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The principle
of unity of
science and art
I

by Lyndon H. LaRouche, Jr.

Lyndon LaRouche spoke on May 27, 1995 to an Informal gathering of close
collaborators in the movement to found the National Conservatory of Music in
Washington, D.C., and then answered questions, wgether with his wife Helga
Zepp-LaRouche. His remarks, in a slightly edited trd,nscript, together with some
parts of the exchange which followed, appear belo*". The dialogue followed a
weekend which began on Friday night, May 26, with q concert of Classical songs,
operatic arias, and spirituals performed by emine�t soloists, as well as short
choral works sung by the amateur choruses initiated by the Schiller Institute in
the Washington area for both adults and children. On Saturday, there was a
performance of the play Through the Years, dramatizing the history of the African
American spirituals, written in 1936 by civil rights v¢teran Amelia Boynton Rob
inson. Producing the play in Washington with the P(lrticipation of local youths
has been a key feature of the Schiller Institute's literll(.:y project.
Mr. LaRouche was introduced by moderator Dennis Speed.
Thank you, young fellow. As I get older, I take these IIiberties. I don't know, some
of you are my age and slightly older, you know how that is, you get past 70, you
begin to take more liberties like this.
As a matter of fact, I had the experience, just in Germany, on two occasions.
I met one dear friend, who is a very famous singer and a coach, and she's 92 years
of age, quite hale and hearty for 92, very functionlll. She's still teaching, still
coaching. And she's still very strongly opinionated.! She doesn't sing much any
more. But she does have her recordings, and we did have some discussions.
We came upon a point at which she said to me, "Oh, you're a young kid!"
[laughter]
Then, from Frankfurt, we went by way of Leipzig, and I want to return to
Leipzig as a thematic point of relevance to us, and we ended up for several
meetings in Berlin, among which was a meeting forla few hours with a dear old
24
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Elementary school
children work on
replicating the ancient
Greek thinker
Eratosthenes' discovery
of how to measure the
circumference of the
Earth, with only crude
instruments. "He
measured the error in
what you see," just as in
music, "it's the interval
that means everything, "
LaRouche explains.

friend, who's a very key part of German culture and who was
a close friend of Furtwangler. I He's 90, and he, in the course
of the afternoon discussion, also looked at me without know

The Boys' Choir of St. Tho�as in Leipzig

But one of the things which was most delicious, was we

J

stopped in Leipzig, and I had a very unusual experience,

ing what my other friend had said earlier, and said, "You're

in the sense of participating for several hours in auditing a

just a kid!"

rehearsal of the St. Thomas Boys' Choir in Leipzig,

and

So, I guess if I live long enough, I'm going to get to that

then, the next evening, at the evenin� Vesper service, hearing

stage, where I start talking to 70-year-old people, and calling

the performance of the complete reI;>t:rtoire for that week at

them "kids"!
I wanted to emphasize two things which were very im
pressive about the trip, and they were impressive because

the service, and being able to compare what had been gone
through with the rehearsal, and what was heard in the
evening.

I

they happened in a sequence. We had a number of meetings

Now, let me just qualify, for those who may not know,

on music, which was one of the principal reasons for the trip

and some of you here do know this. The St. Thomas Cathe

to Germany, to meet with several people and discuss things

dral Choir is a separate school and has been in existence since

f

an

that couldn't be discussed here, particularly with people who

the year A. D. 1212. It has, accord ng to all reputation,

are 90 years old. You can't haul them all over the world at

unbroken singing program. It would sing every week on

will, so you've got to go to them.

Friday evening at Vesper service, .fud that's been going on

So, we had meetings with our friend [Arturo] Sacchetti,

since A. D. 1212. The nearest thirlg they had to a break,

who's an organist, who was somewhat impaired by an illness

was in the middle of the Black Death in the middle of the

recently, but he's still doing his work, though not performing

fourteenth century, at which point they were down to three

at the keyboard, and others, on the question of preparing the

boys, because the Black Death was killing off the singers,

second volume of this Manua e which I'm very eager to get

but they still sang. So, the word is that they've sung for

into place. And we had a number of other discussions on that.

almost 800 years.

I

Now, the discipline is tremendous. The cantor who was
I. Wilhelm Furtwangler (1886-1954), the great conductor of the Berlin
Philharmonic, who suffered from British slander campaigns (see article,
p.34).
2. Schiller Institute, A Manual on theRudiments of Tuning andRegistration,

Vol.

J, with an introduction by Lyndon H. LaRouche, Jr.; 1992.
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conducting the performance, is himself a product of the
school. He's a very trained musician, about 40 years of age,
I

but a full bearer of the tradition. Let me just identify the
tradition, and then I'll come back, 'n due course, to how it
bears on here.
Feature
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These boys range from 7 to about 18, that is, it's a second

The boys came in, intent. There are about 80 of them,

ary school program; they are chosen for their voice and their

two groups: the young boys, wh are the pre-voice-change,

musicality. But they are given a full Gymnasium education,
like a secondary school, from that time until they complete
graduation. Their musical work is done as a part of the total
program of studies.
Each week, from the beginning of the week until Friday,
four days a week (normally, except this particular week,
when they only had three days because of a holiday), they
start from scratch with a completely new repertoire for that
week's Friday evening Vesper service. They learn from
scratch. They then perform on Friday, and the following
week take up a completely new program, so that in three
years or so, they've gone through pretty much the entire Bach
motet and cantata repertoire. And they won't forget it, I

assure you; and they never will forget it. I saw the perfor
mance. Not only are they well-trained, but this particular
discipline is very important.
I've seen, perhaps not as many rehearsals as some of you

and the young men, who are th older, after-voice-change,

came in, with a cantor behind, ev ry one ofthemfully concen
trated as a musical performer ptepared to perform. in that
moment of total concentration th s required, before you've

k
�

got the idea of your compositio , in your head before you
start to perform.
;

l

They came marching in with hat idea in their head, a full
program. They performed; they I performed with precision,

�
�

with shaping of tone. They san not on the notes, but they
sang between the notes; they kne how to do that, they were

trained for that. It was the most remarkable performance of

"Jesu, meine Freude" I have ev¢r heard. And it was more
remarkable, because I had expe nced part of the process of
its production, in the sense of p �cipating in the rehearsal;
and therefore, as you know, yo have a much keener sense

rt

�

�

of the composition when you've l �stened through the rehears
.
al, and you're sweating as to hO
t'S going to come out, in

have seen, but I've seen a number; and I can tell you the

the final outcome of the perform

as intense as I've ever seen. But the boys were responsive

From there, we went on othe business to Halle and Ber
lin, in the course of which we he
a non-singer perform the

density in the rehearsal, the density of direction, was about

ceo

and trained, and able to do it.

Schubert "Die SchOne Miillerin,!' a non-singer whose voice

During the three-hour rehearsal, there was a break of
about 15 minutes, in which these very serious, intent young

was placed somewhere under the carpet, or by the wall, or in
various places, anywhere but in the right place in the head,

boys and older boys, sitting in their chairs, cross-legged

and doing all kinds of terrible things, with no third register
whatsoever, and, you can imagine, that was pretty much of

otherwise, but nonetheless singing, and very intent in the

i

boys. And they raced out of the area into the yard, played

a disaster. The middle register was nothing to brag about,
when you could find it; and sometimes he would hit a semi

soccer, then came back in, as fresh as they had left, and sat
down sedately, or as sedately as boys can do, in their chairs,

placement in the first register, but it was horrible; it was a
real horrible, torturous experience.

there was total concentration, and total training, and a master

ent variety.

most professional manner, suddenly turned into boys, fresh

and they concentrated totally on what they were doing. So
ful direction.

Now the particular work, which was the featured work
of the Friday program, which they were rehearsing this
Thursday morning when we were in there, or Thursday noon
time, was "Jesu, meine Freude," which is one of the most

difficult motets to perform adequately; not to perform it,

but to perform it adequately, in the motet repertoire. It has
challenges in there, which are rather astonishing.
The boys were learning it. The direction was intense; the
management of the direction was intense. Nothing passed,
everything was corrected. Diction, approaches, everything

So much for Halle, where we had nicer things, of a differ

Music in Berlin
But then, in Berlin. Now, in Berlin, largely as avocation
but also celebration of a very special meaning for me. We
went to the Berlin Symphony, and we heard an Italian 'cellist
performing Schumann. The celli$t ran the short Italian 'cello
olympics, that is, his bowing was nothing to write home
about, but it was fast. The shaping of tone was not exactly
what I would have wanted. And apparently the orchestra, the
Berlin Symphony, in its own magnificent and subtle way,
managed to communicate or impart that sense, that that's

was involved.
.
The following evening (I missed the intervening re

what they thought about the whole thing, without saying

hearsal, which was done as the dress rehearsal in the morn

performed the Brahms Third, which was the exit piece, and

ing, on Friday), but we were at the evening performance,
and I'll tell you; it was one of the few times in recent
years, hearing a musical performance, that the tears came

that was excellent. It showed what they could do.

spontaneously flowing out of my eyes. I couldn't hold them
back. The performance was magnificent. Everything that

they had been taught. that they had rehearsed. every correc
tion. came through in the performance; and better. of
course. much better.

26
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anything, the way sometimes o¢hestras can do. They then

Then we had a similar experience, by a related body of
people on the following evening, in the Deutsche Oper,

which did a performance of Fidqio. There were some prob
lems, the Pizarro was a little bit �ick, and the soprano, who

was magnificent, had nonetheless been singing too much
Wagner, and her middle registe, had suffered a bit of that
elevated Wagner; not good for the voice.
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But the second act was absolutely magnificent; even de
spite Pizarro; and in the middle of this, they gave a punctili
ous perfonnance, according to the directions which are fa
mous because Furtwangler gave them, of the Leonore
[Overture] No. 2, which is generally not done in that position,
it's the Leonore No. 3. Magnificent!3
Now, I want to make a point on this experience, because
I think it's relevant in a different way to the problem we face
in dealing with young people and others in the community
today. There are two characteristics which were outstanding
in these perfonnances: the degree of precision in perfor
mance, which is rare in the world, just rare. You just don't
get that; and I remember some things like this, when I was
much younger, that we used to have more in this direction,
but the perfonnance has become sloppy lately, the interpreta
tion, all kinds of terrible things are happening. And you had
a sense, in the Berlin Symphonic ensembles, of musicians
who could do anything, if they had adequate direction. In the
boys, you had a sense of the same thing.
This is probably the only boys' chorus in the world,
which comes even close to that kind of standard. The Vienna
Boys' Choir have become a bad operation; there's a chorus
at Dresden, which is reportedly not bad, there's a chorus at
Nuremberg, I don't know what it's like, but it used to have a
good reputation. But this is unexcelled, I never heard any
thing like it. And I think I've heard a few things in my time.
But this is precision, which meant work.
The other aspect, as with the boys, which is much more

The statue ofl.S. Bach outside the St.
Church in Leipzig,
Germany, where the boys' choir maintains its unique, centuries
old continuous tradition of mastering anli performing all of Bach's
motets and cantatas.

important to me, and is important to us in our work, is this.
In order to perfonn as a musician, you must do something

who was responsible for a number of important discoveries

which makes music a powerful weapon to people who are

in early Greek science and mathematics.

not necessarily musicians. There's a difference between slop

He measured the circumference of the Earth through the

ping something out, and trying to perfonn it, and facing

poles, by taking two positions and using a hemispherical

problems in the perfonnance which are real creative problem

sundial, in order to capture the an�le of the Sun cast by a

l

solving problems, which you can slop through, or you can

sundial, at noontime precisely, at two different points in

actually master.

Egypt, one north of the other, one in the area of Aswan and

I'll give an example of this, from geometry, an example

the other in Alexandria. And by corbparing the difference in

which I use often, and the choice of example bears on the

the angles of the sundial on that particular day, by a very

point I wish to make.

simple method of geometry of similar constructions, he esti

My primary concern is with ideas. Now, very few people

mated the angle from the center of the Earth fonned by these

these days, really could define what an idea is. Let me give

two points on the meridian and, having walked, or having

you a definition, and let me relate that back to musical ideas.

had people walk the distance from 1swan to Alexandria, the
point in Alexandria, and knowing the length of that arc, he

The Eratosthenes experiment

thus projected that, to detennine what would be the circum

There's a very simple example of an idea, which comes

ference of the Earth, and came out with an estimate of a

out of Egyptian history (it's actually Greek history), of a

circular circumference, which was dnly 50 miles off, approx

measurement or an estimated measurement of the circumfer

imately, in tenns of the diameter 0 the Earth.

ence of the Earth from pole to pole, by Eratosthenes, a mem

The importance of this particular experiment to me, is

ber of the Plato Academy long after Plato had died, who went

that he made this measurement with that degree of accuracy,

to Egypt and became the librarian of the Alexandria Library,

with nothing more than those crude instruments, 2,200 years,
approximately, before the first human being saw the curva

3. Beethoven composed different overtures for each of the successive ver
sions of his only opera,

Fidelio,

originally entitled

Leonore. The overtures

of earlier versions are traditionally incorporated into the performance of the
final opera, at various points according to the discretion of the director.
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ture of the Earth. That is, he measured something 2, 200 years
before anybody saw it, which is n9t bad. The measurement
involves not a measuring of something you can see, but
measuring the error in what you see.
Feature
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Now, this is very much like what happens in music, of

course. Some people sing the notes; some people sing be

tween the notes. Because the two notes don't mean anything,

it's the interval that means everything, and what that interval
means, is everything.

the characters are brought to the silave auction, then the audi
ence is touched; and some of thes� children, from the poorest
circumstances, and also sometim�s their parents or relatives,
who participate in this or see thep- friends participate in this
drama, are uplifted out of the cirqImstance in which they are
normally entrapped, and they fiI¥l something in themselves

Mozart's compositional method

which is beautiful, and they may even move themselves to

In particular, the area in which I'm most interested, is the
discovery of a method of composition or improved method
of composition by Mozart, who applied an idea, a discovery
by Haydn to the later work of Bach and developed a method

reach out, to find a better life.

called motivic thorough-composition, which is a characteris

population, is to uplift people, to bring them out of self

Function of music to lift people up
And that's the chief, general function of music for the

tic of the Classical repertoire from about 1782 through the

degradation and misery and brutality, and to give them a

death of Brahms.

moment of experience in which they can approach music in

This method rests upon the ability to perfect the idea of a

the same spirit, at least approximately, that those St. Thomas

composition, so that as you prepare yourself to perform it,

Boys' Choir children and youthlsing. To attack a musical

the idea of the composition, which exists in a kind of timeless
sense; the idea of the composition begins with the first note
and ends with the last note, and it's there all the time. It

idea, to experience its precision, not slop; to perform a poly
phonic work with voice transparency, so it's not mud all over
the place; to learn how to place their voices in such a way,

governs the way each note and each interval is performed.
Complete concentration. And this is a perfection of that idea

that a voice part is a voice part and not a gang movement (in
which you have trouble disting4ishing the mezzosopranos

of music, to make a composition represent clearly and consis
tently and coherently a single idea.

from the sopranos, and it all get!! mixed up somehow). But
to achieve precision; to know thty're doing it right, and to
participate in the idea of doing if right. and know that it is
right, as in the play: to reach ideas.

Just as in the example, Eratosthenes reduced the differ
ence between two points on the meridian to a single idea,
which is the idea of the circumference of the Earth and its
measurability, before anybody saw it.
This ability to develop these kinds of ideas, is important
to us, in dealing with children who live in the poverty of
Washington and elsewhere, and there are more of them all

As you know, those of you who are musicians, it takes a
lot of work to do things right. It; takes a lot of training and
sweat to do things right. But you �nd that unless you do that,
you cannot actually effectively reach the audience, including
those little boys and girls and others, who, if you can touch

the time. Because it's important to give these children, and
also adults, a sense of their own humanity.

them with a perception, not of ilieir ability to perform what
you're performing for them, butltheir ability to understand

We only do that, by making them see in themselves a

what you're performing; and th� come out of the musical
events like the persons who participated as audience mem

power which lifts them up above the dogs on the street,
who know the lampposts they can sniff, and similar kinds of
things. It lifts them above the simple, sensual-perceptual

bers, as it was said, in a presenlation of one of Schiller's
tragedies: the audience went into the theater, and came out

of generating ideas, ideas which are valid, ideas through

of the theater, better people than they had entered it.
The object of a musical performance and a musical expe

which we can effectively change and improve the universe.

rience, is to take people into the performance, and have them

The job, I think, of music for us, in respect to the popula
tion in general, is to reach out to people who live largely in
impoverished lives, people who are thrown into what the
condition of mankind was for most of human existence, in
which over 95% of the people of this planet lived in the

leave it better people than they en1iered it. To do that, requires
precision. To do that, requires delivering to the audience a
sense of what's going on, to make the experience transparent

conditions of serfdom or slavery or worse, with no opportuni

can't do it; but they can hear somebody do it, and know

experience, to realize that they as human beings are capable

ty. And we have, in this country and elsewhere, people who
are thrown down into that kind of condition, or something
approximating it. And our concern is to reach out to them,
and give them a moment of experience which touches them,
and makes them aware of their own humanity.
There's one example of this we had in Washington,
which is repeatedly realized by a passage from Amelia's play
[Through the Years], which deals with a slave auction. And
when the preceding scenes establish the characters, and then
28
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to them, so they know what they'te hearing. they have some
idea of what it's all about. They C$Il hear it done. Maybe they

human beings can do it. They can see the beauty of doing it

in that way. And if they can't perform the music with their
hands or with their voices, they can perform it in their minds.

and hear the echo. note by note and phrase by phrase in their
minds afterward.

That appears to me to be the social and political and
cultural and moral purpose of mu�ic. Music is the most con
centrated expression, or the prqper medium for the most
concentrated expression of these principles in any form of
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art, the non-plastic arts in particular. Music incorporates the
ideas, as anyone knows, of drama. It is rooted in Classical

that performance, they would leave it enriched, because they
had heard, what was for the nation :at that time, a sampling

poetry; it is the abstraction of drama and poetry, and ex
presses those kinds of ideas in a very specially concentrated

of the best that was being done by the entire pyramid of which
they're a part.
My view is that that is what we have to do; you can't do

way.
Our job is to pick, I think, those kinds of examples that

that so easily. These boys are picked for their musicality and

we can produce, present those examples to these people, who
we would wish to uplift in spirit, give those audiences a sense

voices, at the age of about 6 or 7. They're put through the
most intensive training probably done anywhere on this plan

of what is being done, so that they can more effectively

et in terms of voice training, that a cbild can do, and then you
get this magnificent result, at the end.

intellectually participate in what's being done, and aim for
the result that every child or other person who comes through

Then you have a tradition. Remember that the present

that experience, leaves that moment of experience, that hour

cantor is 40 years of age. Now, think about it. He went into

or two, as somewhat a better person, or a person revived in
spirit, relative to the person that entered the room for that

the system obviously when he was' about 7 or so. He went
through the system until he was about 18, which meant that

performance or event.

he had about 10 years in the system. Just think of what the

Thank you.

Replicating the German musical system

Dennis Speed:

As some of you may know, we are work
ing now on a second volume of the two-volume Music Manu

al. We've done the first volume, which is largely devoted to
the voice as such, and then the idea is, a second volume on

the application of the same voice bel canto technique to
instrumental music. I wanted to ask Lyndon LaRouche two
questions.

One is to ask you to tell us some of the thoughts you have
about how this is supposed to be put together, and why we're

Music is peTjonned not as a physical
actjirst. It's peTjonned:in the mind. It
is heard in the mind, it is generated
in the mind. Not with thejingers, not
with the voice. The voice is a way qf
sharing what the mind is capable qf
knowing.

doing it, but the second thing is, ever since I heard about this
Leipzig business, I've been wondering: How would you do
that? It's an 800-year-old institution. What do you do?

Lyndon LaRouche:

I think the way is to share it. The
first thing to do, when you see a performance which is that
good, is not to say how you can do it, but to say: How is it
done? The thing is to capture in your head how it's being
done. Because if you can participate intellectually in what's
being done, then you're participating. And if you go with
that idea as a standard of what you do, you are improved by

repertoire was, which he worked through as a member of that
system. Now think about the tradition that was involved, in
passing down from one cantor to :another, the methods of
performance, the detail of performance, the fine-grained de
tail of how to handle each particular work in the repertoire.
This repertoire, particularly thelBach repertoire, is a rep
ertoire which in that particular institution has an unbroken
performance record. every part of the Bach cantata-motet

It's like the old system in Germany, up through the time

repertoire in particular; every part of it. . . . And then he
went on and got some orchestral and other training, just to

ofFurtwiingler. You had singing going on all over the place.
You had singing in churches, singing in schools, choruses

enrich his training as a cantor, came back as the cantor, and
now presents this accumulated training of hundreds of years

were not rare. You had local orchestras, local opera compa
nies, all kinds of things going on, with the pinnacle of this

in Bach as such, to these boys. It's there. You can't replicate
that so easily.
But if you can participate in appreciating what they're

that.

generally aimed at a place called Berlin, where you had
institutions which were the pinnacle of the entire musical
system. So it was a kind of pyramid.
And then the performers at the various higher levels,
including the top level, would come back to the constituency,
which were the people who were singing in choruses and
performing in the local theaters and churches, and would
perform in that area. And the people who were by themselves
amateur or professional musicians in that area, would pour
out to the performance of the greatest performers of the coun
try, who had come to that area. They would participate in
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doing, and how it's being done, and what's being achieved,
if you can listen to a recording, if you could get recordings
of some of the rehearsals, and listlen to it, if you know the
work, you would come away from it saying, "That's the right
way to do it." Or you might disagree; and you would say

"Why is that the right way to do itl?" Which is just as good,
because, in that way, you're fording people to participate
intellectually.

Music is performed not as a physical act first. It's per
formed in the mind. It is heard in tbe mind, it is generated in
Feature
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the mind. Not with the fingers, not with the voice. The voice
is a way of sharing what the mind is capable of knowing; and
to do that, all kinds of things have to be brought into play.
So the point is to appreciate this, to work through it, to
take some of the best, to learn; and when people participate
in this kind of learning environment, if we can get the idea
of music away from the sensual Romantic sense, to get it to
musical ideasLook, why does a great performance which has no partic
ular operatic passion to it, bring tears to your eyes? That's
the point. Why? Because of the idea. And how do you
achieve those ideas? And to bring everything to bear to en
able, just like you try to use the Eratosthenes experiment, to
demonstrate to a child what ideas are, by pointing out the
fact that the curvature that was measured with that estimated
precision, was something which no human being had seen,
until 2, 200 years later? That's an idea; and the same thing is
true of music. What is a musical idea?
It takes discipline, it takes hard work, it takes dedication.
Some people say "Well, cook a meal." And somebody brings
all the ingredients to the table, but they don't put them togeth
er to make the meal, and they say, "Eat."

Hamlet was a jock

Question: Are you then suggesting that music's only

appeal is to the intellect, and not to the emotions?

Lyndon LaRouche: Well, it's the same thing. The
question is, you have two kinds of emotion.
For example, if you see a child in the process of the child
making a discovery; suppose it's your child. You see the
child experiencing and solving a problem, making an actual
breakthrough and discovery. The simple things that children

"Hamlet's a Green Beret, but a weakling, because he dares not
face the reality of ideas which are strange to him." Pictured: In a
scene from the PBS television produqtion, Hamlet attacks his
usurping uncle, Claudius.

learn. When you see a child doing that, this is something that
will bring tears to your eyes, of joy.

you fight. The solution to the prqblem, comes to you as joy.

That's an emotion. And when the children attend Ame

You know it's right. And what you wish to do, is to evoke,

lia's play, who don't know anything about slavery; they don't
understand slavery. But if they become identified with the

to find out from the standpoint of the composer, for example,
I
or in folk music to look at it fro� that standpoint; and to find

idea of the characters, and then see the slave auction, there's

from the standpoint of the composer, what was the emotional

emotion. But it's not the slapdash type of emotion that goes

experience which the compose� selected for you that the

on in a bar-room or a Wagnerian performance. It's real

composer had, in the process of developing problems and

emotion.
There are some people who teach, but I don't believe in
the so-called "formal intellect without emotion."
As a matter of fact, when you face a problem-solving
effort, when you have to solve a problem intellectually,
which involves any creativity at all, the typical person says,
"What's the answer?" That's called "intellectual activity," in
the ordinary sense. I call it fakery.

solving them, in the problem of composition? This was a
very strong emotion for the comIfser; and that's the emotion

�l

you want. The emotion of diSCo ery, which, no matter what
it is, is always beautiful.

Let me give you an example the example of tragedy of
in drama.
In a great tragedy, the thing that always kills Hamlet or
any other hero of a tragedy, is tbat the hero of the tragedy,

But you find, that in order to solve problems, and also to

clings to old ideas at a time that the old ideas are the things

perform in music, you can slap at it, and try to imitate it and

that are going to kill him. And the reason he clings, as in

fake it, without knowing what you're doing and hope that

Hamlet's case, to the old ideas, is because he's afraid of the

it's going to work, and then if people cheer and are happy,

new.

you say, "Well, I evoked emotion."

Now Hamlet, of course, was a jock. He was what you

But the real thing is to muster yourself to solve the prob

might call a knuckle-dragger. You look at the play: This man

lem, and that requires emotion. You have to push yourself,

is killing people. He thinks th re's a rustling behind the

30

Feature

EIR

July 21, 1995

curtain, he's talking to his mother, and he puts his sword
through it! He goes out on the battlefield, and kills a number
of people. This guy is not a whimpering nerd.
But he is weak. He's a swordsman, a killer; he's a Green
Beret, but he's a weakling. Because he dares not face the
reality of ideas which are strange to him. He says he cannot
think of that land from which no traveller has returned alive.
He cannot face the ideas with which he's unfamiliar. He
would rather die with old ideas that will kill him, than face
new ones-which is a typical impotence. It's what kills soci
eties, when they can't change their ways when they're doing
something wrong.
And in art:it's the same thing. The great art always is a
breakthrough. You could have tried to do it the old way, you
could have just gone on doing what you were doing, but
you'd have gone no place. Then you try to put some emotion
al spin on it, with a few theatrical tricks; but it really is
nothing. But then, when you come up to the thing: "hey, this
is the idea," and force it through, discovering a solution to
break out of the monotony of the oldness, and to bring that
idea across to the audience. What happens?
In the case of Hamlet or any similar tragedy, the audience
goes in, sees the chief character make a fool of himself, and
die. And the audience goes out of the theater happy. Why?
Because the audience has realized that they recognized
that there was a solution to that problem, which this jerk
missed; and the fact that they can see themselves as making
the same mistake but recognize, through the medium of the
play, how the problem could have been solved, and that they
have the power to do that, makes them go out of the theater,
feeling pretty good about themselves.
The same thing is true in music. There is this element
which is not just random surprise, but the recognition that it
was a surprise, but that it was the right thing to do, and the
emotion associated with that.
Without that, if you don't move people on that level, just
like the child may bring tears to your eyes simply by doing
something good like that, there's no real emotion. And I
think the difference between fine art and art, is that quality:
If you can bring tears to people's eyes, tears of joy, with a
great performance of a great work, you've made it! And you
never can walk away from yourself after you do that, can
you?

John Sigerson: I wanted to follow up on one of the
previous questions, about the MusicManual, specifically in
terms of the singing qualities of instruments.
If you have a person who is currently a practicing Classi
cal instrumentalist, who may not have a tremendous amount
of vocal ability, what would be the primary focus for that
person to work on at the present time?
Lyndon LaRouche: I think that some good instrumen
talists are actually, in a sense, frustrated singers, as the case
of Pablo Casals might tend to illustrate, if you recall.
Music lies in the head. You hear music in the head, and
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until you hear it performed in your ead, you haven't heard
it. That's the step. When you hear i in your head, when you
play it over and over in your head, hen you work through it
in your head. And now, what you' trying to do, is you get
these musical ideas, and can they
performed?
I've looked at, for example, He mut Hocke on the oboe.
And I had some ideas about the ob , and this gentleman in
two hours taught me more about theloboe than I'd ever knew
I could have to learn; which demo,strated, that first of all,
you must play the oboe, as any w oocjlwind in particular, from
the music in your head. That is, e head must sing. And
the instrumentalist is coupled to th instrument. It's not the
quality of the instrument, it's not th� instrumentalist, but the

�
4

}v

quality of the two. The two must ork together as if they
.
were one thing.
And the idea of what is to be �rformed, must be per
formed with the instrument and the lnterchange of the instru
ment, and the physical processes qf the performer. So the
performer mentally has to sing.
Now when I hear Hocke doingj these exercises and dis
cussing some problems like, for e ample, the oboe part in
Florestan's aria [in Beethoven's oJllera Fidelio], and in the
overture, the introduction which precedes it, which is ex
tremely difficult, andit is difficult for the Classical oboe; the
modem oboe is easier. But we wete discussing these kinds
of ideas, and he would do the demob.strations, you could see
exactly that he's got the idea in his head; and it's a perfectly

*

singing idea.
Take the case of Norbert [Brainin, the first violinist of
the Amadeus Quartet] and people like him, or the few like
him, in performing the violin. Now fue method of the Boehm
wiener Geigerschule [Vienna violin school] method of bow
ing, is known to any well-trained violinist, what it is. Many
people know it; but do they know bow to use it? In order to
use it, you have to sing in the head.:. . .
Or for example, let's take the thtee Razumovsky quartets
of Beethoven. Now, how does the Amadeus Quartet achieve
the effect which I would call "energy"? I asked Norbert about
this, and he corroborated what I suspected.
The "energy" is not done by causing cats to yowl, by
exaggerated tempi, by funny rubati, or quasi-rubati-, but is
caused by the way in which the tone is shaped in performing.
So you use the powerful arm of the wiener Geigerschule in
order to achieve a tone-shaping which gives actually great
intensity to the way the tone is shaped. It's not some mechani
c� effect, it's the shaping of the tone that gets the intensity.
So the Amadeus [Quartet], in performing this, perform
with an absolutely bel canto kind of clarity, without the
scraping, without the cats and dogs yowling. It's done; but
with great energy. . . .
I would suggest, as I suggest constantly, the key is some
thing that every performing musician knows, but which is not
made sufficiently self-conscious. And that is, in order to
perform a composition, you must know the composition as a
single idea, from beginning to end; which means it's an idea
Feature
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Lyndon LaRouche: Yes. Beauty is the sense of some
thing good is happening to your mind, that you are having an
experience, that you come out rbalizing that you have more
capabilities as a human being, that you're a better person,
that you faced a challenge and you met it, and you solved the
problem. You've done your job, and you walk with your
shoulders unburdened, because you have the sense that you

I

did the job, and you don't have to feel burdened about that
any more. And a sense of things which open up your mind to
the possibilities of your own ability to solve problems, or to
get out from under, to get on top of a problem. All of these
things are beauty.
Beauty is not something of that type, which is not easily
done. You find it in great scien�ific discoveries, you find in
great fine arts. Fine arts are th4 best expression of beauty,

because they are creative works tn which precisely this problem is faced.

I

For example, what I find is whenever I'm involved in
some particular chore, and the intellectual noise of the day
and society around me is very burdensome, it is difficult to
concentrate with the sense of freedom you want. I found,
over the years, which is my relaf onship to music, that when

Norbert Brainin,jirst violinist of the Amadeus Quartet and close
friend of LaRouche, examines a Stradivarius violin at the
Smithsonian Institution in 1990. The famous "energy" of the
Amadeus was brought about by "tone-shaping," under the
influence of a single, coherent idea of the composition.

ever I had to concentrate and I �anted to steep myself in the

which, in a sense, exists in your mind independently of time.

was standing before the stanzas in the Papal Apartments in

sense of beauty which would alIow me to concentrate in a
sustained way and do the best work, I simply concentrated
on music for a while. Because in great music, there is that
creativity which brings out the best in you. And great art.
For example, one of the great experiences I had in life,

The first note you perfonn, is perfonned under the influence

the Vatican Museum, which is where the famous murals of

of this idea, and the last tone you perfonn, is perfonned

Raphael are.

under the influence of that idea.
And if you can do it that way, and if you're up physically

And later, in that same day, an hour or so later, we went
to another part of the museum, ,here we had, on a chair, this

to doing what you think you should do, then your perfor

original Raphael TransfiguratioT and I knew these paintings,

mance will come out, if it's a good piece, as one of perfect

but I had never seen them in vivo before, and when you see

coherence, which began where it should have begun, and

them in vivo, your relationship to the painting is changed.

ended where the composer should have ended it. . . .

And it's when you see them in t?at relationship, the way the

This is the secret, of course, to what Furtwangler refers
to, in saying he perfonns between the notes. . . .
To memorize a piece and perfonn from memory, you

artist intended them to be viewed, as opposed to a reproduc
tion or a picture; when you stand in a certain position before
The School of Athens, for example, you see something, and

must have this, or else it will fall apart in mid-perfonnance.

you go and stand in another position, and you see something

And the thing is to take that idea, be conscious of that idea,

different. Then you realize what the painting does.

what that idea means, and these things come into place. I

You get the same thing with the Transfiguration. There

think the way we get at it, is by dealing with this motivic

are two positions in which you oan watch that. One is closer

thorough-composition conception, which is a perfection in

up, and the other is more dista�t. And the closer up, you'll

composition of what you wish to achieve in perfonnance.

see the lower part of the Transfiguration, you step back, you

It's a perfectly coherent composition, which begins with the

get the upper part, as a whole.

right note, and ends with the right note. And everybody's
satisfied the idea has been presented.

I

And your idea of the paintinf, is different. It is the meta
phor of the two completely different images from the same
painting, such that the idea of the painting is the combining

The idea of beauty in art

Question: You explained how important it is to uplift

of these two different central images, which is neither of
them. That's art. And that's what music does.

people yesterday and today, and you or Helga [Mrs. Zepp

Where musical perfonnances fail, from my standpoint,

LaRouche] talked earlier about surrounding people with

apart from the mechanical failures, poor perfonnances, or

beauty. Is that what you mean by that? Can you explain?

this technique or that sort, conceptually fail, is where they
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lack that.
For example, I just heard an old recording of aFurtwang
ler perfonnance of the Schubert Ninth Symphony, which
has some features in it, which tend a little bit toward the
Romantic, which I don't like; but apart from that, the perfor
mance is entirely Furtwangler. It's thoroughly motivic in its
composition, and from beginning to end, it's one composi
tion, it's one idea. It's perfectly unified and coherent. And
thus, apart from that part that I don't like, it's that.
For example, Claudio Arrau's a great pianist, or was; he
died, got into his 90s. But he had this terrible showmanlike
Romantic streak of rubato, and he would just kill it. He was

the history of mankind, where, as, f�r example, [professorial
voice] "At the Congress of Vienna in 18 14- 15, the Classical
Period was supposed to have come to an end, and some kind
of word was supposed to have gOlle out around the world,
where all the little spirits that advise artists, would say, 'No
more classics! Now you go to ROmlmtic! The Romantic has
just been decreed by the Congress of Vienna!' "
And these jerks will insist that between 18 15 and 18 18,
every Classical composer, Beetho�en, Schubert, especially
and so forth, were all becoming Romantic. And if I look at
the composition, I say, "There's fiothing Romantic about
these compositions, these are Classical compositions,

a man of great talent; but his rubato, or his quasi-rubato at

they're motivic thorough-compositipn, where Brahms is one

the wrong places, would throw me into a fit. I realized that

of the greatest polyphonic motivilc thorough-composition
composers in all of history. And Qe died after most of the
Romantics were all dead. He was still composing. So where's

some people liked it, because it was some kind of an idiosyn
crasy; but it throws me.
And with Furtwangler, this disturbing element in the per
fonnance of the Schubert Ninth, it doesn't bother me that
much, because the unity of the idea all the way through, is so
coherent. And saturating oneself with those kinds of musical
ideas, I find reinforces, for me, the duration of the concentra
tion span, and purifies the mind of the garbage with which it
tends to be cluttered from the sensual world around one. And
great art does that.
That, to me, is what is meant by the beauty of art. It
makes our lives richer. Living through the experience each

the Romantic period in music? Brahms is Classical to the
very end."
But some people say, "No, I've been taught that he's
Romantic, so I'm going to play him as a Romantic. I've
been taught that Schubert is becoming a Romantic, that late
Beethoven is Romantic." And so�body else will say "No,
actually there are elements of Stockihausen emerging in Bee
thoven, especially in the late quartets." And they'll get ahold
of the composition, and try to perform it that way.
So you're on thorough, better ground, if you just look for

time, we come out feeling better than we entered it.

the irony.

The issue of irony
I wanted to ask if you would comment on a

Tomba Oscura." People will treat that thing as if that were
very sad. Well, it's a highly ironical piece, if you understand

certain aspect of music and poetry together, with respect to

the Italian mind, which Beethoven <Ilid. This isfunny. You're

For example, let's take a song, by Beethoven, "In Questa

Question:

what you're talking about now.

not supposed to go out there laug�ing, that will upset the

It's this quality of irony that I'm looking at, because the
first time I heard a Shakespeare sonnet, I got into this roman
tic thing about how great it was, and the guy sitting next to

singer. But it is funny, it's very funny. And the late Beetho
ven is full of ironies. All of Beethoven is full of ironies.
The nature of all great poetry is irony. For purposes of

me says, "No, I think it's ironic," and I didn't understand
that. But I've worked on it, and I understand this.

teaching, one of the simplest illustrations of metaphor and
poetic composition, is this crazy G�ethe with the "Mailied."

Now, when I listen to a Beethoven piece, like the Third
Piano Concerto, or the Op. 69 'cello sonata, it's this irony at

I don't like it, never did like it. I don't like it in any setting,
even Beethoven. I don't like that setting. But, I have to

the end, that even somebody who's not aFurtwangler or this
kind of perfonner, understands or can convey.

admit, that from a school classroom example standpoint, the
"Mailied" is the simplest kind of presentation of a hilarious

Lyndon LaRouche: In Classical composition . . . the
best example is in the Late Quartets [of Beethoven] .

piece of humor (which is what Beethoven recognizes by the
way he scores it).
But in any case, poetry is based on metaphor. A creative

Now, you get someone who's been to Juilliard, for exam
pIe, and they decide they're going to play one of the Late

idea is one which does not derive from a literal meaning of

Beethoven Quartets. They will make it sound like Stock

any of the words. . . . He just changes the whole meaning of

hausen, because they will try to say, they have a theory,

the poem, by the last couplet.

which has nothing to do with poetry, or nothing to do with
music, though they may have some musicality in them, or it
may not have been stomped out yet.
But they will say, "Music is divided into periods. [profes
sorial voice] There was the Rococo/Baroque Period, then
there was the Classical Period, then there was the Romantic
Period, then there was this and there was that." And they get
a Hegelian or quasi-Hegelian idea, that these are pulsations in
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Helga Zepp-LaRouche: The last couplet says: "Sei
ewig gliicklich, so wie du mich liebst" -"Be happy for etemi

ty, as you love me." And it's a funny twist, it's not complete
ly correct in tenns of grammar, but the implication is, when
you think about it, knowing who Goethe was, it really means,
"You should be happy as long as you love me." That's the
irony about it.
That happens to poetry. When you say it in prose, then it
Feature
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falls flat, in two dimensions, so you shouldn't do what I just
did.

Lyndon LaRouche:

If it's not ironical, it's not poetry .

If it's not ironical, it's not art . As they say, "It don't do
nuttin' for me . "

Question:

We had a visitor at one of our meetings the

other night, who is with the Nation of Islam, who had just,
after much prodding recently watched the video of Minister

New developments in
'Furtwrutgler case'
by Hartmut Cramer

Farrakhan playing the Mendelssohn violin concerto. . . . 4 I
just wanted to know what you thought of the video, but also

Recently, in Great Britain of all places, certain facts about

what you thought of the way in which I see the effect of that,

recent history have been made public which are still taboo in

with having someone inspired to investigate Classical music

Germany, kept quiet or suppressed by the arbiters of "politi
cal correctness ." As the substrUcture of financial policy is

for the first time .

Lyndon LaRouche:

The whole video is overall ex

tremely well done, I think:.
What it does, is something very subtle, but also very
prominent, but, in a sense, subtle . It's in between the cracks,
it's not what's explicit in there .
It presents Louis Farrakhan, and presents him in a way
that he could not be presented otherwise. It adds a dimension
of insight into him, and projects a depth of insight into him,
which should not be presented in any other way, except in
this relationship.
The entire introductory section presents the setting, the
problems, the drama, leading up to this performance, what's
involved. Then it has the performance . Then it has the epi
logue, which reflects that; and so therefore, it is a play within
a play. It's the drama built around the performance .
As a result, what happened is, it's an act of self-con

sciousness, because it forces him to be conscious of others
being conscious of him performing this work, and his own
problems in facing the task of doing it .
So when you do something like that, you can present an
aspect of the mind of a person which would not otherwise be
presented . When you can get a person who is responding to
their responding to the way they are responding to a problem,
that is, someone is watching them respond to a problem, and
that's the problem they're dealing with; then they attack the
problem, do the act, and then respond to the way this whole
thing has gone on, is like a drama on several levels, and

therefore you see him functioning on the several levels, as
the person facing the performance, the person facing the

people for whom he's going to perform, in various kinds of
people, then facing himself in the whole process, in the end.
So he's on all these levels simultaneously. I think: it's a
very effective piece of communication, because he's pre
senting himself without actually controlling it all, but he's
presenting himself in a way in which he does present himself
more than he could in any other way, or in any lesser way .

beginning to waver-the sudden collapse of no fewer than
three of the banking pillars which sustain the City of London
(Barings, Lloyd's, and Warbu�g) is just the beginning of
the end for the Anglo-American financial oligarchy-visible
cracks and fissures in the "superstructure" of cultural policy
cannot fail to appear .
Let us review the developments in the order they oc
curred. Until the end of April, everything was going as usual .
The British press was getting ready for the May 8 observance
of the 50th anniversary of the victory in Europe by publishing
various anti-German articles related to that topic . Hence, it
was not particularly surprising . that precisely on April 20
(Hitler's birthday-'-the British oligarchy has such a bizarre
sense of perfidious symbolism), an article, several pages in
length, against the late Wilhelm Furtwiingler appeared in the
London Daily Telegraph. Portrayed as "coverage" of a stage
play which was about to be mounted in England on the "dena
zification" of Furtwiingler, in which the greatest orchestral
director of this century was subjected to interrogation by
two Occupation officials (one British, one American), the

Telegraph warmed over every tired cliche and slander about
Furtwlingler, and added a few hair-raising lies of its own; the
whole piece culminated in the · assertion that Furtwiingler
had made a pact with the Nazis out of a mixture of "anti
Semitism" and political naivete.

Three striking points
However, on three points, the line propagandized in this
article and stage play diverged� from the standard pattern:
First, in its particularly crass andiobvious lies and hate tirades
against Furtwlingler . Second, ill the fact that the British au
thor carefully measured out the attacks on Furtwlingler: The
heaviest artillery was fired by the American "cultural offi
cer," while his relatively more polite British colleague held
back . This latter portrayal has not the slightest correspon

It's a magnificent piece . He also has a strong right arm,

dence to the historical facts.
The third striking point is useful for shedding light on

which enabled him to bow his way through a lot of problems.

the whole complex which relates to the "Furtwiingler case ."

4. "For the Love of Music . " See review below , p. 37.

gloss over or deny a fundamental contradiction: Why was
and is such a gigantic maelstrom constantly organized around

Even this evil, tendentious, clumsy piece of work cannot
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