Utopian Decoustruction: Ernst Bloch,
Paul de Man and the Politics of music

CHRISTOPHER NORRIS

The signs are that Marxist criticism is at present undergoing one
ot its periodic shifts of theoretical vision. What is at stake is a
widespread revaluation of utopian or visionary thought as it bears
upon the Marxist project ot historical understanding, This amounts to
a questioning of the received view that utopian reverie was a kind
ot infantile disorder, an escepe from the problems and exigencies of
materialist critique into a realm of unancliored speculation where thinking
encountered no resistance to its wildest dreams. This attitude was
supposedly warranted by Marx’s scattered allusions to utopian mystics
and ideologues like Saint Simon, Fourier and Robert Owen, It was
also based on a decidedly selective reading of Engels’s Communism:
seientific and ulopian (188C) where the argument for Marxist ‘science’ in
fact goes along with a qualified respect for the genuine emancipatory
impulses embodied in utopian thought.

Fredric Jameson's book The Political Uncenscicus (1980) sets out to
reclaim a positive or future-oriented version of Marzist hermeneutic,
a philosophy of principled utopian faith to set against the purely
demystifying drive of so much recent theoretical work. He is even
willing to ealis: varisus patristic, theols3ical and other-worldly schemes
of interpretative thought, provided these can be effectively coopted
into a master-narrative whose ultimate terms re secular and Marxist.
Thus Jameson argues for a reappropriation of the traditional four ‘levels’
of exegesis- the literal, moral, allegorical and analogical-as stages on the
path to an enriched understanding of Marxist hermeneutic method.
History remains, in Jamesons ‘words, thé <untranscendable horizon’ of
thought, the point toward which all meanings converge in the quest
for some ultimate ‘totalizing’ grasp. Dialectical materialism is the only
standpoint from which these variou partial narratives and perspectives
can at last be seen as composing a history that makes sense of them
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in adequately complex and non-reductive terms. Otherwise Marxism is
always in danger of imposing a monological scheme of understading,
either through some variant of the crude base/superstructure model,
or - as in Althusser’s case- by reducing consciousness, history, culture
and subjective agency to mere effects of a dominant structaral complex
whose workings can only appear under the aspect of detached theo-
retical knowledge.?

Jameson’s ideas are expressly indebted to the greatest of modern
utopian thinkers the German Marxist and visionary philosopher Ernst
Bloch, There is a well-known passage from one of Marx’s letters that
Bloch was fond of quoting, and that indicates something of his own
close but ambivalent relationship to Marzist thought.

So our slogan must be: reform of consciousness, not through dogma,

but through the analysis of that mystical consciousness which has

not yet become clear to itself. It will then turn out that the

world has long dreamt of that of which it had only to have a

clear idea to possess it really. It will turn out that it is nota

question of any conceptual rupture between past and future, but
rather of the completion of the thoughts of the past.3

This passage is remarkable for the fact that it pretigures all th:
major themes of Bloch’s utopian thinking, It is also of interest,
in light of what T have said so far, for rejecting the idea of
revolutionary change as a rupture with past ways of thought, or
as striving to achieve, in Althusserian terms, a decisive ‘epistemological
break’ that marks the transition from lived ideology to genuine
theoretical knowledge. One can read Bloch’s work as a sustained,
indeed lifelong effort to give substance to the kind of alternative
vision held out by these comments of Marx. That they strike a note
distinctly alien to most subsequent versions of Marxist thought is a

fact to which Bloch’s own fortunes, and the reception-history of his
‘writing, bear e¢loquent witness.

Up to now it has been difficult for the monoglot English reader
to obtain more than a hazy impression of Bloch’s enormously ambitious
and wide-ranging work. Apart from Jameson’s pioneering chapter in
Marxism and Form (1971), the main source was through Bloch’s various
debates and polemics with other Marxist thinkers, notably Adorno,
Lukacs and Brecht.t The sheer bulk of his writings, as well as their
charged poetic style and resistance to orderly exposition, have so far
conspired against his entering the mainstream of Western Marxist
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debate. However, this situation has now begun to change with the
appearance of two major texts in English translation. One is Bloch’s
magnum opus The Principle of Hepe, a three-volume work which ranges
over the entire compass of his thinking, from the politics of popular
culture and everyday lite to philosophy, religion, aesthetics, psycho-
analysis and every sphere of thought where Bloch detects the latent

-signs of an as-yet unrealised utopian potential.5 The other is a collection

of essays On The Philosophy Of Music which brings together work from
his early ‘expressionist’ period with pieces written much later when
loch’s thinking had undergone a shift toward more overtly Marxist
concepts and categories.8 Between them, these volumes make it possible

at last for the English reader to grasp the full extent to Bloch’s
innovatory thinking,

In what follows, T shall concentrate on those aspects of his work
most directly concerned with rusic in its political or utopian-redemptive
aspect, For Bloch, as for others before him in the German philosophical
tradition - notably Schopenhauer and Nictzsche - music was at once the
most humanly-revealing form of art and the form most resistant to
description or analysis in conceptuval terms. But this was no reason,
he argued, for retreating into an attitude of mystical irrationalism
which denied music any kind of cognitive import, or (conversely) tor
adopting the formalist standpoint which reduced it to a play of purely
abtract structures and relationships devoid of expressive content, If musical
aestheti¢s had hitherto--tended to vaccillate between these extremes,
it was not so much by reason of some ultimate deadlock in the nature
of thinking about music, but more an indication of the limits placed
upon thought by its present confinement to a rigid catagorical logic
and a subject-object dualism incapable of transcending such antinomies.
Bloch sees an example of this limiting perspective in the way that
Bach’s music has been praised alternately for its qualities of ‘pure’,
mathematical structure and its power to move emotions by a kind
of effective contagion quite beyond reach of analysis. ‘Utterly wrong
though the romanticizing which occurred in Mendelssohn's rendeéring
of Bach is, equally an understanding of Bach cannot be achieved bty
mere dead dismissal of romanticism, ‘as if nothing remained after it
but reified form’7 '

Here Bloch concurs with Adorno’s.argument in the polemical essay
‘Bach defended against his devotees’.$ Critics and pertormers who

celebrate Bach in the pame of ‘absolute music’ are in fact submitting
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their judgment to those forces of inhuman abstraction and reification
which mark the latest stage of capitalist social relationss ‘This “new
objec'ivity” in relation to Bach reproduces with a supposedly positive
significance the judgment which was common half a century after
Bach’s death and which in fact submerged him as the greatest musician’
(Principle of Hete, p. 1064, Ard such excesses always lead to aswing
in the opposite direction, in this case toward a style of sentimentalized
performance which lacks any feeling for structure or form Thus ‘a
poorly overcome romanticism tock revenge by again introducing
expressive interpretation, but now not even in the Mendelssohnian style
but in the style of the sentimental bower’ (p. 1065). This recepticn-history
is for Bloch symptomatic of everything that presently stands in the way
of an adequate musical response. It reflects the kind of bad dialectic,
the shutting back and forth between extremes of ‘objective’ and
tsubjective’ response, which leaves its mark on every thought and
perception in an age of commedified cultural experience. Bloch would
no doubt have found this judgment amply confirmed had be lived to
witpess the present - day obsessicn with ‘authenticity’ in musical per=
formance. Such ideas can only be deluded, he would argue, in so far
as they substitute a dead, monumentalized concept of tradition for
the living, evolving, dialectical process of change which has come
between us and the cultural products of an earlier age. The jargon
of authenticity is in fact nothing more than a kind of self defeating
nostalgia, a harkingeback to ideas and practices that are falsified as
soon as one sets them up as absolute, ahistorical values.

For Bloch, the only way to transcend such reified notions is by
a pew kind of listening, one that effectively opens the path toward
a state of redeemed utopian promise. This %urplus’ of future-oriented
meaning was ungraspable, he thought, within the terms har.ded down
by Western philosophical tradition. Certainly music had figured at
various points in this tradition as a kind of qualitative touchstone,
a pame for whatever surpassed er eluded the powers of abstract
conceptualization. For Schopenhauer especially, music gave accesstoa
realm of primordial experience - the will in its all ceaseless strivings
and desires - which the other arts (painting, architecture, poetry) could
only express at a certain discance of formal representation. 8 Thus
music was the truth to which philosophy aspired but which could
never reach the point of articulate understanding since language itself,
and philosophical language in particular, dealt only in concepts or
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abstract ‘figures of thought. And: there is a ‘deeper-ambivalence about - -
Schopetihauer’s atttitude to- music, “sinte he commits himself to the
fo“ll_‘dwi’uﬁ' contradictory propositions. 1) that the highest point of buman
wisdom and felicity iisi to dchieve detachment from the restless activity
of will, tHi€ stite to be ‘apedved 'at through a kind of self-disciplined
ccnéempﬁ‘ci’ve tepose; thbehiakin to -the Nirvana of Buddhist teaching;
2) that  tmusic ' most directly embodies the unconscious, inarticulate
stiivings ot ‘will; 'and 3) despite this, that music is the highest form
of art since it dispenses with the vasious.intermediary concepts and
réﬁtéi@fﬁ:étions“ which - chidracterize other kinds of aesthetic. experience.
All thtée propositions are . integral . to his thinking, but there is no
way of squaring their ‘plainly contradictory entailments.

This problem has been recognigedf;byScbopgnhaur’s commentators,
éven ‘the more sympathetic among them, who treat it as a curious
logical flaw in his otherwise intensely single-minded philosophy.10 For
Bisch,lion” the other hand, it is a sign of Schopenhauer’s failure to
grasp ‘'the utopian ot forward-looking element in music,.its appeal not
%o & tealm of archaic, instinctual desire that precedes articulate thought,
but to that which lies beyond the aporias of self-conscious reason and
which draws thinking on toward the promise of tianscending all such
antinomies. .Sthopenhauer ¢an conceive of no ultimate good save that
which -comes: of -#scaping. the:-wilh, putting away all. obJects of desire
afd’ thus enjoying that longawaited: ‘sabpath’ from the penal servitude
f-ingtihct when. ‘the wheel of .ixiop stands still’ and the mind
achiﬂcs 5_a~state«oi=‘pe:fected staical indifference. But what then of
-inﬁc-; ‘the experience of which +.as.Bloch says, paraphrasing Schopenhauer
< ‘spesks ~of the- exclusive essence: itself, weal and woe only, the
iniversal ‘will and.that alane. as.the most serious and the most real
‘thing’ of all <we can: find' ? (PM, p. 127). This desperate conclusion
is forced .upod .Schapenhauer by -his equation of ‘reality’ with the dark,
fédeuctive, selfdsreying nature of human.instinct, and his total dis-
:Bé_ﬁéf“iﬁf the redémptive power. of: hisgory, poligics or. secular reason.
;gg’ "B :r:‘ iwwfiﬁ?mfhtwei?‘byiimmht,tbefu;gpiat.x‘dimansion
,g“?‘f i & Vand" ﬁéayi?igJ*iff‘éﬂy | g Y recetd ¢ of ‘archmic struggles and
&ﬁfﬁ% Schoperihiter: codemtis: bis owm philosophito self-captradiction
’ahgll: lh'gqiiﬁi’f“tg’f nibitist ‘déwaltr ot 3oudiee s :

BLCERIE RS L 35 2 PO '

Y2 | o »_‘ : o . 4:‘ . B . A
tfé’.;‘.JJaBl&B?%ahfbe seen at thelaffirmativeoqunterpart to Schapanhauer’s
glopry ‘metaphysics | bf wilt and reptesentation. :Fe -concuss’in tgeating
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isic as thie source of primoidisk: trubhe theti gan-as yet find: na vgice
irs philosophy dr the othew: asth Thés pewen be attsibutes. to music’s.
pécutiadl ¥ iwwards - chatacter, ity capatity -to call out. feelings _and
réspanses that have :hithexto caisheld only in confused.og pnchoate fgrm
b whieh.now firid dxpredion i the. seslm of ordered sousd.. Such
is the cepacity for ‘vi listening '(FieWhoren) that can work
ts teaustigure the very: codditiobe of-hunian: seRsSUCUS awaTeness. What
nvafc embedies ih poresttiel fotm: is ‘s figueing-out in fonte. hominum- ot
(i @46 36 uboplin sd: feraseating, in snv area of intensity thatis
oper Giily to tnalic’ (N Pl 2B For ‘nusic provides the most striking
neimAtion of -thiat alvmyscoaditionel future state when subject and
object, mind #ad: fistime might yet. be reconciled beyond their present,
diy_\,(iglﬂeducotditiqp. Like Schopenhauer again, he contrasts this inward-

ness. of musical’ Sxpethence witlh-the external, phenomenal or visual
charagter,

apagfer  pertai tiny ¢ “othet 'artforms. Of coetse this is pot so
ofbjyxgugtj the 'chee with poetty or Tiferary languege. But in so far as
dhes pittalie Of hiprwmtation - of ¢hat Which, acéording to Schopanhaver,
exists oy at & ‘cértiin temove gttt $hié primérdial experiense of will
-they are Tikewiss €o be thought of ds fedisted forms of expression
which {ack the shéer infe’nsfty of musical experience:

Yhis i§ not to say that Bloch in any sense devalues literature,
of séts up ¢he kihd of tigid Hieraebical system that one finds in
Schopetifiauer™ theoty ‘of 4t Indeedy some.of his most powsesful, writing
L5 Fiy Pritifls OF Eope i¥ deobted o Goethe’s fou and other such
works wHiTé ¥hb -HpEDE 'O Usopin thougts it expressed tbrough
images. Bf ' sectiiifiied  hystierl uperiénce or- Promethesn overresching.
But it is lﬁmﬁﬁ’it ¢hAE hid hinking: finds its elective homeground,
s domalh Whete"the sibject-objeet relation takes on a peculiarly charged
m&ﬁfMW This lis why its meeging eludes any theory
based ‘6n fiotiohs ‘6F - *sbséutis fornr’, ot of stru.tural relations, nuwerical
proportions amd so- ferth:. as'ithe ultimate constituents of music. Such
{dets are Vhvoredisal- inn. ke Yoot sense, going back to the ‘Graek terme
Yot sedihg, contemplation and other essentially wisual metaphags saised
Into tumitepts of puiely: intellectual knowledge. As Jacques Decrigh
telinds va thess sublimsted figures 30 permeate the.discoyrse of Western
philcsophy that it is impossible to escapg there imfluence.1 But we
can, according to Bloch, at least imagine an "alternative rea m of
iveriohde, Sone 1 whiokiupoimts' begdad the kind ‘of static qatology

énfevted by these ~Ghuad. anatogues abd- which thus opens up 3 more

s
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actiye, Lranriormating, grage. of the subigstrabiect dialestic. ‘Mumgic is,
for, &.dgener, reasom than. wps bitharka. evident, the. latest,of theests,
suceeeding visality . and. belonding to the farmally eccentric philnsophy
of inmesdnas, - s ethiceiand -metaphysics, This. meags, objectivels
pepataating: t. the-sose of .the: listenar rinstead of the savanmty instead
of mese fprm-amalynis.. Beth the existence and; the. congept of mpsjc
are. only, atSained: in, supjunchion with a new obiect-theory, with the
metaphysics of divination and utopja’ (PM, pp. 120-31). Thus music
holds aut .the promise of a. .edjca) txansformation, not oply in our
habits of gesthetic, response buf in -every sphere ‘f}'thél!'ghﬁ' ethics and
politice includad ~ whete the telation between knower and kpown is
a field patensisly open for creative rejmagining.

. (I
Of course there are problems in coming to terms with any
nlithesophy - which atakes its faith an such a leap owtside all past and
pistant categoriee af thought. The difficulty is posed most agutely by
Bdochls attempts o explain the ‘dialectic of natuse’ in terms of an
envisighed utopiam opercoming of tha subject-objest dualism, This might
poey te place:bim in dangesave proximity. to that cuctent of wulgar-
Marxist materialism which naively conflates the dialectical process of
thought with the antagonistic forces (or so-called ‘contradictions’) of
extedial nature. In fact Bloch:is everywhere alset’ to such confusioms,
ond: pegards tham. ms deterssined in. part by the inadequate heritsge
of feamal, postrArintoselipn loghe, and in peyt by the pitiless divorce
botween: swbject and cbject imposed by an:alien, dissociated sense of
‘how -Abipking relates: to the world of sensuous experience. His reiterated
imith miekt (‘not yet’}; is therefore both akind of lagical shifter-designed
S0 bripg sbowt. a gqualitative change in the owder of classical logic-
and a means toward imagining the ultimate transcendence of man’s
‘slienatlon froim natuse: B this respect Bloch comes clove to the position
indoptgd by the  curly Liskace in - Mistory :And: Closs-Genséiousness, alshotgh
-thoir ipathe diverged shiwply when Dukots:dime to repudiate iris own
Fidealint’ Aspnings iin the mame - Stalinist-orshodoxy.) Yet this trans-
amadents can - taly . be adltieved Orovigh “everitable leap of faith, since
M mntv@eben& dbselutely ¢ri-a’ spétulative coscept of fature
‘aind °4 16l fas “‘Sbme Woull say, a preudo-logie) whose potenttal is as
‘yoo uimeilied i arty piésently-existitg system of thought. T
ooy M (s CNNAN ST - : o ’
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These problems are sddressed by Wayne Hudlon ifi'thé'dnly full
-length study of Bloch yet to appéar in English. If it is not possible,
as Hudson says, ‘to extract much emancipatory potential from the
dialectical process of ‘nhature in its ‘présent form’, then theré is always
the risk‘that this process will ‘be ‘atbitrarily teansferred to - history,
despite the fact thit’ in histéry, unfike nature, ‘& subjective factor
has emerged with camcmus ‘pirposes’.}2 In a sense this critlcmn undou-
bﬂy hits' the marE ‘One could cite from almost every page of Bloch’s
writing sentences which metaphoucally double back and forth between
images of natural growth and development on the one hand, "and
figures of utopiah-redemptive promise on the other. Very often they
strike an apocalyptic' tone which dees inded suggest that these metaphors
are carrying a burden of meaning that resists articulation in more
prosaic terms, and that might rppear largely nonsensical if so treated.
The following passage may stand as a fairly representative instance:

:Only -the. ‘musical ‘nete, that enigma of sensuausness, is sufficiently

-omenc¢umbeped by the world yet phenomenal enough to the last
- torreturn - like the melaphysicel word - as a final material factor
. in the fulfilment of mystical selfsperception, spread  purely upon

the golden sub-soil of the receptive human potentiality, (PM,
D 120) :

Such - writing is clearly open-to the charge that it works by assmulatmg
natureor a certain quasi - dialectical image of nature-to a language
shot  through with metaphors: of humen purpose, activity and conscious
striving for changh. To this extent it bears out Hudson’s argument
that: Bloch is in:danger of: collapsing ontological distinctions, treating
“history as a kind: of organic process, and thus producing -a mystified
-account of those:soctal and material forces that shape human existence.

~One respense to this charge might be that: Bloch is after ail
.attempting ‘pothing less than a full-scale tevision of the candespts and
categoties .that have zhitherto gdverned what cousts as ‘rational-argd-
-went. This takes back to the heritage of German metaphysical and
specylative thpught, to. those philosophers Kant, Fichte, Schelling and
Hegel) in -whose - wosk - there, unfolds a dialactical - debate on..the
relationship. between gg;lb]ect and object, kgowet and knowg, It aleo
leads to hispevisionist, Wmtoi ;hoqe ancient, medxeval and rengissanve
thinkers whom Bloch regards as baving opened up a space for utopian
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divination. Ip his late work  Experimentum, Myndi (1975), he explores the
lineage. of an “Aristotelian left’ which worked to convert the ‘immaterial
fopps’ of.a Platonizing. Greek, philosaphy into an ‘active fororladen
matter’,a realist doctrine, which nonetheless rejected any notion of the real
as fixed in terms of its presentlyexisting attributes For Aristotle,
reality is not exhausted by giving an account of what offers itself to
immedjate knowledge and perception. It must also include an espect of
future pessibility, aidimension- wherein things are latently other than
they seem, and where knowledge takes on a forward-looking modality
adequate to this sense of the capacity for change possessed by objects in the
natural world. Aristotle’s potentialist metaphysics was largely lost to
view through the subsequent growth of more narrowly empirical philo-
sophies of mind and nature. But its promise was maintained by those
heteradox. thinkers~ notably ‘Avicenna and Averrpés- who continued to
develop a kind ‘of utopian materialism, qoe that held out against the
reification of matter . as inert substance, and the consequent reduction of
‘knowledge iuself to a passive contemplation of external forms. Even where
this tradition led into byways of mystical and pantheist thought- as with
Bruno and renaissance neo-Platonism- there was still, Blo:h argues,a
materialist subtext of unrealised hopes and desires which might yet be
‘reclaimed by .a Marxism open to such heterogeneous sources.

But there remains a real problem with any such use of organicisg.or
‘patuzalizing images ‘and r;;eta‘phors-' This protlem takes on a political
edge when one considers the role played by such analogies in the history of
aesthetics - and especially of musical aesthetics - in the wake of German
_romanticism. Fdr'Schop:nhalier, as we have seen, music gave access toa
realm of expetiencé beyond words or concepts, a realm of ultimate truth,
Lto be spre, bli‘,t ‘of" a tryth which c_ould never find expression in articulate

~fogm, Far Niptzsghe Jikfé\}/ig‘mﬁkﬁ&l\;ﬁm.ﬁ‘?yt the promise of a knowledge

. «deyond mere conceptual reason, a knowledge forgotten since the time of

. Sberates,. when Greek tragic drama entered its peiiod of decline and
- philogophy, in the shape oi socratic dialectic, asserted its claims to rational
‘mastery. % Nietzscle is very firm in rejecting what he sees as the world-
weary quietism and escapist ethos of Schopenhauer’s thinking. Music-and
apecifically Wagner’s music - brings ~with it a force of creative renewal
which will make of pinetgenth-geptury German culture a second great age

of world=historical achievem:nt, one in which the two great opposing
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impulses - the Dionysian Iﬁ;idﬂﬁoﬂoﬁiéﬁ - will agatn be intetlocked in the
kind of titanic struggle that engendets great works of ‘art. Up to now,
Nietzsche argued, this vital energy had been lost through the predominiane
of the Apollonian principle, of evetything that belonged on the side of
form, self-discipline, abstraction and rational control. Hence the conven-
tional view of Greek culture promulgated by scholars like Winckelmann,
the notion that its highest attainmients consisted in the ‘classical’ ideals of
hatmony, grace, perfected balance and proportion. What was lost to sight
through this civilizing process was precisely the repressed Dienysian
element, the dark side of irrational energies and drives which could
scarcely be contained by that other, form-giving principle.

Such ‘is the pseudo-historical myth of origins that animates the
argument of Nietzsché’s early tract, The Birth Of Tragedy from the Spirit of
Music15 1t seeks to transform the very nature of thought and perception
by asking us to hear, in Wagner's music, the signs of a new aesthetic
dispénsation that would overcome all ‘forms of conceptual abstraction,
including the subject-object antinony that had plagued the discourse of
phildsophy from Socrates to Kant. In this respect Nietzsche is simply
pushing to its extreme that high-romantic faith in the synthesizing powets
of creative imgination that typifies the work of philosopher-critics like
Gp.ethe and Coleridge. Aesthetics takes over the burden of achieving what
cannot be achieved by any form of theoretical reason, namely that union of
sensuous experience with concepts. of pure understanding which had
figured, since Kant at least, as the main preoccupation of philosophy.
Kant himself had claimed to resolve this problem in some notoriously
obscure passages where "he appeals to the *productive imagination” as a
faculty that somehow manages to synthesize the forms of a priori
knowledge (for instance, our concepts of causality, tinve and space) with the
concrete data of phendmiensl expériuide Which alotie - give substanee to
those conceépts.ls ‘OtbetwiSe thinking would 'soon become lost in the toils
of metaphysicdl abstraction;'in those airy regions of speculative paradox
which Kant describes under the heading ‘Paralogisms of Pure Reason’. And
this would lead inevitably to the 'dead-end of ‘epistemological scepticism,
the despair of discovering any valid or necessary link between concepts
and phenomena. Hence his dictum that ‘concepts without intuitions are
empty; intuitions without concepts are blind’. But this claim is made gocd
at crucial points in Kant’s argument (including the ‘Transcendental
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Aesthetic’ that Tays out his groundwork for the Critigue Of Pure Reason) in
terms that derive, more or less obliquely, from the discourse on art and the
modalities of aesthetic experience that will occupy Kant in the Third
Critique.?’

So it was that such questions were installed at the heart of
subsequent (post-Kaatian) philosophy of mind and knowledge. In Hegel,
Schopenhauver and Nietzsche, aesthetics comes to play an increasingly
central rele, as the emphasis shifts from a critical account of reason, its
constitutive powers and limits, to a kind of expressionist philosophizing
that tries to make sense - narrative or mythical sense - of the various
forms .and manifestations of human creative activity. Two themesin
pasticular emerged in the course of this development : the preeminence of
music as the highest rea!m of aesthetic experience, and the superiority of

- Symbol over Allegory in termrs of artistic beauty and truth.l8 And these

assumptions went together to the extent that language in its symbolic
mode was treated, like music, as ,a means of overcoming the otherwise
insurmountable split between thought and perceptien, subject and object,
concepts and sensuous intuitions, If literature henceforth aspired to the
condition of music, thea it did so in the shape of a symbolist aesthetic
which dreamed that language might at least momentarily transcend these
hatetul antinomies, thus managing to reconcile the world of phenomenal
perception with the realm of noumenal reason. And this remains the belief
of those modern interpreters for whom the Romantic ideal of ‘unmediated
vision’ ' retains its considerable seductive power. In the words of
M ‘H. Abrams, ‘the best Romantic meditations on a landscape all manifest
a transaction between subject and object in which the thought incorporates
and makes explicit what was already implicit in the outer scene'.1® Such
‘moments can ooly come about through the power of language to fuse

-orgamically with nature and the objects of sensory perception, so that

meaning is experienced as somehow conmsubstantial with the images,

. memories or natural forms which evoke these visionary states of mird. The

relation between signifier and signified is no longer conceived lin

/Saussurian terms) as a arbitrary link, one that exists solely as a product of
linguistic and social convention. Ratber, it is thought of as a constant
-struggle to transcend that unfortunate condition, to achieve a kind of

hypostatic union between thought, language and reality where all such

.distinctions would at last fall away.
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Paul de Man’s classic essay ‘The Rhetoric of Temporality” sets out to
deconstract this high-romantic dream of origins, truth and presence. De
Man mounts a case against the Symbolist aesthetic which draws attention
to the blind-spots of argument that recur in the various programmatic
statements put forward by its past and psesent-day adherents. ~ Such
thinking is a potent source of 1deolog1ca1 mystifcation, a habit of thought
that persistently ignores or represses those aspects of language that .resist
assimilation to an erder of transcendent, ahistorical truth. ‘It does so
primarily by masking the temporal aspect of all interpretation, tle fact
that knowledge c&n never achieve such a moment of ecstatic visionary
inwardness with nature. In the criticism of neo-Romantic theorists like
Abrams it is made to seem at times as if ‘imagination did away with
analogy altogether and replaced it with a genuine and working monism.
“Nature is made thought and thought nature’” [Abrams writes] both by
their sustained interaction and by their seamless metaphoric continuity’’.20
But such ideas are undermined by a reading that shows Low the Symbolist
aesthetic cannot in the end make gecd its claims; how language itself
undoes the illusion that mird and nature might ever attain this kind of
idealized organic relation. For it always turns out, according to- de Man,
that the passages in question depend for their effect on trope- and devices
which stubbornly resist this will to aesthetic transcendence Chief among

.these .is the figure -of allegory, treated condescerndingly by critics and
philosophers like Goethe, Coleridge and Hegel. lor allegory works
precisely by insisting on the orbitrary character of signs, the lack of any
ultimate or quasinatural bond between signifier and signified. To interpret
a text allegotiéallg' is to read it as a artificial construct whose meaning
unfolds in a narrative or temporal dimension, and where signs point back
to no ultimate soutce in the nature of ‘organic’ or phenomecal perception.

Thus allegory serves as 'a powerful demystifying ‘trope,rone that
resists the truth-claims vested.in Romantic or Symbolist conceptions of art.
In these latter, ‘the valorization of symbol at the expense of allegory’ can
be seen to coincide with ‘the growth of an aesthetics that refuses to
distinguish between experience and the representation of experience’.?1
This can never be the case with allegorical modes of understanding, marked
as they are by a constant awareness of the gap that opens up, as soon as we
begin to interpret, between subject and object, nature and'language, the
desire for a purely self-originating source of meaning and the knowledge
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that nd such source can be found. Thus ‘the prevalence of allegory always
corresponds to the unveiling of an authentically temporal destiny ves
[and] ‘this uiveéiling takes place in 4 'subject that has sought refuge against
the inipact of time in a natural world to which, in truth, it bears no
resemblance’. 22 In this relatively early (1971 essay, de Maa has nothing
explicit tosay about the political or ideological values that attach to
these opposing conceptualizations of language. But his later work brought
a sharper awareness of the waysin which aesthetic ideology worked to
mystify the relationship between history, language and the process of
critical thought. 23 For it was. he argued, precisely by construing that
relationship in terms of an organic or quasi-natural principle that various
forms .of pest-kantian aesthetics had managed to avoid any regorous
reflection on the historicity or temporal predicament of all understanding.
Andin the case of allegory, conversely, it is the material resistance that
language puts up - the discrepancies between what a text actually says and
what a meinstream, traditional or conformist reading would predictably
heve it mean - that opens a space for political or counter-hegemonic

readings.

Hence de Man's claim that such textual complications in some sense
‘generate history’, aclaim that is all too easily misread as a species of
mystifying ‘textualist’ rhetoric designed to head off any serious thought
about the relationship between literature, politics and history. In an essay
on Rousseau's Social Coniract he even goes so far as to assert that ‘the
political destiny of man is structured like and derived from a linguistic
model that exists independently ot nature and independently of the

“subject’. And yet, the passage goes on, ‘contrary to what one might think,

this ‘enforces the inevitably political nature, or more correctly, the

"“poli‘tic'alit'y” (sihce_ one could hardly speak of “nature” in this case) of
" all forms of human language, and especially of rhetorically self=conscious
o literary language’. 24 For it is language that works to promote

the  various forms  of ideological misrecognition, forms

" whoes common feature is the habit of confusing the cultural-linguistic

1

with the nétntal-bhénon;’e"nal realm. But it is language 8lso that provides
a model for deconstructing that conservative mystique, for showing how
ofganic ot natutalizing metaphors begin to break down, and how history

_ efﬁct}wly reasserts its hold at the point where understanding is forced

to reccogise its own temporal condition. And this conflict of interests
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is sharpeped and intepsified when lapguage bas:to hear - 2s. xt.qoel,mau
versions of aesthetic. 1deelogy -a welg);\; of s1gmf1cancp tied up with its pre-
sumed capacity to articulate the claims of sensuous cogaition and conceptual
understanding. ‘What gives the aesthetlc its power and hence its practical,

political impact; is its intimate link with k.nowledge, the .

epistemological implications that are always in play when the aeahhetxc
appears over the horizon of discourse 25

III

This excursion into: the province of literary theory may help us to
grasp what is at stake when Bloch insists that the meaning of music can
only be grasped in alligorical terms. For there is, as we have seen, a strong
countervailing tradition of post-romantic thought, one that treats music
@ the hiphest form of art on account of its unique expressive power, its
capacity to fuse the phenomenal soundsworld of sensuous experience with
a sense-Of ‘some ultimate significance beyond the grasp of mere reason.
When literature seeks to emulate this condition, it does so in torms - like
that of lyric poetry - where language seems closest to the lived actualities
of sensuous experience, where the sound (in pope’s phrase) is supposedly
‘an echo to the sense’, and where subjectivity is felt to exist in a pe-uliarly

intimate relation to the objects of outward, phenomenal experience. As’

the language of symbolism takes precedence over that of allegory, so the
Iyric achieves absolute pride of place in a scale of hierarchical values which
tends to demote those other, more extended or narrative fcrms where
language tannot possibly achieve this degree of aesthetic formalization,

Michael Sprmker has addressed this topic in a book that seeks to -

articulate. the claims of deconstructipn with those of Marxist ideological
critigue. 26 He shows just how closc was the perceived relationship between
music, 1yrxc Jpoetry.. and those versions of the oymbohst aesthetic that
found their way into; hteraty cncxcaam th:ough the precepts and practice
of poets like Gerard Manley Hopkms, writers who determmed to break
‘with the convem:xonal forms of their day and au.hleve a more musxcal

sensuous or immediate quality of language . and style, To their way of
thinking, ‘lyric poetry. not only aspires t,o the gondlt;on of muuc, it
offers instances (in meter and in its various phonic devices) ‘of genume
mpsicality’. 27 But what Sprinker finds in his reading of a Hopkins sonnet
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sisevidénce that language - resists thiskind of ultimate musicalization; that
medhing csmnot in-the ehd-be smimilated to the order- of phenomenal
perbepbion, since langnage tusns out to signify in ways. that exceed and
complicate the presuthed correspondence between sound, sense and the
‘vealm * of phenomeénal esperience. The standard exegetical line with
‘Hopkins 'is to argue: ‘thats the poetry achieves such correspondence to 2
quite remarkable degres, and can thus be said to manifest God’s presence
in the world through.s kind of literalized incarnationist metaphort.
‘Nothing is more familiar ... than [this] claim for the aesthetic unity of
a work based upon the congruence of the work’s phonic and semantic
ffgatures. 2% But in fact, as Sprinker shows, such readings are highly
i;;élc’i:ti\re, ighoring those dissénant details of sound and sense that
cannot be reduced to such a preconceived order of aesthetic harmonization.
When read deconstructivély, with an eye to such details. the poetry can
appear to suggest just the opposite: that language isnot so much an
‘orgafil¢ phenomenon as a field of conflicting rhetorical forces where
“wnity’ is achieved only through a naturalized habit of reading that ignores
these 'signs of -internal disruption. Like de Man, Sprinker locates the
sowrcd of this delusion 'inna form of deep-laid ‘aesthetic ideology’ that
blinds ciitics to the various waysin' which language inevitably fails to
‘hasapnigst with-the wotld of phepomenal cognition. And it is precisely
in so fst as it encoucages such forms of aesthetic mystification that music
“comes to W%ih;pxi'ibgadaheé in post-symbolist aesthetic theory.

This is why Bloch in the end asserts his distance from the potent
ngy inscribed in such forms of organicist thinking. ‘Nothing in his
[Schopenhour’s] account is more obscure than “the ineffably inward
nature of music’’,and nothing is more imcomprehensible than *the profound
wisdom it contains as a language which reason does not understand’’ but
which Schopenhauer still claims to have fully decoded’. (PM, p. 220)

"Such notions are at odds with his own belief that music is not a ‘natural’
" phenomenth, or at least not one whose nature could ever be theorized in

terthiborrowed from the reatm of perceptual experience. They are regre-
~gsive ‘in ‘the ‘sense that they ‘betray the listener back into a world of
~inthoate sensations, emotions ‘and fantasies where thought-as in
* Stiidpenhatrr :‘becofes the meré plaything of archaic instinctual drives. In
" Wagnerian opera Bloch hears something like a full<cale programmatic
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realisation of Schopenhauer’s apitiietic cread.-Only gerely is this music
‘attuned to a sigmal of liberationtiist would- bréak. Natwee's spell ...
Nearly all Wagner’s creatutes are ‘a® home in the voleanic world of
impulee, in the Schopenhaurian: Will, acting and - talking fror within
this natural dream-state’ (PM, p. 222). As Bloch understands it, this
confinement to a realm of dark, destructive, elemental passions is a
price -that is inevitably paid for the identification of music with nature,
and of nature in turn with those inhuman forces that exist beyond hope
of redemptive change. :

So Bloch’s utapianism doesn’t at all imply that the history of music as
we have known it so far hasbeen a progress toward
ever more refinled or humanly adequate
means of expression. Such ideas are just a version of the shallow optimism
which equates the utopian element in music With the signs of mere
technical advance, like Wagner’s exploitation of hitherto unknown
beemonic and. chyomatic resources, It is thus bound up with that same
aasthetic ideology which identifies. the ultimate meaning of music with
its power to evoke ideas directly through sensuous intuitions, without
(as in the case of other art-forms) any detour by way of mere words,

concepts or mediating representations. Bloch never ceahses to denounce the
idea that musical progress can be read off as so many stages on the path
to some ultimate fulfilment that had always, so- to speak, been latent in
its pature as an organically evolving language. On the contrary, as he writ-
os: ‘social trends have been reflected and expressed in ‘the sound-material.
far beyond the unchanging physical facts ... No other art is conditioned
by sociol factors as much as the purportedly self-acting, seif-sufficient art
of music; historical ‘n'mtéria"ii;stﬁ._'#v‘i ﬁ'tﬁe 3&;&:"0&;?‘%#:8:1@1"," abounds
here’ (p. 200) S )

Organicist ideas of music tend o go alpng with evolutionist accounts
of musical history, both being goverped by fhe same .coot metaphor, one
that traces the development of forms and. expressive styles through a
process of quasi-natural growth and fruition. This metaphor is particularly
prevalent in treatments of the German line of succession from Bach,
through Beethoven to Brahms, Wagner, Mahler and Schoenberg, Otten,it is
presented in terms of a struggle for legititimacy, 8 debate as to where
exactly the line runs, or Which composers are the rightful heirs. Thus
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Jayaities divided e he . tivel merite: of claimants: like Brakms and
Wagws, the one teprwsenting 3- development primatily - in. formal .or
Mrll .#erme, the other scen-as ‘extending. the harmeonic. resources of
musical language to a point of extreme chromaticism that was- always
latent, just.waiting to be realised, in easlier stages of the same evolution.
Hence . Schoenberg’s polemical essay ‘Brahms The Progressive’, intended
both to rescue Brahms from the misconceived devotions of his more

-comeervative admiress, and to establish the claims of his own (Schoenberg’s) -

music as deriving: simultaneous!ly from Wagner and Brahms, and thus
carrying.on the high destiny of German musical tradition,.2®
7
“This argument is connected with Schoenberg’s attempt to establish the
legttmhcy of atonal and twelve-tone music by deriving its harmonic
- y ‘fronf'the very nature of the sound-material that composers
fad” téirutk witty., Tt such music encountered widespread resistance, it was
only ‘Wedsess It reached out into more remcte regions of the overtone
%,1 renouncing the desire for home-keys and familiar tonal centres
ﬁhat ciuued t“o,:gxetc a regressive hold upon listeners trained in the
&3‘” tations. Thus Schoenberg’s defence takes the form of an appeal to
natu ' u thegrou!xd of all ‘musical expeuence, the source of phenomenal
ercepplons * whe “ﬂhdxty is' beyond ‘al} doubt, ‘since they corteupondto
what & actusHy given in ‘the’ mnfl-woﬂd of music itself. 30 His own
passagé ‘ftom a Wt-wagaeuan chmmatxctsm, through atonality to
twelve-tone techilqué can thus be presented as the outcome of a dynamic
protess se’t in motion by the very nature of music, but finding its highest,
mdltevalveﬂ forms in the great ¢radition of German composers from Bach
to Schoenberg. One can trace the emergence of this organicist doctrine
through the various theories and critical approaches devised by nineteenth-
osntury commentators in the effort to make sense of music that defied
mtyis on-the older, more conventional terms. 37 It took hold at about
“het "difmé’ thme - ‘that post-Kafitian 'phitosdphers and literary theorists were
"oYiborltiHy: an-aesthetics of fhe Symbél that likewise claimed to reconcile
concepty- ‘with sensuotis intuitions, or to provide a bridge between the
fiatural’ world and the 'realm of atticulate thought,’And indeed, the two
developinents are closely aitied; sincé théy ~both locate the ultimate value
of mlhme “expetierice ini! the !’ -gowed ot ‘art to reconcile otherwise
dxspﬁﬂ&e éfﬁers ot éipeﬁénée. Bi&&ot'y* ﬁself éan than be viewed in a
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Drevidential light; s this provess whereby-certaih Iiiguaged; srtfonss  snd
cultural medes- of expression wvoive towsed o state:of ‘orgmsic wmity in
‘which coneciousness discovers its-authentic relationship to nature. And it
i8, as we have séen very often in connection with music - or with various
images ‘and metaphoss deawn from the realm of muscial experience - that
this mtheﬁc!deatogy achieves its most seductive and plausible form,

M hclérout -against all versions of this organicist creed, whether
applied tqindividusl works of art or to the history through which these
works come into being. ‘A rudimentary muscial theme’, he writes,

‘however well chosen, sharply delineated and productive of movement,
is no acorn from which ... the forest of the symphony will grow.” (¥#M,pp.
108-9). His reason for resisting such analogies is that they carry along with
them an inbuilt tendency to treat the work as something closed, finished,
possgssed of its own selt-determining principle and thus incapable of
taking on a.new significance, . Apd when -this same aesthetic ideology is
extended from arto history itself - as, occurs in the discourse of late
romonkic criticism - then history is likewise immobilized, reduced ta an
outcome of natural forces whose origin is thrown back into a mythical
past. Hloch is 1mpl‘acable opposed to such ideas and tor much the same reason

that Walter Benjamin offers in his ‘Theses on the Philosophy; of History .

&n;apm rejects any notion of future time as continuous or homogeneous
with our knowledge of past events. ‘Historicism’ and ‘universal history’
are the characteristic torms of this Hegelian drive to assimilate the future
to akmd of orgamc temporahty where nothing can possibly come as a
shock to our settled beliefs and expectations. For Benjamin, on the
contrary. ‘hlstory is the sub;ect ot a structure whose site is not empty,
homogeneous time filled by the presence of the now', 32 And again: ‘to
articulate the past h:stoncally does not mean to secogmze it ¢ the way it
teally was”. It means. taseue ho!ﬂof a memory as ‘it tlashes up at'a moment

of danger [wh!chl gtm hnth the conteat- of the tradition and its
receivers', 33 Sumgfm{;ﬂg thera mm little snough res:mblance
between Bloch’s utopian outlook-and Bemjamin's dark-hued meditations.
But in fact Bloch perceives quite as. cfurly as Benjamin the risk that any
hope stored up in past meanings snd memories will be repossessed by the
forces of cultural inertia; that tradiion will assert its hold once again
as a weapon of those with the power to-dictate what shall count as
authentic history. And one major form in which this power stands
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FovéiA T thi vioetots 6F Blitory 6t organic process, s providence whose
wbibing unfofds thiough ‘timehr T series of exemplary figures, meanings

In musicsl terms, this leads to the idea of Wagner asin some sense
fulfilling the destiny prefigured in earlier composers like Bach, Mozart
and ‘Beethoven. Bloch very firmly rejects this idea, asserting that
Beethoven “is as supetior to Wagner as Kant is to Hegel, and as the restless
a priori in man is to any kind of prematurely tulfilled objectivism’ (PM,
e 35). These analogies, though presented in ctyptic form, will stand I think
up to a good deal of conceptual unpacking. Wagner's music is Hegelian
id the sense that it seeks to transcend all antinomies throngh an ultimate
»ine:giné of mind and nature, subject and object in a realm where no such
distinctiods any longer obtain, In Beethoven, conversely, the will to
transcendence is encountered in a restless, dynamic form which precludes
such ‘'fiflse’or premature - sense that this state has actually been achieved.
‘Aguih ‘we can turn to dé Man - especially his late essays on Kant - for a
bette'r grasp of how these issues in the province of philosophy connect
with|Blech’s understanding of music. De Man brings out the very clearly
the ways in which Kantis forced back upon allegorical or figural modes

of explenstion at exactly those peints where his argument is most .

corcerned with guestions of epistzmotagical and ethical truth. 8¢ Kant’s
very desire not to be seduced into forms of premature identification - a8
between the realms of phenomenal and noumenal experience, or those of
undegstanding and practical tethical) reason - obliges him to resort

to such, figural strategies despite his repeated warnings eisewhere against

what he sees as their seductive and misleading nature. 35

s ipnt the,place £0 50 rehearse de Man's arguments detail. But
m;‘ ganhesummaﬂnd as follows: that allegory is the one
aafic mode of readingin so far asit acknowledges the inevitable

‘ ﬁtlu;gsﬁ ‘all attempts to make meaning coincide with the realm of

m:uiﬁon ot phenomenal self-evidence. To read allegorically is always to
recognise that understanding is a temporal process, one that takes place
aot op the instant of punctual, selfspresent “perception but through a
consgant anticipatory awareness what is lacking in the present. Thus
‘allugoty designates primarily a distance’in relation to its own origin,
and, repouncing the ncstalgia and the desire to coincide, it establishes
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its language in the void. of this. tegparsl diffavence’s 3 For. de Man, .28
jndeed for Bloch, it is oply by ,apcegting thia copdition of fefazred
interpretative grasp that thought can hold out against the delusive promise
of fully acheived understanding. This is why notions of ‘organic forny’,
however refined or elaborate, always tend to seek their ultimate grounding
in a principle of order which dznies or suppresses the restless, utopian,
forward-looking character of musical experience. Such ideas cannot account
for the meaning of music, ‘any more than logic and a theory of categories
account for metaphysics’. They treat the formal elercent as something
irplicitly there from the outset, given as part of the work’s thematic
mategisl, and subject to development only in so far as that material
contains in nuce every detail of its own unfolding. Whereas for Bloch,
*the theme is not found at the start but overlies it like an a priori that is
working from a distance’ (PM, p. 108), And this means that any analysis
of musical form based on notions of organic unity or self-contsined
tbematic development will be closed to whatever potential the work may
poseps for -Temewing our perceptions through repeated acts of creative
Sisveting. What then takes hold is ‘the same fatalism and occasionalism, the
samel transfer of “efficient cause” to the first principle alone as applies in
all-other reactionary Romantic systems’ (p. 129). In its place Bloch proposes
something more like an Aristotelian  teleolagy, one that treats music in
ferm of its ‘final cause’, the end toward which everything strives in’
' the sffort to realise its full potential.

It is’in Beethoven especislly that Bloch discovers this resistance to
preconceived ideas of what does or should constitute musical form. He
takes the first movement of the Eroica symphony as an instance of how such
explanatory grasp. Thus o

the question of sonata design is primarily focused ... on the
problem of the mew, unsidpéctyd. productive element, the

dissipating, mitually overriding ‘asd” selt-sutmounting sequepce

of events in the devélopment se&éw‘é & e fs under 06 bindibg
obligation toward either an individual theme or even €0 all the
initial themes. He can restrict himsélf to mere thematic fragments
of motifs, can even depart from the guiding thread of tonality .
provided that after all his divagations be does reestablish the
surrendered key, secret and, inthe end, triumphantly emerging
end-cause of the entire harmonization. (p. 108) '
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{Thia..pasmage, sives a fais impeemion.of. Bloch’s atple, his wee.of open-ended

syntectic patterns and phsase-structures which gather momentum from
peint to.point, epd, ks prevent the .teader from testing content with
what bas beep said so fan. Itisa style, once again, that enacts allsgorically
the ;lutm between mmsical meaning and verbal description, in this case
by deferring ths. . moment of ultimate grasp through a sequence of
fragmentagy hints. gad suggestions that cannot be reduced to any
straightforward. - semse-of thematic coherence. Thus Bloch rejects any

-appeal to ‘programmatic’ elements as such, even in a case like the Eroioe’s

figst - mpoyement, whese the extra-musical associations are particularly bard
to ignore. For ‘the dicatorship of the programme’ leads, as he srgues to ‘an
almost entirely unmusical line of reasoning’, one that ptoduces essentially
fixed, preconditioned habit of response, and thus ignores what is going on-
from moment to moment as the music reworks and transfigures its
themamc mtenal.

& is equally opposed to any kind of analytical criticism which seeks
bo articulatc musical structure in terms of some quasi-mathematical ideal
or rulf-gowerned formal procedure. The fallacy here is the assumption,

. going back at least to Pythagoras, that music is the sensuous embediment of
‘lpws, gatios and harmonic proportions which exist in nature - as witnessed

by phenomena like the overtone series - but whose true character can be
best bé divined .from their kinship with pure mathematics. Again, this
may vemind us of Schoenberg’s attempt to deduce the predestined historical
emerganns -of twelva-tons composition from its supposed grounding in the
vealm of phenomena! perception. Bloch’s main objections to this
whole way. of thinking are to be found in his 1925 essay ‘On the
Mbuthematical and Dialectical Character in Music’. Here he rejects every
version of the amalogy between music and mathematics, pointing out
that wherewer mch thinking has prevailed it has also tended to arrest musi-

._salhistory by laying down laws of harmonic proportion that supposedly

seflest. 8 natemal, immutable order of things. One example is the
Pythegorean ban on intervals of the third and sixth, felt to represent a

" destabilizing force within the quaternary system of harmonic-numerical

eonsopance; and hence proscribed as a matter of ethical as well as musical
decopum. ‘Mathematics remains the key to Nature, but it can never be the
key to history a.nd to those self-informings by the non identicel and the
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ssymitetrical whick nurbér was devised t0 cobiter, atid for whost grédual

objectification the humen spirit ultimately produced great music,” (F¥, p.
169y 1t is precisely where music ‘takes !ﬁifét’ﬁ:af‘fﬁrm‘i_vhad‘if'ﬁutr_uﬁ! ‘a
the laws of harmonic good-fort, of precbncelved symmetry and’ structuril
proportion, that it becomes to ‘this transformmtion by a process whose
chatacter is histétical through, and through, and not subject to any such
formal-transcendental lawe, ‘I¢ was only thé néed of polyphonic song,
whichk did not worry about -mathematics; that resopted to the: forbidden
third, thereby attaining the major chord, that cornerstone of all "harmenic
development.’tp. 189); ‘And such changes come #bout, not in answer to
gome ‘principle df historical inevitablity, but through masic’s responsiveness
to new configutations of sociol hope. :

‘" v

It should be clear by now that Bloch’s utopian outlook is not to be
eonfised with the kind of wishful thinking which treats every setback on
the road to enlightenment as a mere local aberration. In fact itis more
akin to Benjamin's sense of fature time as momentarily prefigured in the
presewst, ab offeting iteelf to a redemptive vision that must seize its
oppoftunity on the instant if everything is not to fall back under the sway
of coltural inertia and reaction. But it is Adorno, mot Benjamin, who
provides the most obvious point ot departure for assessing'how far Bloch’s
philosophy stands up to the rigours of negative critique. For. Adorno, the
vety notion of affitmative culture- of art as an index to the liberating
power ot human creativity - had to be renounced in the light of such
evidence as modern history afforded. Hence the relentlessly self-denying
character of Adorno’s thought, his insistence that the only kind of truth
now -available is that which unmasks the delusive truth-claims of alk
aesthetic ideélogies and- other such fadsely positive systems of thought.
Since Schiller, philossphy bed - tield o6t the fiotion of art as a hedling or
teconcilling power, a Teaim of eaperiense wheéve the confliets: and antines
imies of alienated coensciduspets could’at last find b imageof ‘perfect
tulfilment in the ‘free play’ of humen creativity, of sefisuous cognitions
in & state of ideally harmonious reciprocal balance. This ideal had once
possesstd a ‘genuine emancipatory foree, as in werks like Fidelio or the
Ninth Symphony, music where the ethos of libetal - humanism’ found
espression not only in dynamic terms, but in every detail of the work’s
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by ‘and structiral form. But this ' moment had passed

xmvor.;blx. 545{&0 -thought, with the, advent of a modern ‘cultures

industry’ which bad taken over these muysical ‘tesources, adapting them to
the purposes.of passive consumption. and utterly negating their original
sedemptive charactey. Henceforth they could only be heard as hollow
gestuses, as a language whose anparent spentaneity, vigour and force were
in fagk .mese symptoms of cultural regression,, of a music that recycled
past _atyles .and.. forms. in a ~mode of more or less unwitting
self-parody. The best that philosphy could do in face of this massive
reification was to denounce all forms of commodified culture, maintain
ingronsigently -negative attitude, and thus keep faith the critical spirit

thet had once found authentic expression in the works of an earlier, more.

hopeful epoch. .

= ‘Schrdenberg’s -music setﬁred-A‘demo-a‘s a' paeasure of what art might yet’
sdtihel 1 3 this imvplbcably critieal or déconstructive mode. That is to say,

%}W the alien reality of modetn social conditions by tefusing all’

foras of aesthetic transcendence, by extending a tight compositional

Joteel ovey every aspect of structure and style, and - thus giving the lie

to no i nsof art as a source of compensatory freedoms untouched by the
grim teuth of historical events. In Adoind’s words,

The tofal rationality of music is its total organization. By means of
otganization, liberated music seeks to reconstitute the lost totality -

... the lost power and the sesponsible binding. force of Beethoven. Musig

. ® 1. in 36 doing only at:the cost of its freedom, and thereby it

- quls, thoven reproduced the 'mgapihg of tonality out of subjective
_ feedom, The new ordering of twelve- note technique virtually exting-
. v, wishes the subjct, 38.© . . |

M-M wvery ‘failure’, the {act that his music cannot ma_ke.‘

geod .the Beethovenian. promise, is . also, paradoxically - the source of its
‘uitimate  'value: and truth. Max Waber had described. the process -of
increating ‘rationalization’ that marked the development of -music in a
culture ‘Jong subjected te the order of bourgeois social relations, to ‘the
work ethic and its forms of instrumental or means-end reasoning.3° For
Adorpo, this process arrives at its most advanced point in the serialist
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laim to derive all the. parameters of a musical wor f?m  single
Wnﬁxvs _squrce (the’ tone-row) whose permufiéiand won‘!' éﬁn aecount
for_evgry aspect of its styleand form. Such music“falll’ I 96 fat as ‘it
defcab own object; négates’ the very livpulée ‘of ‘uibictﬂrfhdon‘ andd
thids falls prey £6 an estréme form: of reification which reflects the worst,
the most inhuman aspects of MM rationalized existence. But it
also succeeds - and for' jme that ‘zeasoni= in exposing these conditions,
foeciag thein to the point of munifest setfidéfeat, and thus closing off the
Wi¥ibus seductive escapestoutes provided by music in its other, les
texing comtemporery forms

For Aderno, phileiphicel thinking is subject to the same necessity,
cotipelled tokeep faith with the values of enlightened reason but always
in the knowledge that those values have been falsified, turned to inhuman
or destructive ends, by the- advent of a social order founded on eminently
*rational’ means of surveillance and control. Hence Aderno’s ‘negative
dialectics’, a relentlessly self-critical habit of thought which interrogates
its own procedures at every stage, resisting any kind of residual attachment
to. methed or system. ‘The life of the mind' only attains itstruth when
discovering itself in desolation. The mind is mot this power asa positive
which [turps away froma negative ... it is this power only when lecking
the negative in face, dwelling upon it,” 4 This is not Adorno but Hegel,
or rather it is Adorno quoting I-legel very pointedly agamst himself,
against that version of Hegelian dialectic that identifies the present
(_fo: Hegel, Christianity and the Prussian nation-state. with a final
overcoming of all antinomies. For Adorno, on the contrary, any suggestion
that thinking might presently achieve such'a state is at best mere utopian
reverie, and at worst a delusion complicit with the forces that work to
produce this predicament of chronic bad faith. As Fredric Jameson writes
in his commentary on' Adorno: ‘the very mark of the modern experience
of the world is that precisely such ideatity is iﬁpoesxiﬂc. ‘and that the
primacy of the subject is an illusion, that subject and outside world can
tever find such ultimate identity Or ate@biiléht uadér Dessenwt historical
dircamstincss’. 7 Philosophy, like music, is'‘cdnfrombed with this ultimite
choice: #ither the pleasure that comes of regressing to :an:earlier,” more
‘positive’ phase of cultural history, or the sad wisdom (Adorno’s
*melancliély science’) that results from pereewmshow imvouible it is
for thought to mameam this deluded stance. :
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It might seem from all this that Adornoand Bloch are worlds apart
in their attitude to music and music’s role in the critique of existing social
realities. And indeed their personal dealings Were marked by a persistent
habit of reserve, on Adorno’sside at least, which suggests a deep measure
of intefllectwal.-difference. But there is also a sense in which Bloch and
Adorno were complementary thinkers, coming at the same basic problems
and conflicts from opposed but not wholly incompatible points of view.
In David Drew’s words ‘the disillusionment Adorno pursues and cherishes so
ardently belongs within the dark circle at the foot of Bloch’s lightouse,
and is far removed from any modish cynicism.+ Inded one can pick out
many passages from Adorno that explicitly require some utopian dimension
to complete and give purpose to the labours of negative thoupht.‘Without
hope’, Adorno writes, ‘the idea of truth would be scarcely even thinkable,
and ‘it is the cardinal untruth, having recognised existence to be bad,
to ptesent it as truth simply because it has been recognised.’43 This
sentence could well have been taken from one of Bloch’s meditations on the
false posxthty of present, self-evident fact, the way that our perceptions
are hemmed in and distorted by the belief that what exists is the sole
reality available to thought.

This underlying kinship is yet more evident when Adorno appeals to
Kant’s artlculatmn of the faculties - of reason in its in pure and practical
fotms with’ aesthetic mdgmene- to bring out their reciprocal involvement
one with another. Thé passage needs quoting at length, since it is couched in
that highly aphoristic but rigorously consequent style that Adorno adopted
n otﬁer to'head off the temptatxon ot ptemature systematizing thought.

Is not vindeed the simplest perception shaped by fear of the thing
perceived, or desire for it? It is true that the objective meaning of
knowledge has, with the objectification of the world, become
progressively detached from the undetlying impulses; it is equally
true that knowledge breaks down where its effort of objectification
remains under the sway of desire, But if the impulses are not at once
preserved and surpassed in the thought which has escaped their sway,
then ‘there will be no knowledge at all, and the thought that murders
the wish that fathered it will be overtaken by the revenge of stupidity
~. [This] leads directly to a depreciation of the synthetic apperception
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- which, according to Kant, connot be divorded from ‘reproduction in
imaginatien’, from recellection.44

This is why aesthetic judgement playssuch crucial role in the Kantian
theory of knowledge “and perceptien. ‘For it is, as we have seen, by way
‘of the aesthetic that coneepls join up with sensuous 1ntu1tlons, thus
providing a bridge between ‘a prieri knowledge and esperience of the
phenomenal world, And Adorno, like de Man, finds this union achieved
not in a moment of self-present punctual grasp, but through a sequence of
unstable and shifting relations where subject and object can never perfectly
eoincide. Thus when Kant speaks of the ‘productive imagination’, he
connects it always with this temporal dimension where thought comes
l’;p against the Imits of its static concepts and categories. This is the point,
in de Man’s  reading, where Kantian critique takes on a distinctly
a*’ﬂegofmal aspect, a meaning that is deferred through the various, figures
ttopes and analoglcal examples to which Kant resorts in the course of his
afgumgnt. And for Adorno Irkéwxse, there can be no moment of ‘synthetic
apperc'éptlon - 06 means of rc.cbnc:lmg concepts with sensuous incuitions -
that doesn’t involve some appeal to desire, imagination and the future as
- a realm of as- yet unrealised possibility.

So it is wroag to assume that Bloch and Adorno are straightforwardly
antagonistic thinkers, the one espousing a redemptive metaphysics of
bope and secular salvation, the other renouncing a!l such beliefs in a
- grim determinatjon not ta-be deceived by tokens of false promise. Among
the many passages of Adorno that belie this reading, one in particular -
from the closing paragraph of Minima Moralia - stands out for its clear
statz;mg,g; of the need for negative thinking not lose sight of its positive,
utgpjan qount;etpaft ‘The only philosophy which can bLe responsibly
practised in the face of despau' is thae aftempt to contemplate all things
as they Wouldqppgg,t from the standpointiof redemption ... Perspectives
must be tashioned, that displace and estrange. the world, reveal it to be,
with its rifts -apd crevices,, as indigent:- and distorted  as it will appear
one day in the megsianic light,’s® While the passage alludes more overtly
to Benjamin, it also gpens:the way - as David Drew remarks - to a reading
of Adorno’s and Bloch’s work: that would- treat them as paradoxically
kindred thinkers, engaged in the same redemptive enterprise, though
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starting out from-very different premisses. For on Bloch’s side also, any
hope of 4dttaining -an‘:authentically utopian perspective is dependent on
thought’s having first'made the passage through a ‘labour of the negative’,
an updecéiving process. <liat leaves us the more acutely aware of our
préserit; limited powers of ‘perception. Thus ‘nobody has as yet heard
Muozait, Beethoven or Bach as they are really calling, designating and
teachihg - this objective-indeterminate element in music is the (temporary)
defect: of its qualities’ (PM pp. 207-8). 1f Adorno’s negativity cannot in
¢the.end do without a countervailing impulse of hope, then equally it is
the case that Bloch's utopian outlook -would collapse into mere facile
optimism were it not for this chastening awarness of the obstdcles - the
pressures of social and historical circumstance - that stand in its path.

~__The same applies tode Man’y practice of decanstructive reading, on
the face of it a wholly negative practice, in so . far as it works to undo or
to problematize everything we commonly take for granted about language,
experience and the nature of human understanding. Music is important
for de Man because it has served as a source of thav potent aesthetic
ideology. which locates the redemptive capacity of artin its promise of
tganqéendmg, ithe conflict between sensuous and intellectual realms of
experjgnce. Byt in fact, de Man argues, this promise has always turned
out: - tio-ba.-defwsory; .npt least in those thinkers (like Rousseau) who have
expramly - taesked: music as: 8 . ‘natural’ - language of emotions,
a languagsi=iz-that = -8 (er - that Lought to - - be)
untouched by the decadent, corrupting influence of latter-day civilized
tide.48 Thus Rousseau praises the Italtan - music of his time for its unforced,
spontaneous: character, the fact that it remains close to those sources of
vitality and warmtl thet issue directly in melody and the singing line.
Angd. he attacks. contemporary French composers like Rumeau for their
practice of elaborate hsrmonization and their use of an ‘advanced’
contrapuntal style which lends them to lose touch with those same eleme-
ntal passions and desires: Melody is good because it belongs to that stage of
human - existence’ ‘when: the. passians can still find anthentic voice and
their-ds.ne peedyas. yet, fqr the resort toi mere artifice and stylized
conyemtion, Hermony-ig;bad because ‘it goes along with all those other
coaeomitapts -of -madern -‘civilized’ - life - social inequality, delegated
powsroginil and pelitical institytions, disinctions of clasa ar rapk on an
wajust, ~arbitracy basis « which Rousseawsdenounces .in :the ‘advanced’
democracies of his day.

209




So his treatment of music is precisely analogous to Rousseau’s thfnking
on matters of ethical, social and political concern. ‘Man was born free,
but is everywhere in chains’, the freedom identified with a lost state of
natural grace which haslong since been overtaken by these melancholy
symptoms of latter-day decline. And this also applies to. language, since
speech had its origin (so Rousseau asserts) in the same elemental passions
and dasires which produced spontaneous melody. In this original condition,
language was a kind of primitive speech-song which expressed human
sentiments simply and directly without any detour through arbitrary signs.
and conventions. For there was, as yet, no need for people to disguise and
dissimulate their mzaning, to adopt such forms of linguistic subterfuge by
way of exerting power over others. To speak was necessarily to mean what

_one said, since language gave access to the spaker’s inrermost thoughts and
sentiments, in a context of ideally reciprocal exchange where no advantage
could accrue from lies, hypocrisy or pretence. But here again progress has
takn its toll by requiring a different, more sophisticated kind of language,
one thst is able to articulate abstract ideas, and to convey them not, as
was once the case, through an intimate face-to face communion of souls, but
through forms of elaborated social code devoid of authentic meaning.
Thus language, like music, registérs the impact ot a civilizing process
which in truth is nothing of the kind; a process that alienates man from
nature, language from the expression of genuine feeling, and society from
those ties of communal trust and understanding which ‘alone provide the
basis= so Rousseau believes - for a state of harmcnious coexistence.

De Man’s argument is that Roussseau is too .canny, too
thetorically self-aware to be wholly taken in by this seductive
myth of origins. That is, he may dsclare quite explicitly that language is
authentic only where it approximates to a kind of pre-articulate speech-
song; that culture supervenes upos nature as a kind of progressive
catastrophe, a history of absolute loss and declize; and that only by
teturning to a pure state of nature can mankind escape from - this sorry
predicament.. But what emerges in the course of de Man's -reading is a
subtext of unsettling rhetorical implications, passages where Rousseau -is
constrained to state just the opposite of his bvert ot epxyess intentions.
Thus language turns out to be strictly inconceivable except on the basis
of arbitrary signs, codes and secialiezd conventions- which cannot have
existed in that first, happy etaté, And Rousssau’s argument again comes
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up agaipst the limits of intelligibility when ke tries to give substance to
the claim that mankind once enjoyed a ‘natural’ form of organic communal
life, at a time when culture had not yet obtruded its alien codes and
customs, For there is simply no conceiving of society except in terms of a
differential system that must always to some estent-even in ‘primitive’
cultures-rast upon distinctions of class, gender, kinship and other such
sociall yimposed categories. Rousseau is in this sense a proto-
structuralist malgre lui, obliged to acknowledge - implicitly at least - that
language and society can only exist in separation from the state of nature,
or only in so far as they exhibit all the signs of cultural organization,
Any ‘language’ that lacked the identifying marks of structural relationship
and difference would in fact not be language at all, but merely a string of
inarticulate sounds with some possible emotive significance. And likewise,
any ‘calture’ or ‘society’ that hadn’t yet developed to the stage of
hierarchical structures, kinship-systems and so forth. would for that very
reason elude all possible terms of description or analysis.

Now de Man’s point is that Rousseau himself deconstructs the
Rousseauist myth of origins, or - more precisely - that his text provides all
the requisite materials for its own deconstructive reading. It is the
mainstream inderepreters who, wich their contident knowledge of his meaning

and intantions, read with an eye only to those passages or levels of explicit
statement that serve to confirm their stubborn preconeeptions. In so doing,
they are blinded to rhetorical complesities which in fact - so de Man

“argues - can be seen to undo that naive mystique of origins, presence and

naturaliged meaning that supposedly lies at the heart of Rousseau’s
philosophy. And it is here that the instance of music plays a crucial role
in de man’s argument. For it is usually taken as read by the commentators
that Rousseau’s thinking on this topic follows the familiar pattern; that
he associates authentic musical expression with a language ot strongly
emotive and sensuous appea! that speaks directly to the heart by virtue of
precisely those qualities. From which it follows that music must enter
upon the road to decadence as soon as it acquires thke 'civilized’ graces
of harmony, counterpoint, elaberated structure and all the other signs of
its present, unnatural condition. And indeed Rousseau says just that in a
number of passages that leave little room for a contrary or deconstructive
reading. But be also says the following (as cited by de Man):
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> In a harmonpic system,a given sound is nething by natural right.
It is neither tonic, nor dominant, harmonic or fundamental, All these
properties exist as relationships only and since the entire system can
vary from bass to treble, each sound changes in rank and place as the
system changes in degree.47

Nor does this apply to one system only the ‘harmonic’ - as opposed to
some other, more natural language of music that would operate in terms of
melody alone, and thus escape the bad necessity imposed by the decadent

-turn toward harmony. For Rousseau is equally clear on the point that
melody without harmony is unthinkable; that there is always an implicit
harmonic dimension to even the simplest melodic idea, since otherwise we
woluld hear it as simply a series of disconnected notes, lacking any sense of

cadence or musical shape. Thus Rousseau is brought round &y the logic of his
own argument to concede that music is not, after all. a natural language of
the emotions, a language whose meaning coincides at every point with the
nature of its humanly-expressive sound material. Rather, it is a ‘system’ of
tonal relationships that belongs entirely to the history of musical styles,
genres, forms and conventions, and which cannot be grasped except in
terms of the structural properties that make such a system possible.
Rousseau very often states just the opposite, but his statements are just as
often undone by the clear implications of his own more consequent
thinking. :

For de Man, this ambivalence in Rousseau’s philosophy of music is anf‘
index to the tensions that emerge everywhete in his wntmg In each case“'

there is a conflict between Rousseau’s dsire to discover some authentic, na-
tural point of origin beyond the bad effects of civilized life, and his forced
recognition that no such discovery is possible; that language, art and society
were always already caught up in that process of decline, no matter how far
one tries to push back toward a lost age of communal innocence and grace.
And this conflict is nowhere more evident (so de Man argues) than in
Rousseau’s reflections on the phenomenology of musical perception.

On the one hand, music is condemned to exist always asa momient,
as a persistently frustrated intent toward meaning; on the other hand,
this very frustration preveats it from remiining within the momeat.
Musical signs are unable to coincide: their dymamics are always
oriented toward the future of their repetition, never toward the
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consemance of their simultdneity. Even. the potential harmony of the
single sound, a {" unissen, has to spread itself owt iato a pattern of
successive repetitian: considered as a musical sign, the sound is in
fact the melody of its potential reptition.as .

Music thus as the single most strking instance of de Man’s general thesis:
that whenever Rousseau seeks to articulate his philosophy of nature and
origins, he must always have recourse to a language that implicitly calls
such thinking into question. ‘Music is the diachronic version of the

. pattern of non coincidence within the moment.’4® For this patrern is
repeated in language itself, where meaning can never be consistently
reduced to an order of pure. self-present, phenomenal sense.

What then emerges in the reading of Rousseau’s texts is an allegory
of music’s failure to achieve that wished-for natural state, since neither
in music itself nor in the language that purportedly emulates music can
any such condition be realised. As we have seen, de Man thinks of allegory
primarily in terms of its demystifying power, its cspacity to keep us
always in mind of the gap that opens up between nature and language,
phengmenal cognition and linguistic meaning. Music has very often
served the purposes of aesthetic ideology by maintaining the delusory
promnse of a language that would finally transcend this condition,
overcoming the ontological gulf between signs and sensuous intuitions,
But this prormse has just as often gone along with a deeply conservative
mystique that assimjlates. music to the world of natural processes and forms,
and which thul cuts it off from any intelligible relationship to
history, politics and cultural change. And. indeed, this argument finds
ample confirmation in subsequent v.rsions ot the Rousseauist myth,
where often the theme of a return to nature takes on a
decidedly conservative toning. It is then wused-by ideclogues
like Burke - not to criticise some existing state of society, but to argue
that such criticism is pointless and misguided, since national cultures
evolve through a process of ‘organic’ growth and development which
cannot be influenced (except far the worse) by any mere spirit of reformist
zeal, This shift in the political currency of Rousseauist ideas is very
evident in the later writings of Coleridge, and thereafter in a line of
-conservative culture-ctitics whose chiet modern spokesman is T. S. Eliot.50
And one major source of such thinking - as de Man makes clear - is that
"mode of aesthetic ideology which identifies language In its highest, most
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expressive forms with a principle of nature that can then be extended to
organicist metaphors of history and social evolution.What we - call
ideology is precisely the confusion of linguistic with natural reality, of
reference with ‘phenomenalism.’ From which it follows, according to de
Man, that ‘more than any other mode of enquiry, ... the linguistics of
literariness is a powerful and indispensable tool in the unmasking of
ideologica! aberrations, as well as a determining factor in accounting
for their occurrence’.5!

We can now begin to see why Bloch insists so strongly that music is not
a ‘natural’ artform, at least in any sense that could juscify the notion that
its meaning derives from its phenomenal or sensory-acoustic nature. Hence
his opposition - to Schcpenhauer’s  aesthetic, where music takes
precedence over the other arts only on account of its supposedly
inhabiting a realm of primeval, undifferentiated Will, a realm where
mere intellect has no place and we experience nature as a flux of inchoate
desires, instincts and sensations. Hence also his rejection of the opposite
fallacy, that which equates the ezpressive power of music with the laws
of mathematical proportion and harmony. ‘Whereas music as a mood
remains buried within the soul and seems the mest chthonian of the arts,
so-called musica mathematica becomes wholly Uranian and steps off into
heaven .’ (PM, p. 210) For Bloch, as indeed for de Man, music is
allegorical through and through. since its significance can never be
grasped once and forall in an act of fulfilled, self-present perception.
Otherwise, as he remarks, ‘music would never have gone beyond descending
fifths'. Just as melody unfolds through a temporal process, a sequence of
intervals whose character is essentially mobile or propulsive, so musical
works take on their significance through time,in a history of successive
reencounters whose meaning can never be exhausted ‘Any number of
human tensions are added to the tension of the fifth to create a more
complicated cadence and thus the history of music’. (p. 200) Bloch
goes on to elaborate this point in a passage that resembles
some of de Man’s formulations, transposed into a
 language of explicitly utopian character. ‘Melody’s most remarkable
attribute = the fact that in each of its notes, the immediate following
one is latently audible - lies in human anticipation and hence in
expression, which is now above all a humanized expression.’ (p. 200)
And this can only come about, Bloch argues,in so far as music (or our
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thinking about music) breaks wﬂ:h the kind of regressive appeal exerted
by the spell of nature,

These beliefs:ware put to the test in Bloch’s: colaboration with Otto
Klemperer on a 1929 Vienna pr duction of The Flying Dutchman. This caused
a/grent scandal at the time and wasnlater to mark them both down as
cultugal: bolsheviks and . enemies of National Socialism.52 The production,
followed closely on performances of Mahagonny and The Threepenny Opera,
and it made.estensive use of Brechtian techniques to undermine the
sanctified aura of Wagnerian music-drama. Bloch’s contribution was a
programmatic essay - ‘The Rescue of Wagner through Surrealistic Penny
Dresdfuls’ - which argued. for. the . vitalizing popular culture, the
intimations of a better world that could be glimpsed even in ‘debased’
modern forms like the comic strip, sentimental romance, advertisements
and adventure stories.53 The reactions were predictable: it seemed, as

- Pavid “Drew nicely comments, that ‘Bayreuth was about to be stormed by
-~ vJhwaichuni:and :his beggars’. But what lay behind this staging of the Dufckman

was 8 practich} experiment in redemptive .hermeneutics, a version of
B!oeﬂ?s “¢wn ambiwalent responses to Wagner., The hold of tradition could
only be broken through a new kind of listening, one that denied itself the
pleasiires. of  a pissive abanlonm2nt to nature’s spell, and

;wh’ir’h understood music as the active prefiguring of forces and tensions

bcyopt; the grasp of any merely ‘authentic’ performing style, It is a theme
that Bloch takes up in his essay ‘Paradoxes and the Pastorale in Wagner’s
Mus;c Where Wagner transcends the Schopenhauerian ethos, it is by
v1ttue of his momentarily escaping the realm of blind passion or instinctual
Will, and transforming this atavistic impulse into a music pregnant with
futare possibilties, At such moments ‘Wagner gives resonance its full due,
like a vibration ante rem which continues to give out figured sound #nre,
not to say post re datam; a sound-figure through which it takes up objects of

- pature and seeks through att to raise them to a higher power’ (2M,p. 181).

“This might seem utterly remote from what we learn of the Klemperer
production, with its sim of ‘rescuing’ Wagner from the Wagner-cult by

- gxposipg his music to all manner of parody and down-market pastiche. But

in fact there is a similar principle at work: namely, the belief that present
conditions’ block and distort our ways of perceiving, so that for now at
least the only way forward is to deconstruct the values, mythologies and
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form of sancpified false consiousness that pass themsslves off as . ‘aadural’.
habits of response. It is here that Bloch’s philosophy prakes conuhon cawse !
with that strain of rigorously negative
like ‘Adorao and de’ Man. To Xeep faith
ey tequire an effort of -demystification that appesrs superficially fag!
gemoved from any hopeful o affigmative standpoint But it is precisely .
this - undaceiving *tabour uf the negative’ - this testing of hope through
that presently conspires against

a hardswon kmowledge of everything
it - which :mazks thediffesente ‘between
other, more maive utopisn creeds. Again,
most fitting commentary when he writes

thinking espoused by theorists
with music’s utopian posential

Bloch’s way of thinking and
it is Adoymo who provides the
that ‘in the ‘end hope wrested

from raality by megating it, is the only form in which truth sppears'>*
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