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Foreword 

Dear Polity, 

Thank you for your continued interest in icnopia. This shared enthusiasm and commitment to 
thorough and sustained inquiry is what brings us together as a community. It allows our dialogue to 
emerge and extend beyond the context of the classroom; it gives us a medium through which we can in
teract. Whether it be hunting for sophists or contemplating the divine, the passion that pervades our col
lege- sometimes playful, sometimes pointed- fosters the seeds of dialogue. Through publication, lcrwpia 
hopes to keep those seeds alive, and to provide opportunities to engage in reasoned dialogue with the 
community. 

As spring draws near, seniors prepare for their orals, and freshmen begin their first annual es
says, we invite you to take a few moments to reflect upon the articles and interviews we have compiled. 
In this issue, as part of our dialogue section, we have included interviews with Mr. Pastille, and tutors 
emeritus and emerita, Mr. Zuckerman and Ms. Berns. Mr. Zuckerman's interview focuses on the phi
losophy and theory of music, and the relationship of the arts to the intellect, while Ms. Berns' centers 
around the experiences associated with being an international tutor, along with certain aspects of the 
language and music tutorials. Mr. Pastille's interview centers around the financial and institutional histo
ry of St. John's. 

We would like to express our gratitude to Ms. Berns, Mr. Pastille, and Mr. Zuckerman for agree
ing to be interviewed, and for taking the time to meet with us. As always, we thank our contributors for 
providing us with their essays, and working with us _throughout the editing process. Finally, we would 
especially like to thank Ms. Liu for designing our back cover page. 

Matteo Burrell 
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Dialogues 

MS. GISELA BERNS 

MR. WILLIAM PASTILLE 

MR. ELLIOTT ZUCKERMAN 

DIALOGUES 

Tutor:Ms. Gisela Berns Interviewer:Dorothea Bower!ind(Al9) 

Ms. Berns retired from St. John's College in 2006 after over forty years of teaching on the Annapolis cam
pus. Born and raised in Germany, Ms. Berns shares an international tutor's perspective on the Program 
and College. She lives locally and continues to participate in the St. John's Madrigal Choir, Orchestra, and 
tutor study groups. 

Ms. Bowerfind: Just to begin, as a prelimi
nary, if you wanted to say something about just 
who you are and your journey to St. John's. 

Ms. Berns: Well, I'm Gisela Berns- al
though you already know that. And why I'm here? 
Well, in 1959 I met Laurence Berns in a class on 
Plato's Phaedo, given by H.G. Gadamer, a rather 
famous philosopher in Heidelberg. It was my first 
day in the university, I was 20. For me it was the 
first day in graduate school, but he already had 
a PhD from Chicago. He gave himself a year of 
postgraduate studies to improve his German; you 
know, to read Kant, Nietzsche, Hegel, Heidegger 
in the original. It was really funny because I didn't 
speak any English, so he had to speak German, 
but his German wasn't very good at that time. So, 
the legend is that we courted in Ancient Greek, 
which is not true, but we would go to Ancient 
Greek when we would get stuck with the German. 
My English was nonexistent and his German was 
so-so, and Greek was something we both knew. 

We were together for a semester and the 
final day, in Heidelberg, he got a letter from St. 
John's to start in August, or September in those 
days (1960), to teach here. For me, obviously I 
had to continue my studies in Germany, so we 
didn't see each other for five years, but he would 
send me what he had published- I would have 
rather had a personal letter. Then he came again 
in '65 and we spent a month in Italy together. At 
that point, when he came back, he had no idea 
whether he would stay three days, or maybe a 
week, but he stayed a month. At that point things 
started to move. So, at the end of '65 I came [to 
the United States], but with no English. 

I arrived, and [St. John's] at that point had 
a rule that you couldn't have both husband and 
wife teaching. At that point, I had a Ph.D. in Clas
sics and Philosophy, so why shouldn't I teach? My 
first class was Freshman Language, which meant 
Greek, which was my field. I told my students, 

"Well, I'll teach you Greek, but please correct my 
English:' Which, for a couple of years they did, 
but then they said, "Ugh, she knows perfectly 
well, she's just playing games with us:' Which was 
true. When they would use slang, I would say, 
"What do you mean?" which forced them to ex
plain. But see, I didn't have to change my meth
ods of teaching. I came from the German Gym
nasium, which is the school for ages 10 through 
19, and there I was teaching Latin, Greek, and 
Philosophy and my classes were pretty much the 
same way as I continued teaching here. It was all 
discussion-based. You know, with Greek we used 
a kind of inductive method. You confronted even 
the kids who didn't know anything in the begin
ning, you gave them some text and, simple of 
course, but you let them find the rules by them
selves. They would realize, "Yes, these are end
ings. I see there's a stem, and yes there's a prefix 
there. What is it that changes? Oh, it's the ending 
that changes:' And then similar endings must go 
together, so it's really fun. I think that way might 
be better than ours. So I had to work myself into 
things, but I was always part-time. Laurence was 
full-time, I was part-time because otherwise, you 
know, you're going to go crazy in a household. I 
never had tenure. I taught forty years, but since I 
was always part -time, my contract was renewed 
every year. 

Ms. Bowerfind: What does that mean 
exactly? What is the difference between a part
time and a full-time tutor? 

Ms. Berns: I was always teaching two
thirds, which meant I was teaching two classes 
instead of three. There were a few times that I had 
three, when I was filling in for somebody who'd 
gotten sick. Then I had a child, and during those 
days [Laurence and I] would alternate with semi
nar, because you couldn't find sitters during semi
nar. Well, all the students were in seminar, so who 
could you get? He would have a seminar, the next 
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year I would have a seminar. . . That worked fine 
for a few years until Anna was old enough to look 
after herself. Laurence did the whole program, al
most; he didn't do Music and he didn't do French. 
He went all the way through doing the Math and 
the Science, which for him was a real struggle. It 
was fun because we'd meet on the stairs of Mc
Dowell, coming and going, and at home talking, 
of course, about what we were doing- we had a 
wonderful time. I mean he taught through 1999 
and I taught through 2006. We were only in Santa 
Fe during summers. 

Teaching here, it never gets stale, because 
you always do new things. You work yourself into 
the whole program, -and then in February, usual
ly every year, you get the request to tell the Dean 
what you want to teach next year. They usually give 
you what you want, they can't always do it, but, 
most of the time they do, especially when you're 
new. They want to make sure you work yourself 
through the whole program. Now it's much strict
er than it was in the beginning, because when I 
was starting, for instance, Music was taught by 
about five people. There was Mr. Zuckerman, and 
the Allanbrook's, and Mr. Littleton, Mr. Steven
son, and Ms. von Oppen, and that was it for tu
tors in Music. These were all professional musi
cians. But then, that's not St. John's. And I don't 
think it worked very well because the students 
didn't really get enough help. In 1990 they asked 
for people who were not professional musicians 
to start teaching the Music. So, I was one of the 
guinea pigs. Mr. Pastille wrote the manual, that's 
the basis for what you're using now. He also put 
the whole Zuckerkandl book into tapes, so that 
you could actually hear the music. And then they 
would give you a music assistant, which before 
they didn't. And, you know, in the beginning you 
make lots of mistakes, but people help each other. 
There are archon meetings once a week, but also, 
if I got stuck somewhere maybe in the middle of 
the St. Matthew Passion I would just call up Mr. 
Stevenson, or Mr. Littleton or somebody, and say, 
"What's going on in this measure? I can't figure it 
out:' And then we'd go through it, they'd help me. 
People called me for Greek and French, so that 
was fine, we'd help each other. And of course Lau
rence and people who were mathematicians - he 

used his colleagues quite a bit. He would call Rob
ert Sacks, who now is in Santa Fe, or he would 
call Mr. Williamson, he'd call on people who were 
good mathematicians. 

Ms. Bower.find: Sure, it's hard for most of 
us. 

Ms. Berns: You know there's a nice story 
about a student who was in his Sophomore Math. 
Then, the next year Laurence was auditing Ju
nior Math, and one of the students he'd had the 
year before was in that Math class, and then they 
walked out one day and talked, and Laurence said 
to the student, "Well, aren't you lucky to now have 
a real Math class, rather than the one you had last 
year with me?" And the student said, "Oh no, Mr. 
Berns. You're class last year was the best I've ever 
had:' And Laurence said, "How can that be?" And 
his student said, "Well, you know Mr. Berns, what 
I have now, we know that if we can't do a proof, 
the tutor can. But last year, we knew that if we 
didn't prepare ourselves well, then you wouldn't 
be any help either:' He liked to tell that story. The 
few times that I taught the Math there was always 
somebody who was a better mathematician than 
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I was. Of course, I being a teacher in other things, 
knew how to ask questions. The students know 
perfectly well that wez teach things that are not 
necessarily our field. They don't make mince
meat of the tutors if they fall short. And unless 
the students cooperate it could be a really bad 
situation. Some students ... I remember a few 
that really took advantage of someone being 
new and inexperienced, and made them feel 
like ... not worth anything. But that's rare,it usu
ally doesn't happen. Unless someone really, as a 
tutor, isn't up to it. Then they go, right? It hap
pens, too. It's a humbling situation to be a tutor. 

Ms. Bower.find: Could you say more 
about what you think makes a good tutor? 
What the essence, maybe, of a St. John's tutor is? 

Ms. Berns: Well, obviously you have to 
have expertise in something; otherwise, you'd 
have a hard time in front of a class, or in a class, 
and you've got to lead without showing that 
you're leading. And that's difficult. For instance, 
in Seminar, you have to have an opening ques
tion. You can't immediately ... if your partner asks 
[a question], you can't be the one to jump in an_d 
answer it. You have to let the students struggle. 
Even though you might know perfectly well what 
to say, but you don't. Sometimes the students 
complain that we don't really say what we think. 
But, that's an art to do that without making it a 
burden on the students. I mean, to still come in 
and direct things, and not let things go off on tan
gents too much. A little bit is alright. So you've got 
to be a leader, but without being obvious about 
it. And that's difficult. And you've got to love 
what you do. That's not enough if that's all, right? 
If you're blase about what you're teaching, 
that's not going to make for a good class. So it's 
got to be this fine balance between being com
pletely lost and not knowing what you're doing 

But since we don't always teach the same 
things over and over and over, that keeps it alive. 
So this year, I might have a Senior Seminar and 
next year a Freshman Seminar, well ... that's re
freshing. I mean, then you come to think about 
"Oh how does what I was thinking about last year, 
all those questions, how do they show up again;' 
but in a new light. Of course you reread things 
and sometimes that can get frustrating because 

you really don't have enough time to do it in depth 
each time. And so you feel like you're warming 
up old food, and that's not good. So you really 
have to look at things with fresh eyes because you 
have a whole group of people who've never read 
this, whatever it is, and it really has to be alive. 

"It's this fine line between being a 
leader and being a learner, but you've 

got to be both." 
They have to be real questions, so it's 

not like you're just warming up old stuff. You 
know, the students obviously have to be prepared 
enough, and it's not up to you if the student ma
terial is not good. Then it's hard to have good 
class. Also, we're constantly told "Don't Lecture!" 
but every once in a while you have to. You don't 
just let it go into all chaos and tangents and so 
one, because the students usually don't know 
[how to fix that]. Well, they might say some
thing but they don't know where it's leading. So 
you have to not be afraid to shape things. But 
there are different styles. I usually was blamed 
for leading too much. Because I wanted to make 
each class like a work of art. Give it some shape 
that I thought would be more fruitful than if 
you come into a Seminar, and you go out kind 
of confused. I mean, a little more clarity should 
be there by the time you leave the seminar. You 
hope. Questions you might not have had should 
come up. It's this fine line between being a lead
er and being a learner, but you've got to be both. 

Ms. Bower.find: Do you think you were 
a very different tutor when you started than 
when you left? 

Ms. Berns: No. I don't think so. Sure, you 
know depending on what I was teaching I made 
fewer mistakes later than I did earlier. But, you 
know, I had that kind of style of being a teach
er, I don't think that changed. Let's say with the 
Music class: in 1990 I started teaching the Music. 
Before I thought, "No I'm not going to touch it. 
I'm not going to make a fool of myself in music:' 
I was willing to do that in Math, but not in Mu -
sic because all my family are musicians. I felt like 
my grandfather would be turning in his grave if I 
messed up. Then, for me, it was a tremendous op-
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erring up of things. I'd always heard when there 
were changes and modulations of key, but I didn't 
know what it was. All of a sudden, analyzing 
music became exciting and so ... my later Music 
classes were probably better than my first one be
cause I grew more. Also, I had accumulated some 
pieces of music that I knew made a good class. 
So, I wasn't simply following Zuckerkandl even 
though in general, yes, it's a wonderful book but 
he uses too many examples. 

Ms. Bowerfind: All in very small print. 
Ms. Berns: Exactly! When I would use an 

example I would like to [use] the whole piece. The 
other thing that I did, which I don't think any
body else did with the music [class], is I would 
use a piece at the beginning of the year, and at 
that point all you do is talk about melody and 
rhythm, right? But then I'd bring it back a few 
weeks later when we'd do counterpoint. Then we 
could not just talk about melody and rhythm, but, 
oh my God, there's another line underneath! Or 
two! Depending on how complicated it is. So [it's] 
the same piece, but now we can say more. That, 
for the students, was really good because they felt 
"Oh, we've made some progress:' And then a few 
weeks later then we could talk about harmony, 
and the same piece now has blossomed. 

Ms. Bowerfind: Was there a particular 
piece that you tended towards for that? 

Ms. Berns: Well, certainly some of the 
Bach early pieces, like the Minuet in G from the 
notebook, Anna Magdalena. You know, {sings}. 
It's a beautiful piece! You know it's simple. It has 
all the aspects of a great piece of music. You know, 
there's a change in key, there's counterpoint, 
there's a bit of harmony already, it's got voice lead
ing, it's got everything! So that was a clear one. 
Then later, there were things like Schubert songs 
or, there was a Schumann song, [Dichterliebe]. 
It's "In the beautiful month of May, when all the 
flowers blossomed, love somehow blossomed in 
my heart:' And then the second verse is "In the 
beautiful month of May, when all the birds sang, 
there I confessed to her my love:' And so you have 
two verses, the same music, and also I would do 
things like play them the music, not telling them 
what it was, let them describe the music, and then 
after people had really described the music, then I 

would give them the text. 
And why this song? I mean, this song is 

especially good at demonstrating the sense of dy
namic qualities. Namely, there is a home base, a 
center where you're home, then you're going away 
with the power of 5, and then eventually you have 
to come back. But then when you end, where do 
you want to end? Back on 1, but in this song you 
end on 7! Or on 2! And it's so unresolved. Well 
why? It's all about yearning! It's all about confess
ing something that you haven't quite fulfilled. I 
mean, it's beautiful. Schubert's songs and then lat
er some of the Impromptus. They're small, they're 
beautiful, they're very complicated, but very self 
declaring. 

You want to do something with the stu
dents where they get the sense of some accom
plishment. I think very often people here do 
things that are too difficult. Or too spread out that 
you can't really get the shape of it. I think that's 
the same thing in Greek. If they give you Oedipus, 
mean it's just hard. The students don't really have 
enough tools to deal with a text like that. Yes, I've 
done it too. You just have to diminish your expec
tations because I mean, with one year of Greek, 
that's almost undoable. 

So, in music it's the same thing. We should 
do demanding things, but not such that the stu
dents can't handle it at all. Because that would just 
be frustrating. Especially with the music, because 
some people haven't had any experience. For in
stance in the French, and in the Music especial
ly ... maybe the Math or Lab, you will get people 
who are much more advanced than others. So you 
have to find a way in your method of teaching 
where you don't overload the people who know 
nothing, but you also still make it interesting for 
the people who have a bit of experience in that 
field, and that's difficult. 

Ms. Bowerfind: Well, how do you do it? 
Ms. Berns: Well, for instance, in French, 

there used to be years where we would track it. 
Namely all the people who had French would be 
in one class, and all the people who had nothing 
would be in another. Then they decided that that 
wasn't right, so, what do you do? Well this is Ju
nior year. My idea was people like Descartes, and 
the people that we read in seminar, they're all try-

DIALOGUES 

ing to rewrite the creation. So I would give the 
French tutorial Genesis in French. But if you hear 
"Au commencement, Dieu crea les cieux et la terre," 
well you know the story, so even if you don't have 
any French when you come out of that first class, 
you leave with a sense that you know what's go
ing on. You notice the endings, there are articles, 
and they have to be coordinated. So they learn 
something about nouns and adjectives and verbs 
the first class. And so on. And then of course you 
have to make sure that the people who have had 
six years of French don't get bored. And that helps 
with that. For a while I had students who asked 
to hold discussions of the text we were reading 
in French, and I did that for a while, and then I 
realized that the best students who have the most 
to say. . . their French wasn't good enough. And 
so, the people who were facile in French really 
didn't add much to the discussion because they 
weren't as deep as those who didn't know French 
as well, but who had something to say. So after a 
few weeks we said we'd had our fun and we went 
back to discussing in English. So you see what 
you have to do as a tutor? You have to follow what 
you're expected to do, maybe a certain amount 
of material. But then you have to take liberties. I 
mean I chose all kinds of things that nobody else 
did. At that point I felt good enough that I wasn't 
afraid to. 

Ms. Bowerfind: When you choose to devi
ate from the norm like that, is that because you 
think it's something that's better for the class, or 
are they just things that you enjoy doing more? 

Ms. Berns: Well, both. Maybe when you're 
altogether new you don't do that, but I knew what 
went well by the time I'd done it a few times. So I 
chose short stories or novellas in French, because 
they're beautiful. Of course with Greek, too, I had 
a a lot of experience because I'd done the classics 
before I came. I knew about texts, poems, chorus
es, parts of Greek. 

Ms. Bowerfind: Is there anything, look
ing back, that you would have done different
ly? Or parts of the program that you would 
change? 

Ms. Berns: We read too fast. I would slow 
down. But that also means that you cut out a lot 
of stuff that's worth reading. And, oh yeah, also 

because when the preceptorials came: 8 weeks of 
seminar readings had to be cut out. And I have 
lots of ideas on how to teach language that I think 
are better than what we do here. I've just had 
more experience. 

Ms. Bowerfind: Would you mind expand
ing on that? Or, giving an example? 

Ms. Berns: I think that the Greek book 
doesn't pay enough attention to how one learns. 
It has all kinds of interesting things about Greek, 
but I don't think there's enough help with the 
learning. I would use the inductive method to 
let the students find the rules rather than giv
ing them the rules and I would immediately give 
them texts. From day one. Freshman language? 
First lines of Homer's Iliad. I'll tell you how that 
works. You work with cognates. "µ~vLv aaoe Sea 
IlT]AT]·LaOew AXLA~oc;;' is the first line, right? µ~vLv, 
what does it mean? 

Ms. Bowerfind: Rage, wrath. 
Ms. Berns: What is an English cognate for 

µ~vLv? Maniac, right? aeLOe, what is an ode? 
Ms. Bowerfind: A song. 
Ms. Berns: A song, right. Sea, what is the

ology? 
Ms. Bowerfind: The study of gods. 
Ms. Berns: Yes, the logos of gods. Knowl

edge about gods. IIT]AT]'La&w AXLA~oc; is a name, 
you know is a name, you have to give that. 
ouA.oµ£vT]V, ~ µup[' J\xmoTc; aA.ye' E8flKe, okay 
now that one. ouA.oµ£vriv, the destructive one, but 
also because you have a v at the end, what in the 
first line does it go with? 

Ms. Bower.find: It would go with the µ~vtv, 
accusative. 

Ms. Berns: Right. So ouA.oµ£vriv, ~ µupl', 
what is a myriad? 

Ms. Bower.find: It's a lot. 
Ms. Berns: It means thousands. Thousand 

of Achaeans. aA.ye, what's analgesic? It means not 
pain. So, the destructive one who brought many 
pains to the Achaeans. And you can go through 
the first 10 lines of Homer like that, just working 
with English cognates. You guess what it means, 
and then you realize the endings. And by the time 
they come out of the first lesson of Freshman lan
guage, they've translated the first lines of Homer. 
Nobody else did that before me. I think now a few 
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people do it. It's fun. And then of course, you do 
in your Language class something that ties into 
the Seminar reading. 

In French, again, give them some Des
cartes and Pascal, so they can really make sense 
of it all. If you have done some passages in the 
original, it's very furthering for the seminar dis
cussion. So, I think in the teaching of language, 
one could do more to make it more interesting. 

Yes, so, doing things differently? That 
might be the biggest thing. Slowing down, and 
doing the Language program in the inductive fa

comes with not doing your work. Do the work 
as much as you can and then don't be afraid to 
ask questions and say 'Tm confused:' The tutor, 
too, has to not be afraid of not being the expert. 
So, I mean, this giving help is a little like treating 
the students like kindergarteners, I don't think it's 
right. I mean, I was very happy to have music as
sistants, I couldn't have done it without them. 

I think it's too easy to run immeditately to 
assistance when you think it's too difficult. Part of 
it is the way kids are brought up these days. They 
expect immediate gratification, right? It comes 

with cell phones and com-shion and immediately 
giving students texts. "You learn to deal with disap- puters and TV and all that, 

• • , it's too much, instead of Look, you might 
have asked me if all my 
classes went well. Not all, 
right? And that's not up 
to you simply as a tutor, 
whether a class will work 
well. In my forty years, I've 
had maybe two or three 
classes that just haven't 
worked. The people might, 
as individuals, have been 
interesting and smart peo
ple, but as a group, they ju

potntment tn what you ve done just relying on your brain. 

and what others have done... That's another thing, in 

and that's part of life. And luck- language class people 
would come in with these 

ily, the things we read, well they big dictionaries, and I would 

are not all life-affirming, but if say, "Nol Put the big dic

you struggle with them and com- tionaries away. Try and 
, • think!" You can deduce 

pare them, you ll learn. There ts a lot in a new language. 

no assistant for that. Like what I just did with 

You have to do it on your own." you with that Homer. Just 
think! Maybe you know a 

st didn't gel. Or it never felt like people wanted to 
talk to each other, and that happens. And maybe 
you talk to them individually and you try, or you 
talk to them as a group and you try to fix the dy
namic of the class, but it's not a given that every 
class will work. And that's frustrating, because 
sometimes you can't do what you want to do if 
they go wrong, or if they aren't preparing well. 

Also, nowadays, here's another thing, 
when I started there were no assistants. Now you 
see them .. . I mean how much help can you give 
people? I think people are spoiled. It's the sort of 
thing where it's like little kids running to mommy 
every time they get a little lost. It's not the way 
to deal with these books. You've got to struggle, 
you've got to try. 

Ms. Bowerfind: Ms. Benson told me re
cently that the best advice she could give to stu
dents, is to struggle publicly. 

Ms. Berns: Exactly. You can't be afraid of 
not knowing! Of course, not the not-knowing that 

word and then you see one that sounds sort oflike 
it, but is not the same, so you see what is alike and 
different and maybe you find a way to get there. 
That's much more satisfying than flipping pages 
or. .. now it's even that you go to your cell phone 
and type something in. I think that's deadly, to 
have immediate help. 

Ms. Bowerfind: My dad used to say that 
you should wonder about something for a little 
bit, first. Maybe the pain is good for you. 

Ms. Berns: Yeah, that's right. That's an
other thing, there's too much emphasis on be
ing proud of every little thing you do. That's not 
needed, I think. You just do it. And okay if you 
come to some kind of understanding, that's fine, 
but you don't have to be proud of it. It's a little 
overdone. Every little thing that a kid does now
adays is praised. I think there's something wrong 
with that. It's not something that simply has to do 
with St. John's, but our times are such that we give 
help too easily. And I tink struglling with difficult 
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things is very important for life. I mean, look, 
even to come back to my coming here: It was a 
huge adventure. I knew nothing about America, 
I didn't know English, I converted to a different 
religion- which, I mean Judaism and Christian
ity aren't that different-so, there were all these 
demands. I had to learn how to drive, it's a differ
ent sense of life, rhythm, here from Europe. It's a 
lot of adventure. Well, it was hard but it was fun. 

Tutor: Mr. William Pastille 

It's like being a pioneer. I never knew what was 
coming around the next corner. And sometimes 
it's disappointing, but even that's important. You 
learn to deal with disappointment in what you've 
done and what others have done .. . and that's part 
of life. And luckily, the things we read, well they 
are not all life-affirming, but if you struggle with 
them and compare them, you'll learn. There is no 
assistant for that. You have to do it on your own. 

Interviewer: Abraham Zhao CA19) 

Mr. William Pastille came to St. John's as a tutor in 1986. Since then, he has served as a tutor, Assistant 
Dean, Director of the Graduate Institute, and Editor Head of the St. John's Review. His specialty used to be 
musicology and music theory. 

Mr. Zhao: What was it like in '86 com
pared to what St. John's is now? Whatever 
you think that the current students would have 
missed. 

Mr. Pastille: In those days, the -place was 
going out of business just about every year. It was 
a very shaky financial footing, much worse than it 
is now. But I was too young to notice much about 
it, or too wrapped up in just trying to keep my 
head above water with the Program. I was told 
that, in those days, you could get food stamps 
on a tutor's salary - that's how bad it was. But, 
you know, it was just work. Work, read, study, go 
to class, try to learn the material. If I had been 
more aware at the time, I would've noticed that 
the place was falling apart - buildings were crum
bling, broken things hadn't been fixed in decades. 
When I came in, that same year, we got a new 
president and he hired a new vice president of 
advancement, who started the process of turning 
this place around. He took a lot of steps that an
gered people, but by 1991 or so when President 
Nelson came along, they were ready to launch a 
capital campaign that raised much more money 
than we ever could have imagined. So by the mid
l 990s, we were on solid financial ground. I could 
be wrong, but I think we're still better off finan
cially than we were when I first came. 
At any rate, I think the main difference in life on 

campus is that we had a certain number of stu
dents who were very poor high-school students, 
because they couldn't stand how bad their previ
ous schooling was and couldn't put up with the 
stultifying situations they were in. When they 
got here, they blossomed because they could take 
charge of their own learning and finally move at 
their own direction - they weren't being dictated 
what to do at every step. But they were unconven -
tional people, because that sort of character has 
a certain amount of rebelliousness in it. When 
you listen to some of the tutors who were stu
dents in the 60s, I guess, it was even crazier back 
then - people did some really wacky things. As 
for things that would be really shocking - that I 
don't know about. 

Mr. Zhao: I think people would be plen
ty shocked to hear that today's financial situation 
could be considered comparatively stable to what 
we've had in the past. 

Mr. Pastille: Well, in the past decade or so, 
since the Great Recession, things have been dif
ficult for small, independent liberal arts colleges, 
and the situation is probably going to get more 
difficult before it gets less difficult. But people 
have to understand that small liberal arts colleges 
- and this is particularly true of St. John's - are 
not businesses. There are some institutions in the 
world that are not meant to be businesses. To the 
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extent that they must support themselves finan
cially, of course, it's something that needs to be 
attended to and kept up or it will go out of exis
tence the same way a family will if you don't get a 
job. But to make business a primary concern just 
because it is a necessary concern - for some in
stitutions, that is a huge mistake. And the same 
is true in life. If money is your primary concern, 
you will find your life has gone by and you haven't 
done anything fulfilling. An institution of high
er learning that takes its business concerns more 
seriously than its educational concerns is in real 
danger oflosing whatever soul it has, if it had one 
to begin with. 

Mr. Zhao: In a world that appears to val
ue vocational training over liberal education, 
what's the reason for studying the great books? 

Mr. Pastille: As I said, a job is necessary, 
money is necessary, but you don't need to sell your 
soul for it. It's not like this is a new issue in the 
twenty-first century. When I was getting ready to 
go to high school in my home town, Providence, I 
wanted to go to what I thought was the best high 
school, known as Classical High School. My fa
ther had convinced me that a good education was 
the most important thing in the world, so I re
ally wanted to get in to that school. But he also 
said, "Look, it's not the only school in the world. 
If you don't get in, you'll go to another school. 
Don't put all your eggs in one basket:' I replied, 
"Well, I don't want to go to a school where they 
force me into a vocational track:' He said, "What 
makes you think you're going to be forced into a 
vocational track? I went to another high school, 
entered a vocational track of my own accord, 
then figured out that learning was the most im
portant thing, and everything came out all right:' 
My point is that the liberal arts thing was still a 
question back then. But your question is about its 
role today. Well, the 2008 crash produced more 
invective against liberal education than I had ever 
heard in my life. Suddenly it seemed that every
one was terrified that a liberal education would 
send you to the poorhouse or set you up to starve 
to death. 

What value is in liberal education? All 
the value in the world. It allows you to know the 
worth of money, what its place is, and what kind of 

choices you must make to lead a decent life. It can 
help you reduce the risk of running down an un
chosen path, a path that puts you into a job, which 
pushes you in certain directions, which lead you 
to wake up when you're 45 asking, "How did I 
get here? I didn't choose to be here:' Of course, 
this can happen to anyone, even if you do pur
sue liberal education. I'm just saying that if you 
start out by asking yourself the most important 
questions, you have a better chance of thinking 
about how you want to live your· life early on -
and that's much better than having to think about 
it later on, when you've accumulated so many 
obligations that making a substantial change in 
your life's path is both practically and emotionally 
daunting. 

I think the value of the St. John's Program, 
beyond most general liberal arts programs, is that 
we like to stick with the fundamental and elemen
tary questions. Expert questions are very far out 
on the tips of the branches. They presume and 
presuppose a plethora of answers that have al
ready been agreed upon. When you have a ga:ggle 
of experts in a room talking about their special
ty, there's a kind of intellectual intensity to it, but 
they've already made a long list of prior commit -
men ts. You can blow up a conversation like that by 
going to a root question, an elementary question, 
"I don't understand, why do you guys all think 
X?" And often they won't be able to answer easily 
because they never asked the question themselves 
- someone just gave them the answer in passing, 
or they came upon the answer so long ago that 
they forgot there was a question to be asked. The 
ability to ask those elementary questions is a life
skill that you have to keep up. You have to keep 
asking yourself, "Oh, I think this. Why do I think 
this?" If you can't answer that, you can still evalu
ate what you think. "Okay, I think this way - is it 
a good way to think or a bad way to think?" Most 
people never consider this; they don't realize that 
an elementary question is different from an ad
vanced question. 

As far as I can tell, the single most import -
ant practical question is "What am I doing with 
my life?" That question is always apposite. If you 
don't ask that question, you could come to the 
end of your life not knowing what you did with it. 

So, every book you read should be subjected to 
that question. "What am I doing with this book? 
What does it mean to me? If it doesn't mean any
thing to me, why am I reading it?" That question 
doesn't conflict with the question "What is the au
thor saying?" If you don't know what the author 
is saying, or at least what you think the author is 
saying, how can you judge it? 

Mr. Zhao: I think a lot of students here 
have that trouble. Why am I reading X, Y, or Z 
in seminar? If a book doesn't appeal to a stu
dent, the question becomes that much more 
important - what am I doing with these books? 
So I think you're very right, that we need to 
keep practicing asking ourselves elementary 
questions. But on that topic of practice, how do 
you picture the process of revisiting something 
like Euclid and really asking again, "Well, what 
is a point?" It's sort of already set into your 
mindset. How do you ask an elementary ques
tion that you've answered before while taking it 
seriously enough not to know in advance where 
your final judgment will end up? The big one 
for me is free will versus determinism. How can 
you go back to this argument and make sure 
you're giving it a fair chance? 

Mr. Pastille: Well, this is something that's 
generally true about life: once you go down a 
path, you can't go back down it in the same way. 
Well, this is something that's generally true about 
life: once you go down a path, you can't go back 
down it again in the same way, unless you lose 
your memory. It's possible that the first time you 
went down it, you took a detour and you didn't 
realize it. Part of the wonder of the Program is 
that these important issues keep coming back. 
Later authors cause you to dredge up the ques
tion of free will vs. determinism again and again. 
The most important philosophical questions keep 
coming back all the way through the Program. 
Then, when you get out of college, if you're at
tentive to what's happening in life, you'll see that 
those questions keep coming up again and again. 
Many people go through life and don't see those 
questions because they haven't spent any time 
with them, but you'll see them. You may not have 
time to deal with them, but at some point, in a 
spare moment, you'll sit down and say, "Hmm. 

That's different than what I thought:' One way to 
do that is make a study out of it - go back through 
and read the books on free will vs. determinism 
and spend some time asking questions and re
thinking it. But you'll never capture the inno
cence of the first approach - that time has passed. 

By the way, a perfectly good answer to 
"Why am I reading this book?" - especially if it's a 
book on the Program that doesn't appeal to you is 
- "I don't know. When I have time, I'll check out 
what this book really says to me:' Then it turns 
out sometimes that life has a way of throwing up 
experiences to show you what the book means 
to you. "Oh, that's what Philoctetes was about. I 
didn't get it at the time because my life experience 
hadn't yet brought me the issue:' That's another 
fantastic thing about the Program - you have 
Sophocles, Aeschylus, Shakespeare and all these 
great works of literature that may not be accessi
ble to you when you read them, but begin to grow 
as your life experience grows. It's very hard to do 
that later in life once your experience has set in. 
People who don't have a liberal education some
times fall into the trap of thinking that experience 
alone is the greatest teacher. It can be the greatest 
deceiver if you're not in the habit of asking, "Did 
I interpret that experience properly?" And some
times experience has to steep a while, just like the 
books. The books set seeds, and they don't all ger
minate at once. Some of them take a long time. 

Mr. Zhao: That's really interesting. I would 
like to connect that to the concept of bias and ex
perience. For instance, with students who have 
more life experience than those students coming 
just out of high school (GI's, transfers), do you 
find that their experiences make them biased 
and less open to the conversation? 

Mr. Pastille: Well, that doesn't seem to be 
unique to those groups. Anybody at any point 
in their lives has some kind of experience that 
shapes what they think. I'm sure you've had sem
inars with people who have a very particular idea 
of some concept that is very different from yours 
and you can't understand why they see it as they 
do. The important thing about liberal education 
isn't whether or not you have bias - everyone has 
bias - it's how you deal with it. The key is always 
to suspect that you have bias and be questioning 
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yourself about it all the time. Self-reflection is the 
thing that keeps you on an even keel. That's one 
of the things Socrates is trying to tell us all the 
time. "Didn't you ever ask yourself what virtue is 
or whether it can be taught, or is that just a trick 
question, Meno?" Yeah, it is a trick question -
Meno thinks he's going to trap Socrates. And he's 
not even asking the right question, he should be 
asking what virtue is. Of course, the second his 
idea of virtue comes out of his mouth, Socrates 
shows him that it's nonsense. So part of the pro
cess of the Program - or any kind of serious ed
ucation - is to learn that whatever point you're at 
is filled with bias, and that there are techniques 
you can learn to deal with that bias. One of them 
is just to ask yourself many, many questions. Get 
other people to ask you questions. That will either 
reveal the bias or show that you don't know what 
you're talking about. So yes, everyone comes here 
with some kind of bias. The question is, How long 
do they hold onto it without guessing they might 
be mistaken? 

Mr. Zhao: Given your interest in Plato, if 
you had another free slot on the Program, what 
Plato would you like to add onto the curriculum? 

Mr. Pastille: Boy, this is pedagogical . I do 
have a suggestion, but it's not a great dialogue. It 
probably wasn't written by Plato, but by someone 
in his school. But it's a simple introduction to what 
Plato does, called Alcibiades I. It's a short dialogue 
and rather simple-minded. I probably wouldn't 
put it on the Program, but I would have a guer
rilla seminar and suggest that all freshmen attend. 
It's much less artful than the great dialogues, so 
much so that some of the speakers actually state 
conclusions about what philosophy is and how to 
practice it. I did a study group on all the Platon
ic dialogues for a few years while I was director 
of the Graduate Institute, and I was surprised by 
the favorable reactions of the students to that di
alogue. 

I guess it's the Socratic ethos that appeals 
to me. At one point in my life it just became clear 
to me that being smart is not enough. There are, 
and always have been, plenty of smart people in 
the world, and look where we are - still harming 
one another and warring and threatening our 
survival on earth. If smart people made the dif
ference, we would be a whole lot better off than 
we are. There's something else. Plato's Socrates 
was certainly smart, yet it's his ethos even more 
than his intellect that makes him stand out. Some
body once asked a lecturer about the following: 
"Socrates is contrasted with Thrasymachus, with 
Gorgias, all these sophists-but he uses the same 
techniques:' And the response was, "Yes, but it's 
not the techniques, it's the ethics behind the tech
niques. Socrates likes to bore into definitions, 
to get somebody to take a stand and overturn it 
- yes, it's the same thing. But Socrates does it to 
help people see that they're living in darkness. The 
sophists do it to win. That's a big difference:' If we 
aren't helping people, then we aren't make good 
use of whatever intelligence we have. If we're not 
helping people, then we're not actually doing any 
good in the world. 

Mr. Zhao: Having been in multiple ad
ministrative positions, what challenges there 
did you see that were entirely different from the 
challenges of tutoring? And do you think this 
set-up of St. John's makes sense? We have tutors 
who run things and we don't use an external dean. 

Mr. Pastille: The Program is the heart of 
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this place. Not some abstract concept of a degree. 
So, if you have people administrating who don't 
understand the Program - well, that's going to 
produce very bad results. Now, the flipside of that 
is the danger of having people administering who 
don't know how to administrate. But that is not 
nearly as dangerous as the other way around. In 
part, that's because if you're going to succeed here 
as a tutor, you must have learned at some point 
along the way that you don't know what you're 
doing. So when you take on an administrative 
position here, you're going to go into it saying, 
"Okay, I don't know what I'm doing. So I need to 
ask for help, look for assistance from people who 
have done it before, and learn how to do this:' I 
don't think there's anyone here who would take 
one of these jobs without being willing to learn 
how to become good, or at least competent, at it. I 
don't think I was particularly good at being Assis
tant Dean, but I tried to learn as much as I could 
as fast I could and keep up with it. That's better 
than having someone who doesn't understand 
the Program. You could have a genius adminis
trator in the job, but if he or she doesn't under
stand what the students are doing, they'll just be 
trying to push square pegs into round holes. So I 
think it makes sense and we should continue the 
practice of tutor-administrators, and it seems to 
me that having professional administrators in key 
positions would undermine the integrity of the 
Program. 

Mr. Zhao: That ties into one of the con
cerns that some of the students have currently. 
It's this process of rebranding that the school 
seems to be undergoing. 

Mr. Pastille You've been here two years, 
right? Well, you missed the last time when "re
branded;' which was a process that was sprung 
upon us unawares. That caused a huge concern 
for the same reason I think you're concerned
that is, nobody liked this idea of branding. It's got 
nothing to do with us. If it's going on again and 
without people saying it out loud, then that's an 
improvement, because at least people are show
ing some compunction. 

Mr. Zhao: Okay. But St. John's has to get 
money. As I understand it, the method St. John's 
is currently aiming at is to cut some costs, but 

also get extraordinarily large numbers of in
coming students. I think it's true that, despite 
a dip in the years following 2008 because of the 
crash, we are now seeing the historically largest 
class sizes. Is that the right approach? 

Mr. Pastille: Well, I don't know. If the sur
vival of the college depends on having something 
like five hundred students on each campus ...:. and 
I'm not sure it does, but let's say it does - then 
there's no other way to do it. You simply have to 
have large freshmen classes so that, after a period 
of years, you will have five hundred students. 

Somebody has decided that we need the 
five hundred, so this has to happen whether it's 
good or not. When I first came here, the old-time 
tutors were complaining that classes were too 
large, and at that time we had three hundred and 
fifty or so students. The older tutors remembered 
a time when there were about one hundred and 
ten students - you could know every student and 
would have taught every one personally. Now, 
there are even more students than when I came, 
and of course a single tutor doesn't teach every
body. In 1998, it was the first time I had taught 
a single freshman class all the way through se
nior year. By the end of that time, I had taught 
about half of the undergraduates. That's the best 
you'll be able to do, if you're lucky. So those days 
of knowing every student - they're just gone. Do 
we need five hundred? Apparently we do to keep 
the place running. At least everybody who talks 
about finances says we do. 

The financial aspect of higher education 
is getting unsustainable. Institutions who are not 
already extremely well endowed - not just well 
endowed - are struggling. I don't know enough 
about finances to be able to say whether these 
things are necessary. But when I first came here, 
we were running on a shoestring, and the intel
lectual life was pretty much the same. When you 
get to the classroom, whatever struggles you're 
having outside, they don't always fall away, but 
more often than not they can fall away enough 
to have a decent discussion. And if they can't or 
don't for a student, maybe that person should go 
away and return later, because right now there's 
too much stress. And the same thing goes for tu
tors. If the new austerity measures cut too hard 
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into the financial wherewithal of tutors so that 
when they go to class they can't put aside those 
things, the work is going to suffer. But, as I said, 
back in the day, we were paid next to nothing. But 
we found a way. Part of it is realizing that money is 
not the most important thing. It's necessary, just as 
food is necessary. If you have to spend your entire 
life focusing on where you're going to get enough 
scraps to make it through the next day - which is 
sadly a way some people have to live - that is not 
conducive to learning. It's not civilized existence, 
it's subsistence existence, and it doesn't seem to me 
that human beings can be happy that way. Is the 
next meal enough to satisfy human beings fully? 
We were meant for something better than that, I 
think. 

If you're worried that there won't be enough 
money to continue the activities that are crucial to 
the College - well, you have to keep thinking about 
what you can do that doesn't take money. I think 
a large portion of what we actually do at St. John's 
doesn't need money. Sit around and talk about 
books? You need a little money for the books, but 
it doesn't take much. Have more study groups. Sit 
around and play games. I'm not a stoic, but I like 
some of the things they say. One is that you cannot 
let external events dictate how you're going to see 
your life. You choose whether or not something is 
going to affect you. I think Abraham Lincoln once 
said something like, "I guess we're just about as 
happy as we decide to be:' So don't let the condi
tions determine what you can get out of this place. 

Tutor: Mr. Elliott Zuckerman Interviewer: Abraham Zhao CA19) 
Rachael Langston(Al9) 

Elliott Zuckerman was a tutor beginning in 1961 and formally retired in 1995. His doctorate was in Modern Eu
ropean History. He specializes in musicology. He wrote a book on Wagner and recently gave a lecture on Bach's 
Well-Tempered Klavier. 

Mr. Zhao: So in preparing for this inter
view, I found out that you were quite a multi-tal
ented individual. You're a published author, vir
tuoso pianist, poet, and artist, not to mention a 
well-known retired tutor. Can you tell me about 
your background? 

Mr. Zuckerman: My telling you why I got 
here will tell you why I'm involved in both po
etry and painting, and music particularly. I went 
to the high school of music and art in New York 
City, which is still there but it's now known as 
LaGuardia High School. Everyone was surprised 
when I did that, because from the age of seven, 
I had gone to a music school for training young 
virtuosos at the piano. They expected me to go 
as a music student, but I went as an art student, 
because secretly I was rebelling against music. All 
this time I had been training to become a pianist, 
and often playing public, but secretly I knew I 
didn't want to do that. 

After, I went into Columbia, and they 
have a scholarship there where they send some
one to the University of Cambridge to do another 
B.A., and I won that scholarship. I did two years 
at Cambridge for another B.A., majoring in En
glish. When I came back from England, there was 
a period of not quite knowing what to do yet. I 
was still studying piano, but I had made it quite 
clear I didn't want to be a pianist. 

I went on to graduate study and had con
ceived the notion of writing a book on Wagner 
and pursued a Ph.D in the history department so 
that I might work with a man named Jacques Bar
zun. The trouble was that after a couple of years, 
I taught at Columbia, and at first liked teaching 
very much. I could teach the course called "A His
tory of Contemporary Civilization in the West" 
and we read excerpts from many of the books 
that turn out to be on the Program. But then I 
had to start teaching Modern European History. 

And I taught Modern European History at Co
lumbia, one of the great colleges, without ever 
having taken a course in it myself. Because, with
out looking, they gave me credit for all the En
glish studies at Cambridge and so on. Well, I did 
not like teaching the political history of modern 
Europe without knowing it, although it's always 
fun to make up political history. Right now, I 
would have fun making up what's happening in 
America now, except it's actually happening. 

So one day, I was visiting a friend of mine 
who's a painter, and he had another visitor at the 
same time named Douglas Allanbrook. Doug
las was a composer and I had met him once or 
twice before, and this time I was talking about my 
dislike of teaching history. He said, "Come to St. 
John's:' That was it. When I came, I was 31. I got 
into the circle of Jacob Klein, Eva Brann, and a 
few other people. It was like a very, very happy 
family, probably, as I say, because no one was re
lated to anyone else. So that's the story. 

Mr. Zhao: Let's start by looking at the first 
year of the St. John's program. I assume that the 
Republic has been on the program since its incep
tion in the 30's. Why do you think music is on 
Plato's, or technically Socrates~ mathematica? 

Mr. Zuckerman: For the same reason inci
dentally if you wanted to ask why music is on the 
St. John's program. There are two reasons coming 
from entirely different directions. One of them is 
that music was one of the liberal arts. Music was 
part of the Quadrivium, and one of the reasons 
music was on the Quadrivium is the reason for 
your question about the Republic and music, be
cause it was necessary for education, but the mu
sic that's meant there is the study of harmony of 
the world, harmony of the heavens; "the music of 
the spheres" is a phrase that's important. So it's a 
study that goes along with arithmetic, geometry, 
and astronomy, of which music is part. 

The other reason at St. John's is the music 
seminars. Mr. Zuckerkandl once said to me, "If 
you get rid of the music seminars, then you can 
get rid of the music tutorial;' because he consid
ered the tutorial, which allows you to learn the 
language of Don Giovanni and Tristan und Isolde 
and Verde Tortello and Beethoven's 7th-- these are 
all books that used to be on the program, includ-

ing books like Beethoven's 7th that had no liter
ary plot. You have to be able to talk about it, so 
that's the dual purpose of the music program. 
And we can still see it because the first half of the 
tutorial is about studying the elements, elements, 
elements of music. I repeat the word elements 
because it's at the bottom of every one of the tu
torials, and sometimes tutors forget that. You're 
to discuss the elements of something. In the first 
half of the music tutorial, elements are core and 
in the second, the St. Matthew Passion and one 
of the Mozart operas are the core there, and it's 

very, very, very, very bad that there are tutors 
who do not do a Mozart opera. Just from the 
point of view of whatever I've learned in life, I 
can think of nothing more important on the pro
gram than either one of the three Mozart Italian 
operas or the Magic Flute. You can hold me 
entirely to that opinion. The essential people for 
education ... I'm going to be my usual parenthet
ical self. The great things for anyone's educa- tion 
are Shakespeare, Mozart, Bach. There's no one 
else I can put in that category. 

Mr. Zhao: There are lots of questions fol
lowing that one answer. The first one: you ment-
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ioned that it needs to be part of the liberal arts, and I 
associate the idea of a liberal education with attain
ing freedom in some sort of intellectual sense. Now 
Zuckerkandl specifically says, when we entered into 
measured music, we were giving up freedom to gain 
a greater freedom. 

Mr. Zuckerman: That's not unlike what peo
ple usually say in what I call the non-liberal view of 
political freedom. That is, there's a view of political 
freedom that thank goodness America is built on 
that ultimately you can do whatever you please as 
long as you don't infringe upon someone else. But 
the German Romantic view of freedom and its 
predecessors, including the Republic and so on, tell 
you that freedom is obedience to a kind of law, and 
in a way that's what Zuckerkandl has although he 
has such a special and strange and unusual view of 
music that you're never quite sure what he means 
because he sees music as something entirely sui ge
neris, coming to us from some other world, if you 
will. Zuckerkandl had ultimately a kind of Roman
tic view of music, and Allanbrook was from New 
England, and he was just putting notes together. The 
world's opposite to Zuckerkandl is to have music as 
hors doeuvres; that was Allanbrook. 

Anyway it starts out with Zuckerkandl, and 
then Allanbrook came as chief assistant in a sense 
with exactly the opposite view, so I'll tell you the 
first thing that Allanbrook asked me before he in
vited me to come to St. John's: he says, "You don't 
believe in any of this Tonwille stuff, do you? The will 
of the tones? The dynamic qualities? Seven going to 
eight? As though they were organic creatures!" So I 
didn't even know what he was talking about because 
I had-this is another thing about the music pro
gram-I had a very good conservatory music pro
gram, in which we were not concerned with those at 
all! So did Allanbrook, incidentally. I would look at 
a piece of music and say, ''.Ahal One of the German 
augmented sixths;' without any notion of elements. 
So people must realize that St. John's is about ele
ments, and our music program is probably unique 
because it is neither music appreciation nor conser
vatory music. 

Mr. Zhao: Okay, let's go with a Bach ques
tion. As a pianist, every single teacher I've had since I 
was able to play classical music has said, "if you want 
to improve X, Y, or Z, go study Bach inventions, pre-

ludes, or fugues:' What do you think is the quality 
of these works of Bach that makes them so worth 
studying for technical reasons? 

Mr. Zuckerman: Well, for technical reasons, 
I'm going to have difficulty answering this question. 
For that was not true with the teachers of the Rus
sians. I was brought up on Chopin. So Bach was a 
very special thing in which you didn't use rubato - I 
won't tell you about my rubato joke. But I'll tell you 
why I think we study it now. You might be interest
ed in the fact that in the Russian school you played 
Bach extremely legato. When Bach was introduced 
to the harpsichord, people in my world were ap
palled. And then came Glenn Gould. And his rev
olution, well it was a revolution because who ever 
heard of Bach played detache? Maybe occasionally 
staccato. Glenn Gould sounded to me as though he 
were just playing piano badly, because in Bach you 
connect - it's legato. In fact, you had to perform a 
very strange transformation of a percussion instru
ment into a string instrument. So in my day, that 
was the technical challenge of Bach. 

So I would say now the importance of Bach 
is that, first of all in the inventions, you start out with 
a closed hand and you gradually expand the hand, 
like with the preludes of the first book of WTK. 
Bach himself used the first eight preludes or so for 
teaching. But the real answer is that anything should 
start out with Bach, because it's music itself. That's 
not very helpful. 

Mr. Zhao: Well, I have a question for you 
that might invite you to expand a little more on that 
notion of 'music itself'. We have Birth of Tragedy 
today, and in this, Nietzsche cites Schopenhauer. 
It's kind of a perverse secondhand citation, and Ni
etzsche cites this quote from, umm, The Will and-

Mr. Zuckerman: Die Welt als Wille und Vor
stellung, which means, with representation as is the 
usual - I was brought up on the translation 'ideal: 
which is not good - But The World as Will and Rep
resentation. 

Mr. Zhao: Right, and Schopenhauer has 
this claim that music, broadly speaking, can be 
considered universal language. Do you agree? 

Mr. Zuckerman: I agree with Schopenhauer, 
and the best explanation is that Schopenhauer takes 
up from Kant, without making many changes. And 
Kant divided the world into noumena (voouµcva) 

"Even if you take a very bad or low view of art that it's self-expression, 
there's certainly part of every work that's self-expression whether it's 
music or anything else and that will reflect the human. So what they 

have in common necessarily is that a human being did it." 
and phenomena. That is, the phenomenal world circumstances would prevent that? 
is a product of us, we see the world the way it is Mr. Zuckerman: IfI go back to Kant again, 
because that's the way we see the world. But be- or even Aristotle, if art is imitation, and - back to 
hind that, there's a noumena that's out of time the 19th century- what's imitated is phenomena, 
and out of space, which Schopenhauer called the but there's something behind phenomena, so cer-
will. And the only art that expresses the will it- tainly a painting, which imitates phenomena, will 
self rather than the phenomena - painting and all thereby give hints as to what is underneath. You're 
the other arts depend on a kind of mimesis of the in the realm of aesthetics now, and gosh, it's hard. 
phenomenal world, but music doesn't, except for Even if you take a very bad or low view of art that 
a few bird songs and things. And Schopenhauer it's self-expression, there's certainly part of every 
had considered music as our only contact with work that's self-expression whether it's music or 
the will itself. And there's a lot of Schopenhauer anything else and that will reflect the human. So 
in Zuckerkandl, although he kept insisting that what they have in common necessarily is that a 
there wasn't, but of course there is. human being did it. 

Now in early Nietzsche, when he wrote I mean I've written music, but I've main-
the Birth of Tragedy, of course he was subscribed ly done painting and written poems. And a good 
to that. This is why I wrote my book about all the psychologist, as well as a good aesthetitican will 
people whose lives were ruined by an excessive discover that there are similarities that come from 
fondness for the music of Tristan und Isolde. That my own psyche. Here's a person who likes repe-
was my dissertation, which then was made into tition, here's a person for who in all the arts the 
a book. When I read Nietzsche, I realized that most important thing is isochrony. I've given lec-
he had responded to Tristan the same way I did, tures noting that when we reference iambic pen-
as though it were overwhelming. And that Ni- tameter, it's always just 'da-dum-da-dum-da-
etzsche takes that overwhelmingness in the Birth dum-da-dum-da-dum'. Notice that we do not 
of Tragedy - you have to read the second part, be- go 'da-dum--da-dum-da-dum-da-dum--
cause in the second part he illustrates how you're da-dum' but we take it for granted that it's not only 
saved - if you did not have the plot of Tristan und going to be five, but five that are equally spaced! 
Isolde or the plot of Oedipus Tyrannus, you would And in music, when I tell you four-quarter time, 
expire in the music of it. But the Apollinian plot it's the same thing, and that's built into us just as 
keeps you from expiring in the Dionysian music. our breathing and our heartbeat are. 
[Ms. Langston: Expiring?] Dying in some way, be- Mr. Zhao: So, you've touched on this al-
coming part of the music. You're upset. ready multiple times and I would just like to hear 

Mr. Zhao: No, no I'm fascinated. more about it. The original question I brought, 
Mr. Zuckerman: Well it's not my doing, it's that you've pretty much answered, was: "Can 

Nietzsche's. music harm in any sense?" [Mr. Zuckerman: Yes] 
Mr. Zhao: So I'll go with this question be- Right, so my question really becomes 'how?' 

cause you addressed this first. Music is viewed And furthermore, can art likewise harm? 
as a unique art. I will take up the position and Mr. Zuckerman: My book is all about the 
say 'often, people consider the goals of music people who were harmed by Tristan initially. And 
and the goals of visual art as overlapping? Do if you want to know which book to read to answer 
you think this can be true? [Mr. Zuckerman: Of that question, read Nietzsche. Nietzsche talks 
course] Under what circumstances? And what about in Tristan, you drown, and in Mozart, you 

17 



18 

dance. Drowning is dangerous, and dancing -
well, I suppose you could pull a muscle - but it 
is generally not dangerous. That's the difference 
between intellect, lightness, and {Mr. Zucker
man taps} counting evenly, & a general whoosh, 
as Mr. Allanbrook would put it. When Berliose, 
a Frenchman, heard the preludes of Tristan, said 
"it's one long moan:' He's not right, of course, but 
that quote indicates something. 

And look, when I first came here, the 
students started playing loud music. And I went 
to the boathouse where they used to have their 
parties. And I said to a student outside, amidst 
the din, "Why do you have to have the music that 
loud?" And he said, "I want to have the sound
waves within me no different from the sound
waves outside:' I'm not sure that kind of identifi
cation with the world is what we want. And look, 
people keep saying 'I hear you're an anti-Wagner: 
and I am. But you only start being anti-some
thing like that when you love it, and you love it 
too much. I know what it's like to be obsessed 
with the music of Wagner. And those people say, 
'Ehh, so what?' or they say that about rock music 
and so-on. And if you say 'Ehh, so what?' about 
everything, it means you're not taking it seriously, 
which means you shouldn't be discussing it at all. 
Unless you know what I mean by the dangers of 
Tristan, you have no right listening to it. 

The dangers are to your soul! You don't see 
and get to know and love the dangers to your soul; 
they do their harm. The sort of drowning is that 
it drowns out the intellect, which is the precise 
counting - it drowns out the logos. To go back to 
one of your earlier questions, it replaces phenom
ena with noumena. It's the danger of Kant, Hegel, 
the whole line of German philosophy leading to 
Heidegger. And you know what that is! Well, you 
will. 

Mr. Zhao: Well, it's what you said earlier 
then, that the thing they founded their philoso
phy on is that freedom is subjecting yourself to a 
perfect law of sorts. 

Mr. Zuckerman: And if you were to ask 
me my political opinions, thank goodness I come 
from a land in which the political opinions are 
from Hobbes and Locke. The liberal tradition, 
I find it infinitely less interesting than the other 

one, but the greatest danger in political life is the 
Hegellian notion that we find freedom in perfect 
obedience to perfect law - although he's not quite 
as bad as all that. That's a totalitarian view. But 
you're asking me to be more black-and-white 
than I usually am, because at St. John's, by now 
you ought to know that most things are mixed. 
Or they have two sides. So the great thing about 
perfect obedience to perfect law is that it's perfect 
obedience to perfect law - what could be better? 
Except that it's bound to be slightly perverse, and 
that's why there are people who, not quite rightly 
understanding the Republic, rightly think of it as 
a fascist theory. 

Mr. Zhao: Some of the readings I've done 
and conversations I've had definitely point to the 
idea that the sarcasm of the Republic is a lot fin
er than it first appears. While we're using Plato 
and discussing music, when I think oflistening to 
Wagner for instance, there seems to be a sort of 
drunkenness. The stranger in The Laws apparent
ly will go on to argue that you need to know how 
to drink because one must know how to keep 
your drinking in check. 

Mr. Zuckerman: Well I said that when 
I said you have no right to the objection un
less you've experienced it. In fact, I'll be like the 
stranger. The people who're unmusical for exam
ple, they'll never understand the dangers of mu
sic. They'll just find it boring, and if you think 
music is boring you're perfectly safe. But think 
about what you're missing. So you don't know the 
dangers of drink unless you've drunk. 

Mr. Zhao: So it's not until you start to love 
something that you could be severely hurt by it. 

Mr. Zuckerman: Well, isn't that true for 
love of person? You don't know the agonies of 
love until you've known the joys of love. In fact, 
I'm sure that anyone in love finds it hard to dis
tinguish between the agonies and the joys. Take 
something like, for example, jealousy. In fact, I 
think I have the best thing. If you want to avoid 
jealousy, you avoid love. You'll be reading Othello. 
The man who loved not wisely, but too well. So 
you're asking me why life is mixed, and insofar as 
music, whatever opinion of music you have, from 
Zuckerkandl to Allanbrook, you're going to dis
cover that music is lifelike. And that life is mixed. 

DIALOGUES 

If a work of art aspires to absolute purity, chances 
are it's also boring. 

Mr. Zhao: Can we go back now - having 
talked about Mozart and Bach a bit - to when you 
You said something like 'in any man's education, 
those three should be the main teachers'. 

Mr. Zuckerman: Right, but I also said that 
elements are important. So you don't start with 
Lobachevsky, you start with Euclid. And you 
learn to draw. 

Mr. Zhao: Right. So what is the goal of 
the education that you see these three as being 
vital teachers for, and why is Shakespeare on 
that list? 

Mr. Zuckerman: So the goal of education 
in general I think is to see sameness and differ
ence. And that's what intelligence is, I think. It's 
all over the Greeks - this is similar to that. It's 
what rnSoc; means, never to be translated as form. 

dominates his operas, whereas Mozart just wrote 
them - Mozart is not displaying himself. Let's see 
what happens when I expand on that. The greatest 
artists, Bach, Mozart, Shakespeare, are not to be 
found in their works. It's certainly true of Shake
speare and Mozart, and in Bach, only in the sense 
that you say 'how could a person create these won
ders?' or maybe in Bach, when he's closest to Wag
ner, that is when he's being super-religious. Not 
that Wagner isn't wonderful, but he isn't among 
the very first rank because he's too obtrusive in his 
own works. But whenever you say the cliche 'as 
Shakespeare says; you're wrong. You know, "This 
above all - to thine ownself be true;' this was not 
said by Shakespeare, it was said by an old idiot 
named Polonius. 

I'm a great lover and admirer of Milton and 
Wordsworth, who are the next two greatest English 
poets, and they're both not as great as Shakespeare 

''Mozart, Bach, and Shakespeare, they have 
that in common - that they're objective. 
That is, they create worlds that they're not 
in. Whereas Wagner creates a world that's 

because they are both omnipresent 
in their work. Paradise Lost is written 
in a language that's called Miltonic. It 
certainly bears relationship to English. 
The question of whether or not a poet 
is present in his work, I find that ques
tion very interesting. Mozart, Bach, 

all him." 
Mr. Klein had a great translation of rnSoc;, which 
I guess you can't use, but it's right: the 'invisible 
looks'. It's ELDoc;, it means that by which you rec
ognize the sameness to somethings and the dif
ference. It comes from something visual, like the 
idea - same root. 

Mr. Zhao: Okay. And then Shakespeare 
helps us with that, how? 

Mr. Zuckerman: By pointing out things, 
people, ideas, and sayings them is such a way that 
we're thrilled. 

Mr. Zhao: Given our conversation, it 
seems like he does this in a way more similar to 
what Mozart's doing than what Wagner's doing. 

Mr. Zuckerman: I don't think Wagner has 
any people. There's a phrase of Nietzsche's - he 
calls Wagner the 'ventriloquist of God: I'll make 
changing it to 'the ventriloquist of gods: that's 
what happens in the Ring of Nibelaum. That is, ev
erything in Wagner is a projection of Wagner. He 

and Shakespeare, they have that in 
common - that they're objective. That is, they 
create worlds that they're not in. Whereas Wag
ner creates a world that's all him. 

Mr. Zhao: I now want to ask you a ques
tion, but I'm not certain to what extent it's an
swerable. A bit of background: in my seminar, 
and throughout reading a lot of the Christian 
readings, there is this concept of self-sacrifice 
and the ability to repress or remove one's own 
ego from the equation. And it sounds to me like 
you're saying that the highest art comes from 
the same ability. 

Mr. Zuckerman: I don't know whether it 
comes from the same ability, but what I think of 
as the highest art seems to display that. I don't 
know whether that causes it. I think that whatever 
it is that makes a great artist also results in that. 

It occurred to me that my answer to your 
question about education is also the answer to 
your question about artists. It's always a matter of 
sameness and difference, it's what you're always c-

19 

11 
I 

'I 

I 



I 

I'' 

' 

20 

DIALOGUES 

omparing. There's the education in seminar which 
simply consists in comparing things and the oth
er thing that's done in tutorials, which is starting 
with the elements, so that the tutorials should be 
one logical thing after another, and the seminar 
should be one damn thing after another. That's 
why a good seminar - this is an answer to the 
biggest question, when people say, 'how was your 
seminar?' - a good seminar does not have a good 
beginning, middle, and end like a work of art. 
It's a mess! And the only way of judging a good 
seminar, and there's no way to judge this, is if one 
person saw something that he or she would not 
otherwise have seen. You can have a seminar with 
a beginning, middle, and end, that could be pho
tographed, made into a movie, and so on, and it 
would be dead. So one should never be disturbed 
by the messiness of seminar, or lack of coherence, 
because that's what's supposed to happen. 

That's why, for example, I really dislike 
beginning a seminar with going around the ta
ble. You do that for the people who you suspect 
haven't read the book or haven't participated, 
and after a while they're the ones who say 'pass: 
which completely invalidates the whole proce
dure. That's no way of beginning. It shouldn't be 
that kind of mess. It should be a mess where the 
messiness is a result of going deeper than com
fortable. So I have this theory of education at St. 
John's College, which is different for the tutorials 
and seminars, which accounts for their different 
names. 

Mr. Zhao: That relates to something else 
I wanted to ask you about. One of your advi
sees, Mr. Ziegler, mentioned that you had a lot 
of opinions on how to reach out to prospective 
students. What do you think would be the right 
image to send to prospective students? 

Mr. Zuckerman: An honest description of 
what happens. We insist that a prospective stu
dent sit in on a seminar, that is to see what we do. 
There is one chief criterion for someone coming 
here, and that is if they want to do this program. 
We don't want students who have come on false 
pretenses, and we probably have too many stu
dents who are here for the wrong reasons. Conse
quently, it means it's perfectly all right if we don't 
have many students, and there's the trouble be-

cause we need students financially. There's always 
going to be a discrepancy between the financial 
need for tuition and the students who should be 
here. 

Mr. Zhao: As a veteran member here, 
what're some of the biggest changes you've wit
nessed? 

Mr. Zuckerman: The biggest change was 
the preceptorial, which happened a couple of 
years after I came. Curtis Wilson, who was twice 
dean and a wonderful man, knew as dean that he 
had to address the problem that if you encoun
ter books only in seminars, you get to the point 
where, 'I don't want to read this book quickly and 
superficially again, I want to read the book: So es
sentially the preceptorial was for the tutors to be 
able to, with students, read a book for more than 
one or two seminars. Occasionally, there should 
be preceptorials in something in physics or biol
ogy and so on for the students who are interested 
in those things. But generally there shouldn't be 
tutorials in a subject, but in a book, just as the 
seminars aren't called 'sixteenth century philos
ophy' or something like that. That's the biggest 
change, the preceptorials, and it was a change for 
the better. 

The biggest change for the worse was that, 
for financial reasons, many of the tutors don't live 
close enough to campus. The great thing about 
the early years and the only thing that was better 
was that there were more tutors who participated 
in the life of the College. I mean, I spent twen
ty years at least playing for waltz parties, once a 
month, Saturday nights. It did not do wonders for 
my rubato, since I had to play strictly in time. I 
think that was a good thing, because a tutor could 
be very close to the student activities. Then of 
course, it stopped, not only because I got tired of 
it, but because the waltzes were too often replaced 
by other dances, like swing, and I'm not good at 
playing swing. I'm sorry that it's not known that I 
used to play waltzes. 

Mr. Zhao: I had no idea that tutors would 
have even done something like that before. That 
does sound like a better time. 

Mr. Zuckerman: Well, the tutors used to 
put on a number of shows, incidentally. 
with the population, they're not as well attended 
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as they used to be. 
Mr. Zhao: They do still have some now. I 

think, because they're not quite as well integrated 
with the population, they're not as well attended 
as they used to be. 

Mr. Zuckerman: First of all, the college 
was smaller. Of course, the worst thing that's hap
pened is that the college aims at, well the aim or 
necessity of, getting larger. You talked about get
ting other people to come to St. John's, the prob
lem is that there aren't that many out there who 
should be coming to St. John's. I don't know what 
to do, but all institutions decline. Even the church. 

Ms. Langston: I had a question about art. 
When you were talking about measure and the 
iambic pentameter, I understood it in terms of 
poetry and music, but I wasn't sure how you 
were connecting it to visual art. 

Mr. Zuckerman: Well, remember that my 
big theory is that meter has the isochronism -
'Lao- + xpovo~, "equal time" - in common with 
music, but of course then the performance is 
different, because when you perform a poem, as 
you know, you then take that as part of the per
formance but not the whole thing, where in mu
sic that's quite different; in music it has more of 
an imperative. And I distinguish in all perform
ing arts between the text and the performance. 
Compare a line like, "When I do count the clock 
that tells the time;' and a line like, ''.Absent thee 
from felicity a while:' There's a different degree 
in which you can hear the iambic pentameter un
derneath. This is all performance - you have to 
go through the mechanisms of a beautiful phrase 
before you can get to the beautiful phrase. You 
don't go straight to the feelings of a tune, you have 
to put it through the grinder of technical under
standing. 

Ms. Langston: What about visual art? 
Mr. Zhao: I kind of see that though; Pi

casso knew how to draw all the pots and flowers 
perfectly before he moved on. 

Mr. Zuckerman: Either he knows it by 
now, or it's something he did on tablecloth to 
make some money. 

Ms. Langston: So measure in art would be 
a sort of technical ability. 

Mr. Zuckerman: Something, for example, 

that holds you back. Why do you have to adhere 
to the rules of the sonnet? Because they're rules 
among other things. They happen to be good 
ones. That's the trouble with free verse, people 
can just write down whatever they please without 
going through a kind of filter. It's not so common 
now, but the worst is 'I paint what I feel'. Or if your 
teacher says, 'I want you to count: and puts on 
the metronome, [for the student to respond] 'that 
unfeeling man, he doesn't feel the music: Prob
ably because he feels the music, he wants you to 
do this. This is paradoxical, but even in abstract 
painting, that's what you should be doing - look
ing. 

Anyways, you must read the most import
ant of the dialogues, for its size - it's the shortest 
- the Ion. It's about an expert on poetry, he can 
recite poetry perfectly, but he doesn't know any
thing. His recitations of Homer can bring you to 
tears, laughter, or whatever, and you start talking 
to him and he doesn't understand a thing of what 
he's saying. It turns out that it's very easy to see 
that Plato might be talking about the artist. One 
of the most problematic things you can possibly 
say is that an artist should be sincere. For exam
ple, there's a school of acting that says you've got 
to become the actor. I asked the question of an 
actor once who thinks that you had to become 
whatever he was acting was; I said, "How do you 
play a hypocrite?" And of course I'm playing on 
the fact that the word hypocrite already in the 
Greek means "actor:' imo- + Kpivw, "to judge:' 
And now we have a school of acting saying you 
have to sincerely be a hypocrite. That's a bit too 
much for me. But don't you like the idea that you 
have to be a sincere hypocrite? The mind bog
gles. And yet there's a sense in which we do want 
our art to be sincere, so it's a very difficult notion. 
And take it from the other point of view: what's 
the trouble with a hypocrite? He's not being him
self; he's acting. So we now ask an actor to be 
someone who's not being himself! In short, to be 
someone who's an actor, you might as well cut out 
the middleman and just say "act"! Good, I'm glad 
you learned something. 

Mr. Zhao: I would say, more than one 
thing for us, at least. 

I 
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Reflections in Writing-Seminar 

The Second Sex: Freedom and Subjectivity in Motherhood 

1) To what extent motherhood is freely chosen 
Motherhood is not always freely chosen: 

"There is one female function that is still almost 
impossible to undertake in complete freedom, 
and that is motherhood: in England and Amer
ica, the woman can at last refuse it at will, thanks 
to the practice of birth control. .. social norms do 
not allow the woman to procreate as she pleas
es" (735). She seems to be saying that freedom in 
motherhood is primarily dependent on whether 
she has the options of birth control and abortion.1 

But agreeing to have a child is not quite 
the same thing as agreeing to become a mother. 
While reproductive freedom is straightforward, 
the kind of freedom a woman might have with 
respect to a mother's parental responsibilities is 
much less clear-in fact, there is no name spe
cifically for this freedom. This is likely because 
in our society, childbearing and motherhood 
are considered to be essentially the same thing. 

Yet the distinction between the two is crit
ical. If we consider only reproductive freedom, 
we have no trouble making sense of Beauvoir's as
sertion that motherhood is "almost impossible to 
undertake in complete freedom. (735). If the op
tion to use contraception or to have an abortion 
does not exist for women, then they have little or 
no choice over whether or not to have children.2 

However, if we consider motherhood proper
that is, women's freedom to accept or decline 
parental responsibilities-Beauvoir's position is 

1. Artificial insemination also qualifies as a form of re
productive freedom: "If the idea of artificial insemination 
interests women so much, it is not because they wish to 
avoid male lovemaking: it is because they hope that volun
tary motherhood will finally be accepted by society" (735). 

2. Of course, misogynists argue that it is entirely within 
women's power to decide whether or not to have children, 
even without the options of contraception and abortion
they need only abstain from sex. But two key factors make 
this position untenable. First, women can be raped. Sec
ond, women may be ignorant of the connection between 
sex and pregnancy. Both of these circumstances (usually 
fruits of misogyny) effectively strip many women of choice 
in this matter. 

Sebastian Barajas (Al 7) 

not so clear. Is reproductive freedom the only one 
that society has truly taken from mothers? Or is 
there also something about this "choice" women 
might have both before and after giving birth
to accept or not to accept the responsibilities of 
motherhood-that makes it not completely free? 

For example, how are we to under
stand women who do not see motherhood as 
a choice, but as a destiny? In a very real sense, 
such women seem to be 'not free: But how 
could this come about? Human beings are 
born free-even free of femininity: "One is 
not born, but rather becomes, woman'' (283). 

Yet every choice is guided by factors we 
do not in any way control. And many choices 
hardly seem to be choices at all-this is why the 
phrase 'I didn't have a choice' has become a cli
che: it expresses the feeling of powerlessness in 
our own choices that we all share. While in one 
sense, we may be right-since all choice is heav
ily guided by circumstance and shackles us to 
its consequences-this fact merely serves to put 
woman's maternal freedom on the same footing 
with that of other free beings. Fundamental
ly, beneath all of the material and psychological 
constraints of our lives, we experience existence 
as freedom. 3 That is, the part of us that sees, that 
is capable of reflection, our innermost sense of 
self, is a freedom. A woman who says, 'I have 
no choice, I must become a mother whether I 
want to or not' has already made a logical dis
tinction between herself and her destiny: this 'I' 
is something other than that destiny, 'mother: 
And in her ability to make this distinction lies 
an implicit freedom that runs deeper than her 
conditioning, that no conditioning has the pow
er to take from her. In fact, all voluntary action 
stems from the tacit consent of this inalienable 
freedom that recognizes herself as a separate en
tity from her circumstances. This is the 'I' that 
consents to motherhood; the choice is hers, as 

3. This is why we say that of all Creation, God endowed 
humanity alone with free will. 
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much as any choice has ever belonged to anyone. 
2) Justifications for motherhood 
Although in essence, women choose pa

rental responsibilities freely, psychological and 
circumstantial factors overwhelmingly deter
mine the form motherhood takes: "The moth
er's attitude is defined by her total situation and 
by the way she accepts it" (554). This is because 
motherhood has no inherent value: "To be sure, a 
child is an undertaking one can validly aspire to; 
but like any other undertaking, it does not repre
sent a justification in itself; and it must be desired 
for itself, not for hypothetical benefits" (566). 

This characterization makes motherhood 
both unique and-as we shall see-problematic. 
Most tasks fit into two basic categories: 1) Tasks 
that can be performed passably well without au
thenticity. A resentful maid can clean a house 
just as well as a happy one; a selfish farmer can 
grow vegetables just as well as a generous one. 
Nearly everything human beings do falls into 
this category. 2) Tasks that require authentic
ity. These are the tasks we sometimes elevate to 
the level of art: performing, writing, compos
ing, etc., any of which can make a person "great:' 

Motherhood is unique because it does 
not fit properly into either category. It does not 
belong in the first because, unlike cleaning, 
mothering itself cannot be done passably well 
if her heart is in the wrong place. Beauvoir calls 
it "the most delicate and most serious of all un
dertakings ... " (567). Motivation is key. Beau
voir quotes Stekel to remind us of all of the mo
tivations that are inadmissible to the mother: 

Children are not substitutes for one's dis
appointed love; they are not substitutes 
for one's thwarted ideal in life, children 
are not mere material to fill out an empty 
existence... They are neither playthings, 
nor tools for the fulfillment of paren
tal needs or ungratified ambitions (566). 

This is why our undertaking must be au
thentic. Otherwise, "this chain of misery perpet -
uates itself indefinitely" (567). That is, the misery 
of "complexes, obsessions, and neuroses" (567). 

Motherhood, then, might fit more prop
erly into the second category: the one that re
quires authenticity. A good mother, like a good 

athlete, must be dedicated because she "loves 
the game:' so to speak. This does not mean that 
she must be excited to perform all of the du
ties that most often come with motherhood
changing diapers, for example-only that she 
must see and comprehend motherhood in its 
entirety, appreciate it as a whole, and love it. 

But motherhood is unlike the other ac
tivities in this second category. For one thing, a 
great athlete only has to be great within a finite 
sphere-the rest of his time has little influence 
on his greatness. Motherhood, by contrast, is dif
fused through the mother's whole person. This 
is not to say that motherhood defines her as a 
person-in fact, it is the exact opposite, it is her 
personhood that defines her as a mother: " ... be
fore being able to be a wife and mother, she has 
to be a person'' (520). But this means that it is 
not enough for a mother to simply be authentic 
within a definite period, or in a definite activity. 
Rather, it must be her whole person that is au
thentic, and her whole person that mothers. 4 

A second key difference between mother
hood and the other activities in the second cat -
egory is that motherhood has higher stakes. No 
one is really hurt by inauthentic athletes or nov
elists. But when a mother is inauthentic, her child 
will suffer-whether to a greater or lesser degree. 

This is why motherhood is considered 
an obligation, and why children are considered 
to have "rights to them'' (551). Although Beau
voir does not often discuss rights, she does rec
ognize this much: "To have a child is to take on 
a commitment; if the mother shrinks from it, 
she commits an offense against human existence, 
against a freedom; but no one can impose it on 
her. The relation of parents to children, like that 
of spouses, must be freely chosen'' (566). A child 
is a freedom, and for her mother to renounce 
her care is "an offense against" that freedom. 

More specifically, Beauvoir seems to be 
convinced that children's rights (especially those 
of daughters) are inextricably interwoven with 
women's rights. "Deeply marked by the paternal 
household, [bad mothers] approach their own 

4 This doesn't mean that she has to spend every 
waking hour mothering-only that the act of mothering 
draws on her authenticity as a whole person. 

women's rights. "Deeply marked by the paternal 
household, [bad mothers] approach their own 
children through complexes and frustrations: and 
this chain of misery perpetuates itself indefinitely" 
(567). What is this "chain of misery" Beauvoir re
fers to if not an essential part of the feminine con
dition? We have seen that mothers play an instru
mental role in perpetuating the oppression of their 
sex: "One of the woman's curses-as Michelet has 
justly pointed out-is that in her childhood she is 
left in the hands of women ... the mother wants to 
integrate the girl into the feminine world" (295). 
The daughter is not born a woman (283), but is 
often deliberately and spitefully turned into one 
by her mother: "Irritated at having given birth 
to a female, the mother accepts her with this 
ambiguous curse: 'You will be a woman:" (562) 

How can we free children from this 
"curse?" How do we establish the right con
ditions for women who choose motherhood 
to love it authentically, as they should? While 
Beauvoir does not provide a single definitive 
answer, she does provide a few prerequisites. 
First, a mother must be a "person'' (520) before 
she can be a mother. She must have projects: 

. . . she can only consent to give life if life 
has meaning; she cannot try to be a moth
er without playing a role in economic, po
litical, or social life ... it is the woman who 
has the richest personal life who will give 
the most to her child and who will ask for 
the least, she who acquires real human 
values through effort and struggle will be 
the most fit to bring up children (568). 

As far as the requirement of person
hood is concerned, the problem of moth
erhood seems to resolve into the prob
lem of feminism in general: to involve 
women in "economic, political, or social life .. :'s 

The second requirement for a mother 
is that she must be "capable of disinterestedly 

5. Of course, we may argue that many, or even most, 
human beings never really get to be "people" in the way 
Beauvoir uses the term. And even if most did attain 
personhood, what right would non-people have to raise 
children? These difficulties-well beyond the scope of this 
essay-show that simply to put women and men on equal 
footing would not necessarily fulfill this requirement. This 
will be discussed further at the end of this essay. 

wanting the happiness of another" (566). Un
fortunately, this requirement is even more de
manding. Beauvoir notes that ''.A woman would 
have to be perfectly happy or a saint to resist the 
temptation of abusing her (maternal) rights" 
(567). Of course, she is here referring specifi
cally to women in the context of our misogy
nistic society. 6 But her language here suggests 
that the problem is not merely a societal one, 
but a human one. Even the best possible society 
will not make all mothers-or even most-per
fectly happy saints. It is an impossible standard. 

Although both of these requirements are 
difficult to meet, we may summarize them as 
one: parents must recognize the freedom of their 
children-their mutual subjectivity. Of course, 
this does not mean that they are equal in every 
respect. The mother will inevitably wield many 
forms of power over her charge: knowledge, ex
perience, physical strength, legal authority, etc. 
But she has no right to posit herself as subject, 
the child as her object. Rather, they are two sub
jects with varying degrees of power. Beauvoir 
hints at this when she says, " ... the child at about 
six months of age. . . is already an autonomous 
subject ... " (284). As long as the child remains an 
object in her mother's eyes, a doll to be dressed 
and tortured7, that mother must necessarily be 
inauthentic, and therefore "bad:' a tyrant, since 
she has taken responsibilities under false pretexts. 

No human being ought to be treated like 
an object, because no human being is essentially 
object. This, more than anything else, is the fun
damental understanding that a person needs 
before she can legitimately become a mother. 
And as Beauvoir rightly suggests, she can only 
see her child as a human being, and not a doll
once she sees herself as a human being, and not 
a doll. To attain this feat will likely require the 
combined efforts of all humanity to provide her 

6. "It is a criminal paradox to deny women all public activ
ity ... and to nonetheless entrust to them the most delicate 
and most serious of all undertakings: the formation of a 
human being ... " (567). 
7. "The great risk our mores present for the infant is that 
the mother to whom he is tied and bound is almost always 
an unfulfilled woman ... Just as when she both pampered 
and tortured her dolls, her behavior is symbolic: but these 
symbols become bitter reality for the child" (556). 
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the opportunities and respect she has been de
nied: a "deep complicity" (10) between the sex
es to surpass that which now oppresses women. 

But it must be said that even if every ideal 
of feminism became real (whatever form we might 
imagine these ideals to take), we would still be left 
with the problem of basic human ambition and ca
price. We see this in the form of fathers, even those 
who are members of no oppressed group, who 
are often guilty of the same crimes towards their 
children as mothers, and worse. This is probably 
why Beauvoir offers the following as one of her 
final concrete prescriptions for society:" ... moth
erhood would be freely chosen-that is, birth con
trol and abortion would be allowed-and in return 
all mothers and their children would be given the 
same rights . .. society would have responsibility for 
the children, which does not mean that they would 
be taken from their parents, but that they would not 

be abandoned to them'' (760). By referring to both 
parents ('them') and not only the mother, Beauvoir 
implicitly acknowledges that just because a parent 
is a subject, this does not mean that children should 
be 'abandoned to' them- anymore than the moth
er should be 'abandoned to' the best of husbands. 

This line is especially curious because 
Beauvoir's idea here extends beyond the strict 
boundaries of feminism, and enters the realm 
known as children's rights. If we took a few steps 
beyond her argument, we would find that the 
mother (like the father) must act as an agent of 
the common will, since it is by its consent that 
she holds her authority. But this is where The 
Second Sex will no longer serve me, and I must 
continue on to my senior essay on Locke's Two 
Treatises of Government to investigate the source 
and justification of parental power in general. 

Unwanton Hair in Unwanton Paradise 

"She as a veil down to her slender waist 
Her unadorned golden tresses wore 

Disheveled but in wanton ringlets waved 
As the vine curls her tendrils, which implied 

Subjection, but required with gentle sway 
And by her yielded, by him best received, 

Yielded with coy submission, modest pride, 
And sweet reluctant amorous delay." 

(IV.304-311) 
Milton's introduction of Eve is very pecu

liar: we, as readers, seem to get a glimpse of two 
future selves of Eve. On the one hand, Eve being 
used for what she was created for: the further glo
ry of Adam. On the other hand, through rebellion, 
Eve being the cause for the fall of Mankind from 
the graces of God's light. In lines 304 to 311 of 
Book IV, Milton is pointing out the potential of 
Eve's free will and her ability to choose to develop 
her character .in more than one way. By pointing 
out Eve's ability to choose her life, I believe that 
Milton is removing any idea that humanity was 
predestined to fall from God's light. But it is dif-
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ficult to say whether or not Milton is supplanting 
that idea into the reader's head. This introducto
ry passage of Eve only makes clear that nothing 
about her character is very clear. She is a character 
full of contradictions. Eve, both fully fledged adult 
in form and innocent child in character, has her 
hair described by Milton as "wanton': Her hair is 
both unruly and difficult to control, and yet she 
was created by God to be subjugated by Adam. 
To further twist the reader's understanding of her 
character, her submission is described as "coy': 
Coyness juxtaposed with her "modest pride'' is 
also strange. Coyness is a sort of artful playful
ness (tricks to attract attention) and yet Eve also 
has this modest pride (the showing regard for the 
decencies of behavior, speech and dress). It seems 
the best way for the reader to understand the con
tradictions of Eve's character is to understand the 
relationship between the groups of contradictions: 
wantonness & subjection and coyness & modesty. 

Milton's description of Eve's hair is similar 
to that of twisted foliage. I believe that Milton is 

REFLECTIONS IN WRITING 

trying to tie his work closer to that of the Scriptures 
in fusing a relationship between Man and Garden: 
''.As the vine curls her tendrils" (IV307), just as the 
Garden of Eden grows out of control without the 
pruning of Adam and Eve, Eve is prone to wildness 
and wantonness. She must choose the other path of 
obedience and "subjection'' or else she will become 
uncontrollable. God's instruction to Adam and Eve 
is to keep the Garden from straying into wildness. 
Likewise, it is the duty of Adam to be the master of 
Eve. Early on in the relationship of Adam and Eve, 
the "wanton ringlets" of Eve can imply wantonness 
or subjugation of Eve's part as Adam's subject or 
inferior, depending on whether or not Eve choos
es to accept the role that God assigns to her. After 
Satan whispers in her ears, disguised as the toad, 
Eve's hair is "discomposed" (V. l 0 ), and in her fallen 
state when she humbles herself before Adam, her 
"tresses" are "all disordered" (X.911). When Eve 
chooses wantonness over subjection, her hair re
flects her choices. 

Milton's use of vine imagery is especial
ly interesting because of its contradiction. A vine 
can both be helpful and detrimental to its host. A 
gardener will praise a vine's natural tendency to 
make the host it attaches to more beautiful. The 
host functions as the vine's means of reaching its 
full potential. Likewise, Adam is the means by 
which Eve is admitted into the graces of God, and 
Eve's beauty enhances Adam's life exponentially, 
both benefiting simultaneously: ''.And they shall be 
one flesh, one heart, one soul" (VIII.499). Eve has 
the choice to cling to Adam, which allows her to 
stay connected to God. This choice would protect 
Eve from the potential of wantonness and straying 
from God's light. But, if a vine is left unchecked, 
it becomes parasitic. The vine can choke the host, 
leaving the host starving for light and overpower
ing it. We see that exact situation happen: Adam is 
so overcome with Eve's beauty that it smothers his 
ability to reason: 

"Here passion first I felt, 
Commotion strange! In all enjoyments else 

Superior and unmoved, here only weak 
Against the charm of beauty's powerful glance" 

(VIIl.532-536). 
Eve eventually alienates her partner from 

God by convincing him to fall with her. When 

not properly .restrained, Eve overpowers Adam. 
Her "tendrils" entangle Adam in Sin and pull him 
down to fall. 

In the Scripture, we see use of "vine'' that 
parallels this scenario. In John 15.5, Jesus says "I 
am the vine, you are the branches': Obviously, Mil
ton is positively correlating Jesus, so the compar
ison of Eve's hair to a vine turns her into a pos
itive potential as a guiding, Christ-like figure for 
Adam. But I believe that Milton is trying to use the 
vine imagery as a negative one. It would seem to 
me that Milton wants us to think of the vine im
agery like a grapevine, her beauty causing Adam 
and anyone to observe her to become intoxicated 
and distracted. Also, the forbidden fruit Adam and 
Eve consume makes them ''.As with new Wine in
toxicated" (IX.1008), tying together Eve's vine-like 
qualities to Sin itself. 

Milton also compares Eve's hair to a "veil" 
(IV304), now her hair is both a symbol of wildness 
and has the potential to conceal. We, as readers, 
could interpret this veil as a symbol of her virginal 
chastity or a covering of some sort of hidden de
ception, depending on how she develops herself 
in the future, as stated earlier. In Book IX, Eve be
comes a liar: she decides to compel Adam to eat 
of the fruit precisely when she fears death will be 
the result because she would much rather die than 
deal with the fact that Adam could love another 
"Eve': created by God after she would die (IX.979-
980, IX.827-831). The veil which once was a dis
play of her modesty takes a turn to evil when she 
plans on being deceitful. 

Eve's modesty is directly related to her 
pride. One of the most contradictory lines of Mil
ton's description of Eve is that she possesses "mod
est pride'' (IV.310). Her beauty is what makes her 
dangerous. Although she is breathtakingly beau
tiful, she can also distract Men, Angels and even 
Satan himself: 

"And from about her shot darts of desire 
Into all eyes to wish her still in sight." 

(VIII.62-63). 
If Eve decided to choose virginal modesty, 

embracing a holier "veil" as opposed to a "veil" of 
shame, she might have been able to resist tempta
tion from Satan in Book IX. Satan's tactics to se
duce Eve are to flatter her, telling Eve that she needs 
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When Eve devours Satan's temptation and 
chooses to believe the idea that all beings should 
see her and be charmed by her, she trades the 
modest pride for sinful pride. The word "pride" 
could be interpreted multiple ways by the read
er. Like Eve, pride is neither good or bad until it 
begins to develop, just like a child with no knowl
edge of good or evil. The early seeds of pride can 
blossom into something positive like a healthy 
awareness of Man's place in the world around 
him. It can also develop into a very sinful arro
gance. 

In order to determine whether or not Eve 
grows to have modest pride or sinful pride, Eve's 
place in the Garden of Eden must become clear. 
Milton uses the word "yield" to emphasize Eve's 
purpose. Eve was made for submission. Contrast 
her purpose with her actions in Book IX when 
she assumes herself wiser than God and Adam: 

"Forbid us then to taste, but His forbidding 
Commends thee more while it infers the good 

By thee communicated and our want. 
For good unknown sure is not had or had 

And yet unknown is as not had at all! 
In plain then what forbids He but to know, 

Forbids us good, forbids us to be wise?" 
(IX.753-759) 

Satan convinces Eve that she is like a deity 
(IX.547), making her guilty of thinking that she 
is better than the role she was created for. Instead 
of actually accepting her role as inferior to Adam, 
Eve shows her sinful pride by expressing her de
sire to be "rendered [more] equal" (IX.823) to 
Adam. 

Like "modest pride': the phrase "coy sub
mission'' also needs to be examined. The word 
"coy" can be interpreted multiple ways, it could 
be as simple as shyness for instance. But I believe 
that Milton is inviting us as readers to explore the 
ways in which Eve can develop in her own under-

standing: she can either retain her modesty in the 
eyes of God or she could have some artful decep
tion within her. I believe that Milton is trying to 
draw out the underlying potential of sexuality in 
Eve's character. Satan says that all that look upon 
Eve look upon her "with ravishment" (IX.541). 
This implies the underlying sexual power that 
Eve possesses. Eve's beauty exists to further the 
glory of Adam, but in Book IX it now seems to 
function as a tool for Eve to stia:y. Eve's sexuality 
is used to pull herself away from her intended 
position as the tool to further Adam to the glory 
of God. She uses her beauty to empower herself. 

Looking at the ways in which Milton de
scribes Eve in Book IV, it is difficult to make an 
argument for the predetermination of the Fall of 
Man. Eve could have blossomed into a charac
ter that was modest, obedient and submissive to 
Adam and in the eyes of God and yet she chose to 
take hold of her inherent wantonness to deceive 
Adam and to believe the presumption that she 
is a deity. These traits inherent in Eve's character 
made her easy prey for Satan. In the eight lines 
that describe Eve's character, Milton shows to me 
that the Fall of Man was not inevitable, but it was 
hidden within Eve's character in her creation. She, 
being created after Adam and through the rib of 
Adam, had another degree of separation from 
God, making her more human and fallible than 
Adam; thus easier to be manipulated by Satan. 

She was wanton in the same way that 
the Garden was wanton. It was through con
stant pruning that the Garden could be tamed 
by the couple of Paradise. But Adam was over
come by Eve's beauty that he could not prune 
her potential for deception-thus leading 
to the Fall of Man. Bedazzled by her beau
ty, he allowed the potential for her vines to 
choke him away from the light of God, pull
ing them both away from God in the process. 
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Isabella's Power of Persuasion in Measure for Measure 

Measure for Measure is notoriously com
plex. Almost all the main characters can be read 
ambiguously: it is possible to see the Duke of 
Vienna as a manipulative, voyeuristic tyrant, or 
to interpret him as a ruler with good intentions 
whose good-natured sense of humor goes too far. 
When several of these vast, complicated main 
characters interact, ambiguity plays against am
biguity. An early example of this occurs in II.ii., 
Isabella's first major scene. She pleads for An
gelo to spare her brother's life. Angelo has just 
begun to enforce an obscure law condemning 
premarital -sex with death. Claudio, Isabella's 
brother, is consequently arrested for impregnat
ing his unofficial fiance. A sincere reading of this 
scene renders Isabella as an earnest, innocent 
nun who is truly surprised by Angelo's eventu
al sexual interest in her. Yet her skillful, evolv
ing arguments call her naivete into question: 
she may have deliberately seduced him without 
anticipating that he would attempt to blackmail 
her later. The different ways in which the reader 
understands Angelo and Isabella here determine 
their respective culpability for the rest of the play. 

When Isabella enters, she immediately 
makes her internal conflict the center of the scene: 
she does not want her brother to be executed, so 
she pleads Angelo to forgive Claudio for a crime 
which she herself condemns. For Isabella, she and 
Angelo are both "at war 'twixt will and will not;' 
and if she can act against her moral judgement for 
the sake of her brother, so can he. Isabella's con
flict appears genuine, especially in light of her de
sire to become a nun. Isabella aligns herself with 
Angelo by emphasizing how upset she is, making 
it immediately clear that she does not condone 
Claudio's actions and does not expect Angelo to 
either. This assertion relieves one possible objec
tion Angelo would have to pardoning Claudio: 
Angelo is not facing a proponent of lustful liber
ation in Isabella, but a model citizen who seems 

·to share his values. She does not disagree with 
the law itself, just its particular repercussions in 
this instance. While the law's strength concerns 
Angelo, religion drives Isabella's condemnation 
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of lust. Her rhetoric throughout the scene repeat
edly draws from her piety. She compares Ange
lo's authority to God's and tries to combine for
giving Claudio with expressing mercy in general. 

At first, however, her argument is ob
scure: "I have a brother is condemned to die: I 
I do beseech you, let it be his fault I And not my 
brother" (II.ii 785-787). Angelo interprets this 
as an attempt to separate her brother from his 
sin. He rejects this, claiming "every fault's con
demned ere it be done:' Angelo feels that sepa
rating the fault from "the actor" would render 
his role as an authority figure useless, "the very 
cipher of a function:' It is not the role of a law
maker to divorce people from their actions but 
to hold them responsible by enforcing a set of 
rules. Isabella has nothing to say to this, and 
she tries to leave the scene for the first of several 
times, bemoaning that the law is "just but severe:' 

Although Isabella does not succeed in 
separating her brother from his crime in these 
first lines, Angelo reveals his central concern: his 
authority. He wants to be more than a "cipher" of 
a leader, and upholding this strict law validates 
his role as a temporary ruler of Vienna. He as
serts the importance of maintaining power in 
response to Isabella's appeal for an exception to 
the law. The rigid, absolutist way in which An
gelo views his authority becomes central to Is
abella's persuasive tactics later in the scene. 

When Lucio encourages Isabella to ap
proach Angelo again, she pleads for his sympa
thy. This time Isabella questions whether Ange
lo could avoid doing injustice with mercy if his 
heart "were touched with that remorse as [hers] is 
to him:' When she first addresses Angelo, Isabel
la claims to be arguing against what she "would" 
do because she "must" in order to save Claudio. 
She does not want to be arguing for an exception 
to a law against premarital sex - which conflicts 
with her religion - but is forced to do so in order 
Isabella attempts to convince Angelo that he can 
forgive Claudio without committing a crime him
self. While this tactic is more persuasive than her 
attempt to shift sin off of her brother, it falls flat on 
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an unsympathetic Angelo. The law's potency con
cernshimfarmorethan whetherornotheacts justly. 

Isabella does not sense Angelo's moral dis
interest right away; she argues from a perspective 
of faith, assuming Angelo is equally interested in 
his salvation. As the scene continues, she shifts 
slightly away from appealing to his sense of reli
gion. Instead, Isabella emphasizes moral relativi
ty. She claims that neither "heaven or man'' would 
grieve if he expressed mercy. Her gentle phrasing 
does not explicitly state that mercy is the righteous 
thing to provide. Isabella does not claim that God 
or the citizens of Vienna demand mercy- which 
would be the case if mercy was necessarily just 
- but merely notes that nobody would judge An
gelo negatively for clemency. This implicitly ad
dresses Angelo's concern about being perceived 
as a weak or ineffective leader. Isabella encourag
es him not to interpret his options so absolutely. 

Isabella continues appealing to Angelo's 
sense of power when Lucio encourages her to ap
proach him again. First, she states that since she 
has the power to retract any word she says then he, 
as a ruler, has a similar power over his own law. 
This formulation flatters Angelo by treating him 
as the actual ruler and creator of the law instead of 
the interim ruler that he is. In a similar vein, Isa
bella argues that mercy is more befitting to an au
thority figure than the emblems that traditionally 
accompany power. This statement highlights mer
cy as something all true leaders have in common. 
Isabella makes mercy seem more characteristic of 
power than any individual symbol like a crown, 
robe, or scepter. By emphasizing forgiveness so 
specifically, Isabella also devalues the importance 
of enforcing the law to Angelo's role as a ruler. 

Isabella successfully appeals to Angelo's 
sense of authority and characterizes authority 
as properly merciful, but she missteps by claim
ing that Claudio would have forgiven Angelo if 
their roles were reversed. The implication that 
Angelo would ever commit Claudio's crime in
sults him. When Angelo asks her to leave, how
ever, she remains, responding that she would "tell 
what 't were to be a judge, And what a prisoner:' 
This declaration perpetuates her subtle criticism 
of the way Angelo uses authority. Isabella de
clares that she would go to heaven if she was in 

Angelo's position, while Angelo's strict interpre
tation of the law actually restricts him from deal
ing with moral matters. Angelo does not budge, 
however, and calls Claudio a forfeit of the law. 

This law, which Angelo describes to 
the provost as "sleeping;' was not enforced un
til Angelo assumed power. While Isabella origi
nally questioned whether Claudio had to be the 
first to die and Angelo the first to execute him, 
she now appeals to a broader, more spiritu
al sense of mercy by reminding Angelo that all 
souls "were forfeit once:' She points out that if 
God judged as harshly as Angelo, everybody in 
the city would be found guilty. Comparing An
gelo's role to God's elevates Angelo's conception 
of his own power. Flattery proves to be a more 
effective than pathos on Angelo, who did not 
respond to the grief Isabella relied on at first. 

Isabella has now weakened the law by em
phasizing mercy and bolstered Angelo's sense of 
self-importance. He did not allow Isabella to sep
arate her brother from his act of iniquity earlier 
in the scene, but Angelo now attempts to separate 
himself from the law, stating "it is the law, not I, 
condemns your brother:' Isabella does not allow 
him to shrug off his power, and she beseeches 
him again to spare Claudio. 

When Isabella learns that Claudio is go
ing to be executed the next day, she employs more 
religious rhetoric: "Even for our kitchens/ We kill 
the fowl of season: shall we serve/ Heaven With 
less respect than we do minister/ To our gross 
selves?" Using sensationalistic comparisons to 
emphasize Angelo's inappropriate actions, Isabel
la highlights the blasphemy in taking more care 
in one's dinner than sending God an unprepared 
soul. However, these objections display Isabella's 
convictions more effectively than they persuade 
Angelo. The injustice of Claudio's situation still 
offends her on a moral level, and she cannot help 
but continue to protest from a religious perspec
tive. 

By this point in the scene Isabella realizes 
these tactics fall short on Angelo. Religious com
parisons affect Angelo when they appeal to his 
ideas about power and authority, but not about 
salvation or forgiveness. She pulls back from her 
divine comparisons to point out the most obvio-
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ous objection to Claudio's predicament: "who is it 
that hath died for this offense? I There's many have 
committed it:' This question is clearly rhetorical; 
nobody has been held accountable for breaking 
this law before. In response, Angelo personifies 
the law, comparing it to a prophet who sees the 
future of perpetuating sin and chooses to stop it 
preemptively. His language is strange enough to 
be genuine. He states the prophetic law "[looks] 
in a glass, that shows what future evils, I Either 
new, or by remissness new-conceived, /And so 
in progress to be hatch'd and born'' (858-860). His 
attempt to discuss the law in religious language 
mimics Isabella's use of religious language to de
scribe Angelo's authority. Her use of spiritual and 
religious appeals causes Angelo to reveal that law 
does seem like a prophet or religious figure to 
him. 

By now, whether or not she realizes it, Is
abella shifts her tone and begins to make more 
dramatic statements instead of asking rhetorical 
questions. Still attacking Angelo's use of his au
thority, she laments that it "is excellent/ To have 
a giant's strength, but tyrannous/ To use it like a 
giant:' Angelo acts on behalf of the Duke of Vien -
na but veers into tyranny when he exerts all the 
Duke's power. Isabella also states the inadequa
cy of man to control an office that is unnatural 
to him, such as possessing a giant's strength or 
"[thundering] as Jove himself does" because "Jove 
would ne'er be quiet, For every pelting, petty of
ficer would use his heaven for thunder; nothing 
but thunder:' 

Now Isabella switches to the majestic plu
ral, saying "we cannot weigh our brother with 
ourself' Angelo asserted earlier that he would 
still sentence his own brother, and Isabella now 
uses this hypothetical, impersonal brother against 
him. She merges her religious priority with Ange
lo's blind love of power: elevating authority itself 
to the level of divinity. Isabella claims it is witty 
for "great men" to "jest with saints" but profane 
for lesser men, and similarly captains can ut -
ter "choleric word[s]" that are "flat blasphemy" 
coming from soldiers. While her roundabout 
phrasing makes it seem like she intends to insult 
Angelo, Isabella turns this accusation into a com
pliment of authority, stating "because authority, 

though it err like others, hath yet a kind of med
icine in itself That skins the vice o' the top:' This 
loaded statement both allows Angelo room to sin 
- erring like others - and reminds him that he 
has the ability to mitigate the negative effects of 
his mistakes. 

Isabella may only intend for Angelo to 
skin the vice off by forgiving Claudio, but by ask
ing Angelo to examine himself for any "natural 
guiltiness" she requires Angelo to admit his ca
pacity for sin. By emphasizing his potential guilt, 
she compels him to apply the "medicine" that 
accompanies his authority. While her claim that 
Claudio would have forgiven Angelo in his posi
tion enrages Angelo earlier in the scene, Isabella 
does not anger Angelo by hinting that he possess
es natural guiltiness. Isabella's emotional appeals 
do not succeed in eliciting mercy from Angelo, 
but her "sense" inspires lust. In an aside, Angelo 
responds that she speaks with sense that "breeds" 
with his. His language grows increasingly sexual 
as the scene continues. When he examines him -
self for any guiltiness, he starts to express an at -
traction to Isabella. 

Isabella responds by using deliberately 
provocative language, such as "bribe;' which of
fends his now-confused sense of authority. How
ever, Angelo cannot remain upset when Isabella 
clarifies that she would bribe him with prayers 
"from fasting maids:' Isabella angers then pla
cates him by reasserting her pious, virginal status. 
While a monetary bribe would have offended the 
law-abiding Angelo, offering prayers proves effec
tive enough for him to consider Isabella's propos
al. By speaking of high, divine things Isabella be
littles everything else, including the importance 
of man-made laws, like the ban on premarital sex. 
Finally, she compares Angelo's beloved authority 
to religion, allowing him to mistake her reverence 
for God with her reverence for authority figures 
in general. Her use of seductive, religious lan
guage makes Angelo feel that he succumbed to 
her virtuousness instead of her coy persuasion. 

Although this scene does not end how Is
abella intended, she successfully opens Angelo's 
mind using religious language. She first appeals to 
him as a chaste, emotionally distraught sister, then 
adapts her strategy to address his insecure sense 
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of authority. With her persistence and shifting tac
tics, she engages Angelo in a repartee addressing 
the nature of power and the law. When she even
tually softens Angelo's resolve to uphold his law, 
however, she also weakens his sense of personal in
tegrity. Evoking sexual desire ensures that Angelo 
will find guiltiness when Isabella asks him to ex
amine himself for sin, but she is ultimately unable 
to control the extent to which she corrupts him. 

Isabella coaxes Angelo away from his un
compromising law by stressing moral relativity, 
diminishing the importance of law, and flatter-

ing his sense of authority. Although this com
bination is effective, it leaves Angelo willingly 
corrupt, without his previous reverence for the 
law and unashamed of his lust for her. While Is
abella initiates this ideological compromise by 
employing a variety of rhetorical strategies, she 
ultimately shows herself to be a more determi
nate character by choosing to maintain her integ
rity. This distinguishes her not only from Angelo 
but from the other inconsistent main characters 
on which the plot of Measure for Measure relies. 

HUM[E]an Nature: A Willful Suspension of Disbelief 

"Nothing is more free than the imagination 
of man; and though it cannot exceed that original 
stock of ideas, furnished by the internal and exter
nal senses, it has unlimited power of mixing, com
pounding, separating, and dividing these ideas, in 
all the varieties of fiction and vision" (V.II. '° 1). 

Hume begins Part II of his section regard
ing "Skeptical Solution of these Doubts" with the 
notion that the freest faculty of the mind is the 
power of imagination. Though it is limited by the 
"original stock of ideas" which are dependent on 
that which is both inside and outside of the mind, 
it is unlimited in its capacity for conjunction. This 
is not the first time Hume has called upon the lim
itless "creative power of the mind" and it seems as 
if this aptitude to compound, transpose, augment, 
and diminish (II.'°5) our own perceptions and 
impressions is in fact not "unbounded liberty" in 
reality, but only in appearance. As Hume writes 
in Section I, "in every science, all human curios
ity must be bounded" (I.'°2). The suggestion that 
our imagination is limited makes me wonder if 
the chains are only from the external world, or 
is our imagination limited by something beyond 
the senses? If we were to imagine there were two 
bookends confining the faculty of imagination, it 
is clear the external world is a boundary on one 
side, but then, what is the bookend at the other? I 
am curious about the relationship betwixt imagi-

Haley Prickett (GI Al9) 

nation and belief. 
Conveniently, Hume inquires precisely 

this "wherein, therefore, consists the difference 
between such a fiction and belief?" (V.II.'°l). He 
then continues the exploration with the example 
of our ability to imagine a horse with a human 
head "in conception;' but "it is not in our power 
to believe, that such an animal has ever really ex
isted" (V.II.'°l). The external world is that which 
we can perceive by the senses and thoughts will 
always be inferior to perceptions. Hume writes, 
'l\.ll the colors of poetry, however splendid, can 
never paint natural objects in such a manner as to 
make the description be taken for a real landskip. 
The most lively thought is still inferior to the 
dullest sensation" (II.'°l). Thoughts, and there
fore imaginations, are always going to be inferior 
(less valid or true) to sensations we gather from 
the external world. The things we imagine are, by 
their own nature, things we cannot believe to be 
true (or possible) given what we have observed 
in the external world. This distinction of belief 
being grounded in possibility and imagination 
essentially floating in impossibility is a key to un
derstanding the relationship between the two. 

Hume equates imagination with "loose 
reveries of the fancy" (V.II. '°2) which is not, nor 
will ever be "matters of fact:' Hume writes that 
"the contrary of every matter of fact is still pos-
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sible; because it can never imply a contradiction, 
and is conceived by the mind with the same facil
ity and distinctness, as if ever so conformable to 
reality" (IV.I.'°2). Beliefs conform to one's experi
ence of reality, because the opposite is still possi
ble. This suggests that imagination can never be 
a matter of fact because the contrary of what is 
being imagined can be (perhaps is) more possible 
than the imagination itself. But, this same logic 
does not apply to beliefs; their contrary is no less 
possible, and that's why the belief materializes in 
the mind in a way that imagination is unable to. It 
seems as if Hume confirms this when he says "all 
reasonings concerning matter of fact seem to be 
founded on the relation of Cause and Effect. By 
means of that relation alone we can go beyond the 
evidence of our memories and senses" (IV.I.'°4). 
So, imagination does not have a proper and iden
tifiable cause, nor effect, and therefore cannot go 
beyond our memories and senses in the way that 
belief is able. Which seems to hold true: I cannot 
remember the things I have imagined in the past 
in the same way that I can imagine the things that 
I have believed in the past. It, therefore, seems ev
ident that imagination is distinct from both cause 
and effect in a way that belief is not. 

However, I think that beliefs (unlike 
imagination) can, in fact, become 'matters of 
fact; due to the feeling associated with beliefs. A 
belief is caused by something in a more concrete 
way than imagination. You can say you believe 
something, and you don't know why, but you just 
feel it to be the case, and that feeling itself is what 
makes the belief a 'matter of fact; because the sen
timent associated gives veracity, making its con
trary impossible in your mind. His definition of 
belief as being a "feeling or sentiment... which 
depends not on the will, nor can be commanded 
at pleasure. It must be excited by nature, like all 
other sentiments; and must arise from the partic
ular situation, in which the mind is placed at any 
particular juncture" (V.II. p). The need for belief 
to be "excited by nature" grounds belief in a way 
that imagination cannot be grounded, namely 
as a feeling within the mind. When he says this 
feeling is not willed but "excited by nature" in the 
moment, what does he mean? It could be that 
Hume is suggesting that the sentiment associated 

with belief is awakened not by the external world, 
but by the internal world. There is something in
herently human that allows beliefs to stick, rather 
than float into the aether. Hume's defining of be
lief as "an operation of the soul" and a "species of 
natural instincts, which no reasoning or process 
of the thought and understanding is able, either 
to produce, or to prevent" (VJ.'°8) suggests that 
belief is beyond the mind's will and capacity for 
reason. If belief is not being willed, but something 
that is occurring without conscious control, then 
what is causing belief? It could be that impres
sions from the external world cause belief, but 
that seems to confine beliefs to an individual, and 
we know that there are beliefs that are shared, be
yond an impression from the external world. 

Trying to make explicit this sentiment that 
is associated with belief is, admittedly by Hume, a 
nearly "impossible task;' because it's akin to try
ing to define what temperature or emotion feels 
like. Hume says that "every man is every moment 
conscious of the sentiment represented by [be
lief]" (V.II.'°.3). I believe I know what wetness, 
love, or fear feels like, but I can only know this in 
how I experience it, not in a way that I can explain 
it in words to another person. If we are conscious 
of this feeling associated with belief, then we are 
aware of what it is, yet we can only explain it in 
the form of analogy. Hume says, "belief is noth
ing but a more vivid, lively, forcible, firm, steady 
conception of an object, than what the imagina
tion alone is never able to attain'' (V.II.'°3). This 
is clearly associating belief to have a grounding 
and settling quality that imagination does not 
and cannot possess. In an effort of analogy, to re
mark that someone "has their head in the clouds" 
would be in reference to an imaginer, while the 
saying someone "have their feet on solid ground" 
would be a believer. 

The way in which one arrives in the 
clouds or firmly planted is important to the 
relationship betwixt belief and imagination. 
Hume writes, "the imagination has the com
mand over all its ideas, and can join and mix 
and vary them, in all the ways possible ... But 
as it is impossible, that this faculty of imagina
tion can ever, of itself, reach belief, it is evident 
that belief consists not in the peculiar nature 
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or order of ideas, but in the manner of their con
ception, and in their feeling to the mind" (V.II. '"3). 
Therefore, imagination emerges as fiction, and re
mains that way indefinitely. But, belief can change 
from fiction to truth, as a result of the conjunc
tion with the feeling experienced in the mind. 
This feeling distances the thought from the imag
ination and roots it in the mind's reality. If we feel 
something to carry weight or foundation in reality 
because we believe it to be so, then it naturally fol
lows we will not limit that idea as illusory but con
sider it more valid. This feeling cannot totally be 
explained, but is certainly apparent to the believ
er's understanding of reality. If we believe some
thing is absurd, then we will assume it belongs 
in the realm of fiction not fact, the former being 
reserved for imagination and the latter for belief. 1 

The sentiment of belief "gives them more 
weight and influence; makes them appear of 
greater importance; enforces them in the mind; 
and renders them the governing principle of our 
action" (VJI. '"3). This description fancies me to 
conjecture--can we associate the qualities of be
lief in the mind with the function of gravity in 
the universe to better understand what Hume is 
trying to say about belief? Gravity serves to keep 
things grounded, and prohibit them from sim
ply floating away into the clouds. As referenced 
above, Hume posits that belief is heavy and has 
a weight that imagination does not. He then pro
ceeds to give examples of impressions the senses 
have that serve as a means to transmit thoughts 
to the mind. Hume gives the example of hear
ing a friend in the next room being driven by 
that which was already known and felt forming a 
stronger impression in the mind than thoughts of 
an "enchanted castle" due to familiarity (VII.'"4). 
The things that are already believed, will be stron
ger impressions than any speculative impressions 
or imaginations that are not grounded in reality. 

I think this is why Hume uses the exam
ple of the "mummeries" of the Roman Catholic 
religion. The example functions as a way of ex-

1 He says imagination can never "of itself" 
reach belief ... is this true? Is that not what a mir
acle is? Is faith the ingredient that must be added 
for belief to have "weight and influence" in the 
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pressing and empiricising the belief, therefore 
making it more real for the believers. These per
formances and ceremonies are regarded as false, 
however they invoke a feeling in the participants 
that their beliefs are apparent in their physical 
reality (even if in an illusory way). Their ability 
to imagine that this pageantry serves to "enliven 
their devotion and quicken their fervor, which 
otherwise would decay" (V 11.'"7). A believer 
willfully suspends his disbelief (that the observ
able ceremony is absurd and pointless) and has 
faith that the activity is essential for his belief to 
take weight. And so, though the connection be
tween gravity and belief is nearly as absurd as 
these "mummeries;' it does serve as a way for me 
to identify and confirm my understanding of an 
idea. It is obviously a function of my imagination 
at work, but I believe the exercise of imagination 
helps me better understand that belief is a habit of 
the human imagination and not totally separate. 

Imagination and belief are re
lated in that each cannot exist without the 
other. The conjunction of the two is what 
is required for understanding to take root. 
Hume seems to equate custom with belief: 

Custom, is that principle, by which this cor
respondence has been effected; so necess_ary 
to the subsistence of our species, the regula
tion of our conduct, in every circumstance 
and occurrence in human life. Had not the 
presence of an object instantly excited the 
idea of those objects, commonly conjoined 
with it, all our knowledge must have been 
limited to the narrow sphere of our memory 
and senses; and we would never have been 
able to adjust means to ends, or employ 
our natural powers, either to the produc
ing of good, or avoiding of evil (VIl.'"12). 

This seems to confirm that belief is, in fact, 
a custom of humanity, and therefore a bookend to 
the faculty ofimagination. It is a part of what makes 
us who we are and allows for our operation as a 
species to continue and progress. If we believed 
nothing, then we would be constantly and increas
ingly destabilized. Therefore, belief is as essential 
for human progress as the external world is for 
imagination. Both (belief and the external world) 
serve as boundaries and limits that confine imag-

REFLECTIONS IN WRITING 

ination and limit it from taking root in how hu
man society functions, ensuring humans do not 
become a society with its heads in the clouds. In
stead, the conjunction of belief and the external 
world is the cause of custom: "the great guide of 
human life" (VI.'" 6). Notice, it is not the con-

junction of imagination and the external world 
that foster this great "guide;' but belief would 
be impossible without the faculty of imagina
tion. Perhaps custom is the result of all three
-belief, imagination, and the external world. 
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The Infinite and the Equal 

Many times in our math class we have 
been confused by why and how it is that Leibniz 
is able to create and tise new rules for applying 
algebra to differentials, creating Calculus. These 
new rules and different way of approaching in
finites and infinitesimals allows for a lot of beau
tiful math, but also for even more confusion, es
pecially when it comes to the equal. Leibniz does 
not merely declare the objects of his study nearly 
equal, he does not need to hide behind significant 
figures because he knows that the nature of infin
ity is to create equalities where there should be 
none. He uses this knowledge to create Calculus. 

First let us look at the ways that infinities 
create equalities where finite numbers would give 
us inequalities. In Cantor's set theory he gives 
the number of all integers on a line a name, N0 . 

This infinite magnitude seems to defy the natural 
laws of algebra since Cantor proves that N0 + n 
= N0 , where n is any natural number. This clear
ly violates the rules for equality expressed by fi
nite numbers since x+n=n+x and not x+n=x. 

N0 sets forth more complexities in itself be
cause it is also true that N0 + N0 = N0 which is 
another difference from the finite number set, 
since n+n=2n and not n+n=n. N0continues to act 
in this way for subtraction, multiplication, and di
vision. This blatant disregard for the finite laws of 
algebra can lead us to two conclusions about the 
infinite number N0 • It is not a number because it 
does not behave like the rest of the real numbers, 
even irrational numbers must abide by the laws 
of algebra. In fact the only other "number" to act 
in a similar way to N0 is 0, and there is still some 
debate over the legitimacy of calling 0 a number. 
However, if we accept both 0 and No as numbers 
then we must concede that they are separate from 
each other, and the rest of the set of real num-
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bers. Thus it seems that we now have three types 
of numbers: the set of numbers equal to zero, 
or empty set, Z={O}, the set of all real numbers, 
R={ ... , -1, ... , -0.0 ... 01, 0.0 ... 01, ... , 1, ... , n:, ... , n, ... }, 
and the set of infinite numbers I= { ~0 , ~, ,N2, .... }. 
Each set, and all the numbers contained within 
them, must be said to interact with the laws of 
algebra in different, but consistent, ways. 

The real numbers abide by all rules al
ways, zero disregards multiplication and especial
ly division, and the infinite numbers take no part 
in any of algebra's standard rules. This realization 
is hugely important to understanding the rules of 
Calculus because the infinitesimals, such as dx or 
1/ N0 are all also contained in the set of I. And 
as massive as N0 is 1/ N0isproportionallyassmall. 

Thus, when setting out to use such an in
finitely small number, such as dx, it has become 
clear that to attempt to use the regular laws of al
gebra would be futile, since the size of the infinite 
would swallow the rest of the numbers whole. 
This is why Leibniz must set out and discover 
the rules which govern the set of I. And we must 
abide by these rules with the same unquestion
ing mindset that allows us to use algebra without 
wondering why it is that 2+2=4 and not 2+2=2. 

And to ask for a definite description of 
why these new laws for the infinite function in 
the way that they do would be akin to attempt -
ing to describe the color red to a man who has 
been blind his entire life; both tasks are simply 
impossible because of the nature of the postulate. 
We can teach him about wavelengths, give him 
equations and theorems, but will he ever truly 
understand what it is to simply behold red? We 
postulate these laws to be true so that we may 
have Calculus, just as we postulate the color 
red to be the color or the thing we can call red. 
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Two Propositions on Conic Sections 

PROPOSITION 1 

If, through a random point on a given hyperbola, 
another hyperbola is described so that its asymp
totes are the same as that of the given hyperbola, 
the two hyperbolae will coincide at every point. 

Let there be a hyperbola ABC and its asymp
totes DE and DF, and let some point G be tak
en at random on ABC, and through G let an
other hyperbola HGJ be described so that 
DE and DF are also its asymptotes (II.4). 

I say that HGJ will coincide at every point with 
ABC. 

For if possible, let HGJ not coincide at ev
ery point with ABC, and let a straight line 
be drawn from D so that it cuts ABC and 
HGJ at different points K and L respectively. 

Since then DK and DL are straight lines that 
pass through the shared center of the two hy
perbolae, they are, respectively, diameters of 
ABC and HGJ. Then through G let straight 
line GMN be drawn parallel to DLK, intersect
ing DE at M and DF extended at N. Therefore 

rect. NG, GM = sq. DK, 
and 

rect. NG, GM= sq. DL (II.ll). 
And this is impossible. Therefore HGJ 
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will coincide at every point with ABC. 

PROPOSITION 2 
If a straight line drawn from the axial ver
tex of a given parabola at a random angle to its 
axis touches said parabola, it will also touch any 
chance parabola whose axis and axial vertex1 co
incide, respectively, with the axis and axial ver
tex of the given parabola; and if the straight line 
cuts the former parabola, it will also cut the lat
ter, and the lines cut off will be in the same ra
tio as that of the upright sides of the parabolae. 

Let there be a parabola ABC, its axis DB (II. 
46), and its upright side BE, and let a straight 
line BF be drawn from its axial vertex B at a 
chance angle, and let some other chance pa
rabola GBH2 be drawn with the same axis 
and axial vertex3, whose upright side is BI. 

I say that if BF touches ABC, then it will also 
touch GBH; and if it cuts ABC, then it will also 
cut GBH, and the lines cut off will be in the same 
ratio as that of the upright sides of the parabolae. 4 

First let BF touch ABC. I say that it will 
also touch GBH. For since BF touch
es ABC at B and DB is an axis, then 

BF...LDB (Def. 7, II. 5); 
therefore BF also touches GBH at B (Def. 7, II. 5). 

1. I define the axial vertex of a conic section as the vertex 
according to its axis, namely the intersection of the axis 
and the conic section itself. 

2. Diagrams only show when the parabolae are on the 
same side of their shared axial tangent, but it works even 
when they're on different sides. 
3. I have not found a proposition in Apollonius' Conics 
that explicitly allows this operation to be performed, 
namely to construct a parabola according to its axis and 
axial vertex. However, I do believe that it should be pos
sible, at least by way of constructing a parabola to desired 
dimensions, finding its axis, and constructing another 
parabola congruent to it with the desired axis. 
4. Touching and cutting are the only two possible situa
tions, since it is not possible for the straight line drawn 
from the axial vertex of a conic section to not meet it at all. 
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But then let BF cut ABC at M. I say then it will 
also cut GBH. 

For if possible, let it not cut GBH. Then it will 
touch it. Therefore 

BF...LDB (Def. 7, II. 5); 

therefore BF touches ABC (Def. 7, II. 5), and 
this is impossible, for BF cuts ABC at M. There
fore BF will also cut GBH. Let it cut at K. 

I say next that BM : BK : : BE : BI. 

For let straight lines MN and KO be drawn 
perpendicular to DB, intersecting DB at 
N and 0 respectively. Therefore MN and 
KO are parallel to BE and are ordinates 
of ABC and GBH, respectively. Therefore 

therefore 

sq. MN = rect. BE, BN, 
and 

sq. KO= rect. BI, BO (I.ll), 

sq. MN : sq. KO : : rect. BE, BN : rect. BI, BO, 
therefore 
MN: KO comp. MN: KO: : BE: BI comp. BN: BO, 
but 

MN: KO : : BN: BO : : BM: BK, 
therefore 

MN : KO : : BE : BI : : BM : BK. 
Notes 

Both of these propositions compare the 
shapes of conic sections of the same genus, using 
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a geometrical method that tries to follow the Con
ics of Apollonius as much as possible. In a sense, 
both showcase the uniqueness of their respective 
curves, but each in their own way. Proposition 
1, which is in itself quite simple, can be seen as 
an extension of Apollonius' II. 4. It clarifies that, 
under a given set of asymptotes and through a 
given point not on either asymptote, there can be 
constructed one and only one hyperbola, thus es
tablishing the sufficient criteria for determining a 
unique hyperbola. 

Proposition 2 was inspired by a YouTube 
video5 explaining that any two parabolae are 
similar to each other. I had never come close to 
considering the fact that all parabolae are simi
lar-such a claim does not seem, at first glance, 
plausible at all, since some are clearly "wider" or 
"taller" than others. However, upon further con
sideration and calculation, it seemed to be an in
evitable fact, and I set out to prove the theorem 
using (mostly) Apollonian methods. I attempted 
to phrase the enunciation in such a way that pre
supposes as little as possible, and as a result what 
I had actually set out to prove might have become 
less than obvious. However, it seems sufficient to 
state a lemma that connects the Euclidean notion 
of similarity between figures to the situation de
scribed in the enunciation: 

LEMMA 
Two figures are called similar if, when a 

straight line is drawn from a point on each of the 

5. https://www.youtube.com/watch ?v=hoh4 TmPzul w 
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figures at the same (random) angle, they ei
ther both touch their respective figures, or 
both cut them, and when they cut them, the 
lines cut off are always in the same ratio. 

With this in mind, in order to compare 
the shapes of different parabolae, my intuition 
was that it was necessary to find a common frame 
of reference, so to speak, for both parabolae, and 
that their axis would be a good place to start be
cause of the perpendicularity it offers with its 
corresponding diameters and its tangent-if all 
the parabolae are aligned according to their axes, 
then it seems that a variable could be eliminated 
to aid the comparison. In fact, I was under the 
impression that I would need to come up with 
another proposition by myself in the vein of II. 
46 before I stumbled upon it. It could be entirely 
possible that I am being influenced by the Carte
sian coordinate system, and that it is not strictly 
necessary to carry out this proposition with the 
help of axes at all. Even so, it seems that finding a 
consistent foundation upon which one can prove 
such theorems is inevitable, and that even if one 
were to disregard the axis, some other "fixed" line 
or point needs to be brought in to take its place. 

I may not have license from Apollonius 
to do what I chose to do, which was to put two 
parabolae together, with their axial vertices co-

inciding with one another's, since there does 
not seem to be any instance in the whole book 
where two conic sections are put together in that 
manner, except in the case of opposite sections 
(which can be argued to constitute only one set 
of sections) and conjugate sections. Even in these 
two cases, the sections themselves do not meet 
at any point, unlike the situation in this propo
sition (or the first proposition, for that matter). 

The plausibility of the last part of the prop
osition seems to me to hinge on the equation with 
which we are presented at the end of I. 11, name
ly that in a parabola, the square on an ordinate 
is equal to the rectangle contained by the corre
sponding abscissa and the upright side, neither 
exceeding or falling short, as in the case of the 
hyperbola or the ellipse, respectively. If one were 
to devise similar propositions for these other two 
kinds of sections comparing the lines cut off from 
the axial vertex, one might still get a ratio, albe
it not one of upright sides simply, but something 
more complicated, and dependent upon the angle 
at which the cutting line is drawn. For the parabola, 
on the other hand, it seems to me that this propo
sition should be enough to say that all of them are 
similar, since the ratio between the lines cut off 
is not dependent on the cutting line's orientation. 
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Beet, Beethoven 

Zuckerkandl defines musical structure as 
the "relationship of successive parts to the tem
poral whole:'1 What is the role of a repeat in cre
ating such a structure? But before we get to that 
question, let us first examine the text and address 
an important claim of his. He claims: "Nowhere 
in music is repetition a mere saying again of what 
has been said before;'2 and that concept seems 
crucial to understanding the place of repeats in 
musical structure. In what way is a repeat some
thing new and not just another 500 bricks next 
to an original 500 bricks? Generally, music does 
not feel that boring. This investigation will look at 
third movement of Beethoven's Sonata Op. 109. 
More specifically, there are two parts to investi
gate in the beginning of the piece: the first repeats 
in the opening section (measures 9 and 16), and 
the second pair of volta bracket repeat3 in the first 
variation (Var I, measure 16). 

Now, the first repeat serves a very straightf 
orward purpose. At the first repeat in measure 8, 
the soft, low notes ending on a two-tone chord 
leave the listener ready for more music. This hol-
1. P.83, The Sense of Music 
2. P.87 
3. The name for repeats that appear 1. __ and 2. __ , 
which indicate to the performer that the repeats should 
be taken differently, depending on how many repeats have 
elapsed. 

finnu_quoll mil innigsll'r E111pf'i11dung. 

Anonymous 

low feeling gets resolved with the original chord 
of measure 1, and the tone is so unmistakably the 
same as the original opening that the listener is 
now, at least semiconsciously, aware of what the 
first unit of music will be like. This awareness 
includes understanding of melody, rhythm, and 
duration. 

Should the first section have continued to 
repeat, it seems as though this would start to feel 
very quickly like a second pile of bricks set next 
to an older one. Yet in the ninth measure, the hol
low two-tone chord is hollowed out further, then 
filled in with something new in the second beat of 
the same measure: we have gone from B-D# to B, 
followed by D#-B- F#. What was felt as a major 
chord has been fulfilled. At this point, the B Ma
jor chord is not new; in the first four measures we 
already experienced it a few times. What is new 
is its placement in the motif, enabling our ear to 
identify a change. 

In this second section of the opening, rep
etition continues to help define a unit: the dura
tion stays the same and the rhythmic pattern is 
echoed. However, the melody line has changed 
significantly. Zuckerkandl says "Ultimately all 
musical structures ... will appear to be based on 
tonal dynamics"4 and that is important to keep in 

4. P.83 

Andante molto cantabile ed espressivo. 
mrr. 'za ooce .-----.-. _..----...., 
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mind for the second repeat in the first section. 
Rather than end with something hollow, measure 
16 ends with something full, an E Major chord (E 
Maj) and returns to a hollow B octave. Here, the 
same thing that was a further hollowing out from 
measures 8-9 has become an emphasis on the {5} 
of the chord from measure 16 back to measure 9, 
demonstrating the truth of Zuckerkandl's state
ment on repetition: "Now here in music is repetition 
a mere saying again of what has been said before:' 

Now, it has been hinted at but should be 
stated clearly: the repeats in the opening section 
make the piece feel very circular. Once we finish a 
repeat, we know where we are, and that knowledge 
lets us guess more about where we are going. Af
ter the repeat it is obvious to the listener that there 
has been a return of sorts, and by the time the re
peat is approaching the end, the listener is ready to 
move on to another cycle. This type of circular re
peat is not quite the same as the repeats that come 
up in the second section: volta bracket repeats. 

First, a quick technical breakdown of 
what the volta bracket repeats are doing here: at 
measure 8, there is a certain way to return to mea
sure 1. At measure 8: there is a certain way (mea
sure 9) to continue through measure 16, which 

VAR I. 
l\lolt' espressiYo. > 

• .a. ,,.-:::,, .... ~ 

differs from the second time we go through the 
same few measures, since measures 9' and 16' clif
f er from their originals. At first, these differences 
seem miniscule, but all of them carry something 
important. We will look at 9 vs 9: 

There is one difference in each voice and 
they both occur on the first measure: rather than 
B#-D# we get B in the left hand in 9: while it goes 
from an octave grace note jump from B-B in 9 
to F#-B in 9: The immediate consequence of this 
change is that it briefly disguises the chord in the 
second beat, before the third beat reveals its sim
ilarity to the original measure 9. The short-term 
consequence is manifested in measure 10. The 
grace note interval there was originally smaller 
than its predecessor, but has now become larger, 
and furthermore, because of the change to start -
ing from F#, it now feels like a descending inter
val rather than a shrinking one. 

Even more than that, there is still a long
term consequence from this change: in measure 
13, the A-A grace note jump feels new. With the 
precedent of the B-B being painted over by the 
F#-B in 9: the effect of an octave strikes the ear 
that feels less familiar than it did in the initial run 
through. Here the repeat seems to have done so-
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mething incredible: it used the same segue in 
the latter halves of 9 and 9', but has put us in a 
totally different place by changing only the first 
heat's interval and its respective harmony. It 
seems even truer than before that "Nowhere 
in music is repetition a mere saying again of 
what has been said before:' Measures 10-13 al
ready feel very different between the first and 
second hearings, and by extension, how could 
the other measures feel exactly the same when 
their context feels so different? A slight rip
ple in the repeat has affected the entire section. 

So, the differing.relationships of successive 
parts in repeats have been made clear. In the first 
instance, different contexts gave the same B oc
tave a very different hearing: an empty root vs. an 
emphasized {5}. In the second instance, a switch 

from a PS to a P4 turns an entire section into a 
novel pleasure for the ears. And these things are 
only understood as temporal wholes once we ap
proach the end - it would be much harder to re
alize what needed to be restated without actually 
sensing it. Perhaps 'need' is a strong term here, but 
truly I appreciate Beethoven's command over the 
art when he can take an already wonderful motif 
and make me enjoy it a second time. This makes it 
stronger than simply a 'want' or 'desire' for me - it 
is a 'need' because I was entirely unaware of (and 
thusly could not desire) how suitably the thing it -
self could serve as a successive part. One of Zuck
erkandl's most controversial claims for me is his 
assumed 'law of symmetry', but I cannot deny 
the amount it resonates with this conclusion. 
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The Nature of Animals in Aristotle 

We can observe the nature of an animal 
through the activities it performs with its materi
al form. A fish can seem jumpy in that it quickly 
changes directions while swimming. We can see 
the predatory nature of a cat when it begins to 
get low and focus on some object we shake in 
front of it, as if it were stalking prey in the wild. 
Aristotle speaks of certain types of blood being 
coupled with characteristics in Parts of Animals 
Book 2, Chapter 4, "the animals that are exces
sively watery are more timid" (650b 25). Look
ing at these examples we could say the parts of an 
animal effect its psychology. Consider the cat: it 
is built like a predator with strong legs that help 
it run and pounce, a tail to keep balance while 
climbing, eyes that can see in the dark where I 
could not, and the cat also appears to have a sense 
of hearing that can help it locate prey. I imagine 
that the cat, as it grows, experiences the world in 
a very peculiar way, which shapes what we see 
as the nature of the cat in the same way Strauss 
would say that the material form of the human 
being affects its nature. Aristotle discusses the 
generation of animals in Parts of Animals Book 
1 Chapter 1. I would look here to ask: do the 
parts of an animal affect the nature of an animal? 

For Aristotle, it would be an incorrect 
account to say that the reason a part has a cer
tain form is because it became that during gen
eration. He gives the example of a prior philos
opher, Empedocles, stating that the spine has 
the form it does because it is broken and twisted 
during growth; he claims that this is an incor
rect account because the parent already has that 
characteristic when it begets the offspring, and 
the seed which becomes the animal already has 
the characteristics in potential. Think of the vari
ations among human beings: if two parents, the 
mother with blonde hair and the father with dark 
hair, have multiple children, and some have dark 
hair while some have light hair, we say that it is 
because of the mother that the light-haired chil
dren are the way they are, and we'd say the same 

William Harrington (A20) 

of the dark-haired children. Similarly, when we 
mix breeds of dogs, we observe that the potenti
alities of both parents become mixed in the off
spring and it partakes of characteristics of each. 
This is the way that Aristotle would give an ac
count of why an animal has a certain material 
form: because it is a reproduction of its parents, 
and in generation it is growing in order to fulfill 
the potentiality present which was passed on by 
its parents. The cat forms as it does because of the 
potential which is present in it; and that poten
tial exists because of its parents. This is especially 
important when considering the parts of animals. 

Aristotle says "Hence it would be best to 
say that, since this is what it is to be a human be
ing, on account of this it has these things; for it 
cannot be without these parts" (640a 35). As an 
animal has its particular material form, and it 
cannot be what it is without that form, its parts 
grow in order to fulfill that being. With this, Ar
istotle is widening the scope of his account. It is 
not merely that the animal is growing towards 
the form of the parents, but that the potentiali
ty which is passed onto the offspring is really 
the very being of the animal. For there is already 
the being of an animal (the "what it is to be a 
human being'', in the quote) present in the par
ent, and present in the grandparents, etc. which 
is passed along as potentiality. That potentiality, 
which is what each animal is growing to fulfill, 
and what is the cause of each part growing the 
way it does, is actually the being of the animal. 
The account looks at things from the opposite di
rection of my earlier supposition. For Aristotle it 
is the being of the animal which . is the cause of 
the material form of the animal becoming what 
it is; it is not the parts of the animal which are 
the cause of its nature. It seems Aristotle would 
rather say that because the cat is predatorial, the 
parts would form to fulfill that. But this account 
seems shaky. We don't have an account of where 
this being comes from, or where it is found, and 
how it affects the growth in the way that it does. 
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There is another quote which reminds me of 
the shaky account that I have taken from the last 
quote: "generation is for the sake of substantial be
ing" (640a 15). It seems the way forward, and to 
tie down what Aristotle's account is, is to investi
gate substantial being, this thing that generation 
is "for the sake of.' For Aristotle speaks of "that 
for the sake of which" as a kind of cause. It is like 
building a house, in which you take raw materi
als and transform them into another thing, either 
transforming what the material is (a tree into lum
ber, and then into planks of a specific size) or the 
configuration of the materials (putting down the 
planks as flooring, or putting them together to form 
a doorway) for the sake of the house. In the same 
way we talk of generation, which is the transfor
mation and configuration of natural materials, for 
the sake of substantial being. So it needs to be un
derstood what exactly substantial being is and, in 
virtue of what it is, how it directs the natural ma
terials to grow into the natural form of the animal. 
When we look at an animal, we are looking at a nat
ural being, but its nature is observed by us in two 
ways. The first is its material form; what has grown 
out of the natural material, and what we would rec
ognize as the physical body of an animal. But that is 
not all of what we call an animal, for a cat's corpse 
is not exactly a cat, inasmuch as it no longer is be
having like a cat, nor is behaving at all. Substantial 
being is the other form of nature, that which is not 
the material form of the animal, but the part which 
is expressed through the animal's actions. However 
it is not a kind of life-force only; substantial being 
must be different for each different kind of animal. 
For we not only describe animals by their form, but 
also by their characteristic actions. Wolves hunt in 
packs, while large cats tend to hunt alone; dogs are 
fond of their owners, while domestic cats tend to be 
more aloof. This is as much a part of our understand 
and classification of animals as mere physiology. 
And this is what Aristotle means when he says "the 
nature of something is spoken of and is in two ways: 
as matter and as substantial being. And nature as 
substantial being is both nature as mover and nature 
as end:' (641a 25). When we want to know what a 
person is like, we want to know what they what mo
tivates them: what moves them to do what they do, 
and what their goals are. To understand these com-

pletely about one person would be to know what it 
is to be that person. To understand that about one 
kind of animal would be to know what it is to be 
that animal. On account of substantial being, the 
animal has its particular parts, following Aristotle's 
statement that "since this is what it is to be a hu
man being, on account of this it has these things''. 
I'll restate the quote that "generation is for the sake 
of substantial being''. Knowing what substantial be
ing is, we now need to know, in virtue of what it 
is, how it affects generation. Aristotle gives the ex
ample of an axe the substantial being of which is to 
split, and so it must, out of necessity; be hard, and 
out of necessity be shaped into a point. ( 642a 4 5) 
When the material body is being composed, it, in 
this same way, must be made from certain materi
als, and organized according to the necessity of its 
substantial being. The fish must have the scales and 
fins it does, for part of its substantial being is to live 
and find nourishment in the water rather than on 
land; the cat, as a predator, must have those sharp 
ears and all the other parts special to it, because 
being a predator is a part of its substantial being. 
In Aristotle's account, it is the nature as substantial 
being of an animal which is directing the natural 
material to form, reform, and arrange themselves as 
is necessary for the substantial being of the animal. 
"Generation is for the sake of substantial being:' 
In this account however, I can certainly say that the 
parts have little to do with the nature of the animal 
(by which I mean the way the animal acts). For the 
nature observed, in this meaning, is the animal's 
substantial being, and it is this which directs the an
imal into its material form. But in this account it is 
still possible that, for each individual animal, their 
nature is formed by the way in which they experi
ence the world, which is very closely tied to their 
material form. For example a cat reacts to sounds 
we cannot hear, because their ears are formed to be 
more perceptive than ours; and after growing from 
a kitten into a mature cat, and learning to use this 
sense, in the same way we use our hands, it would ex
perience sound in quite a different way than us. But 
I'm not sure what this would mean for substantial 
being, as I feel like it would force me say that there 
are two kinds of substantial being: a kind of form, 
which directs the growth of the animal, and the kind 
which presents itself to us in activity of an animal. 

Notes: 
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