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Foreword 

Dear readers, 

This issue marks the end of a one-year journey for the newest student publication, 
iaropia. Thank you for subscribing and supporting us in this undertaking! We hope you 
enjoyed reading the interviews and essays we have published. 

This fourth issue of iaropia is dedicated to the graduating class. In the "Dialogues" 
section, besides the usual questions, tutors are invited to share a few words for the soon-to
be-graduates. Moreover, we have an interview with Eleni Bozori, a GI student who is grad
uating this May. In the "Reflections in Writing" section, we present a collection of essays 
from several members of our senior class. Thank you, seniors, for being such an integral 
part of our St. John's community! 

Since this is our last entry for the 2015-16 academic year, we would like to express 
our gratitude to all the tutors who kindly agreed to be interviewed by us; to the contributors 
who submitted their essays and patiently worked with our editors; to Mr. Michael Jordan at 
the print shop, who carefully prepared all copies ofHistoria; and to all the iuropia editors, 
who put so much care into each issue. 

We are excited to begin the journey all over again in the fall! 

Yours, 
Xiuyuan Zhang 
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Dialogues 

Mr. Robert Abbott 
Mr. Peter Kalkavage 

Ms. Margaret Kirby 
Ms. Eleni Bozori 

Tutor: Mr.Robert Abbott Interviewer:Xiuyuan Zhang(Al7) 
Mr. Abbott has been a tutor at St. John's in Annapolis since 2013. He currently has a freshman lab tutorial, a 
freshman language tutorial and junior seminar. He has been interested in German poetry, Herodotus, Rene Girard, 
and Archimedes. 

Ms. Zhang: In what way did your experience 
in St. John's as a student shape your own identity? 

Mr. Abbott: It became really important to me to 
say out loud in speech what I really thought and who 
I really was. I think that was not true before I came 
to the College and it was true after I left, and it has 
became increasingly more true since then. 

Ms. Zhang: Was there an instance, either 
when you were a student or as a tutor, that you 
felt the reading shook the foundation of your own 
beliefs or principles? 

Mr. Abbott: Yes, there were so many times. 
The first one that comes to mind is when I read the 
Oresteia. I wrote on the Eumenides as a freshman. 
When I read how the furies became the kindly ones 
for the Eumenides, it changed what I thought was 
possible in the world. I realized that sometimes what 
appeared to be darkest and most frightening could 
actually be the very thing that saves you. 

Ms. Zhang: What was the greatest ideological 
change you underwent as an undergraduate? 

Mr. Abbott: That is a tough question because I 
think I didn't change as much in St. John's as I should 
have or as much I could have. I think a lot of things I 
read and a lot of conversation I had with people took 
a long time to have an effect on me. So ideological 
changes that happened much later in my twenties, I 
think, actually began when I was here at the College. 
So I changed a great deal in the way I think about 
the role of government. Broadly speaking, I think 
I've moved away from being a conservative and more 
towards being like a liberal. But to be more specific, I 
think I've moved away from thinking that government 
should control the baser impulses in men, and now I 
think it should enable us to live full human lives. So 
that was one major change. 

One major change I experienced at the College 
that had nothing to do with the Program was learning 
to look at paintings. Paintings were not on the Program 
when I was here but there were people interested in 
them: Mr. May, and Ms. Stickney, who was a fellow 
student. I would go into Washington and I learned 
how to see a painting or a work of art. That also really 
changed how I read. 

Ms. Zhang: What is your insight on Rousseau's 

theory of human developmental degradation? Do 
you agree or disagree with it? 

Mr. Abbott: I think I don't understand it or 
know it well enough to have my own opinion. Is there 
something in particular that you are asking? 

Ms. Zhang: Do you think human beings are 
degrading? 

Mr. Abbott: No, I don't. 
Ms. Zhang: What kind of relationship should 

men have with Nature? 
Mr. Abbott: I think men should treat Nature as 

a creation that he is responsible to care for. I think 
that he should treat it as one of the two sources of 
his existence. I think that that relationship is best 
exemplified in poetry. I think that poetry has a 
relationship to Nature that science, mathematics and 
philosophy do not. And I think that is the relationship 
we should have toward Nature. 

Ms. Zhang: This is a question from reading Kant 
and Rousseau, what do you think is the excellence 
and limitation of human reason? 

Mr. Abbott: I think that the excellence of human 
reason is that it can see things for what they are as 
independent from who we are. The limitation of 
reason, I would call not only a limitation but a vice, 
or a crime, is that reason can see things not as they are 
but as what we want them to be. 

Ms. Zhang: What do you think is the ideal 
outcome of seminar discussions? 

Mr. Abbott: I am going to quote a fellow tutor 
who is now retired and say that a good seminar is one 
which somebody thought something that they would 
not have thought if they had not gone to seminar. 

Ms. Zhang: How do you view the constantly 
opposing ideas of different authors through the 
program? 

Mr. Abbott: Sometimes I think of it as a 
parliament of thinkers, each of whom must be heard 
and respected. Sometimes I think the parliament 
degrades into a fist fight. 

Ms. Zhang: What would you want to share 
with/ say to the seniors who are graduating? 

Mr. Abbott: Goethe says: "do not rest and do not 
hurry." I would say that the thing to remember as you 
are graduating is that you don't have to decide now 
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exactly what to do but you shouldn't do nothing. 
Try to find something that allows you to be busy but 
doesn't necessarily have to be your vocation. 

Ms. Zhang: Do you remember what you feel 
when you were a senior? 

Mr. Abbott: Yes, I had just sprained my left 
ankle and so I was in a great deal of pain. I had to sit 
on a sofa for weeks and think about my life and what 
I had done with it up until then. I don't recommend 
that. I remember thinking that I felt like I had lots of 
potential and I had no idea what to do with it, and it 
made me very anxious. 

Ms. Zhang: What did you do to work out of 
being anxious? 

Mr. Abbott: I taught high school. And helping 
people learn relieved the anxiety. It helped me think 
about what I might have been doing for four years. 

Ms. Zhang: How do you handle stress? 
Mr. Abbott: I try to say out loud and clearly 

what I am experiencing as stressful. And I take lots of 
walks. 

Ms. Zhang: Why did you come to St. John's as 
an undergraduate student? 

Mr. Abbott: The quick story is that my Latin 
teacher recommended the College to a friend of mine. 
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I read the brochure and I saw "The following teachers 
will be returning to the College" and thought that 
sounds interesting! I asked my Latin teacher about it 
and he said I don't think you would like that college 
at all. So I visited sort of out of spite and contrariness, 
and it was during the summer, so there were no 
classes. But something about the place indicated to 
me that it was special and serious, and I came back 
as a perspective student in the fall and saw classes, 
then I really knew. But all it took was seeing the list 
of books. 

Ms. Zhang: What is the biggest difference 
between being a tutor and being a student? 

Mr. Abbott: When I was a student, I didn't think 
of the class as a whole. I thought about myself and my 
own responsibilities, doing my work and doing my 
reading. As a tutor, I worry more about the class as a 
whole. 

Ms. Zhang: What did you learn from the 
students? 

Mr. Abbott: Everything? It is a difficult question 
because I learn something from students everyday and 
it is usually very particular. Maybe I can say that the 
more general thing I learned, that is something that 
one can learn but then forget and need to be constantly 

reminded of, is learning and knowledge are only 
important if they exist between two people. That is to 
say, knowledge is conversational. It is easy to forget, 
if you are thinking on your own, that knowledge is 
not just for you but it always connects you to those 
around you. That is particularly easy to be reminded 
of that if you are with students who are thinking. 

Ms. Zhang: What part of being a tutor you 
find the most challenging? 

Mr. Abbott: Listening well, hands down. 
Ms. Zhang: What did you not know about 

tutors that you learned after becoming one? 
Mr. Abbott: I think I didn't realize how much 

tutors are themselves learning. And that is not because 
it wasn't clear in the classroom that my tutors weren't 
also learning. But somehow I guess I thought that they 
knew everything. At least that was what I remembered. 
And now I know better. 

Ms. Zhang: Is there a book that you changed 
your views on once you read it again as a tutor? 

Mr. Abbott: Yes, Kant's First Critique. That was 
a book that I read both as a student for the first time 
and I read a lot in graduate school. But reading it as a 
tutor I felt like I really saw how restrained Kant is and 
how he wants to leave a vast scope of action open to 
humans. 

Ms. Zhang: Was the class dynamic or 
atmosphere different comparing to today? 

Mr. Abbott: No, and I have been wonderfully 
surprised to find that. Not just in the classroom but in 
All-College seminars, SCI meetings and coffeeshop 
conversations, I have found the same living speech 
that was there when I was a student. 

Ms. Zhang: Can you describe your best 
experience in seminar? 

Mr. Abbott: That's tough. It's really hard. 
Alright, I'll say this: recently in a Don Giovanni 
seminar, I was so taken up by the conversation 

that I completely forgot what time it was, and I felt 
embarrassed afterwards because my poor seminar had 
to stay until 10:30, because I really had forgotten. But 
I also thought that it is wonderful both that I could 
forget and that the seminar was not angry or resentful 
but kept talking. That reminded me of something 
really important about the College. 

Ms. Zhang: What are your favorite books this 
semester and last semester as a junior seminar 
tutor? 

Mr. Abbott: My favorite book this semester is 
either Pride and Prejudice or Gulliver's Travels. I 
think it is Pride and Prejudice. For the first semester.
Don Quixote. 

Ms. Zhang: Do you feel nervous in class 
sometimes? Why? 

Mr. Abbott: Yes. Sometimes at the beginning of 
seminar, like right before it begins, I think: if you just 
stood up now and ran out, no one would stop you. And 
then, once it begins, the anxiety goes away and I am 
happier than I can imagine. It has nothing to do with 
happiness and unhappiness, it's just pure anxiety at 
the thought that the next two hours are gonna be deep 
intense conversation that could change me forever. 

Ms. Zhang: How do you pick your opeuing 
question? 

Mr. Abbott: I usually write down two or three 
and I walk around either inside or outside and think 
what it is like to ask them. And a piece of good advice 
that I got from a tutor about opening questions is to 
ask yourself: are you assuming anything in asking 
that question? Is there a question before that question 
that is even better? 

Ms. Zhang: What're the qualities you value 
most in students? 

Mr. Abbott: Wonder. 
Ms. Zhang: This would be all. Thank you for 

doing this interview with me. 
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Tutor: Mr.Peter Kalkavage Interviewer:Jonathan Llovet(A17) 
Mr. Peter Kalkavage has been a tutor at St. John's College since 1977, and is currently teaching freshman seminar, 
sophomore music, and senior language. From the standpoint of the Program, his main interest is music. His other 
intellectual passions include ancient and modem mathematics, Plato and Aristotle, Hegel, Dante, and Baudelaire. 

Mr. Llovet: What did you do before you 
became a tutor at St. John's? 

Mr. Kalkavage: I was completing my doctoral 
work in philosophy at Penn State University and 
teaching humanities and logic. 

Mr. Llovet: How did you learn about the 
College, and how did you find yourself here? 

Mr. Kalkavage: An alumnus of the College 
was in the graduate program as well. He eventually 
became a tutor and encouraged me to apply. I did, and 
here I am. 

Mr. Llovet: The relationship between dialogue 
and writing seems complicated and mysterious - if we 
are seeking after truth, then what are the benefits 
of dialogue and writing, and how do they fall short? 
Is writing the same kind of activity as dialogue, or 
is it a different kind of activity? 

Mr. Kalkavage: This is indeed complicated 
and very important. Live conversation and writing 
need each other and to some extent make up for each 
other's limits. The former is freewheeling and shapes 
itself spontaneously. The shape conversation takes 
sometimes is eventual and may emerge from a kind 
of chaos of stumbling, a series of disconnected first 
stabs, or awkward silence. Anything can happen and 
usually does. There is no predetermined end and often 
no real conclusion. But it is live speech and that's 
what matters. A broad range of virtues is in play, and 
a broad range of demands and limitations. It is often a 
bumpy ride with seemingly fruitless excursions down 
blind alleys and garden paths. These sometimes prove 
to be just what generates insight, and the blind alley 
turns out to be a new and better path. There is plenty 
of room for revision of thought and formulation, but 
timing is of the essence, and "where" the discussion 
is at any particular time makes going back a tricky 
business. Sometimes an abrupt going back is just what 
the discussion needs. At other times it disrupts the 
flow and prevents an idea currently on the table from 
being looked at more closely. Finally, it is communal 
and (one hopes) cooperative. Writing is the effort at 
the precise formulation of the movement of thought. 
Unlike live speech it should be carefully ordered, and 
the end must meet the beginning and in some important 
way satisfy a specific intellectual need embodied in 
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a question or series of related questions. As Bacon 
says somewhere, writing "maketh a man precise." 
There is a marvelous periodicity at work here: a 
messy but exciting conversation can inspire a highly 
formed essay, and an essay in tum inspires further 
live conversation. That natural cycle reflects life at 
the College: students in seminar have conversations, 
then write an essay, and then have conversation about 
their essay with tutors. Live talk excites and arouses, 
writing focuses and forms. 

Mr. Llovet: Our discussions with the texts and 
with each other are foundational to our lives at the 
College. What problems are there with the way 
that we approach the liberal arts? How might we 
improve upon them? 

Mr. Kalkavage: I find myself largely, if not 
completely, in agreement with how we approach 
the liberal arts, although the phrase "liberal arts" (as 
opposed to the more general "liberal education") is 
sometimes not, I think, as present as it should be in 
our self-descriptions. One recurring and unavoidable 
problem is that we just don't have enough time to study 
things as deeply and extensively as we would like -
even with our relatively long stretches devoted to 
Euclid, or Bach's St. Matthew Passion, or Racine. In a 
way, that's an advantage: the Program should leave us 
not satisfied but hungry for more. Even as I say this, 
I fantasize about how nice it would be to spend more 
time on Euclid's number books, French poetry and 
great works in tonal harmony! An important part of 
our ongoing struggle is to find the right proportion in 
our tutorials between general discussion and attention 
to details. This is more a matter of maintenance than 
of improving the Program (which, we must admit, is 
pretty amazing). Another challenge we face is that, as 
a primarily "talking college," we sometimes don't pay 
enough sustained attention to student writing. We've 
wrestled with this for years and will continue to do so. 

Mr. Llovet: You recently pub1ished a new 
edition of your translation of Plato's Timaeus. Why 
did you decide to translate this dialogue? 

Mr. Kalkavage: The Timaeus and I go way 
back. In high school I became very interested in 
physics and thought I might continue to study it in 
college. I was fascinated by light and what was going 

on inside the atom. My college courses in physics 
and mathematics (I adored the calculus) convinced 
me that I was suited for neither and that I wanted to 
inquire into "the big questions." But my interest in 
physics persisted. This gained an outlet of sorts in my 
dissertation on Plato's dialogue, which I continued to 
study with renewed relish when I came to St. John's. 
My focus shifted from physics and the physical world 
to the soul and intentions of the physicist, especially 
the mathematical physicist, and most especially the 
one who thought about the cosmos in terms of beauty 
and music, as Timaeus does. Focus Press did not at the 
time have a translation of the dialogue, so I offered 
to do it. This proved to be one of the most frustrating 
and fulfilling things I've ever done. I worked on a 
2•0 edition because there were things in the original 
version that I wanted to improve. 

Mr. Llovet: You mentioned before the 
intentions of the physicist. What do you mean by 
this? 

Mr. Kalkavage: I mean what the physicist 
wants - what kind of truth he is looking for and why 
it would satisfy him. Einstein once said, "I want to 
know God's thoughts - the rest are mere details." 
That's a far cry from wanting to have this or that 
explanation of this or that phenomenon. 

Mr. Llovet: When did you start translating 
Plato? Did you learn Greek at St. John's or 
somewhere else? 

Mr. Kalkavage: These are happy memories. I 
began learning Greek in my junior year at Penn State. 
We were part of an experimental group that learned 
Greek as a spoken language (with pitch accent). We 
had to go to the language lab and talk with Socrates, 
or at least listen to him talk in excerpts from Plato's 
Euthyphro and Xenophon's Symposium. I didn't 
appreciate this approach at the time (I would always 
skip the drills at the beginning of each chapter in 
order to get to the grammar.) Now I am very grateful 
to have an aural relation to Greek! 

Ah, the translating business. This was by 
the grace of Ms. Brann, who, when approached by 
Focus Press to translate the Sophist, asked Mr. Salem 
and me to join her. That was in the mid '90s. And 
so, our "beautiful friendship" (to quote Rick in 
Casablanca) became even more beautiful and led to 
further translating adventures: Phaedo, Statesman 
and Symposium. 

Mr. Llovet: What do we do when we 
translate? How does it relate to other writing, for 
instance, of essays? 

Mr. Kalkavage: Great question. Let me talk 
about what I do when I translate. The starting point, of 
course, is to attempt to be faithful in English to what 
is there in the Greek and to avoid mere paraphrase. 
It's also important to acknowledge the reality of 
idiomatic speech and resist indiscriminate word for 
word translation. In the case of Greek, one of the 
hardest things is the correct rendering of particles, 
those word-sprinkles that serve as verbal gestures or 
inflections (like a raised eyebrow, a stressed word or 
an ironic tone). A good translation should also give 
due honor to the English language and be as readable 
as the original version permits. Sometimes, but by 
no means always, a sentence in Plato is supposed to 
sound awkward, convoluted or comically professorial. 
In several languages, the verb for "translate" is close 
to the word for "betray." To translate (as the Latin 
provenance suggests) is to carry across. But there's no 
such thing as a perfect translation, and the would-be 
translator must proceed with a fitting mix of courage 
and humility. Translating is a great way to gain a 
deeper understanding of a great work, but very often 
one must translate what one doesn't understand fully, 
or at all. Sometimes one has to trust that the way Plato 
wrote a sentence is exactly what he intended, whether 
one "gets it" or not. One must beware of making one's 
own understanding the measure of what is meant. The 
goal in any case is not to impose anything on the text 
but to carry the thing across to the reader as faithfully 
as one can. It's impossible to take on the strange and 
somewhat questionable task of translating without 
gaining a deeper understanding and appreciation of 
one's own language. That's one important reason why 
translation of Greek and French is part of our work at 
the College. To quote Goethe, "Anyone who doesn't 
know foreign languages knows nothing of his own."1 

Mr. Llovet: What is it like when you meet to 
translate? 

Mr. Kalkavage: When we (Ms. Brann, Mr. 
Salem, and I) get together, we don't just translate. No! 
We have to schmooze, chew the fat and gossip. But 
we also work hard at getting things right, especially 
with the particles. The Greeks, who were sensitive 

1 Johann Wolfgang von Goethe, Goethe, Maximen und Refiex
ionen. Aphorismen und Auft,eichnungen. "Wer fremde Sprachen 
nicht kennt, weiB nichts van seiner eigenen." 
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to the spoken word, have what might be called the 
gestures of humanity in their particles. But these 
can be slippery devils. It is often hard to figure out 
how to capture them, and when not to translate them. 
Regarding our translating trio, I would say that it's 
hard to imagine the cooperativeness and high spirits 
of our communal translation existing anywhere else. 

Mr. Llovet: Why is that? 
Mr. Kalkavage: We don't belong to 

departments or have specialties. We don't have any 
turf, so what we do isn't competitive. None of us is 
a specialist in this stuff. Sure, we know Greek, but 
it's not like we knew what we were doing when we 
started. We learned as we went. 

Mr. Llovet: On another note, do you have a 
favorite musician? 

Mr. Kalkavage: Hm. This is hard. My top 
three are Palestrina, Bach and Mozart. The music of 
these composers has to an extreme degree a quality I 
admire and enjoy: nobility. 

Mr. Llovet: Do you think music shapes the 
soul? Is music a reflection of the soul? 

Mr. Kalkavage: Music absolutely shapes the 
soul, and in more ways than I've ever been able to 
understand. Plato and Aristotle, of course, talk about 
this with a beautiful precision. How music does what 
it does with respect to the soul is something I continue 
to explore. Yes, music is also a reflection of the soul 
in the sense that the soul shows itself in what we love 
to sing, play, dance to, and listen to. The music we 
embrace and love shows who we are. I often puzzle 
over what my own tastes say about me, since my 
musical origin was playing drums in a garage rock 
band. I still really like that stuff, as well as "soul," 
funk, blues, jazz-inspired songs from Tin Pan Alley, 
show tunes, folk and some country. So what does that 
reflect? 

Mr. Llovet: How did you become involved in 
music at St. John's? 

Mr. Kalkavage: I was intrigued that music 
was part of the Program, and that I would finally have 
an opportunity to study music theory - something 
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I wanted to do in college but couldn't fit into my 
schedule. I also wanted desperately to play keyboard 
so I could play Bach counterpoint. I started teaching 
the tutorial (which was very different from what we 
have now) in my second year. Around that time I also 
studied harpsichord with the late Douglas Allanbrook 
- tutor, author, composer and brilliant pianist 
and harpsichordist. Soon after that I was strongly 
encouraged by the tutor who was teaching freshman 
music (very successfully) to try my hand at that class. 
I resisted on grounds of utter inexperience but finally 
relented. I was glad I did! It went well and helped 
me to develop a taste for conducting. After that, the 
so-called Small Chorus that existed at that time (it 
was a sort of combination of our Madrigal Choir 
and Primum Mobile) needed a conductor. The dean 
asked me to take it on, so I did - with some fear and 
trembling, since I doubted my ability to lead a more 
advanced group. That too went well and attracted a 
large group of students. And so, the St. John's Chorus 
was born. 

Mr. Llovet: Can you say something about 
the St. John's Chorus program for next year? 

Mr. Kalkavage: Yes. We're going to continue 
with unaccompanied motets - a mix of "old" pieces 
from the Renaissance (I haven't yet selected them) and 
compositions by a contemporary Norwegian composer 
I recently discovered: Ola Gjeilo, whose deep and 
rich sound is inspired by chant and Renaissance 
music. One motet in particular, Unicornis captivatur 
('The unicorn is captured"), is gorgeous and difficult. 
It calls for double chorus and is a rousing musical 
journey through the medieval Christian bestiary 
(Christ as unicorn, pelican, lion, etc.). It varies the 
time signature and highlights 7 /8 time. 

Mr. Llovet: Do you have any words for the 
seniors? 

Mr. Kalkavage: Yes. In all that you do, in all 
your relationships after you leave the College, with 
all the people you meet, be generous. That's one of 
the meanings of someone who is EAEU9i:pto~ - free
spirited, noble-minded and in the truest sense liberal. 

Tutor: Ms. Margaret Kirby Interviewer: Sihui Ma(A17l 
Ms. Margaret Kirby started teaching at St. John's Santa Fe campus in 1990 and has been teaching at the Annapolis 
campus since 1997. She is currently leading a sophomore seminar, as well as sophomore and junior mathematics 
tutorials. Her academic bac ound is in Classics and in German literature. 

Ms. Ma: How did you discover St. John's 
College? Would you like to tell us a little about 
your life before teaching at St. John's? 

Ms. Kirby: When I was 16, I started my college 
life at University of Kings College in Nova Scotia. 
In my first year I participated in an interdisciplinary 
program. Most of the books we read are also on the 
St. John's program. When I had to choose a major, I 
initially thought of mathematics, and took a number 
of math courses. But because I so enjoyed the books I 
read my first year, I started taking classes in Classics 
and German, reading Greek philosophy, German 
philosophy and literature. After doing a master's 
degree in Classics, I studied German literature, first 
at Oxford University and then at the University of 
Toronto. I went back to University of Kings College 
and began teaching in the program I had taken in 
my freshman year. That is when I heard about St. 
John's College. I was really attracted to the St. John's 
program, not only because I wanted to teach in a four
year program, but also because teaching at St. John's 
would give me the opportunity to teach mathematics 
and science in addition to humanities. For someone 
like me who has interests that cross disciplines, St. 

John's College seemed a natural place to go. 
Ms. Ma: What do you think are the pros 

and cons of our Great Books Program? What 
is the aspect of St. John's College you find the 
most attractive especially compared to other 
universities? 

Ms. Kirby: The pro is, that we read wonderful 
books and talk about them! I can't think of any real 
cons, though it can be hard to read so much and so 
many things at once. I like to engage closely with the 
details of a text and I'd always like to go more slowly 
and have more time. But the program, in prompting 
us to read fast, helps us see overarching themes and 
central questions that authors address. And in tutorials 
we often have a chance to take a closer look at things. 
I greatly enjoy talking with students and colleagues, 
as those conversations often open the books up for 
me. Advising essays is another activity I enjoy at St. 
John's. Working with students on their annual essays 
can be a wonderful opportunity to have sustained 
conversations about a question a text raises and to 
probe more deeply than we can in seminar. 

Ms. Ma: What are your favorite books in the 
program? Why? 
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Ms. Kirby: That's a very hard question. I always 
enjoy the book I am currently reading, even when 
I think I disagree with it. The Odyssey is certainly 
somewhere at the top of my list. I have to add all 
Shakespeare's plays, especially As You Like It, since 
today is his birthday. I love the poetry we read in 
sophomore language class and of course Dante's 
Divine Comedy. As for math and science, I think the 
Leibniz sequence in junior math is terrific. There are 
also marvelous readings in lab, such as Aristotle's De 
Anima and Physics. The Physics was an important 
work to me long before I came to St. John's. Among 
the classics courses I took as an undergraduate, 
there was one on the Physics. I was fascinated by 
Aristotle's discussion of infinity and thought that was 
the way I would like to learn mathematics, as a form 
of philosophical investigation. That class persuaded 
me to major in classics and German rather than 
mathematics. I love the Faraday readings in junior lab 
and the way he observes electromagnetic phenomena 
and conducts his experiments. This sequence is a nice 
parallel to the Aristotle readings in freshman lab, as 
both Faraday and Aristotle have an extraordinary way 
of observing things. 

Ms. Ma: What do you think an ideal dynamic 
of a tutorial or a seminar should be like? 

Ms. Kirby: In an ideal seminar everyone works 
together, focusing on a single question. If we all 
manage to focus on a single question, we deepen our 
understanding as a whole. Sometimes you feel the 
group as a whole begins to see something. There is an 
excitement of seeing something really come to light. 
Moments like that are unpredictable-they don't 
always happen even when we're working really well 
together. Energeia is probably a better expression 
than "ideal dynamic" for describing the best kind of 
seminar-I prefer seeing the actuality to seeing the 
potency (dunamis) of a seminar! In an ideal math 
tutorial, when one student is presenting a proposition, 
the rest of the class is engaged in conversation with the 
student at the board. There should be multiple voices 
but a single focus. Much of the quality of a seminar 
or a tutorial depends on the group, how well it works 
together as a whole. Classes almost always learn to 
work better together over the course of the term. It 
takes a while for the group to find its actuality! 

Ms. Ma: Can you tell whether the students 
were well-prepared from the way they engage 
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themselves in conversation? What would be your 
reaction when some people in you class express 
their ideas without doing the readings carefully? 

Ms. Kirby: It is easy for me to tell when 
students are not well prepared. Being well prepared 
does not necessarily mean understanding everything, 
but coming to class with clear questions and clarity 
about what one's puzzled by. It takes time to figure 
out what your questions will be. At the beginning of 
a class, when we are engaging the technical details it 
is hard for someone to talk without preparation. But 
sometimes students who have not done the reading 
talk more when conversations become more general. 
At first I was irritated by that, but now I try not to get 
too bothered by it. . It's hard to learn much of anything 
if you're not prepared, or help others, but I hope 
listening to the discussion in class might encourage 
students go back and do more reading. The nature of 
the material we study means that one is really never 
adequately prepared. It is hard to determine boundary 
between being prepared and unprepared. There are 
different ways of preparing for a class, especially at 
St. John's. 

Ms. Ma: Which class do you find most 
challenging and why? How do you overcome the 
difficulties? 

Ms. Kirby: It is hard to answer that question, 
because I have not done sophomore music, senior 
lab and senior mathematics. As for the classes I have 
taught, they are all challenging in their own ways. One 
aspect that makes a class challenging may be the text. 
I find some Platonic dialogues, such as the Sophist and 
Parmenides, extremely difficult. The first semester of 
sophomore mathematics is challenging in a different 
way. Some students are very engaged in the study of 
astronomy, while others seem less engaged and find 
it hard to see why the subject is interesting. Junior 
seminar can be challenging: when we were reading 
Kant's Critique of Pure Reason the last time I taught 
that seminar, eventually almost half of the students 
in the class fell silent. At times like that I ask myself 
what I can do to keep everybody on the same page. 
Reading Maxwell's papers at the end of junior lab 
is challenging: students sometimes get discouraged, 
because this curtain of mathematical equations seems 
to separate them from phenomena. I try to find ways 
to help them think about what Maxwell is doing and 
what it would mean to articulate one's insight in math-

-ematical equations. 
Ms. Ma: Why do you think it is important 

that the tutors are learning and teaching subjects 
beside those in which they specialize? 

Ms. Kirby: Perhaps because it makes me a happy 
tutor! By teaching different subjects I'm constantly 
aware of how much more I have to learn. It makes me 
engage all these disciplines in the way that one might 
otherwise not. I appreciate the richness of reading 
across the program. Reading Bacon in seminar makes 
me realize how it's connected to questions that arise 
in freshman lab. For example, how does observation, 
in contrast to mathematical interpretation, provide us 
with a way of approaching the natural world. In order 
to understand ourselves, it seems we need to engage 
in different activities across disciplines. I'd miss a part 
of myself ifl avoided exploring the world in a certain 
way, such as natural science or literature. Reading 
poetry might be different from dissecting a fish, but 
they are both ways in which I engage with the world 
and interact with other people. Most importantly, they 
are the ways I am. That seems the aim of studying 
liberal arts: we are not educated to be an instrument 
performing a certain specialized skill, but we learn in 
order to know who we are. 

Ms. Ma: Do you enjoy communicating or 
working with students outside of class? (For 
example: paper conferences, private meetings, 
lunches, study groups, etc.) 

Ms. Kirby: I like paper advising more than paper 
conferences. Advising gives me a chance to have more 
sustained conversations with a student, about a book 
or a specific question. I love participating in different 
study groups, such as the German poetry study group 
in the past two years. This year I am in a Proust study 
group with faculty members, and also a poetry study 
group in which we've been reading some poems by 
Seamus Heaney. I also find reading books one-on
onewith a student enjoyable, as it is a more focused 
way of examining things. This year I co-led a Plato 
in the Spring seminar on the L ysis with Mr. Abbott, 
which was fun: there were students from all years and 
the conversation was a really good one. 

Ms. Ma: Do you prefer a group meeting or a 
one-on-oue conversation? 

Ms. Kirby: I would say both are important to 
me. One-on-one conversations such as seminar essay 
advising allows you stay with a question and probe it 
deeply. It's a nice way for me to get to know a student, 

both academically and as a person. Paper conferences 
also help me get to know students who are quiet in 
class. I also find study groups delightful, though I 
generally prefer smaller groups, so the conversation 
is more likely to stay focused. 

Ms. Ma: Could you tell us about one of the 
most memorable experiences you have while 
teaching at St. John's College? 

Ms. Kirby: I seem to have memorable 
experiences all the time at St. John's. I think they're 
generally related to "seeing things". It happens when 
you dissect the cow heart for the first time and discover 
the valves inside, and are amazed by the beauty 
and intricacy of living organisms. The most recent 
moment of revelation for me happened in a senior 
oral yesterday. I was surprised by a sentence in Proust 
which was mentioned in the oral. It was always there, 
and I'd read it numerous times, but I didn't really see 
it until that moment. 

Ms. Ma: What do you think is the aim of our 
language program at St. John's College? What are 
its pros and cons compared to language programs 
at other colleges or universities? 

Ms. Kirby: A central aim of our language 
program is to invite students to engage with language 
and reflect on language as a phenomenon. Doing that 
involves different activities. One begins by learning 
Ancient Greek freshman year in order to explore what 
a language is. One also thinks about language when 
one is writing and reading, and there are interesting 
questions about language all across the program. For 
example, when we read Montaigne in sophomore 
seminar, we may be invited to wonder about the 
essay form. Studying language helps us read our own 
language better. Translating makes us ask what it 
means to go from one language to another language. 
Language serves many valuable functions, and above 
all, is central to the kind of beings we are. 

Ms. Ma: Do we study languages for the sake 
of themselves or in order to understand certain 
texts better? 

Ms. Kirby: I think the two aspects are probably 
inseparable from each other. By translating Plato and 
Sophocles we begin to see how language is alive in 
a text. I think studying language for its own sake 
also involves trying to understand how it works in 
particular texts. Language is active in a text. 

Ms. Ma: What would be your advice for us 
students on studying languages at St. John's Coll-
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Ms. Kirby: It is important to learn our own 

language well. We should think about our own use of 
language, and be attentive to our writing, speaking, and 
reading. Studying other languages makes us aware of 
the uses of language and the ways it can convey--or 
fail, or even deliberately refuse to convey-meaning. 

Ms. Ma: What should we be more careful 
of when we talk in class? How should we avoid 
being biased (concerning religious or cultural 
background)? How can we improve our 
performance? 

Ms. Kirby: We should try to be aware of others. 
Being thoughtful means both considering the ideas on 
the table and being considerate of the others at the 
table. It's so appropriate-and so revealing-that the 
English word 'thoughtful' has those two meanings. 

Ms. Ma: When we feel reluctant to speak -not 
just because we are trying to listen- but rather 
due to anxiety or some other factor, how can we 
contribute to the class better? 

Ms. Kirby: Most of us struggle to convey our 
thoughts effectively; it's not an easy thing to do. But 
if that struggle makes you fall silent, my advice is to 
try to forget about yourself, and just think about the 
book and the question on the table. Sometimes you'll 
see something or have a question that just seems to 
make you speak. If you start thinking about your 
performance instead of the book and the questions, 
you stop listening and you isolate yourself from the 
class. Try to forget about yourself, forget about saying 
something important, and just put a thought on the 
table Say something, ask a question, and try again and 
agam. 

Ms. Ma: Should we evaluate our contribution 
in class according to the quantity of speech? 
What is the right amount of our participation and 
speech? 

Ms. Kirby: In some ways people only get to 
know you through the things you say. If you are silent, 
it is difficult for others to know you. But on the other 
hand, being active in seminar means different things 
for different people. It is possible that one student 
does not speak nearly as much, but somehow through 
what he or she does say demonstrates tremendous 
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engagement with the material. Another student 
might be active in class by talking more frequently. 
That student might have to think about editing their 
contributions a bit. There are 18 and 19 people in the 
room and only 2 hours, so it is important to make sure 
everyone has a chance to speak. We should not weigh 
our performance based on some quantitative standard. 
The amount of speech is not the major component 
of your academic ability. Sometimes directing the 
seminar to a passage is also helpful even if you don't 
have your own ideas to share, as there are many ways 
of participating in seminar. And good listening-by 
which I mean active, attentive listening-is much 
underestimated. 

Ms. Ma: Is it good for seminar to have silence? 
Ms. Kirby: In my first few years of teaching in 

St. John's, I was always afraid when people fell into 
silence after I asked the opening question, because 
I thought I must have asked a terrible question. 
However, now I consider a pause after opening 
question as natural, and realize it would be odd if 
we came up with a response immediately, at least 
if the question's any good. I'm comfortable with 
silent moments, and they also provide an opportuoity 
for quieter students to come in. It is nice if seminar 
has pauses, but also lively moments. You want both 
elements and a balance between them. 

Ms. Ma: What are the important aspects of 
writing a good essay at St. John's? What should we 
pay attention to when we are writing essays for our 
tutorials, or annual essays? 

Ms. Kirby: A good essay is one in which the 
writer comes to see something and enables his or her 
reader to see it too. In the end, the writer and reader 
should be looking at something together. Often in 
tutorial papers, it is not until the end of the paper that 
you see the real question of the paper. It's crucial to 
write multiple drafts, as each revision makes you 
think further about the question and makes you probe 
it further. You gain a clarity about the question that 
helps your writing become more focused and more 
coherent. 

Ms. Ma: These are all the questions. Thank you 
again for participating in the interview! 

Student:Ms.Eleni Bozori(AGI16) Interviewer:John Moore(AGI15) 
Ms. Eleni Bozori is an international graduate student from Athens, Greece. She started at the Graduate Institute 
in August of 2014 and is graduating in May of this year. In this interview she shares her thoughts on the program 
of the St. John's Graduate Institute, the life ofa graduate student, and the special challenges that arise as a result 
of being an international student and returning to school after several years in the workforce 

Mr. Moore: Can you tell me a little bit about on discussion? 
your life before coming to St. John's? Ms. Bozori: Actually, English is my fourth 

Ms. Bozori: Before I came to St. John's I lived language, but it is the foreign language I am most 
in Athens, Greece. Our house was located close to comfortable speaking and writing. I didn't hesitate for 
the historic district of Athens, right on the edge of even one moment for such a reason because I already 
the Filopappou Hill, and I loved my neighborhood. I had learned English at a youoger age. Also, I knew 
remember as a child the walks on the Acropolis Hill, that it would take time to get used to the language 
as well as among the rest of the ancient ruins, and especially when you have to speak it in class, but I 
even Socrates' jail cell, as part of our walks every felt that diversity is welcome in America, and as long 
Sunday. I mention particularly Socrates' jail cell, as you have ideas, you express them, and people 
because it had always been a place of unique interest understand you, then you have nothing to fear. 
for me, as I would wonder about the faulty decisions Mr. Moore: Has your experience here 
people make. I received my undergraduate degree reinforced your belief that diversity is welcomed 
from the faculty of Social Theology in the University in the United States? 
of Athens. After I graduated I started working in an Ms. Bozori: Well, I have been living in 
art gallery based on the tradition of my parents who Annapolis for almost two years and I can only 
are painters and art conservators. I grew up in a house speak through my experience. So, what I have 
filled with art; there is no place in my parents' home been experiencing is a very friendly and warm 
where there isn't a painting - works by my parents, welcoming environment inside and outside of St. 
friends, and other artists. John's. Especially in the St. John's community, not 

Mr. Moore: How did you hear about St. only students but also everyone else in the academic 
John's College? environment is very well disposed towards each 

Ms. Bozori: My husband was offered a job in other. For example, if you want to find a table at the 
Annapolis as a maritime lawyer. I have always wanted coffee shop and you are wandering around students 
to do a master's program and while searching on the will invite you to sit at their table. Also, students are 
Internet I discovered St. John's Graduate Institute and encouraged to talk to each other about their classes 
their Great Books Program, which immediately caught and the books before and after classes. In the Graduate 
my attention as a way of expanding my knowledge Institute there is even the After Seminar Gathering, 
through those books, most of which I always had where students can continue their seminar discussion 
dreamt of reading. and socialize. Students are even encouraged to share 

Mr. Moore: What was the primary factor .in their essays with each other. Consequently, what I 
your decision to come to St. John's College? feel is a connection with a friendly, generous, and 

Ms. Bozori: The Program itself as well as beneficial place. 
the fact that St. John's is like a small community in Mr. Moore: To satisfy the requirements of the 
Annapolis; it is a small college, yet it is well known, GI program you must successfully complete four of 
even in Athens! I like the idea that the program is the five segments offered. What segments did you 
concerned with learning about yourself, and humans choose and in what order did you complete them? 
in general, rather than learning a particular skill. Also, Was there any reason for the specific order you 
I considered the unique program as a plus, namely chose? 
that there are not many similar colleges in Europe. 

Mr. Moore: You are a native Greek speaker 
with English as a second language. Did this fact 
make you hesitate to apply to a Liberal Arts 
college with a curriculum that is primarily based 

Ms. Bozori: First, I chose Literature, then 
Politics & Society, Mathematics & Natural Science, 
and finally Philosophy & Theology. I approached and 
asked tutors who advised me to leave until last the 
Philosophy & Theology segment because it is the seg-
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ment that refers to many of the previous readings 
you have done and it is the most demanding. So I 
knew I had to leave that one for the end. I started 
with Literature because I guess everybody loves 
Literature, just like me, and I thought it would be very 
interesting. 

Mr. Moore: You are currently finishing the 
Philosophy & Theology segment. Has it proven to 
be the most difficult of your four segments? Any 
particular text or author that has been especially 
challenging for you? 

Ms. Bozori: I think that in each segment 
you face difficulties and things you enjoy better. 
Traditionally, the Philosophy & Theology segment is 
considered the most demanding because it's dealing 
with philosophers such as Kant, Descartes, and 
Nietzsche. So I would say that reading Descartes and 
Kant was quite hard for me. And although I had read 
Descartes before, it always requires special attention 
in finding his meaning. But this does not mean that 
reading Aristotle is less demanding to understand. 
Now imagine that at least I can read Aristotle in the 
original written language, but still you have to work 
with the text and try to grasp its meaning. 

Mr. Moore: Do you have a favorite segment? 
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What appealed to you most about it? 
Ms. Bozori: While I was choosing my segments 

I was hesitant and scared about Mathematics & Natural 
Science, but I decided to give it a try since every single 
person I asked about it was very excited about this 
segment. I did have second thoughts because I was 
always a weak student in math. However, it did not 
take long to become my favorite one. The fascinating 
thing about that segment is that you learn how to build 
upon the given axioms one at a time and finally apply 
these results to other problems and situations in the 
world around you. And this technique can be applied 
to your everyday life where you start with simple 
things and build upon them logically to arrive at a 
solution to your problems. So, it was challenging but 
not .impossible. My second favorite segment, and the 
first I took, was Literature. It was exciting to think 
that you have to read Shakespeare, Chaucer, poetry, 
and even write your own poem! 

Mr. Moore: So you were the most anxious 
about the Mathematics & Natural Science segment, 
but it turned out to be your favorite. It sounds like 
the main reason is because the subject matter turned 
out to be something quite different than what you 
expected. Is that correct? 

Ms. Bozori: That is correct. I was afraid that I 
would have to face Mathematics the same way as when 
I was at school. By this I mean having to find solutions 
through numbers and agonizing about mathematical 
problems. Instead Euclid shows you how, by starting 
with a basis of axioms, to develop your way through 
numerous propositions, to eventually composing a 
proposition as all-encompassing as the Pythagorean 
Theorem. Of course, this is knowledge that can be 
applied in real life too, as a means of starting your 
way from the simple to achieve more complicated 
things one at a time. And then comes Lobachevski 
who shows us an entirely new way of looking at the 
cosmos. 

Mr. Moore: Would you recommend the 
Mathematics & Natural Sciences segment to 
other Graduate Institute students who may not he 
especially well disposed towards mathematics? 

Ms. Bozori: From my experience, I would 
definitely recommend that segment and I will even 
dare to say that it would be a loss for any student to 
miss this segment of the program! 

Mr. Moore: You had already read many of the 
ancient Greek texts, in ancient Greek, during your 
years in Athens, so your experience with them here 
was really an exercise in rereading them. What do 
you think about the exercise of rereading certain 
texts? 

Ms. Bozori: In Greece, when I used to read 
these texts, in addition to studying the meaning of 
the text, we would spend a lot of time analyzing the 
language (the grammar and the syntax), which is a 
great way to see the text as a whole. But the difference 
here at St. John's Graduate Institute is that you deal 
almost entirely with the meaning of the text and how 
it communicates with you and what it means to you. 
In my experience, in Greece you would not do that -
there it would be considered sacrilege, for example, to 
think that Antigone was not "good" so there was much 
less time spent on discussing the meaning since there 
was only one "right" opinion and we were expected to 
adhere to that opinion. So while I was rereading these 
texts, the experience was quite different than my first 
time reading them. 

Mr. Moore: Did you find some of the 
opinions expressed in class to be contrary to the 
conventional opinions held in your previous 
schools? Was this experience unpleasant at times 

or liberating relative to your experience in Greece? 
Ms. Bozori.· Yes, it was sometimes unpleasant, 

but in the end, looking at the whole experience, it has 
been very liberating because I can hear the opinions of 
the other people, sitting at the same table and reading 
the same text. You have the right to have an opinion 
even if I find it unpleasant and that is very liberating. 
Overall, I felt very lucky to be able to understand the 
texts in their original language [ancient Greek] and 
read it also in the English translations that were being 
used in the class. Also, I would like to point out that 
this is one of the nice things about having international 
students in the classes, because their opinions and 
experiences are often quite different from that oflocal 
students. In one of my seminars, we were reading 
Aeschylus' Agamemnon, which is the subject of a 
modem poem [Agamemnon, by Odysseas Elytis] that 
has been adapted into a popular song. I translated the 
poem into English for the class and was able to share 
with them how this ancient story is still relevant in 
popular culture today. 

Mr. Moore: Continuing with theme of the 
challenge of studying in a foreign language, one 
requirement for Graduate Institute students is 
completing an oral examination in each segment 
on one of the texts read in Seminar. Did this 
setting present especially difficult challenges for 
you? How did you deal with these challenges? 

Ms. Bozori: Of course it presented me with 
especially difficult challenges. In my first oral, I had 
prepared everything I had to say for the one half hour 
exam. When I entered the room, I started talking with 
the result that I finished in twenty minutes. Really, it's 
true! I was so nervous that I wanted to be very well
prepared so that I would take up all the time talking 
and not let the tutors speak at all! Because I had not 
spoken very much in the seminars, and because I 
am a shy person, I intended to say everything I had 
stored up for all the seminars in this one half hour! 
Of course, they eventually asked me questions, but I 
tried to do all the talking. That was my first oral. In 
my other orals, I was not able to do this and I found 
myself being asked more and more questions. 

However, because I was not sure if I was 
understanding the questions I would always start my 
reply with "Okay, I am not sure if I understood the 
question, but if you mean this, then my answer is 
this ... " And this "technique" relates back to what I 
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was saying about Euclid, meaning how Euclid is 
important in our everyday life. Here you have the 
given [my understanding of the tutor's question] and 
you say "If this is true, then this is true ... " and you 
build your answer on that basis. This is why I think 
it is so important for students to study Euclid: it helps 
you to think and to communicate more effectively. 

Mr. Moore: In the Literature segment you 
read several stories from Chaucer's The Canterbury 
Tales in Middle English. How did you approach 
that? 

Ms. Bozori: It was challenging. I remember 
thinking that now I have to deal with two obstacles, 
not only of the foreign language but also an ancient 
foreign language! It was interesting, though, to listen 
to my fellow students dealing with the text, because I 
was comparing it with my feelings for Ancient Greek. 
While I was preparing for the class, I found myself 
reading the Middle English, translating it into Modem 
English while at the same time trying to understand 
it in Modem Greek. At moments, I was wondering 
"Why am I doing this to myself? Why?" The pages 
of my book were covered with the Middle English of 
the text, the Modem English of my translation, and 
also the Modem Greek corresponding to my Modem 
English. It was quite messy, but because it was stories, 
it was also fun. If it had been Kant or Descartes or 
Hobbes I would probably have gone crazy. 

Mr. Moore: What would you say are the 
advantages of being in the program after some 
"real world" experience? Any disadvantages? 

Ms. Bozori: I think the biggest advantage is that 
you are more mature in your thoughts and in your 
decisions. In coming to St. John's you must have 
chosen this college for a particular and very good 
reason, since it is not considered a traditional school 
that the ''real world" wants us to choose - meaning a 
specific field of study- but rather engages on a broader 
spectrum of education. For me, all kinds of education 
are good, but this one allows you to venture into the 
exploration of the "big" questions, like questions of 
existence. Those types of questions would be frowned 
upon in other fields. The disadvantage for me is that 
I had to go back to school and be a student again, 
which is very different from working. For me, I don't 
especially like being a student, or being in school, so 
it was a challenge just to rejoin the ranks of students. I 
liked working better than being in school, and maybe 
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that is because I liked my job and I liked my boss 
and coworkers, and especially because when I left the 
job at the end of the day, I left the job behind me. 
However, because of nature of the St. John's program 
and the type of students that are attracted to St. John's, 
I have found my experience here much better than I 
thought I would. 

Mr. Moore: You have worked in the Mitchell 
Gallery during your time here and so continued 
pursuing your interest in the fine arts. Have you 
found that any of the books we have read have 
allowed you to pursue new avenues of thought 
with regard to the fine arts? 

Ms. Bozori: Yes, of course. In particular, I 
wrote a paper for Tutorial in the Mathematics & 
Natural Science segment that examined the transition 
occurring when one moves from Euclid's geometry 
to that of Lobachevsky and comparing that transition 
to what occurred in the art world when it moved from 
realism to cubism. The conclusion of my paper was 
that while different views may seem unrelated and 
radically different from one another, they all relate to 
the same world or reality, but as seen from different 
perspectives. Also, I am currently writing a paper for 
my Neuroscience of Vision preceptorial that examines 
how we see art. So in both cases I have connected 
what I am reading with what is important to me in my 
everyday life and experiences. 

Mr. Moore: Has your experience at St. John's 
changed the way you live and think? 

Ms. Bozori: Yes, because now I think more 
critically of everything. Whatever I read, I read 
critically. And I also find myself questioning 
everything I read, not in regard to whether I agree 
with the author, but to ask questions so as to find a 
deeper meaning than what is most obvious. It has 
really changed the way I think because my mind is 
constantly asking questions, even when I am having a 
conversation or just thinking to myself. 

Mr. Moore: Do you have a favorite book on 
the Program? What is it about that text that so 
appeals to you? 

Ms. Bozori: I do have a favorite book on the 
Program, which actually was in preceptorial, and it is 
the Essays of Michel de Montaigne. It appeals to me 
for many reasons, actually. My favorite essay is Of 
Friendship, and what I found most striking about that 
essay was the idea that a true act of friendship is one 

where a person allows a friend to do something for 
them. That is backwards from the way we usually 
think about it. So that makes me think very hard about 
the nature of friendship and how I look at friendship. 
And there are many ideas in The Essays that make me 
stop and think. The book is a real treasure.Mr. Moore: 
Is there anything you would like to see change here 
at St. John's? 

Ms. Bozori: I don't know. I guess I would say 
that we could add some readings from the Eastern 
canon. I think that since we read parts of the Bible 
it would be interesting, especially in a place like St. 
John's, to study something like the Hindu Shruti or an 
Eastern philosopher such as Confucius. Also, I would 
like to see more international students coming into 
the GI program, although I recognize that may not 
be exactly under the control of the College. I think 
this would add greatly to the diversity of opinions 
and experiences in the classroom and outside the 
classroom as well. 

Mr. Moore: You will be graduating in May 
and leaving the College for your "next big thing." 
What will that be for Eleni Bozori? 

Ms. Bozori: Well, I have already applied for 
the OPT (Optional Practical Training) offered to 
all international students who would like, after the 
completion of their studies, to complement their 
education with getting practical training here in the 
United States. And because I used to work in an art 
gallery in Athens and enjoy being involved with art 
- it would be perfect for me to continue in this field. 
Personally speaking, this Program (St. John's) was 
particularly helpful because I improved my writing 
and reading skills and evolved my critical thinking 

skills. And what I mean is that although this degree 
hasn't provided me a specific vocational skill it has 
prepared me better than any other degree to work with 
people. 

Mr. Moore: Do you have any special advice 
for international students? 

Ms. Bozori: I would not give any advice but 
I am happy that I can share some of my experiences 
through this conversation-interview. The St John's 
Graduate Institute, for anyone who chooses it, will 
affect the way you see the world and will teach 
you at least how to listen to other people too. And 
nothing is impossible with regards to language or 
reading; after all, it is about reading Great Books! 
So an international student should not be intimidated 
by the prospect of reading these books in a foreign 
language, because these are books that should be read 
by everyone regardless of their background. 

Mr. Moore: Graduate Institute alumni are 
encouraged to continue their involvement with the 
school by taking preceptorials, writing a Master's 
essay, and participating in study groups. Do you 
plan to take advantage of any of these options? 

Ms. Bozori: Yes, of course. I am continuing 
my involvement with the school! I am not sure if I 
will take the fifth segment [History] yet, but I will 
definitely participate in study groups. I even plan 
on leading a study group on Plato's Symposium next 
year. Given the opportunity, most probably I will keep 
taking preceptorials that seem interesting to me. 

Mr. Moore: Thank you, Eleni; it was great 
talking to you and hearing your perspective on the 
St. John's Graduate Institute experience. 
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''The unexamined life is not worth living. ''-Socrates 

Reflections in Writing-Seminar 
On Forgiveness and the Unforgivable in Dostoevsky's Demons 

A bout two or three weeks before I first read 
Dostoevsky's Demons, I had a terrible dream. I rarely 
have nightmares, but when I do they are typically quite 
vivid, and I remember every detail for years. Not quite 
the case with this particular one. In this dream I killed 
a man-I am sure of this, but I don't remember how I 
did it or why. I suppose it is possible that I didn't even 
actually do it within the dream, because the only thing 
I really remember from it is the acute awareness that I 
was not going to get away with my crime. I remember 
a line of thinking like, "Oh my God. I thought I was 
going to get away with this, but I'm not. They'll know 
it was me, and soon they'll find me and take me to jail. 
I'll be in jail for the rest of my life. How am I going 
to explain this to my mother? Why did I do this? How 
can I get out of this? I can't get out of this." I woke 
up terrified and almost in tears, and for a few minutes 
it didn't register that it had only been a dream. I 
was certain that soon the authorities would come to 
arrest me, and that would be that. Of course my fear 
subsided as I regained full consciousness and realized 
that I was not a murderer, and no one was coming 
to arrest me, but I still remember that sensation. The 
worst thing about it was the feeling that I had, so to 
speak, maimed my life - that I had done something 
irrevocable, something that I would have to carry with 
me and suffer the consequences of until I died. That 
dreadful thought was as terrifying, in the context of 
the dream, as the thought of life in prison. In a certain 
sense the two thoughts were one and the same - after 
all, if someone does something truly horrific, does 
one not become a prison unto oneself? 

I imagine the sensation I briefly experienced 
upon waking to be something vaguely like the thing 
that governs much of Nikolai Stavrogin's character, 
particularly after the events of the At Tikhon s chapter1 

- something that I suppose is obvious from my choice 

1 The At Tikhon s chapter that I focus on in this essay has 
something of a troubled history. Demons was originally pre
sented in a serialized format, and this parricular chapter was 
censored by the Russian government for its especially grue
some content. Dostoevsky defended it at first and would read it 
at private gatherings, but later decided not to have it included in 
subsequent editions of the novel. The Pevear and Volokhonsky 
translation includes it as an appendix; I treat it here in what 
would have been its correct chronological place. 

Mariel Farhi (A16) 
of the expression maimed my life, since it is the desire 
to do precisely this thing which Stavrogin describes as 
being the main influence for his spontaneous decision 
to marry the intellectually and physically crippled 
Marya Timofeevna. However, it is clear that this 
marriage, while disastrous for a variety of reasons, is 
not really what has maimed Stavrogin's life, although 
he understands it that way. That distinction belongs 
solely to the heinous act he committed just beforehand 
in raping young Matryosha, and her subsequent 
suicide. It is my belief that this act, and Stavrogin's 
strange and powerful confession to the Bishop Tikhon, 
constitute the true center of the novel. This seems to 
be especially true when one considers it not just as a 
chronological linchpin - though considering it within 
its proper context in the timeline of the novel yields 
much of interest, as shall be seen - but also as the 
central discussion of one of the novel's most pressing 
themes: forgiveness. The world that Dostoevsky 
presents here is one divided between the willfully 
petty and the fiercely political, the gleefully profane 
and the hauntingly religious. All of the important 
characters fall somewhere along this conceptual 
divide and latch onto the accompanying problems of 
each side. However, there is no character who is not at 
some point concerned with or affected by the problem 
of forgiveness, regardless of their other inclinations. 

The diversity of characters and situations 
for whom and in which the concept attains great 
importance makes the novel a powerful means of 
examining it; however, there is no character for 
whom the issue is more pressing than Stavrogin, so 
he shall be the primary object of our consideration. 
After Tikhon reads his confession, Stavrogin says in 
the conversation that follows - which I consider to be 
completely sincere - that the thing he wants most is 
to forgive himself: "that is my chief goal, my whole 
goal!" (p. 710) But as Tikhon says slightly earlier, there 
seems to be an "almost impassable abyss" (p. 708) 
before him - the sole act for which he feels he needs 
forgiveness is so hideous, and the damage so utterly 
irreversible, that it seems that worldly forgiveness of 
any kind, self or otherwise, may be impossible. But is 
this actually the case? The question of whether or not 
Stavrogin is able to attain self-forgiveness by the end 
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of his earthly journey raises other questions about the 
nature of forgiveness itself: what purpose does it truly 
serve for either the forgiven or the forgiver? And in 
what way can it be achieved when the affronted party 
has been destroyed? 

To begin, let us consider the place of the 
events Stavrogin describes in his confession in 
the chronology of the novel. He reveals in his 
document that the incident with Matryosha and his 
subsequent marriage to Marya Timofeevna took 
place immediately before his return to the provincial 
town in which the majority of Demons unfolds (p. 
70 I). This initial return is, of course, when we first 
encounter Stavrogin in the beginning of the novel, and 
considering it in conjunction with what comes to light 
at Tikhon's reveals much to us about the three bizarre 
acts he performed during this visit. Understood at 
first as the behavior of a man capable of "impossibly 
brazen" actions "even when sane" (p. 45-6), and 
then as the product of madness alone, it would seem 
that they can now be recast as an attempt on his part 
to synthesize the things that occurred in Petersburg. 
He attempts this synthesis by walking that fine line 
between being the gentleman who lunches at the club, 
attends the birthday parties of ladies and society, and 
visits with the governor - in some sense, acting as the 
Prince that his mother and wife would misguidedly 
wish him to be - and engaging with the animal that he 
knows lurks within him. In this way, it would perhaps 
be possible for him to gain control over the memory 
of Matryosha by rendering his act with her as one of a 
series of "morally sensuous" absurdities. 

One wonders what may have occurred in 
Stavrogin ifhe could have found genuine forgiveness 
for these "impossible acts" -that is to say, ifitis possible 
that being forgiven for them could somehow have put 
him at peace with his greater crime early on. He does 
not actively seek forgiveness here, but perhaps this 
is because he already knows that there is none to be 
found. His apology for the offense to Pavel Pavlovich 
is not sufficient, as evidenced by the grudge his son 
continues to carry against him years later; Liputin 
is perversely impressed by his behavior, rendering a 
genuine apology or forgiveness impossible; and the 
fallout for the incident with the governor is somehow 
the worst of all. Stavrogin is explicitly forgiven for 
the vicious insult, but only after it is determined by 
all that madness is the "only possible explanation" for 
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his behavior- the few skeptics that tum up apparently 
"did not hold out for long" (p. 51 ). The problem is 
that forgiveness granted conditionally surely cannot 
be considered true forgiveness. If these actions, which 
are shocking but ultimately tame in comparison with 
those to which Stavrogin will confess later on, can 
only be excused if their performer was mad and not 
himself, then he cannot truly be said to have been 
forgiven. Stavrogin's own feeble attempt to buy this 
explanation for his behavior seem to emphasize the 
disconnect even further. Although he says to Liputin, 
" ... I.. .really wasn't well ... Do you really think I'm 
capable of throwing myself on people when I'm in 
my right mind? Why would I do that?" (p.52),, his 
increased pallor betrays his internal disorder, as it 
frequently does. 

Overall, the public response to Stavrogin at 
this point in the novel demonstrates that there is 
something about him which most people cannot 
properly understand, rendering their so-called 
forgiveness meaningless. This serves as one possible 
explanation of his statement to Tikhon regarding the 
kind of forgiveness he is looking for: "I'll tell you the 
whole truth. I wish you to forgive me, and another 
with you, and a third, but the rest - the rest had better 
hate me." (p. 708). In the context of the deed being 
discussed, it is clear from this statement that he not 
only feels that universal forgiveness is undesirable for 
him, due to his self-professed inability to endure it 
with humility, but is also impossible. As he says in 
his confession, "there is a deeply rooted idea that my 
mind is deranged" (p. 705),, and it is not until after 
the murder of the Lebyadkin siblings that any amount 
of his insisting otherwise can make even one other 
person accept his actions as being entirely his own. 

This general denial of Stavrogin's agency by 
those he finds himself surrounded with goes hand in 
hand with a recurring insistence by other people that 
he assume burdens that he at least claims he rather 
would not - despite Kirilov's ultimately correct 
observation, after his duel with Artemy Pavlovich, 
that he is actively seeking one. But actively seeking 
a burden and having other people impose their idea 
of an appropriate or necessary burden upon you do 
not necessarily amount to the same thing, and it is the 
latter that makes Stavrogin balk. This much is evident 
from his consistent willingness to be genuine and 
honest with those who listen to and accept what he 

articulates about himself, and his rejection of those 
who insist on articulating to him what he ought to 
be or how he should act - primarily Shatov, Pyotr 
Stepanovich, and Tikhon after he has read Stavrogin's 
confession. These three men are easily grouped 
together not just because of their shared behavioral 
tendencies when dealing with Stavrogin: Stavrogin's 
decision to visit Tikhon is the product of encounters 
with the other two, connecting them on a structural 
level. Since it is the visit with Tikhon that sets 
Stavrogin on a course of deeper self-consideration 
and forgiveness-seeking, it seems fitting to examine 
the interchanges that lead him there. 

It is Shatov who explicitly tells Stavrogin, at the 
end of Night, to "goto Tikhon" (p. 256). This suggestion 
comes at the end of a long and painful exchange 
between the two men, throughout which Shatov's 
near-literal prostration greatly disturbs Stavrogin. 
There is something frenzied and incomprehensible in 
Shatov's behavior towards Stavrogin which even he 
acknowledges, albeit in an equally frenzied manner, 
describing himself as "dancing naked" (p.253) before 
Stavrogin and referring to himself as his disciple. 
The passion that Shatov displays for Stavrogin is as 
shocking to the reader as it is to Stavrogin himself, 
particularly in light of their recent physical altercation 
and the offenses, both real and rumored, that Stavrogin 
has committed against Shatov and against Marya 
Timofeevna. Indeed, Stavrogin initially guesses that it 
is for one of these offenses that Shatov publicly struck 
him, but is proven incorrect when Shatov declares the 
true reason: "It was for your having meant so much in 
my life ... " (p.240). 

This stammered and ambiguous explanation, 
which Stavrogin all too hurriedly claims to understand, 
is significant for a number of reasons. It is our first 
insight into the extent of Shatov's forgiving nature, 
which of course culminates in his immediate and 
heartfelt acceptance of his wife's illegitimate child 
with Stavrogin. His refusal to hold a grudge over these 
worldly affronts elevates him and makes him credible 
as an individual with the capacity to understand 
Stavrogin. This fact becomes completely clear later 
in the conversation when Shatov lays out Stavrogin's 
reasons for marrying Marya in a way that the latter will 
later echo to Tikhon. Additionally, by making the slap 
simply about the relationship between the two men, 
rather than about their shared relationships with other 

people, Shatov gives it a certain degree of purity that 
is frequently absent from more polite encounters in the 
novel. Thus the offense is removed from the action, 
and it instead becomes an almost primeval expression 
of pure devotion on Shatov's part. However, this 
explanation does not lead Stavrogin to forgive Shatov 
outright, which both indicates that it is unlikely that 
he genuinely understood, and makes it necessary for 
Shatov to build upon his statement. Later, when the 
conversation has grown considerably more intense, 
Shatov declares the following: "Do you understand 
that you should forgive me for that slap in the face 
if only because with it I gave you an opportunity to 
know your infinite power. .. " (p. 246). 

Here Shatov presents a possible answer to our 
question of what the purpose of forgiveness, at least 
in this instance, could be - but something troubling 
is embodied by this possibility. This begins with 
the fact that Shatov's understanding of Stavrogin is 
somewhat hampered by the inordinate amount of faith 
that he places in him - so much faith that it seems 
to be one of the primary things interfering with his 
ability to believe in God. It is correct for Shatovto call 
Stavrogin an idle squire, and to accuse him of being 
obsessed with moral sensuality. But by saying that he 
has or could have infinite power, Shatov compares 
Stavrogin to Christ in a way that is much more 
dangerous than suggesting that he is the great teacher 
to Shatov's disciple. After all, it is not Christ the Son 
who has infinite power - as a man, he can bleed and 
die - but the God with whom he is infused. To suggest 
that any being other than God has infinite power is, 
in this schema, an act of blasphemy: it signifies the 
potential for the kind of radical atheistic thought that 
Kirilov espouses, which is so contrary to the Russian 
orthodoxy that Shatov fiercely defends. 

Of course, it does not come as a shock that 
Shatov would go so far for Stavrogin, the man whom 
he is "condemned to believe in unto ages of ages," (p. 
255) though Stavrogin carmot love him in return. But 
by idolizing Stavrogin in this way, Shatov renders his 
acceptance ofStavrogin's wicked deeds as unpalatable 
to him as the acceptance of those who forgave him the 
things he did when he was ill. This also serves as an 
explanation for why Stavrogin does not even respond 
to Shatov's suggestion for why he should forgive the 
slap; his distaste for waving Shatov's banner extends 
to being Shatov's God. For although Stavrogin exerc-
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-ised tremendous restraint in the initial moment of 
attack and is particularly proud of his own idea of his 
self-control, his power is limited by his inborn lack of 
desire and lukewarm nature - something else that he 
seems to understand about himself but cannot make 
Shatov understand. When Stavrogin finally does raise 
his voice at Shatov, after "having sat for half an hour 
under [his] lash" (p. 254), he demands that Shatov 
let him go ifhe has "no reasonable purpose" (p. 255) 
in acting this way with him. This statement sums up 
the issue: Stavrogin demands that Shatov's purpose 
for lecturing and interrogating him be reasonable, and 
at the beginning of their conversation the offenses 
for which he imagined Shatov struck him were all 
reasonable in nature. At Tikhon's he even describes 
the demon that torments him as being "reasonable" 
(p.686): this idea is an obsession for him. 

But can forgiveness be reasonable? To that 
question, two more may be posed in response: what 
"reasonable" man could easily forgive another man, 
however valuable to him, for sleeping with his 
wife, disgracing his sister, and marrying a woman 
incapable of fending for herself for the sheer pleasure 
of the cognitive dissonance? And what could be 
reasonable about giving forgiveness in exchange for 
the opportunity to know one's own infinite power, 
or asking for forgiveness while kissing the earth and 
flooding it with tears, as Shatov later demands? The 
answers to these questions are no one and nothing. 
Forgiveness as it is seen here is unreasonable, and God 
is unreasonable insofar as He is infinite and therefore 
incomprehensible, as Tikhon later says to Stavrogin 
when he disputes the idea that he might receive divine 
forgiveness for his crime against Matryosha. 

It is pertinent to bring up Tikhon at this moment 
specifically because there is a striking similarity 
between him and Shatov in the last pages of their 
respective chapters. Both men encourage Stavrogin to 
seek forgiveness, and claim that he is visibly in the 
grip of some awesome new thought; but these are not 
the most interesting points of resemblance between 
the two. That honor belongs to a single word, here 
used in an epithetical manner: "psychologist," (p. 
254, 714) which is how Stavrogin refers to them 
both, in moments when he is pale with terror. The use 
of this word clearly shows that Stavrogin believes 
both men to have the power of insight into him. One 
could perhaps say that he, as an atheist, finds them 
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as psychologists terrifying in the way that a believer 
might find a priest terrifying: both serve as liaisons to 
a great power that can be difficult for a layperson to 
understand. 

I would argue that this insight makes Tikhon 
and Shatov both as valuable to Stavrogin as they are 
frightening. This value that Shatov in particular has, as 
someone who has to some degree seen Stavrogin for 
what he genuinely is even if this sight is impaired by 
what can only be described as ayan~, may be an unstated 
reason why Stavro gin says (although ultimately 
emptily) that he will not let Pyotr Stepanovich "have 
him" (p.415) in the episode immediately preceding 
his visit to Tikhon. This episode bears some similarity 
to both the conversations between the two of them 
and with Shatov that occurred in Night, insofar as 
all three center around an inappropriate elevation 
of Stavrogin. Yet that elevation never feels more 
disturbing or disproportionate than in this chapter, 
entirely because of Pyotr's gruesome admission that 
he "invents" Stavrogin as he would like him to be -
an idea far more horrifying, to both Stavrogin and the 
reader, than Shatov's admiration for him, since it rests 
on the idea that any deed, no matter how ghastly, can 
be ignored or twisted into something positive for the 
sake of the "invention." 

I mention this primarily because Pyotr is the least 
concerned with forgiveness of any character. In one of 
the only instances I can find of him using the word, he 
is discussing his behavior in Varvara Petrovna's living 
room with Stavrogin, and demonstrates that at best 
he views it simply as a tool to aid him in appearing 
non-threatening to the people whom he claims to help 
but ultimately intends to destroy: " ... I was forgiven 
everything, because first of all I'm from the moon, 
that seems to have been decided by everyone now, 
and, second, because I told a lovely little story and 
rescued the lot of you- right? Right?" (p.222). In this 
particular episode he does not ask for forgiveness at 
all when it is clear that he has offended Stavrogin and 
instead ask him to "make peace"(p.416) with him -
a phrase which seems to imply fault on both sides, 
although at this point Stavrogin has done nothing 
offensive and has even acted nobly in regard to Shatov 
by denouncing Pyotr's intended crime. 

The stunning lack of concern for others on 
Pyotr's part, something with which Stavrogin is now 
completely familiar, combined with his frantic insis-
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-tence that Stavrogin somehow live up to the image 
that Pyotr has been inventing for him, seem to be 
the key to answering the question of why Stavrogin 
is inspired to visit Tikhon after this encounter. 
Pyotr's belief that Stavrogin could serve as his Ivan 
the Tzarevich, a Christ figure tailored precisely to 
the Russian consciousness, while simultaneously 
idolizing his "extraordinary capacity for crime," 
(p.253) is terrifying because it accounts for Stavrogin's 
monstrosity while elevating him to a divine level, and 
because he cannot be dissuaded from it. Early in the 
conversation, Stavrogin asks him: "Take a good look 
once and for all: am I your man? And leave me alone" 
(p.415). But looking is precisely how Pyotr arrives at 
his warped conclusions - as he says at the very end 
of the chapter, "If I hadn't been looking at you from 
a corner, nothing would have come into my head!" 
(p.423). 

Those words launch Stavrogin's journey through 
a sleepless night, by the end of which he evidently 
arrives at the conclusion that the time has come to 
follow Shatov's advice. What could this decision be 
but an experimental line of defense against Pyotr's 
"inventing"? The trajectory ofStavrogin's story shows 
that there is something intolerable, at least for him, 
about being seen as Christlike but knowing himself to 
be a monster. If he were to go through with what he 
says the intends to do over and over at Tikhon's, and 
publicly reveal himself as the perpetrator of the most 
heinous crime imaginable, then Pyotr's projected 
image of him would necessarily become impossible, 
and the wild plan would fall apart. 

And yet Stavrogin never does what he says he 
will do at Tikhon's: at the end of the novel Tikhon 
remains the only person who knows what he has done, 
and Stavrogin takes his secret to the grave. It should 
be noted that due to its placement in the chronology of 
the novel, it is clear that the visit with Tikhon is what 
inspires Stavrogin to publicly reveal his marriage -
both events take place on the day of the Shpigulin 
factory riot- but this revelation does not amount to the 
Christian deed that Tikhon says his revelation of the 
great crime had the potential to be, nor does it amount 
to the penance that he suggests. Ultimately Stavrogin 
is only able to reconcile his actions through his suicide, 
and since it is the source of reconciliation, it is the 
event which must be examined to address the final 
questions about forgiveness that we initially sought 

to answer: what possibility or purpose for forgiveness 
exist when the affronted have been destroyed, and can 
Stavrogin attain it? 

There is an obvious parallel between Stavrogin's 
suicide and Matryosha's suicide, insofar as they both 
die by hanging. The choice of method is as intentional 
as the choice to commit the deed, and so one naturally 
wonders why Stavrogin chose it. One might simply 
accept Stavrogin's own assertion that he could never 
shoot himself, as Kirilov did, because he cannot lose 
his mind and entertain an idea to the same degree. 
There is, however, another explanation. In an earlier 
conversation with Kirilov, he describes a potential 
reasoning for shooting himself: "I myself have 
sometimes imagined .. .if one did some villainy, or 
worse, some shame ... so that people would remember 
it for a thousand years and spit on it for a thousand 
years, and suddenly comes the thought: 'One blow to 
the temple, and there will be nothing' ... " (p.235). This 
reveals much about how Stavrogin personally views 
the act of suicide by shooting oneself: he considers it 
a means of instantaneous escape, a means of avoiding 
derision, and this cannot be the ultimate purpose of 
his suicide. 

Yet when one considers the two deaths by 
shooting that occur in the novel, it seems that 
Stavrogin is not necessarily completely correct about 
what a shot to the head can accomplish. Although 
only one of these deaths is a suicide, both characters 
are almost universally considered blameless, and both 
are repeatedly described as being crushed under the 
weight of a great idea, to draw on just two of the many 
connections between them. In both cases these great 
ideas were manipulated by Pyotr - first by convincing 
the other members of their revolutionary cell that 
Shatov's thinking was dangerous and would lead 
to their exposure, and then by perverting Kirilov's 
noble, carefully-derived philosophy into a convenient 
way of covering up his own crime. In both cases, the 
symbolism is clear: a gunshot to the head kills thought 
directly. 

But for both Stavrogin and Matryosha, 
thought alone is not what leads to their deaths. They 
are instead the product of a tremendous sense of 
personal responsibility, something which cannot 
be intellectualized - one might even say something 
unreasonable. Matryosha, too young to understand 
that the terrible thing that has happened to her is not 
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actually her fault, believes that her actions have 
"killed God" (p.698). If God has been killed, then the 
possibility of divine forgiveness has been eliminated, 
and the girl's desperate act against her own life takes 
on a frightening logic. As an atheist, Stavrogin is 
responsible for the death of God in at least a personal 
sense. Thus for him the problem of forgiveness is 
twofold - in this instance he can neither appeal to the 
person he wronged, nor wholeheartedly ask God for 
mercy. He says, as was mentioned at the beginning of 
the paper, that he wishes to forgive himself, for "only 
then will the apparition vanish" (p.710), but Tikhon 
offers no advice about how to do this. Instead he 
commends Stavrogin to God in spite of his apparent 
atheism. With nowhere else to tum and nothing left to 
do in his quest for forgiveness, having clearly decided 
that a life in self-imposed exile is not punishment 
enough, he kills himself in the same way as Matryosha 
did, for it seems that just as a shot to the head kills 
thought directly in this novel, death by hanging is the 
last resort of those who feel that they are in desperate 
need of forgiveness, and judge themselves worthy of 
literal execution. 

Stavrogin's act works on two levels. The first is 
worldly: when the novel ends and the narrator affirms 
that Stavrogin was now considered completely sane, 
it is clear that the world at large has finally come to 
see him as he saw himself, and though he will not be 
forgiven, at least there is now something like genuine 
understanding. The second is spiritual, and the key 
to understanding this aspect of it can be found, as so 
much can, in the conversation between Stavrogin and 
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Tikhon. When describing how he imagines people 
will react to the published confession, Tikhon says the 
following: "There will be horror on all sides, and, of 
course, more false than sincere. People fear only what 
directly threatens their personal interests. I'm not 
speaking of the pure souls: they will be horrified and 
blame themselves, but they will not be noticeable ... " 
(p.709). 

From this we can extract a simple maxim: pure 
souls blame themselves for the world's horrors. This 
is easily applied to Matryosha: as an innocent child, 
her soul was surely pure, and she blamed herself for 
Stavrogin's violation. However, I believe that it can be 
applied to Stavrogin as well, and that his suicide can 
be seen as act of self-purification. Through his final 
declaration of "Blame no one; it was I" (p.678), he is 
able to attain self-forgiveness through acknowledging 
his own role in the world's horrors. In so doing, he is 
able to reclaim the agency which was so frequently 
denied him by those who would have him be more 
than what he ultimately was, whether that amounted 
to being a prince or a madman. Since Stavrogin's 
demon is, by his own admission, simply himself "in 
various aspects, and nothing more" (p.686), he has 
no choice but to absolve himself. While it is unclear 
whether he has become cold or hot, he is certainly no 
longer lukewarm, and growth has been achieved in 
the final stroke. Although seeking forgiveness from 
those that he hurt had become an impossibility, his 
attempt at martyrdom is the best he could do in the 
face of the irrevocable. 

Don Quijote de la Mancha: An Epic Narrative? 

You may not have yet read the full account 
of the adventures of Don Quijote, but you have 
probably heard of his encounter with the giant, for this 
mismatched combat is a trope for any unrealistic and 
ill-advised endeavor. We are told that Don Quijote 
has just left home a second time, taking with him a 
clean shirt and Sancho Panza, his servant, messenger, 
squire and companion. They pass through a field of 
thirty to forty large windmills (molinas de viento ), 
each with four large sails mounted on a wooden 
frame that rotates as the sails catch the wind. Our 
intrepid knight sees these sails as the flailing arms of 
a company of giants and he decides to do battle with 
these wild uncontrollable creatures because "it is a 
just cause and of good service to God to rid the earth 
of such bad seed" (Cervantes I.8). Bewildered, we 
ask with Sancho, "what giants?" Don Quijote's lance 
catches on one of the wooden frames, whereupon both 
he and his horse are lifted off the ground and then 
dropped. As Sancho helps Don Quijote recover from 
his grinding (molimiento ), he remarks that his master 
should not be surprised that tilting at a windmill would 
result in such a drubbing. Don Quijote explains that 
an evil sorcerer transformed the giant into a windmill, 
just as he attacked it. 

What are we to make of these "frightful yet 
imagined adventures?" (Cervantes I.8). The narrator 
tells us that El ingenioso hidalgo don Quijote de 
la Mancha is simply the story of an aging scion 
of a once noble house who read too many tales of 
handsome gallant knights and their ethereal ladies, 
and was thereby driven insane, to the point that he 
believed he could imitate their unbelievably fabulous 
deeds. Is Don Quijote a Christ-figure, a mad man, or 
an antiquarian bewildered by a modernizing society? 
Is he an idealist crushed by the materialism and 
rationalism of his age? But prior to, or in addition 
to, any interpretation we might glean from the stories, 
I think Don Quijote de la Mancha is an epic in the 
tradition of the Odyssey. However, Cervantes does not 
overtly write Don Quijote's history as an epic for he 
gives us a neither a faithful narrator, nor a handsome 
young warrior, nor a difficult quest accomplished 
only when prodded by the gods, nor an epithetical 
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character trait that both helps and hinders the hero. 
Rather, Don Quijote is the antithesis of both the pagan 
and Christian warrior heroes. He is assisted by a rustic 
laborer, not a supernatural being; his actions spring 
from some inner compulsion, not Fate or the will 
of God. But we can eventually tease out all of the 
elements of an epic: the hero, the quest, the character 
trait, the helpers, and the fabulous deeds; all we have 
to do is suspend disbelief. 

Analysis of the first sentences of both the 
Odyssey and of Don Quijote de la Mancha illustrate 
the anti-epic nature of Cervantes' epic. The Odyssey 
opens with "Tell me, Muse, of the man of many devises 
driven far astray after he sacked the sacred citadel of 
Troy" (Homer I. I). The narrator invokes the Muse 
of Memory, asking for the inspiration to correctly 
recount all of the details of Odysseus' journey, both 
the fabulous adventures and the realistic vignettes that 
so endeared the story to his audience. The hero is 
announced as a warrior, a leader, a cunning intriguer 
and a sagacious man of the world. He penetrated the 
defenses of, not a mere fortress, but of a formidable 
citadel whose power and fame bestowed eternal glory 
and acclaim on its conqueror. Also, since Troy is 
described as sacred, Odysseus' sack of the city hints at 
some sacrilege, perhaps the cause of his being driven 
astray. The next sentence describes Odysseus' struggle 
to "win his own life and the return of his comrades," 
that is, he endures hardship and heartbreak to return to 
his center, his family and his own pursuits. Thus, in 
two sentences, the narrator relates Odysseus' history, 
describes his crisis, outlines his quest and tells us that, 
armed with intelligence and cunning, Odysseus will 
strive against all obstacles to return home. 

The opening sentence of Don Quijote de 
la Mancha gives us no such encapsulation. "Not 
long ago, in some place in la Mancha, whose exact 
name I do not wish to remember, there used to live 
a gentleman of the sort that has a lance in a rack, an 
ancient shield, a skinny nag, and a swift greyhound" 
(Cervantes I.I). (En un lugar de la Mancha, cuyo 
nombre no quiero acordarme, no ha mucho tiempo 
que vivia un hildalgo de las de lanza en astillero, 
adarga antigua, rocin jlaco and galgo corredor.) 
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The narrator pointedly does not invoke the Muse of 
Memory when he tells us that he deliberately does 
not want to remember the name of Don Quijote's 
hometown. Later, the narrator brags that he gathered, 
collated and translated Don Quijote's adventures 
originally chronicled by the Arab historian, Cide 
Hamete Benegeli. As reward for all of this hard work, 
the narrator feels entitled to only tell us what he thinks 
we should know and to insert his own opinion about 
Don Quijote's actions. He is also, perhaps, responsible 
for the narrative errors: donkeys appear and disappear 
without explanation; chapter titles headline the wrong 
story; Don Quijote makes an arithmetical error. (In 
this particular tale, Don Quijote demands nine months 
ofback pay for a young servant boy severely beaten by 
his master. There is also a little joke here: in Spanish, 
the number seventy differs from the correct answer 
of sixty by one letter.) Our narrator is, therefore, a 
slippery character who inserts himself into the story 
(Cervantes I.4), something the Odyssey's bard never 
does. Odysseus' history centers on rich, powerful, 
civilized Troy while Don Quijote's story begins in 
the backwardly rural Spanish province of La Mancha, 
barren, poor and far from any city, where the sheep 
outnumber the residents. Furthermore, Don Quijote is 
described in terms of his class, not as his own person. 
As an hidalgo (hijo de alga - son of something), he 
is a member of the lowest rank of Spanish nobility. 
The glory days of his family are long passed since 
his ancestral arms molder on the walls. He lives in 
genteel poverty for he cannot even afford to keep that 
greyhound, the traditional hunting dog of the hidalgo 
class. In contrast to Odysseus who has lived the 
active life of a warrior and is acclaimed as a hero, 
Don Quijote is described as weak, old, underfed, and 
obsessed with the glorious deeds of mythical medieval 
knights, like Orlando Furioso, from Ariosto's 
eponymous epic. The thumbnail sketch from this 
first sentence provides no history, describes no crisis, 
outlines no quest and gives us no epithet or singular 
character trait for Don Quijote. The unspecified place 
and indeterminate past glory put him outside of space 
and time - a nowhere man stuck in a time out of joint. 

In spite of the non-conventional opening, Don 
Quijote's chronicle gradually accrues the elements of 
an epic. To illustrate two of these elements, we have 
to wait until Part I, Chapter 19 for the revelation of 
both his quest and epithet. We noted that the first 
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line of this epic/anti-epic did not specify a character 
trait, like polytropon Odysseus. Even Sancho Panza 
has a descriptor when we meet him for panza means 
'paunch' or 'belly', so we might call him Sancho of the 
Expansive Belly. Don Quijote, however, receives his 
name only after he concluded a series of adventures: 
he was dubbed knight by an obliging innkeeper, he 
fought a duel with an irascible Basque, and, as we 
have seen, he battled the giant windmills. In Book 
1, Chapter 19, Don Quijote and Sancho encounter 
a group of twenty mounted clerics accompanying 
a casket. After receiving a flippant and inadequate 
answer to Don Quijote's challenge to state their 
business and their names, he attacks the unarmed 
strangers. In the ensuing chaos, one of the clerics 
is badly injured. This cleric asks why he does these 
things and Don Quijote replies with both a reason 
for his actions and a statement of his quest: "I am 
a knight from La Mancha called Don Quijote and it 
is my practice and office to walk the world righting 
wrongs and unwinding grievances." (Cervantes 
I.19). Sancho then helps the injured cleric back onto 
his mule, hands him a torch, and declares: "If, by 
chance, you sirs want to know who so valiantly put 
you into such a state, tell the others that his grace is 
the famous Don Quijote de la Mancha, also called by 
his other name, el caballero de la Triste Figura." In 
the musical, Don Quijote is called the Knight of the 
Woeful Countenance, a lofty poetic title, but restricted 
to merely a description of his face while the epithet 
Sorrowful Figure encompasses Don Quijote's whole 
person, his physical appearance as well as his spiritual 
state. Don Quijote asks, why this name; Sancho replies 
that, by torch light, his master's gaunt physique, his 
listing in the saddle, his face misshapen by the teeth 
he recently lost, all struck Sancho as so pathetic and 
sad that the name just popped into his head. Sorrowful 
Figure conjures the Man of Sorrows, the Catholic 
devotional paintings depicting the wounded Christ, or 
the Byzantine mosaics of Christ with closed eyes and 
slumped head. Sorrowful might also indicate Don 
Quijote's existential condition: perhaps he laments 
the loss of man's golden age, lovingly described to 
a group of goatherds in Part I, Chapter 11, as a time 
when women adorned themselves with only flowers, 
property was owned communally, and justice reigned. 
Now, in this decadent age, the decrepit self-styled 
knight errant Don Quixote is pressed into service to 

protect the weak from the powerful. Small wonder 
that he is the Knight of the Sorrowful Figure. 

But the coda to the story reveals a third epic 
element, the marvelous event. The Odyssey is clearly 
full of wondrous stories, like one where Odysseus had 
himself lashed to the mast of his ship and his crews' 
ears stuffed with wax so that he alone could hear the 
Siren's song. But in Don Quijote de la Mancha, the 
marvelous is transmuted into an unexpected outcome 
or an ironic twist. As Don Quijote contemplates his 
new name and potential insignia (he wants to have a 
Sorrowful Figure painted on his shield), he predicts 
to Sancho: "I say that the wise man (sabio) who 
is charged with writing the history of my deeds, 
will have now put onto your tongue and into your 
thoughts that you should call me <<el Caballero de 
la Triste Figura>>" (Cervantes I.19). Serial time is 
completely obliterated: a chronicler writing in the 
future about deeds our knight performed in the past 

somehow implants Don Quijote's defining epithet into 
Sancho's mind in the present moment. Past, present 
and future blur together to prove the timelessness 
of this account. All of a sudden, the injured cleric 
mysteriously reappears and promptly excommunicates 
our knight. Don Quijote's naming inducts him into the 
brotherhood of Christian knights, like baptism, when 
the infant receives a name and a welcome into the 
Christian community. But just as unexpectedly as he 
is named, he is ejected from this Christian communion 
of saints. Don Quijote is unperturbed by this strange 
tum of events for he avers that, "as a Catholic and 
faithful Christian, [his actions] meant no offense to 
the Church or to any priest, only to phantoms and 
monsters from another world" (Cervantes I.19). He 
then tells us that El Cid was also excommunicated, 
but went on to become Spain's greatest and most 
acclaimed knight. The cleric is speechless. 
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Reflections in Writing-Language 

On La Beaute - Sight, Reflection, and Intelligibility 

Many of Baudelaire's poems rely on the use 
of sense imagery to create the atmosphere. Poems 
such as La Chevelure and Correspondances employ 
a variety of senses: sight, smell, hearing, and taste are 
evoked; fragrance, sweetness, and melody correspond 
to one another. Their synthesis at times serves to 
enhance the sensual experience ("La puanteur etait 
si forte, que sur l 'herbe I Yous crutes vous evanouir" 
(Une Charogne, 17-18)); attimes, it allows for greater 
intelligibility ("Comme de longs echos qui de loin 
se confondent I Dans une tenebreuse et profonde 
unite, / ... , I Les parfums, !es couleurs et Jes sons se 
repondent" (Correspondances, 5-8).) 

The poem La Beaute stands apart from the above 
examples in its economy with sensory images. Smell 
and taste are entirely absent. Sound does appear, albeit 
in its negative form, i.e. as silence (see "muet" in line 
4.) Of the sensory faculties, sight alone is preserved 
and moreover revealed at a crucial moment of the 
poem, key to understanding the being of Beauty and 
the her relationship to the poets. 

From the first stanza we know that the poets 
long for Beauty, their love "eternal and mute" like 
matter (4). In the last stanza, this longing is clarified 
as sight: 

Car j'ai, pour fasciner ces dociles amants, 
De purs miroirs qui font toutes choses plus 

belles: 
Mes yeux, mes larges yeux aux clartes eternelles ! 
For I have, to enthrall these docile lovers, 
Some pure mirrors that make everything more 

beautiful: 
My eyes, my large eyes of eternal clarity!• 

Mutual inspection occurs, albeit in drastically 
different manners. In love with Beauty, the poets look 
into her eyes, unaware that they see merely their own 
reflection. Beauty, to ensnare her lovers, confronts 
them with mirrors - but as long as these mirrors are 
also her eyes, she does indeed encounter them through 
sight. 

In this mutual recognition, a few difficulties 
arise. In the poets' gaze at Beauty, there is the paradox 
between devotion and narcissism. The poets are 

1 All translations in this paper are mine. 
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faithful lovers wholly devoted to Beauty; in pursuit 
of her they bruise themselves and consume their 
lives. Yet this love is also revealed as an obsession 
with their own reflection, i.e. as narcissism. These 
two aspects cannot coincide: to truly love and desire 
another, man must first see himself as something in 
want. He should have overcome narcissism since love 
for another requires negation of the self. The poets as 
devoted lovers have made themselves the sacrifice -
their self-renouncement seems incongruent with their 
self-adoration. 

But the poets are perhaps unaware of this 
contradiction - they are deceived in their perception. 
When Beauty looks back at the poets, that is, when 
the mirror reflects the human gaze, she has denied 
their attempt to comprehend her. Often a connection 
is tacitly assumed between sight and insight - such is 
the case with the Greek language, where "to know" 
is literally "to have seen" (see otou.) As a matter of 
course, the object of sight is taken likewise to be the 
object of knowledge. Yet here the assumption is put to 
question. When Beauty with her eyes as pure mirrors 
deflects human sight, rejecting their attempt to see 
into her, she has also drawn a line between sight and 
insight, between seeing and understanding. 

This lack of human insight is furthermore 
expressed through Beauty's comparison ofherselfwith 
a misunderstood sphinx ("un sphinx incompris".) The 
sphinx tells a riddle: what walks on four legs at dawn, 
two at noon, and three in the evening? The answer: 
man. Hence, to engage with the sphinx is to receive 
an image of oneself. Here, the inability to recognize 
one's own reflection has a vicious consequence: the 
wrong answer results in one's own death. Deception 
at last becomes destruction. 

Beauty inherits the sphinx's ferocity despite her 
claim of innocence, of having united the heart of snow 
and whiteness of swans (''J'unis un coeur de neige a la 
blancheur des cygnes".) Indeed, her cruelty may have 
surpassed that of the sphinx, for the inhuman gaze of 
Beauty has the power of objectification. To be seen by 
Beauty is not only to be returned with an image, but 
to become an image oneself, to suffer a horror that 
surpasses the horror of death --it is the horror ofbeco-

-ming a thing, inorganic, non-human, altogether 
incapable of death. 

Beauty claims to be dream-like. Yet unlike the 
dream of Aeschylus, alive, pregnant, whence will 
be born the striking figure of Lady Macbeth ("C 'est 
vous, Lady Macbeth, iime puissante au crime, I Reve 
d'Eschyle eclos au climat des autans" (L 'Ideal, 10-
11) ), Beauty is the impregnable dream of stone ("une 
reve de pierre".) The love she inspires in the poets is a 
love petrified, a love matter-like. The rhyme between 
"stone (pierre )" and "matter ( matiere )" in their 
mirrored sounds mimics this induced petrification. 

In such capacity Beauty resembles the mythical 
Medusa, whose "evil eye" turns the onlooker into a 
stone. Here in cruelty Beauty surpasses yet another 
mythical being. While Perseus can remain unaffected 
by the gaze of Medusa as long as he looks at her 
indirectly through a mirror - a bronze shield gifted 
by Athena - the poets are caught thanks to the mirror. 
Baudelaire inverses the logic and turns the mirror 
into a device of the monster and the monster into the 
goddess. What was a godsend becomes a snare for 
men. 

Baudelaire's appropriation of classical imagery 
easily echoes Racine's treatment of the story of the 
Labyrinth in Phedre. In the original story, Ariadne 
gifts Theseus with a ball of thread, a clue leading 
him out of the maze. When Racine retells the story 
through Phaedra, the thread is transformed. Its place 
is overtaken by Phaedra herself - the magical weapon 
and the monster are united into one ("Un fil n'eut 
point assez rassure votre amante: I Compagne du 
peril qu'il vous fallait chercher, I Moi-meme devant 
vous j'aurais voulu marcher" (Phedre, II.v.658-60).) 
The thread no longers leads out, but in: it becomes 
a clue not for physical escape but verbal revelation. 
Words, merely by the virtue of being heard, already 
contaminate the listeners (Hippolyte and the audience 
alike) and weave them into their plot. The modem 
interpretation thus leaves no escape for the hero. 
His personal doom may pertain to the occasion, but 
Tragedy itself is shown to transcend any occasion - it 
is an essential part of man's being in the world. 

As Tragedy becomes coincident with life in 
Phedre, in La Beaute Baudelaire identifies Beauty 
with monstrosity. Accordingly, poetic engagement 
acquires a perverted nature: devotion becomes 
narcissism, sight renders no insight, and the human 
subject is in tum objectified. 

* * * * * 
What then could be said of this poem itself? Is it 
exemplary of the problem it illustrates, or an exception 
to it, and moreover perhaps an attempt at redemption 
or elevation? 

Two additional observations will help with our 
approach to this series of questions: the poem of La 
Beaute is at once the creation of a poet and direct 
speech from Beauty. The poet - Baudelaire - in letting 
Beauty speak through him avoids confrontation 
against her. We do not imagine him standing in front 
ofBeauty as he pictures the other poets doing ("devant 
mes grandes attitudes" 2

). In letting Beauty speak for 
herself, Baudelaire does not represent her and hence 
makes no attempt at objectifying her. This particular 
poem therefore rises as an exceptional case; its author 
appears as an agent of the divine, distinguished from 
the rest of poets who fall as her victims. 

While the above observation renders some 
fruitful result, as a whole it is unsatisfying. It postulates 
the author as one who is not at all self-aware, who 
readily becomes a mouthpiece. The quintessential 
example of such a poet is Homer, whose epics are 
devoid of anything personal. They are songs of the 
Muse ("µfjvtv iiEtOE 8Ea IlY]AY]tc'ioEc:o Ax1A,fjo~" (Iliad, 
I.I).) The case of Baudelaire is rather different: if 
Au Lecteur is any indication of the character of the 
poet, then this poet is in fact highly self-conscious 
and has moreover made this consciousness into the 
theme of his writing. This poet knows better than to 
categorically distinguish himself from his readers 
who, as his kindred spirits, do not differ from him 
in character. That perverse ambiguity between 
beauty and monstrosity is experienced universally -
Baudelaire is certainly no exception. 

The second observation stems from a broader 
consideration: the collection of poems receives the 
title Les Fleurs du Mal - The Flowers of Evil. What 
is monstrous and deformed is seen as the fecund soil 
for the lilac of April. The poet does not shun evil, but 
acknowledges it as inevitable, and moreover as the 
testimony to a boldness in soul (Au Lecteur, 25-28). 
He actively embraces it as having the great potential 
for beauty. 

Situated in its proper context, the tension in 
La Beaute is clarified. As a poem about poetry, its 
relationship to the poetic art is none other than the 
poetic consciousness of its author. The poem of La 

2 Italics added 
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Beaute therefore exhibits a metaphysical character. 
It appears to be about Beauty, the impossible object 
for our understanding; but deep down it is concerned 
with aesthetics - that is, with our own sensibility 
and its volatility. As a poem about poetry, it is 
therefore neither an example of what it illustrates, 
nor an exception, but something altogether different. 
Accordingly, the redemption it affords is not the result 
of any definitive victory, as is the case when Perseus 
decapitates Medusa, but that of the revelation of the 
eternity of the struggle itself. 

''Beauty" 
I am beautiful, oh mortal men! Like a dream of 
stone, 
And my breast, where each in tum bruises himself, 
Is made to inspire in the poet a love 
Eternal and mute like matter. 
I am enthroned in the sky like a misunderstood 
sphinx; 
I unite a heart of snow to the whiteness of swans; 
I hate the movements that displaces the lines, 
And never do I laugh and never do I cry. 
The poets, before my grandiose postures, 
Which I appear to have borrowed from monuments 
more proud, 
Will consume their days in austere studies; 
For I have, to enthrall these docile lovers, 
Some pure mirrors that make all things more 
beautiful: 
My eyes, my large eyes of eternal clarity! 

LaBeaute 
Je suis belle, 6 mortels ! comme un reve de pierre, 
Et man sein, au chacun s 'est meurtri tour a tour, 
Est fait pour inspirer au poete un amour 
Eternel et muet ainsi que la matiere. 
Je tr6ne dans l'azur comme un sphinx incompris; 
J'unis un CCEUr de neige a /a b/ancheur des cygnes; 
Je hais le mouvement qui deplace !es lignes, 
Et jamais je ne pleure et jamais je ne ris. 
Les poetes, devant mes grandes attitudes, 
Que j 'ai I 'air d 'emprunter aux plus fiers monuments, 
Consumeront leursjours en d'austeres etudes; 
Car j'ai, pour fasciner ces dociles amants, 
De purs miroirs qui font toutes choses plus belles: 
Mes yeux, mes larges yeux aux clartes eternelles ! 

- Charles Baudelaire 

A Mirror of Eternal Clarity: Baudelaire's Perspective on the Carcass 

Une Charogne is Baudelaire's description of 
his and his love's encounter with a carcass one "beau 
matin d'ete si doux." While the encounter makes his 
beloved grow faint, it fascinates the poet and does 
not make his morning any less beau. Why, from 
Baudelaire's perspective, is the carcass not repulsive? 

As the final stanza of Une Charogne begins, 
Baudelaire addresses his beloved as "ma beaute." 
Baudelaire's mode of address is not unusual between 
lovers. However, when he uses beaute, it gains 
emphasis because Baudelaire is directly contrasting 
his living beloved with her carcass. Though the thrust 
of this juxtaposition may be rhetorically effective 
on his squeamish beloved, it is insubstantial for 
Baudelaire. 

By the poem's end, when Baudelaire claims to 
preserve "la forme et l' essence divine de mes amours 
decomposes," amours obviously refers, in part, to his 
beloved. While Baudelaire's beloved falls under the 
purview of amours, the noun is plural, meaning that 
it also refers to something else. Little is mentioned in 
Une Charogne besides the carcass and its monde (line 
25). As a result, the other object of Baudelaire's love 
would seem to be the carcass; thus, in addition to his 
lack of repulsion for the carcass, Baudelaire places 
it on the same level as his beloved. In other words, 
because Baudelaire so ties the carcass to something 
beautiful, it is plausible that he finds the carcass 
beautiful. Supposing this to be the case, why does 
Baudelaire find it beautiful? 

Because Baudelaire calls his love beautiful, 
analyzing his poetic approach to her will give 
some clue about his relation to beauty. Through an 
examination of Baudelaire's relation to beauty, a 
thorough understanding of it can be gained, which 
will improve an understanding of Baudelaire's poetic 
perspective and, by extension, his vision of the 
carcass. 

Part 1: The Role of the Poet with Regards to Beauty 

In the final three stanzas of Une Charogne, 
Baudelaire addresses his beloved, comparing her 
decomposing corpse to the carcass. At this point, 
Baudelaire claims that, despite receiving last rites 
(line 42), his beloved will be eaten by vermin. As an 
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alternative to this failed divine salvation, Baudelaire 
offers his poetry, saying that he will preserve her 
"forme" and "essence divine" (line 47). By combining 
his love and the carcass as his amours, Baudelaire 
does the same for the carcass, preserving both against 
the ravages of time through his poetry. Taking this as 
indicative of his relation to beauty, it is evident that 
Baudelaire, by saving the form and divine essence of 
the carcass and his beloved, takes the place of a divine 
savior, himself becoming God-like. 

While suggesting that he has a divine role, 
Baudelaire also sees himself as a lover of both his 
beloved and the carcass. Introducing it, Baudelaire 
sexualizes the carcass by likening it to licentious 
woman who is lying in a bed. Through his use of 
sexual imagery to describe the carcass, it can be said 
that Baudelaire is drawing a correlation between his 
relationship with the carcass and his relationship with 
his beloved. Throughout the final stanzas, Baudelaire 
reminds his walking companion that she will be like 
the carcass, ultimately tying them together as amours. 
As a part of the action of his poem, Baudelaire ties 
both the carcass with his beloved and his beloved 
with the carcass. Because he has joined his two loves 
through his approach to the carcass, there is a clear 
connection between Baudelaire's interaction with it 
and his beloved. 

Oddly, while Baudelaire makes himself the 
lover of both the carcass and his walking companion, 
he likewise portrays the vermin as lovers of both. The 
carcass is initially described as having its ventre full of 
maggots, the children of flies (Sm stanza). Later, when 
Baudelaire speaks of the decomposition ofhis beloved, 
he portrays the vermin as lovers who eat her with 
kisses (12m stanza). Through his strange sexualizing 
of the carcass and the vermin's relationship with his 
beloved, Baudelaire is drawing a connection between 
his activity as a lover and the activity of the vermin. 
By extension, Baudelaire sees himself as feeding off 
of his beloved. As vermin that feeds on his beloved, 
Baudelaire is, analogously, vermin in his relation to 
beauty. If this is combined with Baudelaire's self
proclaimed divinity, he can be said to see himself 
relating to beauty as both God-like and vermin-like 
- a creative savoir and a hungry destroyer. 

Though the roles of vermin and God seem so-



-mewhat contradictory, Baudelaire symbolically 
mingles them throughout Une Charogne. After 
describing how flies buzz about the carcass and breed 
on it while their offspring are moved by its slow 
production and release of gas, Baudelaire clarifies the 
motion that this activity gives by saying "le corps ... 
vivait en se multipliant" (lines 23 & 24). Because the 
vermin give the carcass life, Baudelaire is combining 
the divine preservation of beauty with the destructive 
act of the vermin. 

To further combine a divine, creative action 
with the vermin's consumption, in the eighth stanza, 
Baudelaire also compares the almost completely 
unrecognizable carcass with an ebauche. An 
ebauche is the preliminary sketch that artists use to 
create masterpieces - the place where a painting's 
fundamental essence is produced. By drawing this 
analogy between the ebauche and the final stages 
of decomposition, Baudelaire is also saying that the 
products of a spontaneous act of creation and the act of 
decomposition are the same. Thus, for the poet, when 
the godly act of creation occurs, it is simultaneously 
the extent of vermin's destruction. 

When the process of destruction becomes the 
spontaneous act of creation, the poet is eating beauty 
down to its ebauche, eking out what is fundamental 
to it- its divine essence. Feeding on beauty, it can be 
assumed that Baudelaire encounters what, by analogy, 
are the more obvious aspects of the painting, arriving 
at the ebauche as a final step. Thus, there are two 
aspects of beauty that the poet encounters. One aspect 
is consumed; the other exists independently and on a 
more eternal scale. 

Part 2: The Role of Beauty and a Poetic Perspective 

While it is clear from Une Charogne that the 
poet and beauty exist in a symbiotic relationship 
where the poet both feeds on and preserves beauty, 
it is unclear what beauty gives him. Mostly, this is 
because no conception of beauty has been established 
beyond the notion that the poet eats one aspect away 
to arrive at some vague idea of another, its ebauche. 
What is the ebauche? A particular poetic relationship 
to this aspect of beauty is dealt with at the end of La 
Beaute. 

In La Beaute, Baudelaire, adopting the character 
of beauty, gives an image of its perspective on poets. 
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As an explanation for poets' attraction to beauty, 
Baudelaire says: 

Car j 'ai, pour fasciner ces dociles amants, 
De purs miroirs qui font toutes choses plus belles: 
Mes yeux, mes larges yeux aux clartes eternelles 11 

" 

While it is important to examine the purs miroirs that 
Baudelaire mentions for the sake of understanding a 
poet's attraction to beauty, it is better to first ask: what 
are these clartes eternelles that are so instrumental in 
making all things more belle? 

When the poets of La Beaute study, they do 
so with "un amour eternal," seeming never to gain 
much (lines 3-4). In fact, the beauty that is studied 
seems to evade the poet's attempts completely, calling 
itself "un sphinx incompris" (line 5). However, the 
clartes eternelles are said to make "toutes choses 
plus belles." Because the clartes eternelles are part of 
beauty, it is necessary to glimpse beauty to see them. 
Additionally, if beauty's eyes are wide with these 
clartes eternelles, it makes sense to say also that they 
are common to beautiful things. It seems that the poet, 
when encountering beauty, is given a glimpse of these 
clartes eternelles that then inform his perspective of 
the whole world. Generally, from this, the clartes 
eternelles seem to be the more universal ideas that 
exist in what is beautiful - that part of beauty which 
lends it a transcendent quality. 

La Beaute, however, does not positively depict 
the grasping of clartes eternelles. In the poem, poets 
are shown as completely inept in their hunt for beauty. 
Describing them as "muet ainsi que la matiere"("mute 
as matter," line 4), Baudelaire almost asserts that only 
with clartes eternelles, poets are turned to stone. 
Coupled with the clartes eternelles gained through 
encountering beauty, there is, Baudelaire seems to 
argue, a more transitory, visceral encounter that needs 
to take place. Thus, Baudelaire depicts beauty as a 
place where eternal truths and the visceral quality of 
reality meet. Paired with the two aspects of beauty 
found in Une Charogne, the sensual aspect of beauty 
seems to be what feeds the poet, while the eternal 
truths form the ebauche, the more fundamental aspect 
of the beautiful object. When the poet experiences 
beauty, then, he is viscerally experiencing some 
understanding of a higher reality. How is it that the 
poets in La Beaute do not seem to be doing this? 

1 For I have, to fascinate these docile lovers [poets], pnre mir
rors, which make all things more beantiful: my eyes, my eyes, 
wide with eternal clarities. (final stanza) 

What Baudelaire criticizes about the poets in La 
Beaute is their tendency to ignore beauty's visceral 
aspect. By focusing exclusively on the eternal truths 
of beauty, the poets of La Beaute presuppose some 
particular system of truths. Because their system of 
truths is limited, the poets can only encounter beauty 
in phenomena that support their system, which limits 
their ability to experience beauty. With this sort ofbias, 
the poets of La Beaute are left unhappy and bruised. 
Additionally, every visceral encounter they have will 
fail to perfectly represent their presupposed truths, 
only partially "partaking" of them. In this manner, the 
poets of La Beaute destroy their ability to perceive 
beauty at all. Without the ability to perceive beauty in 
their lives, they can only feed on representations of it 
that are produced to affirm their ideals, metaphorically 
failing to move in a beautiful world and turning to 
stone instead. 

Because they view art as a way to encounter 
their truths, when the poets of La Beaute produce 
poetry, they only do so in an attempt to illustrate 
their eternal beauties in the sensual world. This idea 
particularly comes from Platonist thought and is thus 
lived out by Christian artists who attempt to represent 
the ideals of heaven on a shifting earth - an example 
ofthis art can be seen in works by Michelangelo, who 
often copies classical forms to depict biblical scenes, 
creating unrealistic images which are based on his 
particular ideals 

Part 3: Baudelaire's Perspective 

While La Beaut€ presents poets who cannot 
completely experience beauty, this is not the case 
for Baudelaire in Une Charogne. Unlike the poets 
of La Beaute, Baudelaire approaches beauty through 
its visceral aspect. Not presupposing eternal truths, 
Baudelaire encounters sensual phenomena and, 
reflecting on them to derive eternal truths, sees the 
phenomena as beautiful. Thus, viscerally moved by 
the carcass, Baudelaire finds it beautiful. 

Unfortunately, in his approach there is no 
definiteness to Baudelaire's eternal truths. Without 
these, he must rely solely on sensual experience 
to find beauty. While this does not limit the sort of 
beauty he can experience to a particular ideology, 
Baudelaire's approach leaves him with nothing to 
feed on but the visceral aspect of beauty, which, 

grounded in the physical world, is fleeting and rare. 
Though he is initially struck by something beautiful, 
this piercing moment ends, and the beautiful thing 
fades away. From Baudelaire's perspective, it is 
impossible for beauty to last. As the visceral fades 
away, so does its eternal clarity, and this ephemerality 
leaves the poet in a state of bereavement. Thus, when 
he can perceive beauty, Baudelaire is at once aware of 
it and mourning it. Unfortunately, in this way the very 
thing that elevates Baudelaire - his ability to perceive 
beauty - also destroys him, a sentiment that he relates 
in L 'Albatros through the albatross' wings, which 
allow him to soar, but also serve as a weakness when 
they cannot be used. 

Without a larger backdrop of eternal truths that 
can consume his time, Baudelaire is left, when not 
immediately experiencing beauty, to seek it. Without 
a constant influx of sensually striking phenomena, 
Baudelaire is left in a state of suspense, neither able 
to act nor react. This emotion is, it seems, what 
Baudelaire calls ennui. 

For Baudelaire, then, poetry is an attempt to 
preserve beauty's ephemeral quality, which comes 
from its basis in the sensual. By writing poetry, 
Baudelaire, having experienced an object's visceral 
quality and its eternal truths, tries to convey the whole 
experience, preserving the sensual aspects of beauty 
and thus illuminating its eternal truths. In this way, he 
sustains the existence of beauty by recreating what he 
has experienced and fighting off ennui.For this reason, 
Baudelaire combines a variety of sensual experiences 
in his poetry, including the sight, sound, and smell 
of the carcass in Une Charogne. By presenting a 
complete poem from an amalgamation of sensual data, 
Baudelaire can form a whole image or impression 
of his beautiful object. Unfortunately, poetry cannot 
perfectly capture Baudelaire's experiences, and it is 
only a thin consolation for his losses. 

To add to his misery, though the cl art es eternelles 
of beauty are striking to Baudelaire, they are far from 
pleasant. The carcass is beautiful because it shows 
truths that are inexorably linked to Baudelaire's 
twisted existence. Through his eyes, the carcass 
is itself an image of the fleeting nature of visceral 
experience. As a reflection on his life, his thoughts on 
the carcass portray Baudelaire as vermin that, by even 
continuing its activity, loses the object of its affection. 
By illustrating the eternal truth of Baudelaire's mis-
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-ery, the carcass becomes quite poignantly beautiful 
in a way that Baudelaire's beloved, who is somewhat 
ignored throughout the poem, cannot. Through the 
horror of the poet's life that it reveals, the carcass 
becomes an incomparable image of fleeting beauty, 
thus illustrating the truly tragic nature of existence. 

To come back to the mirrors of La Beaute, 
it seems that, to make all things more beautiful, 
certain ubiquitously present truths in the poet's life 
must be illuminated. Because these truths are evident 
to the poet everywhere, they can be perceived in 

Une Charogne 

Rappelez-vous l'objet que nous vimes, mon ame, Ce 
beau matin d' ete si doux: Au detour d 'un sentier une 
charogne infiime Sur un lit seme de cailloux, 

Les jambes en !'air, comme une fe1mne 
lubrique, Brillante et suant Jes poisons, Ouvrait 
d'une fac;on nonchalante et cynique Son ventre plein 
d' exhalaisons. 

Le soleil rayounait sur cette pourriture, Comme afin 
de la cuire it point, Et de rendre au centuple it la 
grande Nature Tout ce qu'ensemble elle avaitjoint; 

Et le ciel regardait la carcasse superbe Comme une 
fleur s' epanouir. La puanteur etait si forte, que sur 
l 'herbe Yous criltes vous evanouir. 

Les mouches bourdonnaient sur ce ventre 
putride, D 'ou sortaient de noirs bataillons De larves, 
qui coulaient comme un epais liquide Le long de ces 
vivants haillons. 

Tout cela descendait, montait comme une vague Ou 
s 'elan9ait en petillant; On eilt dit que le corps, enfle 
d 'un souffie vague, Yivait en se multipliant. 

Et ce monde rendait une etrange musique, Comme 

Carcass 
Recall the object that we saw, my soul, 
That beautiful summer morning so soft: 
At a bend in the path, a vile carcass 
On a bed scattered with pebbles, 

The legs in the air, like a lubricious woman, 
Burning and sweating poisons, 
Opened in an indifferent and cynical fashionlts belly 
full of exhalations. 
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every aspect of his life, and, if he encounters them 
daily, the objects revealing them are made beautiful. 
Sadly, for Baudelaire, this is not the case. The physical 
manifestation of Baudelaire's tragic state is most 
present in the carcass. Because this explicit truth is 
exposed by Baudelaire's treatment of the carcass in 
the poem, the carcass is singularly a representative 
of this truth. Thus, though his vision of the carcass 
is beautiful, it lends Baudelaire nothing more than a 
tragic knowledge of his own ennui. 

l'eau courante et le vent, Ou le grain qu'un vanneur 
d 'un mouvement rythmique Agite et toume dans son 
van. 

Les fonnes s'effa9aient et n'etaient plus qu'un 
reve, Une ebauche lente it venir Sur la toile oubliee, 
et que I' artiste acheve Seulement par le souvenir. 

Derriere !es rochers une chienne inquiete Nous 
regardait d'un oeil fiiche, Epiant le moment de 
reprendre au squelette Le morceau qu' elle avait 
!ache. 

- Et pourtant vous serez semblable it cette ordure, A 
cette horrible infection, Etoile de mes yeux, soleil de 
ma nature, Yous, mon ange et ma passion! 

Oui! telle vous serez, 6 la reine des graces, Apres Jes 
derniers sacrements, Quand vous irez, sous l 'herbe et 
Jes floraisons grasses, Moisir parmi !es ossements. 

Alors, 6 ma beaute! <lites it la vermine Qui vous 
mangera de baisers, Que j'ai garde la forme et 
l 'essence divine De mes amours decomposes! 

The sun shone on this decay, 
As though to cook it perfectly, 
And to give back a hundredfold to great Nature 
All that unity she had joined; 

And the sky looked at the magnificent carcass 
Like a flower blossom. 
The smell was so strong that you grew faint 
On the grass. 

The flies buzzed on this putrid womb, 
From which worms, which flow like a thick liquid 
Along these living rags, 
Were thrown out by black battalions. 

All this was descending, rising like a wave, 
Or being hurled out while fizzling; 
One might have said that the body, swollen with a 
vague breath, lived by multiplying. 

And this world released a strange music 
Like the water current and the wind, 
Or the grain that a winnower, with a rhythmic 
movement, shakes and turns in his basket. 

The fonns wore off and were no more than a 
Dream, a sketch slow to come, 
Which the artist completes only from memory 
On a forgotten canvas. 

Behind the boulders, an anxious bitch 
Watched us with an angry eye, 
Looking for the moment to take back 
From the skeleton that piece that she had dropped. 

And, nevertheless, you will be similar to this scum, 
This horrible infection, Star of my eyes, sun of my 
nature, 
You, my angel and my passion 

!Yes! Such will you be, oh queen of graces, 
After the last rites, 
When you will go under the grass and bold blooms 
To rot among the bones. 

Then, oh my beauty! Say to the vermin 
Who will eat you with kisses, 
That I have preserved the fonn and divine essence 
Of my decomposed loves! 

A Short Paper On Translation: On Stanza 15, Valery's Cimetiere Marin 

15 
!ls ontfondu dans une absence epaisse, 
L 'argile rouge a bu la blanche espece, 

Le don de vivre a passe dans /es fleurs ! 
Ou sont des marts les phrases familieres, 

L 'art personnel, !es limes singulieres? 
La larve file ou se formaient !es pleurs. 

The work of preparing translation of any text 
is rich with opportunity to falter. Translation, the 
English word, is built upon the Latin "trans" (across) 
+ "latus" (borne, carried, suffered). The single 
strongest sense seems like "to carry across;" however, 
there is something just right about a phrase or an 
idea being "suffered across" languages. When setting 
out to translate a text, I am looking to carry across 
something, and the tough work of translating comes 
with deciding what exactly I want to carry. 

The unit of translation is the word. Sometimes 
a prefix with its that-to-which-it-is-stuck or an 
otherwise composite word can be parsed into parts 

Kerrigan Dougherty (A16) 

that yield interesting considerations for translation. 1 

These things aside, the most mechanical level of 
translation involves exchanging a French word for 
an English one. This activity often leads to partitive 
and definite articles that are superfluous in the new 
English rendering (though critical in the French), 
lots of wanderings about what that preposition or 
pronoun really means, and exchanging the noun
adjective order for the English adjective-noun form. 
With simple sentences, this word-for-word business 
can work. 

However, with long or ambiguous sentences, it 
becomes important to carry over the words from the 
French, but it is equally if not more important to carry 
oyer the sense of the whole. Yalery's Cimetiere Marin 
1 Looking up French "parfumer" gives the English "to per
fume.'' This is satisfactory, though an interesting observation 
comes from parsing the word to "par" + '~fumer" because we 
can then think of the perfume as coming through artifice, by 
or through smoking, steaming, or otherwise altering with heat. 
Parfumer-> "to perfume" is fine, but it is pleasant to find the 
smaller elements independently as an etymologically-minded 
Francophile might. 
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is a perfect opportunity to reflect on carrying over the 
words as well as the sentences. These activities often 
conflict, as will be shown later by example. Finally, 
as words are to phrases, phrases are to stanzas, and 
stanzas are to the whole. What I mean by this is the 
following: the smaller parts make up the larger, and 
should be roughly worked out first, but ought not to be 
finalized without reference to the whole. 

Carrying across becomes more complicated 
when the original thing itself is somewhat opaque. This 
is my sense of Valery. Ifl cannot precisely understand 
the thing itself, however can I carry it into English? 
Also, the translator must come to terms not only with 
content, such as word for word exchange, but also 
with form. The Cimetiere is a lovely project of highly 
regular stanza forms, filled up with indeterminate and 
opaque content. What does the translator do about 
the rigid aabccb end rhyme scheme, the use of ten 
syllable lines, six line stanzas? In a poem so complex 
and discursive, these marks of regularity are a gift -
and maybe a clue. Those regularities are either lost, or 
the foul project of end-rhyme construction goes on. 
The only certain way to maintain the sel:fhood of the 
poem is to maintain it in the original! 

All that said, translating a poem is a worthwhile 
exercise for the student of any language and I will 
work through the fifteenth stanza to illustrate some of 
the types of things one gains in translation: 

!ls ont fondu dans une absence epaisse, 

The first line here is straightforward, with a 
standard subject and verb pairing 'They were melted/ 
dissolved." The reflexive infinitive, se fondre, can be 
paired with dans to mean "to melt into" or "to get 
lost in." Finally, there is the absence modified with 
the feminine form of epais, meaning "thick." Without 
any further context, and despite the simplicity of 
a literal translation, it is hard to say what exactly a 
"thick absence" is. It is the image that catches me, just 
as a tough image in an English poem might catch me. 

L'argile rouge a bu la blanche espece, 

The second line proves even more difficult. 
Something drank something else. The English could 
be "The red clay drank the white variety." The last 
n:r..-..,.-rl ,.,,,...,),,...,,, ~C' tn.11oh tn fr-::Jn~l<:lfP hP('<;lllo;;:P thP: Wnril 

has many meanings. Is it that the red clay drank the 
white variety of clay? If so, why use espece at all, but 
rather let ellipsis insinuate a second argile? Is it more 
that blanche espece should stand alone as a variety of 
thing other than clay? One translator goes so far as to 
say "Their human whiteness drunk by the red clay."1 

Here, there are at least two specific liberties taken: the 
blanche espece is interpreted to be human whiteness, 
and the order of the parts is switched. The French has 
the red thing drinking the white thing, named in that 
order. Here, we get the white thing passively subsumed 
by the red thing. This sentence is an opportunity to 
reflect. While this translation is furthest from the 
sequence of French words which it means to carry 
across, it is also the only one that immediately makes 
sense to me. Another, "for red clay has swallowed the 
white kind,"2 leaves me uncertain of the image. 

Le don de vivre a passe dans !es fleurs I 

The gift of life passed in/into the flowers. One 
could get hung up on the use of dans, typically meaning 
in, and whether it simply means "into flowers," or 
something more complex. That will not be entertained 
here. The consideration of dans and other pronoun 
translation is interesting as an independent project but 
not central this phrase. 

Ou sont des marts !es phrases familieres, 
L 'art personnel, les limes singulieres? 

These lines are the most pressing in content and 
are most difficult to carry across. "Where are some 
of the dead," one could read the first four words. 
Next come "familiar phrases," "personal way," and 
"singular souls," telling us the des marts rather means 
"of the dead." Where are the familiar phrases, the 
personal art, the unique souls of the dead? Each noun 
and adjective of the six word set has varied meaning. 
What is this "art"? What word in English could 
capture it? Art is the English entry in every dictionary, 
but then the question is, "what type of art?" 

La larve file ou se formaient les pleurs. 

The worm inches (scoots!) where formed tears. 

1 Translated by Graham Dunstan Martin 
'J Tr<:indo::itP.tl hv r n!'tv T .P,wio;;: Av::iil::ihle on1ine at httn://unix. 

* * * * * 

This work of examining the small, medium, and 
large pieces that make up a whole is good work for 
thinking about language, parts of speech, variety of 
meaning in a single word, as well as the poem-specific 
ideas. If pressed to translate this stanza, I would stick 
closely to the French but would let go of the syllable 
count, accentuation, rhyme scheme. Unlike one 
translation above, I would not assume the white stuff 
to be that of human in my word choice, even if the 
interpretation holds up. 

They dissolved into a thick absence, 
The red clay drank the white variety, 
The gift oflife passed into flowers! 

Of the dead, where are their familiar phrases, 
The distinctive ways, the unique souls? 

The worm races where once tears formed. 

This sort of work, suffering the phrases and 
terms across the French/English divide is good to 
the student, and repays work. The poem itself gets 
sacrificed to the working out, though. It is for this 
reason that I think no translation of a poem should 
be taken alone, and should always lead to a more 
intimate examination of the original. 



Reflections in Writing-Music 

The voice of one crying out: Preparing the way of the Lord in BujJ und Reu 

The first aria in Bach's massive setting of the 
St. Matthew Passion1 is a commemoration of the 
anointing at Bethany, an act in the Gospel of Matthew 
that Jesus states will be "told in remembrance of'' 
the woman who anoints him "wherever this gospel is 
proclaimed in the whole world" (Matthew 26:13).' As 
such, this aria, BujJ und Reu, represents a powerful 
intersection between scriptural fulfillment and artistic 
achievement. It not only takes the time to reflect upon 
an event that Jesus himself recognizes as significant, 
but does so by introducing the musical form that 
constitutes some of the most memorable, moving 
moments of the Passion: the aria. Neither as grand 
and complex as the choral nor as metrically free and 
narrative as the recitative, the aria is nevertheless 
Bach's chosen vehicle for his interpretation of 
the Gospel. Supplied with original lyrics - unlike 
the stretches of recitative that recount the text of 
the Gospel - and with original music - unlike the 
chorals that reharmonize existing songs both sacred 
and profane - the arias are creations of Bach and his 
librettist Picander that emphasize choice events and 
themes in the Passion. 

It is then all the more important that BujJ und 
Reu is the first aria in the Passion, introducing the 
character of an individual voice that does not strive, as 
the Evangelist or any biblical character like Jesus or 
Judas or Peter do, to dramatize each event in the story 
word for word as it had been written by Matthew. 
The soloist in this aria instead strives to make sense 
of those events in a new way, with Picander's new 
German words written to fit Bach's new music. So 
how do the words and tones, rhythm and meter, 
and narrative and dramatic context of BujJ und Reu 
connect it not only to the rest of Bach's Passion, but 
also to Matthew's Gospel? Is Bach's addition of this 
aria, and arias throughout his setting of the Passion, 
appropriate to the story of Christ? 

Dramatizing just two chapters of Gospel but 
running almost three hours in length, Bach's St. 

1 Bach, Johann S. St. Matthew Passion. New York: Dover 
Publications, Inc. 1990 

2 New Revised Standard Version. New York: American Bible 

53iety, 1989. Print. 
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Matthew Passion was known in his household as 
the Great Passion for its sheer size. Spectacular and 
dramatic, long and complex, Bach's St. Matthew 
Passion might seem a strange representation of 
a Gospel in which Jesus repeatedly condenms 
extravagant prayer. He teaches in both chapters 6 
and 23 that during prayer, one should "not be like the 
hypocrites; for they love to stand and pray[ ... ] so that 
they may be seen" (Matthew 6:5) and that "they do 
all their deeds to be seen by others" (Matthew 23:5). 
Are the interpolated arias, both textually foreign 
to the Gospel and serving to lengthen the Passion 
by a considerable amount, faithful to Jesus' idea of 
prayer and evangelism, especially as it pertains to the 
remembrance of the woman at Bethany? 

Jesus' admonitions concerning prayer are 
focused on deceptive appearances and on hypocrites' 
desire to be seen in a certain way. Perhaps, spectacular 
as the Passion may be, that its medium is dependent on 
musical sound and not outward appearance excludes 
it from Jesus' suspicion of religious deception and 
hypocrisy. Even Jesus lives out his spiritual life 
in music, from the traditional hynms of Passover 
(Matthew 26:30), to his last words on the cross 
(Matthew 27:46)- a plaintive quotation of Psalm 22, 
a song which was certainly meant to be heard, and 
heard in a way that is much more genuine and direct 
than he thinks that of the hypocrites. 

The very combination of the words and tones 
in BujJ und Reu, and its preceding recitativo, indeed 
establish its soloist as a credible interpreter of gospel, 
as she confirms Jesus' admiration for the woman at 
Bethany despite the quarrel that his own disciples 
have with the woman. The soloist both identifies her 
as a "pious woman" in the recitativo and personally 
identifies with her in the following text, wishing 
herself to "pour a balm upon" the Savior's head in 
emulation of the woman. The musical elements of 
this recitativo confirm the desires that the soloist 
expresses in her lyrics. Her first statement, a direct 
and familiar address to her "dear Savior," reaches 
up in ascending tones, piercing the repetitive flute 
accompaniment and steady continuo pedal point. 
Though the accompaniment indicates that the soloist 

is outside of the same time and continuous drama of 
the rest of the Passion with its almost trance-inducing 
repetition, the soloist's lines cut against such stillness 
as she indicates with increasing fervor how she would 
follow the example of the woman from Bethany. The 
soloist has her own little gesture of repetition, though 
not as pervasive as the instrumentalists', and it changes 
by the end of the recitativo to match the words that it 
accompanies. This gesture, three eighth-notes of the 
same pitch followed by a two eighth-note climb, is 
first introduced in measure four of the recitativo and , 
is continued in measure five, as the soloist describes 
the woman's offering. When the gesture returns in 
measure seven, it is transformed from a phrase made 
out of eighth-notes to one made out of sixteenth
notes, just as the soloist urgently implores - "then 
give me leave" - to anoint Jesus after the fashion of 
the woman she so admires. The high point and end 
of this gesture falls down into a tense, arpeggiated 
spelling of an e# diminished triad, which is reinforced 
by a diminished seventh chord built on e# that sounds 
deep in the continuo at the same time. 

These musical figures follow the melody's 
expressive descent to the word "grave," which falls 
on the soloist's lowest note and is accompanied by 
another diminished seventh chord rooted in the 
leading tone in the key of e minor. This illustrates the 
tension between the ghastliness of Jesus' impending 
death and the beauty of the adornment that the soloist 
wishes to offer him in preparation of that horrid - but 
theologically necessary - demise. A Neapolitan sixth 
chord in the penultimate measure of the recitativo is a 
further reminder of the grave, with its sinking sound 
based on the lowered supertonic offfl minor, the key in 
which the recitativo cadences. The Neapolitan chord 
also coincides with the alto's sixteenth-note descent 
that spans measures eight and nine as a madrigalism 
of her "eyes' streaming tears," "a balm" for the 
Saviour's head. The second flute notably matches the 
soloist's descent on the word "balm," breaking for a 
moment its insistent repetition. And in the final notes 
of both of the flutes, their running sixteenth-note 
repetition is broken and slowed into two eighth-notes, 
flowing into the following aria with a similar mix of 
four sixteenth-notes and some eighth-notes, but now 
within the frame of an entirely different time wave -
that of a minuet. 

The contradictions are clear between the words 

of BujJ und Reu - "repentance and remorse grinds the 
sinful heart in two" -and the rhythm-a stately but light 
dance in three. However, upon further consideration, 
it is revealed how this juxtaposition furthers the 
emotional, theological, and musical credibility of the 
soloist that was first established in the recitativo with 
her genuine insistence on emulating the pious woman 
at Bethany. The courtly nature of the minuet recalls 
the Kingdom of Heaven, a theme that is hit upon often 
in Matthew's gospel. Jesus mentions the Kingdom of 
Heaven later in the Passion during his own and only 
arietta, in the form of a courante, another courtly dance 
in triple meter. The meter of BujJ und Reu may also 
be a nod to the tradition of considering triple meter, 
"tempus perfectum," a hint at the Trinity- "3 being the 
'perfect' number," as Zuckerkandl notes (Zuckerkandl 
105).3 The stable beauty of the dance meter lends 
additional credence to the soloist's resolve to offer 
the drops of her weeping as a welcome adornment to 
Jesus by complementing a beautiful thought with a 
beautiful dance, by organizing what may have simply 
been unordered splashes of teardrops into a unified 
gift. 

But the tension outlined above between the 
primary words of the aria and the elegance of its rhythm 
may point to an even deeper appreciation of Jesus and 
his teachings. Though he condemns hypocrites who 
"disfigure their faces so as to show others that they 
are fasting," Jesus instead councils to practice a more 
difficult presentation, advising "when you fast, put oil 
on your head and wash your face, so that your fasting 
may be seen not by others but by your Father who 
is in secret; and your Father who sees in secret will 
reward you" (Matthew 6: 16-18). Not only does Jesus 
alight upon the theme of anointment in this speech, 
his command is borne out by the alto's combination 
of fervently remorseful words and dignified dance 
meter. 

Still, the tones of BujJ und Reu are not without 
their proper angst. The gloomy key of f# minor 
pervades the majority of the aria. When the first 
words are repeated from the 13• & 14• measures to 
the 15• & 16• measures, they sink down, striking a 
tritone with the continuo both times on the word Reu, 
first between ffl and b# in measure 14 then down to an 
e against an a# in measure 16. This aria is highly 

3 Zuckerkandl, Victor. The Sense of Music. Princeton, NJ: 

Princeton University Press, 1959 
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chromatic from the beginning of the soloist's melody. 
The soloist's first melodic phase to the words 
"Repentance and remorse, repentance and remorse, 
grind the sinful heart in two" descends an entire 
octave, using all chromatic tones but two. Tritones 
continue to appear both as vertical intervals such as 
listed above and as horizontal spans such as between 
measures 41 and 42, with the word BuB on ad and 
the word Reu ending on a g#. However, the soloist 
passes through these dissonances with the composure 
afforded to her by the form of the minuet. 

As well as being steadied by its identifiable 
dance meter, Buj3 und Reu also possesses a definite 
recapitulating structure. The A section, which returns 
at the end of this da capo aria after being offset by a 
B section, is characterized by short, sinking phrases, 
and the title words, Buj3 und Reu, are repeated no less 
than seven times. The word Buj3, repentance, is often 
less emphasized than the word Reu, remorse, whether 
it be in note length, as in measures 13-16 and 41-44, 
or the size of intervals spanned, as in measures 29-32. 
This interaction between word and tone makes sense 
if the alto is commenting on the difference between 
repentance as a distinct confession of sin - and 
incidentally the fulfillment of Jesus' first command 
in the gospel (Matthew 4: 17), following the word of 
John the Baptist, another anointer (Matthew 3:2) -
and remorse as an ongoing attitude of contrition. 

The B section is introduced with the same 
12-measureperiod that begins the ariaand that will also 
be used to end it. After this familiar musical material 
is finished with a lengthy fermata, the piece modulates 
into A Major, the relative key to f# minor, in which it 
had mostly lingered since the end of the recitativo. 
And after this tonal modulation, the flutes, which had 
been playing in almost perfect rhythmic unison since 
the beginning, start to stagger their rhythms. Instead 
of continuing to play in smooth phrases that flow over 
the bar-lines with tied syncopation, the flutes begin to 
play staccato sixteenth-notes, descending in organized 
drops of four, like drops of weeping. 

The alto's phrasing, however, becomes more 
drawn out: there are fewer repetitions of words, and 
she begins to hold out specific words for over the count 
of a measure. Words such as "welcome adornment" 
- which can also be translated as welcome "spices," 

cadences in E Major, the next key up from A Major in 
the circle of fifths. That these words are rhythmically 
emphasized while the piece stays in a major key may 
suggest both the soloist's graciousness in bestowing 
the tears of her repentance and remorse upon Jesus as 
a balm, and his graciousness in accepting that of the 
woman at Bethany. 

There are several measures of well-ordered, 
almost fugal, counterpoint in which the flutes imitate 
each other in descending lines of sixteenth notes 
between measures 73 and 93, in musical imitation 
of strands of adornment. After this, there is return 
of opening theme in flutes, though on the V of the 
original key. However, when the same words of the B 
section are repeated in c# minor, the relative key of E 
Major, it is faithful Jesus' name that is held out over 
measures 94-97, perhaps pointing back to the sadness 
of the death that his faithful love will incite him to 
achieve - as well as pointing tonally back down the 
circle of fifths to the return off# minor and the return 
of the key words, BujJ und Reu. 

But in the 8 whole measures before the return 
of the A section, flutes are nearly absent. While their 
unified lightness is gone, the deep-voiced continuo 
tumbles into complicated counterpoint with the 
alto, who sings again of bearing adornment to her 
familiar and faithful Jesus. In measures 98 and 100, 
the continuo line falls in stepwise sixteenth notes, 
a pace faster than the majority of its more reserved 
preceding material, which had then merely served 
simply to mark each beat in the elegant triple beat 
measure. While the continuo line descends in these 
measures, the soloist's melody, in contrary motion, 
leaps up the large interval of a major 6th between f# 
and d# in measure 98 before alighting on ab#, which 
forms a tritone with the previously-sounded f#. She 
repeats this gesture in a slightly different way in 
measure 100 by leaping up the interval of a Major 6th 
between e'1 and c# in before alighting on a b'1, which 
forms not a tritone but a consonant perfect 5th with 
the previously-sounded e'1 . This b'1 is also notable 
for recalling, if only for a moment, the tonality off# 
minor, the reigning key of the A section to which the 
piece will shortly return. 

The b# does return within the next three 
measures, though, and the B section cadences fully in 

. .. 

B section, measures 103 and 104, display a confusing 
clash of rhythms between the soloist and continuo, 
serving to highlight the absence of the flutes and 
making it all the more gratifying when they return, 
with their unified and ordered rhythm, upon the 
recapitulation of the A section. 

Though the material after the da capo return to 
the A section is the same as the first time it is played, 
the soloist strengthens the relationship between 
her own feelings of remorse and her offering to 
Jesus even more than could be shown by means of 
the through-narrated, non-recapitulated music of 
the preceding recitativo. With the circular return of 
repentance and remorse, the soloist shows how this 
activity and this attitude are important to perpetuate 
even after offerings have been made to Christ himself. 
This supports Jesus' own statements prior to the 
aria: "you always have the poor always with you; 
but you will have not always have me" (Matthew 
26: 11 ). Though the soloist is clearly eager to dedicate 
herself decisively to Jesus while she can and sees the 
importance of such an action, she also knows that she 
needs to maintain her Christian outlook throughout all 
her actions in order to lead a full spiritual and, in this 
case, full musical life. 

But who is this soloist? Steeped as the gospel is 
in supernatural encounters, including angelic dreams, 
voices from heaven, and guidance from the Holy 
Spirit, it may seem tempting to attribute this soloist's 
sound theological interpretation of Gospel to the 
same kind of supernatural powers that appear in the 
Gospel itself. This sublime voice, whose mysterious 
identity borders on the mystical, is made all the more 
so by the transitional tessitura of the alto. Not an 
exclusively female part and not an exclusively male 
part, the haunting in-betweenness of the alto's solo 
work might suggest a genderless, angelic quality 
of the soloist. The flutes' rhythmic repetition in the 
recitativo might indicate a dream-like state on the 
part of the singer, one not unlike the dreams that led 
Joseph (Matthew 1 :20) and the wise men (Matthew 
2:12, 13, 19, 22) to safety in the story of Jesus' birth. 
However, the emotional involvement of the soloist, 
which is clear from the musical analysis above, 
weakens this argument, especially considering how 
tied it is to the confession of sins that an angel could 

sin and repent of it, recalling the words of John the 
Baptist that Jesus repeats at the beginning of his 
ministry. And it is through an aria - "the voice of one 
crying out" - that he is be able to "prepare the way 
of the Lord," making "his paths straight" (Matthew 
3:3), even as the soloist in this aria desires to prepare 
Jesus for the grave with her tearful ointment. If it does 
not signify genderlessness, perhaps the alto's gender 
ambiguity suggests that the soloist's words can be 
taken as a general example to follow, since, after all, 
it has been proven that her reading of gospel is correct 
and her motivations are genuine. 

Buj3 und Reu and its preceding recitativo are 
the first instances of their respective forms of music 
- arias and recitativos - and also the first instance of 
this alto's appearance. This particular soloist has been 
shown to present theologically correct ideas, and in 
that way, her song Buj3 und Reu may exemplify the 
content of what an aria should contain. This soloist 
shows that because she both recognizes her sin and 
recognizes faithful Jesus as her dear Savior, she can 
have a relationship with Jesus that does not merely 
achieve a cleansing of her own sins. She does not 
wash herself with her tears. This would neither help 
Jesus nor save herself. Instead, she offers them to 
Jesus, and it seems that he would accept them, as 
he accepted the ointment at Bethany. This is in stark 
contrast to the message of one of the most beloved 
chorals in the Passion , Befiehl du deine Wege , in 
which the choristers celebrate that Jesus will "find 
paths where thy foot can tread," instead of actively 
making Jesus' paths straight for him, as the alto tries 
to do. The difference in form, in which the chorales 
exhibit group prayer and the arias show off individual 
voices, is indicative of different relationships with 
Jesus. The soloist focuses on the meaning of her own 
actions, as an individual that has a relationship with 
Jesus in which she is not only a passive beneficiary 
but also an active participant who enjoys her penance 
as well as Jesus' acceptance of it. 

Because the accessible mid-range of her voice 
could represent that of any pious person, because 
the dignified courtliness of her minuet is befitting 
of the Kingdom of Heaven, and because the lyric 
account she gives is in agreement with Jesus' praise 
of the woman at Bethany, this alto shows that these 



-phasis of pitch, the rhythm of life, and the graceful 
account of grace that is far from being the deceptive 
outer appearance of the hypocrites thatJ esus so derides. 
This first aria and this first soloist confirm Scripture in 
a way that fulfills Jesus' desire for the pious woman's 
story to "be told in remembrance of her" "wherever 
this good news is proclaimed in the whole world" 
(Matthew 26:13). Not only does the aria tell the story, 

it ensures that the story will be told because of its own 
immaculate craftsmanship. It seems the spectacular, 
in this instance, precisely complements what Jesus -
and the Evangelist - desired for the Gospel. And the 
alto's spiritual initiative is exactly what Bach wanted 
to show in this specially-made aria, the first of many 
to come in his Great Passion. 

Reflections in Writing-Laboratory 

A Letter from Charles Francois De Cistemay DuFay of the Royal Academy of Sciences at 

Paris, to His Grace Charles Duke of Richmond and Lenox.1 

My lord, though you have gone many months 
without word from me, I have not been idle. In fact, 
I have been quite agitated. Recently, I heard of a new 
device from the University of Leyden that results in a 
most terrible experiment. 

Having my assistant create vitreous electricity 
by rubbing a glass globe, I conduct it along a hanging 
gun barrel. I place a flask that is partially full of water 
in my right hand; running into it is a brass wire that 
hangs from the gun barrel. As my right hand grasps 
this flask, I move my left toward the gun barrel, and, 
upon coming near it, I receive a most unpleasant jolt 
in my right hand. This jolt often leaves me shaken for 
hours, and it is only after several glasses of sherry, 
three cups of coffee, and a good bit of snuff that I feel 
altogether myself. 

While the experience of this experiment 
is quite sensational, I have heard that Benjamin 
Franklin, the colonial radical, has been adapting it to 
fit his relativistic opinions on electricity. Recently, he 
has used pith balls to demonstrate that both resinous 
and vitreous electricity are present in this experiment. 
The flask is full of vitreous electricity on the inside, 
but outside, where the hand grasps the flask, resinous 
electricity is present. This fact, in itself, would 
prove no obstacle to my theory that there are two 
electricities, but the provincial goes further. Creating 
his own variation on the experiment, Mr. Franklin 
replaces his right hand with a grounded metal bowl 

Frederick Nesfield (Al6) 

(this variation likely originates from unwholesome 
cowardice), the water in the flask with another bowl, 
and the flask with a glass bowl that is nestled between 
the two. Bringing vitreous electricity to the inner 
bowl as before, he then stops and removes the wire 
that grounds the outer bowl and the wire that charges 
the inner bowl. Separating the three bowls onto a wax 
mat, he then takes up the metal bowls and touches 
them to each other - nothing happens. Reassembling 
the bowls in their original order, he has discovered 
that a vigorous jolt can still be obtained if the inner 
and outer bowls are simultaneously touched. From 
this experiment, it seems that both the vitreous 
and resinous electricities are present in the glass 
bowl. Now, I know this experiment does not speak 
conclusively against my theory, but it does wear upon 
my mind. How can the two entities exist in one place 
together and remain separate? 

In foregoing meetings of the Royal Society, 
please speak on my behalf. Do not allow my theories 
to be thrown into the Tartarus of forgotten thought. 
I refuse to become a Ptolemy, washed away in the 
blood of some mad revolution. Though our times be 
in great flux, my ideas must be a foundation for all 
that is to come, not a stepping-stone. 

Your Humble Servant, 
Charles Francois De Cistemay Dufay 

I Found among the papers of Charles Duke of Richmond and Lennox. While many scholars would argue that Dufay's madness 
manifested itself in premonitions of such events as the French Revolution, this letter proves that his insanity was merely jealousy and 
frustration in the realization that all of his struggles were important only insofar as they could contribute to another's fame, that his 

efforts were ultimately selfless. -ED 
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