Chapter 1

| ntroduction

1. General Considerations

This thesis investigates Adorno’s notion of expi@ssin Aesthetic Theory It
describes some of the features of his critiqudnefWestern aesthetical-philosophical-
historical tradition important for the comprehemsaf hisAesthetic Theorprimarily
involving theories about the relation between thdividual and nature. Adorno
suggests that the understanding of this relatiomrgst the Western aesthetical-
philosophical-historical tradition, mostly comingpin the ideas of Kant, Hegel and
Nietzsche, contributed for a comprehension of atisthwhich emphasises either the
individual or nature. In either case, Adorno peresian unbalanced relation between
individual and nature which, according to him, gtthe root of suffering. For that
reason, suffering is irAesthetic Theorythe expression of the relation - or the

unbalanced relation - between the individual artdnea

Furthermore, he considers that all manners of geimce expression, apart from
expression as suffering, are contributing to théalemced relation between the
individual and nature thus perpetuating sufferiifis notion of expression as
suffering has two different directions in his theo®n the one hand, it expresses the
unbalanced relation between the individual andneadnd on the other hand, it makes
possible consciousness about this relationship veantiy change minimising

suffering.

Therefore, Adorno’Aesthetic Theoryeveals his understanding of suffering as both
positive and negative experience in which express® a form of knowledge
acquisition qualitatively different from knowledgecquired through reason. The
importance of expression is central for Adorno’slenstanding of aesthetics as an
expression of the real world. For Adorno, it is iaubkat better imparts the knowledge
immanent in expression due its affinity and nonembtgal language. His
understanding of musical technique in relation t@ression is crucial for his

understanding of music as an expression of reality.
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There are several important elements Adsthetic Theoryto be considered for

consistent thought about his notion of expressgsudfering and its relation to music
within Adorno’s philosophical context. First of alt demands an understanding of
Adorno’s dialectical philosophy and writing in tleentext of critique as a mode of
thought in which there is no particular conclusianbe attained apart from the
recognition of the dialectical quality of thingsdabeings; that is to say, something is
only something through its relation to the othethat, in the course of history, this
relation happens only by differentiation and negatiThe meaning which eventually
comes out of this relation is never definite; isigject to infinite change produced by

critical though.

“Dialectic is the unswerving effort to conjoin reass critical consciousness of itself and the caiti
experience of objects. The scientific concept offioation makes its home in that realm of separate

rigid concepts, such as those of theory and expegie(Adorno, 1993 pp 9, 10)

Thus Adorno’s discourse upon expression carefulgids making ‘expression as
suffering’ a static statement. Rather, his notidnerpression reveals an inherent
movement, positive and negative, in suffering dwe its dialectical quality.

Furthermore, Adorno’s notion of expression as suftgis a reflective quality rather
than a definition or a conclusion. It is an objeetiexperience that adds to
consciousness aspects of reality that reason iabietto reach. It is a reflection of a
second order, produced by expressive featureseobdif, different from reflection

produced by reasoning.

Expression in regard to reflection and consciousneserent in suffering, imparts
irrational and nonconceptual features from witlia subject as a result of the process
of the domination of nature which is, in Adornofebry, a source of suffering with
roots in relations between subject and object. diation to music, expression as
having the relation of subject and object as cdntenparts these irrational and
nonconceptual features mediated by technique thrdig idea oimmanence of the
musical material Irrationality and nonconceptuality are constitliae the idea of
suffering as what is not identical to the subjettte process of domination of nature -

to preserve identity. Suffering is thus at the saime good and bad. It is a negative



and a positive experience; that is to say, it isuffering that the possibilities of
freedom from domination reside at the same time ithexpresses such domination.
His notion of expression as positive and negatigegence is very important for the
understanding about why aesthetics has an importdat for the individual and

society for Adorno.

According to Nicholsen and J. Sampaio, experiemcédorno takes a “form of
immediate negation, of nausea, shock, alienatimspdance and despair”, preserving
truth and identity. The importance of expression fAesthetic Theoryesides in its
quality of unity as a tension between oppositegiai®n between subject and object.
In expression, the subject can actually meet th&radictoriness of subject and
object, which is the power relations between hunen nature, and therefore find
the unity of thought, experience and sensibflitHowever the experience is not
pleasant; as Adorno sees the process in which gsiprehappens as painful. In order
to avoid contact with reality, the individual ddtafrom the same aspects of reality
that might be a source of sufferifgAlienation is the result of a regressive
consciousness in which the subject substitutetyeaith illusion* For Adorno, the
situation is worse after the Enlightenment. For hine idea of ‘better life’ increased
the possibilities for alienation. Westhetic TheoryAdorno identifies several elements
that contribute to alienation, particularly the coodification of the culture industry,

Romantic ideal of natural beauty, and idealisttzegts.

Expression imAesthetic Theorys the ‘quality’ that brings the subject back &ality,

in which the integration of all aspects that aresrglted becomes possible. In
conceiving an individual who integrates all thespexts within him or herself,
Adorno constructs a model of argumentation thatratdts dialectically with other
theories in order to affirm his own particular vi@ivaesthetics as adding expression
to consciousness; for that reason, expressionfesna of knowledge. Mediation is
thus the aspect @festhetic Theorthat is “most radical and, to some, indigestibfe”

! Adorno, 1993 p xvii.
2 Adorno, 1993 p xvi.
% For a more detailed reading in relatiordetachmenin Aesthetic TheorgeeSherrat, 2000.
* Sherrat, 2000 p 63.
® Adorno, 1993 p xvi.



In Aesthetic TheoryAdorno also investigates the causes for dominatidthough
Adorno is related to the Frankfurt School in terafshis critique of modernity in
regard to the Second World War, Aesthetic Theoryhe is also investigating the
reasons for suffering, its historico-philosophicaintext, in a broader perspective,
particularly the manner in which the individualates to nature in favour of his or her
own development. He also investigates which aspafcthe individual might have
been contributing to what he considers regressiveociety, where the process of
domination of nature is predominant. What creatédfesng? For Adorno it is the
power relation between humans, the process of darnimof nature, and individual's
avoidance of facing reality that in his theory core@s his critique of reason, his

historical perspective, psychology, sociology arsglaesthetics.

For Adorno, progress and regression are relatembhsciousness as it is intimately
connected to historyAdorno’s notion of progression has less to do withnotion of
development as having linear progress. His vieyprofjress is closely related to his
critique of modernity in which for him, the mostvashced societies - with the most
technological sources as well as modernist fargas®ut bringing a better world -
are the ones that produced ‘total catastrophe’this regard modernism produced
narrow forms of consciousness preventing the pihisgilof critical thought. For
Adorno, progress and regression are related tpribeess of domination of nature, a
relation between the individual and nature. For rido situations and facts are not
isolated; they are dependant upon historical wtatiand because of that, the manner
in which modernity deals with the past is extremglportant for his theory. What are
the features in history, in philosophy, in the wiagividuals relate to others, in
consciousness that contribute to a regressive tg@cihis issue leads to the second
important element iMesthetic Theoryhat helps to comprehend Adorno’s notion of

progress and regression.

For Adorno, history is a changing constellationretdments in which perception and

concepts are dependdhPerception and concepts are subject to histoawe of

® Adorno, 2005 p 89.
" Adorno, 1997 pp 33-4.
8 Adorno, 1997 p 2.



movement not to a set of invariants, in which megracquires its conteritThus,

understanding of the world is always in transiteor needs to be interpreted only by
history’s transitory character. From his view o$tbry, concepts and definitions are
also subject to critique as they are historicalreedt. For that reason, Adorno, when
dealing with traditional manners of dealing wittncepts, is generally relating to their
meaning in different historico-philosophical persipges which leads to another

aspect of hi\esthetic Theorywhich is his constant critique of concepts.
2. Aesthetic Theory

In the course oResthetic TheonAdorno cites different ‘types’ of aesthetic, suah

aesthetic semblance, aesthetic truth, aesthetioingraphy, aesthetic nominalism,
aesthetic hedonism, aesthetic identiyd aesthetic rationalismn which specific

theories are related to his own particular viewaetthetics. Although he does not
relates to aesthetics as being of a certain ‘typelorno is making references to
particular theories in which understanding is th@mobjective; that is to say, he is
concerned not only about what reason cannot reatdrms of concepts but also what

makes concepts historical sediment.

In regard to concepts and definitions for Adorin® toncept of subjectivity is central
in two aspects. First, it is because subjectiwstihie starting point for modern theories
of aesthetics, such as KanCsitique of Judgementvhich largely influenced art from
the 19" century onward®’ Second, because the study of subjectivity deatls thie
relation between object and subject in regard towkedge acquisition, reflective
consciousness, and beauty. Therefore, a study abahbjectivity in Adorno’s
Aesthetic Theorys crucial for the understanding of Adorno’s exgres, which
seems to differentiate his theory from traditioaakthetics in the Western modern
philosophy. Moreover, Adorno gives in detail th@eds of traditional usage of the
word subjectivity as historical sediment, in which, according to hiragressive
consciousness is produced. As a consequence otritigue of subjectivity, a
‘materialistic-dialectical aesthetics’ is the unked differentiation by chronological
evidence (instead of taste), and its relation tatws immanently opposed to them: a

° Adorno, 1993 p 3.
19 Bruce Haynes 2007 p 181.
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reaction against historical movements which, in wdds understanding of the

contemporary situation, developed into the failfr&nowledge'*

In Adorno’s Aesthetic Theoryexpression, in contrast to subjectivity, is whiag t
individual contains within him or her that is noeidical to his or her nature.
Expression unifies all aspects that for Adorno iategrated within the individual
such as thought, experience and sensibility. Isatd object to aesthetic experience
as a very important element for the constitutionthe subject which according to
Adorno, was rejected by the historico-aestheti¢alggophical tradition, blocking a
part of the subject that, under his understandintpe dialectics between subject and

object, is essential for an interaction of all agp@f an individual’s existence.

Furthermore, expression is not only related tosthigect but also to the object, for the
latter can express the real content of what wasaseld out from the subject’s
impulses. In regard to arts, expression as suffjadrthe intensionless in the artwork,
produced by impulse, an activity of expression rati by advanced technique. Art
can also emanate from within, through the procésheodomination of nature from

which it emerges and to which they are criticalrégard to art and their relation to
expression, the most radical of esthetic Theorys perhaps that the elements of
creativity are essentially not creative. They abgective and have less to do with
imagination or subjective feelings than with aspeot a living subject, such as

sexuality, desires, happiness, knowledge, powempession, love, hate, pain,

survival, repression, illusion, or pleasure, byieflescribed as elements of thought,
experience, and sensibility. Creativity for Adorresides in objectivity, in the real

world, and in the relation between individual aratune free from the processes of
domination of nature. Furthermore, creativity amagies a ‘mature artif it is

generated by a progressive consciousness.

Consequently, the ‘materialist concept of modethisufor Adorno the expression of

a crisis of experience, of the rise of crises aledge. It is the “conflict between the

1 yvonne Sherrat 2000 pp 42-43.
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inner aesthetically and socially condition€d.lts representative consciousness is
equivalent to advanced technical procedures thgirisingly coincides with total
catastrophe as well as the possibility of freedom identity’® On the other hand, it
seeks the abolition of material interests in whieh process of domination of nature
resides. It is a critique of a spirit that can Behanged at every commodity objett
For Adorno, spirit cannot be sold and the manitestaof spirit in modern art

prevents it from every possibility of commodifiaaii

Thus Adorno questions the philosophical basis ehtivity that rejects, or did not
conceive objective responses for the constructiche artwork. Adorno investigates
what is actually making those responses happeni ate the qualities of these
responses, to what they refer, what are their mapao what they are related as well
as how they relate to the artwork. Theref@dkesthetic Theoris a proposal for a new
understanding or a critical reflection about thdividual in his or her environment
and how art is situated amongst this relation, wing/important for society as well as
for the individual.

Although the elements that for Adorno participatdhe creative process are closely
related to the psychoanalytic idea of the artwag, social structures interfering
deeply in the individual's psyche and a producaaubconscious, he has more to say
about the quality and content of the artwork. Feyghoanalysis, art is an object valid
only for the release of psychological projectionghich still has a residue of

idealism?*®

For Adorno, artwork is more than a projection.slti result of a variety of elements,
including impulse mediated by the law of form entarmgacontent. However, form for

Adorno is not related to pre-established forms isut result of these mediated
processes of creation as a solution for problentwdsn technique and idea. That is
to say, musical form is not an end to be achiemedhich technique is subordinated.
Instead, technique is a tool for the objective ifeps that wish to realise something

not yet foreseen. For that, the basic principle tewhnique in Adorno’s theory is

12 Adorno, 1997 p 34.

13 Adorno, 1997 pp, 33-5.
14 Adorno, 1997 p 29.

15 Adorno 1997 p 8.
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experimentation. In contemporary times, this is enevident due the failure of form
and tradition. However, for Adorno, experimentatiom Expressionism is still
problematic, as he perceives that some of the teghprocedures used at that time
are historical sediments as same as concepts. Ttwusnodern music, a critical
approach to the musical material is the only palsidor experimentation, in the

acknowledgement that:

“If the artist's work is to reach beyond his owmtiagency, then he must in return pay the pricé tha
he, in contrast to the discursively thinking perseannot transcend himself and the objectively
established boundaries” (Adorno, 1997 p 42)

Aesthetic Theoris more than a theory of aesthetics; it is a iseatn expression and
technique in which both interact philosophicallyvasll as practically, considering
elements of reality as part of the creative proclssview of expression gives rise to
a particular notion of technique that Aesthetic Theoryoes not relate solely to
technique in Schoenberg. Although his notions osical technique and critique are
usually connected to hiBhilosophy of Musicin Aesthetic TheoryAdorno proposes

an understanding of compositional technique thattimately related to his notion of

expression and largely determines his notion oficaliform.

Nevertheless, amongst modernist musical trendgsjntSchonberg that Adorno sees a
close relation between musical technique, exprassind consciousned3hilosophy
of Modern Musicserves as an illustration of Adorno’s understagdof the
importance of music in relation téesthetic Theoryin which expression is

fundamental

It is important to notice that Adorno’s lack of dapation in relation to certain
concepts used iRhilosophy of Modern Musimight have interfered in its reception
creating misunderstanding in relation to Adorno’ssmological approach that have
been regarded as “abstract and [lacking] real gtmgn in concrete musical
examples.*® One of the reasons that | think originated whadd®on states to be
misunderstandings in relation Rhilosophy of Modern Musiit is because Adorno
does not explain the aesthetical-technical terraslibe uses in analysing Schoenberg.

16 paddison, 1993 p 270.
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Nevertheless, it is one of Adorno’s characterist€svriting, not to be completely
direct in explaining the concepts he is referringTthis is more evident iRhilosophy
of Modern Musicin which he uses concepts created by him thapassible to be
understood, only through his own theories. Althoégsthetic Theorwas published
years later thafhilosophy of Modern Musidt seems that Adorno already had his
notion of aesthetics clear when he wrBtdlosophy of Modern Musi®©ne reason to
argue in favour of this assumption is becaudehiosophy of Modern Musitie uses
terms developed later in his notion of aesthetstgsh as ‘hovering above’, and
‘movement at standstill’ that were possible to bewn only whenAesthetic Theory
was published. These terms are better clarifiedeasthetic Theoryhich helps to
contextualize his aesthetical-analyses of Schognfddrey relate to Adorno’s notion
of the relation between nature and individual the¢ primal for his notion of
aesthetics. Therefore, it is for that reason thmaChapter 3, | examine the terms
Adorno develops irAesthetic Theoryn relation toPhilosophy of Modern Musito
investigate how Adorno relates theory and practithin his notion of expression as

suffering.

However, there are important differences between ghrpose ofPhilosophy of
Modern Music and Aesthetic Theory In the former, Adorno is adopting a
philosophical-musicological approach to Schoenlsertgchnique that Schoenberg
himself could not have had in mind when building kechnique. For Adorno, the
artist does not need necessarily to be aware ofthewrocesses of expression and
technique interact but he is necessarily impeltecespond to expressive impulses in
which technique is subordinated. Thus, AdornoPimlosophy of Modern Music
investigates how expression and technique are iwgrated within Schoenberg’s
compositions. In regard #esthetic TheoryAdorno seems to be freer in dealing with
aspects of technique as result of his notion ofresgion. InAesthetic Theoryhis
proposals in regard to technique do not necessamdych those of Schoenberg;
Adorno builds his own particular view of techniquiich is not fixed and forms the

basis for his understanding of form.

The artwork is to be seen only by its relationtpression, not to its relation to style,
form, or historical periods. The manner in whichadhieves the objectivisation of

form in perfection with the laws of expression le tartist’'s struggle for technique,
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mediation between historical sediment, the prooéstomination of nature, and the
need of being free from them. In this regard, the@k, through technique, is able to
abstractly communicate social structures withindhest’s struggle of making his or
her expressiveness eloquent. And in that proceseceives its content, which is also
expressive and able to communicate the artisteniidanless; a reflection of a second
order coinciding with social structures, and which the artwork appears as
accidental. However, this communication is not glisive, nor an empty abstraction,
nor even a communication of feelings. Insteadsiticommunication of the silent
agony of the impact of dialectical relations betwedject and subject. In the next
chapter | examine, how agony, in expression aesoff, resembles nature’s identity
in Adorno’s comprehension of both as mute whichoise of his important
perspectives about the aspects in which art shdtesature inAesthetic Theory.

3. Methodology

Adorno’s aesthetics is a theory that comprisesrde/¢heories in modern philosophy
as well as presenting vast examples of differetiéter areas from different periods.
Apart from the complexity of his theoretical baakgnd, there is also Adorno’s own
philosophical perspective about aesthetics, selfjety, and arts. In addition, his
unusual writing style makes his theory difficult uaderstand. Sometimes he is very
direct and careful in explaining whose theory orrkvbe is referring to as well as
what he actually means regarding certain words @iittal perspective. At other
times, he is completely obscure in his phrase cocsbns, which seem to contradict
something he had said only a few paragraphs befoa&ng hisAesthetic Theora
very difficult puzzle. Furthermore, something hetes in one of his works might be
better clarified in another work, which makes thezzle even more difficult.
Therefore, it is very difficult if not impossibl® tgrasp everything abou#esthetic
Theory, even more in a short thesis such as the present Hbowever, there is
necessarily an understanding of some aspects detatalifferent perspectives of
Adorno’s critique of the Western aesthetical-histrphilosophical tradition

essential for the comprehension of his notion @iregsion inAesthetic Theory.

The first aspect is related to the Western aesthéhistorical-philosophical context

of the 19" century, following a Kantian tradition, througtetidea of absolute music
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which in music was represented by symphony andadpeébsolute music illustrates
the divergences about musical understanding irtisaldo notions of autonomy of
instrumental music and in relation to the symphanyg ‘transcendental language’ in
relation to opera. These divergences lasted uph¢o2tf' century, demonstrating
differences amongst aesthetic theories, such asamin (feeling) and formalist

(structure)®

In Chapter 2, | describe Adorno’s notion of expr@ssvhich implies his critique to
19" century aesthetics focusing on the Romantic idematural beauty imesthetic
Theory | investigate Adorno’s comprehension of the retabetween individual and
nature inAesthetic Theorin relation to his critique of Kant, Hegel and Nisthe and
their notions ofsubjectivity spirit, and impulse respectively. Further, 1 examine
Adorno’s investigation of how these notions areated to his dialectics,
demonstrating why Adorno considers perception asditioned by the Western
traditional aesthetic, referring to them as ‘dogoiaMoreover, throughout Adorno’s
comprehension of the relation between individual aature, it is possible to examine

in detail his notion of expression in regard toaartl music.

In Chapter 3, | describe Adorno’s comprehensionfaim in Aesthetic Theory

contrasting his approach to form in SchoenberdgPimlosophy of Modern Music.
Adorno’s notion of form relates to his comprehensiof the relation between
individual and nature in which expression is funéatal. | also examine the musical
elements that are important for his notion of faswell as for his musical criteria.
Chapter 3 also demonstrates the differences betwdemo’s notion of expression in
Aesthetic Theorgnd the Expressionist movement. The differencelessn Adorno’s

critigue of the aesthetic tradition in the contextExpressionism, which illustrates
that his understanding of form Kesthetic Theorys different from the Schoenberg
School. However, it is in the Schoenberg Schoot tAdorno sees, amongst

Expressionist musical movements, a close relatidnig notion of expression.

" Bruce Haynes 2007 p 181; Dalhaus 1989.

18 | udwig FinscherGermany, I: Art and MusiGrove Music online (Accessed on Septembe¥, 15
2007) <http//www.grovemusic.com>.

Dalhaus, 1989 p 69.

16



In regard to the second aspect, a careful readimfgdorno’s notion of subjectivity
and expression amongst philosophical studies abestthetic Theorynakes possible
a comprehension of Adorno’s notion of the imporeanaf expression for the
individual and morality inrAesthetic TheoryAlthough these theories do not take into
consideration the arts in relation to expressioheyt were useful for the
comprehension of the functionality of expressiomhwi the individual in relation to
Adorno’s dialectics. In the conclusion, | descriddorno’s notion of the individual,
which also involves his critique of the Westernthescal-historical-philosophical
tradition. In Aesthetic TheoryAdorno states that expression seems to be more
relevant for the individual preserving his or heeritity’® His notion of expression in
artistic experience suggests that music and artaaremedy for consciousness,
demonstrating his positive view about the dialectand suggesting solutions for

domination.

Therefore, these first two aspects that relate gmilgn to Adorno’s philosophical

perspective contributed to the comprehension ofrAals critique of the Western
aesthetical-historical-philosophical tradition aitsl consequence for his notion of
natural beauty, expression, individual, and artsictv seems to comprise Adorno’s
overall idea of aesthetics. However, in Adorné&ssthetic Theorghese elements
cannot be interpreted separately from each otHezy tare interconnected and

dependant upon relations between the individualretdre.

The third and fourth aspects relates to his musgioél perspective. In regard to the
third, it was necessary an informational literatuabout different trends in

contemporary musicology in relation to Adorno asglwe amongst musical practices
in the context of Expressionism such as twelve-toamposition and historically
informed performance. They were useful for the caghpnsion of the central
discussions about twelve-tone composition and hestily informed performance that
influenced Adorno’s philosophy, and questioned awi such as authenticity and
originality, which were also part of Adorno’s musliagical perspective. Further, a
reading of 18 century’s musical treatise’®n the Playing the Flutas well as

Romantic idea of absolute music in relation to sgony were useful for

19 Adorno, 1997 p 84.
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understanding the changes in the relation betwa&pression, musical material and

consciousness iAesthetic Theory

For Adorno’s notion of expression as sufferingxamine his own writings in relation
to important elements in his theory that constitoie notion of expression, which
relates to a broader theoretical scope within Aesthetic Theoryfor example,

subjectivity, addendum, impulse, spirit, mediatiaon-identity, and mimesis. Other
important Adorno’s literatures useful for the coelpgnsion of expression in
Aesthetic Theonare Critical Models Negative DialecticandHegel: Three Studies.
They provide useful thought about Adorno’s notioh suffering as expressive,
receptive and active; positive and negative expeaeThey elucidate the polarity of
expression in Adorno’s comprehension of suffericigicial for further reflection in

relation to his theory of the self in which aesitets fundamental.
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Chapter 2
Expression in Aesthetic Theory

Expression is a key-word to help reach an undedstgnof what Adorno means by
aesthetics and its importance for the individuatl amts. Adorno has a positive
understanding of expression in regard to the iddiai and society, as mediation
between thought, experience, and sensibifitfowever, it is necessary to locate his
view of expression under certain premises withsthieory to reach an approximate
idea of his interdisciplinary approach to aesttsetien which expression is

fundamental.

One of the most important premises for the undedstg of Adorno’s notion of
expression in relation to art is natural beadtiyor Adorno, nature contains within its
own chaotic structure elements of pleasure and pdich he calls ‘mythical
ambiguity?? andshudderThese elements are part of nature’s objective appea as

living “objects” and they are nature’s identity.

In Aesthetic TheonAdorno explains that nature’s identity causesnapaict within the
subject, which experiences it in an immediate ashoment, a shock. Adorno says that
the impact is the primordial origin of human actigenerating both progression and
regression. In relation to progression or enlightent’ it makes possible the real
experience of the object, the feeling of fear atehgure, where both subject and
object communicate their own distinct identities.régard to regression or myth, it
produces the crude exploitation of nature (proceésdomination of nature),
increasing the Enlightenment idea of a free ancdhifiegl humanity working for

development?

Further, the process of domination of nature suggaeshudderin the experience

between subject and object because of nature’atdmigg quality above subject

2 Adorno, 1993 p xvi.

L “Therefore reflection on natural beauty is irreably requisite to the theory of art.” (Adorno, 1997
62).

22 pAdorno 1997 p 66.

% Adorno, 1997 p 62.
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control and resultant fear of death. However, d@tidon does not only suppress
nature’s threatening element but also the pleadantents which, throughout ‘ascetic
authoritarism,” repress the sensuous phenomenaicimpt the relation between
subject and object’ For art, the suppression of sensuous phenomeidedtistic
aesthetics is one aspect of Adorno’s critique omtlsaidea of disinterested
satisfaction related to a pleasure in contemplatistinct from pleasure in sensual
satisfaction. This pleasure in Kant would be a tyesebjective one of a higher order,
in which beauty is given by a reflective capacrtgtead of sensuous experience.

Moreover, this disinterested satisfaction is precethy a free play between the
faculties of imagination and understanding whiclh Barmoniously in aesthetic
experience. In Kant’'s theory, the communicatiorthef faculties of imagination and
understanding is not empirical or psychological; becessary” Although Kant has
recognised the ‘trembling’ caused by nature inttle®ry of sublime, he separates the
experience of sublime from sensuous phenofiemal, according to Adorno, this is
why Kant placed that experience into reason instéadto the empiricaf/ That is to
say, in Kant, the experience stiudder,which in his theory he calls the sublime, is
produced by reflective properties of the mind whagcka priori experience whilst in

Adorno, the experience shudderis produced by an impact within the individual.

In Adorno’s theory, thought and experience areaghiby his notion of expression
achieving the unity of theory and practice. Therefofor Adorno the freedom
experienced in the subject’s isolation as a reslithe sublime is illusory as it is
otherwise precisely the oppress&d.Adorno reflects upon desire in Kant, who
separates it from art, and in Freud for whom ahdforms unsatisfied libido into
socially productive achievemefit.This separation is what in Kant constitutes art
‘unconcerned that subjective, instinctual composeitart return metamorphosed in

art's mature form which negates thé.

24 ndorno, 1997 p 276.

% Douglas Junior, 2005 p301.
#Douglas Junior p 90.

" Douglas Junior p 62.

2 Adorno, 2005 p 252.

29 Adorno, 1997 pp 10-11.

%0 Adorno, 1997 pp 10-11.
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For Adorno, beauty resides in nature’s identityerBfiore, natural beauty has its
origin in nature’s ‘mythical ambiguity’ of pleasur@nd pain non-identical to the
subject, but nevertheless, mediated within theesilihrough the impact. Therefore,
the manner of knowing the object is given througfecent qualities of the subject
which in Adorno’s Aesthetic Theoryare primarily expression. Expression in this
regard is the quality of the object in Adorno’sinatof shudderand of the subject in
Adorno’s notion of suffering that permits both tonemunicate in a fashion in which
subject is mediated by object as well as objecsiyject.In art, expression is the
quality of the musical material. Moreover, in Adoi dialectics where object and
subject have distinct identities, expression isoanf of knowledge that does not

recognise the polarity between subject and objededinitive™

According to Adorno, Hegel has developed Kant'sioms of universality and

necessity in his idea of spirit:

“Hegel conceives spirit as what exists in and feelf; it is recognised in arts as its substandeasa
thin, abstract layer hovering above it. This wagliait in the definition of beauty as a sensual
semblance of the idea.” (Adorno 1997, p 90)

For Adorno, sensuous phenomenon resides in hi®smaf impulse which is an
activity of expression related either to the impaicshudderor to the impact of the
process of domination of nature. In this regamtulseis an action that permits the
subject following different paths in front of thear of death either of abandonment or
of domination® In regard to abandonment, expression achievesiitig between
thought and experience in peace between the petanf subject and object. This
aspect inAesthetic Theonjs what Yvonne Sherrat calls utopfaln relation to
domination,impulseis critical to the unbalanced relation between aciband object
generating suffering. In relation to art Adorno Igathis actionmimetic impulse
because of its ability to give expression a fornordbver,spirit in art is mimetic

impulsenonidentical to the subject, an action of expmssivhich contains sensual

3L Adorno, 1997 p 111.
32 pdorno, 1997 p 111.
33 See Sherrat 2000.
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satisfaction and critique of the domination of matuvhich in the artwork it is the

appearance of the inward.

Therefore, expression, by mediating subject an@atpjs what makes this process
happen. Adorno’s critique of Hegel in music is @gard to form as being the content
of the artwork, which for Adorno is a form of regseon, as well as in regard to the
absolute concept of art which in"1@entury influenced the manner of experiencing
music as more liberating and detached from languBlge absolute, which for Hegel
is the substance of arts, is for Adorno the his#ritransitoriness from which,
together with his critique of subjectivity and ahge spirit, he adopts his materialist

view of aesthetic®®

According to Adorno, idealist aesthetic theoriesabled the experience of pleasure
and pain in relation to the subject’s reason amhtity making the ‘object like the

subject’, suppressing the object’s identity andssens phenomena. From this
perspective, what was created was an unbalancaibrebetween subject and object;
modern philosophies emphasised either the objdttecsubject. It is in natural beauty
that Adorno sees how this separation (as an untxdarelation between subject and
object), happens amongst modern aesthetic theaniggheir influence in society. In

regard to Kant, by experiencing nature, the seltasscious, through subjective
reason, of his or her freedom and nature’s supsriom regard to Hegel, by

experiencing nature, the self is conscious, throalgbolute spirit, about his or her
superiority to nature. According to Adorno, the$edries placed the immediate
astonishment in subjective consciousness, inverting a priori in aesthetic

experience. For Adorno, it has pathological efféotghe individual and society, such
as false happiness or illusion, the increase af,ghe perpetuation of violence, and
alienation. For that reason, aesthetics, as aptiisej influenced the very concept of
modern self, which according to Adorno reinforced separation between self and
nature even though this distance was paradoxigalbfose relation with nature and

pleasure.

3 Adorno, 1997 p 92.
% Adorno, 1997 p 7.
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In relation to natural beauty, the notionafpriori replaced what for Adorno is the
premise for aesthetic experience, with a notionaitiral beauty as beiragposteriori

or beyond subject’s reason and identity. Furtheenmpression was veiled by ideals
of autonomy and freedom resultant from the samerite that have increased the
process of domination of natufeHowever, for Adorno the real experience between
object and subject is the one in which both subjaotl object are equally
mediated®’preserving their differentiated identities, whichaintains the ‘mythical
ambiguity’ permanently reproduced in the historiaatagonism between subject and

object®

Nevertheless, inAesthetic Theoty expression responds to the predominantly
regressive states of mind and society but takingpsition against them as well as
preserving identity. In regard to Adorno, expressis an irrational response to
domination and repression. For Adorno, what is @epeed as beauty, as it is
conceived by the idealist notion of natural beaigythe anxiety for death and its
immediate negation in consciousness. Thereforaesgn as a critique of culture(s)
gives to the artwork an anticultural manifestationwhich the artwork is free from

the context that has produced it while at the stime reaffirming it>°

For Adorno, the unbalanced relation between sulgadt object is expressed by an
irrationality of the administered world in whichgressive states of mind and society
are predominant. In this regard art participateseaponse of what would be rational
in them, impulse, which in art creates the relatbits particulars to the irrationality
of the administered worlt,

Apart from the inversion of tha priori or in Adorno words, th@reartistic, idealist
aesthetics also replaced the experience of nab@ality with the experience of an
administrated world in the idea of ‘second natugethe representation of human

% Adorno 2005 p 246.
37 Adorno 2005 p 247.
3 Adorno, 1997 p 84.
39 Adorno, 1997 p 81.
40 Adorno, 1997 p 53.
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damage on the earth surface, exploitation as naiture what reality represents as

suffering of the past:

The experience of second nature is thus the expres$ domination that distances
from the fear of death, for what cannot be possitdyminated, in the terrific
appearance of first nature. From this idea of mdtoeauty, the process of domination
of nature is subjectivé’ In this notion of subjectivity, dignity and freedoare
something yet to be achieved and points to the gmynof the object in the subject.
Nevertheless, he considers the possibilities afitiign contemporary society only in
his very specific understanding of aesthetics tbekdtes to his critique of concepts,
law, and freedom. Additionally, dignity can be asled in both individual and art
where the reconciliation between subject and olgeetpresent in both object and
subject. Therefore, expression, in the overall idéaAdorno’s comprehension of
aesthetics, in which suffering has a central pi@iiton, contributes importantly to his

notion of self and arts.

In ‘second nature’, aesthetic experience substtube original shock, caused by
nature’s identity with the appreciation of naturdesvastation in which the mythical
pain was suppressed experiencing second natureaasifol. However, for Adorno,

beauty resides in that ‘mythical ambiguity’ which the quality that the concept of
development wrested from the subject: the immedéasi®nishment, a quality of

nature paradoxically essential to art.

Therefore, the paradox resides in the manner tlogienm aesthetic theories transform
art beauty in ideology in which the aesthetic eigraze of art is closely related to the
aesthetic experience of nature without, howevearpgeising the elements of nature,

the mythical ambiguity of pleasure and pain, asstituting experience.

In relation to natural beauty, the suppressionatfire’s identity from experience in
modern aesthetic theories brought about severasecpuences. On one side, the
element of pain turned into domination and violeracel on the other side, the

element of pleasure turned into sexual repressnhfatility. In relation to arts, in

“1 Adorno, 1997 p 64.
42 Adorno, 1997 p 65.

24



modern society, and according to Adorno, sinceRbaaissance, art functions either
as an object of possession or as a source of pieashich is distant from mythical

ambiguity. However, the attempt to bring back thisasure in arts has a certain
infantile quality, as it is immediately related form instead to the sensuous
satisfaction of its means, indeed, independentgnfform. The means is nevertheless

originated through the impact caused by the raidtietween subject and object.

According to Adorno, during times in which music@mpositions were attached to
form, as an end, the impulse, the expressive nateds still subjugated to the formal
elements within the overall structure of the conijpms. Nevertheless, it is still

possible to recognise impulsive elements in theenadtin the great artworks of the
past where advanced technique combined with impmdatl pass over the limitations
of form, as Adorno exemplifies being the case afjoagst others, Gesualdo,

Beethoven, Bach, and Schoenberg.

In modern artworks where form is not an end, tHatign between technique and
expression has set free ways of dealing with theigodars within the musical

composition. The impulse is thus able to realisewn form without the necessity of
following any prestablished conception of form.t&®l, by combining the expressive
necessities with the particulars, the form is sdwngt that is not foreseen or
premeditated. It is the result of a perfect comtioma between technique and

expression in which form is secondary.

From this perspective, the artwork acquires its asemtity, different from nature but
in a true relation to it. Further, the impulse asng expressive in relation to the
individual and mimetic in arts, is able to impadrh appearance its own expressive
qualities that are different from the subject. Bubject for Adorno is only a part of
this process, which together with the object carata a structure able to say more
than it appears in its form. Therefore, the elemédhtat constitute the object, the
artwork, which are both before technique and egdetd technique are: sensual
phenomena, historical sediment, process of dononaif nature, ‘shudder’, and ‘the
more’ in which artwork becomes - throughout its gass of transforming these

elements eloquent into an image - self identicalf same, more than a thing,
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although only by becoming a thing and thereforeitsgihe subordination of form to

these elements evinces consciousness and givies &ottan affinity with drearfr.

Since impulse is a reminder of the distance betvgedxect and object, it expresses
pain, which is not accessible to discursive knogéedAdorno’s notion of suffering is
therefore the only expressive quality able to imiais separation and a memory of a

‘mythical ambiguity,’ regardless of historical time

“The expressive character of art doesn’t changeaus® of its historical process of domination which

in all periods remains the same.” (Adorno, 1999 p 2

Thus the law of form, which Adorno callappearancein his theory, is the

antagonisms of reality (expression) and unreafidyn{) which gives to art its quality

of a ‘movement at standstill’. Further, the quabfyart and nature of appearing more
than they are, for Adorno, is a result of the oftiyecelements of art and nature that
idealism placed in subjectivity. According to Adornart and nature are related to
each other in aesthetic experience, since for dnendr, it refers to nature ‘as the
mediated plenipotentiary of immediacy’ and for tla¢ter, as the ‘mediated and

objectified world.**

Therefore for Adorno, real pleasure (the mythickdapure) is found emancipated
from form and therefore from beauty. For him, tgoerence art as beauty and
pleasant in form is a regressive experience, afthdie doesn’t mean that all beauty
in art is regressive. It depends upon differerdiatiamongst its elements and
coherence in thaexusof the artwork, independent from form. For that;amstant

avoidance of technical effects is essential. In rib&t chapter, | examine in more
detail some of the features involving Adorno’s oatiof technique in relation to

expression in musical composition throughout a canmspn between some of his
thoughts about technique Aesthetic Theorgnd his understanding of it in relation to

Schoenberg iPhilosophy of Modern Music

The sensuously pleasant for Adorno does not reétaterm but to the process of
giving form through expressive impulsés.From this perspective, sensuous

phenomena are found only through expressive impulgech, in combination with

3 Adorno, 1997 p 86.
“ Adorno, 1997 p 62.
4> Adorno, 1997 p 14.
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critiqgue in relation to the musical elements, pwaElan indirect pleasure in giving
form. It is in this process that the beautiful @hd ugly must reside, not in the results
or ends. In this case, there is no beauty or pghysebut onlythe wayin which one is
dependent upon the other, as for Adorno, beauginaties in the ugly in relation to

the premise of ‘mythical ambiguity.’

According to him, beauty and ugliness are, withirodern aesthetic theories,
regressive aspects of the relation between subjetobject®However, it is only the
knowledge of this process that makes possible stinduish whether or not this
pleasure is grounded in the law of form entirelyaocordance to the nexus of
expressive impulses or if it is “simply a failuré oraft.”*’ In art however, this
distinction is not separated from the questionsgobd or bad?® It is precisely
amongst these distinctions that in art these judggsnare grounded in the relation

between expression and musical technique, not taste

Nevertheless, impulse is the expression of theedii@ls between subject and object
through which sensuous phenomena gives form towdmich does not need to be
necessarily beautiful. Thus, true happiness isatteeptance of sensuous phenomena,
which in the artwork is indirect, independent ofrfip but in which the eloquence, the
language of the artwork can speak out from its dveing in itself’ as nonidentical.
Sensuous in the artwork is thus what is not interatily made. Contrary to it are false
pleasure, infantilism, and kitsch, trademarks far tulture industry which claims to
have had finally put an end to the taBddn this regard, for Adorno, the taboo is
perpetuated by aesthetic theories that set up iexperas a dogma impeding critical

thought essential to enlightenment.

For that reason, to experience the unpleasantlgsrufprm is for him to misinterpret
both ugliness and pain, in which pain can actusiliyalise the features nonidentical
to the subject, making possible a release of gamAdorno, the ugly can make the
beautiful shin€® For him, beauty and pleasure originate in pain ianthe ugly. In
music, the most representative of this relatiodissonance, ‘the aesthetic archetype

“® Adorno, 1997 p 47.
" Adorno, 1997 p 15.
8 Adorno 1997 p 164.
9 Adorno, 1997 p 276.
0 Adorno, 1997 p 84.
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of ambivalence® The manner, in which beauty and ugly were dealmiodern

society and arts, perpetuated the separation betekgct and subject, increasing
repression, domination, and violence. Neverthel€ast also found in the sensuously
pleasant, which is based on form, a regression.tAatlis why he didn’t regard music
as a serious art, because of its lack of contethtsansuously pleasant quality. In this
aspect, Adorno is critical of Kant who ‘emphatigatejected the knowledge from

within. ®?

“Once conscious of this nexus it is impossiblertsist on a critique of culture industry that dravs
line at art” (Adorno, 1997 p 18)

According to Adorno’s understanding of the relatlmetween subject and object in a
context of war, he questions the emancipated iddal, the self liberated from his
instincts, the spiritualized and intellectualizeddividual. He questions how a
modernized individual living in a happy life can imain and sustain horrific
attitudes. It is in Nietzsche’s theory ¥fill to Powerthat Adorno also recognises an
unbalanced relation between subject and objectepemping violence in power
relations amongst individuals and nature. In Nigtess theory the search for

happiness is attached to humanity’s natural searghower.

Will to Poweris a principle for individual evolution based in active, creative force
inherent in nature itself that raises human streidgt survival beyond the basic levels
of subsistence, into the idea of struggle for power a metaphysical realm.
Nietzsche’s previous theories dYill to Power involve his critique of Darwinist
evolutionism regarding the suppression of metagay$eatures within the individual.
Nietzsche’s idea of happiness as the end of huragsopes is the individuahoto of
development which is the “primordiality of egoismdn evolution towards the

individual.”®

The individual is his or her own end without rzpisubjected by a
general good. FurthelVill to Poweris a perfection principle that differentiates
individuals amongst themselves as ‘weak’ or ‘stroimgaccordance to their inner

principle, which acts as an index of perfection.

1 Adorno, 1997 p 15.
2 Adorno, 1997 p 165.
3 Moore, 2006 p 523.
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The idea of a perfect individual represented bydtwecepts of genius and strength is
therefore the salvation of a community destabilibgdthe pathological and weak

individual. In this regard, the strong dominate Weak whose functional activity is

determined by the dominant part.

In Nietzsche’s theory, the individual has an impuis power for the achievement of
happiness. The impulse for Nietzsche is beneatlscioumsness, a “discharge of
strength as the uniquely organic activity of thel wo power.”* Furthermore, this
principle is an activity that belongs to nature aedurs even without a presence of a
subject. The struggle for power is the higher cbodiin which the individual can
overcome its primitive instinctual forces by driginowards the limits of its own

existence.

Adorno’s critique of Nietzsche is directed to hikea of impulse as a discharge of
strength, and power as a principle inherent in msnand nature. For Adorno,
impulse is an expression of dialectics betweenesiibgnd object, and critique of
power relations different from nature’s identitite objective mythical ambiguity of
pleasure and pain. Adorno questions the insepégabil aesthetic experience from

illusion in Nietzsche’s aesthetic theory.

For Nietzsche, illusion is the only way of undenstimg the world as well as the
aesthetic justification because it turns sufferintp notions within which one can
live.>® For him, art has no value in itself apart from imiising suffering through
illusion. For Nietzsche everything has its valugha satisfaction of the will to power
regardless of its purpose. For him, beauty is eefifwith the act of projecting
pleasing Apollonian ‘semblance’ or ‘illusion’ ontdhe object of aesthetic
representation® Further, in Nietzsche’s theory, real life leawves room for the
possibility of lasting satisfaction or happinédsor that reason Nietzsche has a
positive view of art as illusion and semblance vehealues are only extrinsic to art.
Additionally, for Nietzsche, a certain pleasure &vldrance in suffering are indices of

strength, which relates his aesthetic theory wishAll to Power

** pearson, 2006 p 533.
% Pearson, 2006 p 45.
%% pearson 2006 p 42.
" Pearson, 2006 p 42.
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Although Adorno sees (as Nietzsche does) suffeamghaving roots in cruelty,
Adorno’s critique of Nietzsche’s conception of suiihg is because Nietzsche does
not questions it, accepting reality as it is. Thes @are only escapism from cruelty
instead of a critique of it. For Adorno, sufferih@s its roots in domination which
seems to be a ‘natural’ feature within Nietzschisory of Will to Power. In
Adorno’s notion of semblance as illusion is othemvialse happiness, and the ugly

related to this notion of semblance is regressive.

For Adorno, expression as suffering has a positigaling quality which makes
possible the diminishing of suffering as well as gossibility of an action critical of
cruelty. Contrary to Nietzsche, it is not an illusj but the expression of reality. For
him appearancen opposition to form and semblance imparts thaéqere of society
through expression, which for Adorno is tinemanence of the musical materi&br
Adornoimmanencas the metaphysical realm of art that Nietzscheureggd as being
thewill to power. Immanence is thus the content of the artwork thiahs that ‘thin,
abstract layer hovering above®fthich in Adorno’s aesthetic experienceaisra.
Immanenceaura, andappearanceare therefore expressive elements of the artwork i
perfect relation with impulse produced by expressibthe dialectics between subject
and object.

In this polarity, immanence is what is not identiathe subject, and in non-identity
the subject is critical to the object. By negatihie subject expresses what is not
identical. The object in this case is oppressiod damination, different from the
shudder which is free. In relation to the artwork, suljeity is therefore the
expression of ‘second nature’, the process of tiraidation of nature. Therefore it is
only by apprehending the process of giving formt tlse possible to know an

artwork>®

In this process, there is always an element ofidgans which the balance between

subject and object is to be achieved. In this kga@nsion is the relation of ‘form and

%8 Adorno, 1997 pp 89-91.
%9 Adorno 1997 p 88.
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its other represented in the work by particuldfsWithin this constellation of
elements, the relation between arts and sociefyression is the catastrophic state of
being - which for Adorno is the irrationality ofdlradministered world, suffering - of
the emancipated individual in which art particigatas a response and as an

expression of a tension between form and horregsulre and paft.

In relation to modern art, iAesthetic TheonAdorno investigates internal aspects of
the subject and confronts them to the internal @spef society as an advanced
relation between self and nature. Under this petspe expression as the object, the
critiqgue, the immediate negation, the non identdiyes to aesthetics a mode of
indeterminately knowing the world, the elementsnature, as first nature. For that
reason, aesthetics is for Adorno a form of knowtedwrquisition distinct from
reasoning and illusionmoto for human change, progress, and peace in which his
notion of expression as suffering acquires its tpasi perspective. Moreover,
Aesthetic Theorys not only concerned with the experience of husprimarily how

the experience of the world in general relatest® a

However, in the administered world, the experientdirst nature might not be
possible and it gives place to second nature, resmg the first nature as a memory
of freedom in suffering. The experience shudderis thus different from the
experience of second nature, since the former septe what Adorno considers as
freedom (one that perhaps never existed) and ther,l@omination. In this regard,
expression as suffering for Adorno contains thisiginty of the relation between
self and nature as the possibility of freedom adl \ae the consciousness of
domination. Through expression, mythical ambigugtynever forgotten, preventing
the regression of consciousness. Its primordigimiis the relation of self and nature

free of domination. It this regard, Adorno states:

“Peace is the state of differentiation without doation, with the differentiated participating incha
other.” (Adorno, Critical Models, p 2)

Therefore, for peace, amongst Adorno’s understandfrthe world in general, there

is the need of critical thought in relation to bigtal tendency as well as in relation to

0 Adorno 1997 p 53.
1 Adorno 1997 p 53.
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concepts, common to Western aesthetical-histophbabsophical tradition, which in
accordance to his understanding of the dialectiebvéen subject and object
perpetuates domination. In Adorno’s notion of espren, it is suffering that makes
possible a critical action in relation to dominatio

In regard to concepts and their historical sedinmeamitributing for the blocking of
critical thinking, the notions of subjectivity awdbjectivity are, in Adorno, exemplars;
according to him, they need to have priority ovBrdefinitions?? Internality and
externality are thus distinguished, and perhapsneéf only by what they are
referring to in the transitory character of histogyving to concepts of subjectivity
and objectivity a mutable or ambiguous quality. {Th& why for Adorno the
distinction is important to identify their conteuality, and function. In regard to arts

Adorno says:

“The observing subjectivity is to be strictly digguished from the subjective element in the objbett,

is, from the object’s expression s well as fronsitbjectively mediated form”. (Adorno. 1997 p 164)

For Adorno, nature’s identity is distinct from thdentity of the subject and it is
possible to reach, although not through reasonjreat identity. This idea of a
possible understanding of the object without makintike the subject as well as
without the need of dominating fear is Adorno’s mé&undation for his utopia, in
which expression act as a mediator between suapgtbbject. Expression brings the
distinct identities of the subject and the objéttAesthetic Theonart and nature are
completely different, although well integrated viitleach other. His dialectic is the
recognition that subjectivity and objectivity areegent both in the subject and in the

object. For Adorno art beauty is neither aboveb®low natural beauty:

“The tendency to perceive art either extra-aesthet preasthetic fashion, which to this day is
undiminished by an obviously failed education, & anly a barbaric residue or a danger of regressiv
consciousness. Art perceived strictly aestheticallart aesthetically misperceived. Only when art's
other is sensed as a primary layer in the expegi@rficart does it become possible to sublimate this
layer, to dissolve this thematic bonds, without th#onomy of the artwork becoming a matter of
indifference. Art is autonomous and it is not; witlh what is heterogeneous to it, its autonomy elude
it” (Adorno, 1993, p 6)

%2 Adorno 2005, p 246.
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Therefore, Adorno’s notion of the aesthetics iseblasasically upon three elements:
natural beauty, expression, and appearance. How#éwerconjunction of object and
subject has in his theory important consequenaeth@subject as the objectivity of
the subject (which is subjectivity in the objed)the subject’s immediate negation, a
protest against domination. In this regard, Adosnobdtion of music embodies this
process amongst his constellation of elementsitigties the elements of the object:
sensual phenomena, historical sediment, procedsmfnation of nature, ‘shudder’,
and ‘the more’; the elements of the subject: exgpoes impulse, critical thinking, and
knowledge from within; and the elements of art: iam@nce, aura, appearance, and
technique. However all these elements are integradéhin each other through his
notion of mediation, in which suffering seems tockeatral.

There are at least two aspectmsthetic Theorin which arts and nature share. The
first is that both have a quality of a ‘movemenstndstill’ which relates to form and
to his historical perspective. From this aspectheeiarts nor nature are fixed. The
second is that both have a quality of ‘indeternmenats’ in suffering andhudder,
which relates to knowledge. Adorno calls indetemt®mess, that is, something
beyond subject’s identification. Objectively, artdanature have both their historical
gualities of being both a ‘movement at standstil&ture, as arts, falls mute when it
appears to say more than it is; art and naturet goithe primacy of the object in
subjective experience. From this notion of prima€yhe object, Adorno builds his
notion of expression as suffering which togethahwither important notions such as
natural beauty and appearance form a constellabbnelements crucial for
understanding of his comprehension aesthé&fics

In Aesthetic Theorythe idea of expression as suffering starts from telation

between self and nature, which is never compldteiyotten in the relation between
subject and object, where the possession of ‘shiuddes always converted into
totality exchange, precisely reminding what canhet exchanged, spirit, and that

“which appears more truly in the individual thartfre synthesis of singularitie&*”

83 Junior, Douglas 2005 p 305
6 Adorno, 1997p 84.
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Chapter 3

Expression in Philosophy of Modern Music

In this chapter | describe expression as suffeerggiven inAesthetic Theoryn
relation to Adorno’s view of Schoenberg’s SchooPimlosophy of Modern Musidt
also situates Adorno’s notion of expression amotigstExpressionism movement in
the late 18 century. | examine the relation of expression @uthnique in Adorno’s
Aesthetic Theoryin contrast to his musicological approach to Sobheeg in
Philosophy of Musidn order to distinguish Adorno’s comprehensionfofm in
relation to his notion of expression as sufferifigerefore, it is very important to
understand how form happens in Adorno’s conceptibrart, which demands an
understanding of expression within his theory. BEwat reason, in this chapter |
examine Adorno’s notion of expression as suffeang its relation to the process of
giving to an artwork its form, which seem central Adorno’s understanding of

modern art.

In Aesthetic Theoryexpression in relation to art and music is thedification of the

relation between subject and objeciappearanceAdorno explains that this relation
is the basis for creativity and therefore theto for musical technique. For Adorno,
expression is related to the artist and his ordniéical thought about technique that
enables a coherent disposition of particulars wittie distance between what is

internal and what it is not yet existent.

It is this process, that Adorno considers one efrtiost important features of art in
relation to expression because it makes possiklétiiding of an expressive object
that imparts a type of content essential to indiglts understanding about him or
herself as well as about what is not identicahin. It can help consciousness to be
aware of what are the elements internal and exterthe individual that might either
contribute to or be the basis of suffering. Itasnh that can emanate what this process
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is able to communicate; however, it is never an ianitlself. The end for Adorno is
otherwise the means; that is to say, the procesfogfience in giving to the artwork

its form.

In Adorno’s notion of arts, the means coincide witle ends. For that reason, the
notion of beauty and ugliness which relates to fasrsomething predetermined is in
Aesthetic Theorya manner of suppressing this process blocking talibut the
artwork and reducing it to a narrow form of undansling. Further, it impedes
reaching what this process can speak about witsirown eloguence immanently
related to the relation between subject and obfeahsequently, Adorno is critical of
aesthetic theories that relate beauty and ugliteeBsm; he considers these theories a
form of regression and maintenance of sufferingorAd states that the experience of
beauty is intimately related to concepts, ideald Hreories that set up rules about
what is beautiful and about what is needed to aeheauty. For that reason, Adorno
sees these theories as historical sediment andegoestly as dogmatic. Within
music, the same happens in regard to the ugly whas related to technical
procedures that use musical effects to producerticedisharmony. Within the
particulars, it creates a false ‘shock,” which @& norrespondent to expression but to
the achievement of a specific form. In this regdreguty and the ugly can both be a
form of regression; it all depends upon how thdipalars are related to expression.
For Adorno, beauty and ugly are in relation to pmecess, to sensuous phenomena

and to thenexusof the artwork, independent of form.

Adorno’s comprehension of the process is revealddsAesthetic Theorthroughout
his view of the interconnection of aesthetic widpression which has its fundamental
element in Adorno’s critique of the externalityassthetic to aft: Consequently, this
assumption implies a distinction between polest#rnality and externality inherent
in Adorno’s comprehension of the dialectics betwselnject and object. This tends to
the recognition of the intertwinement of these apf@s as the possibility if not, the
realisation of peace, which is what he calls treneiliation between self and nature.
Nevertheless, in music, for this relation betwe&pression, meaningyexus and

form:

8 Adorno, 1997 p xii.
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“It is very difficult to distinguish the aim frorthe affirmative semblance of actuality of meaningi
fashion that would be definitive enough to sattfy philosophical construction of concepts.” (Admrn
1997 p105)

In the previous chapter, through an investigatibdorno’s comprehension of the
relation between subject and object it was possdienderstand why the ‘process of
doing’ is important for expression in relation tdsa giving to the musical material,
through technique, its content. However, he carsidhat during the ‘process of
doing’ there are some features of expression itgblth are necessarily confronted
with the question of how to give to an artwork ftem. These features are the
qualities of expression, external and internal e subject, which are essentially

nonartistic and necessary to arts.

For Adorno, expression is objective, real, a fofnkmowledge, amorphous, resultant
of the relations between subject and object, adameau in the previous chapter.

Moreover, his notion of expression is related amith expression as being suffering
which, in the overall idea of expressionAasthetic Theorympedes an interpretation

of suffering as a concept. Although suffering can donceptualised, for Adorno,

suffering does not relate to any concept. It reldatethe dialectical relation between
subject and object. Therefore, suffering is a calaton of elements, a condensation
of diversified aspects, which in expression appearsa suffering. For this reason,
expression for Adorno is only the expression ofesuig. For Adorno, music serves
as a model since its elements are closest to tlepdnmusness of suffering, giving to

it place to “scream”; that is to say, to be critichthe domination of nature.

In regard to music, Adorno considers that contenimiore important than form.
However, the process of giving content to an arkworplies that in the ‘process of
doing,” form is subordinated to the necessitiegxgression. For him, expression is
found in the ‘process of doing’, not in musicalrforin Aesthetic Theoryexpression
and musical form are antithetical. His critique famm follows his philosophical
approach to concepts, historical sediment, and orgaswhich forms his
comprehension of aesthetic experience. For Addora) can represent a regressive
consciousness if it is based upon musical elenthatsare ready-made, that follow
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prestablished rules, or that aims to reach a peeuwd@ted structure. However, he
recognises the essentiality of form in art and bseaof the elements that involve
form in the historical time he considers form gshdosophical problem in relation to
music. In the ‘process of doing’, musical techniguoest set up expression free from
any predetermined result. For him, the antithesisvben expression (real) and form
(unreal) is the most important problem, which hasiders insoluble, inherent in the

‘process of doing.’

However, although he considers the antithesis bl@no, he recognises it as necessary
because, through form, art is able to communideedal through the unreal. That is
to say, expression, to be eloguent, needs a bad\ettables it to appear. However, it
is not in every form that Adorno finds coherencéhwexpression. There are some
musical forms - such as Hindemith and Stravinskihat he considers to be in
accordance to pre-established concepts about nmusmaents. In relation to the
antithesis between expression and form, the questiat needs to be answered is for
Adorno the ‘how of expressiof?. How can one make the amorphous (expression,

real) be form (unreal)?

For him, there are two aspects to be consideree fif$t is to recognise the unreality
of form as well as the unreality of all elementsichhhe considers as vague, such as
musical idea, motif, and theme. The second is tetcexpression as real, something
objective, although impossible to be conceptualis@kcause expression is
amorphous, for Adorrf3, it is art that, due its own unreality, is ablentake eloquent
the knowledge founded in expression: knowledge etomsd order, able to
communicate the mute - a relation between objedt sarbject as described in the

previous chapter.

For Adorno, the elements of music have a qualitynothingness essential to
expression. He recognises that the elements ofcniasie no content in themselves.
However, what gives content to the artwork is egpi@n and the manner in which the

musical elements are organised in relation tontthis regard, technique is what

 Adorno, 1997 p 114.
7 Adorno, 1987 p 41.
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makes possible the reality of expression - whichchwesiders a reality of a second

order- to be unveiled.

In this regard, for Adorno the ‘process of doing/what mediates expression and the
form in which technique is fundamental. Therefahe, ‘process of doing’ for Adorno
is a paradoxical cycle in which the real is madeugh the unreal in order to appear.
For that reason, he calls an object of agsearanceand not as form or semblance.
Artwork is the appearance of a reality of a seconder. Because of the unsolved
antithesis between expression and form, Adornoiderssthat it is critical reflection
about technique that makes possible expressioreteldquent through form. The
content found in expression is transformed throughbis process of eloquence. As
expression is nonconceptual, but nevertheless asimg, the elements it demands
in relation to technique are different from thosenhich conceptual knowledge uses;
historical sediment in relation to music contritaute a blocking of expression in the

same way that they work for regressive consciousimerelation to aesthetics.

In regard to the nonconceptual nature of expressiaelation to musical technique,
Adorno states that the elements that contributbecritique of historical sediment in
music are discontinuity, non-interpretation, anflection of a second ord&f.The

antithesis between expression and form is expresseatt as the antagonism of
suffering and art as play, the acknowledgemenhefdarkness of radical art, as well

as the recognition of form as theganumof suffering and its neutralisatiGn.

For that reason, form in artwork is central, asags that to find content in form is a
regression; content must be encountered only thr@xgression. His philosophical
approach to music relates his critique of the e#ly of aesthetic, that is to say, to
beauty in relation to form instead of regarding utgao the ‘process of doing’ -
which he considers to be the internal aspectsefttwork, that are at the same time
nonartistic’® Adorno is also concerned about internality ancemlity of musical
form, which follows the same philosophical approémind in hisAesthetic Theory

and which he bases his musicological approach ® Skhoenberg School in

% Adorno 1997 p 27.
%9 Adorno, 1997 p 39.
0 Adorno 1997 p 57.
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Philosophy of Modern Musid-or him, formper seis the ritual of the domination of
nature in play. In relation to the subject and foAdorno states that the subject
annihilates himself when he or she tries to ratisaahe material externally at the
expenses of the inner qualities that masters thek.wktherefore, through his
understanding of form in relation to expressionnmsical composition Adorno
distinguishes between construction and compositibhis distinction between
construction and composition is in relation to #rgithesis between expression and
form, which follows his critique to the externalityf aesthetics and his view of
‘knowledge from within’ developed iAesthetic TheoryThis might explain why for
Adorno technique is essential and how it is ablempart content, not because of the
musical elementper sebut because of the manner in which form is in etaoce

with expression.

For Adorno, construction is the procedure in whichsical elements are external to
the work.”* It is a structure that, by montage, seeks a uhiy has its basis/affinity
in cognitive processes. The cognitive process tti@tmaterial imposes is indifferent
to self-expression. The subjective subject is is tkgard no more than illusion; in
which the subject anticipates its own expressiowlmen the subject is not aware that
he is annihilating his own expression in favouraotognitive process that is more
concerned to the elements that are ready-made dutside, thus he is working in
favour of his own regression as of the musical melteln this regard, the subject

cannot predict in terms of result due his own ctgaiprocess’ limitation.

However, for Adorno, there is a real qualitative sical element from which the
subject cannot escape; a subjective element imtterial called ‘accident’ which is
the non-intentional artistically genuine and expnes. In the ‘accident,” where the
subject loses control, the subject disappears ahdtlorough this disappearance does
artwork breaks through reason. However, the actigerfound through mimetic
impulses, which acts as a mediator between expressidappearanceNevertheless,
it is technique that organises these elements,hwfbichim are the elements that need

to be considered in the realisation or evaluatioanoartwork.

" Adorno, 1997 p 57.
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In this regard, how does modern art needsto benwmeg in face of the collapse of
traditional procedures? Adorno’s answer is free trmbnover the material and
technology’? However, for him, lack of form and the break ofrfocan represent
either inconsistency or coherence. How to distisiglietween them? Philosophy of
Modern Musi¢ Adorno offers a case study about his notion @birsistency and
coherence in relation to expression and form. For, hadical music perceives man’s
suffering” and for that reason modern music is closer tbt®n of expression and
freedom than those from earlier periods. For Adpthe problems related to form in
modern music are related to what he caflsltural watchwords, which
predetermines musical form, anticipates and impeslgzession. Therefore, the
expression of the dialectics between subject andcblis not realised, causing an
impoverishment of the musical material due its latkcontent, since for Adorno,

content is found only in his notion of expressisrsaffering.

In Aesthetic Theoryhe distinction between inconsistence and cohereecgands a
need of distinguishing between nexus and effeatplying a tension which is the
relation of ‘form and its other represented in Wk by particulars™ In this regard,

art itself is dialectical. Art's ambivalence is take the unreal (form) as real act
(expression) in instardppearance? In music it is dissonance that expresses this
ambivalence. However, art as meggearancas not useful. Appearancas not only
expressive elements; it is a thing whose poweroisapipear, and the process is

externalised as their own act, not only as humanarcto humans onlY.

Adorno ‘judges’ in terms of art’s expressivity wiits relation to technique, which
does not mean its relation to perfection nor taghér art posited by the idea aft
pour I'art. Instead, it relates to the preartistic level mf(expression), which is at the
same time the memento of art’s anticultural charache antithesis to the empirical
world as explained in the previous chapter. The -amtistic characteristic of

expression is for him the requisite for aesthetpegience.

2 Adorno, 1997 p 59.
3 Adorno, 1987 p 41.
4 Adorno 1987 p 4.

> Adorno 1997 p 53.
® Adorno 1997 p 79.
" Adorno 1997 p 80.
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Nevertheless, irPhilosophy of MusicAdorno approaches his idea of technique in
relation to Schoenberg which is the contemporammuser who is closer to his idea
of the ‘process of doing’ in relation to the angitiis between expression and form. In
Philosophy of Modern Musi@dorno states that modern music in relation tol#te
Schoenberg and his school approaches the dialdmiegeen subject and object, as
explained in the previous chapter, by polarizingression’® This polarization
resembles the relation between self and naturesimythical aspect upon Adorno’s
notion of ‘movement at standstill’. In the previocisapter, we saw that it is in this
quality of ‘movement at standstill’ that nature poned with arts. In Schoenberg’s
Erwartung, Adorno perceives how Schoenberg expresses thidioreldetween
expression and form in his musical material and ltogerves as a basis for further
development of Schoenberg’s technique. The pol#@izaf expression consists on
one hand, absorbing shock, which generates moveraadt on the other hand a

human being paralysed by his or her own anxietyfaadof death.

“It is this polarisation upon which the total wortd form of the mature Schoenberg - and Webern as
well - depends. The intensification of musical “commication” - not even suspected by this school in
the beginning - the difference between theme amgldpment, the constancy of harmonic flow, and
the unbroken melodic line are destroyed by thisapsdtion. There is not one of Schoenberg’'s
technical innovations which cannot be traced bacthat polarisation of expression, and which does
not reveal traces of this polarisation even beytre sphere of expression. This might well offer
insight into the interdependency of form and cohtienall music. For one thing, it is foolish to
proscribe exaggerated technical articulation asnédistic. All forms of music, not just those of

Expressionism are realisations of content.” (Adoi®87 p 42)

However, in Aesthetic Theory Adorno is far deeper in giving examples about
expression as suffering regardless of historicalode Further, he explains in more
detail what technique is and how it happens intiglao expression. However, in this
short thesis, it is impossible to grasp all aspet#&dorno’s technique and expression
in relation to the individual, society, and mudiowever, in order to exemplify his
notion of expression as suffering within a musicahtext, | examine Adorno’s
understanding of Schoenberg Rhilosophy of Modern Musianderlying that his
notion of technique, as he developsAiesthetic Theoryis indeed independent from

Schoenberg.

8 Adorno, 1997 p 42.
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In the introduction ofPhilosophy of New MusicAdorno connects the situation of
Modern music with what he thinks to be the cridigwture, in which the concept of
order in music correlates to the concept of ordesogiety that raised, through the end
of ‘which could be foreseen,” a type of musical amization, more properly

understood as a second organisation, in relatidwstoritique of form.

Adorno’s critique of reason and natural beauty ulmEs notions of second
reflection, second communication, and second natel@ed to his dialectics. In
music, specifically in what concerns his undersiag@f modern music, as presented
in Philosophy of Modern Musidche builds a notion of second organisation which
comprises his notion about the chaotic state ae$pand his notion of musical form.
From his critique of form, he constructs a notidntlee musical material as an
expression of social relations, which he develagsrlin Aesthetic Theoryn his

understanding of expression as suffering.

In Aesthetic TheoryAdorno describes more deeply his notion of teghaiand its
relation to expression, aesthetics, arts and sodien in Philosophy of Modern
Music. He considers specifics aspects of the musical gbiwtehis time in order to
investigatenow the musical material is in fact related to socedhtions as well as to
expression, according to his understanding ofvetigped inAesthetic Theory

In Aesthetic TheoryAdorno is clear when he says that expressionotsonly the
expression of living subjects but also the expossipon relations between subject
and object of which the subject has no controlsE&xpression in modern music is the
basis of the break of form that follows an orgatara of particulars, which in
Philosophy of Modern Musids better achieved in Alban Bergi&/ozzeckhan in
Schoenberg'€rwartung’® Twelve-tone technique is for him, one example ofvh
the Second Viennese School had achieved the tfuthodern context through its
radical reflection upon the antithesis between famd expression in relation to the
context, concepts, historical sediment, and reasbe. musical material in modern
music is predetermined by historical tendency, baypdechnical procedures that had
already been conceived. For Adorno, it is from comssness of the historical

9 Adorno 1987 p 30.
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tendency as a fact permeating creative imptfigkat the historical tendency can be
overcome, even when its results does not precisdiyw the elements in which its
final structure has developed from. This is theecés twelve tone technique.
However he states that

“Twelve-tone technique must not to be misunderstasda “technique of composition”, as was, for
example, the technique of Impressionism. All eBotdb employ it as such results in absurdity”
(Adorno, 1987 p 61)

The matter for Adorno is how to turn these his@rienplications less legib® The
argument is not to turn the historical proceduess llegible onlyer se that is to say,
not only by what this lack of legibility can produexternally in terms of effects; but
how these processes challenge these historicalicatioins, which Adorno calls
energy and which, according tcAesthetic Theory are immanently related to

consciousness, historical sediment, and concepts.

Adorno states that society has become unawageery which he understands to be
a central problem for compositi6AWithin Adorno’s understanding, in the ‘process
of doing’, the subject faces aspects that relatéhéo dialectic, which to a certain
extent constitutes these historical implicationse Tmplications can be, in one aspect,
concepts and dogmatic understanding of aesthehihwin the previous chapter we
sought to be in relation to historical-philosopHiaasthetical western tradition’, and
in another aspect, the reconciliation between selfl nature in the notion of

expression of suffering.

Energyin Philosophy of Modern Musics an historical tendency; it is subjective
rather than expression. It is what Aesthetic Theorgyhe process of domination of
nature has become in the advanced relation betalgiect and subject. In relation to
modern music these two aspects (subjectivitgreeygyand objectivity as expression)
are significant. In regard to the first, the usafjenusical elements such as triads and
resolutions in a fashion that deals with them ipreviously established structure as

well as regarding them as having conteet seis a form of regressive attitude

8 Adorno 1987 p 33.
81 Adorno 1987 p 32.
82 Adorno 1987 p 33.
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towards musical material. In regard to the secoind reflection about these
procedures in relation to ‘the process of doingigioates coherence between
expression and form without form be something pitdgthed. In regard to the latter,
the musical material works in favour of an enligige consciousness. Adorno states
that it is only by ‘disobedience, independence, apdntaneity’ that the most
organised structure can achieve its critique oftiagerial®®

The relation between the ‘processes of doing’ amtsciousness for Adorno is primal
for his positive notion of expression as sufferingart and its positive analysis of
Schoenberg’s School. For Adorno, ontology residedife perception of the kinetic
laws of matter” in which “not all things are podsilat all times.®* This argument is
an important factor to comprehend Adorno’s undediteg of historical determinacy
in the musical material as well as for his analyaisSchoenberg ifPhilosophy of
Modern Music It also serves to help comprehend Adorno’s misiggoal aptitude
towards the musical material, which consists ircipig the musical elements in their
historical context. That is to say, musical elemsetiitat might have served for a
specific time, type of composition, or specific quuser does not have the same
validity out from the context that had createdAs. this contextualised musicological
approach has perhaps been discussed more extgnamehgst performance in the
beginning of the 20 century, it seems that, in composition, at leasten Adorno’s
writings, the composer is still eluded by the ideflmagination and/or creation that

impedes his or her reflection about what is in fachnical innovatiof®

It is in Schoenberg that Adorno perceives a constiess of false freedom between
energyand expression in which the composer is impellegs$pond in reaction of the
perpetuation ofenergyas a form of thought, form of perception and a fooin
determining what is right and wrong ‘unequivocatlgpendant upon this single
chord®® For Adorno, this single chord is - whatever therchis - the unquestionable

perpetuation oénergythroughout time.

8 Adorno, 1987 p 37.
8 Adorno 1987 p 33.
8 Adorno 1987 p 36.
8 Adorno 1987 p 36.
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Adorno states that there are residues of this pgaipen in the works of Stravinsky
and Hindemith, which he evaluates as being a malftetechnical procedures in
relation to musical elements within the artwork time context of social decay.
Furthermore, Adorno’s understanding of these com@dscompositional methods
relates to the impossibility of real expressiongwehthe subject is free ehergyonly

by accepting, by being conscious of its dependeridein a fashion thaenergyis

transformed into its opposite instead of shadowhgiorical tendency through a
certain disposition of musical elements. Althougiving satisfactory results for the

modern ear, they still perpetuate concepts thak\wgainst consciousness.

In Aesthetic TheoryAdorno considers that musical elements are anowgit For

him, it is mimetic impulses that gives form and meg to them and, because of
social processes, concepts, and believes, thesemig carried out throughout history
a meaning which does not corresponds to what Adoonsiders to be real meaning -
a meaning that embedded relations of subject anectpbwhich seems to be for
Adorno more valid for the individual than for thmgularities of such elements. In
this regard, for Adorno, the Schoenberg Schooleadrthese elements back to their
amorphous state by incorporating theimo a reoriented musical technique.
According to Adorno, such innovation was only pbksthrough consciousness of the

relation and disparities betweenergyand society.

The overall notion of expression in relation to &shberg inPhilosophy of Modern
Musicis to be considered in different perspective fitbin Expressionist movement in
which Schoenberg is situated. It is also to be icemed as a reflection amongst
theories of aesthetics that had contributed toonstiof expression that regard it as
imitation whether of the outer or inner nature, resgntation and expression of
emotions, expression of the will, expression oflifggs, or expression of the
unconscious. These views of expression relateftereint epochs in history and since
18" century have been influencing understanding aidestern musié® For Adorno
expression is only the expression of sufferingelation between object and subject

which is:

87 Adorno 1997 p xx.
8 Max Paddisontistory of the Concept of Expression, 2.After 180&ford Music Online.
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“integrated into the work's ‘law of form’ throughhdg powerful historical tendency towards
rationalization. These opposing aspects interant, ‘@xpression’ is seen as the result of tension
between them”. (Max PaddisoHlistory of the Concept of Expression, 2.After 1808ford Music
Online)

Moreover, Adorno’s view of expression is integral aesthetic only through his
notion of expression as suffering, which is theregpion of the dialectics between
subject and object as explained in the previouptenaln his view of expression,
Adorno adopts mimesis and formalifmin a very different perspective where
mimesis does not imitate and form does not follow eule. For Adorno, expression
is what rules form ana@ priori mimesis. In his view of expression aspriori, his

notion of aesthetics becomes qualitatively difféream the theories of aesthetic in
which subjectivity isa priori. From this perspective, his notion of expressiorgrdl

to aesthetic suggests “an aesthetical rationafityfandamental to the human moral”
in which his notion of expression “is a reflectiabout the limits of reason in front of

opaque objectivity of suffering which is only paity exposed by the sense®””

In relation to Philosophy of Modern MusicAdorno considers Schoenberg’s
espressivdifferent from Romantic expression approachingnigee emotions of the
unconscious®™ However, in relation toAesthetic Theoryhe is critical towards

psychoanalytical theories which:

“falls short of the phenomenon of art. Psychoanslyseats artworks as nothing but facts, yet it
neglects their own objectivity, their inner coneisty, their level of form, their critical impulsteir

relation to non physical reality, and, finally, thielea of truth.” (Adorno, 1997 p 9)

From this point of view Adorno differs from Expréssism’s theories of expression
which is “regarded as the direct expression of ¢lverwhelming power of the

unconscious®

89 Max PaddisonHistory of the Concept of Expression, 2.After 18D&ford Music Online.
0 Douglas Junior, 2005 p16.

1 Adorno, pp 38-9.

92 Max Paddisontistory of the Concept of Expression, 2.After 180&ford Music Online.
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In relation to Expressionism, Adorno states tha thanner in which the musical
elements were set free from traditional procedwnigls the belief that these elements
inherently expressed something is illusory. For vhdo the relation between
expression and the musical material corresponds ‘dapriciousness and
accidentalness’ Another aspect of Adorno’s critique of the Expiesist movement
is in relation to the concept of the new in theeaspthat within the context of
Expressionism, the new was attached to the idesxpérimentation - element that
Adorno considers essential to technique. For Adothe intention of achieving the
new in modernism through experimentation impliedbjective convictions and
psychological character of the arti&tn relation to this idea of experimentation, the

fundamental and problematic was:

“the latently traditionalistic belief that [experéntation] would automatically become clear whether
the results were a match for what had already lestablished and could thus legitimates themselves.
This concept of experimentation became acceptdteagame time it became problematic in its trust in
continuity” (Adorno, 1997 p 24)

For Adorno, when the ‘process of doing’ is suboatid to coherence of the musical
elements, it will employ methods without havingnind any result®> Adorno states
that this process implies consciousness aboutrtist lass of power and the fact that
imagination does not have a fixed focds.For Adorno “the truth of the new is
situated in the intensionles¥.In this regard for Adorno, experimentation hasrbee
appropriated by what he calsms(cubism, expressionism, impressionism) which are
“schools that replace traditional and institutionalithority with an objective
authority”, and which does not necessarily culmeniat great works? That is why
for him the distinction between inconsistency amdherence is important for the
production or evaluation of the artwork in whicks hinderstanding of ‘knowledge
from within’ seems to be essential. However Philosophy of Modern Musighis
coherent approach to the musical material, in whicd Schoenberg School is

exemplar, demonstrates objectivity as a ‘countevenzent of Expressionisni”

% Adorno, 1997 p 90.
% Adorno, 1997 p 23.
% Adorno 1997 p 24.
% Adorno 1997 24.

9 Adorno 1997 p 26.
% Adorno, 1997 p 25.
% Adorno, 1987 p 49.
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From this perspective Adorno’s notion of expressagnsuffering that he presents in
Aesthetic Theorgoes not correspond entirely with his view of Exgsienism, which
suggests that his notion of expressiorAgsthetic Theorys developed, perhaps not
completely, independent from his musicological apph to Schoenberg in
Philosophy of Modern MusicOne of the reasons that led Adorno to a more
differentiated notion of expression from Expresgon is related to his idea of
experimentation in relation to coherence, whichnsedo be inAesthetic Theory
fundamental for what he calls the ‘transcenderitathe artwork'® His critique of
Expressionism is based on his criteria for modetnwdich is the avoidance of
effects.!®® Therefore, Adorno’s independent view of expressianrelation to
Expressionism enables him to develop an idea dfnigae inAesthetic Theoryn

which the ‘artwork draws credit from a praxis thas yet to begin-*?

190 Adorno, 1997 p 78.
191 Adorno, 1997 p 78.
192 Adorno 1997 p 83.
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Chapter 4
Conclusion

Adorno’s criticismis a re-reading of a subject, a re-evaluation sfdny and human
relations in late capitalism “animated by the drifee self-preservation.**® For
Adorno, life is distorted in the unbalanced relatlzetween subject and object, since
for him there is no possibility of an existence @pdndent of the transsubjective
world. In relation to aesthetics, the possibilifyaonotion of existence without the
object has created distortion of perception in Wwtdeauty is misperceived. For him,
aesthetics contains the object and for that reasas expressive. In conjoining
aesthetics with expression, Adorno’s notion of klemlge acquisition is related to

both consciousnesses as a form of thought andaamaof bodily action.

Aesthetics in this regard is not only reflectiveratation to the mind, but also active
in relation to the body. Adorno conceives bodilgpenses as form of knowledge
acquisition qualitatively different from knowledgeequired through reason. In his
conception of the object within the subject Adoroonceives an irrational self.
Suffering inAesthetic Theorgxpresses irrationality; it is what cannot be padlto a
concept:® It is resultant of the process of domination ofuna that, through history,
interferes in the individual formation as a defotima of the individual’s nature. Such
formation/deformation enters in the subject througih impact, an immediate
astonishment in which Adorno sees the primordiaiorof human action. It is in this
way that, Adorno conceives expression as reguldtivenorality—and by extension
for education—produced by aesthetic experience. é¥ew his morality implies a
conception of metaphysical experience as an expmzieof the non-identical,
throughout which the individual is capable of péritey his or her distance
(cognitive, aesthetical, and moral) from nature &odh others in relation to him or
herself. The metaphysical experience acts irrationally apdntaneously in the

individual, whose expression is given under an ilsg@uThe impulse is regenerator,

193 Cook, 2004 pp 73-4.
194 Douglas Junior p 2005 p 20.
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expressive and it will be the objective and corpbuffering, through which the

individual is capable to diminish its own pain aslivas the pain of the othéf?

Consequently, Adorno’s investigation of the supgie@s of bodily responses in
aesthetic experience has consequences for thedodlwho annihilates morality and
the possibility of real experience. In the suppmssf morality the process of
domination of nature is predominant. The suppressiadhe object in experience is a
cause of dehumanisation, an advance towards a lpgited narcissism where
suffering, violence, and unfreedom reside; the etthjs an “open insanity*°® He

considers the inseparability of subject from objbetonly condition for existence and

morality. This is the primacy of the object in expace’’

In Aesthetic Theorythe relation of music with social development,tdmg, and
consciousness has its roots in Adorno’s invesbgatbout the relation between
subject and object. For Adorno, history, as natigrdijscontinuous and chaotic, which
the process of domination of nature tends to Hfitde break with reason is possible
only through expression, thus the reconciliatiothvihe chaotic state of history and
nature is achieved, preventing the failure of reasto modes of thought that works
against the “original” state of discontinuity andaos. It is throughout Adorno’s
investigation of the relation between art, exp@ssand the process of doing that he
builds his notion of music as able to impart mayaihroughout the musical material.
For modern music, his notion of musical technigsein close relation with the
original state of discontinuity of nature and hrgtoThe relation of morality and
musical material is in relation to coherence wikpression, which is not related to
‘right’ or ‘wrong’ as being externally interferingpme specific actions, but to critique
domination, which tends to rule precisely what h&en regarded as ‘right’ and
‘wrong’ by the Western aesthetical-historical-psophical tradition, which in his
Philosophy of Musiappears asnergyimpeding expression.

1% Douglas Junior, 2005 p 315.
1% Cook, 2004 p 84.
197 Cook, 2004 p 81.
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In regard to expression as suffering Aesthetic TheoryAdorno’s critique to
subjectivity amongst Western aesthetical-histofatalosophical tradition is central

since, according to Douglas Junior (2005):

(1) it suppressed the experience as consciousnesitativis of the individual,
(2) it suppressed knowledge as reflective agent capabtonfer awareness of
domination;

(3) it is regarded as being good,;

Although Adorno was introduced amongst British alerican musicology only

during the 1990s, his works are relevant for posiene musicology because of the
increasingly awareness of the importance of musintext as dependant upon
interdisciplinary narratives, focusing on criticismhile decentring technical analysis

to confront the artwork in “aesthetical ternt&®.

However, Adorno’s approach to music is not onlyagard to sociology, the culture
industry, or alienation nor a completely detachmdmdm formalism. His

comprehension of musical material, as presentdéhitosophy of Modern Musigs

an aesthetic-technical analysis comprising bothmébist and historico-critical
musicological tendencies of the "20century.’®® In this regard, through an
investigation of his notion of expression as suffigr it is possible to achieve a
comprehension of how coherent Adorno is in relatthgory with practice, formalism

with historico-criticism in whichAesthetic Theoris exemplar.

Adorno’s comprehension of the dialectic between jettb and object is
interdisciplinary and can be incorporated by ddfdr areas such as politics,
sociology, cultural studies, art, music, environtakrsciences, development, and
philosophy. However, one of the most importantemi of Adorno’s theory is, in my
opinion, his understanding about the self, his ar fanctionality, feelings, thinking,
and relations. His theory, almost always regardedoessimistic, reveals a great
compassion for human beings and sadness aboutycided theory emanates anra
that innocently hovers above the reader with lawé @desire for peace. His attempt to

198 Sythonik 2002 p 237.
199 sutbonik, 2002 p 237.

51



bring a ‘better world’ might have some residuesarhanticism and perhaps this is
one reason that makes Ipgsitive dialecticsa utopia. It seems that to reach the most
positive aspects of his theory, it is necessamgnter into the deepest and darkest well
where death resides, ready to remind that theakvays something beyond reasoning
present at each instant of life. Moreover, it isiavitation to face the fear of the
journey into the well, which seems to compriseitiveards of consciousness and the
outwards of the world. His theory is a journey tbamnprises life and death, suffering
and love; whatever side of the journey, it will bejourney through extremes,

opposites interacting with each other in tensiba,ttvo sides of the coin.

Adorno’s comprehension about music in context iseaample about how music
achieves the expression of these extremes; and rmodasic, in particular, the
consciousness of death. Perhaps, it is his vieason§ciousness in relation to music
that makes Adorno regard it a serious art. Furtbeemhis notion of expression as
suffering, suggests a physiology of the processoaig, which | believe gives insight
into improvisation in contemporary classical compos, a trend that at the time of
Aesthetic Theorywas not as common as it is now a day. Furtheuggssts a healing
quality of music, not in the same perspective asitithnerapy, but in relation to the
artwork alive in cultural activities, processes wofusical production and the
importance of the artist for society, which mightlixserve as a justification for his

Aesthetic Theotry
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