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the white female perfectly integrated with Herskovits's dictum that "all 
American whites are black." Mailer (who incidentally succeeded in 
climbing the same social ladder as Gershwin by marrying Lord Beaver­
brook's granddaughter) writes: 

[T]he presence of Hip as a working philosophy in the subworlds of 
American life is probably due to jazz, and its knife-like entrance into 
the culture, its subtle but so penetrating influence on the avant-garde 
generation.... For jazz is orgasm, it is the music of orgasm, good 
orgasm and bad, and so it spoke across the nation, it had the 
communication of art even where it was watered, perverted, cor­
rupted, and almost killed, it spoke in no matter what laundered 
popular way of instantaneous existential states to which some whites 
could respond, it was indeed a communication by art because it said, 
"I feel this, and now you do too. "70 

Through this grotesque dance of the rac~s, a dance in which 
innumerable black, Jewish, and also Latin American prostitutes have 
eagerly participated, the British nobility succeeded in driving the entire 
world of music pertaining to the involvement of the creative intellect 
insane. Within this insane world of entertainment, considerations based 
upon reason and law were automatically invalidated. An irrational 
"taste" for the music of Stravinsky, Stockhausen or Cage competes 
against an equally irrational taste for funk or soul, leaving the rapidly 
diminishing audience which identifies with the classical repertoire of the 
18th and 19th centuries no commonly agreed upon ground from which 
to defend its own musical "tastes." 

Typifying this context of insanity is Gershwin's spiritual heir, the 
morally and intellectually indecent Leonard Bernstein, and his inclusion 
of rock bands in his hideous"Mass. " 

Thus the way was cleared for the unchallenged hegemony of salsa, 
rock, soul, and disco as the music of the insane masses-red, white, and 
black. This is the music deemed by the British oligarchs who fostered it 
as appropriate to the overly-populous and overly-educated mass of 
human cattle of all colors in North America. 

This is the music of a dead, but racially united, America. 
What do rock, jazz and the 1920s salons of Paris and Greenwich 

Village all have in common? Drugs. The heavy use ofmarijuana, cocaine 
and other drugs, including heroin, by jazz musicians white and black of 
the 19~05, including those in the more respectable white swing bands of 
the 19305, only echoed the prevalent use of hashish, cocaine, and opium 
by the bohemian Children of the Sun. The well publicized and uniform 
addiction to heroin by the black and white founders of modern jazz, and 
the actual mass-marketing of the same patterns of drug use and addiction 
to youth populations through rock music, are the true legacy of the 
oligarchs who called for a New Dark Age at the turn of this century. 

For in the early 1950s, this same social engineering project became 
focused under the direction of British Intelligence in the infamous MK­
Ultra program that eventuated in the 1960s LSD explosion and the 19705 
drug epidemic among American youth. Again, the same figures played 
the key roles: Aldous Huxley (who along with Stravinsky, had moved 
to California); Margaret Mead and husband Gregory Bateson (of the 
Tavistock Institute psychological warfare division); and Carl Jung (by 
this time, the psychiatric adviser to MK-Ultra case officer Allen Dulles of 
Airforce Intelligence). 71 
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