Federal Emergency Management
Agency (FEMA); he describes himself
as a “sometime consultant” to the Of-
fice of the Secretary of Defense, the
NSC, State Department’s Policy Plan-
ning Staff, the US. Air Force and
Navy, and the Agency for Interna-
tional Development; he sits on the edi-
torial board of the Journal of Democ-
racy, the magazine of the quasi-
governmental National Endowment
for Democracy.

In or out of government, Hunting-
ton has served as a top ideologue for
David Rockefeller’s Trilateral Com-
mission. This included helping draft
one of the commission’s most contro-
versial works, The Crisis of Democracy.

In The Crisis of Democracy, Hun-
tington argued that the western world
was entering into a period of economic
scarcity in which an “excess of democ-
racy” would make it extremely diffi-
cult for governments to impose the
needed financial discipline and sacri-
fice upon the industrialized countries.

A similar argument, put forward
by Huntington in his 1968 book, Polizi-
cal Order in Changing Societies, still
serves as the bible for the “democratic”
butchers grouped around Deng Xiao-
ping within the Chinese Communist
Party. In Political Order, Huntington
argued that dictatorship may be re-
quired to successfully impose upon de-
veloping sector countries the painful
economic reforms required by “free
trade” liberalism.

The Meaning of Democracy

How, then, did Huntington, the au-
thor of the “new authoritarianism the-
sis,” suddenly become the new guru of
democracy?

Right at the outset of The Third
Wave, Huntington includes a section
defining what he considers to be “the
meaning of democracy,” which dem-
onstrates that for the Trilateral crowd,
democracy is another name for admin-
istrative fascism, or what they them-
selves dubbed in the 1970’s, “fascism
with a human face.” Huntington
writes that since the 1970, only a
“procedural definition of democracy”
is acceptable; “classical” theories,

which defined democracy as having as
its purpose, to provide for “the com-
mon good,” and as its source of legiti-
macy, “the will of the people,” have
been rejected. The only “procedures”
that confirm a democracy’s function-
ing, writes Huntington, are “free and
fair elections.”

The question of economic develop-
ment or standard of living is consid-
ered irrelevant. Huntington specifies:
“Democracy does not mean that prob-
lems will be solved; it does mean that
rulers can be removed; and the essence
of democratic behavior is doing the
latter because it is impossible to do
the former. Disillusionment and the
lowered expectations it produces are
the foundation of democratic stability.
Democracies become consolidated
when people learn that democracy is a
solution to the problem of tyranny, but
not necessarily to anything else.”

When Huntington offers his
“Guidelines for Democratizers” today,
he is the same philosophical fascist that
he was when he championed the cause
of the “new authoritarianism” and the
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need to install crisis governments to
limit democracy in industrialized na-
tions. For the “authoritarian” principle
he today seeks to eradicate from gov-
ernment, is precisely that concept of
the common good, identified in the
U.S. Constitution as the General
Welfare.

Huntington states that his goal is to
ensure that “authoritarian national-
ism” does not come to power either in
Third World countries or in Eastern
Europe. All means are justified to en-
sure this does not happen, starting
with economic blackmail. If that does
not work, such methods as “the large
American military deployments in the
[Persian] Gulf” could serve as a “pow-
erful external impetus,” toward liber-
alization and democratization.

The core of these operations, how-
ever, is the orchestration of Jacobin
“democracy” movements inside target
countries—to be constructed, of
course, along the lines offered in Hun-
tington’s cynical “Guidelines for De-
mocratizers.”

—Gr etchen Small

A Classical Composer in a Darkening Age

his book previews the festivities
planned in 1997, which will honor

the man some musicians regard as the
“first German composer,” on the 150th
anniversary of his death at the age of
only thirty-eight. Part I, essays by aca-
demic authorities, varies widely in
quality. Parts II-IV present source ma-
terials with short introductions, many
of them never translated before. Espe-
cially useful in Part II (Memoirs) is
an essay by J.C. Lobe, based on diary
entries recording conversations with
the composer between 1842 and 1847.
Felix Mendelssohn was born in
1809 into the most prominent Jewish
family in Berlin. His father’s father
was the famous Moses Mendelssohn,
who, as a Jew, had “barely gained en-
trance” to the royal city of Berlin in
1743, but became known as one of the
great thinkers of the Enlightenment.
Moses’ son Abraham arranged for his

Mendelssohn and His World
edited by R. Larry Todd
Princeton University Press,
Princeton, 1991
394 pages, hardbound, $49.50;
paperbound, $19.50
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family to convert to the state Evangeli-
cal Church when Felix was a boy, and
adopted the Christian surname, Bar-
tholdy. Felix insisted on keeping both
names.

His mother, neé Lea Salomon, was
the granddaughter of Isaac Daniel It-
zig, the court banker and probably the
wealthiest man in Berlin, one of the
first Jews to receive the rights of citi-
zenship. Among Itzig’s five sons and
eleven daughters—all talented musi-
cians—were Fanny von Arnstein, Sara
Levy, and Bella Salomon. His grand-
mother Bella or great-aunt Sara gave
Felix Mendelssohn the handwritten
score of the St. Matthew Passion of ].S.
Bach, which led to the famous revival
of this long-forgotten oratorio, which
he conducted in Berlin in 1829, at the
age of only nineteen.

According to Nancy B. Reich’s es-
say on Felix’s gifted composer-sister
Fanny, all the Itzig sisters were well
acquainted with the music of J.S. Bach
“at a time when little of it was pub-
lished and still less performed pub-
licly.” A key figure in introducing Mo-
zart to that music in the 1780’s in
Vienna, was Felix’s great-aunt, Fanny
von Arnstein [sEE article this issue,
page 30].

Mendelssohn drew upon the entire
Classical vein, from J.S. Bach to Mo-
zart to Beethoven. Franz Brendel, who
took over Robert Schumann’s Neue
Zeitschrift fiir Musik and oriented it to
the “progressive” (Romantic) direction
of Liszt and Wagner, in his 1845 arti-
cle about Schumann and Mendelssohn
(both then living), describes them as
representing the “classicist” school,
which he believed could not express
German national aspirations in the
pre-1848 revolutionary period. Men-
delssohn, who loathed Jacobinism, re-
coiled from that idea of a politicized
art.

In Felix’s early works, of the 1820’s,
he modeled his compositions on Bee-
thoven in form and content. One early
piano sonata takes the opening recita-
tive from the Florestan aria in the op-
era Fidelio, and unfolds a brilliant
fugue on this theme. Unfortunately his
later works, although they have mo-
ments of great beauty, seem to lack
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that driving creative force.

Lobe’s memoir sheds light both on
Mendelssohn’s integrity, and also on
why he flinched from confronting the
late Beethoven—a failing which Rich-
ard Wagner relished throwing in
Mendelssohn’s  face. Mendelssohn
beautifully described the Classical
method to Lobe: “What I understand
by ‘new ground’ is creations that obey
newly discovered and at the same time
more sublime artistic laws. In my over-
ture, I have not given expression to
any single new maxim. For example,
you will find the very same maxims
I followed, in the great overture to
Beethoven’s Fidelio. My ideas are dif-
ferent, they are Mendelssohnian, not
Beethovenian, but the maxims ac-
cording to which I composed it are
also Beethoven’s maxims. It would be
terrible indeed if, walking along the
same path and creating according to
the same principles, one could not
come up with new ideas and images.”

Through Lobe we also gain insight

into Mendelssohn’s weakness. He was
right in insisting, against Romantic
notions of the Weltanschauung, that
“the artist should be objective and uni-
versal,” not determined by his time.
But he was wrong in stating that Bee-
thoven’s music developed as it did, on
the basis of the prior work of Mozart
and Haydn alone, “no matter how the
world might have looked from a polit-
ical or religious standpoint. Whether
we have this dogma or that political
belief, war or peace, absolutism, con-
stitutionalism, or a republic, it has no
effect whatsoever on the evolution of the
art of music.” In this quote we see Men-
delssohn trapped by the cruel dichot-
omy imposed by Hegel and Savigny,
who ruled intellectual life in Berlin at
the time, and who had severed the
“spiritual” from the “natural” sci-
ences—politics from culture. The
moral and intellectual impover-
ishment of our own age is traceable to
this very dilemma.

—Nora Hamerman

New Textbook Proves Classical
Music Composition a Science

On September 8, the Schiller Insti-

tute released A Manual on the
Rudiments of Tuning and Registration:
Book I, a new textbook on the compo-
sition of Classical music, commis-
sioned by Lyndon H. LaRouche, Jr.

The text is aimed both at serious
music students on the advanced junior
high, high school, and college levels,
and at teachers and musicians.

Using over three hundred musical
examples, the book proves that Clas-
sical music must be pitched at
C=256Hz (A =427-432 Hz), as
proposed in the Schiller Institute peti-
tion to the Italian Parliament to this
effect, now signed by hundreds of fa-
mous musicians.

It does this by demonstrating that
all music is based upon the human
singing voice, whose physiological reg-
isters only function at the lawful
C = 256 pitch.

As the manual documents, the

A Manual on the Rudiments
of Tuning and Registration
Book I: Introduction and
Human Singing Voice
Schiller Institute,
Washington, D.C., 1992
260 pages, spiral bound, $30.00

Classical compositional method of
Bach, Mozart, Beethoven, and their
school, is a sczence. This science can
be taught, and executed, at the junior
high and high school level, just as the



