity and 

authority. 

Up to this point the discussion of authenticity and 

authority have focussed almost exclusively on serious art­

music, for obvious reasans. Adorno' s contention that there 

is no longer any authentlc popular music, combined with the 

more straightforward way of evaluatlng the authenticity of 

popular cul ture provides less of an opportuni ty for discussion 

of authenticity'. l have fewer criticisms of 'authenticity' 

as i t relates to popular art, perhaps because Adorno' s 

discussIon of popular music does not often entail a detailed 

examination of it. Sorne brief criticisms include the fact that 

the equation authentic art equals that which is made by and 

for the (authentic) people', becomes tautological in that the 

au~~entieity of one explêins the authenticity of the other. 

Moreover, while Adorno's approach to serious art appears to 

escape the reductionist tendency of equating class and 

, 

-
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authenticity, the same cannat be said about popular culture. 

Determining authenticity solely on the basis of class origins 

reintroduces reductionist tendencies, reducing the individual 

and individual musical work to a representative of an 

objectively deterunned collective. Authenticity is, in this 

case, not only a value sought after, but a means of 

domination. 

It is with regard to the preceding discussion of the 

authorial discourse that a more interesting problem emerges. 

Although for both serious and popular art the source of origin 

is ul timately an important factor, the differences between the 

'authorial function' as it relates to the lndividual author, 

and the creative effort of the collectlve are significant. The 

whole point of the authentic' popular text i5 that l t is 

'authorless' insofar as it has either more than one, or an 

unidentified author, whose identity has no lmportance for the 

work. Thus the term . tradi tional' or folk' occupies the 

place reserved for the composer' 5 name on a mus lc sheet. 

Communication of experience, and the passlng on of the 

cultural text i5 an integral aspect of lts formation, and its 

authentically popular' nature. The popular art of 

storytelling for instance, depends on the repetition of thE. 

staries, and the listener's integration' of it, "into his 

own experience". 80 Assimilatlon and communication are part 

of the fabric of the story and popular music or song. This is 

in direct contrast tù the creatlvlty lnvolved in the dct of 

serious composition, which, like the writing of a novel, 

depends on the isalatlon of the "solitary lndividual. ,,81 If, 

as Foucault suggests, creatlvity is one of the functions 

society confers upon the author, then we have ta ask whether 

the collective can create' in the same way. Glven Adorno's 

assumptions about art, lS authentic popular mUSlC v creative 

text at aIl? Does it involve a difference in degree or form 

of creativity from that which is associated with serious art? 
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Adorno' s doctrine of art is based on a notion of 

representation that is more than mere depiction of what 

appears to be. Art should critically reflect upon the social 

totality, revealing its repression Qf nature. His theory of 

art belongs to a doctrine which, Il first def ined art as an 

institution of the hidden reality, thus making it a form of 

revelation, Il as weIl as one which, "saw art as the 

idealization of nature; that is to say, showing things not as 

they are but as they ought to be. ,,82 The second doctri ne (in 

combination with the first) is more applicable to classical 

music, whose presentation of utopian visions idealized the 

present, but whose internaI dynamics belied the promise 

through its critical reflection of the social totality. 

Al though the modern composer has had to forego the 

positive idealization of society, he shares with the classical 

composer the sarne rnirnetic function. The question then 

becemes, if authentic popular music is net reflecti ve in the 

same way, does it 'reflect', and if 50, what and how? Do the 

acts of creation and reflection require the consciously 

reflective subject? Is the fact that 'the people' are' closer' 

to nature merely transferred unconsciously into their cultural 

products ?83 

Adorno's 'creativlty' seems to irnplicitly exclude the 

ac::'ivity of the collective. Creativity is reserved for a 

particular type of restricted and private action, and while 

communication at one time was a secondary goal of art, it is 

now anathema to thz creatl ve act. Authentie creati vi ty, and 

creation of the authentle art resists communication between 

art and lived culture. 

According to Raymond Williams, one of the greatest flaws 

in this type of artist le theory 15 that i t assumes a dual i ty 

of 'art' a'"1-l 'relli ty' . Creativity, he claims, is not 

peculiar ta those designated 'artistic' areas, but is a 

fundamental aetivity of daiIy living. Constantly ordering 
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and re-ordering our reality, our interpre;:ation is in part, 

the creation of reality. Art's distinctive value is not its 

. creativity', but is highly orqanized and effective 

communication of its interpretation and creation of reality.~ 

In spite of its inconsistencies and tendency to ignore 

social conflict, Williams' eruphasis on communication and the 

relatio!1ship between the artistic effort and everyday 1 i fe 

underlines one of the problem' s ln Adorno' s theory. It 1 S 

refusaI te consider communication means that it cannot really 

explain the creativi ty of the authent ic coll ective and the 

interplay (not the clbsorpt:lon ot popul dr by scrl.ous) of 

popular and serious art. Creativity becomes the exclusive 

enterprise of the autonomous individual. As such, it i5 

erected as a further barrier to the proliferatlon of rneanings 

and knowledge. 

Authenticity, and the related concepts of a~thorship and 

a restricted creativity, signifies a certain centre of order 

and authority that can resist the overly rational disorder of 

society. Authentic art and critical theory, as the inheritors 

of true history, are the only redims from which a truly 

rational order can emerge. In the face of the anarchy produced 

by a social and economic system that deprive aIl abjects and 

individuals of their inherent value, -authenticity' becornes 

a promise of stability, truth and meaning. 

The unmoving structures: Music al,d Society 

One of the fundamental problems with Adorno's concept 

of authentici ty is i ts location. Al though i t requires the 

external originator, authenticity resldes in the musical text 

alone. A structural reading of music, in combination with the 

conccrn for authentirity, lirnits the dynamic of the text and 

the subj eet. Once in existence nei ther the text nor the 

subject can alter itsjhis position. A function of its internaI 
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formation, authenticity cannot be cenferred by the listener, 

nor can the authentIc text alter the situation of the 

( inauthentic) conformist subJ ect. 

The only movement permi tted ta the text is that of decay; 

while no musical work can gain authentIcity through social 

use, the once authentic text can be degraded through its 

incorporation into the mass communications structures. The 

merc "gesture of recognition," that signifies familiarity with 

the style and play of Bach's music, for instance, i5 the sign 

that he has been, "changed into a neutral ized cultural 

monument. ,,85 I~cking authcntlclty wIthin the text, Adorno's 

dynamIc mUSIC crl tIque becomes an undynanllc SOCIal theory. 

TrappIng itself within a specific historical perIod, Adorno's 

theory is incapable of hearing subversion, the misuse and 

abuse of culturo Industry mUSIC, or conceiving of a context 

in which prevlousl y inauthentic' mUSIC cornes to represent the 

expressIon of an authentIc collective. 

The musical work ne I ther moves through time from one 

period to anathcr, Der can It move laterally in time, closer 

ta the listener. The Cldsslcal music text is trapped in its 

own epoch, incapable of addresslng modern experience ànd 

social reality. It's authenticity can only be assessed from 

the perspective ot Its hlstorical context. Nor can the subject 

mave closer ta the music. The hierarchy of listeners 

"excludes ex principa," the hope that music can alter the 

listener's state of cansciausness. The hierarchy proviàes no 

possibility far advance, and is therefore as "masochistic" as 

culture industry music.~ The retreat te art as the last hope 

for changinq society is made futile by the belief that society 

cannat be changed. Bereft of aIl capacity to communicate its 

truth ta the ma]OrIty, music is trapped in Its isolated, 

w Indowl ess c ircle th3.t !,r-eser'/cs i ts authentic i ty. Ironically 

then, the text's socially undynamic nature is necessary for 

the development of its internaI dynamic. 

, 
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Viewing the text as the ernbodiment of external social 

struggles, Adorno' s theory neglects the text' s 'worldly', 

concrete and sensual nature, ie. its participation in society. 

In "The Text, the World, the critic," Edward Said suggests i t 

is the text's, "worldliness, circumstantl.ality, the tcxt's 

status as an event" h.:lv i ng sensuous particulari ty, Il not the 

fact that a, "situation lS hidden within ... as a mystery," that 

limit the possible interpretations of the texL 81 ln arguina 

for the worldliness of the work, Sind cstablishes the t.e .... t' s 

inherent capacity ta shape meaning, as weIl as the impact of 

the external intcrpreta tj on and context. The meaning' 1S 

inherent j n nelthcr text nor context, but lS dcveloped through 

their Interplay. M Whlle ùrquInq àqall1st the indcterrnlnacyof 

limitless lnterpretatlon, Sald doe...; not go ta the other 

extreme by grantlng primacy ta the text, proposlng instead a 

course that accounts not only for the limits imposed by each, 

but the dynamic between them. 89 

Said 1 s approach not only preserves the, "text 1 s decisive 

cla im on actuali ty, Il but 1 t also provides for the text' s 

influence on the world. 90 If the text can only be understood 

with reference to its circumstances, then Its raIe Cdn only 

be understood wi th rcference ta lts nf fect on the world. ~;uch 

is the CélGe, according to Sald, wlth ~1()rxls rrlL~E;lght..Q~nth 

Brumaire of Louis Bonaparte," whose own textuality 

(worldliness) has changed reality by " p rovldlng a wor ld 

historical situation with circurnstances otherwlse hidden ..... 91 

Concurrlng w l th Foucaul t, Sa Id sees the text as an 

8~iJression and fact of "the WIll to power. lin Texts 1 

compel attentIon away [rom the world 
even as thelr beginnlnq intention as texts, 
coupled with the inherent éluthoritarianism 
of the authorlal i:luthorlty ... maxes far 
sustained power.~ 

with the death of God as the origlnary of the first, divine 

text, the authority (and hence authenticity) of the text 
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became factors of the text' s language. Discerning between 

languages became the justification for the creation of 

discourses, (such as the . Orientalist') that effectively 

confined and implicltly graded aIl other cultures in relation 

to the domi nant. I:uropean one. 'l'he "passing of divine 

authorl ty," permi ts the rise of, "European ethnocentrisme ,,94 

Thus the critic's rale cannat be understood without 

appreciating the polltics af the discourse and the text, and 

it is within this context that AClOrno 1 5 awn ethnocentric 

delineation of whdt constltutes music must be understood. 

To Salrlls questlons and commentar1es about the critic's 

approach to the text ëll1d h.u? sltua cion with reqards to both 

text and reader, l would add the ques+:ion, how is the position 

of the critic who Interprets non-L3nguage texts ta be 

understood? 1 It 5eems to me that the music or dance critic 

not only comments on, but necessar1ly translates the non­

language text or phenomenon Into language for the purposes of 

commentary. This lS, ln tact, part of the problem of any 

interpretatlon of mus).c, Slnce it cannot be related by the 

cri tic in l ts own mode of expression. This problem of trying 

to convey mUSIC in words ls '''''hat Charles LOUIS Seeqer called 

the . 1 inguocentric predlcament,' or the . mus icological 

juncture'. Speech 15 unable to relate anything but sc1.entific 

fact about muslc.~ 

If the critical text cannot be analyzed on only one level 

or as havlng only one prlmary function, then so tao must the 

music text be a'.;corded a similarly multi-function, multi-Ievel 

analysis. Adorno however, refuses to consider that the text 

can be more than an abject that exists for itself (and here 

we mi_ght conslder what the music's self' is). By positing 

an absolute dIstInctIon betwcen music's self-fulfilling 

function dnd i ts eXIstence as a fe rm of communie Ition, 

Adorno's theory tends ta smooth aver one of music's 

contraaictions i the communIcative effort is continued in 

, 
, 
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spite, or maybe because of alienation, and the communication 

of alienation (itse If a contradiction) can succeed in 

momentarily reviving a collective 1dent~ ty. If, as Trilling 

suggests, the concept of authenticity i5 relatcd to the 

growing awareness of an lnternal space, t'.hen it could also be 

suggested that the conSClousness of the spacc, of alienation, 

has made us awarc of . communication' . Alienation and 

communication may therefore belong tcgether, but an 

exploration of their relationship cannat be conducted in 

acc'ordance wlth a structura l anal ys is. 

Up ta this point l have not directly questioncd the 

merits of ~ structural sociological interpretat.ion cf music, 

al though l vTill argue that there are sorne problcms i nherent 

in such an approach that cannot be resol ved <,_:1 t_hin the l imi ts 

of textual analysi5. Assuming [or the moment though, that the 

musical score is the centre of the musical work, or is . music' 

itself, l would still maintain that the iùilurc to consider 

both the performance and audience intcrprctation in an 

obstacle to understanding how the musl.c 1 s ideology' 1S 

experienced and manifested by the people. Whilc l do not want 

to sugger;t that Adorno ignored the contcxt, his analysis 

abstracts and ideal izes i t, while the musical text, severed 

from p'3ople' s experiences, lS presented in overly 

intellectualized and rdtional terms. 

Determining the social effect of music on the basis of 

the musical structures' ob] ecti ve' nature, Adorno' s theory 

grantri the text primacy over the context. In contra::>'.::, 

SC:1.onberg states that the musical impression Is not produceLl 

by the musical work alone, but relies on a combination of, 

"what the work of art glves ta the onlooker," and what the 

latter is, "capable of 9 i v ing to the work ot 3rt." 96 The 

. impression 1 sugg:.~ted by Adorno' s theory i5 more an impr int 

or stamping of the music on the (mostly) passive minrl than 

the active engdgement of mus ic by the l istener. Severed from 

• 
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sensual experience, music starts to resemble an intellectual 

exercise. 

The priori ty of text is related to both the bourgeois 

doctrine of autonomy that Adorno has uncri tically accepted, 

and the separation of subject-object and mind-emotion that 

characterizes rationalisme In the first place, the doctrine 

of autonomy presumes the superiorlty of the art work over 

lived culture, and the absolute separation of one from the 

other. 97 This in turn becomes the Justification for 19noring 

the lived experience of music, as ide from the - effects! en the 

l istcners that Adorno has predetermined without the benefit 

of listening te the listeners. In a reJ.:1tRd point, the 

distance IJebleen the h1gh and low, and high and lived cultures 

is reflected ln the distance between 'high' and 'low' theory. 

There is tao great a space between sociological studies by 

simon Frith,98 for example, tl:at study in detail listener 

response, habits, relation to li[c~~yle and values, and the 

high' th00ry that fails ta speak to, of aile! for the listener. 

While the tYJO may be l rreconcialible, the exist.ence and 

validity of bath must be recognized. 

Secondly, the <lssumed Inferiority of the lived culture 

(which 1S closely associi1ted with the expression of 

experiencejemot ions) reinforccs Adorno' s rationalist ;:;Jntipathy 

ta the cxperlential. Disregard for experience is in part a 

function of the tendency ta objectif y the audience, and 

ironically, the mUS1C Itself. The disrc]ard for the 

experiential 1S further reflected ln the authority that Adorno 

grants ta the pure spirlt 1 of texte According such, "great 

power ta mass culture texts ... and 50 little to the Individuals 

who consumed thcm," Adorno 1 s theory establishes unwarranted 

equlvalcncies b0tween ail individ~als and aIl groups. rlaving 

pr~determined the effect of the cultur2 in~Jstry music, there 

\.Tas no reason ta "ask ques t- ions about who used mass culture, 

how they did sa, how thoL'e people understood such forros, or 
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how they evaluated them ... 99 It is not the music, but the 

theory which evaluates music as a series of coded signaIs 

engendering specifie responses, that deprives the listener of 

the right to act and react. Unaffected by the interpretation 

of the audience, musical "work and effect ll in Adorno's theory, 

"are juxtaposed ln an unmediated manner.,,100 Like the 

audience, the music becomes a frozen abject of study. 

Returning to the original assumption about the music~l 

work then, l'm still not convinced that the score Js, or can 

be equated wi th what we cal 1 . music 1. For rcasons already 

apparent, inc luding the quest t or authentic l t.y and 0311 that 

lt entails, comb1ned w1th i1 ]ustlfitlble ~,uspjcion of 

positivist reception studles, Adorno's concentration on the 

text seems consistpnt. Yet it conflicts with other aspects 

of the theory, such as the concern W1th sensual experlence 

and nature, the concrete, detai led attention ta the 

individual, and the sense of individual allenation. Individual 

alienation and sensual cxpcrlcnce have ta strugglc through an 

often overwhelmingl y functianal and utlli tarldf1 read1ng of 

music, which, limited by the authority of score, )S itself 

restricted. 

AS1de from ignorlng the experiential 

the score' s centrality determines, ta a 

accepted as music' If the score lS the 

aspect of music, 

degree, what is 

real ization' of 

the music, then how should spontaneous music be Intcrpretcd? 

There lS an Increaslng Jnterest in forms of mUS1C which are 

composed during performance. In such cases the musician­

composei ;'''IV not even have a pre-determined idea of what the 

music will be, but creates it in response ta other rnusicians, 

or visual stlmuli. Far frorn being popular' or light' mUSIC 

that can be easlly dlsmissed because ot ItS sirnplistic 

structures and ideas / spontareous rrUS1C created by, Fred Frith 

for example, needs to be interpreted seriously as music. As 

with electronic music, but to an even greater extent, the 

w .. 
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space between idea, composition, notation aîd performance is 

erased, and so tao is the music, unless it is recorded. 

Acco"":"ding to a text-centered anal ysic;, this could not be 

music' . 

While the musical score may be mare than ar. intended 

guide ta performance since l.t is a . text', and therefore 

partakes of what Said calls the worldllness' of the text, 

this does not necessarily mean tfl3t i t alone j s . music 1 • 

Where the literary text is the work realized, the score is a 

set of mathematical notations and :deas that have to be 

performed [or there ta be a sensual, experienceable medium 

called muslc'. A theory that rel ies on the analysis of a 

text that few people see/hear ln lts pure ferro' cannot give 

a full account of the relationshi p beb'>leen the music and 

social r eactions, or the i nstanc.. es of counter-cul ture and 

subversion. Whlle the score rnay be a part of music, it cannot 

be seen as its total expresslon. 

If the score lS not . music', then neither are the 

perfonnance and the audience interpretation of the 

performance, for nei ther the audience nor the p(~rformer create 

the initial text. The musical ldeas, i.~ instructions for 

performance pre-exist the event. They are aIl part of the 

process of music. The questlon then becomes, 'where is music 

and how can it be studied and understood? 1 While Claude Lévi­

strauss may have accorded prlrnacy to the idea of music rather 

than the music l t sel f, thereby engaging in a "wronc;-hcaded 

account of Ravel' s Bolero " ,,101 in the introduction ta The Raw 

and the L 'Qked, his comparisan of rnyth and music is 

provocati ve. 

Thus the myth and the musical work are like 
conductors of an orchestra, whose audience 
becomes the silent performers. If it is then 
asked where the real centre of tte work is ta 
be found, the answer is that this is impossible 
ta determine. Music and mythology bring man 
face to i_:~ with potential objects of which 
only the shé.Jdows a re actual~Lsed. 102 
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The yrhole function of the centre, says Derrida, is 

revealed as being "mythological, " as an "historical 

illusion. 1.
10

3 The centre, the point of authenticity, the 

author as authori ty, acts as an anchor, keep1nq both the text 

and the subject frozen in time and space. The social dynamic 

between texts, between subJ ects, and particularly between text 

and subject is ironically erased by the need for the dynamic 

of the internal musical structures, and the quest for 

authenticity. Thus music returns, along with the centre, to 

myth itself. 
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conclusion 

The Master's Voice 

Theodor Adorno' s ideological, philosophical, 

sociological, and psychological critique of music cannot be 

fully appreciated if the strict boundaries that restrict and 

prote ct academic disciplines are 1eft erect. Exploring and 

dismantling the walls between the political and the cultural, 

the aesthetic and the ideologlcal, was one of the more general 

concerns of this thesis. Investigating Adorno' s theory of 

music entails the acceptance that in the final analysis, there 

are no natural borders between areas, only ideological 

constructs. Culture lS more than a reflection of pol i tical 

and ideolog ical concerns, for the debates that occur in 

cul ture and about aesthetics, about éluthent:ici ty, truth, 

meaning, pol i tical comnll tment and social autonomy, are nii 

mani festations of power struggles in the rea: II of culture. 

The terms, truth', authenticity' and meaning', aIl point 

unerringly ta those who have the power ta define social 

reality' and the limits beyond which nothing can be said. 

These terms also gesture toward those groups (such as women, 

gays, non-whites), that are excluded from the process of 

defining, and who live, silently, on the margins of the 

socially acceptable. Aesthetlc debates can, in sorne ways, be 

interpreted as polite politics. 

The more immediate ojective was ta engage ln a detalled 

examination of Adorno's theory of music in order to evaluate 

its internaI consistency, the image it drew of society and 

the nature of hiS unspoken utopia, and the extent to whieh 

his critique and vision responds to the challenges of those 

groups presently involved in cultural struggles. There are 

two reasons why Adorno's works were selected as the topic of 

study; 1) His socialogy of music has had a significant 

influence on later attempts to analyse music and society. 

(This is true even when the authors ha'/e ddopted a very 

different approaeh ta the topie.) 2) More importantly, his 

theories are fascinatlng because they combine a highly 

, 
~ 
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sophisticated analysis of music with an equally complex 

perspective of the relationship between music, and the social, 

economic and cognitive systems, and the individual psyche. 

In addition, the political aspect lS not reduced to the 

. message 1 of the music, nor ta authorlal intent, but is a 

face,t of the internal formaI elements of the music~l work. 

The act of ccmposlng is itself political; to compose 

authentic music, for Ador:1o, is to reJect the profit-oriented 

economic system and its ethos, and the social <lnd ideololJical 

systems that demand conformity and obedience [rom a11 people, 

depriving them of U1eir lndivlduality. Composition is the 

renunciation of the philosophlcal and materlill foundat 10ns of 

modern society, le., rationalism and hyper-ratlonalization. 

Thus the composer' s first act, negation of society, is music' s 

first political statement. 

The major themes of Adornols theory of muslc, such as: 

negation, autonomy, the lndiv1dual subject, myt.h and 

Enlightenment, the dynamic totality and time-as-space, 

authenticl ty 1 the culture industry, aIl illustrate how closel y 

related are ,nusic, history, and pol i tical and socia l concerns. 

As an embodiment of the alienated individual and truc 

historical temporality, music 

outside the social t:otality, 

theory and philosophy. Yet 

stands deep W1- thin and yet 

dS a complement to critical 

even if the (antagonistic) 

relationship between music and society were not made so 

apparent in Adorno's theory, the political aspect of a musical 

or cultural cr1tique would still be undeniable; every theory 

presupposes some connection between music and society, music 

and the proper musica l subj ect, authent lC <lnd inauthent i c 

music. There are always implicit assumptions about who has the 

power and the right to define the proccss accordlng ta which 

cultural value lS ass1gne~. 

The series af criticisms offered ~n the third chapter 

indicate that there are sorne questions about the consistency 

• 
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of Adorno's approach to both history and music. The 

compar Ison of what was said in the more . philosophical' 

sections of the oialectic of Enlightenment, and what was 

either stated or implied in the critique of music brought to 

l~ght certain discrepancies. For instance, in spite of the 

stated dedication ta the concrete individual detail, sorne 

unwarranted general izatlons detracted from the discussion 

about popular music, myth, and the experience of time. In 

addition, the resort to metaphorlcal and sometimes unmediated 

connections between, for examp] e, internaI musical structures 

and the psychological reactions of individuals, undermined the 

clairn that the concrete lndividual was of paramount concern. 

While mUS1C was not a retreat' into . arrogant esoterica', 

being truly commited to SOC la] change, the resurrection of the 

autonomous individual as the historic subject signified a de 

facto W l thdrawa] from anythlng but personal, psychological 

emanclpatlon. Supposedly fragmented and fractured, history's 

continuity is salvagcd by an underground tradition; denying 

surface continul ty, o.tonal i ty' s rej ection of tonality is 

really a conservation of the bourgeois heritage and music's 

ideal. 

More troublesome than these inconsistencies are a set of 

arnbigultics that seem to stern from conflicts between 

traditional values and terms, ar.d the recognltion that these 

ideological constructs may no longer be valld. The tension 

between the tendency towards deconstruction and the 

unwlllingness te forsake the authentic' mean.i.ng and objective 

truth: between the criticism of functionalist rationaliry and 

the subjugation of bath abject and subject ta the utilit.arian 

system, and the desire for true rationality, also Dased on the 

duality of suject and abJect; between the emphasis on 

regaining experience and sensuality, and the subc~dination of 

the female' emotions to the male' intellect and energy, aIl 

weaken Adorno' s own condemnation of rational ized, male-
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dominated consumer society. The utopian potential that is 

drawn out from Adorno 1 s theories resembles precisely that 

Enlightenment ideal which reflects the values of White, male, 

bourgeois individuals. Thus his theory of music and society 

rejects the potentially liberating action of women, Blacks, 

non-westerners and gays, who are currentl y engaged in cultural 

struggles. 

The quest for authenticity, bel1ef in rationality, and 

the inferiority of feminine values, are mutually support ive 

in ensuring that, within Adorno's theories, new collectivities 

cannot undermine the authori ty of tradi tional values. For 

example, Adorno' s presumption that no authentic 1 collectiv ity 

is possible is justification for locatin~ authenticity within 

the texte The primacy of the text is in turn supported by 

rationalism, which posits both an objective truth, ilnd as a 

secoDdary factor, the superlority of the intellect over the 

emotions. This latter ~spect further lcgitmizes the refusaI 

to consider the audience 1 s elTlotional response ilS a valid 

source of meaning-giving. Finally, the supcriority qranted 

to masculine over feminine traits (also justified by 

rational ism' s equation of the fcmlnine w i th nature, and 

desire to master bath), is another factor ln the edse with 

which the emotio~alr sensual clement of musIC is subordlnatcd 

ta the rational, obJective text. l\.uthendcity, ratlonalism 

and the correlated domInance of male valucs combine to 

insulate the privlleges of the dominant groups, Qnd divorce 

the theory from the groups whom It obJcctiries and dismisses. 

Finally, the inability of the cheory to respond to the 

challenges of these groups lS a factor of Adorno 1 s csscnlia lly 

pessimistic Vlew of society and the potential [or change. 

Convinced that no basis for political and social action could 

exist given the social totality, Adorno retreated to the 

authenticity of the musical text as a substitute for political 

commi tment. Potentially revolutionary 1 the theory of the 
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musical dynamic is dependent on music 1 s social alienation, 

which thereby deprives society of the last experience of true 

historical temporality, and the possibility of change. The 

internaI music.ll revolution can only be maintained at the 

expense of soc:icty' s petrifaction. The process by which 

subverslve groups and lnteLpretar~~ns develop, are absorbed 

by the culture industry, anà then reappear in sorne other 

guise, can not be seen let aione explained from this 

perspect ive. 

Hav ing discussed the flaws in Adorno' s ideas, it IDust 

still be said that many of his conclusions may indeed be 

vaUd. His criticism of popular music's standardization and 

conscl.ous adherence to a hit 1 formula, the condescension with 

which musicians, radio stations and record con~anies play to 

the lowest commom denominator (pre-estilbl ished by market 

research), and even the way in which time i5 set aside for 

- new 1 (different) music, are aIl insights that must be 

considered seriously. 

replete with ; mages 

AlI popular media including music are 

or sounds of success, of beauty, of 

femininity and masculinl.ty that encourage unquestioning 

conformi ty. Manipulation of des ires and e:·cpectat ions, and the 

power struggle over who defines and designs the se desires, 

disagreement over the values reflected, cannot be understood 

from a position where domination itself is ignored. 

And yet, this cultural struggle can only be apprec iated 

if the corollaries of struggl9 , chaos and uncertainty, are 

also accepted. While Adorno recognizes the breakdown of the 

older order, his proposaI of orderly negation in music 

ef fecti vely denies the disorder that accompanies all 

substantial c..~ange, and the constant chaos wi thout which 

politicai struggle itself is inconceivable. In the end, 

music 1 ~ revolutionary impulr,e is its desire to conserve the 

traditional authority and authentici ty of the master's voice. 

------------------------------____________ ~ ___ H~ 
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