WILL-LESS EXPERIENCE THROUGH MUSIC: A STUDY OF THE AESTHETICS
OF ARTHUR SCHOPENHAUER

TAN WENG CHIANG DAVID

I.D. No. 5429861

A Dissertation Submitted in Partial Fulfillment of the
Requirements for the Degree of
DOCTOR OF PHILOSOPHY
in philosophy
Graduate School of Human Sciences
ASSUMPTION UNIVERSITY OF THAILAND
2016

Copyright by
ASSUMPTION UNIVERSITY OF THAILAND
2017

Dissertation Title: Will-less Experience through Music: A Study of the Aesthetics of Arthur
Schopenhauer
By: Tan Weng Chiang David

Field of Study: Philosophy
Dissertation Advisor: John T. Giordano
Accepted by the Graduate School of Human Sciences, Assumption University in Partial
Fulfillment of the Requirements for the Doctor of Philosophy in Philosophy and
Religion

. . ?.~.~~---~·-··
~(Dr. Sangob Laksana)

Dean of the Graduate School of Human Sciences
Dissertation Examination Committee

,

A

~/(/"~/"·····················································Chair

(Dr. John T. Giordano)

-~~~-+-·············

Faculty Member

(Dr. Veerachart Nimanong)

~~················· Faculty Member

••.......•......

(Dr. Kajornpat Tangyin)

..... ~ ......... :............. J. .......... . External Expert
(Prof. Dr. Somparn Promta)

i

ABSTRACT
I.D. No.: 5429861
Name: TAN WENG CHIANG DAVID
Dissertation Title: WILL-LESS EXPERIENCE THROUGH MUSIC: A STUDY OF THE
AESTHETICS OF ARTHUR SCHOPENHAUER
Dissertation Advisor: DR. JOHN T. GIORDANO
_____________________________________________________________________________
This research paper examines Schopenhauer’s concepts of aesthetic contemplation
and music, with the purpose of evaluating whether listening to music can actually bring relief
to the will-driven sufferings of a listener.
The will has been Arthur Schopenhauer’s concept for the true inner nature, or the
thing-in-itself of the world. The will that is within a person causes suffering to the person. A
person is driven by the will for some kind of fulfillment, and once he or she attains that
fulfillment, the person very quickly moves to a new desire, otherwise boredom will set in. If
the person fails to attain the fulfillment, he or she will feel dismay. Given this, a person’s
driving will does not allow him or her lasting fulfillment, nor does it allow the person to
attain a state of tranquility and happiness.
Another kind of will-driven suffering within a person is brought about by the ‘blind’
will. The will acts blindly within a person, driving a person without any reason or cause.
Also, the person has no conscious control over such blind drives of the will.
But Schopenhauer proposes that aesthetic contemplation of artworks can provide
relief from our will-driven sufferings, though temporarily.
Music, however, is a kind of artwork that Schopenhauer considers to be standing
apart from the other kinds of artworks. Music, according to Schopenhauer, is a direct
i
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manifestation of the will. Music is “…as immediate an objectification and copy of the whole
will…” (Schopenhauer, 1969, p.257). Therefore, through music, the will is talking directly to
the listener, and the listener experiences the will.
However, if we carefully consider Schopenhauer’s concept of aesthetic
contemplation, it seems that Schopenhauer has fallen short of explaining specifically how
experiencing music as a direct manifestation (Abbild) of the will itself, can provide relief
from the same will-driven suffering. In other words, at least in my view, he fails to
convincingly account for how a listener of music is able to achieve a “…will-less…” status
(of sorts) (Schopenhauer, 1969, p.179).
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CHAPTER 1
INTRODUCTION
“Thus at the same time, the person who is involved in this
perception [the perception of music] is no longer an individual, for
in such perception the individual has lost himself; he is pure willless, painless, timeless subject of knowledge.” (Schopenhauer, 1969,
p.179).
1. Significance and Background of Research Problem
Arthur Schopenhauer has in The World as Will and Representation, Volume One,
argued that music is a direct manifestation of the will. This is because music manifests the
innermost nature of the world, including a person’s own true self. However, in contradiction
to Schopenhauer’s concept of aesthetic contemplation, in fact, he does not specifically claim
that music provides relief from suffering caused by the will. The problem can be presented as
follows:

1.1 Will and Music
The will has been Schopenhauer’s concept of the true inner nature, or the thing-initself, of the world. In the phenomenal world of appearances or representations, music is
the direct manifestation (Abbild) of this will1:
“…music differs from all the other arts by the fact that it is not a
copy of the phenomenon, or, more exactly, of the will’s adequate
objectivity, but it is directly a copy of the will itself, and therefore
expresses the metaphysical to everything physical in the world, the
thing-in-itself to every phenomenon. Accordingly, we could just as
well call the world embodied music as embodied will;…”
(Schopenhauer, 1969, p.262-263).
In supporting this metaphysical concept about what lies beneath the physical
world, Schopenhauer argued in (Chapter 52 of Volume One of The World as Will and
1 (see Ferrara, 1996, p.183-190) where Ferrara discusses and claims that Schopenhauer did argue with

analysis that music and nature or the world as representation, have certain parallel features.
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Representation) that music embodies the language of feeling and passion. Accordingly,
melody in music mirrors features of human behavior as it represents intellectual
development, agitations, efforts, feelings, and every expression of the will (Schopenhauer,
1969, p.259). So, the striving of an individual’s will to achieve satisfaction of desire, and
the suffering due to the non-appearance of such satisfaction, finds its correspondence in
the intervals of melody:
“…the nature of melody is a constant digression and deviation from
the keynote in a thousand ways, not only to the harmonious
intervals, the third and dominant, but to every tone, to the dissonant
seventh, and to the extreme intervals; yet there always follows a
final return to the keynote. In all these ways, melody expresses the
many different forms of the will’s efforts, but also its satisfaction by
ultimately finding again a harmonious interval, and still more the
keynote.” (Schopenhauer, 1969, p. 260).
In this way, Schopenhauer provided a large-scale analogy between the phenomena
as they appear in nature, and the different elements of music (Janaway, 2002, p.84-85). For
example, the bass can be seen as embodying the lowest grade of the will’s objectification,
which is to say that the “inorganic nature, the mass of the planet” from which everything
originates, and develops from. (Schopenhauer, 1969, p.258).
However, it could be argued that Schopenhauer, somehow incongruously,
stressed that the music to which he refers as the direct manifestation of the will, is
essentially non-imitative of the world. In other words, what he is referring to is music that
expresses “…the inner nature of the will itself…”, but which is not imitating the
Phenomenon (Schopenhauer, 1969, p.263).
In order to clarify what he meant, Schopenhauer gave the examples of imitative
music as expressed by the composer Joseph Haydn in the Seasons, in his many passages of
Creation, where the Phenomenon is directly imitated, and in his battle of music pieces. So,
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Schopenhauer argues that non-imitative music is inherently different from what Haydn
does.
But, when coming to the specifics, Schopenhauer says that non-imitative music is
“…so easy to understand and yet so inexplicable…”. “…it floats past us as a paradise
quite familiar and yet eternally remote...” (Schopenhauer, 1969, p.264). This is the case
because non-imitative music “...reproduces all the emotions of our innermost being, but
entirely without reality and remote from its pain.” (Schopenhauer, 1969, p.264).
Schopenhauer gives an example of that type of reproduction of emotions by mentioning
the music of Gioachino Rossini, which does not need words, and speaks its own language;
thereby expressing only the quintessence of life and its events. (Schopenhauer, 1969,
p.261-262) Rossini’s music, therefore, can be considered as Schopenhauer’s paragon of
non-imitative music.

1.2 Suffering
The will, which operates within a person, causes suffering. This is because we are
continuously driven by the will that manifests itself as desire. As a consequence, we
always aspire to some kind of fulfillment, or satisfaction. However, once we attain one
fulfillment, we very quickly move to a new desire. In other words, our inner will does not
allow us to achieve lasting fulfillment and, thus, denies to us the obtaining peace and
happiness. As Schopenhauer explains:
“All willing springs from lack, from deficiency, and thus from
suffering. Fulfillment brings this to an end; yet for one wish that is
fulfilled there remain at least ten that are denied. …the wish
fulfilled at once makes way for a new one; the former is a known
delusion, the latter a delusion not as yet known. No attained object
of willing can give a satisfaction that lasts and no longer declines;
…Therefore, so long as our consciousness is filled by our will, so
long as we are given up to the throng of desires with its constant
hopes and fears, so long as we are the subject of willing, we never
obtain lasting happiness or peace.” (Schopenhauer, 1969, p.196)
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But to better explain this idea of the will as the cause of a human predicament,
Schopenhauer also makes use of a Greek mythological metaphor: “Thus the subject of
willing is constantly lying on the revolving wheel of Ixion 2, is always drawing water in
the sieve of the Danaids, and is the eternal thirsting Tantalus.” (Schopenhauer, 1969,
p.196). This Greek mythological metaphor, therefore, is supposed to convey and reinforce
the idea that our endless oscillating between desires and fulfillments is the source of our
suffering. Consequently, to free ourselves from this kind of suffering, we need to
somehow cease our will, free ourselves from the bondage inflicted on us by our will, and
bring the revolving “wheel of Ixion” to a standstill.
Another way to convey the idea that the will is the ultimate cause of suffering, is
to say that the will is a blind driving force, or impulse (Janaway, 2002, p.7). In essence,
such impulse reduces us to the role of agents acting blindly according to whatever the
cause is:
“Even in us the same will in many ways acts blindly; …All that occurs in it must
therefore occur through will, though here this will is not guided by knowledge, not
determined according to motives, but acts blindly according to causes, called in this case
stimuli.” (Schopenhauer, 1969, p.115).
It follows that we have no conscious control over the blind strivings and drives of
the various incoming manifestations of the will. Ultimately, the will, thus constitutes the
source of the fundamental part of each person, the fundamental part over which we,
however, have no conscious control.
2 In Greek myth, Ixion made amorous advances to Hera, the wife of Zeus. Zeus punished Ixion by
binding him to a wheel that is forever whirled through the air (Kivy, 2002, p.253).

5

1.3 Aesthetic Contemplation
Schopenhauer argued that aesthetic contemplation can provide relief from our
will, though only temporarily. Schopenhauer’s aesthetic contemplation, therefore, is one
that is supposed to suspend or disengage all of an individual’s desires or will toward the
artwork itself. Thus, during the aesthetic contemplation, allegedly, the individual steps out
of his or her principium individuationis, i.e. he steps out of time and space. The artwork,
consequently, according to Schopenhauer, “…suddenly raises us out of the endless stream
of willing, and snatches knowledge from the thralldom of the will, the attention is now no
longer directed to the motives of willing, but comprehends things free from their relation
to the will. Thus it considers things without interest, without subjectivity, purely
objectively …” (Schopenhauer, 1969, p.196).

1.4 Platonic Idea
As mentioned in the previous paragraph, Schopenhauer argues that aesthetic
contemplation can provide some temporary relief from the will. But if that is to be taken
seriously as being true, at least according to his own principle of sufficient reason, he
would have to explain more precisely what it is in the experience of aesthetic
contemplation that provides a person with relief from the will. And indeed, he provides a
philosophical explanation as such.
So Schopenhauer, in this fashion, explains that the experience of art frees a person from
the bondage of the will, thus providing momentary relief from suffering, through the
artwork’s embodiment of something that he deems, best described as, Platonic Idea(s), or
forms. This means that Schopenhauer’s artist, is thus (supposed to be) a person who has
the gift of a genius, in that he is able to have the proper intuition to intuit the Platonic
Idea, or form from reality.
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Accordingly, Schopenhauer thinks that the artist’s perception of the world first needs to
be able to achieve a separation, or transcendence of sorts, from the reality of what is
ordinary and contingent. Then, the artist needs to express the very basic types and
principles by which the will operates (which Schopenhauer identifies with Plato’s ideas or
forms) in his or her artwork (Jacquette, 2005, p.148 and p.163):
“That the Idea comes to us more easily from the work of art than
directly from nature and from reality, arises solely from the fact that
the artist, who knew only the Idea and not reality, clearly repeated
in his work only the Idea and not reality, separated it out from
reality, and omitted all disturbing contingencies.” (Schopenhauer,
1969, p.195)
Thus, the kind of aesthetic contemplation that makes a person transcend to the
Platonic Idea is a unique experience, because the cognition process involved in acquiring
the Idea does not happen within time and space. Schopenhauer, therefore, can plausibly
claim that the cognition process that happens while acquiring the Idea, is not driven by
will or desire, because we are at that time “…purely objectively…contemplating”
(Schopenhauer, 1969, p.196). So, he explains that when an individual perceives a work of
art, “…what is thus known is no longer the individual thing [the individual] as such, but
the Idea…at the same time, the person who is involved in this perception is no longer an
individual, for in such perception the individual has lost himself; he is pure will-less,
painless, timeless subject of knowledge”. (Schopenhauer, 1969, p.178-179)
Schopenhauer can, consequently, maintain without manifestly falling into
contradiction that whilst perceiving a work of art, there is a sense in which the will of the
individual becomes at one with the universal will.

1.5 Will-less through Music
Schopenhauer understands music as a direct manifestation (Abbild) of the will.
Music, unlike other art forms, bypasses, and does not convey Platonic Ideas. Music is
“…as immediate an objectification and copy of the whole will as the world itself
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is,…Therefore, music is by no means like the other arts, namely a copy of the Ideas, but a
copy of the will itself,…” (Schopenhauer, 1969, p.257). Therefore, through music, the
will is talking directly to the listener, and the listener experiences the will.
However, an obvious question may be raised. If music is a direct manifestation of
the will, how then, can experiencing it be able to provide relief from the suffering which
is, supposedly, driven by the same will?
At least prima facie, here, there seems to be some sort of contradiction, or at the
very least, some tension with what Schopenhauer tells us about aesthetic contemplation. In
other words how can, according to Schopenhauer’s own assumed premises, a listener of
music become the supposed “pure will-less, painless, timeless subject of knowledge”, who
shall, thereby, be able to gain relief from the will and, hence, from suffering?
(Schopenhauer, 1969, p.179).
Schopenhauer has not explicitly addressed this problem. But, if this issue were to
be left completely unaddressed it would, nevertheless, lead to a potentially serious
contradiction with his concept of aesthetic contemplation3. Furthermore, it could weaken
Schopenhauer’s upholding of music as being the noblest among all arts. This is, allegedly,
because it is supposed to determine an effect that is “…so much more powerful and
penetrating than is that of the other arts, for these other speak only of the shadow, but
music of the essence.” (Schopenhauer, 1969, p.257)

3Professor Paul Guyer has also raised this issue in Pleasure and Knowledge in Schopenhauer’s
Aesthetics, see Will-less Contemplation through Listening to Music above for an analysis of this.
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Having said that, a closer examination of Schopenhauer’s arguments in favor of
music as a manifestation of the will may reveal that he has, in fact, subtly addressed these
objections. Schopenhauer may have done so by, implicitly or explicitly, wittingly or
unwittingly, employing for this purpose several forms of reasoning.
So, with regard to addressing any potential contradiction between the role
Schopenhauer attributes to aesthetic contemplation and music, it can be argued that he
talks about the analogies between music and the objectifications of the will by an
individual, and about the full spectrum of human emotions, which are expressed through
music as emotions per se (Schopenhauer, 1969, p.261). Moreover, he always maintains
that music is so easy to understand, and yet inexplicable (Schopenhauer, 1969, p. 264) etc.
This dissertation attempts to re-examine how Schopenhauer addresses these
issues and expresses his reasoning in order to provide a formula(s) on how a listener can
achieve a state of will-lessness through listening to music, hence gaining relief from
suffering.

2. Thesis Statement
According to Schopenhauer, music is a direct manifestation of the will. But the will
causes suffering to a person, and Schopenhauer does not explain how listening to music can
bring any relief to that suffering. My main purpose is therefore, to analyze, examine, and
formulate a process on how such relief is, or can be brought to listeners.

3. Research Objectives
3.1 Examine Schopenhauer’s concept of aesthetic contemplation in order to achieve relief
from the suffering caused by the will as the blind impulse driving all natural forces;
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3.2 Examine Schopenhauer’s concept of music as a direct manifestation (Abbild) of the
will, by considering the grounds that he used to substantiate his own interpretation of
musicology; and
3.3 Taking into consideration 3.1 and 3.2 above, formulate a process on how, and
whereby, a state of will-lessness, or relief from the endless striving imposed by
nature, can be practically achieved by listening to music.

4. Meaning of Terms Used
4.1 Aesthetic Contemplation: According to Schopenhauer, natural objects as well as
works of art can become amenable to aesthetic contemplation. However, any such
contemplation must comprise two inseparable parts: (1) The object of contemplation,
i.e. the Platonic Idea, which is never anything particular, but the general or universal
element of things; and (2) the subject of cognition, or the person contemplating.
During contemplation, the subject is completely absorbed into the Idea or universal
form expressed by the thing being observed. The person experiencing the artwork,
thus, has no sense of being distinct from the object of contemplation. In this way, he
or she has become a pure, will-less, painless, timeless perceiver of the Platonic Idea,
whilst being suspended from the normal cognition, which is always driven by the will
as the pervasive blind force of nature. Now, the person has elevated himself or herself
to the role of the knowing perceiver of the world of pure Ideas, or eternal forms.
(Cartwright, 2005, p.13).
4.2 Idea: Schopenhauer prefaced his third book of Volume One of The World as Will and
Representation with a quote from Plato’s Timaeus. In this quote, Plato asks: “What is
that which eternally is, and which has no origin?” Schopenhauer agrees with Plato’s
answer, i.e. he shares the view that the eternal can only correspond to the (Platonic)
Ideas. But, he also adds that these ideas correspond to the eternal forms or patterns
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which are as well, objects of aesthetic contemplation. These objects, however, do not
include music. But in Schopenhauer the influence of Plato is combined with the one
of Immanuel Kant. The Platonic Idea, as conveyed to the individual in the artwork,
can become, therefore, the immediate objectification of the thing-in-itself or will, i.e.
the blind, senseless energy of nature.
4.3 Knowledge: The acquisition of knowledge, according to Schopenhauer, is a
representation. So, to the question: “What is knowledge?”, he answers that “It is
above all else and essentially representation” (Schopenhauer, 1966, p. 191). “…all
knowing is essentially a making of representations:…” (Schopenhauer, 1966, p.194).
4.4 Law of Causality: “The consequence of the action of every material object on another
is known …as the latter now acts on the immediate object in a way different from that
in which it acted previously;…Thus cause and effect are the whole essence and nature
of matter; …(Details of this are to be found in the essay On the Principle of Sufficient
Reason, Chapter 21, p.77)” (Schopenhauer, 1969, p.9) (see Epistemology below for
further explanation of how this works).
4.5 Melody: A succession of single musical notes (Harnsberger, 1966, p.81).

4.6 Music: Of all the arts, Schopenhauer assigned the greatest significance to music,
because it is a direct manifestation (Abbild) of the will. Music “…refers to the
innermost being of the world and of our own self.” (Schopenhauer, 1969, p.256).
4.7 Objectification of the Will: All appearances of phenomena are objectifications of the
will, or will which itself becomes visible (Schopenhauer, 1969, p.108). In the same
fashion, on an individual basis, the actions of a person’s body, are driven by his or her
own will, or they are objectifications of his or her will.
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4.8 Phenomenon: Schopenhauer’s understanding of this concept is based on Immanuel
Kant’s metaphysical premises, according to which “All objects that can be given to us
can be conceptualized in two ways: on the one hand, as appearances, on the other
hand, as things in themselves” (Kant, 1967, 103n). Kant refers to them “as
appearances” (Erscheinung), or as “Phenomena”, because they are objects which we
can experience.
Experience, thus, according to Kant, comes in two kinds, that is to say, either as outer
sense, or as inner sense. Accordingly, whereas through the former, we experience
physical objects in space and time, through the latter, we experience our own
states. Accordingly, Schopenhauer refers to everything that is placed before, or
presented to our own consciousness, as to the experience of the Phenomenon. In other
words, this is what appears as set in front, or presented to the person who is
experiencing. Thus, this world as an idea, or my idea, is what he calls “the world as
representation” (Schopenhauer, 1969, p.30).
4.9

Principium Individuationis or the Principle of Individuation: Schopenhauer borrows
this expression from scholastic philosophy for referring to space and time as a
person’s principle of individuation or the perception of individual things in the world
including the person’s body. Schopenhauer holds that space and time are the
necessary conditions for the possibility of plurality of individual things. They are a
priori (which means coming before) forms of intuition necessary for our cognition
of the world as representation or appearance (Cartwright, 2005, p.137).

4.10 Thing-in-itself and Will: According to Immanuel Kant, the thing-in-itself (Ding an
sich) exists outside a person’s subjective experience; it is non-representational and is
not subjected to the principium individuationis and the law of causality. Kant calls
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this the noumenon or “…a thing that is not to be thought at all as an object of the
senses, but is to be thought (solely through a pure understanding) as a thing-initself,…” (Kant, 1996, B 310). Schopenhauer identifies this as one singular and
undivided will (Schopenhauer, 1969, p.30-31 and p.110-111). Everything in this
phenomenon world, organic and inorganic, is driven by this singular will.

5. Contribution to Current Research
Schopenhauer argued that music is the most direct manifestation of an abstract and
purified version of the energy pervading nature. This also led the researcher to suspect that
the purified version of energy expressed by music may be a therapy against the base
expression of the natural impulses and instincts, driven by what he calls the will, which he
considers as the cause of our suffering.
There are research publications analyzing Schopenhauer’s concept of music as a
direct manifestation of the will, but few have considered how this specifically relates to
aesthetic contemplation, and to relief from suffering. This dissertation attempts to make a
direct contribution to clarifying these relations.
Knowing how music can provide relief from will-driven suffering is beneficial to
research about using music as a therapeutic tool for the body, and for improving
consciousness.
For instance, a postmodern philosopher who criticizes consumerism because of how
it affects the music industry, and, consequently the kind of music on sale, may find this
research beneficial. Examining this topic may, indeed, help to put listeners in better relation
with their own will. This would, thereby, potentially change and improve their musical tastes.
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Lastly, given the easy and affordable access to music, and to musical videos by the
means of media like YouTube, MTV, personalized ring tones, Vevo etc., the situation would
seem to be conducive to exploring the role of music in order to obtain relief from suffering by
experiencing what we could define by liberally borrowing from Schopenhauer’s terminology
as will-lessness. Putting it another way, if Schopenhauer got it right, a proper listening of
music could put an individual in touch with his or her own will, thus, enabling the experience
of a temporary relief from suffering.

6. Limitations of Research
Limitations of this research are as follows:
This paper does not aim to carry out a logical analysis and evaluation of Schopenhauer’s
metaphysical concept of the will, or of his aesthetic concept of music.
This paper cannot take into consideration deeply, theories put forward by other
philosophers, musicologists, or sociologists. Also, given that the researcher, although a
deep appreciator of music, is personally neither a musician, nor trained in music notation,
this paper cannot provide an in-depth detailed analysis of Schopenhauer’s ideas about
music notation in relation to the will.

7. Research Methodology
Schopenhauer’s concept of music will be examined, especially in relation to that of
transcendence from will driven suffering, in order to provide an epistemic process for
achieving temporary relief from will-driven suffering.
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CHAPTER 2
ARTHUR SCHOPENHAUER’S PHILOSOPHICAL INFLUENCES AND
BACKGROUND OF HIS EPISTEMOLOGY AND AESTHETICS
In order to have a thorough understanding of the philosophical concepts of
Schopenhauer, we need to first trace the parts of his life that probably provided the influences
on his philosophical writings; some events were even the precursors to his ideas. Also, given
that the analysis of this paper unfolds, and is argued based on the metaphysics, epistemology
and aesthetics of Schopenhauer, the researcher will also present here and in the next chapter
the background for these branches of his philosophy.

2.1. Life Influences
Schopenhauer was born on February 22, 1788 in Danzig, a mercantile Hanseatic city
on the Motlawa River (now restored to Poland as the city of Gdansk). His family moved to
Hamburg in 1793, and his sister, Adele, was born there. His father, Heinrich Floris
Schopenhauer was a successful merchant, and is believed by Schopenhauer to have
committed suicide on April 20, 1805. Schopenhauer blames his father’s death on his mother.
In 1803, when Schopenhauer was just fifteen, he joined his family for a lengthy tour of
England (during which he spent three months in the Reverend Thomas Lancaster’s boarding
school in Wimbledon), Holland, France, and Switzerland. This trip deeply affected him as he
was shocked by the dreadful social conditions he frequently encountered. Schopenhauer
would later in his life compare his experiences during this tour with the Buddha’s lifetransforming experiences of sickness, old age, pain and death. So, as a result of
Schopenhauer’s early encounter with the world in which he saw the dreadful social
conditions, he was moved to the extent that he could no longer think of this world as the
creation of a great good being (Cartwright, 2005, p.xxiii). This tour may be the precursor to
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Schopenhauer’s claim that the will as the blind pervading natural energy, force or impulse,
drives a person towards the desires which are the causes of suffering.
Schopenhauer’s mother, Johanna (nee`Trosiener), was twenty years younger than
his father Heinrich Floris. She was fluent in English and French (as her son would later
become too), and became a popular novelist. Her collective work of twenty-four volumes,
was published in 1831 (Cartwright, 2005, p.xxii). Most significantly from a philosophical
point of view, it was his mother’s literary salon in Weimar that provided Schopenhauer with
the opportunity to meet the outstanding personality of Wolfgang Johann von Goethe, who
was one of his early mentors. In the same venue, he also met other famous intellectuals, such
as the Kantian philosopher Carl Leonhard Reinhold, Friedrich Majer, an expert of oriental
studies who introduced him to Hinduism, and Buddhism (Magee, 2009, p.14), and other
important thinkers, writers, and artists. Unfortunately, the opportunity to fully cultivate these
contacts, largely came to an end in 1814, when a bitter disagreement with his mother forced
him to break off relations with her, and to move to Dresden. Nevertheless, a modest
inheritance from his father’s estate, and living frugally, allowed him to pursue a life of
philosophical studies without having to be too concerned about how to earn a living
(Jacquette, 2005, p.3).
Schopenhauer corresponded for some time with Goethe. Goethe’s theory of colors
inspired Schopenhauer to write one of his earliest books: On Vision and Colors: An Essay. It
was during this period of time that he undertook his most important philosophical research,
and completed the manuscript for his major work: The World as Will and Representation
(Die Welt als Wille und Vorstellung) (Jacquette, 2005, p.6). Schopenhauer had been working
on the book in Dresden since 1814, and it appeared in December 1818, bearing a publication
date of 1819. Schopenhauer view his years in Dresden, from 1814 to 1818, as his most
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productive years (Cartwright, 2005, p.xxvii). He spent much of these four years writing, and
attending the theater, and the opera. Volume Two of The World as Will and Representation
was published in 1844. It consisted of fifty essays that supplement the first volume. These
essays are arranged in an order that mirrored the four books into which Volume One was
divided; the supplements having been designed and written to clarify, extend and augment his
original ideas (Cartwright, 2005, p.xxxvi).
In 1807, two years after his father’s death, Schopenhauer felt that he was free of his
promise to continue the paternal business, and started his own scholarly career. He was then
advised by his teacher Gottlob Ernst Schulze in Gottingen, to focus his reading mainly on
Plato and Kant. These readings influenced and formed the basis of Schopenhauer’s
metaphysics and epistemology. From 1811 to 1813 he relocated to Berlin, where he attended
the philosophy lectures of Johann Gottlieb Fichte, Friedrich D.E. Schleiermacher, and
Friedrich August Wolf. Towards the end of his time in Berlin, he wrote his doctoral
dissertation entitled: On the Fourfold Root of the Principle of Sufficient Reason, completed in
absentia from the University of Jena in October 1813 (Jacquette, 2005, p.6) (see
Epistemology below for a summary of this dissertation).
Schopenhauer’s fundamental philosophical ideas had already been influenced by
Plato and Kant when he acquired a Latin translation of the Hindu Upanishads in 1814
(Schopenhauer refers to it as the Oupnekhat) (Magee, 2009, p.14). Two main principles from
the text impressed him, and influenced his philosophy, especially in The World as Will and
Representation. The two above-referred principles are:
(1) The Maya or illusion. Schopenhauer often makes reference to the “veil of Maya” to
convey the idea that the material world of our experience is not eternal, and that we should
not trust it;
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(2) The identity of the individual with the world as a whole.
Our material world, based on (1) above, therefore has no genuine worth in
comparison with the eternal vision of the world opened to both artists and saints. Given this,
to be free of the material world, differentiation should be made between oneself and the rest
of the world, by withdrawing from its karmic cycles. Schopenhauer’s ideas on how to achieve
this withdrawal led him to a convergence of sorts between his philosophical conclusions, and
the teachings of Buddha (Janaway, 2002, p.18-19).
When The World as Will and Representation was first published, he recommended
readers to acquire knowledge of the Vedas as a means to understand his work, and he used
concepts drawn from Hinduism and Buddhism to help express his ideas (Cartwright, 2005,
p.xl). Unlike his European contemporaries, Schopenhauer believed that Eastern thought
provides important insights that were lacking in the writings of Europeans at the time
(Cartwright, 2005, p.xli).
In 1820, Schopenhauer returned to Berlin where he was accepted as Privatdozent
(i.e. an external lecturer).

This appointment enabled him to offer fee paid lectures on

philosophy. However, Georg Wilhelm Friedrich Hegel was also at the University of Berlin at
the time, and the two personalities severely clashed. Schopenhauer utterly rejected Hegel’s
philosophy, and was openly contemptuous of the person as well. Schopenhauer was
convinced of the superiority of his own work, and scheduled his lectures at the same time as
Hegel’s. However, only a few students turned up for his classes. Hegel was, obviously, far
more popular than Schopenhauer himself, and he felt deeply humiliated. His unease was
further aggravated by the fact that Hegel, Fichte and Schelling gained international
recognition for theories that Schopenhauer himself considered shallow and confused.
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As a result of Schopenhauer’s quarrels with Hegel, and the apparent general disdain
shown towards most of his contemporary philosophy, not to mention the impact of other
personal scandals, pervading for quite some time, a shadow was cast over his reputation.
Only towards the end of his life, did the situation changed, and his ideas found more
favorable reception.
In August 1831, Schopenhauer fled Berlin to escape the cholera epidemic which
took Hegel’s life. Schopenhauer then lived in Mannheim for about a year, and then settled in
Frankfurt am Main. He spent the remaining twenty eight years of his life extending, and
refining his philosophy. During this time, he wrote On the Freedom of the Will and On the
Basis of Morality. Also, his final publication appearing in 1851, is another two volumes book
entitled: Parerga and Paralipomena– Short Philosophical Essays. (Jacquette, 2005, p.6-7).
This book was meant to complement works and matters not included in his other writings.
Contents in the book include: “On the Doctrine of the Indestructibility of Our True Inner
Nature by Death”, “On the Metaphysics of the Beautiful and Aesthetics”, and “On
Suicide”. Also, the book comprises extended essays, each of which have been published
separately.
Schopenhauer died of a heart attack at the age of seventy two on September 21,
1860, in Frankfurt am Main, where he had lived for the last twenty-eight years of his life.
Schopenhauer’s philosophy brings together the philosophical ideas of Plato, Kant,
and Hindu Upanishads, to form a worldview that combines metaphysics, epistemology and
aesthetics. Most relevant to this paper is Schopenhauer’s idea that the true inner nature, or in
Kantian terms, the thing-in-itself of the world, can be identified as an underpinning, and
pervading kind of universal inner energy, which he calls the will.
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The philosophical thoughts of Schopenhauer went on to influence Friedrich
Nietzsche, Georg Simmel, Henri Bergson, Max Horkheimer, Max Scheler, Ludwig
Wittgenstein, Gilbert Ryle, George Santayana, John Gray, and Otto Weininger.

2.2 Epistemology
Schopenhauer proudly regards himself as Kant’s only legitimate heir (Cartwright,
2005, p.xliii). Schopenhauer considered himself indebted to Kant’s transcendental idealism.
This is because he attributed great importance to Kant’s distinction between things as they
appear (phenomenon), and things-in-themselves (noumenon). But Schopenhauer reframed
such distinction according to his own Plato’s and Indian inspired philosophical intuitions. So,
he renamed the former - things as they appear - representation(s), and renamed the latter things-in-themselves - the will.
Not surprisingly, therefore, Schopenhauer always acknowledged the influence that
transcendental idealism had on his thought. Transcendental idealism is the name Kant gave to
the philosophy underpinning his concept that space and time constitute a person’s a priori
forms of intuition. This is because, according to Kant, it is only within space and time, that a
person can have knowledge of a thing as it appears. It follows that a person cannot have
knowledge of the thing-in-itself. Schopenhauer agrees with Kant’s view that a person’s
cognitive structures, condition his or her experience of a thing or representation, and that
space and time are the intuitive forms brought to the experience by the person. However,
Schopenhauer disagrees with Kant about whether we can have knowledge of the thing in
itself. For Kant, that is impossible because we have no access to the noumenon. But from
Schopenhauer’s viewpoint, we can have at least some access. This is because when we
observe ourselves, we are both the subject, and the object of our observations. We have an
inner sense of our bodies, and our body is also an object among other objects. Consequently,
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by this route we can have access to the thing in itself, which Schopenhauer identifies in
ourselves as being our will. It is will that pervades and explains everything, in us. It is the
force, or energy that drive everything within us, during our lives, and even at the end of our
life. Then, by analogy, and according to the principle of sufficient reason, Schopenhauer
extends this identification to the world as a whole, concluding that it must be the will,
therefore, the noumenon, or the reality of the thing in itself, of the world, albeit that Kant had
not identified, per se.
Consequently, when Schopenhauer refers to things in space and time as objects, or
representations, he means that they are objects for a subject: “All our representations are
objects for the subject…” (Schopenhauer, 1969, p.vi). An object is something met within the
experience of a person, or within a subject’s consciousness, or as Schopenhauer states: “…a
“re-presentation” of the data of the senses, a Vorstellung of the intellect…” (Schopenhauer,
1969, p.vi). There is no object without the subject; there is no representation without the
subject. Here, Schopenhauer’s position has some points in common with the earlier idealism
of the Anglican bishop George Berkeley (according to which, to be, is to be perceived), with
whose writings he must have been familiar (even though their theological and ontological
positions are diametrically opposite) (Srinivas and Sastry, 2007, p.70). Accordingly, he
shares with Berkeley the view that, having an object means that the object is being cognized
by the subject. The world of representation is made possible by the subject. Put another way,
“To be object for the subject and to be our representation or mental picture is the same thing.”
(Schopenhauer, 1997, p.41). The world of representation arises from the subject, or
“…objects exist for me…” (Schopenhauer, 1997, p.209).
However, according to Schopenhauer, the “…subject knows itself only as a willer,
not as knower” (Schopenhauer, 1903, p.208 and p.210). The subject experiences himself or
herself immediately as a willer, or a subject of willing; at all times, a subject experiencing

21

himself, or herself, first and foremost as willing. “Thus within us the known as such is not the
knower but the willer, the subject of willing, the will”. (Schopenhauer, 1997, p.211). The
subject of willing’s world of objects or representation, arises from willing, but not from
knowing. Emotions and feelings that arise from the willing of the subject are the different
states of the will.
In essence therefore, according to Schopenhauer, knowing follows from
willing. In our ordinary speeches, we use the world will to indicate the conscious choice to
act in a certain way. But Schopenhauer uses the term, will, in a novel way. This novel way is
very significant, and represents the central theme of his entire philosophy.
Schopenhauer argues that each person is an embodied being who experiences
his own activity from within. This experience grounds the knowledge which each of us has of
our own individual willing. In order to justify this interpretation, Schopenhauer maintains that
the self can only be the subject (the one) that wills, and that this willing subject is the “object
for the knowing subject.” Hence, the origin of self-consciousness lies in our knowledge or
awareness of the relationship between the self, and its acts of will. This knowledge or
awareness offers an answer to the principle of sufficient reason, and more specifically, to
what Schopenhauer calls the law of motivation. As such, what we know of ourselves within
our consciousness, is that we do not merely know (as the agents, or as the subjects of the act
of knowing), but, from an alternative perspective, or aspect, we ourselves know we also
belong to the inner nature that is to be known. This is the epistemic door which supposedly
leads to the discovery that the inner being of my organism, and of my behavior, is the will.
Thus, the direct knowledge or perception of our own nature, makes Schopenhauer reach the
conclusion that, on the one hand we ourselves are the thing-in-itself, and on the other hand,
the thing-in-itself is will. It follows that willing and acting are one-and-the-same thing, but
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respectively known inwardly, and outwardly. Only by reflection, not in essence, to will and to
act are different. The latter is only the objectification of the former.
Of course, it could be doubtful whether Schopenhauer has offered sufficient
grounds for justifying his conclusion about what constitutes the inner being of my organism
and behavior. But Schopenhauer is adamant that he has offered the most convincing
arguments for reaching the conclusion that will is the essence of each person. Then, by
making a reasonable analogical leap, given that the world outwardly seems homogeneous
with the one inwardly, Schopenhauer used the same notion of will to interpret the world in its
entirety.
Schopenhauer’s formulation of his epistemology is presented in his doctoral
dissertation entitled: On the Fourfold Root of the Principle of Sufficient Reason. In a nutshell,
the main thrust of the principle of sufficient reason is that nothing is without a cause or a
reason. However, our cognitive faculties construct the world on the basis of the different
versions of this principle, stemming from the different types of objects involved. There are
four objects involved: (a) physical objects, on the basis of which operates our sensibility; (b)
abstract concepts, from which works our understanding; (c) mathematical objects, on which
are grounded our reason; and (d) the self, which is determined by motive. In accordance with
these four objects, that give rise to four different types of idea or representation,
Schopenhauer identifies four different types of determinism: (1) physical necessity; (2)
logical necessity; (3) mathematical necessity; and (4) moral necessity. Thus, the way
sufficient reason operates in the world falls into these main categories or roots. It is noted that
the correlative functioning of the subject and object in experiencing the world of
representation, is presupposed by these categories, or roots:

23

1.

In the physical world, sufficient reason takes the form of causes, or the law of
causality: event A causes event B which is the effect, “The law of causality is as
follows. When one or several real objects pass into any new state, some other state
must have preceded this one,…the first of the states being named a cause, the second
an effect” (Schopenhauer, 1903, p.38). Schopenhauer argued that every effect comes
with a change: “Every effect, at the time it takes place, is a change and, precisely by
not having occurred sooner, infallibly indicates some other change by which it has
been preceded.” (Schopenhauer, 1903, p.38). This indicates that there is a chain of
causality going back in time without a beginning. Therefore, for any effect there is a
cause, and this cause is the effect of an earlier cause; the chain of causality goes back
ad infinitum. Given this, Schopenhauer rejects the cosmological argument for the
existence of God, and God as the uncaused first cause of all events (Schopenhauer,
1903, p.41-42).
Also, Schopenhauer refers to this as the most universal and essential form of
understanding for any being, because by its means alone, the intuition or perception of
the external world is made possible.
Sharing the same view with Immanuel Kant, Schopenhauer holds that the law of
causality is known by a priori intuition, and it is necessary for all experiences
(Cartwright, 2005, p.24). A person’s perception includes causality intuition, and
causality is therefore a condition of his or her experience. Causality unites with the a
priori intuitions of space and time (see subsequent sufficient reason of being section
below) to enable the experience and the experience of change:
“…to a rule according to which change must take place. What is
determined by the law of causality is therefore not the succession of
states in mere time, but that succession in respect of a particular
space, and not only the existence of states at a particular place, but at
this place at a particular time. Thus change, i.e., variation occurring
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according to the causal law, always concern a particular part of space
and a particular part of time, simultaneously and in union.
Consequently, causality unites space and time.” (Schopenhauer, 1969,
p.10).
“When we speak of representations as immediately present, we mean
that they are not only known in the union of Time and Space…The
necessary condition mentioned in the preceding paragraph for the
immediate presence of a representation…is its causal action upon our
senses and consequently upon our organism.” (Schopenhauer, 1903,
p.34)
2. The sufficient reason of being is based on the function of pure sensibility. The five
senses of a person: touch, taste, smell, hearing, and sight receive sense data from the
outside, in the form of sensations (Schopenhauer, 1966, p.26). These sense data are
perceived through the a priori intuitions of space and time, and are elaborated by a
person’s understanding. Schopenhauer’s consideration of the role of the a priori
intuitions of space and time was directly influenced by his own analysis of Kant’s
transcendental idealism.
All parts of space and time stand in mutual relation, such that all parts are determined
and conditioned by the other. The relation constituting, in space, position, and in time,
succession (Cartwright, 2005, p.56) “…because in mere Time all things follow one
another and in mere Space all things are side by side, it is accordingly only by the
combination of Time and Space that the representation [object] of coexistence arise”
(Schopenhauer, 1903, p.32). Time and space cannot function independently of each
other: “…juxtaposition having no meaning in Time, succession no meaning in Space”
(Schopenhauer, 1903, p.32). Therefore, a person’s experience of the world of
representations or objects is made possible when sense data perceived go through the a
priori intuitions of space and time, united by causality;
3 The sufficient reason of knowing from judgments being made. Any judgment must
have a sufficient reason by virtue of which it is deemed to support the truth.
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Schopenhauer presents four grounds whereby a judgement can be based: If the
ground for judgment is another judgment, its truth is purely logical or formal; if the
ground for judgment is experience, and is informative about the world, it is an
empirical truth; if the ground for judgment is one of a priori, or intuitive forms for
the possibility of experience, it is a transcendental truth; and if the ground for
judgment is a formal condition for all thoughts, i.e. our faculty of reason, then it
states a metalogical truth (Schopenhauer, 1997, p.156-163). Schopenhauer defines
metalogical truth as arising from “…all thought which lie within our faculty of
reason can also be the ground of a judgement, and then its truth is such that I think
this is best defined when I call it metalogical truth.” (Schopenhauer, 1997, p.161).
4. The sufficient reason of motive, whereby organic physical objects can be moved in
space and time by motives from within, i.e. A can be a motive within (i.e. sufficient
reason) and B the action motivated. Any object can react to any one motive in only
one way (Magee, 2009, p.30)
From the standpoint of a person’s body, or from a person’s inner experience, the
motive is brought about by a person’s willing: “Thus from our inner experience we
know that this is an act of will…Here we stand behind the scenes, so to speak, and
learn the secret of the way in which the cause produces the effect according to its
inner most nature…” (Schopenhauer, 1997, p.213)
Schopenhauer stated two main results of his dissertation: (1) The principle of sufficient
reason and all of its roots, are applicable only to the appearances of things or objects, and not
to the thing-in-itself; and (2) The same is applicable to all objects of a subject of cognition
(Cartwright, 2005, p.57).
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2.3 Aesthetics
Schopenhauer passionately enjoyed the arts throughout his life. As a child and
through the middle years of his life, Schopenhauer visited the most beautiful cities in Europe,
and enjoyed their architecture, theaters, art galleries, museums, and gardens (Cartwright,
2005, p.lii). It was customary for him to play the flute daily, for an hour before lunch. He
loved the music of Mozart and Rossini, and he bought all of Rossini’s works arranged for
flute. For long periods of his life, he attended plays, concerts, and operas on a daily basis
(Cartwright, 2005, p.lii).
Schopenhauer developed a more detailed analysis of aesthetic experience and
artworks than most philosophers of his time. He claimed that other philosophers had failed to
appreciate the significance of art, and made the resolution that he would not make the same
mistake (Cartwright, 2005, p.lii).
An aesthetic experience for Schopenhauer is the contemplation of a great artwork; it
is a rare, and extraordinary revealing experience, which unveils a certain essence or universal
to the person contemplating the artwork. Also, the cognitive and therapeutic values of the
universal are thereby understood by the person. The contemplation of an artwork, according
to Schopenhauer, has a cognitive value in that it offers the opportunity to observe the Platonic
Idea manifested in it. Such manifestation allows us to transcend our present conditions, and
the suffering associated with it. It is but a temporary respite, or freedom from suffering, but a
meaningful and momentous one, that can make life more bearable. A person is thereby able
to gain an experience, that takes that person beyond the ‘veil of Maya’, thus achieving a
momentary transcendence from the world of representation and illusion. It is a restful break
from the ordinary course of our lives, where we mostly perceive things in an interested
manner in order to satisfy our will-driven desires or achieve our goals
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CHAPTER 3
SCHOPENHAUER’S METAPHYSICS

3.1 Immanuel Kant’s Concepts of Space and Time
Schopenhauer’s metaphysics is based on and develops further Immanuel Kant’s
epistemological concepts of intuitive forms of experience i.e. space and time (confirmed by
Schopenhauer as the sufficient reason of being in On the Fourfold Root of the Principle of
Sufficient Reason), and on Kant’s distinction between phenomenon and noumenon. Given
this, it is appropriate for me to begin there.
The influence of Kant’s metaphysics, which began when Schopenhauer was advised
by his teacher Gottlob Ernst Schulze in 1810 to focus on Kant, shaped his metaphysics.
Schopenhauer agrees with Kant’s insight that metaphysics is confined to principles falling
within the bounds of a person’s experience. A person’s experience of the world of
appearances or objects is made possible by ‘in built’ a priori intuitions of space, time,
causality and other categories, otherwise, the world of objects in their plurality would not be
possible. He therefore conceived of metaphysics as providing the correct explanation of a
person’s entire experience of the world (Cartwright, 2005, p. xlvii).
According to Kant, a person firstly experiences the objects of the world by and
through his or her senses as sense data. These are just incoherent and inconclusive sense data
e.g. light rays, sounds etc. In order for these data to become objects of his or her sense
experience and then cognition, they need to be brought together based on the way we
perceive the phenomenal word i.e. through the a priori intuitions “…are nothing but the
conditions of thought in a possible experience…the conditions of intuition for the same
experience.” (Kant, 1996, A111). Space and time, therefore, cannot be withdrawn and are at
the base of every experience. Accordingly, what a person perceives as real, it is always an
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object in space and time (Jaspers, 1962, p.20). It follows that space and time as well as the
other forms of intuition or categories of thought are the a priori receptive framework
necessary for a person to experience objects. So, for instance, space is an a priori category of
perception, which, applied outwardly, allows us to experience an object in spatial dimensions,
while time is another a priori category of perception, which, applied inwardly, allows us to
perceive bodies in sequences.
This implies that space and time are not attributes of the thing-in-itself or of the true
inner nature of the world, but they are our ‘in built’ a priori forms of intuition necessary for
our experiencing of objects (including our body) (Jaspers, 1962, p.20). According to Kant,
thus, a person’s experiencing of an object is therefore always relative to space and time,
which are a priori categories of thought through which the world is perceived. These a priori
ways of perceiving the world, then, are like colored lenses which are permanently worn; we
have no way to go beyond the color seen through these lenses, and experience the world in its
original color, or as it is in-itself. To conclude, it can be said that, for Kant, within a person’s
a priori categories of intuition (space, time, and others), a person cannot obtain knowledge of
the thing-in-itself or the true inner nature of the world.
Schopenhauer borrows the expression principium individuationis or the principle of
individuation from scholastic philosophy to describe a person’s experiencing (i.e. the
experiencing subject) of individual distinct objects in the world, including his or her body,
through the a priori intuitions of location in space and time:
“We

know that plurality in general is necessarily conditioned by
time and space…and in this respect we call them the principium
individuationis. But we have recognized time and space as forms of
the principle of sufficient reason, and in this principle all our
knowledge a priori is expressed.” (Schopenhauer, 1969, p.127-128).
Also, according to Schopenhauer, the a priori intuition of causality unites space and
time in order for the experience of change and motion to arise (Schopenhauer, 1969, p.10). In
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adopting or adapting the a priori form of perception causality from Kant, Schopenhauer
chooses not to include the other eleven Kantian categories4 needed for a person to experience
objects in the world, because he finds that causality alone is sufficient to explain a person’s
experience.
It should be noted here that only the inner a priori form of intuition of time is
applicable to the experience of listening: “Perceptions through hearing are exclusively in
time; hence the whole nature of music consists in the measure of time, and on this depends
not only the quality or pitch of tones by means of vibrations, but also their quantity or
duration by means of the beat or time” (Schopenhauer, 1966, p.28). That is to say, the
listening of music requires only the applying of the inner intuition of time.

3.2 Kant’s Concepts of Phenomenon and Noumenon
Schopenhauer’s dual metaphysical view of the world as will and representation,
drew inspiration from, but constitutes a modification of Kant’s concepts of the phenomenon
and noumenon.
According to Kant, “All objects that can be given to us can be conceptualized in two
ways: on the one hand, as appearances, on the other hand, as things in themselves” (Kant,
1967, 103n). When talking about ‘appearances’ or (Erscheinung), Kant is refering to the
‘phenomenon’ because they are objects that we can experience. In our experiencing of these
objects, we experience them through our ‘in built’ a priori concepts of space and time, and
other categories, e.g. causal connections, quantity, etc., so that we perceive the world as
having individual objects or the world of plurality.
4 The other eleven Kantian categories for experiencing are: unity, plurality, totality, reality, negation,

limitation, substance, reciprocity, possibility, actuality or Dasein and necessity.
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As for “things-in-themselves’ or (Ding an sich) – thing in itself, Kant submits that
we cannot experience them per se, except in that they exist in our thoughts only, and
transcend the world of sense appearance or experience (Kant, 1996, A 239/B 298). Given
this, Kant refers to ‘thing-in-itself’ as ‘noumenon’: “The concept of a noumenon, i.e., of a
thing that is not to be thought at all as an object of the senses but is to be thought (solely
through a pure understanding) as a thing-in-itself,…” (Kant, 1996, B 310). The noumenon is
intelligible or conceivable only to our mind, and not in appearances.
Furthermore, Kant concluded that the concept of noumenon serves to mark out the
boundary of our experience or senses; we can only conceive what is beyond the boundary,
but cannot know it. Given this, he goes further to divide the world into a world of sense i.e.,
phenomenon and world of understanding i.e., noumenon (Kant, 1996, B 311).

3.3 The Will (der Wille)
Schopenhauer also presents the world as having two sides: the world as
representation (Vorstellung), being the external side, the appearances of things to us in
experience (through the a priori intuitions of space, time and causality); and the world as will
(Wille), this he argues being what the world is in-itself “…which is its innermost being, its
kernel…” (Schopenhauer, 1969, p.30-31). Schopenhauer is interested in finding out
“…whether this world is nothing more than representation. In that case, it would inevitably
pass by us like an empty dream,… Or we ask whether it is something else, something in
addition, and if so what that something is.” (Schopenhauer, 1969, p.98-99). The something,
Schopenhauer argues and reasons that the world is driven by an underlying will, which is the
world as it is in-itself; its true nature. The will, according to Schopenhauer, constitutes the
strong, underpinning impulse to live, or to exist, which unifies reality, and takes on material
shape. But this pervading impulse, energy, or desire acts blindly, without knowing what it is
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doing So what Schopenhauer calls the will is not a rational force. Nevertheless, he is
convinced, and adamant, that such a blind force drives all human beings from within their
bodies.
The world of representation, the appearance of things to us in their plurality, is a
manifestation of the will. Thus, supposedly, the will exists as one whole, and undivided unity
beneath all animate, and inanimate things, aimlessly striving everywhere in nature; so,
manifesting itself as the energy keeping atoms and molecules together, as all other instances
of gravitational forces, and even as the actions and emotions of a person. Within the body of
a person, the will also drives the functioning of the body without his or her conscious
involvement. An unconscious striving for preserving life and engendering life anew, a
manifestation of Will to Life (Wille zum Leben) for example, beating of the heart, activation
of saliva glands, arousal of sexual organs etc. (Schopenhauer, 1969, p.108 and 114-115)5.
This is where Schopenhauer differs from Kant. According to Kant the noumenon, or
the thing-in-itself is not an object of the senses, but is conceivable only in our mind. The
noumenon is not “…an object of the senses…” (Kant, 1996, B 310), in terms of appearances,

5 Schopenhauer’s concept of the will is similar to two concepts from the Upanishads: (i) Brahman as
according to the philosopher Shankara; and (ii) Prakriti as according to Samkhya philosophical
school. Shankara’s commentary of Brahman, as referred to in the Upanishads, is a non dualist
version. This means that Atman (i.e. the self) is identical with Brahman (i.e. the Absolute Reality) or
known as Advaita. He proposes that Brahman is pure consciousness, pure existence or bliss. It
transcends subject-object duality and the categories of the intellect; it is the Absolute and the only
reality. A person perceives the world through a web of illusions or Maya and mistaken Brahman as
this world of plurality. See (Srinivas, K. and Sastry, Kutumba, 2007, p.57 and p.288). In fact,
Schopenhauer interprets Brahman as parallel to the will: “Brahma means original force, will, wish,
and the propulsive power of creation” (Schopenhauer, 1990, p.377).
According to Schopenhauer, “Prakriti is evidently the natura naturans (creating nature) and at the
same time matter in itself” (Schopenhauer, 2000, p.399). Prakriti is nature giving birth to everything
and nurturing it. “…I can see nothing but the will in Prakriti…” (Schopenhauer, 2000, p.400).
Schopenhauer claims that although he sees parallels between his own philosophy and the
Upanishads, he disagrees that his philosophy is dependent on the concepts expounded in the
Upanishads: “…I might assert that each of the individual and disconnected utterances that make up
the Upanishads could be derived as a consequence from the thought I am to impart, although
conversely my thought is by no means to be found in the Upanishads.” (Schopenhauer, 1969, p. xvxvi).

32

it is a complete blank (Schopenhauer, 1966, p.20). However, for Schopenhauer the will, or
the thing-in-itself is one undivided or undifferentiated whole striving beneath all animate and
inanimate things: “Accordingly, what Kant says merely of the human phenomenon, I have
extended to every phenomenon in general…namely that their essence-in-itself is …in other
words, a will”. (Schopenhauer, 1969, p.502). By way of reflecting, a person can conceive that
which is beyond representations, and the principium individuationis, is the thing-in-itself: “It
is only this application of reflection which no longer lets us stop at the phenomenon, but
leads us on to the thing-in-itself.”(Schopenhauer, 1969, p.110) Reflection will allow a person
to recognize the will in vegetables and plants, the will by which crystal is formed, the will
that turns the magnet to the North pole, the will in repulsion and attraction of matter, the will
in gravity that pulls the stone to the earth etc. (Schopenhauer, 1969, p.110). Schopenhauer
therefore concludes that phenomenon means representation, and nothing more “But only the
will is thing-in-itself; as such it is not representation at all, but toto genere different there
from…It is the innermost essence, the kernel, of every particular thing and also of the whole”
(Schopenhauer, 1969, p.110). The will or the thing-in-itself is one undivided and
undifferentiated whole.
Secondly, unlike Kant’s noumenon or thing-in-itself, Schopenhauer argues that
within the principium individuationis, a person can have an inner sense or feeling of his or
her own blind urging, striving, desire, or willing. It is, so to speak, an experience from the
inside of all of his or her explicit actions on the outside. This inner willing of a person is
experienced as an immediate non-cognitive feeling.
Also, a person’s inner sense of his or her own urging, striving, desire, or willing
“…gives him the key to his own phenomenon, reveals to him the significance...”
(Schopenhauer, 1969, p.100). A person’s inner willing enables him or her to experience the
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representational object of his or her body. Without a sense of this inner willing, the body will
appear to the person just as any object in the phenomenon.
Schopenhauer goes further to suggest that because “…we ourselves are also among
those realities or entities we require to know, that we ourselves are the thing-in-itself.”
(Schopenhauer, 1966, p.195). The inner sense a person has is not only a feeling of his or her
inner willing but also of the real inner nature of things or a thing-in-itself i.e., the will.
Schopenhauer argues:
“…we are not merely the knowing subject, but that we ourselves are
also among those realities or entities we require to know, that we
ourselves are the thing-in-itself. Consequently, a way from within
stands open to us to that real inner nature of things to which we
cannot penetrate from without. It is, so to speak, a subterranean
passage, a secret alliance, which, as if by treachery, places us all at
once in the fortress that could not be taken by attack from without.
Precisely as such, the thing-in-itself can come into consciousness
only quite directly, namely by it itself being conscious of itself; …”
(Schopenhauer, 1966, p.195).
The inner sense of the will, or the “…subterranean passage…” is self-consciousness,
or feeling of the person’s consciousness of not just his or her own willing but also of the will
as well. This may imply that a person can be free from the world according to the principium
individuationis and the law of causality: “But because in self-consciousness the will is known
directly and in itself, there also lies in this consciousness the consciousness of freedom,”
(Schopenhauer, 1969, p.113) to which this paper will return to in Chapter 6 below.
This conception of the will by Schopenhauer opens up into insights that are crucial
to this research, namely: (1) A person is being driven by an unconscious inner willing, with
the intellect and rationally taking a back seat, this consequently leads to perpetual suffering
among humanity; (2) A Platonic Idea (a manifestation of the will) revealed by an artwork and
the contemplation of it by a person giving raised to a brief reprieve from suffering; and (3)
The high regard for music as a direct manifestation (Abbild) of the will and its possible
aesthetic value. These insights will be elaborated in the subsequent chapters of this research
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3.4 An Individual’s Body and Bodily Movements
A subject experience, that he or she is an individual through identifying with the
body. The body is given to the individual in two different ways: “It is given in intelligent
perception as representation, as an object among objects…But it is also given in quite a
different way, namely as what is known immediately to everyone, and is denoted by the word
will” (Schopenhauer, 1969, p.100). In other words, a subject cannot only see, touch, or know
of his or her own body, see the body among other bodies as representation, but
simultaneously feel the will in the body, as well. For example, my hand is a representation in
time and space that can have causal connections with other representations, but
simultaneously I can feel my hand from inside my body.
Consequently, a movement of the body is also an act of will, because, for
Schopenhauer, willing and action are not two different states, but one and the same. “Every
true act of his will is also at once and inevitably a movement of his body; he cannot actually
will the act without at the same time being aware that it appears as a movement of the body”
(Schopenhauer, 1969, p.100). For example, when a person lifts his hand, the will in lifting it,
goes together with the movement of lifting the hand. The person does not immediately
experience, knowingly lifting of the hand, but does immediately experience the willing of
lifting the hand. Schopenhauer refers to this movement of the body as the act of will
objectified, or the objectification of the person’s will, or “My body and my will are one:…”
(Schopenhauer, 1969, p.102). In a bodily movement, the willing within the person is brought
out to objectification. That which lies within the body is now a representation. Schopenhauer,
therefore, claimed that a person knows of the will through its objectification by bodily
movements: “With me, on the other hand, the will arrives at self-knowledge through its
objectification…” (Schopenhauer, 1966, p.643). Thus, allegedly, a person acquires
knowledge of the will through its multiple objectifications in our body.
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But of course, it is always important to bear in mind that Schopenhauer’s
understanding of the term will does not convey the same meaning as we ordinarily attribute
to this word. Normally, we employ this word to signify a deliberation, or a conscious choice
to act or behave in a certain way. The reason for this difference with what we most
commonly intend as being the meaning of will in our ordinary speeches, is that Schopenhauer
is an anti-dualist concerning the nature or essence of willing and acting. Indeed, unlike
ourselves in our ordinary speeches, he consistently maintains that conscious willing, and
body movements are “…not two different states objectively known, connected by the bond of
causality; they do not stand in the relation of cause and effect, but are one and the same
thing,…” (Schopenhauer, 1969, p.100). A movement of the body is not caused by the act of
will; movement and willing, are thus, one and the same. This implies that Schopenhauer is
consistently anti-volitional. In other words, if the act of will and the movement of the body go
together, a person has no control over his or her own will.
Here Schopenhauer differs from Kant in that a person’s experience is more thorough
as there is an inner and outer experience provided by his or her body i.e. an experience of
one’s body as an object, among a world of material objects, and an immediate awareness of
one’s own willing, a drive or pervading impulse within the body: “…my body is the only
object of which I know not merely the one side, that of representation, but also the other, that
is called will.” (Schopenhauer, 1969, p. 125).
However, there are some cases where Schopenhauer’s anti-dualist, and antivolitional views seem to be not only far from, but definitely at odds with what - according to
common sense - we understand as being the will of a person. For example, we can ordinarily
say that a person who has suffered a stroke, may have the will to move the body, or a part of
the body, but the body fails to move (Janaway, 2002, p.42). A person can will to lift his or her
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hand, and yet not be physically lifting the hand (Janaway, 2001, p.208-229). Schopenhauer’s
probable answer to this objection may not be convincing to all of his critics. He will have to
say that this example is irrelevant, because here, we are not talking about an objectification of
the will, and hence we are dealing with an improper use of the word. Schopenhauer, in fact,
claims that nobody can will an act: “…without at the same time being aware that it appears as
a movement of the body.” (Schopenhauer, 1969, p.100). Nevertheless, ordinary folks may
still want to say that the person who has suffered a stroke still has a sense of willing within
him or her, even though there cannot be an objectification of the will.
There is an epistemic point worth noting here. A person, with immediate effect,
experiences himself or herself, willingly carrying out an action, and consequently has
awareness of the action (Schopenhauer, 1903, p.165), but the person cannot know himself or
herself being the knower, he or she can only know that he or she is a ‘willer’, or a willing
subject. A person has no way of gaining knowledge on the knower: “…the subject of
knowledge can never be known; it can never become Object or representation.
Nevertheless…every knowledge, by its very nature, presupposes a knower and a known,
what is known within us as such, is not the knower, but the willer…” or the subject of willing
(Schopenhauer, 1903, p.168).

3.5 The Will in Relation to Self-Consciousness, Knowledge and Unconsciousness
According to Schopenhauer, the will constitutes the true, inner and primary element
of a person, but the will “…is without consciousness.” (Schopenhauer, 1966, p.201). A
person’s self-consciousness, on the other hand, is conditioned by his or her intellect, and the
intellect is a function of his or her brain. Regarding the brain, together with the spinal cord
and nervous system “…it is not directly geared to the organism’s inner working, but serves
the purpose of self-preservation by regulating its relations with the external world.”
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(Schopenhauer,1966, p.201)6and7. However, a person can have immediate self-consciousness,
or an inner sense of his or her own willing within the body. This self –consciousness can be
applied to experience the person’s willing, and consequently the feeling of freedom from all
forms of perception and the body:
“If a man apprehends himself objectively in external perception, he finds
a being spatially extended, and in general entirely corporeal. On the
other hand, if he apprehends himself in mere self-consciousness, and
thus purely subjectively, he finds a merely willing and perceiving being,
free from all forms of perception, and thus without any of the properties
belonging to bodies”. (Schopenhauer, 1969, p.489-490).
In the mere shifting of consciousness, from consciousness of the external, to consciousness of
the internal, or consciousness of one’s self, a person is able to experience his or her own
willing within the body, becoming conscious of the driving of the will within. It is at this
moment of self-consciousness that the person feels free from all forms of perception, and
external sensations. This turning inwards of consciousness to experience one’s willing within
the body, may be an opportunity to get in touch with universal qualities (if any) that the
person possesses as a human being. This is proposed and discussed in Will-less
Contemplation Through Listening to Music and Conclusion below.
Schopenhauer also stressed the preeminence of the will over knowledge. Unlike
other philosophers, especially Rene Descartes and Baruch Spinoza, the “…will is first and
original; knowledge is merely added to it as an instrument…Therefore, everyman is what he
is through his will…for willing is the basis of his inner being.” (Schopenhauer, 1969, p.292).

6 (cf. Gupta, 1980, p.226-227 and p.231-232) Gupta claims and argues for the similarities between

Schopenhauer’s concept of the will and Sigmund Freud’s concept of the id. He also claims that both
men consider excessive repression as damaging to human personality.
7 (see Gardner, 1999, p.376-377 and p.380-386) for a thorough discussion and analysis comparing
Schopenhauer’s will and Freud’s concepts of id and unconscious.
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The will is primary, and immediate to the person; knowledge being subsequently contributed
to explain the experience. A person gains knowledge “…in consequence of, and in
accordance with, the nature of his will…” (Schopenhauer, 1969, p. 293).
The will operates independently of our consciousness, but it gives rise to our
unconscious desires, aims, and feelings8. Schopenhauer gives the example of a person
devising a plan, whose feasibility, and possibility are uncertain since they depends on
external circumstances that are still undecided. The person does not consciously know his or
her desire on the outcome of the plan:
“But only let a favorable report reach me as to its feasibility, and at
once there arises within me a jubilant, irresistible gladness, diffused
over my whole being and taking permanent possession of it, to my
own astonishment. For only now does my intellect learn how firmly
my will had already laid hold of the plan,…” (Schopenhauer, 1966,
p.209).
The will, despite remaining “out of sight” from conscious intellect, influences a
person on a deeper unconscious level.
In concluding this chapter, we can see that a person is epistemologically ‘trapped’
within the a priori intuitions of space, time (i.e. the principium individuationis), and
causality. All sense data go through these a priori intuitions for a person to be able to
formulate understanding and knowledge of the objects of representation. All the factors
involved in this process presuppose that the person is, first and immediately, the performer of
the act of willing (intended as Schopenhauer intends it – that to say, being first and foremost
8 Both Schopenhauer and Freud saw that the real driving force behind a person’s action is in the

depths of his or her unconscious. There are a few striking similarities between Schopenhauer’s
concept of the will and Freud’s concept of id e.g. the id is the seat of a person’s instincts, the
ultimate cause of all activity. Indeed, there are differences between the will and id as well. Also,
there is similarity in their views on the subject of sex. Both Freud and Schopenhauer emphasize the
enormous influence unconscious sex motives have over human conduct (Gupta, 1980, p.226-229).
All these warrant a need for a comparative and critical research on the thoughts of both
Schopenhauer and Freud.
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the unifier of experience rather than being - from Hegel’s viewpoint - a rational agent or actor
on behalf of universal reason), i.e. simply the willer that enables the experience (Reese, 1993,
p.211). It can be concluded that for Schopenhauer, a person’s sense experience of his or her
representational world, is relative to the underpinning impulse to live or exist, which blindly
unifies the reality set by the will. But there is a marked epistemic difference between Kant
and Schopenhauer, with wide ranging implications. On the one hand, for Kant a person
cannot gain knowledge of the thing-in-itself, or of the true inner nature of the world, even
though the concept of the thing-in-itself of the world is conceivable, and is therefore
metaphysically plausible. On the other hand, according to Schopenhauer, we have a very
narrow door to gain access to the thing-in-itself. So, Schopenhauer states that while we are
forever on the outside of everything else, we ourselves belong to the inner nature that can be
known. So we discover that the thing in itself is will: “in this sense I teach that everything is
will”. It follows that the world possesses a single global will to exist, generating a diversity of
objects deterministically driven in space and time. Among these various objects, there is as
well, a diversity of conscious beings, which also have (but not exclusively) a perceptual
experience of the phenomenal world of things in space and time. However, for Schopenhauer,
unlike Kant, the perceptual access to the phenomenal world of things in space and time, does
not constitute our only mode of experience. And therefore, he claims that we can also be
aware of ourselves more intimately - in an immediate non-perceptual fashion - from within,
in terms of having a will to live, and as the phases of, this fundamental impulse to exist
(which he conceives to constitute the thing-in-itself within ourselves, and, by analogy, in the
whole universe).
All the same, at least at the level of our sensibility, Schopenhauer maintains the
principle that everything is located in space (with its mutually-determining parts, represented
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by Euclidean geometry), and time (whose moments, via the temporal counting of numbers, is
accounted by arithmetic).
As we shall see in Chapter 6 below, the relativity of a person’s ordinary senses, and
experience to the intuitions of space, time and causality has deep implications for a listener of
music, and for achieving a state of will-lessness through such listening.
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CHAPTER 4
THE CONTEMPLATION OF NON-MUSICAL ARTWORKS FOR
TRANSCENDING SUFFERING

4.1 Suffering
Happiness, which for Schopenhauer consists of the mere absence of what makes us
suffer, comes to a person when there is satisfaction of the goal coming from inner willing.
Correspondently, suffering is the obstruction to achieving these goals (Schopenhauer, 1969,
p.309). A person may work towards overcoming the present suffering, and thereby regain
happiness (as the deliverance from that particular instance of pain). However, there is a more
fundamental sense in which suffering is constitutionally embedded in human nature. In
essence, thus, we are unable to achieve lasting happiness. The causes of this predicament to
which all humans are subjected, according to Schopenhauer, are due to the very nature and
consequences of the will. Schopenhauer assumes that the driving force of the whole universe
(including the humans): (1) Is blind, because it does not stem from reason; and (2) It is, in
fact, the cause of suffering. These assumptions, in a nutshell, provide the theoretical
justifications of Schopenhauer’s pessimism about the world, and the role of humans in it.
Some of the features of these assumptions will be examined next, in more in detail:
(1) In order to explain the full meaning of the assertion that the will is blind, it is important
to bear in mind that Schopenhauer, famously, or rather infamously, called Hegel’s work
“stupid and inept” because his more famous and celebrated contemporary philosopher,
saw will as an aspect of reason, and reality itself as being unified by a rational, and
unfolding principle, or process (driven by Geist – sometimes translated as Spirit or Mind,
but also as Reason). This process for Hegel, is supposed to be inherently positive, because
it is directed towards an increasing universal self-recognition of consciousness (Wicks,
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2008, p.162). Accordingly, most scholars at the time thought that this consciousness had
progressive, and very optimistic connotations for the condition of human beings in history,
and for the universe as a whole.
But Schopenhauer utterly rejected Hegel’s alleged optimism as false, and misleading.
Indeed, from the very beginning of his philosophical career, he strongly argued against
any optimistic outlook over history, and over the role of human beings in it (Wicks, 2008,
p.161-162). But such relentless pessimism appeared to be countercultural, and made him
extremely unpopular with many, arguably with most of his contemporaries.
Indeed, Schopenhauer’s mother, as confirmed by a famous letter often quoted by scholars,
frequently accused him of being prone, from a very young age, to loving to brood over
human misery. She was, in fact, very much embarrassed by such an attitude, which runs
contrary to the dominant tendency of the leading intellectuals of the time, with whom she
was very well acquainted.
Not surprisingly, then, as soon as he started writing about philosophy, Schopenhauer
found that his dark outlook about life was germane to supporting his viewpoint, that will
does not depend on reason, that it is aimless, and that it drives a person aimlessly, causing
him or her to act blindly in a given situation, as confirmed by the widespread violence,
deprivation, and lack of care that he observed first-hand during frequent travelling of his
youth. However, this was all contrary to Hegel’s positive viewpoint in which he regarded
will as an act of reason. In contrast, Schopenhauer based on his own viewpoint, had
concluded that the world as a whole appears to be driven, not by reason, but by instincts,
impulses etc., which are not directed towards any particular aim, other than a general
impulse towards existence itself. Within this general dark context, the person’s will is “…
not guided by knowledge … but acts blindly according to causes, called in this case
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stimuli.” (Schopenhauer, 1969, p.115). We have no conscious control, therefore, over the
aimless strivings and drives of the will arising from within us. This gives a clearer picture
of why, as already mentioned in the preceding Chapter 3 Schopenhauer views the body
and its functions, including the brain and the nervous system, as hopelessly driven by a
blind will. Paradoxically, even what we call reason, and the knowledge it provides us with,
are but one of the many products of the blindness guiding the quest for existence in the
world. Schopenhauer, thus, by deeply modifying idealism in a pessimistic direction, turned
Hegel’s thought upside down.
(2) As for the specific reason why, according to Schopenhauer, this blind will is the source
of suffering, he argues that it is because it drives us towards seeking the endless
fulfillment of a chain of desires. The insatiable aimless-wanting drives us on. Most
importantly, even in the unlikely case that all of the present cravings were to be fulfilled,
he alleges that in order to avoid boredom, we would have to very quickly move to new
desires. But, on the other hand, even if a single desire is not fulfilled, failure sets in, and
the person feels dismay.
The will is embodied within a person and that person’s experiences, and is enabled by the
principium individuationis, i.e. time and space that individuates the person and the
intuition of causality connecting these. ‘Trapped’ in the principium individuationis, and
causal connections, the inner blind will of a person drives the person to oscillate between
desire, boredom and dismay, not allowing lasting fulfillment, tranquility and happiness.
The result of all this is endless suffering: “Therefore, so long as our consciousness is filled
by our will, so long as we are given up to the throng of desires with its constant hopes and
fears, so long as we are the subject of willing, we never obtain lasting happiness or peace.”
(Schopenhauer, 1969, p.196).
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Moreover, Schopenhauer deems that, as each individual desires to objectify one’s own
actualization of the will to exist, any such objectification is doomed to clash against the
objectifications made by others. Supposedly, this clash stems from the fact that everybody
competes for limited resources, space and time. So, Schopenhauer assumes that the end
result is mutual confrontation over competing objectifications of the will: “Every grade of
the will’s objectification fights for the matter, the space, and the time of another”
(Schopenhauer, 1969, p.146-147)9. Consequently, among human beings, one person is
always in confrontation with another, caught in a game of winners and losers; the inflictor
of suffering, and the sufferer, respectively.

4.2 Aesthetic Contemplation
A person is trapped within the a priori intuitions of space, time and causal
connections, and is subjected to the endless tyranny of the blind will, which causes our
suffering. Schopenhauer, however, held that aesthetic contemplation is able to provide some
relief from the sufferings imposed by this endless will to live, though such relief can only be
temporary. This is because during the aesthetic contemplation of an artwork, a person is
temporarily suspended, or disengaged from his or her desires that are, as I have previously
explained, imposed by this overarching will to live, driving the behavior of all sentient
beings, and that through these very cravings, we are all subject to continuous torment.

9 Although Friedrich Nietzsche agrees with Schopenhauer on the will being the fundamental drive
that underlies everything, he disagrees with Schopenhauer that it is bad or horrible. Nietzsche claims
that Schopenhauer is completely wrong as the will to live by a person, to assert one’s presence in the
world, to overcome obstacles is wholly good and is the only good (Magee, 2001, p.318-319). Even
more unacceptable, according to Nietzsche, is Schopenhauer’s recommendation to deny the will and
say ‘no’ to life (Magee, 2001, p.319).
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Schopenhauer explains more in detail how this momentary exit from the torments
which our own desires inflict on us, is possible, by arguing that while engaged in aesthetic
contemplation, the individual steps out of his or her principium individuationis i.e., out of the
intuitions of time and space, out of being subjected to the intuition of causal connections.
Therefore, according to Schopenhauer, aesthetic contemplation is not a direct experience of
the artwork itself. It is an experience whereby the artwork suspends, or disengages a person
from his or her“…endless stream of willing…” (Schopenhauer, 1969, p.196). That is to say,
art can provide restful contemplation of desires, and from the endless blind strivings of the
will to exist.
A reader of Schopenhauer’s concept of aesthetic contemplation may point to the fact
that it is supposed to afford us relief from the will by, paradoxically, fostering new desires.
In other words, a person - in order to enjoy a restful state - has to have a will to achieve such
a state, but any such willing would itself perpetuate a cycle of craving. That is to say, if
fulfillment were attained, and restful contemplation obtained, then boredom would follow.
Conversely, if it were not, then dismay would follow. This process would, thus, actually
reinforce the very sufferings, imposed by the blind will it is supposed to quell. Schopenhauer
himself states: “…how satisfaction with and pleasure in an object are possible without any
reference thereof to our willing.” (Schopenhauer, 2000, p.415).
Any such objection against the search for restful contemplation, which would be
based on the inescapable basic human nature of willing and desiring, however, overlooks the
therapeutic value of what is proposed by Schopenhauer. Indeed, he assumes that during
aesthetic contemplation, a person consciousness is channeled away from suffering, and this
gives raise to a suspension or disengagement from willing. Supposedly, the person who is
temporarily relieved from the driving of the will enters into a state of calmness and
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tranquility, to some degree removed from the pains caused by at least the most immediate
cravings. Certainly, a person has to have a desire for such restful contemplation, and the
craving involved will, eventually, lead to suffering, but this does not mean that one should
disregard the therapeutic benefit provided by the experience. Moreover, enjoying aesthetic
contemplation, provides us with the opportunity to have cognitive access to the Platonic Idea,
and this access is by itself something of utmost value and importance. The role of Platonic
Idea in Schopenhauer’s thought is discussed in the subsequent section 4.3.
A weakness of Schopenhauer’s view of aesthetic contemplation concerns the fact
that its effect is only temporary. It provides us with what in legal terms would be called a stay
of execution from the inevitable sufferings to which the will has ruthlessly sentenced us.
Alas, it is only supposed to be for a short period of time that a person transcends into a state
of being a will-less contemplator of the universal element contained in the artwork, accede to
the Platonic Idea, thereby, transcending space, time and causality. So, the nature of this
contemplation makes the person who undertakes it acquire knowledge of the Platonic Idea
expressed by the art work, and consequently, in a sense, become at one with the universality
of such Idea, by for once partaking of its essence. But such contemplation, by its own nature,
can only be short lived. Relief from the driving of the will ceases soon after the subject
becomes at one with the Idea: “That pure, true, and profound knowledge…now becomes for
him an end in itself; at it he stops….it does not deliver him from life forever, but only for a
few moments.” (Schopenhauer, 1969, p.267). There is no permanent relief from the driving
of the will as long as we are trapped within the principium individuationis, and within causal
connections.
Some additional observations may be introduced, at this stage, about
Schopenhauer’s interpretation of the human condition. Most of the other philosophers argue
for a more positive approach to the human predicaments, i.e. in favor of the principle that a
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person should embrace life and thrive in spite of all the sufferings involved. Schopenhauer,
however, does not find this more positive approach a viable course of action. This possibility
is merely taken into consideration in Schopenhauer’s discussion of death and suffering in the
Fourth Book of The World as Will and Representation, Volume 1, when he discusses eternal
recurrence and audacity, only to be utterly rejected further on:
“[There may be someone who thinks]…that constant suffering is
essential to all life and took perfect delight in it; who desired, in
spite calm deliberation, that the course of his life as he had hitherto
experienced it should be of endless duration or of constant
recurrence; and whose courage to face life was so great, that in
return for life’s pleasures, he would willingly and gladly put up
with all the hardships and miseries to which it is subject;…[But
this person would be very wrong.]” (Schopenhauer, 1969, p.283284).
Schopenhauer, thus, only provides us with a quick glimpse at existential hope, in order to
argue that any such hope would be vane and futile because the process of life is driven by a
blind and aimless will. But, had Schopenhauer thought that existential hope was a viable
option, he probably would have offered more than simply temporary aesthetic contemplation,
or saintly ascetic life, as a way out of human predicaments.
In any case, I, as a researcher, take the view that even though it is possible to assume
that suffering in life is driven by the desires imposed on us by a blind overarching will, it
does not mean that one should abandon a more positive approach to things, and forgo the
benefits of living a meaningful existence.

4.3 Platonic Idea
Aesthetic contemplation frees a person from the bondage of will-driven sufferings,
because, and in so far, an artwork expresses the Platonic Idea(s) (Schopenhauer, 1966,
p.364). Schopenhauer only recognizes the meaning of the word Idea in the Platonic sense.
Accordingly, he argues that the word idea in philosophy should be used only “…in the
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Platonic sense, the only one which I recognize for the word Idea.” (Schopenhauer, 1966,
p.408). Schopenhauer, thus, takes the Platonic Idea as “…what Plato called the eternal Ideas
or unchangeable forms” (Schopenhauer, 1969, p.170). These unchangeable forms constitute
the archetypes of all things, “…they always are but never become and never pass away. No
plurality belongs to them; for each by its nature is only one…” (Schopenhauer, 1969, p. 171).
But, unlike Plato who saw artists as mere mimics and copiers of physical actions,
Schopenhauer provides an objectified and artistic interpretation of Plato’s Idea. This means
that the will can be objectified through an artwork, which constitutes a special type of
representation. The artwork, in fact, is the product of the artist’s objectification of his or her
own will. That is to say, the artist intuits the Platonic Idea, or the eternal forms, which are
present in the reality, and transfers them into the artwork. A vase of flower is still physically
there, but the artist intuits the eternal form from the perception of the vase of flowers and
transfers this onto the artwork. The eternal form expressed by the artwork is, therefore, an
object of the artist’s cognition.
According to Schopenhauer, a Platonic Idea is not an abstract concept that is only
hypothetically conceivable, or that we can think about as existing in a Platonic heaven. The
Idea is, instead, an eternal form, which remains unchanged through time. Platonic Ideas, thus,
constitute unchanged eternal forms present throughout human history, and embodied by
values e.g. justice itself, goodness, beauty itself, etc. (Schopenhauer, 1969, p.182). These
universal forms, expressing certain values, are intuitively extracted from reality by the artist,
and objectified in an artwork.
When a person perceives a work of art e.g. a painting, sculpture, or reads a poem,
knowledge is acquired of the Idea expressed by the artwork, or having been conveyed in the
reading. In other words, by this very perception of the work of art, the person, thus,
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intuitively gains knowledge of a timeless and unchangeable form of human nature: “We no
longer consider the where, the when, the why, and the whither of things, but simply and
solely the what...” (Schopenhauer, 1969, p.178), by itself, the eternal form of human nature
expressed by the artwork, for example, courage itself, or its embodiment in a universal
instance of it reproduced in an artwork. This is, therefore, not any particular kind of courage,
but the archetype of courage itself.
The Idea as the universal manifestation of the thing-in-itself, or of the will, in this
way, provides us with the opportunity to acquire knowledge of that which is eternal, and
timeless. It is at this moment, with the cognition of the timeless Idea, that the will of the
person slides away: “…this perception has as its condition their essential correlative, the willfree subject of knowing, in other words a pure intelligence without aims and intentions…the
will thereby vanishes entirely from consciousness. But it alone is the source of all our
sorrows and sufferings.” (Schopenhauer, 2000, p.415). At last, by means of this perception,
the self-consciousness of the subject (i.e. person) is completely absorbed into the knowledge
of the universal within the object, i.e. of the manifestation of a universal form (for instance,
of beauty) in it. As a result, for a brief instant, the distinction between the perspective from
the point of view of subject and object, finally, disappears:
“…our whole consciousness be filled by the calm contemplation of
the natural object actually present, whether it be a landscape, a
tree, a rock, a crag, a building, or anything else. We lose ourselves
entirely in this object, to use a pregnant expression; in other words,
we forget our individuality, our will, and continue to exist only as
pure subject, a clear mirror of the object,…and thus we are no
longer able to separate the perceiver from the perception, but the
two have become one, since the entire consciousness is filled and
occupied by a single image of perception.…what is thus known is
no longer the individual thing as such, but the Idea, the eternal
form…” (Schopenhauer, 1969, p.178-179).
The person who is gaining knowledge of the Idea is “…no longer an individual, for
in such perception the individual has lost himself; he is pure will-less, painless, timeless
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subject of knowledge.” (Schopenhauer, 1969, p.179). The consciousness of the person is now
completely absorbed into the object of the Idea, and the person feels that his or her will has
slidden away. Without the drive of the will, the perceiver of the artwork experiences calm
contemplation, and a sense of tranquility, while becoming at one with the object, - which is
now, not a physical entity - and now experiencing the universal expressed by the Platonic
Idea of justice, the good, beauty, the infinite, etc.
So, in accordance with his interpretation of what Plato meant, Schopenhauer deems
that the cognitive state of restful contemplation is best reflected in Spinoza’s Latin dictum:
“mens aeterna est, quatenus res sub aeternitatis specie concipit”, or “The mind is eternal in
so far as it conceives things from the standpoint of eternity.” (Schopenhauer, 1969,
p.179)10,11and 12.
But, by developing his theory of the cognitive role of art, Schopenhauer has also
proposed a model of aesthetic contemplation that brings together Kant’s thing-in-itself, and
Plato’s Ideas. This is because aesthetic contemplation generates an experience that channels a
person’s consciousness to the essence of human nature, the Platonic Idea which is a
manifestation of the metaphysical thing-in-itself. This defining experience snatches a person
10 (See Atwell, 1996, p.90) He argues that this is a form of freedom through pure knowing, and it is
this form of freedom that makes freedom by resignation (found in saintliness) possible.
11 (See Janaway, 2001, p.205) Friedrich Wilhelm Joseph von Schelling’s ‘absolute unity' gives rise to

a state of suspension from time, and the distinction between the subject and object perspectives of
an individual has disappeared.
12 It should be noted here that Schopenhauer highlighted the contents of certain kinds of artworks
that can instead distract, disrupt, and put an end to aesthetic contemplation of the object. He
discusses still life painting of Dutch artists which depicts edible foodstuff and prepared and served
up dishes that excite a person’s appetite and stimulates the will (Schopenhauer, 1969, p. 207-208).
Also, historical painting and sculpture of nude figures, excite lustful feelings, and abolished
aesthetic contemplation (Schopenhauer, 1969, p.208).
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from the endless driving of the will by putting that person in a “will-less” mental state,
transcending time, space, and causal connections.
Thus, the Platonic Idea that manifests the thing-in-itself is acquired as knowledge.
That which cannot really be known about reality, is now made knowledgeable to the
person.“…the Platonic Idea is necessarily object, something known, a representation, and
precisely, but only, in this respect is it different from the thing-in-itself. ...Here lies the
ground of the great agreement between Plato and Kant…” (Schopenhauer, 1969, p.175).
It should be noted here that Platonic Ideas are not equivalent to concepts. According
to Schopenhauer, concepts are tools for thinking and communication, mental constructs, or
representations of representations. For example: a representation is a particular tree, whereas
the concept of tree is a general representation, formed to mean many such trees. On the other
hand, eternal Ideas are antecedent to human thinking, manifesting themselves in various
forms (Storr, 1993, p.135). Schopenhauer elaborates further:
“The Idea is the unity that has fallen into plurality by virtue of the
temporal and spatial form of our intuitive apprehension. The
concept, on the other hand, is the unity once more produced out of
plurality by means of abstraction through our faculty of reason; the
latter can be described as unitas post rem [unity after the thing], and
the former as unitas ante rem [unity before the thing].”
(Schopenhauer, 1969, p.234-235).
Given that the eternal form is acquired as knowledge by a person during aesthetic
contemplation, rather than by attaining knowledge of a concept that is constructed through
abstracting and reasoning, the experience of aesthetic contemplation has a higher cognitive
value than ordinary everyday thinking.
For Schopenhauer, an artist is a person who has the gift of being a genius, a quality
which enables the artist to acquire intuition of the Platonic Idea by observing reality and,
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then, expressing this very Idea in an artwork. It follows that, according to Schopenhauer, the
geniality of the artist has the following characteristics:
(1) Concerning the relation between the intellect and the will “…the knowing faculty
having received a considerably more powerful development than is required by the
service of the will…” (Schopenhauer, 1966, p.377). This is attributed to the fact that
the artist, as a genius, has acquired a greater capacity to control the functions of the
intellect, under the influence of the will, in comparison to a normal person: “…if the
normal person consists of two-thirds will and one–third intellect, the genius, on the
contrary, has two-thirds intellect and one-third will.” (Schopenhauer, 1966, p.377);
(2) But, if the artist’s intellect is much more capable of detaching itself from the drive of
the will, and enabling it to function independently of that drive (as explained below,
this does not come easily), with that also comes the intellect’s ability to assume an
objective state, or become a pure knowing subject, which has a clear objective eye on
the world. This implies the capacity:
“…to lose oneself… to remove from the service of the will the
knowledge which originally existed only for this service. In other
words, genius is the ability to leave entirely out of sight our own
interest, our willing, and our aims, and consequently to discard
entirely our own personality for a time, in order to remain pure
knowing subject, the clear eye of the world;…” (Schopenhauer,
1969, p.185-186)
(3) The truly genial artist, therefore, has the rare ability to always “… see the universal in
the particular…” (Schopenhauer, 1966, p.379). A normal person recognizes in a
particular thing, only the particular thing as such, whereas the genius sees the
universal, the Idea, or the essence in it; and
(4) An enhanced capacity to imagine, because “Imagination is needed, in order to
complete, arrange, amplify, fix, retain, and repeat at pleasure all the significant
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pictures of life” (Schopenhauer, 1966, p.379). Therefore, the artist has the imagination
to complete the artwork, and produce the artwork with more intensity, and in more
vivid detail.
What has been said so far, highlights how starkly different is an artist, from a
common person. Indeed, for most people, intellectual performances are very much controlled
by a blind natural will, and, thus, are simply geared towards satisfying their desires.
Therefore, an artist with the above mentioned characteristics of geniality geared towards
expressing the universal forms of beauty, harmony, the infinity, justice, the good, etc. is
extremely rare. According to Schopenhauer, the true artist is a thousand times rarer than a
normal person: “Genius, however, consists in a wholly abnormal, actual excess of intellect,
such as is not required for the service of any will. For this reason, the men of genuine works
are a thousand times rarer than the men of deeds.” (Schopenhauer, 1966, p.388). Also, with
the characteristics of (1) and (2) above, the artist, usually does not conform to the
expectations of one’s own specific time and place, unlike an ordinary talented person who
has the ability to produce what is wanted, when it is wanted (Janaway, 2002, p.78).
From these premises it follows that, according to Schopenhauer, an artist’s ability to
perceive the presence of the eternal forms in the observed reality, and to express them as
universal ideas in the artwork, goes through a three-stage process:
(1) The artist passively acquires cognition of the Platonic Idea(s) present in the reality he
observes. He does so by perceiving a thing, or an object, and then gaining an intuitive
knowledge of the universal, or eternal form manifested in the particular thing;
(2) Then, he must complete and perfect the features of the Idea(s) in the imagination. This
task requires the use of a high degree of imaginative ability. In fact, in order to gain an
adequate image in the mind of the universal forms, it is necessary to creatively remove
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whatever is redundant or non-essential from the perceptions involved in the
observation of an object; and
(3) Finally, he must skillfully express those universal forms in an artwork (Jacquette,
2005, p.147-148).
The driving of the will in the artist, however, can involuntarily be ‘thrown off its track’
during the first stage, and probably even during the second, when the Platonic Ideas are
passively perceived, completed, and perfected by the act of imagination. Schopenhauer
considers these two stages as the most important, because the main purpose of the aesthetic
enterprise as the work of a genius, is fulfilled at the completion of these two stages
(Jacquette, 2005, p.148). Therefore, for Schopenhauer, an artist with the ability of an
accomplished genius, is one who is able to perceive the abstract Platonic Ideas of infinite,
beauty, justice, the good, and harmony, from reality, and complete the three stages process of
perception, expression from one’s imagination, and material completion.
Given the artist’s genius to perceive Platonic Ideas representing the refined essence
of human nature, and of the world itself (in contrast to the more base, brutal, and trivial one,
expressed by the blind will), he embodies a person who is in constant tension and struggle
with the will-driven phenomenon world. Consequently, the artist must also struggle to curb,
control, or suppress the will in order to be able to grasp the eternal universality embodied by
the Ideas, and then complete, and perfect their image in mind, before giving them physical
shape in the artwork.
But, because the task undertaken as the primary objective, is extremely ambitious
and multistage, the artist can be living with frequent frustrations. Indeed, attempting to
present non-representational universalistic knowledge in the artwork, constitutes a very
demanding enterprise. However, those who undertake this enterprise also gain positive results
for their titanic efforts. Schopenhauer, in fact, thinks that while most people who live
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unreflectively in the phenomenal world of appearances, disregarding the thing-in-itself, are
actually being fully subjected to its cruelty; the artist alone being the one most able to find
temporary suspension from the sufferings imposed by the will (Jacquette, 2005, p.168-169).
As Schopenhauer summarizes:
“Meanwhile, he [the artist] himself is the will objectifying itself and
remaining in constant suffering. That pure, true, and profound
knowledge of the inner nature of the world now becomes for him an
end in itself; at it he stops.” (Schopenhauer, 1969, p.267).
Here, Schopenhauer, thus, indirectly praises the opportunity that the achievement of
a contemplative state offers, first and foremost to the artist, but to a lesser extent, to all those
contemplating artworks, in order to escape from the ordinary sufferings imposed by our
existences. But the conception of the role of aesthetic contemplation, therein expressed, has
generated criticism, even amongst philosophers influenced by Schopenhauer’s thought. So,
Friedrich Nietzsche’s critical reaction to it constitutes a case in point.
Then, arguing in favor of exactly the opposite case to that Schopenhauer
championed, Nietzsche states, in this fashion, that art is life affirming, and life enhancing:
“Art and nothing but art! It is the great means of making life possible, the great seduction of
life, the great stimulant of life.” and “Art as the redemption of the man of action – of those
who not only see the terrifying and questionable character of existence but live it, want to live
it, the tragic-warlike man, the hero…” (Nietzsche, 1968, p.452). Nietzsche therefore regards
Schopenhauer’s aesthetic theory as converting art into a channel of disinterested escape from
life, saying ‘no’ to life, denying life (Jacquette, 2005, p.176).
Strong criticism, thus, is made by Nietzsche against Schopenhauer’s aesthetic theory
on the ground that it is aimed at negating the Will to Life; Nietzsche illustrating this by
highlighting Schopenhauer’s view that during aesthetic contemplation, a person suppresses
his or her sexual impulse driven by the will:
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“There are a few things about which Schopenhauer speaks so
certainly as about the effect of aesthetic contemplation: he says of it
that it counteracts precisely sexual “interestedness” much like
lupulin and camphor, that is; he never grew tired of glorifying this
breaking free from the “will” as the greatest merit and use of the
aesthetic condition.” (Nietzsche, 1998, p.73)
This suppressing of sexual impulse during aesthetic contemplation is a form of
suppression of the Will to Life. For Nietzsche, this kind of aesthetic contemplation cannot be
a remedy for a person’s suffering since it suppresses a person’s Will to Life.
Instead, according to Nietzsche, artworks are created to reaffirm life. Nietzsche’s
Dionysian concept of art (manifest in poetry and music) is a drive, or tendency in human
nature that brings about intoxication and rupture from the self, leading to affirmation of life
(Nussbaum, 1999, p.360). Nietzsche states, in his book The Birth of Tragedy, about the
personification of the Greek god Dionysos: “The mystical jubilation of Dionysos, on the
other hand, breaks the spell of the individuation and opens a path to the maternal womb of
being,” (Nietzsche, 1956, p.97). “We are pierced by the maddening sting of these pains just
when we have become, as it were, one with the infinite primordial joy in existence, and when
we anticipate, in Dionysian ecstasy, the indestructibility and eternity of this joy. In spite of
fear and pity, we are the happy living beings…” (Nietzsche, 1967, p.104-105). Hence, the
Dionysian concept of art, in contrast to Schopenhauer’s suppressing, or suspending and
disengaging of a person’s will, reaffirms life through finding joy in the struggles against life’s
pains.
The researcher does not think that Nietzsche’s concept of art ‘holds more water’
than Schopenhauer’s aesthetic contemplation, or vice versa. However, the researcher sees
them as two different aesthetic theories aiming to emancipate the individual from life’s
sufferings driven by the will. It is a matter of personal preference which theory would be best
to apply.
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Given that aesthetic contemplation occurs when a person apprehends Platonic Ideas
in an artwork, and becomes a will-less subject of knowledge as he or she is completely
absorbed into the object of the Idea (as the subject’s will slides away), Schopenhauer ranks
artworks into higher and lower kinds of artwork according to the artwork’s ability to express
Platonic Ideas to a person. The lower kinds of artwork have the ability to express Platonic
Ideas in a manner closer to their physical manifestations, and proceeds up to the higher kinds
of artwork that have the ability to express more formal and universal abstract Ideas about
humanity. The hierarchy of the kinds of artworks begins at the bottom with architecture
which expresses Ideas on the behavior of solid matter like gravity, hardness, and rigidity
(Schopenhauer, 1969, p.214). And at the top is tragedy, or tragic drama, which Schopenhauer
claims as “…the summit of poetic art…” (Schopenhauer, 1969, p.252) since it depicts the
wretchedness and misery of human existence, and the antagonizing of the will with itself.
Schopenhauer argues that the visual arts are limited by their static media in expressing the
complexity of human nature; therefore, they are ranked lower (though the visual art that is
most expressive of human nature i.e. painting, which is ranked higher). While the verbal arts,
all of which he refers to as poetry, are most capable of expressing human life and the Idea(s)
of human nature (Schopenhauer, 1969, p.242-244):
Architecture > sculpture > painting > literature > poetry > music (Jacquette, 2005,
p.152)13.
Art, according to Schopenhauer, seems to be about the nature of good art (Young,
2005, p.106) rather than art itself. As discussed above, his interest and contribution in
13 This is similar to the expression of art forms for each of the three stages of the spiritual evolution
of art put forward by Georg Wilhelm Friedrich Hegel. At the first symbolic stage, the most
adequate expression is architecture, followed by the classical stage, its adequate expression is then
sculpture and painting and music for the last romantic stage (Marchenkov, 1994, p.11-13).
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aesthetics is on what constitutes a good artwork i.e., an artwork that is most able to put a
person into a state of “…pure will-less, painless, timeless subject of knowledge.” rather than
what constitutes art. Given this, Schopenhauer’s account on the artwork brings out two kinds
of values in an artwork: (1) the cognitive value of the Platonic Idea experienced by the
perceiver of the artwork. The artwork brings forth in its expression, an eternal form of human
nature, and the perceiver gains knowledge of this. Without the genius of the artist to intuit,
extract from reality, and express the Idea in the artwork, such knowledge on the eternal form,
and unchangeable Idea, would not have been possible. The Platonic Idea expressed in the
artwork is therefore an object of cognition made by the artist, and the subject i.e. the
perceiver gains knowledge of the object or Idea; and (2) aesthetic contemplation, the
channeling of the perceiver’s, or subject’s consciousness to a consciousness of a Platonic Idea
or object, expressed in the artwork. When the subject experienced the Idea, he or she is
absorbed into the eternal Idea expressed. The subject becomes at one with the object, and the
distinction between subject and object perspectives disappeared, this evokes a feeling of willlessness as the driving will loses its dominance on the perceiver. Consequently, the perceiver
enters a state of calm contemplation and tranquility.
“By calling an object beautiful, we thereby assert that it is an
object of our aesthetic contemplation, and this implies two
different things. On the one hand, the sight of the thing makes us
objective, that is to say, in contemplating it we are no longer
conscious of ourselves as individuals, but as pure, will-less
subjects of knowing. On the other hand, we recognize in the object
not the individual thing, but an Idea; and this can happen only in so
far as our contemplation of object is not given up to the principle
of sufficient reason…”(Schopenhauer, 1969, p.209)
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CHAPTER 5
CONCEPT OF MUSIC
5.1 The Concept of Music14
Schopenhauer does not define what he means by music, however, he does not object
to the standard view that music, initially, comes to be perceived through the ears of a listener,
merely, as sound vibrations (Schopenhauer, 1966, p.31). Also, he qualifies such a view, in
Kantian epistemic terms, by arguing that music is also, and most importantly, experienced as
a rhythmic sequence, which is apprehended by applying the universal a priori category of
time (Schopenhauer, 1966, p.28).
However, according to Schopenhauer, the right sort of music bypasses, and does not
express, what he understands as being signified by the Platonic Ideas. Moreover, he alleges
that one of the specific categories of composition alone – the non-imitative one - can embody
the right features, allowing this bypassing of the world of Platonic Ideas, but still, in some
sense, allowing unilateral forms to take place. This is because what he takes to be the paragon
of musical composition, gives rise to a different kind of epistemic process (and aesthetic
outcome) from the one generated by the other artworks, which I have examined in the
preceding chapter.
Accordingly, Schopenhauer argues that this different epistemic process, in which it
is involved, namely the creation and reception of the musical compositions that display
paradigmatic artistic quality, answers to features pertaining exclusively to music. So, he

14 Music here does not include musical notation and its instruments. Music notes and instruments are

representational mediums of music, not music.
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alleges that the artistic expression of sound, alone, does not directly manifest the
underpinning energy pervading nature (the will). This is because, for Schopenhauer, the other
artworks, even though expressing such universality in a most refined fashion, still constitute
merely a representation of, so to speak, a distilled, or idealized version of the thing-in-itself.
Thus, he supposes that such a distilled or idealized version of the thing-in-itself, allows the
apprehending - indirectly only - of the will, even though in its sublime, or beautiful features.
Instead, Schopenhauer claims that in the presence of what he deems the paradigmatic artistic
musical creation, the listener experiences the harmonic sequence and rhythm of sound as a
direct manifestation, copy or Abbild of the will.
Thus, music constitutes a first-hand, and direct copy of the will, or, so to speak, the
closest to the original, and the most comprehensive one. That is to say, it provides us with a
“…copy (Abbild) of the whole will as the world itself is…Therefore, music is by no means
like the other arts, namely a copy of the Ideas, but a copy of the will itself,” (Schopenhauer,
1969, p.257). It follows by submitting that music is the non-representational manifestation
(Abbild) of the will, including the will of a listener, and, of course, of the musician or
composer.
In other words, a listener perceives music as sound vibrations, a kind of sense data
directly gathered by our faculty of hearing, rather than as cognition obtained through the
mediation of a representational artwork. Through music, the will is talking directly to the
listener, and the listener experiences the will, whereas by contemplating the other nonmusical artworks, the person gains intuitive knowledge of the essence of the world, in as far
as can be by apprehending the universality of certain eternal forms or archetypes,
philosophically embodied by what Plato called the Ideas.
Schopenhauer is not referring to music in general, or any kind of music, but he is
referring to a specific kind of music, a kind that expresses “…the inner nature of the will
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itself…” to the listener, and is not imitating the phenomenon (Schopenhauer, 1969, p.263).
Imitative music speaks “…simply of weal and woe as being for the will the sole realities.”
“Such music should, therefore, be rejected once for all…” (Schopenhauer, 2000, p.430). He
gives examples of imitative music in the The Seasons by Joseph Haydn, in the many passages
of Haydn’s Creation, where the phenomenon is directly imitated, and in the battle music
pieces of Haydn (Schopenhauer, 1969, p.263-264) and (Schopenhauer, 2000, p.430).
For Schopenhauer, non-imitative music is music that is “…so easy to understand and
yet so inexplicable…”. “…it floats past us as a paradise quite familiar and yet eternally
remote...” (Schopenhauer, 1969, p.264). As non-imitative music is experienced sensually by
the listener, by applying the inner intuition of time, it is understood by the listener to be a
direct manifestation, a copy, or Abbild of his or her will. The music evokes the core of the
listener. Also, non-imitative music “...reproduces all the emotions of our innermost being, but
entirely without reality and remote from its pain.” (Schopenhauer, 1969, p.264). Nonimitative music manifests a person’s emotions per se, rather than any specific emotion, as this
reveals the universal essence of our being. Given this, the listener of non-imitative music
does not experience any particular emotion or pain. Schopenhauer gives the examples of
Gioachino Rossini’s and Wolfgang Amadeaus Mozart’s operas as applying non-imitative
music (Schopenhauer, 2000, p.430). He argues that their operas give priority to music and
melody, rather than subordinating them to words or actions of the opera (Goehr, 1996,
p.207). The music provides universality to the words or actions, giving opera its soul. In other
words, the operas of Rossini, and of Mozart, carry with them music that provides the
underlying soul, and universality of the opera15: “But as this music was composed with

15 (cf. Foster, 1999, p.244) According to Schopenhauer, music requires no words; therefore he

considers opera an inferior hybrid of drama and music. Accordingly, these two would be best left
alone.
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respect to the drama, it is, so to speak, the soul of this, since, in its connection with the
incidents, characters, and words, it becomes the expression of the inner significance of all
those incidents…” (Schopenhauer, 1966, p.449).
Schopenhauer does not expressly state the genre of music that he is referring to.
However, he did claim that “…if music tries to stick too closely to the words, and to mould
itself according to the events, it is endeavoring to speak a language not its own,” music then
would not be “…a copy of the will itself…”. Music speaks its own language distinctly, “…it
requires no words at all, and therefore produces its full effect even when rendered by
instruments alone.” (Schopenhauer, 1969, p.262). In being a manifestation of the will, and the
voice of the metaphysical will, the inner most nature of the world can be revealed. The type
of music endorsed by Schopenhauer, thus, has only one basic form, i.e. it consists of
instrumental music, and it is not distorted by words or events16and17.

5.2 Non-Imitative Music as a Direct Manifestation of the Will
In Chapter 3, we have already examined how, what Schopenhauer described as the
will, accounts for his conception of the true inner nature, or the thing-in-itself, of the
universe.

16 Friedrich Nietzsche has similarly in The Birth of Tragedy stressed the inability of the lyric poet to
express the inner spirit of music, and attributed to music a greater significance: “…hence
language, as the organ and symbol of phenomenon, can never by any means disclose the
innermost heart of music; language, in its attempts to imitate it, can only be in superficial contact
with music; while all the eloquence of lyric poetry cannot bring the deeper significance of the
latter one step nearer”. (Nietzsche, 1967, p.55-56).
17 (cf. Alperson, 1981, p.159-160) Alperson argues that Schopenhauer is instead suggesting a
direction for developing a theory for musical symbolism. Alperson refers to the philosopher
Susanne Langer on music and music notes arrangement as symbols.
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So far, in this chapter, some of the consequences have been analyzed, that
Schopenhauer draws from his conception of the inner nature of things for his epistemic and
aesthetic theory, in relation to the artistic production of sound. In particular, the researcher
have introduced and dealt with the idea that Schopenhauer considers non-imitative music as
the most direct manifestation that we can gather from the phenomenal world external to us, of
the underpinning energy driving nature. But his idea of non-imitative music as the most direct
access to an otherwise blind will, pervading nature, has many other important features.
So, by taking into more specific consideration these other important features, I will
now, try to further examine, and clarify what Schopenhauer’s assumed metaphysical
principles are supposed to imply for what he deems to be an authentically artistic musical
production. In particular, with regard to the metaphysical underpinnings of his conception of
music, Schopenhauer states:
“…music differs from all the other arts by the fact that it is not a
copy of the phenomenon, or, more exactly, of the will’s adequate
objectivity, but it is directly a copy of the will itself, and therefore
expresses the metaphysical to everything physical in the world, the
thing-in-itself to every phenomenon.” (Schopenhauer, 1969, p.262263).
Thus, here, Schopenhauer tells us that he considers non-imitative music to be more
metaphysically revealing of the will, than all the other kinds of artworks. This qualifies an
important feature of his interpretation, and revision, of idealism.
The other idealist philosophers hold that the essence of reality is constituted by
ideas, and mental-like principles, embodied by reflective thought. For Schopenhauer,
however, these mental-like principles are embodied, instead of by a rational principle, by an
underpinning of blind will, energy, or force - and this represents his own novelty, originality,
or if you will, revision of idealism. Idealists are usually deemed to share markedly different,
and in some sense opposite, ontological commitments from the materialists. The latter,
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usually see the essence of the world as being embodied by the constitutive elements of the
material objects, and by their natural physical laws. Schopenhauer is commonly classified as
having developed his own special form of idealism based on the central metaphysical role
that the will, and our ideas or representations of it, play in his philosophy. Schopenhauer,
thus, assumes that everything in the world constitutes - and we perceive as being - a
representation, albeit certain representations are more direct and accurate than others.
Now, in a sense, one particular type of music, for Schopenhauer embodies the
archetype, i.e. the model, or the truest form, of all representations. Non-imitative music,
accordingly, goes beyond revealing the Platonic Ideas that are eternal forms which manifest
the thing-in-itself in a more limited, and purified way. This is because the artistic composition
of sound manifests the whole will directly to the listener of music, in all its rhythmic
vibrations.
In listening to non-imitative music, consequently, the listener experiences, so to
speak, the pulsing underpinning energy of the universe, and therefore understands that music
is a manifestation (Abbild) of the driving force of nature. It thus, “expresses the metaphysical
to everything physical in the world, the thing-in-itself to every phenomenon.” Such
understanding can be illustrated by comparing the music with our regular tool for
communication, i.e. with words. Music has the ability to express that which goes deeper than
words, words being unable to penetrate to the same depth as music, to convey insight into the
in-itself of objects and the world, where as music, on the other hand, plunges the listener into
the inner nature of the world quite easily (Magee, 2002, p.183). By this experience, the
listener of music “...completely and profoundly understood...in his innermost being as an
entirely universal language whose distinctness surpasses even that of the world of perception
itself” (Schopenhauer, 1969, p. 256). In this way, Schopenhauer has proposed an expression
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of the thing-in-itself that cannot be explained by words, but that can only be understood by
the experience of listening to non-imitative music. In other words, the will or thing-in-itself
consists of a metaphysical force that is to be understood by listening to the music, rather than
by explaining18.
Also, this seems to indicate that listening to music makes a person feel that he or she
has stepped out of space and causal connections while experiencing a manifestation of the
will. So, Schopenhauer states about such listening: “…on the way in which music is
perceived…[it happens] with absolute exclusion of space, even without the influence of the
knowledge of causality…” (Schopenhauer, 1969, p.266). However, the listener is
experiencing music “…in and through time alone…” (Schopenhauer, 1969, p.266). Given
that the experience of listening to music is a sensory experience from within a person, it is
therefore, not subjected to the a priori intuitions of space and causal connections necessary
for cognition of the representational world (Magee, 2009, p.130). However, the sensory
experience of listening to music requires application of the inner intuition of time, for the
piece of music to be experienced, and understood by the listener. This also explains why the
listener cannot directly know that music is the thing-in-itself. The listener has to apply the
inner intuition of time within his or her body, to experience the piece of music in sequence,
and is, therefore, prevented by the trapping of the body from acquiring full knowledge of the
thing-in-itself.

18 Music’s technical dimensions such as mathematical proportions in harmony or the symmetrical
form of a symphony has been dismissed by Schopenhauer as secondary to music’s value (Foster,
1999, p.240).

66

But, in order to better clarify some of the implications of Schopenhauer’s concept of
music, it may be useful, once again, to introduce a comparison with his admirer and critic,
Friedrich Nietzsche. Indeed, with regard to the role of art in general, and of music within it,
there is a striking divergence, coupled with some similarity, between the viewpoint of the two
philosophers that a contemporary reader may still find interesting and thought provoking.
In contrast to Schopenhauer’s concept of music as a manifestation of the will, music
according to Nietzsche, and in accordance with his concept of art, is used to connect with a
life-affirming art, i.e. with the ancient Greek tragedy. Accordingly, in The Birth of Tragedy
Nietzsche defines two competing, and complementary drives in human nature, by referring to
the Greek gods: Apollo, the god of light, dream, and appearance, exemplifying the
principium individuationis; and Dionysus, the god of liberation, intoxication, and orgiastic
celebration. In terms of artworks, Apollo is the god of the plastic, or representational arts, i.e.
as manifested in painting and sculpture, and Dionysus is the god of non-representational art
i.e. as manifested in poetry and music (Storr, 1993, p.156). Nietzsche argued that in the
ancient Greek tragedy, the tragic insights of the Dionysian inspired artistic creations - which
unleashed the energies of the grotesque, dangerous, cruel, sexual, wild, etc. human impulses,
- later wrestled, and came to be fused with the Apollonian more harmony loving arts.
Nietzsche, thus refers to Sophocles and Aeschylus, belonging to the fifth century BC., as
being the greatest composers of tragedies, until Euripides deprived the Greek drama of the
central role of the chorus, which according to Nietzsche constituted the essential
manifestation of the Dionysian element.
What I have pointed out so far, arguably, seems to indicate that, like Schopenhauer,
Nietzsche sees music as having a non-representational character, in that it has the ability to
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manifest the essence of the world, or the will19. Given this, Greek tragedy can only be
expressed through music: “…it is only through the spirit of music that we can understand the
joy involved in the annihilation of the individual.”(Nietzsche, 1967, p.104). But Nietzsche
goes further, to claim that we should embrace without fear, the tragedy as conveyed by
Dionysian arts, as this will bring us joy in our existence: “…we are forced to look into the
terrors of the individual existence – yet we are not to become rigid with fear: …We are really
for a brief moment primordial being itself, feeling its raging desire for existence and joy in
existence; the struggle, the pain, the destruction of phenomena, now appear necessary to
us…” (Nietzsche, 1967, p.104). Nietzsche calls out: “Only dare to be tragic men; for you are
to be redeemed.” (Nietzsche, 1967, p.124). Nietzsche believed that the ancient Greeks
possessed values that affirm life which seems to be lacking in modern, industrialized, and
scientific societies (Nietzsche, 1967, p.110), and he calls for a return of the principles of
ancient Greek tragedy; a return of music playing its important role here in our existing world.
Accordingly, in The Birth of Tragedy, he praised the composer Richard Wagner as the new
artistic genius of the time.
Even though, in The Birth of Tragedy, Nietzsche proposes, and argues in favor of an
inspiring role for music, and calls for us to be “…tragic men…”, the researcher is of the
opinion that not every listener of music wants to ‘relive’ the tragic drive of life, or “...the
terrors of the individual existence…” A listener may prefer a sensual experience about the
manifestation of the will, and to enjoy the pleasure of acquiring an understanding of the
subtle, and underlying perpetual drive of the underpinning forces of nature, whilst listening to
non-imitative music. Again, it comes down to what the listener prefers to derive from the
experience of listening.
19 Nietzsche seems to be referring to non-imitative music here.

68

5.3 Non–Imitative Music
Given that the objective of this research paper is to investigate issues in relation to
how Schopenhauer intends to achieve a state of restful, or will-less contemplation by
listening to music, we need to review here some of the necessary qualities of the type of
musical production that he deems apt to this scope.
Schopenhauer argues in chapter 52 of The World as Will and Representation, that he
finds in music a kind of Abbild, that is to say, a copy, or a manifestation of the will. So, he
maintains that, unlike in the case of the non-musical artworks that manifest the will indirectly
through certain universal forms of beauty etc., the non-representational, sensory, and noncognitive characteristics of music manifests the driving force of nature directly to the listener
of music.
But it appears from what I have said so far, that these characteristics of music share
the same features as the inner energy or impulse driving a person. This suggests a very strong
proximity between music and the will. Schopenhauer stressed the importance of such
proximity by positing that music: “…never expresses the phenomenon, but only the inner
nature, the in-itself, of every phenomenon, the will itself.” (Schopenhauer, 1969, p.261).
But, according to these premises, i.e. because it is supposed to be a manifestation of
the basic aimless drive of a person, Schopenhauer argues that the music to which he is
referring, should not have any content: “Therefore, if music tries to stick too closely to the
words, and to mould itself according to the events, it is endeavoring to speak a language not
itself own.” (Schopenhauer, 1969, p.262). This means that music, according to Schopenhauer,
should not have any words or content imitating life’s events, and distracting the listener from
its supposed aim of providing a manifestation of the essential will within, and without what
he calls the self of each person. Therefore, for Schopenhauer, music is sound rendered by
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instruments alone (Schopenhauer, 1969, p.262). This is the only type of music that can,
supposedly, manifest the will directly to a listener.
This no-content and no words, instrumental, non-imitative of life’s events music,
Schopenhauer thus supposes, manifests an eternal quality that is within every person, i.e. the
will itself, or the essential energy, or force present within the body of a person, and out there
in the natural world. Incidentally, Schopenhauer relentlessly maintains that it should be
apparent to everybody that this underpinning force or energy, is supposed to be the same will
that has always been driving human beings. Music should, therefore, reflect this timeless
nature of the pervading energy of the world by, paradoxically, embodying the sequence of
time through its rhythmic vibrations.
So, Schopenhauer maintains that whether or not we can provide a fully articulated
logical explanation of how the scansion of time by vibrating instruments, can reflect the
timeless, all the same, the listening to this non-imitative music evokes the eternal quality of
the essential will within and without the consciousness of a listener (Schopenhauer, 1969,
p.256). Schopenhauer, outflanks the critics by supposing that, in any case, the non-imitative
sound is capable of giving rise to a kind of universal experience of restful contemplation,
requiring no further explanation. But, if we still want to obtain a more precise explanation, he
adds that the listener gains through listening to non-imitative music, so to speak, the unique
opportunity of turning back to the core of one’s truest very nature.
The role of providing access to the inner authenticity of both the outside nature and
the inner self, therefore, constitutes another element of outmost importance in order to
understand the nature and function that Schopenhauer attributes to non-imitative music. So,
in order to make clearer this role of authenticity-raiser that he assigns to music, Schopenhauer
adamantly argues that the type of instrumental sound that is required in musical productions
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is supposed to express - rather than a specific emotion- what he deems to be the quintessence
of all emotions. Accordingly, he states: “Therefore, music does not express this or that
particular and definite pleasure, this or that affliction, pain, sorrow, horror, gaiety, merriment,
or peace of mind, but joy, pain, sorrow, horror, gaiety, merriment, peace of mind themselves,
to a certain extent in the abstract, their essential nature, without any accessories…”
(Schopenhauer, 1969, p.261).
Thus, Schopenhauer’s statement, here, is supposed to indicate that, given the proper
artistic creation of sound, the listener can experience music as an expression of the archetype
of all the emotions, i.e. in the guise of the eternal form to which all types of emotion are
supposed to correspond. That is to say, the driving energy of the universe, by our
experiencing of such a properly composed sound, now no longer appears in the guise of a
specific emotional drive, which can guide only the particular feelings of a single listener. It
appears, instead, in its most pure, abstract, universal, and eternal form. This is because the
experience of non-imitative music, evokes in the listener, an experience of what is at the root
of all emotions; a universal quality that is present in all human beings. The listeners, thus, for
the first time, for a brief moment, are made to hear the naked essence of all qualities.
Therefore, the impulse driving nature, finally appears in its entirety, without mediation, in its
purest abstracted form, through the music notes of the now quasi-divine composer.
Perhaps, another indication of the type of manifestation of will that Schopenhauer is
referring to by this non-imitative creation of sound, which is devoid of expressing any
particular desire - and for this very reason he advocates and praises - can be derived from the
chapter “On the Doctrine of the Denial of the Will-to-Live”, in The World as Will and
Representation, Volume Two. Therein, in fact, Schopenhauer declares that the denial of the
will-to-live, and of all desires associated with it, must be sought, if permanent relief from the
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driving will is to be achieved. Now, the type of music which he advocates - by its very
nature, and the cognitive effects it delivers on the listener - seems to be, if not conducive to
that aim of denying all the strivings for existence, at least germane to the assumption of it as
being the ultimate scope of our lives. Will-to-live, indeed, for Schopenhauer, is the most
blatant manifestation of the blind impulse pervading nature, within, and around us: “…it is
immaterial and mere pleonasm if, instead of simply saying ‘the will’, we say ‘the will-tolive” (Schopenhauer, 1969, p.275). Not surprisingly, then, Schopenhauer argues that this
striving for existence, is the ultimate cause of all our sufferings.
In the same chapter, Schopenhauer raises the point about transcending the blind
striving for existence, by referring to the mental uttering of the sound ‘Om’ in Brahmanism,
as a model for the detachment from a narrow perception of the self to getting in touch with
the inner nature of things: “…[In] Brahmanism even by the required suspension of all
thought and perception for the purpose of entering into a deepest communion with one’s own
self, by mentally uttering the mysterious Om” (Schopenhauer, 1966, p.611). Schopenhauer,
then, goes on to explain that many passages of the Upanishad have provided guidance on
sinking oneself into the depths of one’s own being, where subject and object, and all
knowledge vanish, by silently, and inwardly uttering the sound Om (Schopenhauer, 1966,
p.611). In Brahmanism, thus, the basis of the universe is presented as the sound Om.
Here, Schopenhauer refers to the Hindus chanting of the syllable Om, with their
sound rising through three progressive tones - from the chest, the throat, and the head. They
perform this chanting in order to represent a gathering together, by the use of a single
expression of what, the veil of Maya makes appear as separate. This is supposed to convey
that, beyond mere appearances, there is only a united, indivisible whole that constitutes a
wholesome human being, which in turn is at one with the Brahman, or the supreme being.
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Therefore, in Hinduism, the sounding of Om symbolically embodies, in religious fashion, the
fundamental unity, and identity, of all reality, i.e. of the Brahman and Atman, or the
individual self (Reese, 1993, p.223).
Schopenhauer makes use of this example in order to highlight that uttering this
sound, which for him represents the underpinning energy or will of the universe, brings forth
the return to one’s own true inner nature, and consequently the vanishing of the artificial
distinction between subject, and object perspectives. This may be seen as an indication that a
single sound - but one which rises through three progressive tones - may also fulfill the role
of non-imitative music in manifesting the will. (Wicks, 2008, p.110). It could be tentatively
argued, therefore, that both the Hindus sounding, Om, and the musical representation of the
will endorsed by Schopenhauer, are supposed to provide a kind of reliable copy of the inner
nature, and unity of the universe.
In a nutshell, we can now summarize the two fundamental characteristics of the kind
of sound composition, which Schopenhauer is calling for in order to bring about the restful
contemplation he advocates: (1) The music must contain no words or content imitating a
specific life’s event. In other words, it has to be a composition of instrumental sounds; and
(2) Its aim is supposed to provide a means of expressing the very nature, or form of emotions,
rather than a specific emotion. Given these required characteristics, this research, when
examining the model of music advocated by Schopenhauer, will hereafter, refer to it solely as
non-imitative, and no single-emotion-driven, and generating music.

5.4 Music Expressing a Universality of Emotions
As explained in the preceding section, when listening to non-imitative music, the
listener experiences as vibrations within the body, the objectification of the whole range of
emotions, rather than a particular kind of positive, or negative emotion. Therefore, the
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listener of music does not experience and understand a particular emotion: sadness, anger,
happiness etc., but the emotions of life themselves in their quintessence20and 21. The listener,
therefore, experiences his or her essential nature via the vibrating essence of emotions. This
essence is the eternal, thus, raising the listener above the drive of any particular emotion. For
form of all emotions example, when listening to a musical composition, the listener does not
experience sadness and emotional pain. Instead, the listener experiences the emotion’s eternal
form, without the content-evoking sadness, and thereby he experiences the music painlessly
detached from the drive of the will. The listener feels that he or she has transcended the
experiencing of particular emotions that would have led to suffering.
We can also conclude here that the quintessence of emotions felt within, can be
understood as a manifestation of the listener’s will, and not a drive towards a particular kind
of will. The listener experiences emotions per se, but not a specific emotion, which can be
considered as experiencing a manifestation of his, or her own will that drives the body from
within.
This is also evident in operas and plays, where music cannot arouse any specific
emotion in the absence of words. This is because, for example, music alone cannot
specifically arouse anger, or jealousy etc. However, the underlying, and supporting role that

20 This also applies to music’s ability to express life’s events, rather than specific events:
“Everywhere music expresses only the quintessence of life and of its events, never these
themselves, and therefore their differences do not always influence it.” (Schopenhauer, 1969, p.
261).
21 Richard Wilhelm Wagner expressed similarly: “What music expresses, is eternal, infinite and
Ideal; it does not express the passion, love, or longing of such-and-such an individual on such-andsuch an occasion, but passion, love or longing in-itself,…which is the exclusive and particular
characteristic of music, foreign and inexpressible to any other language.” (Langer, 1960, p.221222)
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music plays here in expressing the different kinds of emotions required by the opera or play,
indicates that music expresses emotions per se:
“The inexpressible depth of all music, by virtue of which it floats
past us as a paradise quite familiar and yet eternally remote, and is
so easy to understand and yet so inexplicable, is due to the fact that
it reproduces all the emotions of our innermost being, but entirely
without reality and remote from its pain…the seriousness essential
to it…is to be explained from the fact that its object is not the
representation…but that this object is directly the will…”
(Schopenhauer, 1969, p. 264).
As the quintessence of emotion is understood by the listener as a manifestation of the will, or
“…this object is directly the will…” we must also note that this is an immediate sensory
experience obtained by the body’s organs of perception. The listener of music feels the
quintessence, or universality of emotions, and thereby knows that it is a manifestation of the
will. Paradoxically, during this very, sensory perception, the listener feels that he or she has
transcended space, and causal connections. However, the listening experience still requires
our capacity to be able to feel the sequence of time, in order to perceive the energy vibrating
within us.
Given the non-imitative music’s ability to express a universality of human emotions,
it is thereby able to fit with any emotion that the artist or composer wants to express.
However, we have been cautioned by Schopenhauer to resist from ‘clothing’ the music with a
particular emotion, and we should interpret the piece of music purely, and immediately: “We
certainly have an inclination to realize it while we listen, to clothe it in the imagination with
flesh and bone, and to see in it all the different scenes of life and nature. On the whole,
however, this…gives it a strange and arbitrary addition. It is therefore better to interpret it
purely and in its immediacy.” (Schopenhauer, 1966, p.450). Schopenhauer is re-emphasizing
here, that the expression of the quintessence of emotions is something that imitative music,
which imitates particular emotion, which the phenomenon cannot express. By listening to
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imitative music, the listener will be carried away by a particular emotion, and will not be
experiencing a manifestation of the underlying will, and consequently could not feel
suspended from space and causal connections. Schopenhauer refers to passages from Haydn’s
Creation, where a particular phenomenon of the world is imitated. This includes his pieces on
Battle.
Schopenhauer does not define what he means by emotion here, but he defines
feeling, or Gefühl (Hall, 2012, p.170). Schopenhauer defines Gefühl to mean “…the true
opposite of rational knowledge (Wissen)…” (Schopenhauer, 1969, p.51). This is
“…something present in consciousness is not a concept, not abstract knowledge of reason.”
(Schopenhauer, 1969, p.51). A person experiences feelings through the senses, which make
the person conscious of them. A feeling, therefore, is not something operating at a conceptual
level, nor is it knowledge gained from reasoning.
Knowledge, according to Schopenhauer, is always something derived, or secondary,
i.e. a byproduct, whereas the feelings, which are attributed to the heart, play a central role in
the body of a person, and constitute, therefore, the most direct manifestations of the will:
“All that which is the business of the will in the widest sense, such
as desire, passion, joy, pain, kindness, goodness, wickedness, and
also that which is usually understood by the term “Gemut”
(disposition, feeling)… is attributed to the heart…the head denotes
everything that is the business of knowledge…Heart and head
indicate the whole person. But the head is always the secondary, the
derived; for it is not the centre of the body, but its highest
efflorescence.” (Schopenhauer, 1966, p.237)
Schopenhauer overcomes the difficulty of demonstrating that music is a direct
manifestation of that which cannot be represented i.e., the metaphysical will, understood as
the will driving beneath all objects, by arguing that music expresses the universality of a
person’s emotions, which can be felt from the heart, the centre of the body.
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This reasoning is plausible, as the emotions of life stand for something which, per
se, is more directly in relation to sensations than to representations. Thus, these emotions
relate to something which lies within a person’s body that can perceive, and, by this very
perception, thereby, acquire an inner sense of it. Schopenhauer substantiates this by drawing
analogies with melody and suspension (see The Genius of the Composer of Music below
for a discussion of these analogies).
To conclude, the quintessence or universality of the whole range of feelings
embodied by non-imitative music, does not express. or give rise to a particular kind of
emotion, but to the energy, impulse, or force which is the matrix of all emotions. One way to
interpret the process involved is to relate it to the fact that the listener of the music can feel its
vibrating energy eminating from an eternal substrate where everything is in its restful or
permanent form. This experience of going out of the contingent, and of glimpsing at the
enduring, thus, can provide the proper receptive, or dispositional state and context where a
temporary healing from all incumbent emotions can take place. This feeling provides the
listener with a sense of rising-above the drive of any emotion, and of achieving transcendence
from spatial dimensions, causal connections, and suffering.

5.5 Common Misunderstanding
A person who peruses only Chapter 52 of The World as Will and Representation,
Volume One, may conclude that music is a manifestation (Abbild) of the will, and presume
that aesthetic pleasure arises from listening to instrumental music. This is a superficial
understanding, and a misunderstanding of Schopenhauer’s concept of music on a few
important points:
Firstly, note that Schopenhauer is not referring to instrumental music in general; he
is referring to a music that is not imitating the phenomenon, but that it manifests, copies or
provides an Abbild of the thing-in-itself. Furthermore, the music, instead of evoking a
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pleasurable experience, is expressing the eternal form of emotions, or a quintessence of
emotions. Therefore, the listener experiences a sense of neutrality, feeling his or her core i.e.
the essential will and the essence of emotions;
Secondly, in Chapter 52, Schopenhauer is only highlighting and arguing, with the
support of various features of music, that music directly manifests the will. It allows a listener
to experience a manifested or copied form of the will. Chapter 52 is not arguing for the
arising of aesthetic pleasure from listening to music; and
Thirdly, in Schopenhauer’s terms, aesthetic pleasure does not come from merely
listening to music. Aesthetic pleasure comes from aesthetic contemplation, transcendence
from suffering and pain into a state of tranquil contemplation, free from the drive of the will.
How is aesthetic contemplation achieved through listening to music? This is a connection that
Schopenhauer did not specifically make, and two formulations have been proposed in 6.3
Will-less through Listening to Music above.

5.6 The Genius of the Composer of Music
Moreover, when trying to explain the role of the musical genius in this process, it
seems to be unclear how the composer of non-imitative music is able to evoke the complexity
of the will, as the energy driving and underpinning the universe, by simply producing
something that, however most creatively sublime and beautiful, is ultimately mere sound. A
composition of non-imitative music is, indeed, inevitably limited in its scope and duration,
whereas the will appears as an overarching and limitless blind force.
But, as explained in Platonic Idea above, Schopenhauer held that the genius of an
artist consists in possessing, and properly disposing of the ability to make use of the intellect
in order to master a greater dominance over the driving of the will than ordinary people. This
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involves the extraordinary capacity of assuming an objective state of cognition while being,
for as much as possible, detached from the most obvious manifestations of the will in the
form of desires, passions, and other impulses. In other words, much like the other artists, the
composer of music, as well, must perceive the universal or eternal forms present in reality, in
this case in the guise of vibrations, then, use the imagination to reinterpret them, and finally
express their accomplished musical embodiment in the artwork.
One question to answer is how a composer of music can be able to acquire a
working cognition of the universal element contained within reality, and transfer this
inevitably limited insight into a piece of music which conveys a direct manifestation of the
whole ranges of the will. (Jacquette, 1996, p.17-18). Of course, answering this question may
make us able to clarify and pinpoint exactly how a composer is able to manifest the will
through the musical instruments22. Moreover, obtaining this knowledge would also go a long
way towards providing us with a clearer understanding about what is meant by the idea that
music is a direct manifestation of the will.
Firstly, on closer examination, Schopenhauer did state that: “The composer reveals
the innermost nature of the world, and expresses the profoundest wisdom, in a language that
his reasoning faculty does not understand, just as a magnetic somnambulist gives information
about things of which she has no conception when she is awake” (Schopenhauer, 1969,
p.260)23. But with regard to this, it is not entirely clear whether Schopenhauer consistently

22 (cf.Jacquette, 1996, p.17) Jacquette indicates here that Schopenhauer may be trying to get around
this issue by simply acknowledging the exceptional quality of non-imitative music in manifesting
the will, rather than expressing a Platonic Idea which renders the need to explain that the composer
goes through a process of intuiting Platonic Idea from reality and expressing this in the artwork.
23 This is similar to Immanuel Kant’s concept of genius, the artist genius produces a beautiful artwork

according to some rule(s), but the artist is not consciously following the rule(s) instead he or she is
producing the artwork naturally. It is as if, and in Kant’s terms, nature is working through the artist
to give the rule(s) (Kant, 1914, AA 180, Paragraph 46).

79

maintains that a musician is consciously, or unconsciously revealing the inner most nature of
the world. In other words, we have no convincing explanation about what it is that makes the
geniality of the musical composer possible. It is not clear whether it is involved solely in the
same process, as with the genius of the other non-musical artworks, where the artist
perceives, and understands the eternal forms present in reality, completes and perfects their
manifestation in the imagination, and then expresses them in an artwork, or whether
something else is required in addition to that. Schopenhauer does not clarify this.
Another question concerns whether a non-imitative musical composition, in order to
successfully offer restful contemplation to a listener, must be able to somehow,
paradoxically, provide a manifestation of the will. If that is the case, this music would act as a
sort of homeopathic medicine or as a vaccine of sorts, whose direct effects would last,
however, only as long as a musical audition lasts. Then, the composer’s genius would consist
in the ability to conjure up such a temporary remedy against the blind will to live.
As to the relation between the work of the musical genius and its reception by
listeners, it should be clarified which one of the two should acquire the central stage, as far as
aesthetic contemplation is involved. That is to say, the way in which the artist evokes,
develops, and translates into sound subjective interpretations of the universal forms,
sequences, and vibrations of existence, could be seen as constituting what is artistically most
relevant for an audience. This is, however, but one of two possibilities, and the one, perhaps
arguably, not preferred by Schopenhauer. The alternative entails considering, instead, as most
important that the listener grasp, or experience music as an inner sense of the essence of
willing, thus achieving one’s own restful or will-less contemplation, regardless of whether or
not, and how the musician achieved that very same state when conceiving and making, as
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well as possibly performing, the musical composition. Such distinction is especially relevant,
given the close proximity between a manifestation of the will, and the immediate experience
of one’s willing, which seems to favor the latter hypothesis, given also that authorship gets, if
not lost, at least weakened in time. But if that is the case, this also implies that what
constitutes non-imitative music will be for the listener to experience, understand and decide
subjectively24. Hence, according to the latter hypothesis, the composer would not directly
contribute to the manifestation of the will as experienced by the listener. But Schopenhauer
has not entirely clarified this issue.
That said, in whatever way we understand the relation between the work of the
musical genius and its reception by listeners, the analogies that Schopenhauer draws between
the composer’s ability to create melody and suspension, and a person’s will strivings, can be
indications of the prerequisites for identifying the essential features of a composer’s genius.
The analogies that Schopenhauer draws between melody and suspension, and a person’s will
strivings are:
1.

The striving of an individual’s will from desire to fulfillment or non-fulfillment due to
failure, is an analogy to melody in music:
“…the nature of melody is a constant digression and deviation from
the keynote in a thousand ways, not only to the harmonious
intervals, the third and dominant, but to every tone, to the dissonant
seventh, and to the extreme intervals; yet there always follows a
final return to the keynote. In all these ways, melody expresses the
many different forms of the will’s efforts, but also its satisfaction by
ultimately finding again a harmonious interval, and still more the
keynote.” (Schopenhauer, 1969, p. 260).

24 This is also indicative of the cultivation of genius, since the ability to perceive the universal or

essence is “…inherent in all men in a lesser and different degree…” (Schopenhauer, 1969, p.194),
can genius be cultivated in a music composer and resulting in a change to the “…two-thirds will
and one–third intellect…” of the composer (Schopenhauer, 1966, p.377)?
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“Melody…portrays every agitation, every effort, and every movement of the will which
the faculty of reason summarizes under…feeling…” (Schopenhauer, 1969, p. 259). In
melody itself we find the quintessence of the strivings and emotions that make up the inner
nature of a person. In accordance with this view, Schopenhauer claimed that: “The
invention of melody, the disclosure in it of all the deepest secrets of human willing and
feeling, is the work of genius”. (Schopenhauer, 1969, p.260).
Also, a progression from one melody to a different one, can be felt and understood by a
listener of music as embodying a corresponding movement of his or her own inner
strivings:
(2.1)

“…as rapid transition from wish to satisfaction and from this to a
new wish are happiness and well-being, so rapid melodies without
great deviations are cheerful. Slow melodies that strike painful
discords and wind back to the keynote only through many bars, are
sad, on the analogy of delayed and hard-won satisfaction.”
(Schopenhauer, 1969, p.260)

(2.2)

“The effect of the suspension also deserves to be considered here. It
is dissonance delaying the final consonance that is with certainty
awaited, in this way the longing for it is strengthened, and its
appearance affords the greater satisfaction. This is clearly an
analogue of the satisfaction of the will which is enhanced through
delay.” (Schopenhauer, 1966, 455-456).

In music, the suspension of a consonant note, is held over while the harmony changes, and
thereby becomes a dissonance to be resolved. The deliberate delaying of the consonant
note here creates a longing and anticipation in the listener, and its eventual appearance
brings forth enhanced satisfaction to the listener. This manipulation of the listener’s will
by the use of delaying in order to enhance satisfaction, creates a good analogy with the
suspension of a person’s inner strivings.
Accordingly, our understanding of Schopenhauer’s concept of music, as directly
manifesting the will, may be clearer if we know exactly how a music composer is able to
manifest the will, and the true inner nature of the phenomenal world, in a musical
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composition; that is to say, we have to establish if the ability of the composer contributes to
the listener’s experiencing a manifestation of the will. Furthermore, knowing this may shed
some light on how music as a direct manifestation of the will, can give rise to the liberation
of the listener from the driving of the will. In a similar way to a person or subject
experiencing a non-musical artwork, who has the ability of the genius artist “…in a lesser and
different degree…” (Schopenhauer, 1969, p.194), to absorb into the knowledge of the object
or Platonic Idea, thereby becoming a will-less subject of knowledge, the listener of music
may also have some ability of the composer’s genius to manifest the will.
In concluding this chapter, we note that Schopenhauer refers to non-imitative music,
a kind of music that does not imitate the phenomenon, but which manifests directly the
underlying will. In listening to the music, consequently, the listener experiences an evocation
of his or her will within the body, and consequently understands that the music is a
manifestation (Abbild) of his or her will. Also, the listener feels that the music is expressing
emotions by themselves, emotions in their essential form rather than a specific emotion.
Therefore, non-imitative music provides us with a kind of sensitivity which by applying the
inner body intuition of time, evokes the eternal qualities of the listener’s will, and the
quintessence of emotions. Though Schopenhauer did state that music is experienced by a
listener with the exclusion of space and causal connecting intuitions (Schopenhauer, 1969,
p.266), he does not elaborate specifically on how listening to non-imitative music can free a
person from his or her suffering driven by the will. Leaving this incomplete may lead to a
contradiction with the aim that he attributes to aesthetic contemplation. In the following
chapters, by analyzing Schopenhauer’s concept of music, the researcher will attempt to
clarify and formulate a way, or ways, how listening to non-imitative music can free us from
the sufferings imposed by the blind wil
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CHAPTER 6
WILL-LESS CONTEMPLATION THROUGH LISTENING TO MUSIC

6.1 The Extent and Applicability of Schopenhauer’s Concept of the Will
Before examining the nature of the will-less or restful contemplation arising from
listening to music, the researcher, in this chapter, intends to first establish the extent and the
applicability of his idea of will25. Schopenhauer has argued that the self-consciousness of a
person is also awareness of the will, which, supposedly for this very reason, constitutes the
real inner nature of things, or of the thing-in-itself since “…we ourselves are the thing-initself” (Schopenhauer, 1966, p.195). Thus, he explains that a person is able to experience the
world of objects by applying the a priori intuitions of space and time or principium
individuationis that, by describing the manner in which a thing is identified as distinguished
from the other things, sets the link with the law of time and causality. But, the objects
perceived inwardly and outwardly include, as well, respectively the very own personal body
and behavior of each human being. Allegedly, this body and behavior is experienced in an
intimate and immediate fashion, possible only from within, as the phases of a will (or energy,
impulse, force) to live. As a result, it is possible for a person by applying the last one of the
four basic forms of the principle of sufficient reason (4), namely the one which he also says is
about the law of motivation, to acquire a consciousness, or instantaneous awareness, of the
self as the subject that wills, within and around the body. Then, by analogy, and through our
ordinary experience of things, interpreted by following common sense, it is possible to infer,
and confirm, that this same willing is applicable to all objects perceived by the subject. A

25 (See Young, 2005, p.156-157) Young raised a similar point on music representing the thing-in-

itself but asked the question on whose thing-in-itself: the unknown Kantian thing-in-itself or the
Schopenhauer’s version. In his discussion, Young also make the connection to Schopenhauer’s
meaning of opera as a degenerate art form or fine art form.
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person, therefore, allegedly shares the same thing-in-itself with other objects of the
world (see sub-section The Will (der Wille) above).
The researcher and some other scholars, notably Julian Young, have found this
reasoning, which extends the inner will of a person to the thing-in-itself, not convincing
(Young, 2005, p.151 and p.157). Given that someone is always ‘trapped’ in one’s own causal
and temporal connections, according to the principium individuationis, and immediately
experiences the world solely through a very intimate individual willing, a person can have no
way of knowing what is the thing-in-itself outside of the body. So, they still maintain, in
Kantian fashion, despite of some of Schopenhauer’s statements pointing to the contrary, that
the thing-in-itself is only conceivable, but cannot be experienced in the phenomenal world.
Schopenhauer has, as a matter of fact, intriguingly stated: “Meanwhile it is to be carefully
noted, and I have always kept it in mind, that even the inward observation we have of our
own will still does not by any means furnish an exhaustive and adequate knowledge of the
thing-in-itself” (Schopenhauer, 1966, p.196). Given this ambiguity, the researcher finds that
Schopenhauer’s concept of the will should be limited to what we can infer from the sensory
experience and knowledge a person has of one’s own will, is within the body. Accordingly,
an individual could not go further and claim to know the thing-in-itself. However, he or she
could, certainly, make a supposition, and conceive that the will is the thing-in-itself driving
all animate and inanimate objects of the world. But, of course, it would be no more than a
guess or a conjecture.
This criticism against Schopenhauer’s justification for considering the will as the
substrate underpinning all reality, nevertheless, appears in turn to be based on its own
contentious presupposition that our principium individuationis permanently ‘locks’ us into
the inward and outward categories, of time and spatial dimensions, respectively. Thus,
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allegedly, because of these, a priori categories of perception, we are always subjected to
temporal sequences and causal connections in all our experiences. We are, therefore, limited
to obtaining representational knowledge of things (including of our own bodies) in the
phenomenal world, and to having merely a feeling, deprived of any real cognitive value,
about the inner sense of our own willing. So, if we were to take this view, it would follow
that a person could see things, including one’s own body, only as a phenomenon. This would
be because a person is able to immediately feel his or her own body from the inner sense,
from within the body. However, it would follow that someone cannot feel, nor have an inner
sense of the other things in the phenomenal world. A human being, thus, could certainly
conceive that one’s own will is part of the one undivided thing-in-itself. But it would be, so to
speak, the thing-in-itself, or the will which it has only partially revealed itself to us. Thus,
Schopenhauer’s claim that: “…we ourselves are the thing-in-itself” (Schopenhauer, 1966,
p.195) (see sub-section The Will (der Wille) above) would be, therefore, valid only to the
extent that a person can conceive of his or her own will as the same will as the one of the
undivided thing-it-self since “…we ourselves are also among those realities or entities we
require to know…” (Schopenhauer, 1966, p.195)26.
If we were to follow such interpretation, when dealing with the sufferings
experienced by a person, these would be understood as coming from the arbitrary internal
drives of the will within a person oscillating between desire, fulfillment, boredom, failure,
and dismay, which would allow no lasting fulfillment and calm within one’s own self. The
suffering felt by a human being, in this case, here, would arise only because of how sensory

26

Schopenhauer has noted that with this, he is at a point that other thinkers scarcely reach: “I admit
that everything said here is really only metaphor and figure of speech, in part even hypothetical; but
we stand at a point which thoughts and ideas, much less proofs, scarcely reach.” (Schopenhauer,
1966, p.278).
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experiences are worked out within the body, not really because of what takes place outside of
the body. Therefore, any relief from will-driven suffering should also be felt from within the
body. So, even aesthetic contemplation would be primarily an internal experience, which
would have a primary relation with what happens outside. On this basis, it would be possible
to limit the application of our concept of the will exclusively to the impulses, or the willing of
a person. It would, then, be no longer necessary to deal with the thing-in-itself, or the will
that Schopenhauer assumed as being the true inner nature of the world27.
Schopenhauer was well aware of this kind of criticism, and resolutely dismissed the
reasoning that such interpretation gave rise to, by accusing it of being underpinned by the
advocacy of a form of solipsism belonging to the madhouse (Schopenhauer, 1969, p.104).
Other like-minded philosophers, such as Dale Jacquette, seem to agree with
Schopenhauer, and think that he has successfully argued that the will of a person has satisfied
the requirements for being the thing-in-itself (Jacquette, 2005, p.87-88 and 97). The argument
to sustain such a stand, relies on the idea that the inner awareness a person has of one’s own
willing, is the only possible insight into the thing-in-itself. According to Dale Jacquette, the
willing here occurs in its purest form, deep within what drives any action undertaken by
someone doing something. This would best be embodied by the unmotivated and aimless
willing that transcends the ordinary conscious one of everyday life. We usually understand
that an act of willing is taking place when we refer, for instance, to the will to drink water, to
buy a new phone etc. But to get at the bottom of what Schopenhauer really means by using
that expression, we need to get at the real ultimate essence of what will, most starkly, consists

27 The will or the true inner nature may have been influenced by the concepts of Brahman and

Prakriti from the Upanishads. The footnote under The Will (der Wille) briefly explains these
concepts and highlights Schopenhauer’s endorsements on the equivalence of these concepts with
the will.
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of. Allegedly, a person can arrive at this pure essence by thinking, and taking away from
one’s own will all objects, subjects, directions, causations, and motivations, and thus by
mentally arriving at the empty point generated by this very subtraction, at contemplating the
naked and blind impulse that is at the root of everything. What remains then is pure willing,
or will as the essence of everything, in its most refined form. This cognitive operation would,
thereby, satisfy, for as much as viable, our epistemic aspiration to grasp the ultimate nature, a
person’s will, as well as of the thing-in-itself. Supposedly, this form of will would be outside
the principium individuationis, and, consequently, also outside of any law abiding to causal
and temporal connections.
Thus, in accordance with the special kind of cognitive process involved by acquiring
the very notion of the essence of willing - which, allegedly, would be more like an immediate
type of obvious awareness of one’s own being, identity, or self, preceding any form of logical
thinking than something that requires other explanatory categories - we can conclude that the
thing-in-itself is the will. Consequently, this also would involve that pure willing,
transcending all other representations.
This is Dale Jacquette’s argument in favor of Schopenhauer’s reasoning that the will
is the thing-in-itself. The researcher finds that we can certainly conceive that, what lies at the
level of essence level is pure willing. As Jacquette argued, this could be done by taking away
from one’s own will all objects, subjects, directions, causations, motivations - by a mental
subtraction of sorts from any incumbent, or occurring conscious willing. However, we can
never know if what remains after such mental subtraction is really the thing-in-itself as the
inner nature of the world. A committed critic of Schopenhauer could still argue that, even that
which is supposed to stand at the pure level of essence, would inevitably still embody
something reasoned out and conceived, somehow, within the principium individuationis, or
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the causal and temporal connections of our body. Then, consequently, it would follow that we
cannot really know that the pure willing is the thing-in-itself.
In other words, the strength of Schopenhauer’s own reasoning, and of Dale
Jacquette’s rational defense of it, rests on a cognitive deductive process of subtracting
objects, subjects, causation, direction, and motivation from the person’s willing drive. But,
what if, at the end of this deductive process, the person does not arrive at pure willing, but at
something else (as, for instance, Hegel’s Geist – reason or spirit, etc.) that could just as well
give rise to the will? This would mean that willing is not the true inner nature of all animate,
or inanimate objects. It follows that it is a valid criticism that Schopenhauer has not, from an
epistemological standpoint, convincingly substantiate that the will is the most basic reality of
the world, or that it is what he refers to as the true inner nature of the world. Therefore, it
would still seem plausible to argue, even according to Schopenhauer’s own premises, that it
is anybody’s guess on the real nature of what lies at the bottom of the most basic, or ultimate
level, of reality.

6.2 Seeing and Feeling the Body (der Leib)
As explained in 3.4 An Individual’s Body and Bodily Movement above, a person
sees one’s own physical being as one among other material objects, but, most importantly,
also feels it as the manifestation of a will to live or to exist from within the same body (der
Leib). So, in accordance with this explanation, every voluntary or involuntary bodily
movement gives physical form to an act of the will (Schopenhauer, 1969, p.108). In other
words, as Schopenhauer puts it to us, each performance of an action, or materialization of
things, constitutes an objectification of the will. Every bodily movement, thus, is the bringing
forth as a phenomenon of the will or “…the phenomenal appearance of the will…”
(Schopenhauer, 1969, p.108).
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But if we further analyze this explanation, we find out that the human body is
perceived by the mind as both an object or a representation of experience in space, time, and
causality, and as a subject of non-representational internal feelings (including boredom and
dismay), sensations, urges, instincts, desires etc., the whole of which, Schopenhauer refers to
as the will. Through one’s body, a person can have an immediate feeling or inner sense of his
or her own willing, which is not within space and causal connections. However, the inner
intuition of time is required, and is applied during this internal subjective experience.
Sometimes this willing arises automatically without the person consciously becoming aware
of it. Therefore, the body of a person serves as a connecting point between the person’s body,
as an object of experience or representation in the phenomenon, and his or her inner willing.
It can be said, therefore, that the body connects both the outer experiences, and the inner
experience of a person28.
Also, with the experience, the person gains knowledge that his or her body is both an
object and a representation in the phenomenon among other objects, and a subject with inner
non-representational immediate feeling, sense, willing, etc. This feeling, sense, willing is
conceivable as being part of the thing-in-itself, since the person is also an object among other
objects. However, as argued in The Extent and Applicability of Schopenhauer’s Concept
of the Will above some critics of Schopenhauer would hold that a person can only reflect and
conceive of the one undivided thing-in-itself, i.e. the will or thing-in-itself, in rocks, tables,
dogs etc. but he or she cannot have knowledge of this will.

28 (cf. Janaway, 2001, p.340) Referring to Ludwig Wittgenstein, Janaway claims the body as the
fastening point for the willing of our actions, otherwise, our actions will be just like the actions of
every other thing in the world.
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But, being as it may or may not be, concerning such criticism, the suffering of a
person caused by the will, within the body, is in any case, a non-representational, immediate
inner feeling, which nevertheless is still perceived by applying the inner a priori categories of
space, time, and causality. (And, accordingly, as we have already seen, the whole range of
human thought can be explained through the recognition that our cognitive faculties
operationally construct the world, by following the four versions of the principle of sufficient
reason, through the application of sensibility, understanding, reason, and motive.) So, as
recognizable by our cognitive faculties constructing the world according to sensibility,
understanding, reason, and motive, it becomes apparent that the aimless drives of the will are
responsible for the perpetual oscillations between desire, boredom, and dismay, resulting in
the suffering, which manifests itself within the body of the person. Given this situation and
consequent predicament, any relief from suffering, or even eventual escape from the
merciless driving of the blind will - via achieving a hypothetical will-less state or condition,
would have to be worked out, at least in the initial stage, at the level of inner feelings of the
subject or person, which are still, by and large, under the control of the desires imposed by
the same merciless and blind impulses tormenting us.
At least on the face of it, the consequent condition to which we are subjected, would
appear to be inescapable. However, Schopenhauer offers an array of options as temporary
remedies (as well as a permanent solution - embodied by the ascetic life of the saint). Music,
arguably, receives the highest consideration among the artworks.

6.3 Will-less Contemplation Through Listening to Music
In order to examine if and how a temporary will-less state can be achieved by
listening to music, we need to square this possibility with Schopenhauer’s account of the
various aspects of our perception of the world.
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We have already examined how, according to Schopenhauer, within the principium
individuationis, which determines the a priori categories of space and time, and the law of
causality, the will keeps a person oscillating between desire, fulfillment, boredom, nonfulfillment, and dismay. Also, the will is blind, as it drives a person aimlessly. All these
conditions cause perpetual suffering to humans.
But through the arts, Schopenhauer found some exception to his claim that willdriven suffering is always part of our nature as human beings, since he alleges that we are
‘trapped’ within the principium individuationis, and causal connections. Accordingly,
Schopenhauer asserted that aesthetic contemplation can temporarily suspend, or disengage
someone from the blind impulses dictated by the will, thereby, providing some temporary
relief from suffering. This is because, while perceiving the beauty emanating from an artistic
creation, a person acquires knowledge of the Platonic Idea, or eternal form therein expressed.
Thus, Schopenhauer shared Plato’s supposition that by gaining access to the Idea,
which represents the archetype of things, an intellect can apprehend the essence of all nature,
in its human, animate, and inanimate forms. However, Schopenhauer added to what had
already been theorized by Plato, that in aesthetic contemplation, it is at that very moment of
restful cognition, thereby involved by perceiving an artwork, that all the ordinary impulses of
existence slide away, and the person is consequently suspended, or disengaged from the drive
of the will. Thus, he assumed that the consciousness of the person, i.e. of the subject, is
completely absorbed into the knowledge of the object, i.e. of the Platonic Idea. So,
Schopenhauer could plausibly argue that somebody contemplating an artwork would be able
to become a “…pure will-less,…subject of knowledge.” (Schopenhauer, 1969, p. 179). Even
though such a supposedly blissful condition would last only as long as the insight therein
involved would be taking place. Anyway, it could not persist, or even last for very long.
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However, how does non-imitative music, given its own specific features that
distinguish it from the other arts, in turn, promote the achievement of such a blissful state of
“…will-less…subject of knowledge”, which is supposed to allow the listener to gain relief
from suffering?
Schopenhauer does not specifically address this issue. Of course, that he does not
provide an explanation concerning precisely how the artistic creation of non-imitative sound
can achieve such an important aim, may seem to be all the more likely to make him liable to
the ironic comments and scorn of the many critics, especially, given his claim that music is
“…a great and exceedingly fine art, its effect on man’s innermost nature is so powerful…”
and “…we must attribute to music a far more serious and profound significance…[than to the
other arts]” (Schopenhauer, 1969, p.256).
Schopenhauer may have already subtly addressed this question by inviting us to
listen to music and feel its direct manifestation of the will (Schopenhauer, 1969, p.257).
Supposedly, if we accept his invitation, we can experience the manifestation of the will in a
composition of non-imitative music. This indicates that the manifestation of the will by nonimitative music is to be more directly experienced by the very sensations provided by
listening, and not, less directly by a cognitive absorption into the knowledge of a Platonic
Idea, as in the other arts. What a pity, then, that he did not state this difference in a more
explicit fashion, which would have shielded him at least from some of the superficial
criticism often directed at his philosophy.
Indeed, a close examination of Schopenhauer’s concept of music, points to the fact
that the analogies - which he indicates between the sound of melody and the suspension of a
person’s emotions, as described in The Genius of the Composer of Music above, and
music’s ability to express life’s emotions in its quintessence, as argued in Music Expressing
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a Universality of Emotions above - suggest music’s direct manifestation of a person’s will.
What remains, then, is for the person to feel and experience this. It is a subjective listening
experience that cannot be described by words or process from the phenomenon. Instead, it is
an immediate, non-representational, sensory experience of the listener.
Non-imitative music will simply be perceived by the listener as sounds with its
various notations, without the listener having the pleasure of being suspended from suffering
if unable to have an inner sense of his or her own will (supported by the inner intuition of
time). It is this inner sense of the listener’s own will or willing, that enables the listener to
resonate with the manifestation of the will in non-imitative music. Schopenhauer has
proposed that a person can have an inner sense of the will from within his or her body: “… a
way from within stands open to us to that real inner nature of things…It is, so to speak, a
subterranean passage…” (Schopenhauer, 1966, p.195). The inner sense of the will lies in a
person’s consciousness: “…if he apprehends himself in mere self consciousness and thus
purely subjectively, he finds a merely willing and perceiving being…” (Schopenhauer, 1969,
p.490). Given this, a person, first and foremost, experiences himself or herself willing rather
than knowing. A person is immediately a willing being, not a knowing being. Also, the
person acquires knowledge of his or her inner sense of the will: “…we too have absolutely no
knowledge of things-in-themselves. I admit this of everything, but not of the knowledge
everyone has of his own willing.” (Schopenhauer, 1966, p.196). Together with this
knowledge of his or her willing, the person acquires knowledge of his or her body. Therefore,
during listening to non-imitative music, a listener can subjectively, at a self conscious level,
gain access through the “…subterranean passage…” from within his or her body or through
having an inner sense of his or her own willing; simultaneously feeling the manifestation of
the will throughout the whole body. During this listening experience, the inner willing of the
listener resonates with the non-imitative music manifesting the will. It is then that the listener
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feels that he or she has transcended spatial dimensions and causal connections. This is a
sensory experience from within the body. Time is not transcended here, since the inner
intuition of time is required for this listening experience.
There is no aesthetic contemplation taking place here in order to acquire knowledge
of a Platonic Idea, eternal form or an object. It is, instead, a sensory experience of the
manifestation of the will from within the body of the listener. When music flows through the
listener’s ears, his or her entire body is carried away by the non-representational, sensory
experience of the will in the body resonating with the music manifesting the will. It is at this
moment that the listener feels suspended from normal cognition or cognition driven by the
will, feels that he or she has transcended spatial dimensions and causal connections, and
thereby becomes a will-less listener of music. Schopenhauer has summarized the general
effect of the perception of music in these terms:
“Because music does not, like all the other arts, exhibit the
Ideas…but directly the will itself, we can also explain that it acts
directly on the will, i.e. the feelings, passions, and emotions of the
hearer, so that it quickly raises these or even alters them.”
(Schopenhauer, 1966, p.448).
The analogy that Schopenhauer draws between melody in music and the driving
inner will of a person, indicates: (1) The alikeness of melody, and the driving of the will: “In
all these ways, melody expresses the many different forms of the will’s efforts, but also its
satisfaction by ultimately finding again a harmonious interval, and still more the keynote. The
invention of melody, the disclosure in it of all the deepest secrets of human willing and
feeling,…” (Schopenhauer, 1969, p.260); and accordingly (2) Due to this alikeness, the inner
willing of the listener can easily and effectively resonate with non-imitative music.
Non-imitative music manifests the will, and according to Schopenhauer the will is
the essence of a person. This essence is evident in various aspects:
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(1) An action of a person is an objectification of his or her will, the will of a person is
brought out into representation governed by time, space, and the law of causality;
(2) The action and the will “…are one and the same thing…”, they are not two different
states connected by cause and effect, for example, the lifting of my hand and the will
to lift my hand go together (Schopenhauer, 1969, p.100);
(3) From within the body, a person has an immediate inner sense of his or her own willing;
(4) From this inner sense of willing, a person acquires knowledge of his or her body, this
knowledge of the body does not come from the intellect; and
(5) Nature itself is driven by the will, for example, the forces of gravity, the magnetic field
of the earth, the growth of animals and plants etc. human beings from birth to death,
from one generation to the next or life as such of human beings is driven by the will,
i.e. the way a person’s body grows and develops, the organization and functioning of
body parts, for example, the digestive system, the respiratory system etc., the will for
self-preservation and the will to reproduce new lives. A person may die but the species
of human beings reproduce new lives and live on with the driving of the will
(Schopenhauer, 1969, p.108) (Schopenhauer, 1966, p.483-484).
Therefore, the real essence of human beings is not knowledge, self-consciousness, or the
intellect, but the will. Non-imitative music by manifesting the will accordingly manifests a
listener’s essence, his or her core as a person. This explains non-imitative music’s ability to
be immediately plunged deep into the core of a listener, and his or her own will is able to
resonate with the non-imitative music that manifests it. It is at this moment of sensory
experience that the essence of the listener within the body resonates with the non-imitative
music, which makes one feel that he or she has been spared from the suffering driven by the
will, and has transcended in a new dimension away from the spatial and causal coordinates.
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The inner sense of willing from within the body of a person is able to immediately
and easily resonate with the manifestation of the will by non-imitative music, because both
music notation and the body of a person are a kind of medium for the will. They both play the
same role of mediation between the world of representations, and the non-representational
will in the body. Both music notation and the body are from the phenomenon connecting with
the will inside a person, his or her willing, feeling, emotion, etc. When non-imitative music,
which is composed by a composer in the representational world as music notation, is played
to a listener, its manifestation of the will resonates with the essence within the listener’s body
i.e. his or her non-representational will. A person’s body, like every object or representation,
is in the phenomenon. It is also an object of experience. The person experiences the world
through sense data organized by the a priori intuitions of space linked by causation with time.
This is how a person perceives a plurality of objects in the phenomenon, including perceiving
his or her own body as an object, and as an object among other objects. Simultaneously
within the body there are non-representational sensations, feelings, willing etc.
Therefore, due to the mediating function of both music notation and the body in
achieving the aims of connecting our representations of the world with the inner will of a
person, it is easy for the will within the body of the listener to resonate with non-imitative
music.
I will try next to present some viable formulas that, based on what we have
determined so far about Schopenhauer’s view of the nature of musical experience, could be
proposed as a strategy for gaining freedom or relief from the driving will. So, one formula
could be drawn suggesting that any such freedom from the driving will is to be achieved by a
subjective sensory experience from within the body of the listener. The inner feeling or
willing of the listener would be evoked, and in a way that resonates with a manifestation of
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the will expressed by the non-imitative music. Such experience of the sensations caused by
listening, pave the way to a freedom or relief from the driving will, by promoting an inner
feeling of bliss within the body, still supported by the inner physical perception of time. This
blissful feeling would be experienced by the listener as a perception of the will in its eternal,
or essential form. In other words, the same will that has been driving the lives of human
beings from the beginning of their existence, century after century, generation after
generation, would manifest itself as the perception of the physical vibrations of sound, which
thus embodies the material vibration of life itself. Consequently, this listening experience
returns the listener back to the very core of his or her existence. The driving of the will that
causes suffering now slides away, and the listener can transcend from suffering, and thus
enters into a state of calm contemplation.
The second formula for gaining freedom or relief from the driving will is freedom by
experiencing the universality of emotions or emotion itself within the body. Unlike aesthetic
contemplation of a Platonic idea, or an object from the artwork, the listener or the subject
apprehends within the body a universal quality of human being i.e. a quintessence of
emotions, or emotions per se expressed by non-imitative music. (Wicks, 2008, p.107).
The listener feels emotion per se realized within himself or herself, and understands it as an
eternal form of emotion. At this moment, the driving of the will with its various emotions are
no longer having dominance over the listener. Consequently, the listener feels transcended
from spatial dimensions and causal connections. The listener becomes a will-less listener of
music.
Unlike the other kinds of representational arts that expresses Platonic Ideas, music is nonrepresentational (played by instruments), and is experienced by a listener sensually. When
non-imitative music is experienced through the ears of the listener, and experienced internally
by the listener, he or she feels transcended from space and causal connections as the music
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evokes the eternal quality of emotion itself within the body. Given that it is a feeling of the
eternal form of emotions, the listener does not feel any particular emotion. Therefore,
transcends from any painful or negative emotion that may arise.
Both formulations above: resonating with a manifestation of the will; and
experiencing emotion itself, free the listener from the driving of the will through providing
the listener with an inner body sensory experience that evokes eternal qualities within the
body. For the other kinds of artworks, the perceiver of the artwork or the subject has to be
absorbed into an object of cognition, or a Platonic Idea expressed by the artwork, becomes a
will-less subject of knowledge. Otherwise, aesthetic contemplation cannot take place, and no
freedom from the will can be achieved. However, with non-imitative music, its manifestation
of the listener’s eternal will and expression of emotions itself is experienced by the sensory
perceptions of the listener from within the body. Also, instead of contemplating an object
from an artwork outside the body, the eternal forms of the person’s will and emotions get
evoked within the listener’s body, in close proximity, and suffering - as driven by the will - is
also experienced within the body. Therefore, the two formulas proposed above may be more
effective in bringing relief to a person’s suffering.
Indeed, one can claim that since listening to music is a self-induced form of willlessness, the act of selecting a piece of non-imitative music for listening to is itself an act
driven by the desire or will of the listener for relief from the will, who is therefore subjected
to suffering. Certainly, any act performed for gaining relief from will-driven suffering is
driven by desire, and for this very reason, can lead to suffering. However, we must not
underestimate the therapeutic operational capacity of non-imitative music to bring about
relief to sufferers. When listening to non-imitative music, the listener’s inner sense of willing
in the body, resonates with the manifestation of the will, and feels transcended from spatial

99

dimension and causal connections, and get carried away from his or her driving of the will.
The listener is also no longer driven by any specific emotion, but is suspended with the
sensory experience of non-imitative music expressing emotion per se. Therefore, one should
not forgo the therapeutic benefit of listening to music, just because there is a potential for
suffering due to the desire to gain relief from it.
An alternative interpretation of Schopenhauer’s concept of music can be the music is
not expressing a manifestation, copy, or Abbild of the will. Instead, the music is merely a
distraction, sensually distracting the listener away from the driving of the will. The listener
feels that he or she has been taken away from the path of the driving will, and is instead
standing on the path of enjoying the music, not feeling any pain or negative emotions.
However, this listening experience is also short lived, as the listener may slide into
boredom after some time, and subsequently, the positive, enjoyable experience is transformed
into a negative experience of boredom. Also, since the music gives rise to an enjoyable
experience, the music must be providing contents, or be imitative of something enjoyable in
the phenomenon. Likewise, the music can also be expressing contents, or be imitative of
something negative, or painful, thereby causing the listener to feel pain, or be having a
negative experience.
The researcher is of the opinion that these criticisms are superficial, as the two
formulas proposed above deal with, not merely a distraction from the drive of the will, but
with giving rise to a tranquil contemplation at an essence level within the body. The sensory
experience that is evoked by resonating with the eternal will, and the experiencing of the
essence of emotions within the body, makes the listener transcend away from space and
causal connections, as well as away from the driving of the will, thus, bringing forth a feeling
of quiet contemplation at a level of one’s core being.
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Another shallow criticism of Schopenhauer’s concept of music is what philosopher
Jerold Levinson labelled as the “paradox of music’s appeal”. That is to say, music as a
manifestation of the will “… confronts a listener most directly with the awful inner nature of
the world,…the source of universal suffering, while at the same time offering no Ideas with
which to engage objective contemplation and thus afford…momentary relief from willing.”
(Levinson, 1998, p.249). How then, can a person be free from this awful inner nature? This
paradox can be resolved when we understand that:
Firstly, non-imitative music is a manifestation or copy of the will, not the driving will
which drives our desires, or the will that drives a painful experience. Accordingly, the
listener is not directly experiencing any particularly painful, distressing or negative kind of
willing. However, the listener is just experiencing a manifestation, or copy of the
underlying essential will within him or her. Non-imitative music has the ability to manifest
the will of a person, as it does not have any words to give meaning or imitate any events.
The music is played by instruments only, “…it requires no words at all, and therefore
produces its full effect even when rendered by instruments alone” (Schopenhauer, 1969,
p.262). It is plain manifestation of the essential, underlying will of the listener that evokes
a feeling of the basic will within the listener’s body. This is a feeling of calm
contemplating the inner will, not willing or driving towards a desired aim;
Secondly, a listener of non-imitative music experiences music as life’s emotions per se, or
as the quintessence of emotions, not as a particular emotion that brings on suffering. Thus,
this experience is transcending any particular emotion that may cause suffering or pain.
An emotion per se represents a subjective quality in the listener that is eternal in all human
beings. The music, in manifesting the will, thus evokes an experience of this quality of an
emotion per se within the listener. Consequently, the listener, instead of feeling any
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painful experience and suffering, feels the eternal form of emotions within his or her body;
and
Thirdly, and as proposed above, the listening experience in both points above, carries the
listener away from the driving will, bringing on a feeling of suspension from spatial
dimensions and causal connections, and transcends the listener from will-driven suffering.
Therefore, at least in my opinion, there is no manifest paradox, or obvious contradiction in
how Schopenhauer’s interpretation of music can appeal to us as a relief from suffering. But
the model of relief which he offers to us may be all the more appealing if we understand the
epistemic process behind Schopenhauer’s reasoning about music as a manifestation of the
will, and the two formulas proposed in this research for explaining this very process.
Conclusion in the next chapter will deal with this epistemic process.
When examining how to acquire a sense of liberation from the drive of the will, the
philosopher Peter Kivy has argued in favor, and proposed, another process as exemplifying
what is supposed to happen when someone listens to non-imitative music (which Kivy calls
absolute music). Moreover, he also thinks that this process is what Schopenhauer had in mind
when he wrote of the arts as giving release from suffering. So, Kivy claims that listening to
non-imitative music is “…the experience of going from our world, with all of its trials,
tribulations, and ambiguities, to another world, a world of pure sonic structure, that, because
it need not be interpreted as a representation or description of our world, but can be
appreciated on its own terms alone, gives us the sense of liberation…” (Kivy, 2002, p.260).
During the experience of listening to non-imitative music, the listener is carried away to
another world formed by pure sonic structure and no contents, meaning that there is no
contents to bring the listener back into the world of human nature and engagement with
human problems and suffering (Kivy claims that this is expressed in certain kinds of artworks
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which he refers to as content full artworks (Kivy, 2002, p.255-257). Upon arriving at this
other world of not possessing contents, the listener therefore experiences a sense of liberation
(Kivy, 2002, p.256). Certainly the listener has immediate sensory experience of different
emotions and emotions per se but they are emotions in another world of pure sonic structure.
Similar to the aesthetic contemplation of the other kinds of artworks, the listener’s
knowledge is “…transition from usual knowledge of the individual objects to...”
(Schopenhauer,1969, p.179) knowledge of the pure sonic structured world of no content. This
has led Kivy to conclude: Non-imitative “…music is truly the liberating art that
Schopenhauer sought…” (Kivy, 2002, p.259).
Though Kivy’s interpretation of Schopenhauer’s aesthetic contemplation and
concept of music is a process that liberates the listener from will-driven suffering, the sense
of liberation or will-lessness through listening to non-imitative music, comes from a
transition in cognition or knowledge of the listener only. The listener’s cognition or
knowledge, shifts from usual cognition of suffering within the principium individuationis and
causal connections, to cognition of another world with pure sonic structure and no content to
engage him or her. However, the two formulas proposed by this research provide a sense of
liberation to the listener that is experienced within the body, which are amenable to be
conducive to liberation of sorts from the suffering taking place within the body and the mind.
The experiencing of music as a manifestation of the will, is an immediate sensory experience
of the listener, a direct reverberation performed by non-imitative music of that very will,
within the body and mind of the listener. In this second proposed formula, the listener,
through listening to music, realizes and experiences the universality of human emotions or
emotions per se within the body and mind (not as a single, more specific and distinct
perception, as in the other case). This is a subjective sensory experience, but more general in
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its essentiality, of the universal, or the eternal form of emotions. Furthermore, the listening
experience evokes the eternal will, and the essence of emotions themselves, which are
intrinsic in human beings. It does not give rise to contemplation of a pure sonic structure
world outside the body; rather it is a contemplative experience of eternal qualities present
within the body and the mind. Unlike Kivy’s pure sonic structure world with no contents, the
other formulas provide for a sensory experience within the body, the realm where the will
drives endlessly, and blindly gives raise to suffering. Given this, the two formulas are
amenable to be effectively applied against suffering in the realm of the body.
Paul Guyer, a professor of philosophy at Brown University, U.S.A., thinks that
Schopenhauer may have created a paradox by having aesthetic pleasure “…to arise entirely
from relief from the pain of willing, but that music, which Schopenhauer clearly regards as
the highest form of art and thus of all beauty, is nothing less than “a copy of the Will itself”
(Schopenhauer, 1969, p.257)” (Guyer, 1996, p.127). This led Guyer to ask the same research
question as this paper i.e.: “…how can [music as] a copy of the Will offer relief from the
will?” (Guyer, 1996, p.127). He, however, finds that Schopenhauer does go on to answer this
question at several levels (Guyer, 1996, p.127-129):
Firstly, Schopenhauer has stressed that music does not manifest the individual will of a
particular listener, neither does it manifest a particular painful or negative emotion of the
listener, but it manifest the universal will. This implies that in manifesting the will to the
listener, music evokes a “…palliative effect…” on the listener. Schopenhauer states: “…it
[i.e. music] reproduces all the emotions of our innermost being, but entirely, without
reality and remote from its pain” (Schopenhauer, 1969, p.264) Music in manifesting the
eternal will, with all the emotions of our innermost being - but not the will of any
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particular person - bringing forth to the listener, the aesthetic pleasure of relieving from
pain;
Secondly, Schopenhauer has emphasized greatly the importance of the intrinsic pleasure in
acquiring from music the “…contemplative knowledge of the nature of Will and thus
metaphysical reality itself”. On the whole, music expresses “…the inner being, the initself, of the world, which we think of under the concept of Will…” (Schopenhauer, 1969,
p.264). There is no indication here, made by Schopenhauer about any relief of pain, or of
suffering. But, according to Guyer, we can imply that cognition or knowledge of the inner
being, of the in-itself of the world, is a source of pleasure and ultimately the highest form
of pleasure; and
Thirdly, referring to Schopenhauer’s concept of the sublime, Schopenhauer argues for
aesthetic contemplation arising also in sublime objects, i.e. objects that are violent, hostile,
and threatening to the subject or person. However, since sublime objects are hostile and
threatening to a person’s will, effort is first required and applied by the perceiver of the
artwork, to violently tear away from them, to enable will-less aesthetic contemplation of
the object:
“But these very objects, whose significant forms invite us to a pure
contemplation of them, may have a hostile relation to the human
will in general…They may be opposed to it; they may threaten
it…Nevertheless, the beholder may not direct his attention to this
relation to his will which is so pressing and hostile, but, although
he perceives and acknowledges it, he may consciously turn away
from it, forcibly tear himself from his will and its relations, and,
giving himself up entirely to knowledge, may quietly contemplate,
as pure, will-less subject of knowing, those very objects so terrible
to the will…In that case, he is then filled with the feeling of the
sublime…On the other hand, with the sublime, the state of pure
knowing is obtained first of all by a conscious and violent tearing
away from the relations of the same object to the will…”
(Schopenhauer, 1969, p.201-202).
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Guyer finds that in Schopenhauer’s concept of the sublime, there is pleasure arising
from a person’s recognizing, and affirming of his or of her underlying identity with a
greater reality: “The vastness of the world, which previously disturb our peace of mind,
now rest with us;…we are one with the world, and are therefore not oppressed but exalted
by its immensity” (Schopenhauer, 1969, p.205). Guyer agrees that the experience of
listening to music allows a listener to recognize and affirm his or her underlying identity
with the vast reality of the world. The listener gains knowledge of being at one with the
world, and exalted by its immensity: “…we are not just relieved from the pain of being,
but positively rejoice in being part of being itself”. (Guyer, 1996, p.129).
This exposition and arguments by Guyer about the three levels which Schopenhauer
may have indicated concerning being relieved from the drive of the will, seem to be based on
the promotion of aesthetic pleasure rather than transcendence from suffering and pain. Guyer
argues that: (1) Non-imitative music is manifesting the universal will; (2) A listener acquires
knowledge of the inner being or the in-itself of the world from music; and (3) A listener,
while listening to music, recognizes and affirms his or her underlying identity; true inner
nature with a vast sublime reality. All these three strands of argument do establish the
bringing forth of aesthetic pleasure to the listener, and can relief the listener from will-driven
suffering.
However, Guyer seems to have fallen short of explaining how music makes the
listener transcend from suffering, and how it consequently brings relief from the driving will.
In other words, he does not explain how music takes the listener away from the world of
representation, and enters into a state of tranquil contemplation. Guyer states clearly that the
cognition or gaining knowledge of Platonic Idea is a negative form of pleasure i.e. pleasure
resulting from the relief of pain (Guyer, 1996, p.109-110). According to Schopenhauer’s
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aesthetic contemplation, in order to gain momentary relief from suffering and pain, a person
must become a “…will-less…subject of knowledge.” (Schopenhauer, 1969, p.179) through
the absorption of the subject’s knowledge into an object manifesting the will, i.e. the Platonic
Idea. The person experiencing the artwork must be completely absorbed into the eternal Idea
or essence expressed by the artwork. At the moment when this absorption takes place, the
subject and object perspectives vanish, and the driving will slides away. The listener, thereby
experiences transcendence from the principium individuationis and causal connections.
But how does a listener of music, in Guyer’s terms, experience negative pleasure?
Guyer’s arguments for relief from suffering through music listening may support the view
that relief from will-driven suffering can arise as a result of the sensory perception obtained
from listening to music, rather than from aesthetic contemplation arising from the absorption
of a subject’s knowledge about an object. Given that the pain of suffering arises from within
the body, it should also be remedied by sensory perception within the body. Due to nonimitative music’s direct manifestation of the will, it has the propensity, unlike the other kinds
of artworks, to evoke the senses of the listener. Perhaps, this is why Schopenhauer places
non-imitative music in such an exceptional category, and ranks it at the top of his hierarchy
of artworks. The listener of music directly and by sensory perception experiences the music
rather than having to go through a cognitive process of gaining knowledge of an object or
Platonic Idea.
To conclude this section, the first formula proposed above, about non-imitative
music as a manifestation of the will resonating with the inner sense of a listener’s willing,
involves an immediate sensory process. The willing of the listener resonates with the
manifestation of the will when the music flows through his or her ears. This resonation flows
through the entire body of the listener as the manifestation of the will can be immediately
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sensed in any part of the body. Simultaneously, an eternal quality within the body is evoked,
i.e. the will that is universal in all human beings, and that drives all human beings throughout
human history. This brings the listener back into experiencing the basic drive or core of his or
her living. It is at this moment that the listener feels as transcending from spatial dimensions,
causal connections, and thus, experiences a sense of suspension from the ordinary dimensions
and a timeless condition allowing access into a state of will-less listening.
The second formula also concerns a sensory experience, where the listener of the
music experiences from within the body and mind, a universality of emotions or emotions per
se. But this experience does not involve any specific emotion or any person’s emotion. Here
the eternal quality of emotion itself, perceived as universalistic in all human beings, is
evoked. The evoking of this eternal timeless quality transcends the listener from his or her
driving will, allowing a feeling of liberation from space, causality and time.
On further reflection, there are two criticisms about the two formulas proposed
above for achieving a will-less experience:
Firstly, both formulas: freedom from the driving of the will by resonating with a
manifestation of the will; and freedom from the driving of the will by experiencing
emotion itself or the eternal form of emotion within the body, can provide only a
temporary effect of suspension from the driving of the will. However, suffering caused by
the driving of the will is perpetual, as the person oscillates between desiring, boredom, and
dismay endlessly, and the will drives a person aimlessly in different ways without ever
ceasing. Non-imitative music, as with the aesthetic contemplation of the other non-musical
artworks, can only provide temporary relief from the driving will while suffering within
the person is eternal.
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However, it must be highlighted that, given non-imitative music’s ability to express a
quintessence of emotions, the listener may return from the listening experience with a
better understanding of the dominant role his or her will plays in suffering. Consequently,
the listener can adopt a more objective stance to things, rather than getting caught up by
the desire, fulfillment, boredom, non-fulfillment, and dismay of everyday life. By doing
so, the listener may thus be able to acquire the ability to consciously take a step back from
the driving of the will, and look back into life or life events from a more objective
standpoint.
Also, we can come to the full fruition of the therapeutic value of non-imitative music as a
result of the benefit provided by this newly acquired objectivity. The listener may be able
to discover that, even though remaining trapped within the principium individuationis and
causal connections, he or she is able to experience subjective eternal qualities, i.e. the
essential driving will and emotion itself within the body, and this discovery could lead to a
kind of renewed, and more prolonged, restful contemplation, and to a consequent
condition of transcendence from suffering.
Secondly, Schopenhauer’s concept of non-imitative music manifesting the will of the
listener, is based on the eternal quality of the will in all human beings. Non-imitative
music manifests this eternal quality in the listener. Can a non-musical artwork, for
example a sculpture, a poem also express, copy, manifest the will of all human beings? If
yes, would this not present the perceiver of the artwork with an opportunity to gain
knowledge of the eternal will (object), and to become absorbed into it? The researcher is
of the opinion that a non-musical artwork can certainly express the eternal quality of the
will in all human beings. However, in comparison with non-imitative music, this is an
objective quality expressed by an artwork, a representation. Also, it cannot directly and
sensually resonate with the will in the body. Given these characteristics, the researcher is
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doubtful as to whether such representational expression (object) of an eternal quality can
give raise to aesthetic contemplation or transcendence from suffering.

6.4 Interpretative Selection of Music which Reflect the Features Corresponding to the
Characteristics of Non-imitative Music
There are possible indirect influences, open to different interpretations, of
Schopenhauer’s idea of non-imitative music on today’s music. Prior to exploring this, we
must first note that Schopenhauer has not clearly defined the meaning of non-imitative music
or what he means by music (discussed in The Concept of Music above). Instead he has
provided two characteristics of music to help establish his concept of music as a
manifestation or Abbild of the will. They are: (1) The music must contain no words or content
imitating a specific life’s event, but be plainly instrumental; and (2) It expresses the very
nature, form or quintessence of emotions experienced by the listener, rather than a specific
emotion. It appears that Schopenhauer is being necessarily and sufficiently vague here on the
meaning of non-imitative music so as to convince us that music is in fact directly manifesting
the will. This is manifesting the will that is driving beneath a person’s body, the master of all
our impulses. The kind of music that manifests and evokes the underlying impulse and
energy of a person should have no words or contents but plainly instrumental and it should
evoke the quintessence of emotions embodying the listener. Schopenhauer has argued that the
music from the operas of Mozart and Rossini shares features that fulfill such characterization.
Having said that, if we attempt to apply the two characteristics of non-imitative
music to music today, there are two pieces of music which struck the researcher as having
these characteristics: Spiegel im Spiegel or Mirror in the Mirror composed by Arvo Pärt (Pärt,
1978) and Thursday Afternoon composed by Brian Eno (Eno, 1985). Both pieces seem to
express a continuous flow of the underlying will or impulse of a listener, throughout the
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music and they do not evoke any particular emotion but instead mesmerized the listener with
one all-encompassing emotion. The listener leaves the listening experience feeling relaxed
and not driven by any specific emotion.
These are music selections considered by the researcher as reflecting the
characteristics of non-imitative music. However, they are controversial examples as they may
not fully conform with Schopenhauer’s meaning of non-imitative music (vague meaning as it
is by Schopenhauer). Having only Schopenhauer’s characterization for non-imitative music
as criteria, we can only take an interpretative approach on pieces of music that may conform
to his characterization of non-imitative music.
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CHAPTER 7
CONCLUSION AND RECOMMENDATIONS FOR FURTHER
RESEARCH

7.1 Conclusion
7.1.1 Overview
Schopenhauer presented a weak epistemological argument on extending the will of a person
to the thing-in-itself or the will, the one singular will driving all objects and the universe (as
explained in The Extent and Applicability of Schopenhauer’s Concept of the Will
above)29. This renders his stance about the need to differ from Kant about the nature of the
thing-in-itself weak. This weakness has cast some doubts on the other aspects of his
philosophy, including aesthetics. Specifically: How can a perceiver of an artwork, trapped
within the intuition of space, time and causal connections, know that the Platonic Idea is a
manifestation of a greater metaphysical will?; and how can a listener of music know that the
will which non-imitative music manifests, is the will driving magnetic forces, fishes in the
ocean, or turtles? Schopenhauer has only put up plausible metaphysical arguments to answer
these questions.
Nevertheless, Schopenhauer is the only philosopher of his time who provides a large
scale analysis of the various kinds of artworks with the aim to bring relief to perpetual human
suffering. His extensive analysis and hierarchy on the various kinds of artworks based on
their capacity to express an eternal form or Platonic Idea to a person, substantiates this
(Schopenhauer, 1969, p.213-267). For Schopenhauer, an artwork is used as an entrance into
the eternal, the unchanging Ideas, that otherwise lies subtly beneath our representational, or
29 cf. There are scholars like Lawrence Ferrara (see Ferrara, 1996, p.198) and Lydia Goehr (see

Goehr, 1996, p.204) who find that the fruitfulness of Schopenhauer’s concept of music lies in his
metaphysics
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phenomenal world; the eternal forms in which we are too preoccupied with the driving will to
apprehend, but that can bring us relief from the driving will. These universal forms represent
an underlying driving force within the body of a person, and have been an eternal inner body
quality of all human beings. In music manifesting the will, the will of the listener of music
immediately resonates with the music, feels temporarily transcended from space, time, and
causality, and flows with the essential driving force in the body. As a result, the suffering
driven by the will then vanished.
Therefore, Schopenhauer can be considered as an art therapist whose aesthetics
concept is not really about art, but about artwork as a therapeutic tool for our will-driven
sufferings. Schopenhauer’s concept of art, consequently, proposes a transformation of a
person’s consciousness directed towards apprehending the eternal that is underlying human
nature. Upon experiencing and gaining knowledge (of the Platonic Idea), or by sensory
perception resonating with the eternal through a manifestation of the will, the person feels
momentarily transcended from his or her preoccupation with the driving will and suffering.
Physically, the perceiver of the artwork, or the listener of music is standing before the
artwork, or listening to the music, but he or she feels transcended, or suspended into the
background, quietly contemplating the Platonic Idea or feeling the eternal will. In this
transcended realm of the space-less, timeless, and cause-less, the driving will no longer has
any dominance over the person, and the person, therefore, feels will-less.
Coming now to a separate issue, Schopenhauer’s concept of aesthetics seems to be a
flawed in the fact that he does not explain how a composer is supposed to be able to provide
the listener of music with the opportunity to experience a direct manifestation of the will.
Knowing this may help us achieve a clearer understanding of the type of music amenable to
manifest the will. Perhaps, Schopenhauer overlooked providing this clarification because he
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was too fixated with the listener’s intrinsic ability to resonate with a manifestation of the will.
Nietzsche suspects that this fixation about the ability of the listener or the ‘spectator’ of the
artwork, may have been influenced by Kant:
“Schopenhauer used the Kantian formulation of the aesthetic
problem for his own purpose…I wish only to underscore that Kant,
like all philosophers, instead of envisaging the aesthetic problem
starting from the experiences of the artist (the one who creates),
thought about art and the beautiful from the viewpoint of the
“spectator” and thus, without it being noticed, got the “spectator”
himself into the concept “beautiful.”(Nietzsche, 1998, p.72)
This may explain why in the end Schopenhauer invites us to listen to non-imitative music, to
experience it for ourselves. It is a kind of experience that, he thinks, can easily and
effortlessly take effect on the listener, requiring as little effort as putting on a glove, or “…is
so easy to understand…” (Schopenhauer, 1969, p.264). Therefore, when Schopenhauer says:
“I must leave the acceptance or denial of my view to the effect that both music and the whole
thought communicated in this work have on each reader.” (Schopenhauer, 1969, p.257), he is
probably quietly confident that we will be able to resonate with non-imitative music30.
Though Schopenhauer did not explain how a music composer is able to provide a
manifestation of the will in a piece of music, he did hint that “The composer reveals the
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It is worth noting here that eminent composers like Richard Wagner, Gustav Mahler, Richard
Strauss (Janaway, 2002, p.120) and Arnold Schönberg (Cartwright, 2005, p.xlii) have all been
influenced by Schopenhauer’s concept of music.
Notably Wagner, after having read The World as Will and Representation in 1854, he claimed that
it crystallized his own thoughts, transformed his life and he remained keenly interested and
promoted Schopenhauer’s philosophy for the rest of his life. In December 1854 Wagner sent a
dedicated copy of the libretto for his opera The Ring of the Nibelung to Schopenhauer stating: “out
of reverence and gratitude” (Cartwright, 2005, p.180). The characters of Tristan and Isolde, in
Wagner’s opera by the same name, express their deep longing to cease existing as individuals, an
expression that is probably influenced by Schopenhauer’s philosophy. Also in Tristan the ability of
erotic love to drive and overpower a person is one of Schopenhauer’s themes (Janaway, 2002,
p.121). In 1858 Wagner also sent Schopenhauer the libretto for Tristan and Isolde (Cartwright,
2005, p.180).
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innermost nature of the world…in a language that his reasoning faculty does not understand,
just as a magnetic somnambulist gives information about things of which she has no
conception when she is awake” (Schopenhauer, 1969, p.260). This indicates that a composer
composes non-imitative music that cannot be comprehended by reasons, and does so
unconsciously.
Also, Schopenhauer draws analogies between melody and suspension and a person’s
will strivings, to help substantiate his concept of music; arguing that non-imitative music
expresses a universality of emotions, or emotions themselves. These can be indicative of the
abilities a composer needs to possess in order to provide for a manifestation of the will in a
piece of music.
I will now take into consideration the functionality of the two formulas proposed by
this research: (1) The listener resonates with a manifestation of the will expressed by nonimitative music; and (2) The listener experiences a universality of emotions or emotions
themselves expressed by the music. These two formulas evoke the eternal qualities within a
listener, subjective qualities of the listener being simultaneously universal in all human
beings, i.e. the essential driving will within the body and emotions themselves (Wicks, 2008,
p.107). Given this, the composer of non-imitative music may need to have the ability of:
Discerning that essential willing within all human beings; Discerning the eternal form of
emotions or emotion itself in all human beings (Wicks, 2008, p.109); and Being able to
express these in the piece of music. A composer of music aiming at any kind of pleasurable
listening may not be a composer of non-imitative music. Unlike the artist of a non-musical
artwork who is able to intuit eternal objects or Platonic Ideas from reality, the composer is
able to discern and apprehend the eternal qualities within his or her body, and compose these
into a piece of music.
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7.1.2 Conclusion
To conclude this paper, the researcher will tie up the important strands on human
suffering, the concept of aesthetic contemplation, and the two formulas proposed. A person is
‘trapped’ within his or her principium individuationis and causal connections, confined to
space, time, and causal connections intuitions the person has to live with his or her own
involuntary or blind willing in the body. This willing causes suffering as: “All willing springs
from lack, from deficiency, and thus from suffering. Fulfillment brings this to an end; yet for
one wish that is fulfilled there remain at least ten that are denied. …the wish fulfilled at once
makes way for a new one…” (Schopenhauer, 1969, p.196). Whilst remaining unfulfilled,
desires bring forth dismay and sufferings. A person experiences, and knows this suffering
from within the body through the a priori intuition of time. Through time, the person has an
inner sense of his or her desire, lack, fulfillment, dismay, and boredom. There seems to be no
way to epistemologically free oneself from his or her principium individuationis.
Schopenhauer has argued for liberation from will-driven suffering through aesthetic
contemplation of Platonic Idea or eternal form expressed in non-musical artworks.
Etymologically speaking, the word ‘aesthetic’ derives from the Greek word
‘aistheta’, which means ‘sensory particulars’, or ‘perceivable objects’. Accordingly, this
implies that there is an etymological connection of sensory particulars or objects to
apprehension of these by our sensory experience. (Wicks, 2008, p.97) Schopenhauer’s
concept of aesthetic contemplation maps out a framework of two poles of artworks where
sensual experience can take place: (1) Non-musical representational artwork, which expresses
an eternal object or Platonic Idea. This initially arises as an object of cognition from the artist
as the artist intuits the idea from reality; and (2) The concept of music, where Schopenhauer
articulates the expression of a non-representational manifestation of an eternal quality within
the subject or the listener. (Wicks, 2008, p.107). This is a quality that is subjectively within
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the body, and at the same time universal to all human beings i.e. the essential will driving all
human beings and emotion itself, or the quintessence of emotions within the body.
When a perceiver of a non-musical artwork sensually apprehends the expression of
an eternal object or Platonic Idea in the artwork, he or she acquires knowledge of this object,
and subjectively becomes completely absorbed into the object. In other words, the expression
of the eternal object in the artwork evokes in the perceiver the same eternal object, the subject
or perceiver then becoming at one with, or being polarized with the eternal object. At this
moment of polarization with the eternal object, the subject is no longer driven by the will, as
the subject and object distinction disappear. The person feels transcended from space, time,
and causal connections. Physically, the perceiver of the artwork is standing (or sitting) there,
but sensually he or she feels suspended, or descended into the background of our Phenomenal
world in quiet contemplation of the eternal object or Platonic idea. This process of
polarization with the eternal object, is a cognition process against the driving will. The mere
sensory experience of the artwork, without the cognized process of polarization, will not give
rise to emancipation from the will. As Schopenhauer claims: “...the person who is involved in
this perception is no longer an individual, for in such perception the individual has lost
himself; he is pure will-less, painless, timeless subject of knowledge.” (Schopenhauer, 1969,
p.179).
The polarization of the subject into the eternal object, i.e. the Platonic Idea, brings
forth a state of quiet contemplation of the object. This is a temporary state of tranquility,
completely undisturbed by the driving of the blind will, sensually feeling will-less and free
from space, time, and causal intuitions:
“…we do not let abstract thought, the concepts of reason, take
possession of our consciousness, but, instead of all this, devote the
whole power of our mind to perception, sink ourselves completely
there in, and let our whole consciousness be filled with calm
contemplation of the natural object actually present…We lose
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ourselves entirely in this object, to use a pregnant expression; in
other words, we forget our individuality, our will…”.
(Schopenhauer, 1969, p.178)
When non-imitative music is played to a listener, the music is a non-representational
manifestation of the will. Upon the listener experiencing this music, his or her inner will or
willing resonates with the music. This is the basic will of the listener at an essence level (not
the will driving an emotion at a particular moment), the eternal will that has been driving all
human beings, and human events throughout history, across generations, and countries. When
the listener’s own eternal will resonates with the manifestation of the will in non-imitative
music, the listener feels that his or her essential will is flowing with the music. The essential
will throughout the body is evoked, resulting in complete resonance with the music
occurring; under which condition, the listener feels momentarily transcended from space and
causal connections. The will that is driving a particular emotion or bringing forth suffering
then slides away.
Schopenhauer claims that “…the effect of music is so very much more powerful and
penetrating than is that of the other arts, for these others speak only of the shadow, but music
of the essence” (Schopenhauer, 1969, p.257). Music is “…much more powerful and
penetrating than the other arts…” because music manifests an eternal quality or the essence
within the body of the listener i.e. the will. Also, this can be immediately felt as the listener’s
immediate inner experience is his or her own willing: “…what is known within us as such, is
not the knower but the willer” or the willing subject (Schopenhauer, 1903, p.168). Suffering
and pain as driven by the will, is also immediately felt. The common sensual link between
suffering, and the resonance with music, allows music to easily provide relief to suffering and
pain. Therefore, non-imitative music has the ability to provide an effective remedy to
suffering as the listener’s essential will, or willing immediately resonates with the music.
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The immediate evocation of the essential will and its consequent flow with the nonimitative music (manifesting the will) puts the listener into a state of tranquility and
objectivity. During the total body resonance of the person’s basic will with the music, the
driving will has temporarily slide away. However, unlike the non-musical artworks, nonimitative music does not bring forth a will-less contemplation, or polarization with an eternal
object. The immediate resonating with the manifestation of the will by the music is a state of
will-less experience. A subjective universal quality, or the basic will of the listener,
immediately resonates with the manifestation of the will giving rise to a state of tranquility or
objectivity, i.e. an objective outlook on the world, a will-less experience. The listener may
realize or becomes cognizant, as a result of the tranquil experience, that the will-less
experience was brought on by an evocation of the essential will within the body. The core
willing in the body that flowed away with the manifestation of the will and the listener is then
cognizant of the essence cause of that will-less experience.
The non-representational manifestation of the will by non-imitative music expresses
another subjective universal quality of a person. It expresses emotions itself, or the
quintessence of emotions within the listener: “Therefore music…express…joy, pain, sorrow,
horror, gaiety, merriment, peace of mind themselves, to a certain extent in the abstract, their
essential nature, without any accessories…we understand them perfectly in this extracted
quintessence” (Schopenhauer, 1969, p.261). “It is just this universality that belongs uniquely
to music…” (Schopenhauer, 1969, p.262). Contrary to imitative music which expresses
happiness, sadness, anger, and other specific emotion, non-imitative music expresses
emotions in their quintessence, or emotions themselves. Consequently, the listener instead of
feeling any particular emotion, feels emotions themselves, or the quintessence of emotions, a
universal quality that lies within the body of the listener that has been evoked. This is the
eternal form, or the archetype of emotions that remain unchanged within the body of all
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human beings throughout human history. Therefore, by experiencing emotions themselves
through non-imitative music, the listener feels that he or she has risen above the driving of
any particular emotion, entering into a state of tranquility, being undisturbed by any specific
emotion, and experiencing the neutrality of emotions themselves i.e. a will-less experience.
Furthermore, as this is an inner body experience, the categories of space and causality are not
applied, and the listener feels transcended from these.
Listening to non-imitative music give rise to a state of will-less experience, rather
than will-less contemplation. In comparing with a non-musical artwork - whereby a perceiver
of the artwork is absorbed into the Platonic Idea, or eternal object expressed by the artwork,
entering into a state of polarization of subject and object, and being consciously in a state of
tranquility and will-less contemplation - non-imitation music evokes and immediately
identifies with the universal qualities within the listener, i.e. the essential will within the
body, and the quintessence of emotions, resulting in the listener being instantly put into a
state of will-less experience. This is a condition whereby the listener feels completely
tranquil, and is undisturbed by the blind driving will. Realization and identification with the
intrinsic universal qualities, would only arise after the sensual transcending experience or
will-less experience.
Secondly, unlike a Platonic Idea expressed by a representational artwork, which
requires a certain level of capacity of the perceiver, i.e. where the subject to gains knowledge
or will-less knowledge of the Idea or object, the subjective universal qualities that are evoked
by non-imitative music lie intrinsically within the listener’s body. Therefore, the essential
will and emotions themselves in their essence form are directly and immediately evoked
within the body, and experienced as a state of tranquility and neutrality. No degree of
capability is required from the listener to enter into this state of will-less experience.
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Given the above differences between non-musical artwork and music, we can
conclude that non-musical artworks offer an opportunity for gaining a state of will-less
contemplation of the universal and eternal forms, afforded through some level of the
perceiver’s capability to perceive the Platonic Idea. Music, on the other hand, offers the
opportunity for achieving a temporary, but total body will-less experience. In other words,
music is a means for a more thorough and unique chance than in the case of the other
artworks, to liberate from the blind will.
This very special chance provided by music, appears in the guise of the occasion to
more directly partake of the essential flowing of the universal, natural, and vital impulses,
best and most creatively expressed by the undulations of sound in its most general, abstracted
vibration form. Most intriguingly, Schopenhauer supposes that such - most general abstracted vibration form, must be non-evocative of any particular event or sensation, but at
the same time, embodying the very essence of all events and sensations.
In a nutshell, during listening to non-imitative music, its:
(1) Manifestation of the will “…acts directly on…” or evokes the inner sense of a
listener’s universal willing, and he or she resonates with the music (Schopenhauer,
1966, p.448);
(2) Simultaneously, the music expresses a quintessence of emotions, which evokes an
essence or eternal form of emotions in the listener, and the listener experiences this;
and
(3) During the experiences of (1) and (2), the listener immediately experiences, and
identifies with universal qualities within the body, and feels transcended out of space
and causal connections, entering into a state of tranquility and a will-less experience
undisturbed by the will.
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Given that the experiences of (1) and (2) above take place inside the body, the intuitions of
space and causality are not applied, but the inner intuition of time remains applicable to
facilitate the listening experience. Therefore, freedom from the blind driving will,
paradoxically, comes from the will through identifying with the core universal qualities
within us.
It is important to highlight here that, during the listening experience, the listener is in
two realms: the representational, or phenomenon world confined through the a priori
categories of space, time, and causality; and a conceivable eternity, through his or her own
subjective universal qualities of the essential will, and the quintessence of emotions.
Schopenhauer identifies the concept of nunc stans or translated as “persisting in the present”
(Schopenhauer, 1969, p.175). He explains: “…let us imagine all the events and scenes of
human life, good and bad, fortunate an unfortunate, delightful and dreadful, which are
presented to us successively in the course of time…and in the most motley multifariousness
and succession, as existing all at once and simultaneously and forever, in the Nunc stans…”
(Schopenhauer, 1966, p.480). In other words, without the intuitive presupposition of space,
time, and causal connections, human lives and human events are all at once, simultaneous
and forever, or are in an eternal now. In this state, there is no time sequence in the past,
present, or future. We should then instantly apprehend only Idea, eternal form in pure
unclouded knowledge. As Schopenhauer claims: “Time is merely the spread-out…view that
an individual being has of the Ideas.” (Schopenhauer, 1969, p.175-176). Also, with no time
sequence of past, present, and future, desire and suffering cannot take their course (Wicks,
2008, p.73). Non-imitative music through evoking the subjective universal qualities within
the listener’s body, as facilitated by the inner body intuition of time, allows the listener to feel
a conceivable eternity, or a sense of nunc stans, and thus to transcend from the whimsical
state dictated by the driving of the blind will.
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7.2 Recommendations for Further Research
7.2.1 Composing Music that Manifests the Will
Although non-imitative music resonates with the inner willing of the listener, and such
experience provides the listener with a sense of a universality of emotions, transcending
space and causality, our knowledge of aesthetics contemplation could be further enhanced,
were we to more clearly learn how it would be possible for a composer of non-imitative
music to manifest the will. Schopenhauer has stated that aesthetic contemplation can arise
in a person, because he or she has the ability of a genius to "...a lesser and different
degree..." (Schopenhauer, 1969, p.194). Thus, the observer of art is supposed to be able to
absorb the essence of beauty and/or of the sublime, and gain knowledge of it. In a similar
fashion, therefore, if we could gain knowledge of how a composer is able to manifest the
will in a piece of music, we would also be able to know how a listener is able to “…a
lesser and different degree…” absorb and manifest the essence of the will, and be
temporarily suspended from the drive of the will.
This lack of clarification about the epistemic process involved in listening to
music, points to an aspect that is unclear in Schopenhauer’s concept of music; and as such,
suggesting that further research should be conducted to:
(1) Ascertain whether aesthetic contemplation by a listener of music is an experience
that arises solely in the listener of music, whereas a composer’s work has no direct
involvement in inducing in the listener a manifestation of the will; but if the answer
to this question is the music composer’s work is directly responsible in full, or in
part to inducing a listener to experience a manifestation of the will, then this would
lead to the next question; namely
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(2) How, or more precisely, what process does a composer go through in order to
produce a piece of music that induces the experience of a manifestation of the will
in the listener?

7.2.2 Non-imitative Music and the Indestructible Inner Nature of a Person
Given that non-imitative music has the ability to put a listener in a will-less
listening state, or in a state of sensory experience, whereby the listener feels that he or she
has transcended space, causal connections, and specific emotion, further research should
be conducted on the use of non-imitative music to gain relief from the fear of death.
As influenced by Kant’s concepts of space and time, a person is ‘trapped’ within
his or her principium individuationis and the causal connections pertaining to the
phenomenal world. Henceforth, the person knows that the world is a differentiated world
of representations, and of plurality of objects. The person knows that the inner sense of his
or her willing, is the will within his or her body. The person has no means of gaining a full
knowledge, extending to the inner mechanisms which are involved, that this will is also
the thing-in-itself of the world, extending to the inner nature of all objects. However, a
person can reflect on and conceive that “…a way from within stands open to us to that real
inner nature of things…” since “…we ourselves are also among those realities or entities
we require to know, that we ourselves are the thing-in-itself.” (Schopenhauer, 1966,
p.195). Therefore, we can gain some (but not complete) knowledge that our inner willing
is the same will, or the thing-in-itself, of all entities or objects.
It has been explained in 5.1 Concept of Music above, that non-imitative music
manifests a “…copy (Abbild) of the whole will as the world itself is…” (Schopenhauer,
1969, p.257), and thus, it gives expression to more than just to the will of a person.
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In Volume Two of The World as Will and Representation, there is a chapter 41
entitled: On Death and Its Relation to the Indestructibility of Our Inner Nature where
Schopenhauer argues that a person’s true inner nature or will is indestructible at death. At
death, the person’s will has only left the physical destructible body, whilst his or her true
inner nature persists on together with the one undivided inner nature of the world: “The
will itself, alone and by itself, endures; for it alone is unchangeable, indestructible, does
not grow old, is not physical but metaphysical, does not belong to the phenomenal
appearance, but to the thing in itself that appears”. (Schopenhauer, 1966, p.238).
This also implies that, as with non-imitative music, death transcends space, the
law of causality, emotion and even time. However, with regard to the very nature of death,
the relevant event involves a metaphysical transcendence that a person can only conceive
but cannot really experience and know as an outside observer. Non-imitative music, with
its capacity to provide a listener with a sensory experience of suspension from space,
causal connections and specific emotion, can give rise in the listener to a feeling of
awareness of his or her indestructible inner nature. This indestructible inner nature that is
conceivable can now thereby be felt throughout the listener’s body as his or her inner
willing resonates with non-imitative music.
Therefore, given these philosophical premises, research should be carried out in
order to ascertain whether non-imitative music could bring temporary relief from the fear
of death.

7.2.3 Proper Usage of Non-Imitative Music
Given that non-imitative music, which supposedly does not imitate any particular
or individual phenomenon, can allegedly put its listeners into a will-less mental state
determined by sensory perceptions, and thereby be suspended or disengaged from will-
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driven suffering, there is a strong potential for therapeutic value by its performance.
However, this therapeutic value may be threatened by advertisements through media
outlets, e.g. television, the Internet, radio etc., which make use of non-imitative music in
order to advertise the selling of commodities. But when non-imitative music is used in an
advertisement to promote the selling of a commodity, the music becomes associated with
the commodity on sale. As a result, the sensory experience, which is supposed to resonate
with a listener’s inner will and to express the quintessence of emotions, is no longer
induced. Furthermore, any future listening experience of that piece of music will be
equally associated with the commodity. That which should be experienced as resonating
with a person’s own will and an as expression of the quintessence of emotions, is now
gone. This fundamental change of outlook is due to the fact that the music is now pegged
to a commodity, and thus represents a manifestation of the particular phenomenon of
commercialization which is thereby involved, having lost all other metaphysical qualities,
or essential properties.
Music which Schopenhauer may consider non-imitative, for example, music from
the operas: The Marriage of Figaro by Mozart has been used in the advertisement for
Citroen ZX car; and music from The Barber of Seville by Rossini has been used in the
advertisements for Ragu pasta sauce, Fiat Strada car, and Braun cordless shaver (Storey,
2006, p.51-52)31. To prevent any further misuse of non-imitative music, and to conserve
the therapeutic value of non-imitative music, there must be legal research conducted, with

31 For an exhaustive list of operas and classical music with their consumer goods advertised see

(Storey, 2006, p.51-52).
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the aim of proposing new legislation on proper usage of non-imitative music, i.e. the piece
of music is to be played in its original form without any kind of addition or adaptation32.

32 Sections 4 and 15 of the Thai Copyright Act B.E. 2537 (1994) does provide protection against
reproduction, adaptation and communication to the public of musical work and sound recording.
However, the period of copyright protection is the lifetime of the creator plus fifty years after the
death of the creator (Section 19). This renders the music pieces which Schopenhauer cites as
examples of non-imitative music i.e. the operas of Rossini and Mozart not subjected to copyright
protection.
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