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September 17, 1995 

By John Singleton 
February 1996 

First-born son and Sunday born, 
Blue-lipped, in fits he kicked and hit, 
A wingbeat flutter in my arms, 
He sung to me in squeaks and clicks. 

Like yeast and flour, the doughy flesh, 
Rose round, lamb-soft, and toasty white, 
His vernixed skin baked oven fresh, 
Eyes fixed upon the simple light. 

He'll go - and in his journey find, 
A young man's passion, folly, joy. 
A father measures his decline, 
In set-jawed stances of the boy. 

My own song then, I do extend. 
A relic father to his son. 
That wet lipped at the breast again 
Hot fisted under sabbath sun: 

Dance chanting in the star-lit night, 
Stomp blessings 'round its fires, 
Bend low beneath the kindred light, 
Sons crowned, unbound, unbriered. 

"Sing kindness in life 's mystery, 
Beat praises to adventure, 
Sculpt rhythms to its history, 
Painting beauty at its center." 



Joyce's Ulysses: The Quest for Paternity 

By Carla Echevarria 

Of "many-faced" Odysseus' many faces, one of 
those we glimpse least is that of him as a father. 
Among his multiplicity of personas throughout the 
Iliad and Odyssey are the sailor, the captain, the sol
dier, the trickster, the king, and of course, the mighty 
hero. In the latter poem, we also get a chance to see 
him as a husband: his long journey home and the 
bloody battle to reclaim his household finally find their 
conclusion in tl.ie arms of his beloved Penelope. 

But what of Odysseus' relationship with his son, 
Telemachus? Comparatively little is written about the 
reunion of the father with the son he left as a child, 
and found a young man. The result of their reunion is 
not a profound "mingling in love," filled with nostal
gia and story-telling, but a strategic military alliance. 
They unite, but as soldiers, not family. 

Joyce's Ulysses is a hero in a much-less-than
mighty sense, and he is not at all a sailor, a soldier, or 
a king. But Leopold Bloom, at the end of the day, 
holds at least the potential for fatherhood. His odys
sey through the Dublin of June 16, 1904, past dead 
men, drunks, whores, and Catholics, is one well worth 
considering with an eye to this potential end. 

When we first meet Bloom, he is the Odysseus of 
he Calypso episode: chained in domestic servitude to 

a goddess. Newly risen in the morning, his first con
cern is to prepare his wife's breakfast while she sleeps, 
and serve it to her in bed before attending to his own 
meal. It is clearly a regular morning ritual which Molly 
no longer even appreciates. Over the course of the 
morning, he displays signs of his marital servitude as 
he takes great care in running small errands for his 
wife: buying her favorite kind of soap at the druggist's, 
even picking out a sufficiently smutty romance novel 
to suit her reading tastes. While in another marriage 
these might be construed as little gestures of love, the 
fact that Bloom obviously does them out of habit and 
that Molly obviously doesn't care transforms them 

instead into shackles of slavery. Bloom must escape 
this ''Calypso's island" in order to realize the goal of 
his odyssey to fatherhood. 

The episode that follows ends with Bloom taking 
a bath. The organs corresponding to this episode in 
Joyce's schema1 are the genitals, and it is here that we 
first get an explicit look at the sexual Bloom. His 
organ of fatherhood is described as he sits contem
plating it in the bath: 

He saw his trunk and limbs riprippled over 
and sustained, buoyed lightly upward, lemon 
yellow: his navel, bud of flesh: and saw the 
dark tangled curls of his bush floating, float
ing hair of the stream around the limp father 
of thousands, a languid floating flower. [Book 
II, Ch. 2] 

We do not learn until much later that his "languid float
ing flower" has been languid for eleven years; he has 
been impotent since the death of his infant son, Rudy, 
at the age of eleven days. This information, however, 

1In his "schema" for Ulysses, Joyce lists the Title, Scene, Hour, 

Organ, Art, Symbol, Color, and Character Correspondences that 

correspond with each chapter, or episode, of the novel. For ex

ample, let us take the first episode of the Book II: it is Titled the 

"Calypso" episode, and narrates a Scene which takes place in 

Bloom's house at the Hour of 8 a.m. The Organ of the kidney 

plays a prominent and interesting part in this episode, and be

cause it concerns Bloom's domestic matters, the Art correspond

ing to it is economics. The Title alone makes it clear that the 

central Symbol of the episode is the nymph. Joyce chooses to 

identify this episode with the Color orange; he has written the 

episode with a Technic he chooses to describe as a "mature nar

rative". And, finally, the Correspondences between Joyce's char

acters and Homer's are listed as: "Bloom= Odysseus, Molly = 

Calypso". 
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sheds much light upon a re-reading of this episode, 
for it marks the beginning of Bloom's odyssey toward 
fatherhood. At this point, he is "limp," and only the 
"father of thousands" by a remote potential, one that 
he brings closer to actualization by the end of the day. 

The Nausicaa episode [Book II, Ch. 10] describes 
a significant turning-point in Bloom's sexual process. 
It is 8 p.m., at the end ,of Bloom's working-day, and 
he has come to take a walk on the beach. An entire 
conversation of non-verbal flirtation-from-afar that 
takes place between him and the Nausicaa figure of 
the episode, a young girl named Gerty MacDowell. 
She coyly shows off her undergarments to him and 
awakens his sexual desire. Joyce uses the description 
of the fireworks display to hint at what is happening 
to Bloom, as the tumescence technic of the episode 
swells and climaxes with him: 

And then a rocket sprang and bang shot blind 
blank and 0 ! then the Roman candle burst 
and it was like a sigh of 0 ! and everyone 
cried 0 ! 0 ! in raptures and it gushed out of 
it a stream of rain gold hair threads and they 
shed and ah! they were all greeny dewy stars 
falling with golden, 0 so lovely! 0 so soft, 
sweet, soft! [Book II, Ch. 10] 

His onanism demonstrates that Bloom has re
gained his virile capacity for fertilization, and he is 
one step closer to fatherhood. 

From here, Bloom proceeds to the maternity ward 
of the National Maternity Hospital on Holles street. 
This episode [Book II, Ch. 11], one of the most stylis
tically difficult, opens with three incantations, each · 
reapeated thrice. They are delivered in the manner of 
the Arval Hymn, a chant which was part of a ceremony 
performed by the Fratres Arvales, priests of the Ro
man goddess of fertility.2 This, along with the less 
subtle hint of the maternity hospital, are Joyce's sig
nals to the attentive reader that this chapter will deal 
with fertility and reproduction. . 

This theme is reflected even in the technic which 
Joyce uses. In an impressive display oflinguistic ca
pacity, he has written the chapter in a style that evolves 
slowly over the course of the episode, from Old En-

21 owe this information to Ulysses Annotated, by Don Gifford, p. 408. 
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glish, to Middle, to Elizabethan. The transitions are 
seamless, and the reader feels as though he is witness
ing somehing changing and growing with time, like a 
child in the womb. It is the Oxen of the Sun episode, 
and oxen are one of the age-old symbols of fertility. It 
is in this episode that Bloom's quest for fatherhood finds 
its first concrete object, in the form of Stephen Dedalus. 

Stephen, whom Joyce's schema explicitly lists as 
the Telemachus figure to Bloom's Odysseus, is in this 
episode sitting in a waiting-room at the hospital drink
ing with some rowdy, young companions. What we 
know about him has been established by the first three 
chapters of the novel, which Joyce names the 
Telemachia, and by the story of his early years as told 
in A Portrait of the Artist As A Young Man. We know 
him as a charismatic young man whose status as an 
"artist" has yet to be firmly established; we have seen 
into his mind, saturated with a mess of unorganized 
bits of erudition, and acutely conscious of itself. But 
his role as the "son" of Bloom is yet unclear (their 
paths have not even crossed except in indirect encoun
ter), and will only come to fruition over the course of 
this evening which has just begun. 

The conversation that the young men are having 
over their drinks is largely concerned with sex and 
pregnancy. At one point, Stephen condemns contra
ceptive intercourse and masturbation, asserting, in 
Thomistic argument, that the true end of sex is par
enthood: "Gramercy, what of those Godpossibled 
souls that we nightly impossibilise, which is the sin 
against the Holy Ghost, Very God, Lord and Giver of 
Life? For, sirs, our lust is brief. We are but means to 
those small creatures within us and nature has other 
ends than we." 

The setting of this episode in a maternity hospital 
serves a purpose other than symbolism: Bloom, hear
ing the cries of women in labor, recollects the birth of 
his own son, Rudy, and it is the recollection that be
comes an important segue into his paternal focus on 
Stephen: 

But sir Leopold was passing grave maugre 
his word by cause he still had pity of the ter
ror-causing shrieking of shrill women in their 
labour and as he was minded of his good lady 
Marion that had borne him an only manchild 
which on his eleventh day had died and no 
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man of art could save so dark a destiny ... 
and now sir Leopold that had of his body no 
manchild for an heir looked upon him his 
friend's son ... so grieved he also in no less 
measure for young Stephen for that he lived 
riotously with those wastrels and murdered 
his goods with whores. [Book II, Ch. 11] 

From Bloom's train of mental association, we can 
see that Stephen is to somehow become a replace
ment Rudy, at least for one night. This, finally, is the 
first explicit hint at the relationship between the two 
men, predicting a crossing of paths which, by the end 
of the evening, will have changed three lives forever. 

From the hospital, Bloom follows Stephen and his 
crew of "wastrels" to Dublin's red-light district, and 
the Circe episode begins [Book II, Ch. 12]. It is prob
ably the weirdest of all the episodes, written as a "hal
lucination" by Joyce's description, and it reads like a 
surreal nightmare. Here, in the sordid setting of a low
class brothel, we get a more intimate look into the 
candid workings of both Bloom's psyche and 
Stephen's, and the foundation of their relationship is 
cemented. 

Essential to paternity is masculinity, and one of 
the most formidable obstacles in Bloom's path to fa
therhood are the forces which seek to emasculate him. 
In order for him to overcome his impotence and be
come a father, he must first overcome is emasculation 
and become a man. The division between the sexes is 
examined, contorted, ripped apart, and utterly done 
away with in this episode, and it is the process by which 
Bloom regains his manhood. 

One of the most bizarre things about Bloom's 
"hallucination" is the mess of gender-reversals that 
take place in the episode, following the entrance of 
the brothel's madam, Bella. She is the Circe figure of 
the episode, and we are reminded that in Homer's epic, 
Odysseus is warned by Hermes against this particular 
goddess, "lest you find yourself unmanned by her". 
In Homer's context, the warning is intended to mean 
that Circe's magic turns men into swine, but in Joyce 's, 
unmanned has a twofold meaning. Bella turns Bloom 
not only from a man into a pig, but from a male into a 
female. There are only the smallest, and rather con
fusing hints that this is so: Bloom falls to the ground 
"on all fours" and cries "Truffles!", and at the same 
time the personal pronoun pertaining to him switches 
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to "she." Bella/Circe is the central figure of this epi
sode, and she represents the emasculating powers that 
Bloom must face and overcome. 

The madam herself switches back and forth be
tween being Bella and Bello, and in her masculine 
aspect she is cruel and tyrannical like the Homeric 
goddess, holding dominion over Bloom with the 
words, "Henceforth you are unmanned and mine in 
earnest, a thing under the yoke." She then makes him 
put on women's clothing of "shot silk". She and her 
whores then hold Bloom down to the floor and torture 
him with physical sadism as she recites a litany of his 
womanlike weaknesses. These turn out to be mul
tiple and rather surprising. Made to don a corset, pet
ticoat, and garters, he confesses to being a cro~s
dresser: to having tried on his mother's clothes, and 
to having been turned into a "true corsetlover" by play
ing a female impersonator in a high school play. He 
is also revealed to have masochistic tendencies, linked 
to his fear of women: "(Cowed.) Exuberant female. 
Enormously I desiderate your domination." "The Sins 
of the Past" parade by in a medley of voices, telling of 
his deeds with whores and strumpets, his having mas
turbated in phone booths and over used-pieces of toi
let paper, having written pencilled messages in pub1ic 
places offering his wife's services "to all strong-mem
bered males". 

His subjugation to his wife is brought back to our 
attention by Bello: "The missus is master. Petticoat 
government." To this, Bloom can only reply, "That is 
so." His gender reversal and Bella's is symbolic of 
the reversal of traditional roles that has taken place in 
his marriage. We are reminded of our very first look 
at Bloom, eleven episodes ago, when he began his day 
by bringing Molly breakfast in bed. Bello completes 
the symbolism when he places a ring on the female 
Bloom's finger and says, "With this ring I thee own." 

The bizarre mess of hallucinations is finally shat
tered by Stephen, toward the end of the chapter, when 
he shatters the chandelier with a blow of his ash plant. 
With this sudden return of reality, Bloom regains his 
masculinity by taking control of the situation. Bello, 
before whom the female Bloom once cowered in fear, 
reverts to being Bella, and she in turn cowers before 
the male Bloom, shrieking in fear when he raises the 
ashplant as if to strike. 

Having thus overcome the symbol of his emascu
lation in the form of Bello, Bloom is ready to take an 
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active, real step toward paternity. This he does by 
rescuing Stephen from the redcoats who assault him. 
As Bloom stands over the younger man, waiting for 
Stephen to regain consciousness, a figure appears to 
him, an eleven-year-old boy in a school uniform, read
ing a book. It is the figure of his son, Rudy, who died 
at the age of eleven days, and is here seen by Bloom 
at the age he would haV'e been had he lived. The white 
lamb's wool coverlet that his mother knitted for his 
burial is transformed into a white lambkin peeping out 
of his waistcoat pocket. The delicate apparition hov
ers over Stephen, like the Holy Spirit above Christ in 
the waters of Galilee, and serves to symbolically "bap
tize" Stephen and, finally, make Bloom a father. 

Thus begins the Nostos, the homecoming [Book 
III]. United with his father in Ithaca, Telemachus must 
now help Odysseus conquer and slay the suitors who 
overrun his household, that he may regain his posi
tion as master of his home. 

Joyce spent a lot of time acquainting us with 
Stephen Dedalus not because he is the essential figure 
in this novel - else the novel might have been titled 
Telemachus - but because he is the necessary com
ponent to Bloom's nostos. No other character in the 
novel, not Buck Mulligan or Lynch or any other young 
man, could have fulfilled the role that Stephen does in 
Bloom's odyssey. This may be because of the recip
rocative nature of their interaction: Stephen acquires 
from his evening with Bloom something that no one 
else could have given him, if only because no one else 
would have been willing to be a father to him for one 
night. In any case, the relationship that develops be
tween Bloom and Stephen, adpotive father and son, 
though it endures for only the remainder of the night, 
would require an entire other essay to examine com
pletely. I will not examine it incompletely here, be
cause it is not the end of Bloom's odyssey toward fa
therhood, but only the penultimate step. 

Once father and son have stolen back into their 
house, Telemachus bars the door behind them so that 
the suitors may not escape. But most of the slaying is 
left up to Odysseus. Likewise, after Bloom sneaks 
into his house via the window (having forgotten his 
keys), he lets Stephen in by the front door, and the 
younger man locks the door behind him. But the "slay
ing" of the "suitors" is a task that Bloom must do alone. 

The slaughter begins when Odysseus proves his 
identity to the suitors by stringing the great bow that 
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none of them were able to string. Joyce lists the bow 
in his schema as a symbol for reason, and it is through 
reason - that is, rhetoric - that Bloom persuades 
Stephen to quit the company of Buck Mulligan. 
Mulligan corresponds in Joyce's schema to the first 
suitor who is slain, Antinous. The second suitor who 
is slain is Eurymachus, who corresponds to "Blazes" 
Boyland, Molly's lover. Bloom "slays" Boylan in his 
mind by rationally examining his emotional responses 
to his own cuckoldry (envy, jealousy, abnegation, and 
equanimity), and examining his options for retribu
tion in a likewise very rational manner: 

Assasination, never, as two wrongs did not 
make one right. Duel by combat, no. Divorce, 
not now. Exposure by mechanical artifice (au
tomatic bed) or individual testimony (concealed 
ocular witness), not yet. Suit for damages by 
legal influence or simulation of assault with 
evidence of injuries sustained (selfinflicted), not 
impossibly. [Book ill, Ch. 2] 

Finally, he justifies the affair and his own feelings 
by a process of reasoned "reflections" : 

The preordained frangiblity of the hymen, 
the presupposed intangibility of the thing in 
itself. .. the fallaciously inferred debility of 
the female, the muscularity of the male: the 
variations of ethical codes. . . the continual 
production of semen by distillation: the fu
tility of triumph or protest or vindication: the 
inanity of extolled virtue: the lethargy of 
nescient matter: the apathy of the stars. 
[Book III, Ch. 2] 

Just as the aegis of Athena appears as a heavenly 
portent in Odysseus' hall in the midst of all the slay
ing, Bloom and Stephen simultaneously observe a "ce
lestial sign" in the form of "a star precipitated with 
great apparent velocity across the firmament" as they 
stand outside urinating. 

When all the slaughter is done, Telemachus is sent 
away and Odysseus fumigates his house, just as Bloom 
does after Stephen's departure. Bloom has offered 
him the guest bedroom of his house, but Stephen de
clines. They have made plans between them, for voice 
lessons and Italian lessons, for "static, semistatic, and 
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peripatetic intellectual dialogues" in the future, but 
Bloom forsees difficulties in realizing these plans. He 
recalls how: 

once at a performance of Albert Hengler's 
circus in the Rotunda, Rutland Square, 
Dublin, an intuitive particoloured clown in 
quest of paternity had penetrated from the 
ring to a place in the auditorium where 
Bloom, solitary, was seated and had publicly 
declared to an exhilirated audience that he 
(Bloom) was his (the clown's) papa. [Book 
III, Ch .. 2] 

We learn that the clown was not, as a matter of 
fact, Bloom's son. This memory is an illustration of 
what Bloom calls "the irreparability of the past." The 
past stands as it has happened, with Bloom's biologi
cal son dead and Stephen's biological father being 
someone else. It is for this reason that Stephen and 
Bloom go their separate ways at the end of the evening. 
Bloom may "adopt" Stephen for one night, as he has, 
but adoptive fatherhood is not true fatherhood, and 
his odyssey is not quite over yet. 

Throughout the slaughter, Penelope lies unaware, 
sleeping. When she awakens and. Odysseus presents 
himself to her, she is skeptical, and after ten years of 
separation, is reluctant at first to accept the "beggar" 
in rags as her lost husband. What finally secures her 
belief is Odysseus' know ledge of the unique construc
tion of their marital bed. 

The final episode of the novel takes place in 
Bloom's marital bed, where Molly lies sleeping. He 
climbs into bed, she awakens, and they converse a little 
before falling back asleep. Two very important things 
happen, however, and together they constitute Bloom's 
final step towards fatherhood. 

The first of these is that Bloom, in kissing his 
wife's rump, gets an erection. This would not be a 
spectacular event, were we not alert to the fact that it 
is the first he's had while lying with his wife in eleven 
years. Traumatized by the death of his only son, Bloom 
was unable to have sexual relations with Molly for 
over a decade. This, his first instance of arousal in 
her presence, signals the beginning of a new episode 
of fatherhood for Bloom. 

The second important event is that Bloom, before 
he falls asleep, requests that Molly get him breakfast 

in bed the next morning. As she falls asleep, she re
flects that "he never did a thing like that before", and 
we again remember how, for time immemorial it 
seems, Bloom always brought Molly breakfast in bed. 

The event of Bloom's erection, a figurative return 
to his marital bed after a long hiatus, is the culmina
tion of the sexual process of revolution that has taken 
place over the day: from his limpness in the bath, to 
his masturbation on the beach, and finally to the be
ginnings of real sexual intimacy with a real woman, 
his wife. His request for breakfast in bed is the cul
mination of the psychological process of revolution 
that took place mainly in the Circe episode: the con
version of his marriage from a condition of domestic 
servitude and inequality into a real union of love _and 
partnership. 

Bloom, with these apparently-inconsequential ges
tures, completes his odyssey and his homecoming. Just 
as Odysseus must now rebuild his kingdom on Ithaca 
and restore the familial bonds of his home, Bloom has 
begun the rebuilding of the both the physical and psy
chological foundations necessary to raise a home. He 
is ready to face a new marriage and a new fatherhood. 
It will be a fatherhood not only in the adoptive sense, 
but in the true, biological one. And as she drifts off to 
sleep, Molly responds to this proposition, 

yes I will Yes. • 
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Magical Politics and the Revelation and Perfection of Nature 

By Matthew Braithwaite 

The Tempest is a play the whose structure seems 
knit together by political events. Prospero's betrayal 
is the catalyst for the action of the play; his reinstate
ment its conclusion. Yet it is impossible to read the 
play as the tale of a wronged duke regaining his duke
dom. This is mostly because there is much of the play 
that is more than political, and more to Prospero's ac
tions than is necessary to his dukedom and Miranda's 
marriage. Furthermore, his magical powers allow him 
to achieve whatever ends he wishes with much less 
delicacy than he in fact devotes. By being as delicate 
as he is, Prospero manages wholly to avoid coercing 
others to do his bidding: even Caliban gets a measure 
of freedom. Prospero does form illusions and false 
impressions as guides, ,but the characters' actions are 
their own. What is more, the situations Prospero cre
ates prompt their actors more fully to express their 
natures in their actions: his illusions allow the light of 
truth to shine on whom they charm-a valuable gift 
for a philosopher. 

The decisions that most clearly enable this to hap
pen are the division of the characters on Alonso's ship 
into groups according to Prospero's aims, and the 
manner in which Prospero appears to each group. To 
Ferdinand he appears directly (since Ferdinand needs 
no encouragement to fit into Prospero's plan; far from 
it), and to Stephano and Trinculo through Caliban's 
report. But he reserves his strongest use .of magic for 
Alonso (who needs prodding to find his conscience), 
to whom he appears through the speech made by 
Arie 1 's "figure of a harpy" . 

The first scene of the play typifies Prospero' s treat
ment of Alonso and his company: he gives them pres
sures to endure, and all but Gonzalo take them poorly. 
Alonso, Sebastian, and Antonio are absurd in their 
interference with the boatswain's office: they try to 
command what they cannot, and obstruct those who 
know better than they what to do. They are leaders 

who, by not recognizing nature for the rightful author
ity during the tempest, show that they do not know 
how to be led. When the boatswain says that they 
"assist the storm" (l.i .14)1 he is of course unaware that 
the storm is Prospero's hand, but this is not lost on the 
reader. This is the first of many wonderful such iro
nies: these three wicked men by their very character 
cannot but assist the action of Prospero's justice upon 
them. When they are exposed to "state of nature", it 
becomes clear that Sebastian and Antonio do not have 
nobility within them but thrust upon them, as their vi
ciousness here and later shows. Despite Gonzalo's 
urging them to behave as befits civilized men, it is 
clear that they do not consider anyone's case to be as 
their own. 

From Prospero we shortly learn that their evil has 
some history to it. The political arts that Prospero dis
dained, he cast upon Antonio, in whom they "awak'd 
an evil nature" (I.ii.93): 

Being once perfected how to grant suits, 
How to deny them, who t' advance, and who 
To trash for overtopping, new created 
The creatures that were mine, I say, or chang'd em, 
Or else new form' d 'em; having both the key 
Of officer and office, set all hearts i ' the ' state 
To what tune pleas'd his ear (I.ii.79-85) 

What Antonio learned, that is, were the arts of favor; 
and with them he re-created Prospero's court in his 
own image. The license granted Antonio by this power 
is like that granted by the island: in most men, law 

1All quotations are taken from The Riverside Shakespeare, Vol. II, 

G. Blakemore Evans, ed. All citations to the play are made within 

the text in standard form. I am grateful to Dean Brann for her 

guidance; and particularly for the suggestion that I write on a 

work of literature, which, taken, has provided good instruction. 



ENERGEIA 

may be relied on as a counterweight to wrongful de
sires; but a ruler must rely on conscience to serve in 
that office, and Antonio has none. Like Caliban, he 
gives free reign to his desires (though they are of a 
different kind than Caliban's), subject only to practi
cal obstacles; and so, like Caliban, he is slavish-the 
most unfitting condition for a-ruler. If Gonzalo's state
ment that "our case is as theirs" (l.i.55) is metaphori
cal, meaning that the state of the subjects is as the 
state of the sovereign (as we might suspect from 
Prospero's metaphor of subjects being "new created" 
in the sovereign 's image), the case of Antonio 's Milan 
is truly miserable. 

The most terrible example of Antonio and 
Sebastian showing their true colors comes when 
Prospero puts all but this evil pair to sleep. Prospero 
clearly anticipates what in fact occurs, as is clear from 
Ariel's words to Gonzalo: 

My master through his art foresees the danger 
That you, his friend, are in, and sends me forth 
(For else his project dies) to keep them living. 
(II.i.297-9) 

Exactly as one might expect, Antonio's evil wells 
to the surface, and resonates in Sebastian. Both in 
this scheme and in his betrayal of Prospero, Antonio 
counts on two things: the absence of strong men op
posing him, and the means to crush any opposition 
swiftly and decisively. In deposing his brother, the 
first of these requirements is met by Prospero's pre
occupation with study and by the malleability of his 
subordinates; the second by Naples' army. In plotting 
to do away with Alonso, he counts on being able to do 
in Gonzalo as well (whom he had previously ridiculed, 
but here takes seriously), and again on the weakness 
of his victims' subordinates. The things Antonio fears 
are men of strong conscience and outraged mobs. 
What the island provides is a means of avoiding these 
difficulties: there Gonzalo is easily killed, and a tear
ful Sebastian can tell the Neapolitan army and citi
zenry that his brother and nephew perished at sea. That 
is to say, by its isolation the island gives aid chiefly to 
the concealment (rather than to the perpetration) of an 
evil deed. The fact that Gonzalo's waking does not 
weaken Antonio's resolve suggests exactly this; that 
by means of the freedom its isolation provides, the 
island tests whether nurture, taken as that which per-
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fects nature, has so done, or merely gives the appear
ance thereof. Prospero's exchange with Gonzalo shows 
that he is acutely and painfully aware of the horrors 
that a civilized veneer can conceal: 

Gon. Their manners are more gentle, kind, than of 
Our human generation you shall find 
Many, nay, almost any. 
Pros. (Aside.) Honest lord, 
Thou hast said well; for some of you there present 
Are worse than devils.(III.iii.32-6) 

The illusion created by Prospero for these "three 
men of sin" that they are sole survivors on a desolate 
island is completed by Ariel's appearance in III.iii. 
Alonso, despairing of ever finding Ferdinand, is pre
pared to enter into the dream that Prospero has made 
for him: that nature has requited his past injustices 
through the death of his son. Though this is not, strictly, 
true, one might well wonder if it makes a difference. 
Gonzalo, despite his not having seen Ariel, sees noth
ing peculiar or inexplicable about Alonso's guilt. Nor 
does Alonso himself think his own guilt to be a tem
porary insanity, as his penitence does not vanish with 
Ferdinand's restoration: he has undergone, Scrooge
like, a curative dream. Unlike his brother, Alonso is 
not beyond redemption, and it is this that Prospero's 
illusions cause him to reveal. When Prospero breaks 
his charms, Alonso has expiated his guilt, and is 
minded as Prospero wishes him to be, suggesting him
self the very solution to all problems that Prospero 
has planned: 

A daughter? 
0 heavens, that they were living both i Naples, 
The King and Queen there! That they were, I wish 
Myself were mudded in that oozy bed 
Where my son lies. (V.i.148-52) 

But of course this neat end, which moves 
Prospero's cherished daughter into the world, and in 
so doing, restores Milan from its "most ignoble stoop
ing", is like Alonso's penitence in respect of its cause: 
though Prospero creates a setting in which the two 
may fall in love, it is their own natures that draw them 
together. 

Ferdinand's isolation, like that of Antonio and 
Sebastian, gives him a degree of liberty. He takes 
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Miranda for his bride, as he says, "when I could not 
ask my father for his advice; nor thought I had one" 
(V.i.190-1) (the pain of which thought Ariel's music 
has softened). Miranda, for her part, is encouraged by 
Prospero to disobey his commands and show her love 
for Ferdinand: his own laborious trial tries her also. 
Though Miranda thinks her father sleeps when she 
converses with Ferdinand (III.i), both of them with
stand their supposed freedom from his eyes with pro
priety. Indeed, Ferdinand's first request to Miranda is 
that she "will some good instruction give on how I 
may bear me here" (I.ii.425-6). Ferdinand carries his 
nobility with him, and so Miranda's reaction to him, 

There's nothing ill can dwell in such a temple. 
If the ill spirit have so fair a house, 
Good things will strive to dwell with 't. 
(l.ii.457-9) 

and his to her, show great clarity of mind, though some 
might cynically remark that it is only Miranda's naivete 
that makes her speak thus, and that it was a lucky thing 
for her that the first young man she set eyes on was 
Ferdinand. This suggestion has an unfortunate he
reditary parallel in the fault which lost Prospero his 
dukedom. But this is too ugly a thought to be true; it 
is both better and more plausible to take their "chang
ing eyes" as the result of beautifully clear perception: 
they see each other's spirits made flesh in each other's 
appearances. 

It might at first seem paradoxical to say that 
Miranda exhibits this kind of sight. She is, after all, 
entirely innocent of human affairs. But her wholeness 
and intelligence say that she is not as ignorant as her 
isolated upbringing might suggest. Prospero has de
voted no small amount of care to his daughter's edu
cation, and the education of a scholar and magician 
must be rich with teaching stories and dreams, and 
other noble lies. Miranda has been in some measure 
formed by Prospero's Art; she is a created thing, of 
whom Prospero is justly proud: 

Here, afore heaven, 
I ratify this my rich gift. 0 Ferdinand, 
Do not smile at me that I boast her off, 
For thou shalt find she will outstrip all praise 
And make it halt behind her. (IV.i.7-11) 
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Prospero knows, though, that she cannot forever 
inhabit his artificially pure and dream-like world; that 
he must release Miranda from being a daughter so that 
she may become a queen. His statement that she is 
ignorant of what she is (which fact she is aware of) 
means, I think, that Miranda belongs also to the world 
and that he can no longer keep her from it. Ferdinand's 
wish that they may keep Prospero's wise company in 
his island paradise is impossible, if for no other rea
son than that it denies a duty to rule. Miranda's up
bringing on this island is, as Prospero says, blessed. 
To him the world of the political is suspect, since it 
conceals nature and breeds falsehoods: how could his 
child know the true from the false in such a setting 
when even he did not? Better to let her be exposed to 
truths: the only imperfections which Miranda has seen 
are Caliban's, and his nature is not evil, but simply not 
human. Nothing of Caliban is concealed; his very ap
pearance speaks his nature. Against him Miranda can 
measure what it means to be a perfected human being. 
So by experi~nce Miranda knows the distinction be
tween animal and cultivated, about which it is impos
sible to be deceived; but she is not for her innocence 
ignorant of the subtler corruptions particular to politi
cal man, as her question to Prosper_o, "Wherefore did 
they not that hour destroy us?" (l.ii.137-8) shows. 
Miranda is free from the clouded vision engendered 
by the political world, and this may help her survive 
in it. The forthrightness of her mind may be seen in 
Ferdinand's courtship of her. They speak between 
themselves with directness and purity. Miranda's ad
monition, "Hence, bashful cunning, and prompt me, 
plain and holy innocence!" (III.i.81-2), is the pre
rogative of her nature. She and Ferdinand are such as 
to banish suspicion and banter from each other's minds: 
to see is to love. 

Prospero's illusion for Ferdinand and Miranda is 
the same as that he creates for Antonio and Sebastian: 
freedom from watchful eyes. But the plain difference 
between the two pairs is captured perfectly m 
Ferdinand's defense of his virtue: 

... the murkiest den, 
The most opportune place, the strong' st suggestion 
Our worser genius can, shall never melt 
Mine honor into lust... (IV.i .25-8) 

And in fact, both pairs were given "the most 
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opportune place" to act wickedly, but while opportu
nity exposes baseness in Antonio, it makes Ferdinand's 
purity and devotion all the stronger. Prospero's de
scription of Caliban as "a born devil, on whose nature 
nurture can never stick" (IV.i.188-9) illustrates the 
difference between these types neatly: it is clear that 
nurture has done more than stick to Miranda and 
Ferdinand. While Antonio's evil is concealed by his 
civilized garments, Ferdinand's and Miranda's natures 
incorporate the perfection of nurture, and so require 
no revealing. This last can be said also of Caliban, for 
when he is given opportunity he reveals nothing of 
himself that was not obvious. Caliban and Miranda 
are antitheses: the one animal and the other perfected, 
but both true. But while Prospero calls Caliban a devil, 
he rightly calls Antonio worse than a devil, because 
he is nurture perverted. So Caliban is at the center the 
play, for against him its foulest evil and most perfect 
beauty are both opposed .. 

Caliban has a deep connection to the island. Not 
only was he born there, but he is, we assume, left alone 
there at the end of the play. Where Prospero and 
Miranda are guests on the island, Caliban is its sole 
native. He knows the island's every corner, so much 
so that the island provides for his sustenance. He is 
infused with the island's nature. Strangely, misshapen 
creature that he is, he speaks beautifully. Even his 
curses are delivered in neatly-turned phrases. While 
uncivilized and crude, Caliban is capable of feeling, 
and is a lover of beauty, as this wonderful passage 
reveals: 

Be not afeard, the isle is full of noises, 
Sounds, and sweet airs, that give delight 
and hurt not. /Sometimes a thousand 
twangling instruments /Will hum about 
mine ears; and sometime voices, /That if I 
then had wak'd after long sleep, /Will 
make me sleep again, and then in dream
ing, /The clouds methought would open, 
and show riches /Ready to drop upon me, 
that when I wak' d /I cried to dream again. 
(Ill.ii.135-43) 

It is no mere beast that dreams and takes delight in 
music. What is, in a small way, tragic about these 
capacities is that Caliban is not sensitive merely to 
natural beauty, but also to human beauty. He has an 

expression of wonder for nearly everyone in the play: 
"These be fine things, and if they be not sprites. That's 
a brave god, and bears celestial liquor. I will kneel to 
him." (Il.ii.116-7); "But she so far surpasseth 
Sycorax as great'st does least." (IIl.ii.102-3); "O 
Setebos, these be brave spirits indeed! How fine my 
master is!" (V.i.261-2). But if he finds beauty in 
Stephano, it can only be in comparison to his own 
ugliness. He is driven to serve Stephano simply be
cause he sees him as something wondrously superior 
to himself (though, to his credit, he eventually escapes 
this misapprehension). Though it may be tempting to 
call Caliban a natural slave because of this, natural 
slavery requires that it be better for the one in ques
tion to be ruled. But Caliban is no better for Prospero's 
rule over him, since the latter's "humanly taken pains" 
cannot soften Caliban's inhuman nature. The idea of 
natural slavery depends on rule improving on the state 
of nature, but a human nature seems to be required to 
be susceptible to this improvement. When Prospero 
embarks for Naples, and Caliban is left alone as he 
was before Prospero came, he will be just as he was 
before, but with consciousness of his own inferiority 
and of beauties he will never attain. If ever enlighten
ment were cruel it is so here. 

The apparent contradiction between this picture 
of Caliban on the one hand, and that of the ill-man
nered and bestial slave on the other, wants explana
tion. Certainly it is not merely an animal that speaks 
in unrhymed iambic pentameters. Caliban owes what 
he is to three things: his bestial nature, which he in
herits; the island on which he grew up; and his asso
ciation with Prospero and Miranda. Caliban has had 
from these two the gift of language. Though he says 
that his only profit from it is cursing, this is far from 
the truth. Without speech, there would be nothing curious 
about Caliban: the creature Miranda describes (l.ii.355) 
sounds truly like an unreasoning brute, an animal. 

The reverence we have for speech causes us ha
bitually to assume that the abilities which we see ex
pressed in speech, such as reason and poetry, are in
separable from the faculty itself. In Caliban, we find 
speech separate from humanity, so it pays to examine 
what in Caliban is due to speech, and what is indepen
dent of it. Such a division would also be the division 
between things that (in speaking creatures generally) 
are learned, and things that are required to be suscep
tible to that learning. 
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Caliban first describes Prospero's teaching him 
language thus: 

[Thou wouldst] teach me how 
To name the bigger light, and how the less, 
That burn by day and night; (l.ii.334-6) 

If the most fundamental act of language, that of nam
ing, had to be taught to Caliban, then Sycorax must 
have died when he was very young, else she would 
have done this. But more interesting is that Caliban's 
own account of his learning language stresses his abil
ity to name. Miranda's account is similar: 

When thou didst not, savage, 
know thine own meaning, but wouldst 
gabble like I A thing most brutish, I 
endow'd thy purposes /With words that 
made them known. (l.ii.355-8) 

So both accounts of Caliban's learning, in other words, 
describe his being given words for what he already 
has. But Miranda says that prior to being given lan
guage, Caliban did not "know his own meaning". It 
seems to me that this is the first of at least three as
pects of Caliban concerning which the influence of 
language ought to be investigated. The second is his 
human aspect, expressed by such abilities as emotion 
and dreaming. The third is his rationality-is there 
any sense in which Caliban can be called rational? 

Concerning these things, it is useful to rephrase 
the above conclusion more formally: Miranda implies 
that prior to language Caliban is capable of intent. 
Similarly, Caliban's own words ("how to name the 
bigger light...") suggest that prior to language, he was 
capable of seeing things for things and (hopefully this 
is not stretching a point) of seeing relations between 
things: the roots of rational behavior. And Caliban's 
plotting against Prospero (IIl.ii.87-103) looks a great 
deal like the genuine article. One could, however, 
observe that animals exhibit behavior that seems ra
tional in the same way: if a wolf seldom attacks wak
ing victims, can't we say that it forms unspoken syl
logisms, for example "defenseless animals are easier 
to kill, a sleeping animal is defenseless, therefore a 
sleeping animal is easier to kill"? In other words, how 
is instinct given language different from what we call 
rationality? Caliban's use of language makes him 
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different from an animal, but does merely that make him 
rational as we understand the term to apply to ourselves? 

If there is anyone in the play who typifies the man 
in whom reason has its rightful place, it is Prospero. 
His first words, "be collected", neatly summarize his 
behavior throughout. Even in seeing Miranda's and 
Ferdinand's love for each other he maintains his re
serve, saying that he cannot be so glad as they be
cause of the requirements of his designs. But his ex
change with Ariel shows he is far from immunity to 
passion: 

Ari. Him that you term'd, sir, "the good old 
Lord Gonzalo", /His tears run down his 
beard like winter's drops /From eaves of 
reeds. Your charm so strongly works 'em 
/That if you now beheld them, your affec
tions /Would become tender. 
Pros. Dost thou think so, spirit? 
Ari. Mine would, sir, were I human. 
Pros. And mine shall. Hast thou, which art 
but air, a touch, a feeling /Of their afflic
tions, and shall not myself, /One of their 
kind, that relish all as sharply /Passion as 
they, be kindlier mov'd that thou art? 
/Though with their high wrongs I am 
strook to th' quick, /Yet, with my nobler 
reason, gainst my fury /Do I take 
part.(V.i.15-27) 

In this speech Prospero is held in the grip of two pas
sions, fury and sympathy, with reason occupying its 
proper role as arbitrator: the very paradigm of human 
rationality. But the very fact of his sympathy is worth 
noting, since Prospero has somewhat turned his back 
on humanity. The chapters of his life with which the 
play acquaints us are his solitude with his books, his 
solitude on the island, and the solitude of his eventual 
retirement to Milan. The first _of these was clearly 
willful; and though his banishment was not, neither 
does he look forward to his return to society with any 
apparent relish-understandably so, since Prospero has 
no very great reason to be fond of humanity in gen
eral (though he certainly holds some of its particulars 
dear), for he is acutely and painfully aware of the spec
trum of human natures that runs from Gonzalo to An
tonio. This speech makes it difficult blithely to attach 
to Prospero that most odious of scholarly stereotypes, 
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the unfeeling automaton. Prospero more resembles 
the philosopher-king, in that most of his joys in hu
manity, though lesser than those of the intellect, are 
not precluded by the latter (and like the philosopher
king, he evades his duty to rule). 

Miranda, in contrast to her father, has none of the 
gloom or cynicism that presumptively underlie his 
withdrawal. Humanity's novelty to her makes it as 
wondrous to her as to Caliban. Her reactions to the 
dark underbelly of mankind are therefore a strange 
mix of youthful emotion and innocence made potent 
by a mature intellect. Her joy in her "brave new world" 
is a gift of Prospero's upbringing, which may save her 
from his disillusionment. Ferdinand is another, for he 
and Miranda are two of a kind, and so will keep each 
other from receding from the world. But Prospero 
has no equals to call his companions, only his daugh
ter and the insubstantial Ariel (who shares his secret 
designs but not his humanity). 

In addition to all this, Miranda has a genuine love 
of humanity. Though Prospero's stories leave evil 
known to her, her first words to him show that she is 
perfectly unreserved with "the very virtue of compas
sion" (I.ii.27). Taken literally, as we are precisely to 
do ("I have suffered with those that I saw suffer" 
(I.ii.5)-the most precise evidence the subject admits 
of), compassion could be called the fundamental so
cial instinct. It is certainly remarkable in Miranda, 
since she has only known the society of her father and 
Caliban. It is doubly remarkable in that her life has 
been uncommonly free from suffering. Her compas
sion, which we could say is due to something like 
nurture (acting on a good nature), is exactly what is 
absent in Caliban. 

Caliban is driven by desire, and if he has a con
science it is surely vestigial, being bothered by attempts 
at neither rape nor murder. But we are obviously not 
meant to take Caliban as an evil nemesis, since his 
attempt to do away with Prospero is entered into with 
drunken buffoons: the contemplation of murder is 
mingled with the comic relief. Caliban's animal na
ture, the way his actions flow directly from his de
sires, is precisely what mitigates his contemplation of 
murder, even as carefully as he plans it (Ill.ii.87-
95). If an act is not just unless it is done with just 
intent, then we may say that an act is not evil unless it 
is done with evil intent. And if one cannot intend to 
act justly without some knowledge of the just, one 

cannot have evil intention without some knowledge 
of evil. 

Most would agree that evil acts are so by nature. 
We take it that this implies that all men know what an 
evil act is. That is, to say that evil acts are so by na
ture is equivalent to saying that man naturally knows 
what acts are evil, or more generally, that man natu
rally knows what is by nature. But Caliban clearly 
does not have this knowledge (or has it in a different 
way), since he seems wholly to lack evil intent. This 
prompts the question of what difference between 
Caliban's nature and man's nature underlies his igno
rance and our knowledge. Reflexively, one leaps to 
suggest man's rationality as the distinction. But 
Caliban appears to confound this idea, as he is in some 
way rational, and yet does not seem to know what is 
by nature. Then we must say whether man is rational 
in a sense that Caliban is not, or whether knowing by 
nature what is by nature is due to some other property 
that belongs to man but not to Caliban. 

If we were to adopt the first of these alternatives, 
namely, to conclude that Caliban is not rational in the 
proper sense, there arises a difficulty. If his rational
ity is to be distinguished from that of man, it must be 
done on grounds other than that of the ability to rea
son (since he appears to have that), and it seems like 
there are only two (related) options: the objects to 
which he applies reason, and the manner in which his 
reason is applied. The first of these alternatives cer
tainly looks inviting, since one would imagine that 
there are objects about which Caliban would have dif
ficulty reasoning. The difference could perhaps be 
captured by defining proper rationality as the capac
ity to reason abstractly, or as the capacity for intellec
tion. The second of these alternatives is likewise ap
pealing, since one could say that reasoning applied 
only to the satisfaction of desire is merely animal in
stinct given language, and so define proper rationality 
as the ability to reason with the desire to know. The 
two alternatives are nearly equivalent, so they may 
both stand as the consequence of assuming that 
Caliban, though he can reason, is not rational in the 
fullest sense. But neither illuminates why man knows 
by nature what is by nature, since when we say that 
man by nature knows what is evil, we do not have in 
mind a reasoning process, but as said before, some
thing like an instinct for what is by nature. The ability 
to reason abstractly, therefore, or the ability to reason 
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desiring to obtain knowledge, does not completely 
account for man's advantage over Caliban. 

The other alternative, then, is to name the prop
erty of man, deficient in Caliban, which allows him to 
know by nature what is by nature. Since we see 
Caliban's deficiency in this regard manifested in his 
asocial nature, it seems right to examine compassion, 
taken as the fundamental social virtue. Compassion 
(in the sense of knowledge of the likeness of others to 
oneself), when found in a rational creature, can be seen 
as a kind of knowledge: it makes the likeness of other 
men to oneself an intelligible fact, from which reason 
may proceed; in other words, compassion is what per
mits man knowledge of his own nature. It is the source 
of man's capacity for intellection about man. And so 
I think if compassion is natural in man, it is what per
mits man to know what is by nature (inasmuch as it 
permits him to know his own nature). But Caliban is 
not a man, and he knows it. Therefore, lacking com
passion, he is not.by nature social, and so good and 
evil natures (which belong to man as social) have no 
meaning with respect to him: he has potential for 
neither. 

This makes it seem that Caliban is not fully con
scious of himself: whereas man is naturally introspec
tive, Caliban is not. Thus it may be that it was more 
right than it first appeared to suggest that human ra
tionality is distinguished by its objects or its motiva
tion. Caliban's lack of understanding of his nature is 
perhaps the strongest argument that he is not human, 
for when we speak of being rational, we mean ratio
nal and conscious of that rationality. If ther~ is any 
sense in which Caliban is rational, it is not a self-con
scious one: he has neither the means nor the inclina
tion to reason about himself. So it seems that he does 
not "know his own meaning", but only his purposes. 
Language puts Caliban somewhere between a syllo
gistic wolf and the self-consciously ration.al being (for 
a mere animal could not have understood the neces
sity of seizing Prospero's books) in that understand
ing language only gives him access to more informa
tion. Since he only uses the information gained from 
language to vent his desires, he is not rational in the 
same way that man is. Something like awareness of 
nature is probably still at the heart of this: man de
lights in language and reason for their own sake (rather 
than merely to serve desire) exactly because he is 
aware of these faculties in himself. 
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In one respect, Antonio is much like Caliban, in 
that neither has a conscience to obstruct the satisfac
tion of his desires. But while Caliban has no preten
sions to humanity (though perhaps he has hopes), 
Antonio tries to hide his lack of human compassion 
under the skin of a social creature. In his speech to 
Sebastian he shows that he understands himself per
fectly on this point: 

Here lies your brother, 
No better than the earth he lies upon, 
If he were that which now he's like-that 's 
dead, /Whom I with this obedient steel, 
three inches of it, /Can lay to bed for ever; 
whiles you, doing thus,/To the perpetual 
wink for aye might put /This ancient 
morsel, this Sir Prudence, who /Should not 
upbraid our course. For all the rest, 
They '11 take suggestion as a cat laps milk; 
They' 11 tell the clock to any business that 
We say befits the hour. (Il.i.280-9) 

Prospero's comment on Antonio, "You, brother mine, 
that entertain' d ambition, ex pell' d remorse and 
nature ... Would here have kill'd your king, I do for
give thee, unnatural as thou art." (V.i.75-9) illumi
nates this disparity. "Unnatural" is precisely the right 
word, for the compassion that causes men to act well 
to each other (and so makes man social) is exactly 
absent in Antonio and Sebastian. Despite this, they 
preserve the appearance (but not the reality) of a so
cial creature, using it to satisfy a desire that is pecu
liarly social: power. This concealment, which Prospero 
undoes, is perhaps the most awful perversion of civi
lized man. 

Miranda and Antonio are opposites in that they 
represent high perfection and low corruption, but are 
alike in that they are "nurtured". In other important 
respects, however, Miranda is very like Caliban. Both 
are the offspring of magicians expelled from human 
society, and both have had nearly no contact with 
mankind as a result of having been brought up on the 
island. Their island is a paradise: it furnishes fresh 
water and food (as we know from Caliban's account 
of his services to King Stephano), and the climate is 
presumed hospitable. Nothing in Caliban's various 
accounts suggests that the island's magical properties 
result from Prospero, so we assume they belong to the 
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island itself. I recall no mention of any remotely harm
ful thing residing there- nor, in fact, of any animals 
whatsoever, save small edibles. There are only magi
cal creatures, who fill the island with music and sound. 
The foremost feature of the island is thus, I think, its 
unreality, and this taints Miranda, making her perfec
tion strange. Despite her embodiment of the finest 
characteristics of nurture, she, unlike Antonio, is not 
the product of any society, but of Prospero's careful 
education: 

Here in this island we arri v' d, and here 
Have I, thy schoolmaster, make thee more 
profit Than other princess' can, that have 
more time For vainer hours, and tutors not 
so careful. (I.ii .171--4) 

In its general form, this resembles the suggestion I 
think implicit in the Republic that the perfection of 
nature comes about through a deliberate act of reason 
(in this case Prospero's), and not by chance: not sim
ply by nurture, but by design. As Prospero intends 
her to rule (and hopefully better than he), this care is 
doubly appropriate. Both he and his brother "new cre
ate" others with an eye on political aims, but while 
Antonio 's creation breeds vice, Prospero's stories have 
bred a virtuous ruler. This perfection of nature through 
reason is the aim of Prospero's Art, as Ariel's speech 
to the "three men of sin" indicates: 

But remember, 
(For that's my business to you) that you three 
From Milan did supplant good Prospero, 
Expose' d unto the sea (which hath requit it) 
Him, and his innocent child; for which foul deed 
The pow'rs, delaying (not forgetting), have 
Incens' d the seas and shores-yea, all the creatures, 
Against your peace. (IIl.iii.68-75) 

Prospero, that is, has animated the hand of nature ac
cording to the demands of justice and reason, moti
vated by love for his daughter. While nature of her 
own strength will reward sloth, overindulgence, and 
the like, the "cankered mind" finds its reward from 
such human (and hence unreliable) sources as law and 
vengeance. Ironically, Alonso calls the events of the 
play's end "unnatural", the more unnatural vicious
ness of Antonio and Sebastian having escaped him. 

Contrary to his opinion, the nature of The Tempest, 
embodied by Ariel, is both animate and has a con
science, though perhaps it is apolitical: Antonio's be
trayal has its natural reward only in the slavishness it 
requires; its temporal reward must come from 
Prospero. It is nature's conscience that makes it at 
once susceptible to Prospero's guidance, and, sadly, 
unreal. 

It may be this that accounts for Prospero's tone at 
the end of the play. He doesn't seem exactly sad, but 
he doesn't seem truly happy either. Mostly, he seems 
ready to die. His famous speech: 

You do look, my son, in a mov'd sort, 
As if you were dismay'd; be cheerful, sir. 
Our revels now are ended. These our actors 
(As I foretold you) were all spirits, and 
Are melted into air, into thin air, 
And like the baseless fabric of this vision, 
The cloud-capp'd tow'rs, the gorgeous 
palaces, The solemn temples, the great 
globe itself; Yea, all which it inherit, shall 
dissolve, And like this insubstantial pag
eant faded /Leave not a rack behind. We 
are such stuff I As dreams are made on; and 
our little life /Is rounded with a 
sleep.(IV.i.146--58) 

is tinged with the unmistakable melancholy of a lonely 
man. Prospero cares for two things in all the world: 
Milan and his daughter. But Prospero knows that he 
must return Miranda to the world of men, where he 
cannot himself live. As he acknowledges, he is at the 
end of the play engaged in a departure which will mean 
the end of his life . His great human drama is so dedi
cated also to ensuring that the things that are impor
tant to him are well and orderly disposed. Prospero 
appears to be substantially unchanged from the time, 
twelve years past, that his "library was dukedom large 
enough" (I.ii. I 09-10). 

Prospero's return to society entails the renuncia
tion of his magic, which does not belong to the world 
of men, and by means of which he found a satisfying 
kingdom in the island. By his magic, natural power 
serves the just rule of man's reason, transmuting 
Alonso's submerged guilt into redemptive penitence, 
Ferdinand's and Miranda 's apparent nobility into 
graceful matrimony, Antonio's and Sebastian's hid-
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den and hollow inhumanity into clear and gruesome 
treachery, and Prospero's own banishment into the 
opportunity to achieve these ends. In the island, "tem
poral royalties" and what may be termed "philosophi
cal royalties" are one. Miranda's question, "What foul 
play had we, that we came from thence? Or blessed 
was't we did?" (l.ii.60-1) seems to imply that no
body would willingly relinquish temporal rule, but also 
that ruling the less "temporal" kingdom of the island 
surpasses it. Though Prospero always held the source 
of rightful authority in Milan (the love of his people), 
he effectively relinquished temporal rule by putting it 
in Antonio's hands, thinking that love and trust would 
protect him. In Milan, Prospero had to choose be
tween the two sorts of royalties, but on the island he 
does not. The practical administration of that king
dom requires only the application of true Art and learn
ing. 2 Magic is the means to all this, the agents of which 
Prospero addresses as: 

Ye elves of hills, brooks, standing lakes, 
and groves, I And ye that on the sands with 
printless foot /Do chase the ebbing Nep
tune, and do fly him /When he comes back, 
you demi-puppets that /By moonshine do 
the green sour ringlets make, /Whereof the 
ewe not bites; and you whose pastime /Is 
to make midnight mushrumps, that rejoice 
To hear the solemn curfew ... (V.i.33--40) 

There are no elves of cities, it seems, nor sprites of 
houses and fairies of roads. As the agents of magical 
power withdraw from the concentrations of men, Prospero 
must do so also to rule the perfect kingdom, a kingdom 
which is consequently small-though while it endures, 
an ideal, where music may be had for nothing. 

Prospero's island does not depend on him for its 
essence; and there is certainly something to Caliban's 
claim that he is an usurper, for Caliban belongs there 
more surely than he. Prospero's tenure on the island 
is inevitably temporary-it serves a purpose, but he 
must leave; and leave there the instruments of magic 

20f course, the island is made in the image of other rulers also. 

To Prospero's rule of reason we may compare Gonzalo's king

dom (II.i.144-69) of innocent and ignorant primitives, 

Stephano's coalition of murderous but essentially carefree drunk

ards, and Caliban's simple and undemanding anarchy. 
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that no long~r need serve him, nor will; to fall back on 
the hands of humanity, which will hopefully bear the 
careworn mage gently to his grave. His island has 
been a meeting place for nature and nurture, wherein 
all the possibilities are explored: the perfection of 
Miranda, and the imperfection of Caliban; the hope
lessness of Antonio's evil, and the hope implied by 
Alonso's penitence and Gonzalo's nobility. The two 
worlds never really meet: Prospero is left with the 
memory of a paradise that could not fully be a king
dom, since nature's spirits belong ultimately to her, 
not to man; and Caliban is left with the memories of 
"brave spirits" that he can never become, and of a beau
tiful woman whom he cannot love. We can picture 
the two of them ending their lonesome days in their 
respective kingdoms, the brief touch of which leaves 
each impossibly wanting what belongs to the other's 
world. • 



The Motion of a Stretched String: 
A Series of Haiku and Equations 

By Jesse Berney 

The taut striMg vibrates. 
We must describe its motion. 
But how? Equati011s. 

We describe two curoes. 
Two ratios are the same, 
Formed by ordinates. 

On these string-like curves 
Displacement and curvature 
Are in proportion. 

Acceleration 
Of any point on the curve 
Is as curvature. 

All points on the string 
Reach the axis at one time. 
How is this explained? 

A function of "x," 

It is like our curves: 
Displacement and curvature 
Are in proportion. 

The curve is sinusoidal: 
Crest to trough to crest. 

Our function describes 
The string still in one instant, 
Not its whole motion. 

Acceleration 
Proportional to distance, 
A function of "t" 

Combine our functions. 
Our equation now has both 
Time and displacement. 

Curves move down a line. 
This is a function of both 
Displacement and time. 

The speed of this "wave" 
Is determined by the string: 
Its tension and mass. 

More derivations 
Discover all the constants. 
Complete equation. 

2 2 2 2 
d y/dx ad y/dt 

2 2 k d y/dx = - y 

y :i= A sin(kx) 

d2y/dt2 = -roy ; y = B cos(cot) 

f(Jt,t) = C sin(kx) cos( rot) 

y = g(x-ut) 

u2 = S/µ 

f(x,t) = C cos(cot) sin(2n/A.)x 

An Evening At Home With Doctor Faustus 1 

By Hermann Hesse 
Translated by Eva T.H. Brann 

Doctor Johann Faustus was sitting in his dining 
room together with his friend Doctor Eisenhart (the 
great-grand-father, incidentally, of the physician who 
later on became so famous2 

). The sumptuous evening 
meal had been removed. From the heavy gilded gob
lets rose the bouquet of an old Rhine wine. The two 
musicians who had performed at dinner had just dis
appeared - a lutenist and a flautist. 

"Well, now I will give you the promised sam
pling," said Doctor Fa~stus and poured a draught of 
the old wine down his gullet, which had grown some
what fat. He was no longer a young man; it was two 
or three years before his frightful end. 

"As I already told you, my assistant sometimes 
produces these droll apparatuses, by means of which 
one can see and hear this and that - things far off 
from us, or long passed away, or yet in the future. 
Today let us try out the future. The fellow seems to 
have invented something very amusing and curious, 
you know. So just as he has often shown us, in magic 
mirrors, the heroes and beauties of the past, he has 
now invented something for the ears, a sound funnel. 
It allows us to hear the noises which will be heard in 
the distant future in just the same spot in which the 
sound apparatus is positioned." 

"Might it perhaps be, my dear friend, that you 
serving spirit is swindling you a little?" 

"I don't think so," said Faustus. "For black magic 
the future is not at all unattainable. As you know, we 

1 This vignette was revised by H. H. for publication in the years 

1928-30. In translating it, I disclaim any reflection on the sounds 

enveloping our quad on a balmy spring afternoon. 

2 A reputed quack who lived from 1663-1727 and was 

memorialized in a German children's song as "the Doctor 

Eisenhart who cured the folk by his own art." When I was little 

I confused him with the serial killer of wives, Bluebeard, who 

was invented about that time. 

have always proceeded on the assumption that events 
on earth are, without exception, subject to the law of 
cause and effect. Therefore nothing about the future 
can be changed, anymore than about the past: The 
future too is fixed through the law of causality. Thus 
it is already there, only we do not yet see it and taste it. 
As the mathematician and the astronomer can calcu
late the occurrence of an eclipse accurately far in ad
vance, just so any other part of the future we please 
could be made visible and audible to us, if we had 
invented a method for it. As it happens, 
Mephistopheles has invented a sort of di vining rod 
for the ear; he has built a trap in which tones are cap
tured. We have tried it out repeatedly. Sometimes, to 
be sure, nothing becomes audible at all, because we 
just happened to come on a void in the future, on a 
point of time at which nothing audible is taking place 
in our room. At other times we have heard all kinds 
of things; for example, we once heard some people, 
who will live in the far future, speak of a poem in 
which are sung the deeds of Doctor Faustus, that is, 
my own. But enough; let us try it out." 

At his call the domestic spirit appeared in his cus
tomary gray monk's cowl. He set a small machine 
with a sound funnel on the table and urgently enjoined 
the gentlemen to refrain from all comment during the 
whole process. Then he cranked the machine, which 
began to work with a low, soft buzzing. 

For a long time nothing was heard but this sus
penseful buzzing, to which the two doctors listened 
expectantly. Then suddenly a tone, never before heard, 
shrilled forth: an evil, devilish howling, of which it 
was impossible to say whether it stemmed from a ser
pent-monster or perhaps from a raging demon. Impa
tient, warning, angry, commanding, the evil tone 
screamed, repeating itself in short, fierce pulses, as if 
a hunted dragon had come whistling through the room. 
Doctor Eisenhart grew pale and breathed in relief when 
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the horrid scream, having frequently repeated itself at 
ever increasing range, faded into the distance. 

There followed a silence, but then another sound 
became audible: a male voice, coming as from a great 
distance, in an urgently preaching tone. The listeners 
could understand fragments of the speech and take 
them down on writing tablets that had been placed 
ready to hand, for example the sentences: " ... and so, 
following the shining example of America, the ideal 
of economic enterprise marches irresistibly toward its 
victorious perfection and realization. .. .While on the 
one hand the standard of living of the worker has 
reached a height never heretofore experienced, ... and 
we can say without presumptuousness that by means 
of present-day production techniques the childlike 
dreams of paradise dreamed by earlier ages are more 
than ... " 

Again silence. Then came a new voice, a deep, 
earnest voice, which spoke thus: "Ladies and gentle
men, I request you lend an ear to a new poem, a cre
ation of the great Nicholas Underwhelm3 of whom it 
may well be said that he, as no one else, has turned 
inside out the innermost recesses of our time, has most 
wisely discerned the sense and non-sense of our ex
istence: 

He holds the chimney in his hands. 
From either cheek a flipper's hung. 
According as the mercury stands, 
He climbs the ladders without rung. 

So up along long ladders climbs 
He. Clouds are lining for his cloak 
He longs to save a life betimes. 
He's overcome with nolicroak. 

Doctor Faustus was able to write down the larger 
part of this poem. Eisenhart too took notes assiduously. 

A sleepy voice, without doubt the voice of an older 
woman or a spinster now became audible. It said: 
"Boring program! As if the radio had been invented 
for that! Well, at least here comes some music." 

And, indeed, some music now broke out, a wild, 
lascivious music with a very steady beat, now blaring, 

3 The poem by Underwhelm ("Unterschwang") is in the style of 

Christian Morgenstern, a zany surrealistic poet writing early in 

the twentieth century. 

now languishing, a totally unfamiliar, alien, indecent, 
malevolent music of howling, quacking, and cackling 
wind instruments, vibrating with the banging of gongs, 
overridden now and then by a singing, howling vocal
ization, which ejaculated words and verses \nan un
known language. In between, at regular intervals, was 
emitted the mystifying verse: 

The world will marvel at your hair 
If you use Go go for its care! 

That first, malevolent, furious,, warning tone, too, 
that dragon-howling full of torment and rage, audibly 
interjected itself from time to time. 

When the domestic spirit had, with a smile, 
brought his machine to a stop, the two scholars looked 
at each other curiously, with a painful feeling of em
barrassment and shame, as if they had unintentionally 
become the witnesses of an indecent and forbidden 
occurrence. Both of them reviewed their notes and 
showed them to each other. 

Finally Faustus said: "What do you think of it?" 
Doctor Eisenhart drank a long draught from his 

beaker. He looked at the floor and remained thought
ful and silent for a long time. Finally he said more to 
himself that to his friend: "It is horrifying. There can
not be any doubt about the fact that that humanity out 
of whose life we just heard a sampling is insane. These 
are our progeny, the sons of our sons, the great-grand
children of our great-grand-children whom we heard 
saying such dubious, sad, confused things, who emit 
such dread-inducing screams, who sing such unintel
ligible idiot verses. Our progeny, friend Faustus, will 
terminate in insanity." 

"I don't want to assert that so definitely," Faustus 
said. "Your point of view has nothing unlikely about 
it, to be sure, but still it is more pessimistic than nec
essary. Just because here, in one single, limited spot 
on earth, such wild, despairing, indecent and indubi
tably insane tones are heard, that does not actually 
have to mean that all of humanity has become men
tally ill. It could, after all, be the case that on this spot 
where we happen to be a madhouse will be located in 
a few centuries and that we got to hear fragments from 
it. Or it could be that a party of total drunks treated us 
to their brain-storms. Just think of the bellowing of a 
merry crowd, perhaps at a carnival. That sounds quite 
similar. But what takes me aback are those other tones, 
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those screams, which cannot have been produced ei
ther by human voices or by musical instruments. They 
sound, so it seems to me, absolutely devilish. It can 
only be demons that utter such tones." 

He turned to Mephistopheles: "Would you possi
bly know something about this? Can you tell us what 
sort of tones we have just heard?" 

"We have indeed heard," said the domestic spirit 
and smiled, "demonic tones. The earth, gentlemen, 
half of which is, to be sure, already today the property 
of the devil, will within a certain time belong to him 
altogether and will form a part, a province of hell. You 
have expressed yourself somewhat harshly and nega
tively about the tonal and verbal language of this 
earthly hell. To me, however, it seems at any rate note
worthy and nice that in hell too there will be music 
and poetry. That is the function of Belial, to whom 
this whole department reports. I think he does his job 
rather nicely." • 
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The Form of language 
By Beatrice Robbins 

Socrates claims thatthought is internal discourse. 
(Thea. 189e) Therefore, language is as necessary to 
thought as it is to conversation. But not all words 
mean the same things to all people. A word might 
have a standard definition which, given the existence 
of the Platonic forms, is wrong. So it seems that the 
intent of almost every dialogue is the creation of true 
language. 

A term is picked: be it justice, knowledge, or table. 
The rest of the dialogue is spent on comparing per.:. 
sonal definitions and eliminating false notions in an 
attempt to find each word's true definition. This per
fect definition, were it ever to be found, would, by 
virtue of its truth, be accepted by and mean the same 
thing to everyone present. The word in question would 
be truly standardized, and from there thought would 
evolve towards understanding truth. 

The need to standardize language is demonstrated 
by the dialogues being multi-person conversations, not 
monologues. Because each participant is an individual 
there is no assurance that any particular word has the 
same meaning for him as for anyone else. One knows 
his own definition of the term in question, but because 
language is not completely standardized, he can not 
know exactly what the word means to anyone else. 
The Sophist' s Stranger explains the problem thus: 

At present you see, all that you and I 
possess in common is the name. The thing 
to which each of us gives that name we 
may perhaps have privately before our 
minds, but it is always desirable to have 
reached an agreement about the thing itself 
by means of explicit statements, rather than 
be content to use the same word without 
formulating what it means (Soph. 218c)1• 

1Quotes from The Sophist, Theatetus, and Timaeus are to be found 

in: Plato, The Collected Dialogues of Plato, Edith Hamilton, 

ed.,(New Jersey, Princeton University Press, 1989). Sophist - pp. 

958-1017, Theatetus - pp. 847-919, Timaeus - pp. 1153-1211. 

For the discussion to work as an interchange of 
ideas, the terms involved must mean the same thing 
to all those involved. To reach any meaningful con
clusion, the thought and communication must be done 
with terms for which the standardized definition is the 
true definition. This need leads to the format of and 
material in the dialogues, most noticeably in the 
Theatetus and the Sophist. , 

In each dialogue, the quest for each true, standard 
definition begins with a question. Socrates provides 
examples: "But if our guest wil1 allow me, I should 
like to ask him what his countrymen thought and how 
they used these names ... sophist, statesman, philoso
pher (Soph. 217)," and, "Then knowledge and wis
dom are the same things (Thea. 145e)." The ques
tion clearly and simply provides the terms which are 
to be the focus of the dialogue, and asks for their defi
nitions. Because this is the obvious commencement 
of philosophical dialectic, one might claim that at this 
point thought begins. 

Perception, however, must be prior to thought of 
any type. Before one begins to think he must have 
something to think about. It need not be a sight, as 
suggested in the Timaeus, where vision is recognized 
as the foundation of philosophy (Tim.47a-b), although 
sight seems the most easily acceptable of the percep
tions. Smell, taste, and hearing work just as well . That 
the perception is is the only necessity; there is noth
ing else to spark man's though process. Only after he 
has perceived something can he name it and begin to 
inquire about its nature. Thought will be further af
fected by later perceptions. Perception never stops 
causing and mutating thought. But it is from ques
tioning the original perception that thought begins. 

Philosophy 's reliance on perception raises the 
problem of the forms: how can man inquire about the 
forms when he surely can not perceive them? No 
man's inquiries can start with the forms. He can ask, 
"What is Justice?" only after having perceived and 
identified some act or acts of justice or injustice as 
such. Whether or not he identifies them correctly is 

FORM OF LANGUAGE 

irrelevant at this stage; he has merely found something 
about which he can begin to inquire. And, after rec
ognizing that same property inherent in many actions, 
he might begin to guess at the existence of impercep
tible forms to provide an explanation for the various 
perceived similarities. 

Perhaps the overwhelming dependence in percep
tion is responsible for a general dependence in meta
phors. When a concept seems to elevated, vague, or 
difficult to grasp, it is often made easier to understand 
by metaphorical transformation into perceivable im
ages. Because metaphors force one to call an image 
of a concrete entity to mind, it becomes possible to 
'see' the relationship in question. From that internal 
perception, thought about the abstraction develops. 
For the same reason, some concepts are so elevated 
one can only begin to attempt their comprehension 
through metaphor. Hence, Socrates uses them con
stantly in The Republic's allegories of the cave and 
the divided line. 

The need of metaphor, while painfully apparent, 
is troublesome to one attempting to standardize a true 
language. For, what could be farther from using each 
word as its one true meaning demands than using a 
seemingly random selection of words to illustrate vari
ous other, unrelated words? Metaphors are nothing 
more than a "common use of words and phrases, which 
the vulgar twist into any sense they please (Thea . 
168c )" . In a true and standardized language, there 
would be neither metaphors, nor any need of them. 

Math may be taken as the closest thing to a model 
for standardized human language. The closest one may 
come to a figure of speech is an analogy, or ratio, be
tween like terms. Terms are either precisely defined 
or defined as unknowns. There is only one meaning 
of scalene triangle. It is a triangle with no sides equal. 
There is only one meaning of triangle: a three sided 
figure on one plane. But, what is the exact definition 
of a plane? Euclid calls it "a surface which lies evenly 
with the straight lines on itself (Elem . bk. 1, def. 7)2," 
for which he, like the great ancient philosophers, might 
be faulted with "showing too little consideration for 
ordinary people like ourselves ... (and) pursuing his 
own argument to the conclusion without caring whether 

2Euclid, Elements,translated by Sir Thomas L. Heath, Robert 

McHenry, ed., In Great Books of the Western World, vol 10, 

(USA, Encyclopedia Brittanica Inc, 1990). 
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we' follow or get left behind (Soph. 243b)." In other 
words, Euclid is using terms whose standard defini
tions are not commonly understood. And, even the 
modern notion of defining a plane by three non-colin
ear points is confusing. For to understand that idea, 
one must understand exactly what a point is. So, while 
higher math and geometry are standardized, at their 
roots one finds the same problem that Theatetus, 
Socrates, and language face: 

the first elements of which we and all other 
things consist are such that no account can 

. be given of them. Each of them just by 
itself can only be named; we cannot 
attribute to it anything further. .. (Thea. 
201e-202) 

This, too, is one of the paradoxes of language. The 
most simple concepts, the elements, are undefinable 
but necessary to all that follows. 

Perhaps this similarity between the language of 
math and philo.sophy is one of the reasons Socrates 
puts the mathematical world 'immediately before the 
philosophical on his divided line (Republic . 510a-
5 llc)3. Perhaps, also, one must learn from the stan
dardization present in the maths what he is searching 
for with philosophy. Math shows one mostly stan
dardized language in a purely theoretical world, while, 
through philosophy one hopes to gain a standardized, 
true language which will work even in its starting 
place, the perceivable world. 

But the dependence on perception remains, pre
senting a difficulty. In the Sophist, the Stranger sug
gests that: 

"thinking and discourse are the same thing, 
except what we call thinking is precisely, the 
inward dialogue carried on by the mind with 
itself without spoken sound. (Soph. 263e )" 

And in the Theatetus, Socrates himself claims that 
the process of thinking is: 

"a discourse that the mind carries on with 
itself about any subject it is considering ... 

3Plato, Republic, translated by Allan Bloom, (New York, 

HarperCollins, 1991. ), 190-191 
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when the mind is thinking, it is simply 
talking to itself, asking questions and 
answering them, and saying yes and no ... 
So I should describe thinking as discourse, 
and judgment as a statement pronounced, 
not aloud to someone else, but silently to 
oneself. (Thea. 189e-l 90)" 

In other words, by Socrates' definition at least, 
thought is purely internal dialogue. As said briefly 
before, if this is so, thought demands language. Man 
must have a language in order to identify, name, and 
ponder his perceptions. But he must have perceptions 
before he can develop a language naming them. Per
ceptions give rise to names. Man saw rock, food, fire, 
before he began to try to communicate their existence 
to his fellow creatures. But surely as he was able to 
recognize his food for himself before he was able to 
name it. Isn't that thought? 

Perhaps rather than being thought, the recognition 
of food is an instinct or the beginning of an action. 
Urges to action and reason, although often coinciden
tal, are not the same thing. One dances by muscle 
memory, eats and dodges oncoming cars by instinct. 
Impulses to action are not decisions. No internal dia
lectic is involved,. They are immediate reactions to 
the situation, an ability shared by all men and most 
animals. Thought, however, even if it be thought to
wards an action, is a slow, deliberative process: 
"Knowledge does not reside in the impressions, but 
in our reflection upon them (Thea. 186d)." But what 
provoked man to develop language, and how could 
he think to do it without already having begun? 

Further, accepting the definition of thought as be
ing internal dialectic, how does one account for the 
strange difficulty of explaining ideas to others? Even 
Socrates must "try to put (his idea) into words. (Thea. 
165e)" This simple phrase suggests that ideas or 
thoughts are not recognized in coherent groups of 
words but need to be structured into them to be com
municated, which does not follow if the mind thinks 
by "simply talking to itself (Thea. 190)." That the 
mind thinks in its own variation of the common lan
guage is only a partly valid explanation. One must 
speak the language he thinks in. The two processes 
feed off each other; neither can develop without the 
other. On the other hand, it is not necessary that the 
mind use with itself exactly the same manner of speech 

that it uses when communicating with others . Exter
nal language must be much more standardized than 
internal language, because, while one is sure to un
derstand one's own thoughts, for others to understand 
these same thoughts as they were conceived they must 
understand the organization of and the terms used. 
Hence the need for the standardizing tools of gram
mar, punctuation, and common vocabulary. The more 
abstract and complicated the thought is, the greater 
the need for precise, comprehensible language. Man 
can not point at Truth the way he . can at food. He 
must be able to comprehend it with thought and ex
plain it with words. 

The better standardized the language, the greater 
the chance the explanation will be understood. Hypo
thetically, truly standardized language, meaning lan
guage in which the one true definition for each word 
was know and understood, would allow perfect knowl
edge. Because it would be the only possible perfect, 
exact language, it would be the form of language. As 
such, it would allow absolute knowledge of the forms. 
One would actually know what Virtue was. One would 
know all Truth. 

But, as previously stated, language can never be 
truly standardized because it is based on ideas too fun
damental to be explained. Just as Theatetus has far 
more difficulty in explaining letters than syllables, so 
one can explain a sentence or paragraph far more eas
ily than the terms it uses. And, other words must be 
used to explain the terms in question, creating the need 
for further explanations in an ever-growing, meaning
obscuring cycle. 

Additionally, because language is a human, bodily 
function, it can not ever actually 'reach' the forms. 
Humans, being a conglomeration of both body and 
soul, are not perfect creatures and can never reach 
perfect understanding, "We have intercourse with be
coming by means of the body through sense, whereas 
we have intercourse with real being by means of the 
soul through reflection (Soph. 248)." Reflection, or 
internal dialectic, is the only way to use the soul. But, 
the perfect soul is shackled by the imperfect body, and 
so, the form of language as well as the rest of the forms, 
can never be reached. Language can never be com
pletely true and completely standardized. 

Completely standardized language in the modem 
sense is not 'true language'. It is what computers 
speak. It is inhuman language for the lowest common 
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denominator. The emphasis is on standardization and 
not on truth. All that matters is that everyone under
stand the one definition for each term in the same way. 
What the definition is has little significance. And, 
because it allows no room for spontaneous expressions, 
for emotion, for the ever-changing connotations of 
words, it can only be the almost meaningless language 
of machines, a dead language. Attic Greek is far more 
standardized in the twentieth century than any current 
language, but one must use his own language to de
fine Greek terms. So, while most Greek words have 
an accepted English definition, the translations them
selves are part of the ever mutating English language, 
and thus are not completely standardized. No spoken 
human language can be because human thought is not 
stagnant. One grow, encounters and perceives new 
images and ideas, and his though process changes. No 
two people go through exactly the same metamorpho
sis, so no two manners of thought, and thus, no two 
personal dialects, can be exactly alike. And so, while 
Socrates strives towards both standardization and truth, 
even his lesser goal is an impossibility. 

"True" language, too, that seems the goal of phi
losophy, must be eternally static. Rather than sub
human, it must somehow be superhuman. "True" lan
guage can easily be imagined as the language of the 
gods. But, for the same reasons completely standard
ized human language is impossible, completely true 
language is impossible. "True" language faces the 
additional difficulty of at once being responsible for · 
and acquiring absolute knowledge. To create the lan
guage of the gods, the form of language, one must 
know all perfectly. To fully know all, one must use 
the form of language. So, the best one can hope to do 
is as Socrates does: attempt to purify and make more 
true his own, ever-changing language while reaching 
towards the forms. 

The problem of thought dependent on language is 
a clear paradox: neither can exist without the other, 
neither can begin without the other. Dialectic is the 
best path towards the forms, but grows from base per
ceptions. Language is necessary to thought, but must 
evolve with mankind. But if language evolves, how 
can it hope to reach the changeless, eternal forms? 
The effort is doomed, but necessary and noble. One 
must attempt to understand. "To rob us with discourse 
would be to rob us of philosophy. That would be the 
most serious consequence. (Soph. 260)" • 
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They Do Not Understand: 
A Discussion of the Heracleitus Fragment Number 12 

By Dawn Star Shuman 

The translation of the Heracleitus fragment num
ber 12 in the series of fragments read for Freshman 
Language may not be the most difficult of these frag
ments. However, the nuances of meaning in some of 
the words are lovely, and the understanding of these 
nuances makes the meaning of the entire sentence both 
clearer and more complex. 

The sentence is as follows in Greek and in my 
English translatlon: 

ou ~uvLCiaw ws 8LacpEpoµEvov EauT0 
6µoAOYEL. TTaALVTOVOS apµov(a WO"TTEp 
TO~OU KaL AUTTES 

They do not understand that in being rent 
asunder a thing agrees with itself; just like 
the back-stretched harmony of a bow and 
of a lyre .. 

This sentence makes sense grammatically, both as 
a translation of the Greek and as fluent English. What 
may not be immediately apparent is that it also makes 
very good sense as a statement of an idea. Some ques
tions about the idea might be: how does a thing agree 
with itself? What is this thing? What kind of under
standing are they failing in? The answers to these 
kinds of questions lead to a possible explanation of 
what the sentence means. 

cvvLCiaw is a form of the verb CJ'UV-L11µL, meaning 
"to bring or set together, in hostile sense ... mataph. to 
perceive, hear ... 2. to understand." 1 This adds the 
idea of opposition to the more basic sense of percep
tion and understanding. In this sense, understanding 

1Except where otherwise noted, definitions for the Greek come from: 

Intennediate Greek-English Lexicon, Liddell and Scott, 7 ed. 

might be the setting together of a prior knowledge in 
a person's mind with a fact or perception of the 
outside world and thereby coming to a new idea or 
knowledge about a thing. 

It is important to detail the relationships between 
the three verbs in the first part of the sentence. 
~uvLCiaLV is the main finite verb. 6µo)..oyE'Lis also a 
finite verb which is modified by the circumstantial par
ticiple 8LacpEpoµEvov . The manual gives the mean
ings of6µ0)..oyE'L1s "agree, admit, or allow." Although 
I do believe it to be the most concise translation, there 
is something awkward about saying that a thing agrees 
with itself in English. It carries the sense of some
thing maintaining internal consistency. But another 
possible meaning of 6µo)..oyEL is "simply to make an 
agreement, come to terms ... with another." With that 
meaning, agreement with itself might imply a process 
of reaching internal consistency rather than maintain
ing it. It is clear that Heracleitus is attributing this 
process of agreement directly to the circumstance of 
being rent asunder, not simply describing two concur
rent events. 

I have translated apµov(a as harmony. This mean
ing is given in the Lexicon as the third possibility. 
Harmony in English does have some of the same con
notations as apµov(a: in Greek, and I feel it is impor
tant to notice them. One meaning in Greek is "a fas
tening to keep ship-planks together, a clamp ... a join
ing, joint, between a ship's planks." This kind of join
ing is literally what is necessary for a stretched bow or 
lyre to remain whole. Another meaning given is "a 
covenant, agreement, settled government, order." In 
a bow, this might be a metaphorical covenant between 
the frame and the bowstring not to part. 

These meanings are consistent with the English 
connotations of harmony, which can mean "1. agree
ment; accord; harmonious relations. 2. a consistent, 
orderly, or pleasing arrangement of parts; 

THEY DO NOT UNDERSTAND 

congruity ."2 

Beyond the details of what each word means by 
itself is what they all mean together. I do not know 
who They are, but I do believe I understand how 
Heracleitus means that they do not understand. Un
derstanding is the setting together of two possibly con
tradictory things in a person's mind and through ex
amination finding their common purpose or meaning. 
A question that cannot be answered by looking at the 
text is what this thing is. Because the sentences in 
general are aphorisms, it seems likely that the thing is 
supposed to represent any particular thing a person 
might think of, including the people who do not un
derstand. They do not understand how it is that they 
themselves could ever understand in his meaning of 
the word. 

Being rent asunder is compared to a bow being 
back-stretched. Thi~ means that the rending is not a 
destruction but something that allows the thing to do 
what it is supposed to do. When a bow is stretched, 
the wood and string are wrenched apart and a strong 
fastening at the point of connection is what allows the 
bow to impart energy to an arrow. What the thing is 
supposed to do depends upon the thing. They do not 
admit that they themselves can only be and function 
as whole things, as units, because they contain con
tradictory parts or ideas which play against each other. 
I am willing to admit that possibility, and to really con
sider it by comparing the differing ideas on the sub
ject, which They apparently were not.• 

2Webster's Encyclopedic Unabridged Dictionary of the English 

Language, s. v. "harmony" 
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"For He Unlocked the Hidden Treasures of Truth" 
Entertaining Ourselves with the Delightful Contemplation of Newton's Principia 

By Janice Cater 

With his preface to the first edition of the Principia 
Newton gives to the student of his system unusual in
sight into his ideas of geometry and mathematics as a 
whole. He says in this preface that his purpose in 
writing is to explain mathematically the natural forces 
of the world. In putting forth this statement of intent, 
he implies that he believes natural forces are governed 
by mathematics, for what purpose would it serve to 
explain something mathematically that is not in fact 
ruled by mathematics? Such an explanation would be 
no more than an interesting account, one no more valid 
than any other. 

This important aspect of Newton's thought is fre
quently misunderstood. Often his approach is de
scribed as giving only a mathematical analogue to 
nature. By this analysis his method has three parts: 
first, a presentation of nature simplified and idealized, 
creating a system in geometric space in which math
ematical entities move in mathematical time accord
ing to specific conditions expressible as mathemati
cal laws or relations. Consequences are deduced by 
mathematical techniques and then transferred to the 
physical world. Second, a comparison of these re
sults with experiential data and the results from such 
data. Successive attempts at correction of the original 
mathematical construct, which in turn alter the sec
ond stage, lead to a more accurate representation. 
Third, an application of the results of stages one and 
two to natural philosophy, in order to elaborate the 
entire system of the world. This stage applies results 
to the entire system rather than to individual objects, 
i.e., applying them to all planets rather than just to Ju
piter. Even objects which are very dissimilar are in
cluded. For example, the same laws govern the forces 
of the planets in orbit as do the motions of falling bod
ies on earth. 

While the above account is perhaps a plausible 
reading of the Principia, it does not truly capture the 

spirit of the work or of the man behind it. From his 
words in the Preface and his letters to Oldenberg and 
Cotes, it is clear that Newton has something greater in 
mind. He believes that mathematics rules the world, 
that it is universal and basic to all beings. Hence, an 
explication of the system of the world must necessar
ily be a mathematical one. The Principia is not a math
ematical reduction of the world, neither, however, can 
it be called an exact replica. A careful examination of 
this work provides ample evidence for attributing to 
Newton the belief that he had set out the only true 
method of describing the system of the world. 

In defense of this reading of the Principia, an ac
count of Newton's method is crucial. While any sort 
of in depth inquiry into his method would yield vol
umes of findings, we can, for the moment, be satis
fied with an identification of several major character
istics of his style. He says in the Preface: 

I wish we could derive the rest of the phe
nomena of Nature by the same kind of rea
soning from mechanical principles, for I am 
induced by many reasons to suspect that they 
may all depend upon certain forces .... These 
forces being unknown, philosophers have 
hitherto attempted the search of Nature in 
vain; but I hope the principles here laid down 
will afford some light either to this or some 
truer philosophy (Principia, xviii). 1 

The method of "reasoning from mechanical principles" 
is at the very core of his entire endeavor. Introduced 
in only a few words here in the Preface, its meaning is 
revealed only through statements of his method found 
elsewhere. At the end of the General Scholium, New-

1Sir Issac Newton, Principia, Cajori revision of the Motte trans

lation, 2 vols. (Berkley, University of California Press, Ltd., 1962) 
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ton puts forth the fundamental aspect of his method: 

In this philosophy [experimental philoso
phy] particular propositions are [ deduced2] 

from the phenomena, and afterward rendered 
general by induction. (Ibid, 54 7) 

The process of deducing propositions from phenom
ena and then rendering them general by induction is 
very important in the Principia. It elucidates the dis
tinction Newton makes between the physical and the 
rational. While he clearly values both components as 
necessary to science, he has extremely strong views 
on their respective roles. Comprised of two parts, the 
deductive process begins with phenomena, the visible 
and humanly accessible world. Through analysis of 
the general principles one conclusions both certain and 
necessary are drawn3• This step gives the boundaries 
of the particular inquiry, setting the stage for the thor
ough mathematical investigation. The next step is in
ductive; through synthesis, from the specific principles 
uncovered and proved through the mathematics, one 
arrives at general principles. Newton works from the 
physical world, to the rational, and back to the physi
cal; while each is necessary, the roles are quite dis
tinct. 

Also present throughout his works is appreciation 
for geometry as a science Newton's; he clearly values 
the accuracy of its method. To him, it is the only logi
cal way to attack the problem of accounting for natu
ral phenomena. Unlike his contemporaries, Newton 
was quite wary of using hypotheses. He is often quoted 
as saying "hypotheses non fingo" - I frame no hypoth
eses. This statement can be quite misleading, for he 
did in fac use hypotheses. (The Optics, in particular, 
is full of them.) No science can progress, no knowl
edge can be gained without hypotheses. With due at
tention to Newton's own words, howe~er, his true 
meaning becomes clear. 

The passage in question reads: 

2replaces Matte's inferred; from the Latin, "In hac philosophia 

Propositiones deducuntur ex phrenomenis, et redduntur gerenales 

per inductionem." 
3this in contrast to inference, where the formal process is less 

clear or present. 
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But hitherto I have not been able to discover 
the cause of those properties of gravity from 
phenomena, and I frame no hypotheses; for 
whatever is not deduced from the phenom
ena is to be called an hypothesis; and hy
potheses, whether metaphysical or physical, 
whether of occult qualities or mechanical, 
have no place in experimental philosophy. 
(Ibid, 547) 

This passage does indeed seem to be disavowing all 
hypotheses within experimental philosophy. However, 
he is speaking of the causes of gravity. Since Newton 
can deduce nothing of the sort from phenomena, he is 
not free to continue along such a line of reasoning. 
The strength of such reasoning lies in the certainty 
and necessity that comes with deduction from phe
nomena. Replacing this step with an hypothesis could 
not possibly lead to any definite knowledge. In a let
ter to Oldenberg, Newton elaborates his manner of 
using hypotheses: 

... For the best and safest method of philoso
phizing seems to be, first, to inquire dili
gently into the properties of things and to es
tablish those properties by experiments, and 
to proceed later to hypotheses for the expla
nation of things themselves. For hypotheses 
ought to be applied only in the explanation 
of the properties of things, and not made use 
of in determining them; except in so far as 
they may furnish experiments (Thayer, 5)4• 

He continues, a little later, to warn of what may fol
low misuse of hypotheses: 

And if anyone offers conjectures about the 
truth of things from the mere possibility of 
hypotheses, I do not see by what stipulation 
anything certain can be determined in any 
science; since one or another set of hypoth
eses may always be devised which will ap
pear to supply new difficulties. (Ibid, 5) 

"Newton's Philosophy of Nature, Thayer, H.S., ed., (Hafner Press, 

New York, 1974), p.5 
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In a letter to Cotes, Newton is even more explicit about 
his use of the word hypothesis: 

And the word 'hypothesis' is ... used to sig
nify only such a proposition as is not a phe
nomenon nor deduced from any phenomena, 
but assumed or supposed - without any ex
perimental proof. (Ibid, 6) 

Newton recognizes the role hypotheses can be made 
to play in science and he places the proper restrictions 
to their use. As he says above, one should begin by · 
investigating the properties of objects, carefully es
tablishing their behavior through experiment. After one 
has done this, hypotheses may be formed to explain 
these behaviors. Experimental facts must invariably 
take precedence over any hypotheses which happen 
to come into conflict with them. Those hypotheses 
which seem incapable of proof by experiment must be 
viewed as highly suspicious. The distinction between 
exact experimental results and mere suggestions de
rived from hypotheses must be foremost in one's mind 
at all times. When found to be in irreconcilable con
flict with experimental fact, they must be scrupulously 
eradicated. 

The strict guidelines Newton sets for himself are 
presented frequently. In the Rules of Reasoning in 
Philosophy in Book Three, we discover another such 
statement. These four rules are not astounding, in fact 
one would assume that any good scientist proceeds 
following principles such as the ones laid out here. 
Rule 1 orders one to keep all explanations simple, and 
to avoid unnecessary complications of such explana
tions . Rule 2 requires that the same causes or expla
nations must be applied to the same phenomena. Rule 
3 states that the qualities of bodies derived from ex
periments are to be regarded as universal. It is in the 
explication of the third rule that we find another pas
sage attesting to Newton's extremely high opinion of 
experimentation. As he says here: 

For since the qualities of bodies are only 
known to us by experiments, we are to hold 
for universal all such as universally agree 
with experiments, and such as are not liable 
to diminution can never be quite taken away. 
We are certainly not to relinquish the evi
dence of experiments for the sake of dreams 

and vain fictions of our own devising; nor 
are we to recede from the analogy of Nature, 
which is wont to be simple and always con
sonant to itself (Principia, 398). 

Having a more complete understanding of the strict 
use of hypotheses, the relationship between the ratio
nal and the physical, and the process of deduction from 
phenomena and subsequent generalization through 
induction, a clear idea of "reasoning from mechanical 
principles" is still lacking. The Preface, though merely 
sketching Newton's ideas and goals for the Principia, 
does offer a remarkable amount of insight into the role 
of geometry as it relates to such "reasoning from me
chanical principles." Here Newton goes to great 
lengths to show how mechanics and geometry relate 
to each other. 

He begins by making a distinction between the 
aims of the ancients and those of the moderns. The 
ancients, he says, valued the science of mechanics 
more than any other in the investigation of natural 
phenomena, while the moderns attempted to fit the 
naturally occurring phenomena into the bounds of 
mathematics. Mechanics, as understood by the an
cients, was a twofold science, comprising both practi
cal and rational components. The rational proceeded 
by demonstration, the practical by construction and 
observation. For the ancients all manual arts fell un
der the heading of practical mechanics, for these arts 
are not perfectly accurate. Perfect accuracy became 
for them the property of geometry, distinguishing this 
science from mechanics in its accuracy only. Newton 
asserts that this lack of accuracy in mechanics (as op
posed to geometry) is due to the artists, not the art. 
Were there such a thing as a perfect mechanic, he· nec
essarily would be perfectly accurate. He also asserts 
that the description of lines and angles belongs to 
mechanics rather than to geometry. Geometry is con
cerned with the properties of these objects, not the 
physical production of the objects themselves. He calls 
it the "glory of geometry" that it is able to produce so 
much in spite of so heavy a reliance on the production 
of these lines and angles by an entirely different sci
ence. Geometry, for Newton, is founded on mechan
ics; one must use mechanics to produce the lines and 
angles which are required for the study of geometry. 
Geometry becomes, then, a part of universal mechan
ics, namely that part which "accurately proposes and 
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demonstrates the art of measuring." Since the manual 
arts are concerned primarily with the moving of bod
ies, geometry is often used to speak of their magni
tudes, and mechanics of their motion. In this way, 
rational mechanics then becomes the science of mo
tions resulting from forces. However, Newton is con
cerned with only that part ofrational mechanics which 
deals with natural powers. 

In explaining the relationship between the two 
sciences, Newton clearly says that mechanics is the 
starting point for geometry. Now, geometry is per
fect, yet mechanics is not necessarily so, being sub
ject to all of the imperfections of the mechanic. How
ever, a system that begins with an imperfect founda
tion cannot yield perfect results. In a letter to Cotes, 
Newton mentions first principles (and their relation 
to hypotheses) briefly. 

... [A]s in geometry, the word 'hypothesis' 
is not taken in so large a sense as to include 
the axioms and postulates; so, in experimen
tal philosophy, it is not to be taken in so large 
a sense as to include the first principles or 
axioms, which I call the laws of motion. 
These principles are deduced from phenom
ena and made general by induction, which is 
the highest evidence that a proposition can 
have in this philosophy (Thayer, 6). 

Since in the Preface Newton claims mechanics 
provides the foundations of geometry, the laws of mo
tion, which he here names as first principles, must have 
some relation to mechanics. Because mechanics is 
the science of the forces which cause motion in bod
ies, the laws of motion must belong either to mechan
ics itself, or to geometry, which describes and mea
sures their motion. But, as mentioned earlier, geom
etry takes its foundations from mechanics in the form 
of the actual production of lines and circles. The reso
lution of these two seemingly different concepts of 
the starting points of geometry (mechanics and the 
laws of motion) is not yet evident. 

One possible solution lies in an examination of 
another mathematician and philosopher, Pascal. In 
his work "On the Geometrical Mind" Pascal pro
poses a treatment of geometry and its first principles 
which offers unusual insight into Newton's own be
liefs. In respect to scientific and perfect demonstra-

29 

tion of truth, Pascal says: 

I can give no clearer idea of the procedure 
we should follow to make our demonstra
tions convincing than by expounding the 
method observed in geometry (Pascal, 430).5 

He believes that the only method more rigorous and 
complete is one that man could never use, for "what 
goes beyond geometry goes beyond man" (Ibid, 430). 
This method would involve defining every term and 
proving every proposition. Simply because he is fi
nite, man cannot participate in this ultimate method of 
finding truth. The first terms defined would require 
other terms; the first propositions would rely on prior 
propositions; in other words, he could never arrive at 
the first propositions or terms. Even though man is 
incapable of partaking in this perfect order or method, 
he should not surmise that any sense of order is out
side of his capabilities. 

While geometry is certainly less convincing than 
this perfect order, Pascal claims that it is by no means 
less certain. By this distinction, Pascal only means to 
point out that geometry falls below the perfect order 
in failing to define or prove everything. However, this 
limitation does not weaken the certainty we acsribe to 
its findings. Geometry is certain in that it only assumes 
those missing proofs given perfectly clearly by natu
ral light; nature steps in to fill the void left by dis
course. Thus, it is perfectly true as well. Geometry 
does not attempt to define the things that are clear and 
understood by all men but seeks to define all of the 
rest. 

It is obvious that there exist words which cannot 
be defined. For example, we cannot define any term 
without using the words it is. Even a definition of 
being would utilize these two words. Since defining a 
term by using the term itself fails to yield a valid defi
nition, we must conclude that there exist words which 
we, as men, cannot define. Nature makes up for this 
defect in us by providing a common concept of these 
words. If she had not, we would be unable to speak to 
each other, for we would have no basis for agreement 

5Blaise Pascal, On the Geometrical Mind, Richard Scofield, trans., 

In Pascal, Britannica Great Books Series, v. 33, (Chicago, 

Encyclopredia Britannica, Inc., 1952). 
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about the words we use. These terms given by nature 
are used with the same assurance as those we have 
had explained to us. 

Therefore, all of the terms used in geometry are 
perfectly intelligible either by the natural light or by 
the definitions given. This is the way in which geom
etry avoids falling into error in respect of either defin
ing terms or proving propositions. Again, it defines 
only those terms which need to be defined, and proves 
only those propositions which are not evident. When 
in geometry man traces his steps back to the first truths 
that can be known, he stops there and requires that 
they be granted since geometry has nothing clearer to 
prove them with. Thus, all of the propositions in ge
ometry are perfectly demonstrated either by the natu
ral light or by proofs. Since nature supplies all that 
discourse cannot give, the order of geometry is just as 
perfect as anything of which man can partake. 

A telling example of Pascal's first principles is 
the (fouble infinity. For Pascal, the most important of 
all the properties that are common to everything is, 

constituted by the two infinities which are 
found everywhere, the infinitely great and 
the infinitely small (Ibid, 434). 

However great a space there may be, we can always 
conceive of one greater, and also, however small a 
space there may be, we can always conceive of one 
that is smaller. Whatever space we take, there will 
always be one greater and one lesser, so that every
thing lies between nothing and infinity, always remain
ing infinitely far from each extreme. This cannot be 
demonstrated, yet it is one of the foundations of ge
ometry. 

While geometry can neither define its objects nor 
prove its principles, it is neither deficient in clarity 
nor in truth. Man has no knowledge more basic than 
this double infinity or any that surpasses it in clarity. 
Even so, since man cannot completely understand the 
infinite, he is often reluctant to admit its existence as 
well as its properties. 

Pascal claims that those who do not admit of the 
infinite divisibility of space will not be able to pro
ceed in geometry. Those who do, however, 

can admire the greatness and the power of 
nature in that double infinity which surrounds 

us on every side, and learn by the consider
ation of such marvels to know themselves, 
seeing themselves placed between an infin
ity and a nothing of extension, between an 
infinity and a nothip.g of number, between 
an infinity and a nothing of motion, between 
an infinity and a nothing of time . Where
upon we can learn to assess ourselves at our 
just value and to make reflections worth more 
than all the rest of geometry itself (Ibid, 439). 

In this examination of geometry as a demonstration of 
truth, Pascal is not just defending the validity of its 
methods, he is saying something important about the 
nature of man. 

Man is incapable of perfect knowledge precisely 
because he is trapped between the two infinities. He 
is unable to prove first principles and know without a 
doubt that they can be extended to the truly infinite. 
This understanding of geometry's foundations pro
duces an imperfect system, one that is based on first 
principles that can't be defined. Thus, as a whole, it 
relies on common acceptance, not on a common un
derstanding. Pascal says that there is no geometer who 
does not believe that space is infinitely divisible, yet 
there is no geometer who understands an infinite divi
sion. This gap between acceptance and understand
ing is, in Pascal's mind, not a flaw in geometry itself, 
but in man. 

Pascal's treatment of the first principles is certainly 
an interesting one. In building any system of thought, 
one must start with at least one first principle. This 
starting point must stand on its own, or whatever came 
before it would be the first principle, and so on . In 
order to avoid this infinite regression, the starting point 
needs to be something common to everyone. Pascal, 
of course, posits that these first principles are implanted 
by nature in all men, so that they come from inside. 

The question of first principles is an important one. 
While Pascal's treatment of first principles certainly 
differs from Newton's in respect to source or origin, 
there are definite similarities. For Newton, geometry 
begins with mechanics, the actual physical produc
tion of the figures. These figures, borrowed from with
out, correspond to the indefinable beginnings of Pas
cal. To Pascal, man is imperfect, God is perfect. Ge
ometry is imperfect, but it is the most perfect science 
that men have. Since geometry is imperfect, it draws 
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on certain indefinable terms and unproveable prin
ciples for its foundations. Now, Newton does not con
cern himself with the idea of first principles formally. 
Rather, his preoccupation with the distinction between 
mechanics and geometry seems to hint at questions of 
origin. But, in contrast with Pascal, to Newton geom
etry is, in fact, perfect; the beginnings are supplied 
by something no less perfect than the actual science. 

In contrasting the two views ot: geometry and the 
world, three distinct divisions arise. The first of these 
divisions is founding principles. For Pascal, these are 
granted by God and are therefore perfect. From this 
perfect foundation springs the second division, the 
system, or geometry. Pascal believes that since it 
springs from indefinable and unproveable elements 
(albeit perfect ones) from without, this system is nec
essarily imperfect. Yet it is the closest man comes to 
accurately describing the third division, the world. This 
is the actual God-given, God-granted world from 
which man derives his imperfect model. 

For Newton, these three divisions are not as dis
tinct as they are for Pascal. Newton begins with the 
belief that the world was created by the perfect me
chanic, of whom he speaks in the Preface, namely God. · 
This perfect mechanic, working with perfect accuracy, 
produced and set into motion the natural forces of the 
world. The orbits of the planets, the motions of fall 
ing bodies, all follow the precise mathematical laws 
He ordained. The first principles of this system, which 
Newton refers to as the laws of motion in the previ
ously cited letter to Cotes, are directly related to me
chanics. For example, the first law states: 

Every body continues in its state of rest or of 
uniform motion in a right line unless it is 
compelled to change that state by forces im
pressed upon it (Pricipia, 13). 

This law may be interpreted as the production of a 
perfectly straight or right line. The continuation of 
this law further provides for the description of the 
parabola as well as the other conic sections as they 
can be seen in the planetary orbits: 

Projectiles continue in their motions, so far 
as they are not retarded by the resistance of 
the air or impelled downward by the force 
of gravity. A top, whose parts by their cohe-
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sion are continually drawn aside from recti
linear motions, does not cease its rotation oth
erwise than as it is retarded by the air. The 
greater bodies of the planets and comets, 
meeting with less resistance in freer spaces, 
preserve their motions both progressive and 
circular for a longer time (Ibid, 13). 

These laws serve as the rules for generation of both 
the actual world created by the perfect mechanic, God, 
and the system proposed by Newton. In contrast to 
Pascal's first principles, which are logical, Newton's 
are natural and physical. Experimental philosophy 
itself allows for their discovery. Confidence is en
gendered by experience and the accuracy of the math
ematics. For example, the parabolic motion of fall
ing bodies depends on both the inertial and accelera
tive components set forth in the first two laws of mo
tion. This motion can be seen experimentally as well 
as demonstrated geometrically. 

Since God created the world, it is perfect. The 
first principles by which He did so must necessarily 
also be perfect. God used mechanics to set the world 
in motion. Since Newton also uses mechanics as the 
foundation of his system, this system too begins with 
perfect first principles. If the first principles are per
fect, and the method used is perfect also, how can the 
system itself fall short of perfection? 

Newton is very emphatic about the perfection of 
the perfect mechanic; any doubts must be referred to 
us, not to Him. Newton does not claim that the sys
tem of the world he comes up with is perfect, rather 
that his method is. The system is not necessarily com
pletely accurate, and he allows for refinements. In 
the Preface, speaking of the forces by which particles 
of bodies are impelled to and repelled from each other, 
he says: 

These forces being unknown, philosophers 
have hitherto attempted the search of Nature 
in vain; but I hope the principles here laid 
down will afford some light either to this or 
some truer philosophy (Ibid, xviii). 

He has given an account of the general forces 
which dictate motion in the world. He has provided 
the fundamentals; all else is particular. 

This clarification Newton provides between the 
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system and the method elucidates the very subtle dis
tinction between what wondrous things Newton has 
done and what lesser things are commonly ascribed 
to him. Proposition sixty-six (Ibid, 173) demonstrates 
our inability as men to see the whole system. We may 
treat mathematically all the things which we perceive, 
and-this itself is no small task, yet we cannot account 
for those things we do not perceive. Newton here gives 
a proof of our limits of understanding. (The very fact 
that he can demonstrate and prove the limits of our 
scope affords much credibility to his method.) All 
apparent uncertainties about the world are merely a 
result of our lack of ability to see the whole. 

In this way, one sees that while Newton is not 
merely proposing a simplified mathematical analogue 
of the world, neither is he putting forth a direct repre
sentation of it. He believes that the world is governed 
by mathematical forces which move it in a perfectly 
mathematical fashion, and sets forth, therefore, a com
pl'etely mathematical analysis of it. He is explaining 
the world through the only method capable of pro
ducing truth. In this respect, his system is not a sim
plified mathematical analogue to something more 
complex and not mathematical. However, it is true 
that we, as men, fall short of God in our abilities to 
perceive and understand the universe as a whole. We 
are able to grasp only parts at a time, and therefore, 
whatever system we devise to explain the whole will 
indubitably fall short of the truth . Nonetheless, New
ton does give us truth after a fashion - his method. 

And this seems to be the most important distinc
tion between the two mathematicians/philosophers: 
namely, the degree of perfection each of the divisions 
entails. Pascal, troubled by the question of the origin 
of first principles in a not-quite-perfect system, is led 
to question man's own perfection. To him, the ben
efits of geometry are obvious; geometry leads to truth. 
In agreeing with him, though, we must concede our 
imperfections and consign ourselves to an eternal 
struggle to decrease the ignorance we have of our own 
world. Our limited understanding of the double in
finity leads us either to despair in the futility of scien
tific inquiry, or to pursue moderation in our attempts 
to explain the world. We are barred from true knowl
edge, and are able only to admire and delight in the 
workings of an incomprehensible universe. All we are 
left with is the task of focusing on ourselves and our 
surroundings, hopefully learning, as Pascal says, "to 

assess ourselves at our just value and to make reflec
tions worth more than all the rest of geometry itself' 
(Pascal, 439). 

Newton, on the other hand, clearly believes that 
we can have true knowledge of both ourselves and the 
world. His veneration of geometry is evident through
out the work, and is found to be excessive nowhere. 
He proves to us the strengths or, as he calls it in the 
Preface, the glory, of geometry. We too are taught to 
revere this science for its accuracy as well as the enor
mous scope of its findings; we come to understand it 
as Newton does, as the science, inextricably linked to 
mechanics, which accurately describes the natural 
forces of the world. It should not be overlooked that 
our views of God and the world are irrevocably 
changed as well, for though the Principia is a geo
metrical treatise, it is not so narrow in scope, and is 
rightly entitled the "Mathematical Principles of Natu
ral Philosophy." After a careful examination of this 
work we come to agree with Cotes's words from his 
Preface to the second edition: 
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Fair and equal judges will therefore give sen
tence in favor of this most exce-llent method 
of philosophy, which is founded on experi
ments and observations. And it can hardly 
be said or imagined, what light, what splen
dor, hath accrued to that method from this 
admirable work of our illustrious author, 
whose happy and sublime genius, resolving 
the most difficult problems, and reaching to 
discoveries of which the mind of man was 
thought incapable before, is deservedly ad
mired by all those who are somewhat more 
than superficially versed in these matte s. 
The gates are now set open, and by the pas
sage he has revealed we may freely enter into 
the know ledge of the hidden secrets and won
ders of natural things. He has so clearly laid 
open and set before our eyes the most beau
tiful frame of the System of the World, that 
if King Alphonso were now alive, he would 
not complain for want of the graces either of 
simplicity or of harmony in it. Therefore we 
may now more nearly behold the beauties of 
Nature, and entertain ourselves with the de
lightful contemplation; and, which is the best 
and most valuable fruit of philosophy, be 

"FOR HE UNLOCKED THE HIDDEN TREASURES OF TRUTH" 

thence incited the more profoundly to rever
ence and adore the great Maker and Lord of 
all. He must be blind who from the most 
wise and excellent contrivances of things 
cannot see the infinite Wisdom and Good
ness of their Almighty Creator, and he must 
be mad and senseless who refuses to ac
knowledge them (Principia, xxxii-xxxiii) 

We see now that Newton leads us, through a sincere 
and careful mathematical inquiry, to an informed par
ticipation in the glory of a most perfect universe.• 
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Heroism in Racine's Phedre 
By Peter Smith 

Yes, prince, I languish, I burn for Theseus: 
I love him, but not as hell saw him, 
The fickle lover of a thousand different objects, 
Who would dishonor the marriage bed of Death; 
But faithful, but bold, and even a little savage, 
Charming, young, drawing all hearts after him, 
Such as one depicts our gods, or such as I see you 

now. 
He had your bearing, your eyes, your speech; 
Your noble modesty reddened his face, 
When he crossed the waves to our Crete, 
Worthy subject of the vows of Minos' daughters. 
What were you doing then? Why, without 

Hippolytus, 
Did he assemble the elite heroes of Greece? 
Why, too young still, couldn't you then 
Board the ship which took him to our shores? 
You would have slain Crete's monster, 
Despite the windings of his enormous lair. 
To unfold the uncertain mystery, 
My sister would have armed you with the fatal 

thread. 
But no: in this scheme, I would have gone before 

her; 
Love would have inspired this thought in me first; 
It is me, prince, it's me, whose useful aid 
Taught you of the Labyrinth's twistings: 
With what cares I would have held dear this lovely 

head! 
A thread not enough to reassure your lover, 
Companion in the peril which you sought, 
I would have wanted to walk before you; 
And Phedre descended into the Labyrinth with you 
Would have, with you, returned or be lost. 

(Act II, Scene 5) 

PHEDRE 

What is most striking about this passage is how 
Hippolytus usurps his father's position, not only as 
object of Phaedra's love, but also as hero. It is 
Hippolytus who should have descended into the 
Labyrinth. It is Hippolytus who should have killed 
the Minotaur and freed Athens. The fact that Phaedra 
ascribes to him the deeds of Theseus gives insight 
into Racine's reworking of the myth, and into his 
understanding of the hero. 

The image of the Labyrinth is an obvious one 
and central to the play. The story of its origin, of 
Pasiphae and the bull, of passion and bestial lust, 
hangs over the characters like a prophecy. It is the 
product of an ancient curse which dooms the de
scendants of the sun; the sun who looked upon, and 
revealed, the sins of a goddess. Their punishment , 
Phaedra's punishment, is unspeakable, subterranean 
desire. The torture is made more horrible for Phaedra 
because of the other half of her ancestry: she is the 
daughter not only of Pasiphae, but of Pasiphae and 
Minos. She is afflicted with remorse, the union of 
sin with the consciousness of guilt, of insatiable lust 
with divine, all-seeing, all-judging conscience. This 
monstrous union of man and beast is depicted for 
us in the image of the Minotaur, Phaedra's half
brother. 

But if this is how we are to read the metaphor of 
monstrosity in Racine's play, how are we to under
stand the character of the hero, the monster-slayer? 
Theseus, as he appears on stage, is of little help. He 
is bumbling, incompetent and helpless. Until the fi
nal scene he has no idea of what is going on around 
him, and seems, for that little bit of the play he is 
actually in, more of a plot device than a character. 
In order to understand the nature of the hero one 
must tum toward the double image of Hippolytus 
Theseus being led into the darkness by Phaedra 
Ariadne. 

It is not difficult to see Hippolytus in this role. 
The imagery of the play, not only in this passage, 
points towards him as the monster-slayer, and in 
speech after speech his virtues are recounted. Racine 
writes Hippolytus as a bland paradigm of manly 
virtue, a character very different from the ambigu
ous and slightly repellent Amazon that appears in 
Euripides' play. He is proud and honorable, but in 
this play, only "un peu farouche". His sober mod-
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eration and pious chastity are starkly contrasted with 
the uncontrollable lusts which plague Phaedra. He 
falls in love, it is true, but nicely. It makes sense, of 
course, that Racine should see the proud restraint 
which Hippolytus exhibits as the means of conquer
ing one's passions. And just so that the analogy is 
made perfectly clear even to those who were not 
paying close attention during the first four acts, 
Hippolytus is made, in the finale, to battle the beast 
nobly in front of the wedding chapel, symbol of 
honorable, chaste, and divinely sanctioned love. 

With his heavy-handed use of metaphor Racine 
forces this understanding of man's battle with pas
sion into the somewhat unwilling Labyrinth myth 
with which he is, after all, constrained to work. It 
does not always seem to fit though. What does it 
mean for Phaedra to lead the hero into the Laby
rinth? Racine presents us with the image of a lech
erous old woman enticing an innocent, luring him 
into the darkness of perversity. Her promise to teach 
him the turnings of the Labyrinth takes on a hor
rible and vivid significance, but it is a significance 
irreconcilable with the myth. There is a discrepancy 
on two different, but related, points. First, is the 
matter of the seduction: it is backwards. Theseus 
seduced the innocent Ariadne (and later abandoned 
her), and not the other way around. Secondly, it is 
only because of the knowledge she gives him, be
cause of the fact that she betrays to him the secrets 
of her family, "du fil fatal efit arme votre main", 
that Theseus is able to kill the Minotaur. 

It is Ariadne's thread which suggests an alter
nate understanding of the hero, and a reexamina
tion of the character of Theseus. That which makes 
it difficult for the young Hippolytus to see Theseus 
as hero explains the necessity of the seduction of 
Ariadne as preface to his battle with the Minotaur. 
In the eyes of his son (in the first scene) and Phaedra 
(in her speech), Theseus' penchant for playing the 
role of "volage adorateur" and his crimes against 
"trop credules esprits que sa flamme a tromp~s", 
tarnish the memory of his heroic deeds, but in the 
myth these seductions are closely bound to the idea 
of Theseus as a hero. Theseus was able to descend 
into the Labyrinth not because he was pure of heart, 
but because he was an initiate of the island's pro
fane mysteries. He could kill the Minotaur not be
cause of his strength and courage, but because he 
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was able entice Ariadne into revealing her secrets 
to him. It is also interesting to note that not only in 
his Cretan escapade are his heroic deeds linked_ to 
his conquest of women (if in the final analysis we 
can even make the distinction between the two). 
Theseus is able to save Athens from the Amazons 
who threatened it by coercing their queen, Antiope, 
the mother of Hippolytus, into committing an act 
of betrayal similar to that of Ariadne. Both of the 
threats to his kingdom come in the form of a woman 
(the product of Pasiphae's awesome lusts, and the 
proud and unbowing Amazon), and Theseus over
comes these threats not in combat, but with an act of 
seduction. This is the nature of Theseus' heroism. 

Racine ignores neither of these two heroes, but 
plays them off against each other, which is what 
makes Phaedra's speech so interesting. Even if, in 
the end, he seems to see Hippolytus as the hero, 
justifying his claim that this play, more than any 
other he wrote, exalts virtue, the decision is yet an 
ambiguous one. The fact that in loving Aricie he 
becomes her captive, that in finally battling the 
monster he becomes entangled in the twisting reins, 
leaves open the question as to whether the man who 
contemplates the storm standing safely on the quiet 
shore can really call himself its master. • 
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Lyric Narration 
By Alexa Van Dalsem 

"Sing, goddess, of the destructive wrath of Achilles, 
son of Peleus ... " begins the Iliad, and through vivid 
language the reader is swept into the emotion and story 
of Achilles. The words provoke sympathetic sensa
tions and pry upon the memory and imagination to 
relate a hero's tale. For from simple words, spoken or 
written, placed in careful succession upon the mind, 
one may experience countless lives and events and 
ideas. Being social, communicative animals, humans 
strive to communicate with others, most immediately 
through words and when words cannot suffice, per
haps through dance, art, theater, or music. In the study
ing and listening of the second movement of 
Beethoven's Symphony No.7 the music plays into a 
storyline, evoking different emotions in the parade of 
musical measures, combining to tell a story, such as 
the first words of the Iliad. Like a narrator's words, 
music is a storyteller. 

The oboe, clarinet, bassoon, and horns introduce 
the second movement as if ending a section of music, 
holding their notes for three measures. C makes an 
appearance as 3 in the oboe and bassoon, and E as 5 in 
the oboe and horns, outnumbering the A's in the clari
net and bassoon. The introduction has a feeling of 
being almost complete, not quite hitting home, lead
ing to the entrance of the main character, who I call 
Kedos, represented by the lone notes of measures three 
and four, theme (a), a slow, precisely measured, mel
ancholy beat (measures 3-26). The A-minor key gives 
the notes the familiar minor-key sadness. Measures 
11-18 repeat from measure 19 on, but more quietly. 
Having victoriously concluded a war the stately Kedos 
leaves the battle land, walking in solemnity and soli
tude grieved of lost lives and his homeland. Coming 
upon a divinely lit clearing, he does not slow his steps, 
but approaches quietly, not wishing to be noticed by 
nor to disturb the figure dancing in the light. 

The viola and cello take up the melody, theme(~), 

dancing behind (a) as a less solemn tune (measures 
27-50). (~)moves up to the second violin, urging (a) 
to the first violin as the two tunes intertwine, the beat 
becoming momentarily less prominent (measures 51-
74). As(~) proceeds to the first violin, (a) is driven 
into the wind instruments in a crescendo of (a), made 
more prominent by the high pitch of the tones over
riding, but not wholly hiding, the continued(~) melody 
in the first violin, and the contrast of the seeming light
ness of the preceding section. In sympathy(~) plays 
along with (a) (measures 75-9.8), dropping off for a 
moment at 99-100 for (a). Despite his precautions, 
the figure turns towards Kedos, dancing around him, 
winding her song amidst his melancholy. Softly she 
sings of happiness, beguiling him to join her, to forget 
his pain for lightness. Tempted by her promises and 
the rays of joy laid against his sadness, prodded by 
the sharp pangs of his pain, Kedos tries to dance, to 
mingle with her song. But in his pain he can only 
erupt into the song of his sorrows, weeping and sing
ing as she sings with him, dancing in sympathy, as he 
tries to purge his mind of the past. Enchanted by her 
continued song, Kedos ends his weeping, forgetting 
sorrow, and eases into her dance. 

After the crescendo and fall off of (a) , (~) picks up 
a lighter tune in a lighter key, A minor, in the clarinet 
and bassoon. The original rhythm of (a) continues in 
a variation by the bass, but pizzicato, so that the role 
of the pounding dominant beat is lessened (measures 
101-42). Ending the tune,(~) reverts to A minor in 
measure 139 and begins a downward scale, to .spill 
into a full tumbling scale, covered by winds and strings 
from the flute to the bass (measures 144-48). A pair 
of eighth notes hang suspended at the end to be an
swered by two more sets of eighths (149). Having re
lieved Kedos 'pain, eased his piercing cries into soul
ful looks, she sings of her life, of the happiness he 
would find with her further soothing his wounds with 
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tales of continued gaiety and merriment. She ends 
her song with arms outstretched towards him, asking 
if he will join her in the lightness, suspended as she 
wonders if she has convinced his pain to escape into 
her dance. He cannot but assent, wrapped in her en
chanted song. 

(p) returns in measure 150, still accompanied by 
the pizzicato bass beat. Measures 176-77 hold a short 
set of saddened tones that give way again to a sooth
ing tune, leading into the fugue. The fugue subject as 
appears in measures 183-86 is another variation of (a), 
using the same rhythm in a smoother sequence of 
notes. The fugue having begun with two string in
struments widens to all four string instruments, comes 
to include the wind instruments, and builds to another 
crescendo of music for a return of the solemn pound
ing (a) theme (measures 214-23), repeating a part of 
what the flutes so plaintively declared in measures 75-
98. Falling into the lightness, Kedos and she dance, 
signing her notes of glorious, lulling melody. Under 
her enchantment his pain finds rest, resurfacing in 
fleeting instances to be blanketed by her swift hands. 
She wove his pain into light, relieving his soul with 
masks made of his sadness. As he dances his light 
ascends, as she sings he flies, floating only among her 
notes to be gripped by his unyielding pain. Falling to 
ground, he cries in familiar anguish as memory tri
umphs over her presence, seized with realization of 
his dances 'futility, of the enchanted mask resting upon 
his face. 

As (a) repeats in measures 214-23, so does the 
melodic variation of (p) of measures 101-42 return, 
again to A major, futilely trying to dispel the reinstated 
sadness (measures 224-51). The sad (a) struggles over 
(p), returning softly in measures 243-45 to A minor 
and the original beat, and is more strongly reinstated 
in the following measures, becoming climactically 
loud (by all instruments except strings) as (a) returns, 
softly (only by the strings), loudly, softly, as if to re
veal two contrary views of a situation (measures 24 7-
53). The succeeding beat series of quarter note, two 
eighths, and two quarter notes is played by pairs of 
the wind instruments in succession (flute and oboe, 
oboe and clarinet, etc.), to be supported and answered 
by all four strings in pizzicato, and then repeated (mea
sures 255-70). Finally, the winds consent (measure 
271) and the strings, returning to area, speed off to the 
end. Trying once again to dispel Ke dos' pain, an-

swering to his repeated cry, she sings her song' of 
gaiety and merriment, enclosing his soul in her leaves 
of easement. But his melancholy winds shu.ffie her 
leaves to the ground, and as if to convince himself he 
exclaims, "I have t'o go," a yearning to stay lingering 
in his eyes, but convinced by his own words. Calmed 
by his conviction, he found his pain echoed in her slow
ing song, in her consent. Little to reply, he disappeared 
beyond the boundary of her faded light. 

Perhaps not coincidentally, this story resembles 
that of Odysseus and Calypso. As Homer's epic poet
ics composed the tale of Odysseus, so does music hold 
the ability to compose a tale. Listening to music, I 
often put phrases of words with the music, naturally 
matching the tones with words. Songs intentionally 
combine music that expresses emotions to simiiar 
emotions expressed by the words (or vice versa). 
Palestrina used voices formed around words to pro
duce a musical composition, expressing sentiments 
through words and music. An in the Kyrie of the Missa 
Papae Marcelli, the singing of the "Kyrie" is short
ened compared to the elongated "eleison," as if call
ing attention to the Lord and then singing in supplica
tion for mercy, lengthening the word so that it reaches 
the Lord and giving "eleison" importance as if the 
Lord's attention can be easily gotten, but his mercy 
requires more effort. Together and separately music 
and words express a story or emotion or can portray a 
scene. 

According to Aristotle, " ... that which has a begin
ning and a middle and an end is a whole." (Pqetics 
VII.27) Musical compositions and written stories, 
being complete and whole like tragedy, should have a 
beginning, middle, and end in which to contain a story, 
and methods of revealing the building, climax, and 
resolution within those boundaries-words through 
suspenseful and climactic literal illustrations and mu
sic through the soundings of instruments. In the sec
ond movement Beethoven denotes when instruments 
should become loud or soft, when to crescendo and 
other such dynamics to set a scene or mood. Music 
from the beginning (a) overlaps the end of the fugue 
in stretto, building to a powerful reinstatement of (a), 
to give a booming and dynamic entry to a familiar 
tune. While (a) rested beneath(~) and hid within its 
variations, it could never disappear. Its reentry sneaks 
up on the listener and hits the ear with grand resolu
tion at its return. (a) and(~) of the second movement 
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differ through dynamics as well-( a) being more of a 
march, stately and solemn, using the same rhythm 
every two measures, with each note pronounced. 
Whereas(~) flows into a dance rhythm, creating a song 
theme through varied notes, many tied together to 
soften the evident beat of (a). Dynamics of music de
scribe a scene and actions as words and phrases de
scribe a scene in a story. 

As words invoke images of characters which are 
carried in the mind throughout a story, the use in mu
sic of different instruments or tunes defines charac
ters. The musical characters interact as the instruments 
and tunes interact, playing separately or together, one 
perhaps louder or higher in pitch that the other, to re
veal different qualities and positions of the charac
ters. Beethoven's use of two tunes (the beginning 
stately (a) and the added flowing(~) which play to
gether, and sound separately, and build over one an
other, sets apart two characters acting together as the 
music acts together. Shiitz's St. Matthew Passion simi
larly distinguishes the characters, having the Evange
list and Jesus as single singers with music and words 
presented more as speaking than song, sung by musi
cally different voices. The High Priests and Learned 
Ones as well as Jesus' Disciples sing with multiple 
voices to represent a group of people, differentiating 
the Evangelist, Jesus, and the followers. In music, 
characters are described through musical qualities, 
which act as words ion character descriptions by play
ing on the emotions conjured up by the musical quali
ties. 

Both words and music evoke one's emotions, let
ting the mind hold the story within itself, to experi
ence vicariously sadness and joy, trouble and resolu
tion, being the· foundation for humans to participate 
in stories. Different keys easily set the tone, as the 
beginning key of A minor of the second movement 
gives the music sadness and the intermittent A-major 
sections give the music a lighter, less solemn air. The 
regular beat of (a) reminds the listener of marching, 
giving the tune solemnity and stateliness. The me
lodic (~) , on the other hand, with notes tied together, 
trickling up and down scales in notes of smaller time 
increments, sounds like a dance, resulting in a tune 
with a tendency towards happiness. Without these 
memories or sympathies, one can only see words or 
music, without truly reading or listening, failing to fly 
above the tones. Like written compositions, music 
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combines musical elements as a form of expression, 
resulting not only in a musical composition but an 
expression of emotion, resembling a story. • 
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