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Why must we restore classical culture to its former splendor?  And why must we do it now?  How 
does our summer Music-Science Program (July 28-August 15, 2014) tie in with this purpose? 

The value of classical culture lies in great part within its uplifting and life-giving store of cultural 
treasures; but also, now especially, we need it to counter-balance the horrifying glorification of violence in 
our popular culture and entertainment.  Novels and movies have always staged confrontations between good 
and evil, with some violence at the end of the story when the showdown occurs. But times past presented 
nothing like the current villains and monsters.  Many of the latter resemble Tyrannosaurus Rex, and in 
almost every case the villains are far more memorable than the heroes.  The Joker and the Penguin, for 
example, always walk off with the Batman movies, being repulsively colorful and entertaining in comparison 
to the drab and laconic Batman.  Notice also, that the intellectual level is literally that of comic books, initially 
to be read by children, but now designed for dumbed-down adults as well.  

In the Star Wars series, despite some fine imaginative work, especially in the first film with its 
profound mythical resonance, the impression which stays the longest with the spectator when the series is 
over is the menacing breathing of Darth Vader. He owns one’s memories, easily overbalancing the good 
characters. 

Several movies put us through the end of the world, the terrifyingly realistic sinking of the Titanic, 
the collapse of multiple Manhattan skyscrapers, and physical attacks by the most savagely insane murderers 
to say nothing of vampires, werewolves and zombies—the last three very popular at present. 

The many video games all create a warzone where the players must kill or be killed.  These games are 
adapted directly from British military training videos designed to remove the slightest vestigial of 
compassion which might make a British soldier hesitate to kill an enemy soldier on the battlefield.  These 
videogames figured prominently in the numerous shootings at U.S. schools in that almost all the shooters 
were completely addicted to the games.  Some of them were even able to acquire highly developed 
marksmanship using the games.  Healthy-minded children can play the games without becoming warped, of 
course, but at the very least one has to admit that the games are not conducive to wholesome attitudes. 

All this negativity crushingly weighs down the atmosphere in which our children are growing up.  We 
need to provide them with a healthier view of life; one which includes compassion, loyalty, nobility, love and 
beauty.  Classical culture does exactly that. 

Most interestingly, classical culture is not limited to positive emotions and events.  It deals with 
negative feelings and tragic situations as well, since it must include the heartbreaks of mankind as much as 
the joys—indeed, it must speak to the totality of the human condition.    

However, it presents these negative situations in a language of beauty, no matter how dark they may 
appear.  Mozart explained this very well when he wrote, in one of his letters, that music can express great 
tragedy and extreme emotions, but that the expression must never turn ugly itself.  The language must 
remain musically tempered, organic and logical.  Thus Mozart writes an aria for a comic character named 
Osmin in his opera the Seraglio, who is sputtering and squalling with murderous rage, and the aria certainly 
embodies all of that, but is, in addition, both very funny also beautiful! 

In Donizetti’s opera Lucia di Lammermoor, the heroine Lucia, is driven mad on her wedding night, 
having been forced to renounce her engagement to the man she loves and marry a bridegroom politically 



  

  
  

“Artists are the unacknowledged legislators of the world”                                                                             2 

 
 

convenient to her family.  The famous “mad scene” depicts Lucia out of her mind with grief and absolutely 
pitiable.  When well-acted and sung, it is extremely moving.  But the orchestral accompaniment proceeds 
mainly in even four-bar phrases, using this rational, organic compositional speech to “redeem” the wildness 
of overthrown reason.  The result is deeply touching, and actually beautiful.  A composer outside the classical 
tradition would have presented Lucia’s aimless staggering with realistic jagged music, which might have 
depicted her wretched state convincingly, but at the price of producing no music which is beautiful.   

For another example of classical “redemption” of apparently negative feelings, consider Chopin 
turning the deepest melancholy into liquid loveliness. The classical tradition allows us to recognize that 
despite surface appearances, underneath, the universe is deeply ordered. 

The Foundation’s Summer Music-Science Program (July 28-August 15, 2014) will investigate further 
aspects of this orderliness, principally in the relations between the orbits of our solar system’s planets and 
the notes of a musical scale—which turn out to be astonishingly similar.  Johannes Kepler in the 17th century 
described this “musical” arrangement of the planets as the Harmony of the World, the Music of the 
Spheres.  Although this music is not audible (at least to us), it is a striking validation of the fact that music is 
organized according to basic scientific principles. 

The Summer Program will also concentrate on choral singing of contrapuntal masterpieces spanning 
four centuries.  Such singing is the easiest way for non-professional musicians to take part in performing 
great music, without the years of faithful daily practice necessary to gain a dependable technique on any 
major instrument.  Amateur singers under the direction of a skilled choral conductor --  like our Richard 
Hyman -- are perfectly capable of getting to the very heart of many works of the highest quality. 

The music studied and sung will be contrapuntal; and since few people outside professional musical 
circles have a very clear idea of what counterpoint really means, or why it is so fundamental to classical 
culture, a word of explanation might be welcome at this point. 

When two or more separate musical lines are played at the same time, the result is counterpoint.  If 
there are only two lines, the interaction between these two musical ideas produces a third musical idea, 
which is the complete result of their collaboration, a coherent unity in itself.  And if more lines are added, the 
texture becomes both more complex and richer because the various interactions generate ever-more 
byproducts like the third idea which developed from the collaboration of the first two ideas. 

Notice how much more complicated this texture is than that of a melody with accompaniment or a 
hymn-like texture in which all the lines move pretty much at the same time.  Complexity is key here, because 
the more human experience you can include in a single piece—recognizable as a legitimate unity—the more 
mastery over the diversity of life you have gained, and, incidentally, the more aesthetic pleasure you will 
feel.  Unity-in- diversity is the basic principle in judging quality in all the arts, not just music.  

There is, of course, an upper limit to the complexity that the human ear and mind can make sense 
of.  Four voices are generally quite enough, although Mozart, in the superbly contrapuntal finale to his Jupiter 
Symphony, uses five themes, all recognizable in the highly complex texture; and five would seem to be a 
practicable upper limit. 

To achieve fine quality, contrapuntal themes must have a high degree of recognizability.  The 
composer creates a pattern of notes called a “theme”, which must embody a personal, individual character, 
able to be recognized among the crowd of other themes, even as it undergoes development and 
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variation.  Otherwise, the counterpoint will sound busy but without personality—undifferentiated.  The 
more individually characterful the different themes are, the greater the listener’s joy when the themes are 
perceived as creating a greater whole.  The multitude of different voices permits, and indeed, encourages a 
complexity of discourse on a level with philosophy and theology; and, thus counterpoint is accorded the 
highest honor in the music of the classical tradition. 

Observe, too, that counterpoint is the perfect auditory metaphor for democratic government in 
action: Each voice, at one point or another, becomes the leading voice, then retreats to a supporting role, just 
as each citizen gets to cast his vote as a critically important part of participatory democratic government.   

-Anthony Wentworth Morss 

 
 
 
 
Maestro Anthony Morss, Conductor 
  
Anthony Morss was born in Boston and studied at the New England Conservatory and the National Orchestral Association in 
New York. While still a student, he was chosen by Leopold Stokowski to be his chorus Master and Associate Conductor with the 
Symphony of the Air. Since then, his widely diverse career has seen him as Chorus Master of Juilliard Amercian Opera Center 
and as Music Director of the Majorca and Saragossa Symphonies in Spain, and the Norwalk Symphony in the U.S. He has guest 
conducted the Madrid, Barcelona, Marseille, Cape Town and Slovak Radio Symphonies, among many others. 
  
In 1976 he conducted the American premiere of Massenet Marie Magdeleine with Regine Crespin and Aragall and Wixell, which 
Eva Marton proclaimed a major turning-point in her career. In 1990 in Alice Tully Hall, he conducted a concert version of Fidelio 
with original instruments, the first such performance of a standard repertory opera in New York. 
  
In addition to his symphonic posts he has served as Music Director for the New York State Opera Company, Verismo Opera of 
New York, the Maine Opera, Asociacion Pro-Zarzula en America, and Eastern Opera Theatre of New York. He is currently Music 
Director of the New Jersey Association of Verismo Opera and the Lubo Opera Company. He has guest conducted numerous other 
companies, including the Marseille Opera, New Jersey Lyric, the Majorca Opera Society, Tampa Bay Opera and National Grand 
Opera. 
  
His repertory is wide both in symphony and opera, currently including sixty-seven works for the stage: mostly operas –Italian, 
French, German, Japanese and contemporary American but also some operettas — Gilbert and Sullivan, Victor Herbert, 
Viennese and Zarzuelas. 
  
His has conducted for instrumental soloists like violinist Henry K. Szeryng and pianist Phillipe Entremont, and a host of 
internationally famous singers, including Regine Crespin, Eva Marton, Lucine Amara, Patrice Munsel, Phyllis Curtin, Giacomo, 
Aragall, Louis Roney, Carlo Bini and Ingvar Wixell. 


