
FOREWORD TO THE 1968 EDITION 

The didactic character which the new edition of Introduction to the 
Sociology of Mu.Yic is meant to retain has prevented major revisions. 
That the lectures are not as meticulously formulated as other works 
of the author's may be commercially useful. Since the book is to 
serve as an introduction, not only to musical sociology but to the 
sociological conception of the Frankfurt School, it reckons with 
readers who would flinch from more demanding texts. Beyond the 
emendation of misprints and errors, the author has therefore 
confined himself to a very few, though centrally placed, additions .  
Entirely new is  only the postscript "Sociology of Music," a 
fragment intended to correct some fragmentary aspects of the 
book. 

In general, the author tends not so much to say what he is doing 
and how, but to do it . This is the consequence of a theory which 
does not adopt the accepted separation of matter and method and 
is suspicious of abstract methodology. Over the past few years, 
however, the dispute about methods in musical sociology has con
tinued to seethe. Perhaps the author is permitted, for that reason, to 
point to an essay which in some measure outlines his position in 
that dispute. I t  is entitled "Thesen zur Kunstsoziologie" and has 
been published in the little book Ohne Leitbild. 

While many sociologists have chided the procedure of this 
Introduction as metaphysical, philosophical, or at least nonsociolog
ical, one music critic's exceedingly kind review has assured the 
author that his book really contains nothing not already known, 
more or less vaguely, to every musician. Nothing could please the 
author more than having his allegedly wild speculations confirmed 
as solely helpful in lending a voice to prior knowledge. To resolve 
the tension between this motive and one of a thought free from 
leading-strings is the purpose of this book. 

January, 1968 
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PREFACE 

DO NOT VJRITE IN THIS 80Cl:\/SCORZ 
N'ECR!VEZ PAS Df1N5 CET,TE1 LIVHEjPf,RTlTION 

These lectures, each followed by a discussion, were delivered in the 
winter term of 1 96 1-62 at Frankfurt University; major portions 
were broadcast over the North German Radio. 

The history of the publication may not be irrelevant to its form. 
In 1 958 the author was invited to contribute an article, "Jdeen zur 
Musiksoziologie, " to Schweizer Monatshefte. In that piece, later 
incorporated in his volume Klangfiguren, he developed principles of 
music-sociological activity without separating them from questions 
of substance ; and precisely this remains the specific feature of his 
method. Whatever procedures he may be following in musical 
sociology are still controlled by that article. 

It no sooner appeared than the musical sociologist Alphons 
Silbermann kindly suggested expanding it into book form. At the 
time this was prevented by other commitments as well as by the 
maxim that what has been tersely expounded ought not to be 
subsequently expatiated on. The idea took root, however, and 
ripened into the design of a more detailed presentation of 
music-sociological thoughts and findings, quite independently of 
that previous text. Another impulse from outside was helpful : an 
invitation in 1 96 1  to read two short papers of a musiccsociological 
nature on the "University of the Air" program of RIAS (Radio in 
the American Sector) in Berlin. They became the core of the first 
two of these lectures .  

Utilized in them are American papers from the time when the 
author directed the Princeton Radio Research Project. The typol
ogy of listening to music, roughly sketched as early as 1 939, had 
continued to occupy him ; many of the ideas found in the second 
lecture had been laid down in an essay "On Popular Music" (pp. 
l 7ff. of Studies in Philosophy and Social Science, Vol. IX, No. I-an 
issue devoted entirely to the sociology of the mass media). 
Unintentionally unfolded in the problematics of the two lectures 
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was the conception of the whole, although its complex origin made 
repetitions impossible to avoid altogether, whether within the 
lectures or between them and others of the author's publications . 

Under no circumstances would he tamper with the lecture 
character. The book contains only minor retouchings and supple
mentations of what was actually spoken . Digressions, even leaps, 
were left standing to the extent that seems permissible in extempo
raneous speech . Whoever had experienced the incompatibility of 
an autonomous text with the act of addressing an audience will 
not try to hide the differences and ex post facto to force the 
communicative word into ruthlessly adequate phrasings. The more 
apparent the difference, the less false pretensions. In this sense the 
book is akin to Soziologische Exkurse from the series published by 
the Institut fiir Sozialforschung. The word "Introduction" in the 
title may also be taken to mean that readers are not supposed to be 
introduced to the material field alone but to the type of sociological 
thought served by Exkurse. 

The author has resisted the temptation to use materials, docu
ments, and references as fillers for what essentially has been 
spontaneous reflection-a kind of reflection into which none of 
that entered unless it was present in the author's immediate 
experience. No effort was made to be systematic. Instead, the 
reflections were focused on neural points . Not many topical 
questions of musical sociology are likely to have been neglected, 
and yet the possible  result should not be mistaken for a scientif
ically complete one-because, if for no other reason, the author 
treated his topics in line with a principle of Freud's : "It is not so 
often that psychoanalysis will deny somebody else's contention; as 
a rule it does no more than add something new, and occasionally, 
of course, this previously ignored, now newly added thing happens 
to be the very essence." There is no intention to compete with 
existing expositions of musical sociology, not even where their 
intentions conflict with the author's own. 

What should be self-understood in the whole approach is that all 
aspects of the present situation which the book deals with are 
incomprehensible without a historic dimension. It is precisely in the 
intellectual realm that the concept of the bourgeois dates back 
much farther than the full political emancipation of the bourgeoi
sie. Categories whose emergence is attributed to bourgeois society 
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in the narrow sense can be suspected already---or their origins can 
be sought-where a bourgeois spirit and bourgeois forms existed 
without being obeyed as yet by society as a whole. Inherent in the 
very concept of the bourgeois seems to be that phenomena taken 
for unmistakable parts of one's own era have been around for a 
long time. Plus qa change, plus c 'est la meme chose. 

In his lecture course the author had at least tried to show the 
students that his presentation was not all there is to musical 
sociology. He tried by inviting three guest lecturers : Hans Engel ,  
author of Musik und Gesellschaft, a work with the accent on 
history; Alphons Silbermann, the exponent of empirical research in 
the sociology of music; and Kurt Blaukopf, who opened highly 
productive perspectives of the connection between musical sociol
ogy and acoustics. All of them are due this public expression of 
thanks for their cooperation-and particularly Alphons Silber
mann, the author of Introduction a une sociologie de la musique, for 
his generous consent to the author's use of the same title in 
German . A different one would hardly have conveyed the meaning, 
since this book is neither an outright sociology of music nor a 
monograph. 

The lectures themselves occasionally touch on the relation to 
empirical sociology. The author is conceited enough to believe that 
he is supplying the musical branch of that discipline with enough 
fruitful questions to keep it meaningfully occupied for some time 
and to advance the link between theory and fact-finding-a link 
that is constantly called for and constantly put off again, not 
without changes in the overly abstract polarity of both occurring in 
the process. But he is not conceited enough to posit, as already 
valid, whatever theses of his might be plausible in theory, insofar as 
they imply empirical assertions. By empirical rules, many of those 
would be hypothetical. At times-in the typology, for instance-it 
is fairly clear how research techniques might serve to test the ideas; 
in other chapters, as in the ones on function or on public opinion, i t  
is  less obvious. Working out the process in detail would have 
exceeded the limits which the author placed on his task. 

What ought to be done is hard to say; it would need to be most 
carefully thought out and then carried out step by step, with the 
research instruments subject to critical correction. The constitutive 
strata that have been defined theoretically, like the ones of 
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function, of social differentiation, of public opm10n, also the 
unconscious dimension of the social psychology of conductor and 
orchestra-all these are impervious to direct questioning. Their 
penetration is barred by the verbalization problem as well as by the 
affective side of those complexes. Besides, we can say of theses 
derived from research instruments that the more differentiated they 
become, the greater, generally, is the threat of their elimination for 
lack of distinctiveness, and that without a decision being made 
about truth or untruth of the so-called hypothesis itself. But that 
such differentiation is indispensable if the instruments are not to 
miss from the start what the respective research would be con
cerned with-this will be clear to anyone who gets down to the 
serious work of translation. 

Occurring further in the network of reflections are numerous 
statements whose evidential value is of a different sort than might 
be nailed down with research methods. A general discussion of 
these questions will be found in the essay "Soziologie und empirische 
Forschung, " now contained in the volume Sociologica II. Empirical 
inquiries aimed at confirming or refuting theorems of this book 
would have to stick to its principle, at least :  to grasp and analyze 
subjective modes of behavior toward music in relation to the thing 
itself and its definable content, rather than to disregard the quality 
of the object, to treat it as a mere stimulus of projections, and to 
confine oneself to determining, measuring, and classifying subjec
tive reactions to the object, if not sedimented modes of conduct. 

A sociology of music in which music means more than cigarettes 
or soap in market researches takes more than an awareness of 
society and its structures, and more than a purely informational 
knowledge of musical phenomena. It requires a full understanding 
of music itself, in all its implications. A methodology that lacks this 
understanding and therefore depreciates it as too subjectivistic will 
only lapse the more deeply into subjectivism, the median value of 
researched opinions .  

Frankfurt, July 1962 
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TYPES OF MUSICAL CON DUCT 

Asked to say oftband what a sociology of music is, one would ,/ 
probably start by defining it as knowledge of the relation between 
music and the socially organized individuals who listen to it. 

Such knowledge would call for the most extensive empirical 
research. But it could not be productively undertaken, would not 
rise above the compilation of inarticulate facts, if the problems 
were not already structured in theory-if we did not know what is 
relevant and what we want to inform ourselves about. 

To this end, raising specific questions may be more helpful than 
any general reflections on music and society . At first, therefore, I 
shall deal theoretically with typical modes of conduct in listening to 
music under the conditions that prevail in present-day society. Yet 
earlier· situations cannot be simply ignored lest we lose a grasp of 
today's characteristic features. On the other hand, as in many 
sectors of material sociology, we lack comparable and reliable 
research data on the past. In scientific debate one likes to use the 
absence of such data to blunt all criticism of the status quo, arguing 
that presumably the old days were no better. The more our 
research aims to establish discoverable data-regardless of the 
dynamics they are involved in-the more apologetic will be its 
nature, the more inclined to accept its own thematic condition as 
the ultimate, to "recognize" it in a twofold sense. 

We are told, for instance, that uncounted multitudes have 
received their first taste of music from mechanical means of mass 
reproduction, and that, according to concepts of statistical univer
sality, these means have thus raised the listening level . Here I 
would rather avoid this question, which seems less than promising; 
dauntless convictions of cultural progress and the culture-conserva
tive jeremiad about "leveling" are worthy of each other. Materials 
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for a responsible answer to the problem can be found in E. 
Suchman's study "Invitation to Music," published in New York in 
the volume Radio Research 1941. 

Nor am I going to expound gravid theses on the distribution of 
listening types .  I conceive them solely as qualitatively characteristic . 
profiles that will illuminate something about hearing music as a 
sociological index, also perhaps about its differentiations and 
determinants. Whenever I make statements that sound quantita
tive-even in theoretical sociology this can hardly be avoided 
altogether-they are made in order to be tested ; they are not meant 
as outright assertions. And it is all but needless to stress that the 
listening types do not occur in chemical purity. They are unques
tionably subject to the universal skepticism which empirical 
science, notably psychology, harbors about typologies. What such 
a typology inevitably classifies as a "mixed type" is in truth no 
mixture at all; rather, it is evidence of the fact that the chosen 
principle of stylization has been imposed upon the material. It is 
the expression of a methodological difficulty, not of a quality of the 
thing itself. 

And yet the types are not arbitrary conceptions. They are points 
of crystallization, determined by reflecting on principles of the 
sociology of music. Once we posit the premise that among the ways 
in which social problems and complexities express themselves are 
contradictions in the relation between musical production an4 
reception, that indeed those ways are expressed in the very 
structure of listening-once we adopt this point of departure we 
shall not be able to expect an unbroken continuum to lead from 
fully adequate listening to an unrelated or surrogated one. Instead, 
we shall expect those contradictions and contrasts to influence even 
the way and the habits of listening to music. Contradictoriness 
means discontinuity. What contradicts each other appears as set off 
against each other. It is reflection on the underlying social 
problematics of music as much as extensive observation and its 
frequent self-correction that has led to the typology. 

Once translated into empirical criteria and sufficiently tested, the 
typology would of course have to be modified and differentiated 
once more, especially regarding the type that listens to music as 
entertainment. The cruder the mental products investigated by 
sociology, the more refined must be the procedures necessary to do 
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TYPES OF MUSICAL CONDUCT 

justice to the effect of such phenomena. It is far more difficult to see 
why one popular song is a hit and another a flop than why Bach 
finds more of an echo than Telemann, and a Haydn symphony 
more than a piece by Stamitz. What the typology intends, being 
well aware of social antagonisms, is to come from the thing itself, 
from music itself, to a plausible grouping of the discontinuous 
reactions to music. 

The typology is thus to be understood as merely one of ideal 
types-a trait it shares with all typologies. The transitions have 
been eliminated. If the underlying thoughts are valid, the types, or 
some of them at least, should be more plastically distinct from each 
other than seems likely to a scientific frame of mi11d whose groups 
are formed purely instrumentally, or from a conceptless arrange
ment of empirical materials, not according to the sense of the 
phenomena. It should be possible to state solid earmarks for the 
several types, marks solid enough to tell whether the types are 
rightly or wrongly assigned, to establish their distribution in a given 
case, and also to make out some social and socio-psychological 
correlations. To bear fruit, however, empirical inquiries of this sort 
would have to take their bearings from society's relation to the 
musical objects. Society is the totality of those who listen to music 
and those who do not, yet it is by objective structural features of 
the music that audience reactions are apt to be determined. 
Accordingly, the canon guiding the construction of the types does 
not-as in the case of purely subjectively directed empirical 
findings-refer exclusively to tastes, preferences, aversions, and 
habits of the audience. Rather, it rests upon the adequacy or 
inadequacy of the act of listening to that which is heard. A premise 
is that works are objectively structured things and meaningful in 
themselves, things that invite analysis and can be perceived and 
experienced with different degrees of accuracy. What the types 
want, without claiming to be complete and without tying them
selves too strictly to their goal, is to stake out realms of their own, 
realms that range from fully adequate listening, as it corresponds to 
the developed consciousness of the most advanced. professional 
musicians, to a total lack of understanding and complete indif
ference to the materia1-an indifference, by the way, which should 
by no means be confused with musical insensitivity. But the 
arrangement is not one-dimensional; from different points of view, 
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the type closest to the subject matter may be now this, now that. 
Characteristic modes of conduct matter more than logically correct 
classification. Any pronouncements on the significance of the 
emerging types are suppositions. 

To make scientifically sure of the subjective content of a musical 
experience, beyond superficial indices, is an all but prohibitively 
difficult task. Experiments may tell us about degrees of the 
intensity of the reaction; they will hardly reach its quality. The 
literal, perhaps physiological and thus measurable, effects which a 
specific music exerts-even accelerated pulse rates have been 
noted-are far from identical with the esthetic experience of a work 
of art as such. Musical introspection is a most uncertain thing. 
Besides, most people who have not mastered the technical termi
nology will encounter insurmountable obstacles in verbalizing their 
own musical experiences ,  quite apart from the fact that the verbal 
expression itself is already prefiltered and its value for a knowledge 
of primary reactions is thus doubly questionable . 

This is why differentiation of the musical experience with respect 
to the specific quality of the object-the quality that makes the 
conduct discernible-seems to be the most fruitful method of 
transcending trivialities in that sector of the sociology of music 
which deals with people, not with music itself. As for the expert, 
whom we tend to view as competent in that sector, the question of 
his cognitive criteria is itself subject to both social and intramusica} 
problematics. The communis opinio of a committee of experts would 
not suffice as a basis. The interpretation of musical content is 
decided by the inner composition of the works and is as one 
therewith by virtue of the theory linked with the works' experience. 

The expert himself, as the first type, would have to be defined by 
entirely adequate hearing. He would be the fully conscious listener 
who tends to miss nothing and at the same time, at each moment, 
accounts to himself for what he has heard. For a start, if a man has 
his first encounter with the second movement of Webern's Trio for 
Strings and can name the formal components of that dissolved, 
architectonically unsupported piece, such a man would qualify as 
an expert. Spontaneously following the course of music, even 
complicated music, he hears the sequence, hears past, present, and 
future moments together so that they crystallize into a meaningful 
context. Simultaneous complexities-in other words, a complicated 
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harmony and polyphony-are separately and distinctly grasped by 
the expert. 

The fully adequate mode of conduct might be called "structural 
hearing." 1 Its horizon is a concrete musical logic: the listener 
understands what he perceives as necessary, although the necessity 
is never literally causal. The location of this logic is technique; to 
one whose ear thinks along with what he hears, its several elements 
are promptly present as technical, and it is in technical categories 
that the context of meaning is essentially revealed. 

Today this type may be more or less limited to the circle of 
professional musicians . Not all of them meet its criteria; indeed, 
many reproductive artists are apt to resist them. Quantitatively the 
type is probably scarcely worth noting; it marks the limit value of a 
typological series that extends away from it. One hasty assumption 
to guard against is that the professionals' privilege to constitute this 
type might be explicable by the social process of alienation 
between individuals and objective spirit in the late bourgeois phase. 
That explanation would discredit the type itself. The tendency of 
most musicians, from their first recorded utterances on, has been to 
grant full comprehension of their works to their own kind only, and 
the increasing complexity of compositions can hardly have failed to 
further reduce the circle of the fully qualified. At all events, it will 
have done so relatively to the growing numbers that listen to music 
at all. 

Under the prevailing social conditions, making experts of all 
listeners would of course be an inhumanly utopian enterprise. The 
compulsion which the work's integral form exerts upon the listener 
is not only incompatible with his nature, with his situation, and 
with the state of nonprofessional musical education, but with 
individual liberty as well. This is what bestows legitimacy on the 
type of the good listener as opposed to the expert. The good listener 
too hears beyond musical details, makes connections spontane
ously, and judges for good reasons, not just by categories of 
prestige and by an arbitrary taste; but he is not, or not fully, aware 
of the technical and structural implications . Having unconsciously 
,mastered its immanent logic, he understands music about the way 
we understand our own language even though virtually or wholly 
ignorant of its grammar and syntax. 

This is the . type we mean when we speak of "a musical 
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person"-assuming that this phrase is still a reminder of the 
capacity for direct, meaningful hearing, that it is not enough for us 
to find that someone "likes" music. Historically, such musicality 
required a certain h omogeneity of musical culture ; furthermore, it 
needed some solidity of the total condition, at least in the groups 
reacting to works of art. The chances are that something of this 
sort survived at courts and in aristocratic circles as late as the 
nineteenth century. There is a letter written by Chopin in which, 
though deploring the distracted way of life in high society, he 
credits it with real comprehension while chiding the bourgeoisie for 
appreciating only the s tunning performance-"the show," one 
would say nowadays. Characters of this type are drawn by Proust 
in the Guermantes sphere-Baron Charlus, for example. 

With society irresistibly turning bourgeois and the exchange and 
performance principles victorious, the good listener-again in 
proportion to the increasing numbers that will listen to music at 
all-may be presumed to keep growing rarer and threatening to 
disappear. There are signs of a polarization toward the extremes of 
the typology: today one tends to understand either everything or 
nothing. Partly at fault, of course, is the decay, under pressure from 
mass media and mechanical reproduction, of any nonprofessional 
musical initiative. The amateur's best chance of survival may be 
where remnants of an aristocratic society have managed to hold 
out, as in Vienna. In the petty bourgeoisie the type is hardly apt to 
occur any more, with the exception of polemical lone wolves who' 
are already tending to expertise. In the past, by the way, there was 
a far better understanding between good listeners and experts than 
exists today between the so-called educated class and the products 
of the avant-garde. 

The sociological h eir to this type has come to be a third type, the 
properly bourgeois one in control of opera and concert audiences. 
We may call this type the culture consumer. He is a copious, 
sometimes a voracious listener, well-informed, a collector of 
records. He respects music as a cultural asset, often as something a 
man must know for the sake of his own social standing; this 
attitude runs the gamut from an earnest sense of obligation to 
vulgar snobbery. For the spontaneous and direct relation to music, 
the faculty of simultaneously experiencing and comprehending its 
structure, it substitutes hoarding as much musical information as 
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possible, notably about biographical data and about the merits of 
interpreters, a subject for hours of inane discussion. It is not rare 
for this type to have an extensive knowledge of the literature, but of 
the sort that themes of famous, oft-repeated works of music will be 
hummed and instantly identified. The unfoldment of a composition 
does not matter. The structure of hearing is atomistic: the type lies 
in wait for specific elements, for supposedly beautiful melodies, for 
grandiose moments. On the whole, his relation to music has a 
fetishistic touch.2 The standard he consumes by is the prominence 
of the consumed. The joy of consumption, of that which-in his 
language-music "gives" to him, outweighs his enjoyment of the 
music itself as a work of art that makes demands on him. 

Two or three generations ago this type used to pose as a 

Wagnerian ; today he is more likely to call Wagner names. At a 
violinist's concert his interest will focus on what he calls "tone 
production," if not indeed on the violin itself. In a singer's case it is 
the voice that interests this type ; in a pianist's, it may be the tuning 
of the grand. Such people are appraisers. The one thing they 
primarily respond to is an exorbitant and, so to speak, measurable 
performance-breakneck vistuosity, for instance, wholly in the 
sense of the "show" ideal. Technique, the means, impresses them as 
an end in itself; in this respect they are quite close to the presently 
widespread mass audience. Of course, they posture as elitists 
hostile to the mass. Their milieu is the upper and uplifted 
bourgeoisie, with links to the petty one ; their ideology may be 
mostly reactionary, culture-conservative. Almost always they are 
enemies of the vulnerable new music, proving their value-conserv
ing and at the same time discriminating level to themselves by 
railing jointly at the "crazy stuff." 

Conformism and conventionality largely mark their social char
acter. Quantitatively, though having notably more representatives 
than the second type, this third one is still rather unsubstantial even 
in countries with so strong a musical tradition as Germany and 
Austria. It is a key group, however, and to a great extent 
determines the official life of music. It furnishes not only the 
subscribers to the leading concert societies and opera houses, not 
only the pilgrims to festivals like Salzburg and Bayreuth, but more 
importantly, the membership of the programming and scheduling 
bodies-above. all, the philharmonic concert committee ladies in 
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America. They are the ones to guide that reified taste which 
wrongly deems itself superior to that of the culture industry. More 
and more of the musical cultural commodities administered by this 
type are transformed into commodities of manipulated consump
tion. 

Next in line would be another type, one defined not by the 
relation to the specific quality of what is heard, but by its own 
mentality, grown independent of the object. This is the emotional 
listener. His relation to music is less rigid and indirect than the 
culture consumer's, but in another respect it is even farther 
removed from perception: to him, the relation becomes crucial for 
triggering instinctual stirrings otherwise tamed or repressed by 
norms of civilization .  Often music becomes a source of irrational
ity, whereby a man inexorably harnessed to the bustle of rationalis
tic self-preservation will be enabled to keep having feelings at all. 
Often he has virtually nothing to do any more with the form of 
what he has heard: its preponderant function is that of such a 
trigger. The listening process follows the theorem of specific sense 
energies: a sensation of l ight results from a punch in the eye. Yet 
this type may indeed respond with particular strength to music of 
an obvious emotional hue, like Tchaikovsky's. He is easily moved 
to tears, and his links with the culture consumer are continuous; · 
the latter's arsenal too is rarely without an appeal to the emotional 
values of genuine music. 

In G�_rmany-perhaps under the spell of the cultural respect for 
music-the emotional listener seems less characteristic than in 
Anglo-Saxon countries, where the stricter pressures of civilization 
necessitate evasions into uncontrollably introverted realms of 
feeling; in technologically backward countries, notably in the 
Slavonic ones, it is also likely to retain a role. The contemporary 
output tolerated and mass-produced in the Soviet Union is 
tailor-made for this type; in any event its musical ego ideal is 
patterned after the cliche of the violently oscillating, now ebullient, 
now melancholy Slav. As in music, the type is probably naive, or 
ostensibly naive, at least in his overall habitus. The immediacy of 
his reactions tallies with an occasional stubborn blindness to the 
thing he is reacting to. He does not want to know anything and is , 
therefore easily influenced from the outset. The musical culture 
industry can plan for him-in Germany and Austria with the 
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synthetic folk song species, for example, from about the early 
nineteen-thirties on. 

Socially the type is hard to' identify. He may be credited with 
some warmth; perhaps he is really less callous and self-satisfied 
than the culture consumer who outranks him, according to 
established concepts of taste. And yet this may be the very listening 
type to cover the drudges and notorious "tired businessmen" who 
seek, in a realm that will not affect their lives, to compensate for 
what they must deny themselves otherwise. 

The type extends from those whom music, of whichever kind, 
will stimulate to visual notions and associations to men whose 
musical experiences approach the torpor of vague reveries. Akin to 
it ,  at least, is the "sensuous" listener in the narrow sense of the 
word, the culinary taster for isolated sonic stimuli. At times such 
people may use music as a vessel into which they pour their own 
anguished and, according to psychoanalytical theory, "free
flowing" emotions; at other times they will identify with the music, 
drawing from it the emotions they miss in themselves. Problems of 
this sort are difficult and as much in need of investigation as the 
question whether auditory emotions are fictitious or real. Probably 
the two are not sharply severed at all. Whether the differentiatioris 
in the mode of musical reaction correspond in turn to differentia
tions oLthe total person, and ultimately to sociological ones, must 
remain open for the time being. 

To be suspected is the anti-intellectualist effect that may be 
exerted on the emotional listener by a prefabricated ideology of 
official musical culture. Conscious listening may come to be 
confused with a cold and outwardly reflecting attitude toward the 
music. The emotional type fiercely resists all attempts to make him 
listen structurally-more fiercely, perhaps, than the culture con
sumer who for culture's sake might put up even with that. As a 
matter of fact, without an affective factor adequate listening is not 
conceivable either. Only, here the factor is the thing itself, and the 
psychological energy is absorbed by the concentration on it, while 
the emotional listener considers music a means to ends pertaining 
to the economy of his own drives . He does not give himself up to 
the thing, which thus cannot reward him with feelings either; 
instead, he refunctions it into a medium of pure projection. 

What has developed in Germany, at least, is a stark anti-type to 
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the emotional listener, a type which instead of using music to evade 
the mimetic taboo, the civilized ban on feelings, appropriates the 
taboo, virtually choosing it as the norm of musical conduct. The 
ideal of this type is a static-musical listening.3 He scorns the official 
life of music as washed-out and phantasmic, but he does not strive 
beyond it ;  rather, he flees back of that life, back to times which he 
fancies are proof against reification, against the dominant com
modity character. In his rigidity he pays tribute to the very 
reification he opposes. This essentially reactive type might well be 
christened the "resentment listener. " 

The type includes those devotees of Bach against whom I once 
defended him, and even more the sticklers for pre-Bachian music. 
In Germany, up to the very recent past, almost all the adepts of the 
youth movement were ensorcelled by that mode of conduct. 
Seemingly nonconformist in his protest against current musical 
activities, the resentment listener will mostly sympathize with 
orders and collectives for their own sake, along with all socio-psy
chological and political consequences. Witness the concentration 
of obtusely sectarian, potentially wrathful faces at so-called "Bach 
evenings" and other nocturnal musicales. They are well-trained in 
their special sphere, also in active music-making, which proceeds 
like clockwork ; but everything is coupled with Weltanschauung and 
twisted. The inadequacy consists in the jettisoning of entire musical 
spheres whose perception would be crucial . 

The consciousness of people of this type is pre-formed by the 
goals of their organizations, most of which follow crassly reac
tionary ideologies, and by their historicism. Loyalty to the work, 
which they set against the bourgeois ideal of musical showmanship, 
becomes an end in itself, not so much a matter of adequately 
presenting and experiencing the meaning of works as of guarding 
zealously against any minute deviation from what-impeachably 
enough-they take for the performing practice of past ages. If the 
emotional type tends to corn, the resentment listener tends to a 
spurious rigor, to mechanical suppression of his own stirrings in the 
name of shelteredness in the community. They once called 
themselves Musikanten;* it took an administration of practiced 

• Originally simply the German for musicians, this word came in the nineteenth 
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anti-romanticists to make them drop the name. Psychoanalytically 
this type remains most characteristic, an appropriation of precisely 
what they are against. It attests ambivalence. What this type wants 
is not only the counterpart of the romantic musicmaker ; the wish is  
inspired by the most vehement affect against his imago. 

The resentment listeners' inmost impulse is probably that of 
raising an age-old taboo-the civilized ban on the mimetic 
impulse4-in the very art which lives by that impulse. They want to 
liquidate what has not been domesticated by the solid order, the 
untamed vagary whose last, sorry traces are the rubati and 
exhibitions of soloists ; in music, which the operetta used to grant 
them as a private sphere, the gypsies are to croak now as they did 
before, in concentration camps. Subjectivity, expression-to the 
resentment listener all this is profoundly linked with promiscuity, 
and that he cannot bear to think of. And yet, according to 
Bergson's insight in Deux sources, the longing for an open society is  
too strong for even that hatred to proceed to its abolition, and it i s  
that longing which i s  sedimented in  art. The compromise i s  the 
absurdity of an art from which mimesis has been expurgated, a 
germ-free art, so to speak. That art as its ideal is the secret of the 
resentment audience. 

Strikingly undeveloped in this type is the sense for qualitative 
differences within the preferred literature. The ideology of unity 
shriveled the sense for nuances. As a general rule, whatever i s  
differentiated comes under puritanical suspicion. The size of  the 
resentment audience is difficult to make out ; well-organized and 
propagandistically active, with vast influence on musical education,  
it functions as  another key group, as  the body of those who are 
musisch. * But whether it has very many representatives beyond the 
organizations themselves is uncertain. The masochism of a mode of 
conduct where one must incessantly forbid himself something or 
other indicates a necessary premise: collective coercion. Internal
ized, such coercion may well remain a determinant of the type even 

century to acquire the slightly belittling connotation of street entertainers, hurdy
gurdyists, etc.-Transl. 

*Defined in German dictionaries as "dedicated to the Muses; gifted and trained 
in the arts." Not only the word and its antonym, amusisch, but the very concept is 
peculiarly German.-Transl. 
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where the listener's real situation is an isolated one, as often in the 
case of broadcast music. Contexts of this sort are far too complex 
to be unraveled simply by correlations such as the one made 
between people's membership in organizations and their taste in 
music. 

While socially the type remains to be deciphered, the direction of 
its deciphering can be shown. It is recruited largely from the upper 
petty bourgeoisie, which faced social decline. For decades, mem
bers of this stratum had become more and more dependent, less 
and less able to tum into outwardly self-determining and thus 
inwardly unfolding individuals. This also hampered their expt;:ri
ence of the great music that is mediated-and by no means since 
Beethoven only-by the individual and his liberty. But at the same 
time that stratum's old fear of proletarization in the midst of the 
bourgeois world made its members cling to the ideology of social 
eminence, of elitism, of "inner values." 5 Their consciousness as 
well as their attitude toward music results from the conflict 
between social position and ideology. They settle it by pretending 
to themselves and others that the collectivity they are condemned 
to, the collectivity in which they are afraid of losing themselves, is 
superior to individuation-that it is tied to Being, meaningful, 
humane, and whatever else. What supports this pretense is their 
substitution of the preindividual state, suggested by the synthetic 
Musikanten-music and by most of the so-called Baroque, for_ the 
real, post-individual state of their own collectivization. They think 
they are thus investing this with an aura of health and integrity. 
According to the ideology of "inner values," the forced regression 
is falsified into something better than what the resentment listeners 
are denied-a process formally comparable to the fascist manipula
tion that invested the compulsory collective of the atomized with 
the insignia of a precapitalist, nature-grown "people's community." 

Recently we find discussions of j azz featured in the periodical 
literature of this type. While jazz had long been suspect there-as 
subversive--one can note increasing signs of sympathies possibly 
linked with its domestication, long accomplished in America and 
no more than a question of time in Germany. The type of Jazz 
expert and Jazz fan-the two differ less than the jazz experts flatter 
themselves-is akin to the resentment listener in the habitus of 
"received heresy," of a protest against the official culture that has 
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been socially captured and rendered harmless. The same kinship 
shows in the need for musii;:al spontaneity in opposition to the 
prescribed ever-sameness, and it shows in the sectarian character. 
In Germany in particular any critical word about jazz, about 
whichever form of jazz happens at the moment to be worshipped as 
progressive, will be avenged by the inner circle as a crime of the 
uninitiated. 

The jazz listener also shares the resentment type's aversion to the 
classic-romantic ideal of music ; but he is free of the ascetic-sacral 
gesture. He boasts of precisely his mimetic side even though he has 
reduced it to a pattern of "standard devices." At times-not  
always-he too has an  adequate understanding of  his subject while 
sharing in the narrowness of reactivity. Out of a justified aversion 
to cultural humbug he would like best to exchange esthetics as a 
norm of conduct for technology and sports .  He mistakes himself 
for a bold avant-gardist although for more than half a century his 
utmost excesses have been outdone and rendered consistent by 
serious music. 

On the other hand, in crucial points such as expanded-im
pressionistic harmonics and the simple standardization of form, 
jazz remains imprisoned within narrow bounds. The undisputed 
predominance of the beat, from which all syncopic arts must take 
orders ; the inability to conceive music dynamically in the proper 
sense of the word, as something freely evolving-these endow even 
this listening type with the character of bondage to authority. 
Except that here the character has more an Oedipal touch in the 
Freudian sense: it is a kind of backtalk to the father in which 
readiness to knuckle under is already implied. With respect to 
social consciousness the type is often progressive ; it is found mostly 
among the young, of course, and probably bre.d and exploited by 
the teenage business. Its protest scarcely lasts long ; what endures in 
many is the readiness to participate . The jazz audience i tself is split, 
with each group plying its own special prand. The fullfledged 
technical experts vilify the screeching retinue of Elvis Presley. It 
would take a musical analysis to find out whether the offerings to 
which those two extremes respond are really worlds apart. 

There are those who try desperately to distinguish what they 
consider "pure jazz" from the commercially disfigured kind, and 
even they cannot help admitting commercial band leaders to their 
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place of worship. The jazz realm is tied to commercial music by its 
predominant basic material, the hit songs, if by nothing else. Part 
of its physiognomies is the amateurish incapacity to account for 
things musical in exact musical terms-an incapacity which it is 
futile to rationalize with the difficulty of nailing down the secret of 
the irregularities of jazz, long after the notators of serious music 
have learned to fix fluctuations of incomparably greater difficulty. 
In this type the estrangement from sanctioned musical culture 
recoils into a preartistic barbarism vainly advertised as a burst of 
primal feelings. Numerically, even if we count all those whom the 
leaders take for fellow travelers, this type too is modest for the time 
being. But in Germany it is apt to grow and probably merge with 
the resentment audience in the not-too-distant future.· 

The quantitatively most significant of all the types is certainly the 
listener to whom music is entertainment and no more. If we were 
thinking purely in terms of statistical criteria, not of the weight of 
particular types in society and in musical life, and not of typical 
positions on the subject matter, the entertainment type would be 
the only relevant one. Even without such a qualification it seems 
doubtful whether in view of the preponderance of this type it will 
be worth sociology's while to develop a much more far-reaching 
typology. The picture changes only when we start to look at music 
not just as something For Others, a social function, but as an 
In-Itself-when the present social problematics of music are 
ultimately fused with the very appearance of its socialization. 

The entertainment listener is the type the culture industry is 
made for, whether it adjusts to him, in line with its own ideology, or 
whether it elicits or indeed creates the type. Perhaps the isolated 
question of priority is wrongly put, and industry and audience both 
make up a function of the state of society, a function in which 
production and consumption are entwined. Socially the entertain
ment listener type would have to be correlated with a widely noted 
phenomenon that can refer to none but a subjective consciousness, 
however: with a leveled unitarian ideology. We would have to 
examine whether the social differences that have since been 
observed in this ideology show up among entertainment listeners as 
well. One hypothesis would be that the lower stratum will surrender 
to unrationalized entertainment while the upper will dress it up 
idealistically, as spirit and culture, and will select it accordingly. 
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The widespread elevated entertainment music would square very 
well with this compromise b�tween ideology and actual listening. 
The ground for the type has been prepared in another type: in the 
culture consumer, who does not relate to specific music either ; to 
both types it is not a meaningful context but a source of stimuli. 
Elements of emotional listening play a part there, so do elements of 
listening as a sport. But all of this is flattened as by a steamroller, 
leveled by the need for music as a comfortable distraction. 

It is quite possible that extremes of this type may not even be 
gratified any longer by the atomistic stimuli, that music will hardly 
be enjoyed any longer, in any conceivable sense. The structure of 
this sort of listening is like that of smoking. We define it more by 
our displeasure in turning the radio off than by the pleasure we feel, 
however modestly, while it is playing. No one knows the size of the 
group that will, as it has often been put, let itself be sprinkled with 
broadcast music without really listening; but that unknown size 
illuminates the whole domain. The comparison with addiction is 
inescapable. Addicted conduct generally has a social component: it 
is one possible reaction to the atomization which, as sociologists 
have noticed, parallels the compression of the social, network. The 
addict manages to cope with the situation of social pressure, as well 
as with that of his loneliness, by dressing it  up, so to speak, as a 
reality of his own being; he turns the formula "Leave me alone!" 
into something like an illusionary private realm, where he thinks he 
can be himself. 

However, as might be expected of the extreme entertainment 
listener's misrelation to the subject matter, his inner realm itself 
stays altogether empty, abstract, and indefinite. Where this attitude 
is radicalized, '.where artificial paradises take shape as they do for 
the hashish smoker, powerful taboos are violated. Yet the addictive 
tendency is innate in the social contexts. It cannot be simply 
suppressed. Results of the conflict are all the patterns of conduct 
which satisfy the addict's need in weakened form without too 
greatly impairing the dominant work ethic and sociability. Socie
ty's position on the use of alcohol-a lenient one, to say the 
least-is one such pattern ; the social approbation of tobacco is 
another. Addiction to music on the part of a number of entertain
ment listeners would be a similar phenomenon. It attaches itself to 
technology, which is affectively engaged in any case. There can be 
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no more drastic demonstration of the compromise character than 
the conduct of a man who has the radio playing while he works . 
The unconcentrated attitude in this simultaneity has long been 
historically prepared by the entertainment listener and is often 
aided by the material he will hear at such times. 

The enormous number of entertainment listeners justifies the 
assumption that their  type is of the sort which in American social 
research has won notoriety as "Miscellaneous." Probably it is 
reducing quite heterogeneous things to a common denominator. 
We might conceive a series leading from the man who cannot work 
without the blare of a radio to one who kills time and paralyzes 
loneliness by filling his ears with the illusion of "being with" no 
matter what; from him to the lovers of medleys and musical 
comedy tunes; on to those who value music as a means of 
relaxation ; finally to a group one must not underestimate: to the 
genuinely musical who have been barred from education in general 
and from musical education in particular, and who theref01"e, and 
because of their place in the production process, do not share in 
genuine music and allow themselves to be fobbed off with staple 
merchandise. We encounter many such people among the "0lk 
musicians," in provincial areas . 

Mostly, however, the representatives of the entertainment type 
are resolutely passive and fiercely opposed to the effort which a 
work of art demands. For decades, for instance, members of this 
group have been writing letters to the Vienna Radio, protesting 
against broadcasts of what music to which they lend the horrible 
appellation "opus music" and insisting that preference be given to 
the "chromatic" one-to wit, to the accordion. If the culture 
consumer will turn up his nose at popular music, the entertainment 
listener's only fear is to be ranked too high. He is a self-conscious 
lowbrow who makes a virtue of his own mediocrity. He repays the 
culture of music for the social debt it incurred by banishing him 
from its experience. His specific mode of listening is that of 
distraction and deconcentration, albeit interrupted by sudden 
bursts of attention and recognition; conceivably even laboratory 
tests might have access to this listening structure. The fitting 
instrument for its primitivity is the program analyzer. 

Assigning the entertainment listener to a distinct social group is 
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difficult. In Germany, at least, the truly educated owe it to their 
own ideology to keep their d,istance from that type-which does 
.not prove, by the way, that a majority of their stratum actually 

_listens in very different fashion. Americans have no such inhibi
tions, and they are sure to fade in Europe too. Some social 
differentiations within the entertainment audience can be expected 
to show in its favorite materials ; the young outside the jazz cult 
may delight in pop hits, for example, and rural segments of the 
population in the folk music that swamps them. The American 
Radio Research has come upon a ghostly state of facts: the 
synthetic cowboy and hillbilly music manufactured by the culture 
industry is especially popular in areas where cowboys and hillbillies 
are really still living. 

An adequate description of the entertainment listener will be 
possible only in the context of the mass media, of radio, film, and 
television. His psychological peculiarity is a weak. ego: as a guest at  
live broadcasting sessions he will applaud enthusiastically when
ever light signals urge him to do so. To criticize the offering is as far 
from him as to make an effort for its sake. He is skeptical only of 
what takes self-reflection ; ready to agree with his own customer's 

· rating; obstinately bonded to the facade of society that grins at him 
from magazine covers. The type has no political profile. But, as in 
music, he will probably conform in reality to any rule that does not 
patently impair his consumer standard. 

A word remains to be added on the type of the musically 
indifferent, the unmusical, and the anti-musical-if we may combine 
those in a type. Its roots are not, as bourgeois convention would 
have it, a matter of deficient natural talent, but of processes 
occurring in early childhood. Let me venture the hypothesis that it 
was always brutal authority which in those days caused the defects 
in this type. Children of particularly strict fathers often seem 
unable even to learn to read notes-now, by the way, the premise 
of a musjcal education worthy of humankind. This type evidently 
coincides with an excessively, one might even say pathologically 
realistic mentality ; I have observed it in people with extreme 
talents for special technical fields. But neither should it su!"Prise us 
if the type were found, reactively, in groups exempted from the 
bourgeois culture by educational privilege and economic situation 
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-if it constituted their reply to dehumanization, as it were, and 
confirmed it at the same time. The social significance of being 
amusisch* in both the narrow and the broad sense of the word has 
not been studied yet ;  it would be a highly educational project. 

Rejections of what has been said here may be due to misinterpre
tations of my draft. My point is neither to disparage representatives 
of the described listening types negatively nor to distort the picture 
of reality by deriving judgments on the world situation from the 
present dubious state of listening to music . To posture mentally as 
if mankind existed for the sake of good listening would be a 
grotesque echo of estheticism, just as the converse thesis, that 
music exists for mankind, merely puts a humane face on the 
furtherance of thought in exchange categories-a way of thinking 
to which everything that exists is only a means for something else, a 
way that degrades the truth of the matter and thus strikes the very 
men it aims to please. The prevailing condition envisioned by 
critical typology is not the fault of those who listen one way rather 
than another. It is not even the fault of the system, of the culture 
industry that buttresses the state of mind of people so as to be 
better able to exploit it. Instead, the condition arises from the 
nethermost sociological layers : from the separation of mental and 
manual labor, or of high and low forms of art ; later from the 
socialized semiculture; ultimately from the fact that the right 
consciousness in the wrong world is impossible, and that even the 
modes of social reaction to music are in thrall to the false 
consciousness. 

Too much weight should not be given to the social differentia
tions within this draft. The types, or many of them, will cut across 
society, as we say in the jargon of socfal research. For the 
shortcomings of each type mirror the divided whole; each is more 
representative of an inwardly antagonistic totality than of a 
particular social variation .  Attempts to subsume the types, and the 
predominance of the entertainment listener, under the massifica
tion concept that is so popular among the masses would be 
particularly wrong-headed. In the entertainment listener, no matter 
what the old and what the new falsehood inherent in him, the 

*.See Translator's Note, p. 11 above. 
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masses are not uniting to rise against a culture which they are 
denied in the very offer. Their, movement is a reflex movement ; it is 
the discontent which Freud diagnosed in civilization, turned 
against civilization. It  harbors the potential of something better, 
just as a yearning for and a chance of human dignity in dealing 
with music, with art pure and simple, endures in almost every other 
of the types, albeit in degraded form. 

It would, of course, be an erroneous conclusion simply to equate 
such treatment of art with an unmutilated treatment of reality. The 
fact which expresses the antagonistic state of the whole is that even 
musically correct modes of conduct may, by their positions in the 
whole, cause moments of disaster. Whatever we do will be wrong. 
The expert listener needs a degree of specialization as probably 
never before, and the proportional decrease of the "good listener" 
type-if it should prove true-might well be a function of that 
specialization. And the price paid for it is often a seriously 
disturbed relation to reality, including neurotic and even psychotic 
character deformations. These are certainly not necessary premises 
of egregious musicality in love with the old-fashioned slogan of 
genius and dementia, yet an unregimented empiricism cannot but 
be struck by the fact that such defects occur precisely in the most 
highly qualified musicians. I t  cannot be an accident, but must lie in 
the course of specialization itself, that many of them, faced with 
questions beyond the realm of their own expertise, will seem naive 
and obtuse to the point of total disorientation and deviant 
pseudo-orientation. 

An adequate musical consciousness does not even involve a 
directly adequate artistic consciousness as such. Specialization 
extends all0 the way into the relation to the various media ; a 
number of young avant-gardists in the fine arts have been carrying 
on as jazz fans, all unaware of the difference in level. In cases of 
such disintegration, of course, we come to doubt the validity of the 
seemingly advanced intentions. In view of such complications there 
is nobody in the intimidated, overtaxed, captive · audience

� 
of 

millions to shake a finger at and tell that he must know something 
about music, or at least must take an interest in it. Even · the 
freedom of release from such obligations has an aspect of human 
dignity-that of a state of affairs in which culture is no longer 
forced upon one. A man gazing peacefully at the sky may at times 
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be closer to truth than another who accurately follows the 
"Eroica." But in thus failing culture he compels conclusions about 
the way culture has failed mankind, and about what the world has 

· made of mankind. The contradiction between the freedom of art 
and the gloomy diagnoses regarding the use of such freedom-this 
contradiction is one of reality, not just of the consciousness that 
analyzes reality so as to make some small contribution to change. 

20 
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POPULAR MUSIC 

The concept of popular music1 is both murky and self-evident. We 
.all know what happens to us when we absentmindedly turn on the 
radio, and this knowledge seems to relieve us of reflecting upon 
what it · is. The phenomenon becomes a datum that must be 
accepted as unalterable, so to speak, a datum whose sheer obstinate 
existence proves its right. The administrations of culture have long 
sanctioned the splitting of music into two spheres, with one section 
flatly reserved for popular music,2 and now and then this will 
indeed be deplored as allegedly leveling the general taste or 
isolating serious music from the mass of listeners. But it is also the 
lack of reflection on popular music itself which precludes insights 
into the relation of two realms that have since congealed into rigid 
disciplines. They have been separated and entwined for just as long 
as high and low art have been. The people kept out of the cultural 
establishment by economic and psychological pressures, the ones 
whose discontent with civilization is always an expanded reproduc
tion of the raw state of nature-these, beginning in Antiquity and 
definitely since the Roman Mimus, were fobbed off with specially 
prepared stimuli. Their lower art was mixed with remnants of that 
orgiastic intoxication which the higher, in the sign of progressive 
logicity and mastery of nature, would eliminate from itself. 

Conversely, as long as the objective spirit was not yet wholly 
planned and steered by administrative centers, the higher art would 
recall the extent to which its own principle involved injustices to 
the many. Time and again it felt the need of something else, of 
something that would resist the formative esthetic will and that 
might serve as the touchstone of that will-and so, whether 
unintentionally or intentionally, it would absorb elements of the 
lower music. Some of this shows in the old custom of parody, of 
setting spiritual texts to .profane melodies. Bach did not shrink from 
borrowing from below even in his instrumental works, as in the 
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Quodlibet of the "Goldberg Variations," and neither Haydn nor 
the Mozart of The Magic Flute or Beethoven would be conceivable 
without an interaction of what by then were separated spheres. The 
last instance of their reconciliation, utterly stylized and teetering as 
on a narrow mountain bypass, was The Magic Flute-an instant 
still mourned and longed for in such structures as Strauss and 
Hofmannsthal's A riadne auf Naxos. There were times far into the 
nineteenth century when it was possible to write decent popular 
music . Its esthetic decay is as one with the irrevocable and 
irrelative dissociation of the two realms. 

If the concept of decay, which cultural philistines love to cite 
against modern art, is justified anywhere it is in popular music. 
There it is tangible and precisely determinable. In Offenbach a 
highly original inventiveness operating on two levels, a colorful 
imagination, and a felicitous facility coincided with lyrics whose 
meaningful nonsense made Karl Kraus fall in love with them. 
Johann Strauss's gift for composing proper may have surpassed 
Offenbach's (how ingeniously the "Emperor Waltz" theme is 
devised in counterpoint to the cadence of the waltz pattern !) ,  and 
yet he is a harbinger of decline in tasteless libretti as much as in an 
instinctually uncertain tendency to garish operaticism-a tend
ency, by the way, which the Offenbach of the Rhine nymphs had 
not withstood either. Popular music in general, all the way to 
Puccini who half-belongs to its sphere, is the worse the greater its 
pretensions, and lukewarm self-criticism is the very thing that 
keeps inducing such pretensions .  The peak of bloated cretinism 
may well have been reached in Friederike, the Lehar operetta with 
the retouched May song. Those who came after Offenbach and 
Strauss were quick to waste their heritage. Their immediate 
successors, men like Lecocq who still preserved something from 
better days, were followed by the abominable monstrosities of the 
operetta stages of Vienna, Budapest, and Berlin. It is a matter of 
taste whether Hungarian schmaltz is more revolting than Prussian 
Puppchen* brutality . Only on rare occasions would the filthy tide 
spew up loose and charming things such as some Leo Fall tunes or 
certain authentic ideas by Oscar Straus. 

• Literally "Little Doll,"  "Dolly"-an endearment popular among the pre-World 
War I Prussian middle and lower classes.-Transl. 
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If the World Spirit had indeed lost i ts way and strayed into 
popular music, that music would have got some of its just deserts. 
Operetta and revue have become extinct, albeit on the threshold .of 
a merry resurrection in the musicals . Their end, probably the most 
drastic historical phenomenon from the later phase of popular 
music, will be charged to the advances and the technological and 
economic superiority of radio and motion pictures-not unlike the 
way painted kitsch was choked off by the photographic one. But 
the revue vanished even from films, which in America had 
absorbed it in the early thirties. So our confidence in the World 
Spirit is shaken again : it may have been precisely the unrealistic 
and imaginative side of the revue that discomfited the mass taste. 
In any case its playful flights of fancy, untamed by any false logic, 
ranked far above the tragic second finale of Hungarian operettas. 
In the age of commercials one feels suddenly homesick for the old 
"Broadway Melodies." 

The true reasons for the demise of revue and European-style 
operetta are difficult to find out, but a trend, at least, may be shown 
by general sociological reflections .  Those types of music were 
closely connected with the economic sphere of distribution-more 
specifically, with the garment business. A revue was not only an 
undress show; it was also a dress show. One of the biggest hit 
operettas of the Viennese-Hungarian type, the A utumn Maneuvers 
that made Kalman famous, came directly from the associative field 
of clothing manufacture, and even in the age of musicals this link 
remained perceptible in shows like Pins and Needles and Pajama 
Game. Just as the operetta's staff, mode of production, and jargon, 
suggested the apparel business, it could regard people in that line as 
its ideal audience. In Berlin, the man whom the sight of a 
sumptuously bedecked and simultaneously bared star moved to 
exclaim "Simply fabulous ! "  was the archetypical coat-and-suiter. 

And since in Europe, at least, for reasons ranging from economic 
concentration to totalitarian terrorism, the relevance of this and 
other distributive trades declined decisively in the past thirty years, 
those genera of the allegedly buoyant Muse have lost some of their 
real basis. The loss should not be understood merely in the narrow 
sense, as extinction of the specific stratum which once upon a time 
had carried certain types of music. It applies even more in the more 
delicate sense that the decay of the sphere of distribution caused a 
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