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        ur souls were made to feed on Beauty.  Truth, Goodness, and Beauty, the 
permanent things at the core of Christian classical education, are not three 
separate entities: they are all facets of one reality.  They are, in fact, facets 
of the One Reality, God Himself.  To emphasize Truth and Goodness and 
ignore Beauty is to diminish Goodness and reduce Truth to something less 
than what it is.  The rationalist’s lie is that Truth in its purest form is a clearly 
stated proposition: for instance, God gives me all that I need and protects me 
from harm.  True.  But consider, “The Lord is my Shepherd; I shall not want.”  
True and beautiful; this speaks to my mind and feeds my soul.
 “For the truth that reason seeks is not within its own unaided reach,” 
says Stratford Caldecott in Beauty for Truth’s Sake.  Our ability to apprehend 
beauty enables us to know truth.  Caldecott goes on to say: 

Now there is a common notion that beauty is nothing more than 
a subjective response of man, based on the pleasure that he takes 
in seeing what appeals to his fancy.  Nevertheless, there is much 
evidence that beauty is not an arbitrary response that happens to 
‘tickle’ us in a pleasing way.  In science, for example, one sees and 
feels the beauty of a theory only if the latter is ordered, coherent, 
harmonious with all parts working together to form a unified total 
structure.  But these properties are necessary not only for the beauty 
of the theory, but also for its truth.                                                                               

Beauty and truth cannot be separated.
 While there is beauty to be found in every subject, the fine arts play 
a unique role in training the senses to apprehend and appreciate beauty.  
Beauty reaches us through our senses, and it cannot be denied that the 
element of taste is involved in what one finds beautiful.  Nevertheless, this 
does not mean that beauty is purely subjective.  One’s senses can be trained 
to recognize what is truly beautiful.  A wine taster, for instance, has a highly 
trained sense of taste.  As C.S. Lewis points out in The Abolition of Man, the 
ancients believed that at the heart of education was training in “ordinate 
affections” or “just sentiments.”  And so, in art classes, music classes, and 
drama, Christian classical schools are not just providing opportunities for 
original self-expression; they are cultivating a taste for that which is beautiful 
in word, in song, in paint, and in plaster.  I hope that the articles in this issue 
help you see how important this aspect of our task is, for we must provide as 
many opportunities as possible for our students to be stabbed by beauty and 
thus hear the call of the One Who is Beauty Himself.

LINDA DEY,  EDITOR
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T      he three “absolutes,” according to classical thought, are 
the true, the good, and the beautiful.   Postmodernists say 
“there are no absolutes,” insisting that truth, goodness, 
and beauty are all relative.  Christians and cultural 
conservatives in general tend to disagree when it comes 
to the objective, transcendent reality of truth and moral 
principles, but they often sound just as postmodern when 
it comes to beauty.  They say of aesthetic judgments what 
postmodernists say of truth claims and moral principles, 
that they are nothing more than subjective preferences, 
that they are just personal choices, that one position is 
just as valid as another, and that they don’t really matter 
anyway.  
 The whole category of “beauty” seems to be 
slipping away, to our great  impoverishment.  Not that the 
visual arts are in decline.  Neil Postman warns that our 
culture is becoming more and more visually-oriented at 
the expense of language itself.  Our major cultural artifacts 
are now movies, videos, online imagery, and product 
design.  Classical educators must remain champions of the 
book, but teaching about the fine arts can help students 
navigate the new visual landscape.  More importantly, it 
can help them develop aesthetic standards so that they 
can tell the difference between what is beautiful and 
meaningful and what is ugly and trivial.  Having an 
education in the fine arts can also help students grow in 
their tastes as they learn how to take pleasure in what is 
objectively worthy.

The fine, the useful, and the liberal arts
Classical education is built around the “liberal arts,” which 
many people assume incorrectly to be about “artsy” things 
as opposed to what is “scientific” or “practical.”  But the 
word “art,” in the classical sense, simply means “skill,” 
referring to the human capacity to make and do things.  
The liberal arts are the skills necessary for the formation 
of a free human being (the Latin word for freedom, liber, 
giving us both liberal and liberty).  
 Then there are the useful arts, the skills needed 
for practical living and for contributing to the economy.  
Thus we have the art of farming and the art of medicine.  
Today we would consider being able to drive a car or to be 

proficient on a computer as useful arts.
 The fine arts are skills exercised for their own 
sake, making something sheerly for its meaning and its 
beauty.  “Fine” refers to the purity of its motive.  When 
you scribble a picture in your notebook, you are not trying 
to do anything useful.  You do it for your own pleasure 
because you can.  A good artist can draw a picture to hang 
on a wall, allowing others to enjoy it.   I myself would 
classify sports as a “fine art,” since running and throwing 
and playing games are being performed for their own 
sake—as opposed to performing these activities in a useful 
art, such as hunting or warfare—but more usually today 
the term is used to refer to the purely aesthetic creations of 
the visual arts (painting, sculpture, drawing, photography, 
and the like).
 To be sure, the liberal, the useful, and the fine 
arts overlap.  The visual arts as employed by a graphic 
designer or a filmmaker can have a commercially useful 
end.  A liberal arts education, in teaching skills such as 
reading and logic and arithmetic, can be quite useful.  
Music is an aesthetic creation with all the qualities of 
the fine arts, though it is also categorized as one of the 
seven liberal arts.  Drawing used to be taught as part of 
the liberal art of geometry.  My thesis here is that the fine 
arts should be incorporated into a liberal arts education 
because they too are helpful in the formation of a free 
human being.

Classical art
The fine arts in Western civilization—we will focus on the 
visual arts, but this also applies to literature, music, and 
other aesthetic creations—have tended to vacillate between 
two styles and approaches:  the classical, which is based on 
imitation of an objective order, and the romantic, which is 
based on creation and human subjectivity.
 Artists working in the classical style try to capture 
the appearance of a natural scene, a human face, or a 
universal truth.  Classical artists will arrange colors and 
shapes into more or less realistic images, arraying them 
according to time-honored principles of composition and 
design.
 Artists working in the romantic style are trying 

Fine Arts and the Liberal Arts
by Gene Edward Veith
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to create something that has never existed before.  They 
are typically expressing themselves, that is, trying to find 
an external form for their subjective emotions, internal 
struggles, or personal preoccupations. 
 Classical education, one might think, would 
emphasize the classical approach to art.  But it is not 
so simple.  In reality, each work of art in any style will 
typically contain elements of both.  A very realistic 
painting will still be marked with the artist’s creativity.  
A very expressionistic painting will still draw on the 
objective qualities of color, light, and composition.  Some 
abstract art comes from the artist’s own inner impulses, but 
other abstract art follows classical aesthetics in its concern 
with geometric shapes, experiments with color, and 
aesthetic designs.  
 Also, classical Christian educators must remember 
that creation is a distinctly Christian concept.  Pagan 
civilizations, including the ancient Greeks and Romans, 
had no conception of creation ex nihilo (from nothing).  
Even in their so-called creation myths, the universe is 
made out of some kind of pre-existing matter.  That 
pagan art is based on imitating the natural order comes, 
at least in part, from pagan nature-worship and idolatry.  
This is why the Ten Commandments warn against the 
religious use of “graven images,” including “any likeness 
of anything that is in heaven above, or that is in the earth 
beneath, or that is in the water under the earth” (Exodus 
20:4).  The ancient Hebrews, like today’s Muslims, would 
not make representative art.  Instead, they cultivated 
non-representative art—swirling lines, geometric shapes, 
intricate colors, and other abstract forms (think of the 
complex designs on Persian carpets).  Not that the Bible 
absolutely forbids representational art—the Temple was 
full of it, by God’s command—but later Christians would 
see all of the arts as a faint shadow of God’s creativity 
carried out by human beings made in His image.  Early 
Christians rejected the truth of the pagan myths, but 
preserved them as delightful and instructive stories, 
thereby inventing the concept of fiction.  Medieval 
story-tellers cultivated the genre of fantasy—known 
as “romances”—and their visual artists illuminated 
manuscripts with intricate abstract designs.
 So Christians should not be immediately 
dismissive of non-representational or Romantic art.  One 
could argue, though, that in our highly-subjective, self-
oriented culture, it is the classical approach to art that 
is getting short shrift today and needs to be transmitted 
lest it disappear.  Also, the elements of classical art have 

served as the foundation even for the best experimental, 
expressive art. 
 So classical schools should teach classical art.  Just 
as they teach “the great books,” they can teach “the great 
paintings.”  In doing so, they will study the whole array 
of artistic styles and how they demonstrate in different 
combinations both imitation and creativity.

Art and Classical Pedagogy
The way art is typically taught in today’s progressive 
schools is to give young people the opportunity to make 
their own art.   Kindergartners smear paper with finger 
paints for their parents to put up on the refrigerator; 
high schoolers cut out pictures from magazines to make 
collages to express how they feel. The romantic approach 
to art with its creativity and focus on the artist’s self-
expression is the only kind of art even considered.   
 A liberal arts approach to art education is not 
concerned with turning out professional artists—there are 
specialized vocational schools for that, which can come 
later for students with that calling—but with the universal 
human appropriation of beauty.   We don’t ask young 
people to write novels before they learn to read them.  Not 
everyone has artistic talents, but everyone can learn to 
enjoy and learn from a work of art.  
 A liberal arts approach will not take art simply as 
an isolated, highly specialized field.  Rather, it will show 
the connection of the visual arts to other fields—history, 
literature, philosophy, theology, and to other art forms 
such as music and architecture—as well as to the human 
condition that transcends time and place.  
 John Ruskin, for example, said that the teaching 
of drawing is the best way to teach morality.  The kind of 
realistic drawing that he had in mind requires students 
to think outside themselves, to attend to the objective 
universe, thereby subordinating themselves to the real 
world.   Both art and morality require such a mindset.  
 Classical pedagogy revolves around the trivium—
the three liberal arts of grammar, logic, and rhetoric—
which applies well to the teaching of the fine arts, not just 
as a developmental model but as a conceptual guide for 
teaching.
 There is a grammar of the visual arts, the basic 
facts, information, and concepts that  make up the 
elements of a work of art.  Students would learn the 
color wheel, how all colors are combinations of the four 
primary colors.  They would learn about shapes and 
forms, materials and techniques, the laws of perspective, 
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and different composition strategies.   They would learn 
about the various genres of art—landscapes, portraits, still 
lifes, narrative paintings, abstraction, etc.  Eventually, they 
would learn to recognize different artistic styles and how 
to recognize the work of a particular artist.  They would 
gain a vocabulary with which they can talk about art and 
reflect on it.
 The logic of art would involve learning how to 
understand a work of art.  Why is this work significant?  
What does it mean?  How does it mean?  
 This is more than simply identifying the world 
view that lies behind the painting.  That can be part 
of understanding a work of art, but often Christian 
approaches to art neglect the artfulness of the work.  
Instead, they use art as a prop to talk about worldview 
issues.  The worldview of the artist and the times may be 
part of understanding the “logic” of the work of art, but 
a study of the art itself must involve understanding the 
artistic issues as well.   What does the artist do to express 
his worldview so powerfully?  Why is this painting so 
treasured after so many worldviews have come and 
gone?  What makes this painting so great?
 The logic phase of learning about art would 
study important works of art and important artists.  
It would arrive at aesthetic standards and practice 
evaluating works of art.   In classical pedagogy, logic 
is taught by “dialectic”—that is, by talking about the 
works of art, discussing them, with the teacher asking 
questions that lead students into their own discoveries 
and insights.
 The rhetoric phase involves students 
creatively applying what they have learned in their 
own projects and compositions, which can be done 
with art as well as with language.  Here students 
do create art of their own—drawing, painting, 
filmmaking—but instead of the progressive mode of 
starting and ending with the making of art with little 
attention to learning about the arts, classical pedagogy 
will encourage creativity working from the foundation 
of aesthetic knowledge and understanding.
 The result will be art students who know 
what they are doing.  They will not all have artistic 
talents that will turn them into artists.  But they will 
know enough about an  art form, including having 
tried to do it themselves, that they will appreciate 
seeing it performed well.   They will constitute what 
artists need and what the arts themselves need in 
order to thrive, an informed audience.  And the 
students themselves will, as they grow up, become 

the beneficiaries of beauty, as it is connected to the other 
absolutes of truth and goodness.

Dr. Gene Edward Veith is Provost and Professor of Literature 
at Patrick Henry College.  He is the author of 18 books on 
topics involving Christianity and culture, classical education, 
literature, and the arts.  They include Postmodern Times, 
The State of the Arts, The Spirituality of the Cross, God at 
Work, Modern Fascism, Classical Education, and Loving 
God With All Your Mind.

Dr. Veith previously served as the Culture Editor of World 
Magazine.  He was on the faculty for 19 years as Professor 
of English at Concordia University Wisconsin, where he also 
served for six years as the Dean of the School of Arts and 
Sciences. In addition he serves as the director of the Cranach 
Institute at Concordia Theological Seminary in Ft. Wayne, 
Indiana.  



6 Winter 2013 • Society for Classical Learning

harmony

Hearing Heavenly Harmonies
by Ken Myers

    n the early 1960s, Flannery O’Connor addressed a group 
of English teachers concerning the aims and methods 
of teaching fiction. She said that she (as a novelist) and 
the teachers “should be able to find ourselves enjoying a 
mutual concern, which would be a love of the language 
and what can be done with it in the interests of dramatic 
truth.” Having rejected a view of literature which was 
moralistic or utilitarian, she declared: “It is the business of 
fiction to embody mystery through manners, and mystery 
is a great embarrassment to the modern mind.”
 O’Connor assumed that the teachers she was 
addressing were eager that their students not be captive 
to the prejudices of the modern mind. After all, she knew 
(as expressed in one of her letters) that “if you live today 
you breathe in nihilism.” Since the modern mind was 
disoriented, popular fashions and fads in literature and 
typical habits of reading were disordered. So the challenge 
facing the teacher of literature was a great one. “I don’t 
know whether I am setting the aims of the teacher of 
English too high or too low when I suggest that it is, partly 
at least, his business to change the face of the best-seller 
list.” Teachers could effect such a change by instructing 
their students to attend to the form of literary works, since 
“the form of a story gives it meaning which any other form 
would change, and unless the student is able, in some 
degree, to apprehend the form, he will never apprehend 
anything else about the work, except what is extrinsic to it 
as literature.”
 In an essay written at about the same time, 
O’Connor offered advice for the selection of fiction to be 
taught in high-school classes. She concluded her brief 
remarks by anticipating an objection: “And if the student 
finds that this is not to his taste? Well, that is regrettable. 
Most regrettable. His taste should not be consulted; it is 
being formed.”
 The work of teaching everything, not just 
literature, is about forming taste, about guiding the loves 
of students. The modern mind, as Miss O’Connor knew, 
finds such a task uncongenial. Modern men and women 
resent the idea that their emotional responses need to 
be trained, since modern thought has taught us that our 
instinctive, untrained desires are the most honest, the 

most sacred part of our being. We have come very far 
from a Christian, or indeed, a classical anthropology and 
psychology. 
 The classical tradition—reaffirmed by the 
Christian tradition—insists that education is nothing if not 
the training of the affections. As C. S. Lewis observed in 
The Abolition of Man (his most important book), “Until 
quite modern times all teachers and even all men believed 
the universe to be such that certain emotional reactions on 
our part could either be congruous or incongruous to it—
believed, in fact, that objects did not merely receive, but 
could merit, our approval or disapproval, our reverence, 
or our contempt.” Lewis also noted that St. Augustine 
defines virtue as ordo amoris, the ordinate condition of 
the affections in which every object is accorded that kind 
and degree of love which is appropriate to it. “Aristotle 
says that the aim of education is to make the pupil like 
and dislike what he ought. When the age for reflective 
thought comes, the pupil who has been thus trained in 
‘ordinate affections’ or ‘just sentiments’ will easily find 
the first principles in Ethics: but to the corrupt man they 
will never be visible at all and he can make no progress in 
that science. Plato before him had said the same. The little 
human animal will not at first have the right responses. 
It must be trained to feel pleasure, liking, disgust, and 
hatred at those things which really are pleasant, likable, 
disgusting, and hateful.”
 It is heartening that a growing number of 
Christian educators are recovering an understanding 
for the lost goals of teaching. But there is a great deal of 
ground to be retaken. The most challenging recovery 
involves our perception of music. As is well-known 
among the readers of this journal, music—along with 
arithmetic, geometry, and astronomy—was one of the four 
disciplines included in the quadrivium, the “four ways” 
which completed the classical trivium of grammar, logic, 
and rhetoric, and which together comprised the seven 
liberal arts. If you wanted to prepare to study theology 
and philosophy in a medieval university, you had to study 
music first. Music was the experience of the numeric 
realities of the cosmos, in time, through the senses. Even 
today, people describe music as a way of ordering time, or 

I
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a way of perceiving the order that is time.
 One of the manuscripts in the library of Johann 
Sebastian Bach was a treatise on counterpoint written in 
1725 in which the author, Johann Joseph Fux, referred to 
“art which imitates and perfects nature, but never destroys 
it.” This idea, first articulated in Aristotle, was one that 
the very Lutheran Bach also embraced. As Bach scholar 
Christoph Wolff argues, “For Bach, art lay between the 
reality of the world—nature—and God, who ordered this 
reality.” In Bach’s thinking and in his compositional efforts, 
musical structure—harmonia, in the Latin terminology 
of the day—ultimately refers to the order of nature and 
to its divine cause. Or, as one of Bach’s students wrote, 
“Music is a mixed mathematical science that concerns the 
origins, attributes, and distinctions of sound, out of which 
a cultivated and lovely melody and harmony are made, so 
that God is honored and praised but mankind is moved to 
devotion, virtue, joy, and sorrow.”
 In his biography of Bach, subtitled The Learned 
Musician, Christoph Wolff presents Bach as a musical 
Newton, as a man consciously committed to discovery of 
and delight in the ways of God in creation, specifically as 
those ways could be known in musical form.
 Bach believed that there was a perceptible order 
in the universe, an order that should serve as a model for 
human making and doing, for art, as well as for science, 
for our relationships, for law, for agriculture, for politics, 
and, perhaps most importantly, for the life of the Church. 
In other words, in this older way of perceiving reality, 
cultural institutions and forms were not to be arbitrarily 
or capriciously or willfully engineered and selected, but 
developed and approved in faithful resonance with the 
order God has established in the cosmos. The goal of 
education was to help the student perceive and delight in 
that order.
 But even by Bach’s day, the apparent glimpses of 
the transcendent in music and in other forms of artistic 
expression were coming to be regarded by many as 
wishful thinking—not so much because their view of 
music was more modest, but because their view of the 
cosmos was changing. In our time, that transition has 
long been complete. “Nowadays,” writes Jamie James, 
“most scientists would accept the thesis that the cosmos 
has no underlying logic in the classical sense, but is rather 
a confluence of accidents, which are governed by laws. 
However, the laws themselves are irrational and do not 
arise from any fundamental orderliness. The concept of the 

universe as a random, meaningless place was expressed on 
the earthly level by the theory of evolution: the mutations 
that determine the course of life on earth, and indeed the 
very creation of humankind, were revealed to be largely 
fortuitous events.”
 Since the modern mind denies an underlying 
cosmic order—denies, that is, that the world is a Creation 
of a Creator—artistic forms are regarded as arbitrary and 
capricious expressions of entirely personal imaginations. 
Any effort by teachers, parents, or church leaders to 
train the taste—especially musical taste—can only 
be understood as an unwarranted exercise of power. 
“Elitism” is the charge commonly leveled at such efforts, 
since, as music critic Julian Johnson has observed, in our 
day, “in matters of musical judgment, the individual can 
be the only authority.”
 Christian educators, indeed all Christians , need 
to examine more critically this assumption of the modern 
mind. As Johnson explains, the view that musical taste 
is purely private and subjective is a peculiarly modern 
assumption. 

This is in sharp contrast to the relatively minor 
status of individual ‘taste’ in Western musical 
practice and aesthetics from the ancient Greeks 
until the late eighteenth century. To an earlier age, 
our contemporary idea of a complete relativism 
in musical judgment would have seemed 
nonsensical. One could no more make valid 
individual judgments about music than about 
science. Music was no more ‘a matter of taste’ than 
was the orbit of the planets or the physiology of 
the human body. From Plato to Helmholtz, music 
was understood to be based on natural laws, 
and its value was derived from its capacity to 
frame and elaborate these laws in musical form. 
Its success was no more a matter of subjective 
judgment than the laws themselves.

 Our belief about making judgments about 
quality in any art form is now captive to what art critic 
Jed Perl has called “laissez-faire aesthetics,” which, he 
writes, “has left us with a weakening of all conviction, an 
unwillingness to take stands, a reluctance to champion, 
or surrender to, any first principle.” This relativism in 
aesthetic judgment is simply a part of a larger modern 
suspicion about all value judgments, a suspicion that 
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has been described by Alasdair MacIntyre and others as 
“emotivism,” “the doctrine,” as MacIntyre explains, “that 
all evaluative judgments and more specifically all moral 
judgments are nothing but expressions of preference, 
expressions of attitude or feeling, insofar as they are moral 
or evaluative in character.”
 The displacement of many of our society’s artistic 
standards by the enchantments of entertainment is an 
indication of cultural decline with a complicated set of 
causes. Among them is an ever-more radical celebration 
of the autonomy of the individual self and a hostility 
toward authority; an increasing suspicion that the past 
has anything useful or instructive to offer us; a growing 
impatience with cultural pursuits that are demanding on 
our time or intellectual effort; an aversion to the idea of 
cultivation and a celebration of forms of expression that 
are untutored, instinctual, and allegedly “authentic”; and 
a fascination with anything “transgressive” coupled with 
cynicism toward the maintenance of a tradition.
 It is the flourishing of these mentalities that has 
led to “laissez-faire aesthetics,” and to the indifference 
within our society to the greatest achievements of the 
Western cultural tradition. In his 2007 commencement 
address at Stanford, National Endowment for the Arts 
chairman Dana Gioia commented on this forfeiting of 
artistic opportunities: “I worry about a culture that bit by 
bit trades off the challenging pleasures of art for the easy 
comforts of entertainment. And that is exactly what is 
happening—not just in the media, but in our schools and 
civic life.”
 And it is happening in our churches as well. 
The Church once assumed a role of cultural leadership, 
believing that it should set a good example for her 
neighbors, not just in morality and theology, but in forms 
of aesthetic expression: in architecture, in poetry, in art, 

and in music. Today, it is a rare congregation in America 
that assumes that responsibility.
 This negligence has very sad consequences for 
the Church’s testimony. If we add momentum to the 
prevailing assumption in our culture that our engagement 
with Creation—including the sonic order in which music 
resides—is to be defined only by personal preference, and 
not by something actually residing in the nature of things, 
how can we hope to bear witness to a Sovereign Creator 
who ordered all of reality, and who stands in judgment 
against those who reject his ordering of things?
 Music is a great and unique gift from God, and 
the Western musical tradition that developed into what 
we commonly call classical music was in significant ways 
shaped by the influence of the Church in its desire to 
cultivate the full and remarkable capacities of this gift. By 
failing to sustain a mature appreciation for the capacities 
of music within the Christian community, we lose one of 
the greatest resources God has given us to assist in bearing 
witness to his glory and to something of the glorious 
order he has imparted to Creation. Christian students 
are in need of the training of affections with regard to 
beauty no less than with truth or goodness, although 
they are culturally disposed to resent it even more. But 
particularly with regard to music: if music really is the 
unique merging of spiritual and material, of temporal 
and eternal, of intellectual and emotional realities, if it is 
the perpetual activity of angels and the eternal destiny 
of the redeemed, then its capacities shouldn’t suffer from 
neglect or carelessness or expediency or impatience. Like 
the Kingdom to which it bears witness, it is a pearl of great 
price, worthy of sacrifice, diligence, and joyous discovery. 

Ken Myers is the host and producer of the Mars Hill Audio 
Journal and a contributing editor to Touchstone magazine.
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“The Play’s the Thing”
by Ann Hintze

         here is a story going on around us.  It began before 
time and reaches to infinity. And it is a story: a sequence 
of events, not random, but full of meaning.  Man plays his 
part through action; his deliberate movements influence, 
change,  and even cause events. We are all actors in a play 
so huge and various that we may pass through it only 
vaguely aware of anything but our own parts , unless, 
as Chesterton says, “the play is pared down to [our] tiny 
sight”.
 So Aristotle in his Poetics points to The Story, 
though not by that name, as a first principle.   He 
presupposes that events are purposeful and meaningful 
and have connection with one another and with us, as 
they influence and are influenced by us. But to grasp these 
purposes, meanings, and connections we must examine 
events in units small enough to comprehend. He calls the 
presentation of these small units the “imitation of life”, in 
which we represent a particular experience that we may 
hold it before us, and, by examining it, glimpse experience 
itself, and acknowledge the natural order of things. Art, 
then, for Aristotle, is the process by which some part of the 
Story is imitated and thereby apprehended, whether by 
the historian or the poet, whether what is described is “the 
thing that has been” or “a kind of thing that might be.”
 Imitation of a part yields discovery of the whole, 
which in turn yields delight as we recognize the Great 
Story in its elements.  When we recognize that something 
has been accurately rendered, we experience amazement 
and pleasure, even if the thing rendered is not in itself 
delightful.  Any accurate imitation teaches us the Story;  
even when order is proved by the shock of disorder, or 
congruity is demonstrated by the shock of incongruity,  
the pattern delights us, even if we are persons of limited 
capacity.   So a child is delighted to learn something of 
order and disorder when he shouts, “Look! that man has 
his hat on upside down!” He is seeing a small scene in the 
Story.  And we are not surprised when Aristotle reminds 
us that the principal way a child learns is through his own 
imitation of events.
 We are also not surprised when Aristotle points 
to drama as the trunk whence all other arts branch, since 
drama is story-telling itself, encompassing virtually 

all other arts - dance, literature, music - in its work of 
imitation.  For to him, rhythm , language , and harmony 
are the chief elements through which the Story is imitated, 
and it is in drama that we experience them in their full, 
natural fusion.  Through these together we apprehend 
what is knowable.   Through their rich and original 
commingling in drama, Aristotle says, man can tell how 
he influences and how he is influenced, how his part “fits” 
into the great pattern of the Great Play.
 How different this is from the modern 
approach, which atomizes life to understand it and 
dissects living art into its disciplines the better to serve 
the fragmentation. What then of Aristotle’s “rhythm, 
language, and harmony”? Neither rhythm nor harmony 
can exist in fragments, and deconstructed language must 
be meaningless, nor is it odd that some moderns find 
no pattern,  no purpose, no Story at all in life, for they 
themselves have obscured the connections. They study 
only discrete particles;  they deliver as their finished 
product only disparate bits of facts. They shatter the Story 
and then display the pieces as all that can be known.
 But the commonality of things remains:  We 
ourselves are not yet dissected; thought and action 
remain components of an organic whole.  And in the 
unity of drama - thought, language, action, music, and 
dance moving in harmony, rhythm, pattern and purpose 
- Aristotle saw the great and the original means for the 
imitation of life, for the understanding of  the Story .
 We have said that drama embraces many arts 
(indeed, that virtually all arts were born in drama) in an 
essential and meaningful fusion. We have said that drama 
imitates life and so teaches the Great Story, including our 
parts in it and how best to act them.  Let us illustrate what 
we mean.
 Man begins to tell the Story by telling his family 
about the bear that he has encountered while hunting.  
He was there.  It was there. He has chased it away.  His 
children learn how to live in the woods where the bears 
are.  The story is retold;  the very language becomes an 
essential element of it: the sound and the style of the teller 
are imitated.  The listeners are delighted as they recognize 
him, and also as they recognize something larger: this 

T
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could happen to them.  Their hearts pound.  And so a 
drum is added.   Someone becomes the bear and someone 
else, the hunter, and now we see: This is what it looked like.  
This is how bear and hunter moved.  They move to the 
drum.  It is happening to the actors.  They remember.  The 
bear was like this.  The fear was like this.  The observers 
shout the fear.  The victory was like this.  The observers 
sing the victory.   The next time, they are the chorus.  It 
will be told this way again and again.  Language calls for 
heightened language which calls for drums which call for 
movement which calls for actors which call for chorus and 
for song.  The story becomes stylized in its telling and the 
elements of its telling become controllable - and powerful 
- as they become freighted with convention.  Finally, many 
have seen the bear.  Many have seen the man.   They 
have been the bear.  They have been the man.  They are 
delighted.  They have learned that there is fear, and there 
can be courage, and there will be victories. The play has 
caught them up into the Story.
 We have spoken of arts branching from the 
trunk of drama. The tree we had in mind was the entire 
process by which man imitates and apprehends the Great 
Story.  The roots are language itself.  The trunk is that 
living fusion of all means of expression which so vividly 
conveys experience.  It is drama in its original and richest 
form.  As we move up the trunk the patterns represented 
become more and more universal and abstract but retain 
organic unity with events, and all arts are employed 
in their imitation.  Then the tree branches, as modes of 
expression,  separate one from another.  The main branch 
is now written language and it is largest,  but still smaller 
for its separation from the rest.  One side of the tree has 
branched into what we now think of as the separate arts.   
The other side of the tree has branched into what we call 
the separate sciences - each side of the tree regarding the 
other as “other” indeed.  If we drew the whole tree we 
would see that it is all one thing.  But we do not often look 
at it that way. We tend to see only the branches. (Indeed, 
some admit no unity either in the whole of life, nor in our 
modes of apprehension.) These are the fragmentarians we 
noted above, who saw off the branches and then assert 
that their unity was only in the mind of the beholder. 
But this is  short-sighted. It produces vast numbers of 
people who know what wind velocity is but are shocked 
at what hurricanes do and know not how to pray as one 
approaches.
 Let us take children and slide down the trunk with 
them.  Rich, living drama with its unity of thought, word, 

action and arts teaches powerfully. For young children 
are act-ors by nature.  They encounter their world on a 
physical level. That is why they put so many things in 
their mouths and why one can generally distinguish the 
sofa of a child-blessed family from that of a less populated 
household.  Children understand action, crave action.  
They need to move and they seek understanding of their 
surroundings through movement, at least observed, at 
best, performed.  It delights them, as cartoonists and TV 
people have understood.  But action need not teach false 
lessons such as those taught by the advertisements on 
children’s TV.  Action may plainly reflect massive elements 
of the Great Play, for actions are sequential. Actions cause, 
and actions have effect.  Actions are of varying duration.   
Actions are controllable.   Some actions are more fruitful 
than others especially in a moral universe of purpose, 
plan, and meaning.  And here Aristotle reminds us again 
of the principal way children learn : by imitation of action.
 And drama is just that imitation of action which, 
when accurate, produces delight, and delight in learning, 
a powerful means of awakening and enlarging the minds 
of children especially when approached low down on the 
trunk at its richest,  most inclusive level where the whole 
child, eyes, ears, hands, feet, tongue and brain, may be 
“caught” by the play, and caught up into the Great Drama 
which surrounds us.
 Consider the power of historical drama - surely 
the closest to original drama.   As man meets bear 
and triumphs, so Thomas More meets Henry VIII and 
triumphs in an even greater way; and how vividly the 
child actor grasps both the historical event and its place 
in the Great Story.  He has seen the tyrant; he has seen the 
beleaguered saint, and the courtier and the compromiser.   
He has been the tyrant; he has been the saint, or the courtier, 
or the compromiser.  He has spoken as them; he has 
listened to them.  He has sung their songs and heard their 
music. He has acted their actions after them. How clearly 
he grasps the details which elucidate and make accurate 
this image of the event.  He may even learn to love to 
learn dates, not begrudgingly, merely for the glory of good 
grades, but as he prizes birthdays; each significant event 
is “born” into something larger on dates, in time.  Most 
importantly, he has learned once again in his flesh and 
blood that great theme of the Story:  There will be danger;  
there can be courage; there shall be victory.
 And so with all great themes of the Story, even 
those that may seem most abstract. For example, if 
sequence is not real, as the fragmentarians suggest, then all 
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things are inconsequential , and children may never need 
basic skills such as tracking , or sounding out the sequence 
of letter sounds, or understanding  that 900 B.C. is closer 
to our time than 1900 B.C.  As it happens, sequence is 
real.  We may ask any child who has taken part in a play, 
that is, who has “become” part of that formal sequence 
of events.  To actually move one’s whole body from one 
place to another in space on cue teaches something about 
the reality of sequential events that simply cannot be as 
vividly conveyed by mere talk.
 If cause and effect is not real , as the 
fragmentarians hope, then all actions are insignificant, and 
children must be excused from determining, as they read, 
what is significant and what is not, and from finding any 
significance at all in the apparently unconnected  events of 
history; so also all mathematics must remain for them an 
impenetrable mystery.   But, by “doing” drama, students 
learn, in their very muscles, to control each cause, to 
produce an effect:   the gesture, the movement, the tone 
of voice, the word, so that it becomes clear how each 
causes a reaction:  the fight, the exit.  Each cue is cause for 
something to happen.  Surely, students may learn cause 
and effect vividly through , say, hitting their brothers: 
punch causes punishment. Or, and better, the same huge 
pattern may  be apprehended through acting out a role, 
being a cause, knowing ahead of time what effect must 
be caused , and then observing from within the play 
how one’s  own actions do bring about change outside of 
oneself.
 And we must continue, for what great matter 
is there that drama can not teach, since it exists to 
capture in small the Great Story itself?   So, in drama, 
students experience something of the relationship 
between events and time.  Things can happen more 
than once.  Indeed, repetition is an important and 
positive aspect of experience.  So phrases and words and 
themes are repeated throughout a play to accentuate 
the underlying unity of what is being portrayed.  In a 
farce, the underlining unity of ridiculousness might be 
punctuated by such a simple line as, “You rang?”  In 
fact, mere repetition of the words themselves enhances 
understanding - it is simply true that human beings need 
to hear things more than once to remember them.  That 
human beings need to hear again and again, that we  need 
to do and experience again and again is often, by the 
merely  modern, considered unfortunate:  a flaw, or an 
impediment in the head-long rush to personal or societal 
progress .  But a young child knows the satisfaction of 

having the same book read over and over.  No poet is 
ashamed to repeat sounds within a work, and no musician, 
to repeat a motif.    It is the fragmentarians, tossing their 
unconnected bits of experience behind them into oblivion, 
who have told us that repetition in the educational 
process impedes learning rather than enhances it.  This 
they urge, even as they drill young soccer players daily 
in their skills and insist that their children practice 
their piano scales. Surely, mindless  repetition blights 
education,  but so also does a mindless parade of events-
as-novelties.  Is it not mindless to say of a Beethoven 
Symphony, “Heard that,” or of The Brothers Karamazov, 
“Read that”?  Accurate imitations bear repetition and even 
require them that the Story behind and above them may 
be more fully apprehended.  And that Story is replete with 
purposeful repetition:  as the repetition  of the seasons, 
of morning and evening, and of the circling track of the 
stars. The child who learns a play, its words, its music, 
its movements , learns the fruit of repetition and learns 
to prize memorization  of what is worthy.   Each time 
he runs lines, a passage or a scene grows richer for him.   
Meaning becomes clearer.  The whole is more interesting 
each time it is repeated, and in drama, every participating 
child learns first hand that memorization can make a thing 
of beauty and meaning, and make it his own, even as  it 
makes language patterns that are new to him his own, and 
clear and vivid. By and large, children write and speak 
as they hear.  In drama, what they hear can be chosen for 
them and given to them in a way that technical instruction 
cannot emulate.
 Aristotle wrote of drama evoking fear and pity 
from the audience, that is, fear and pity for those others 
depicted on the stage, and therein lies implicit the greatest 
advantage which drama provides in the instruction of a 
child.  Drama draws him out of himself. He may at first 
force himself to do this embarrassing business of speaking, 
moving, singing or dancing, simply because all the others 
are doing it. So he will force himself past his own self-
consciousness, if only for fear that by failing to do so, he 
will draw more attention to himself rather than less. Even 
on this lowest level, to make himself secure, he must set 
himself aside. And, indeed, he must, for if he does not, the 
others will surely let him know what he has spoiled by 
his absence.  And “spoiled” in fact, for if the play could go 
on without his part, it is a flawed play; Aristotle is quite 
right: “That which makes no perceptible difference by its 
presence or absence is no real part of the whole.”  Plainly, 
in any good drama, there are no unimportant parts.
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 But beyond this, the child who participates in 
drama learns to set himself aside, not only for the sake of 
his popular appeal , but also for the sake of the character 
he represents . This child learns to say, “I am a boy, but 
since I am to be a kangaroo, I must not act like a boy. I 
cannot walk as I please; I must hop. I must lose myself 
in kangarooisms, and to the best of my ability, forget 
who I am in myself.” For the sake of the character , a 
child cannot simply assert. “I don ‘t talk with a Southern 
accent.  I am a New Englander.”  He must leave his own 
speech patterns and drawl instead.  On the way, he learns 
about himself in a way that leads far from self-absorption.  
Rather, he learns who he is and how he habitually acts, 
so that he can consciously choose to “leave himself” 
and act with self-control.   As a precious side-product, 
he learns that his feelings of chilliness, puckishness, 
or itchiness (or loneliness, anger, or jealousy) need not 
dictate his behavior.  “I am timid,” he may discover; “but 
as this character, I need to behave as someone who is 
overbearing.” And the freedom he finds may be life-long. 
At the very least, the next time he needs to be quiet or to 
be amiable, he will know that his behavior is a matter of 
his own choice.
 But above all,  the child who has taken part in 
drama learns to leave himself not only for the sake of 
his peers, nor for the sake of his character, but simply, 
for the sake of the truth.  He learns to say not, “Look at 
me,” but rather, “look at this,” that is, the play. In order 
to imitate the event chosen from the Great Story, the 
actor forgets himself and everything that would impede 
the understanding of the audience, that they may know, 
learn, and be delighted by whatever part of the Great 
Story is being represented before them. In his way, he is 
like the parent sacrificing sleep for the infant, the soldier 
sacrificing his life for the common good. Indeed, it is 
training for such acts which echoes and portrays the 
highest event of the Great Story.
 To lose oneself in and for the truth of the Story:  

this is the highest lesson drama can teach.  In drama 
the child learns that what is larger than he is objective, 
and that he may enter it, whether we speak of historical 
drama teaching him the objective reality of history, or of 
comedy teaching him the objective reality of our finiteness 
and frequent folly. Either way, he has set himself aside 
in search of what is outside him.  He has practiced that 
selflessness which makes objectivity possible. If he has 
dared, he has come to know that the Story is not centered 
on him, but that in comprehending it he may take his place 
in it. And he knows he must.  The Author has written him 
in.
 Event on event, character after character enters 
the stage and nothing is random; there is an author with 
a purpose, to which the actors must yield.  There is order 
and meaning in the whole, which the actors in every 
word and movement must serve. Whatever is not of the 
play hinders the Author’s intent and is mere distraction 
and obscurity, and must be denied . So students who 
have experience in drama understand the call to leave 
themselves behind to seek and serve the Author’s purpose.  
They have rehearsed it.  They have learned to dismiss and 
refuse what does not serve the telling of the Author ‘s tale, 
even if it be in themselves.
 And if it is true that we are all born , in Luther’s 
phrase, incurvatus in se, that is, coiled on ourselves, it is 
hard to imagine a means of education more useful than 
drama, by which we may not only imitate and learn 
the patterns of the Great Story, but also be drawn out of 
ourselves to know and act within that Story now, in the 
present ignorance, until ignorance ends and imitations are 
needless and we enter the endless happy ending .
 
Ann Hintze has been a teacher at The Imago School in Maynard, 
MA, for 22 years where she currently teaches 6th grade and 
middle school drama. She and her husband Pastor Michael 
Hintze have three classically educated daughters and nine 
grandchildren.
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Beauty in Music: Inspiration and Excellence
by John Mason Hodges

I.  Beauty in Music

Genesis 2:7  “and the Lord God formed man of the dust of the 
ground, and breathed into his nostrils the breath of life, and he 
became a living soul.”
                                                                                                                  
Rhythms, melodies, harmonies speak to us of immaterial 
things 
The modern world is full of false dichotomies.  There are 
divisions between reason and revelation, fact and value, 
and male and female that require careful definition so that 
the desired joining of the two is possible.  The division 
between the material and the immaterial, that is, the 
body and the spirit, is one of these.  Genesis 2:7 speaks of 
forming Adam from the ground, and breathing into him 
the breath of life, or the spirit.  Two things indeed, but 
curiously, the result of the combination of these two is the 
living soul.  The one thing that seems clear here is that the 
soul is alive, and that it somehow is the combination of the 
two elements of matter and spirit.  
 The manner in which one walks can show the 
point of intersection between the physical and the spiritual 
-- that is, the interface between the sensation of literal 
movement in sight and sound and the conclusions drawn 
about the intangible personality, mood, and emotional 
state of the walker.  When the tempo of the walk is 
varied, observers draw different conclusions about the 
walker’s state of mind.  What does tempo have to do with 
intangibles such as intention, friendliness, or confidence?  
 Plato’s famous lines in the third book of The 
Republic speak of how the musical modes are linked 
directly to the various character traits he is either for or 
against in his ideal City.  

‘And which are the harmonies expressive of 
sorrow?  You are musical, and you can tell me.’
‘The harmonies that you mean are the mixed and 
tenor Lydian...and such like.’
‘These then, I said, must be banished...’

 These modes are the basis for both melody and 
linear harmony, and when combined with rhythm made 

a place for music that was far larger in scope than that we 
offer today.  That scope is nothing short of soul-shaping.  
In the conclusion to the Preface of his thoughtful book on 
musical aesthetics, philosopher Roger Scruton sees this 
scope:

It came as a surprise that so dry a question 
as “what is a sound?” should lead at last to a 
philosophy of modern culture.  Had I thought 
more about the Pythagorean cosmology, and the 
true meaning of harmonia I should perhaps have 
known beforehand, that the ordering of sound as 
music is an ordering of the soul.

 Plato seems to be recommending nothing short 
of government-run musical censorship.  Our present-day 
enlightened embrace of all musical expressions is not so 
much the result of a hard-fought battle for individual 
freedom as a belief that music has no such powers to shape 
and affect the soul.  If we really believed that music had 
the effect of training the next generation to be dissolute, 
irresponsible, and cowardly, we might find ourselves 
censoring music.
 Listening to music is not the same activity as 
listening to sounds in general. The difference between 
them is that we listen to sounds in order to know the thing 
making the sound (sound of a car, or the sound of a baby 
crying), but we don’t listen to the sound of music to hear 
an oboe playing, or a guitar strumming.  Rather, we listen 
to hear the sound it is making.  We may recognize the sound 
comes from an oboe, but we want to hear what the oboe is 
playing.  There is the source, but there is meaning in the 
order of the sounds themselves.  The goal, when we listen 
to music, is to hear what it is saying: the contours of the 
melody, the harmony, the rhythm speak to us of a musical 
event.  These elements are the medium by which the 
communications come -- these elements are the language 
of the composer/performer.

Beauty is partly the correspondence between the material 
and immaterial
When we do hear these elements, we verbalize the 
experience in terms that are similar to other aspects of life.  
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We describe personality traits, emotions, ideas, moods.  
Often unconsciously our minds are looking for patterns, 
symmetries, orders, and expressions that will speak to 
us of meaning.  These physical sounds correspond to 
these intangible aspects of human experience.  If there is 
a shape or trajectory to the experience of hurt in a broken 
heart, or the experience of awe before a King, it may be 
that composers can capture something of it in the various 
elements of a composition.  The beauty of the work is 
partly the result of this perceived correspondence.  There 
is something fitting, right, correct, or profound in a 
successful work that is beautiful, but to be able to perceive 
this correspondence, we need another element.
 The imagination exists not so much for the 
purpose of making things up, but for recognizing 
correlation, relation between things -- seeing connections.  
It is not by accident that we agree that the rhythm 
discovered in a brisk walk to the podium reflects 
confidence, or urgency, while a broken rhythm implies 
indecision, distraction, anxiety. We have experienced the 
connection between these things so often that we have 
learned to become fluent in this language. 
 Imagination is an organ of perception with which 
we can make this correlation:  it pairs the physicality of 
a perceived music with human moods, characteristics, 
states of mind or personality. Just as we have linguistic 
metaphors, we also have musical metaphors.  We describe 
the aspects of music in non-musical terms all the time:  
loud sudden outbursts may imply anger; melodies can 
be described as languorous, angular, smooth, tender, 
demanding, or questioning.  These are by their linguistic 
nature metaphoric -- the sounds themselves have none of 
these characteristics.  Music is by its nature disembodied 
so if we are to speak of what it expresses, we are forced 
to use metaphoric language.  The imagination grasps 
these relations.  Could it be that our imaginations are not 
“making things up,” as much as recognizing a truth in 
correspondence? When we find just the right metaphor, 
when we hit on the right combination and communicate it 
precisely, it is part of the experience we call the perception 
of beauty. 

The telos of music
Music is thought to be an entertainment, a diversion, 
a mood-setter, or a time-filler.  But for the ancient and 
medieval scholars, music was a window through which 
one could see the created order, as well as a way of 
training the soul toward integrity.

 The beauty of music is one of the sources of Plato’s 
hierarchy of love in the Symposium and  in The Republic: 

And therefore, I said, Glaucon, musical training is 
a more potent instrument than any other, because 
rhythm and harmony find their way into the 
inward places of the soul, on which they mightily 
fasten, imparting grace, and making the soul of 
him who is rightly educated graceful, or of him 
who is ill-educated ungraceful; and also because 
he who has received this true education of the 
inner being will most shrewdly perceive omissions 
or faults in art and nature, and with a true taste, 
while he praises and rejoices over and receives into 
his soul the good, and becomes noble and good, 
he will justly blame and hate the bad, now in the 
days of his youth, even before he is able to know 
the reason why; and when reason comes he will 
recognize and salute the friend with whom his 
education has made him long familiar...

...Thus much of music, which makes a fair ending; 
for what should be the end of music if not the love 
of beauty?

 Plato taught that a love of music instilled a love 
of beauty that spilled over into all areas of life, leading up 
the hierarchy to love of justice.  Roger Scruton has written, 
“...beauty is not simply a redundant addition to the list of 
human appetites. It is not something that we could lack 
and still be fulfilled as people. It is a need arising from our 
metaphysical condition as free individuals, seeking our 
place in an objective world.”   
 If the telos of music is beauty, how then do we 
teach music?  By training our students’ imaginations, 
starting with how to hear the elements of music.  The 
elements of Adam were matter and spirit, fused together 
to make a living soul that reflects the Imago Dei. The 
elements of music are:  rhythm, melody, harmony, form, 
texture, and timbre, fused together to make a composition 
that can reflect the ideas, experiences, the very humanity 
of both composer and listener.  Knowing what to listen 
for, we begin a new way of listening for the student.  The 
ability to discern, to distinguish, to perceive the language 
of music is the beginning of genuine taste about music, and 
taste is a facet of wisdom.  So music is forming our souls; it 
really does matter what we listen to, and what we offer in 
our services, just as it matters what our churches look like, 
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and how our liturgies are designed, not only for didactic 
purposes -- to have our theology correct -- but to link the 
harmony of the Trinity with our daily lives. 
 So where does music come from?  Is there more to 
music than emotional expression or mood setting?

II. Inspiration

...I have called by name Bezalel...and I have filled him with 
the spirit of God, in wisdom, and in understanding, and in 
knowledge...Exodus 31:2

The Greek Muses
Many of the Greek writers mention the Muses.  Homer, 
Socrates, and others speak of them, but Hesiod is the one 
who speaks of the specifics that are commonly held.  There 
are nine:

Calliope – eldest, epic poetry 
Clio – history
Erato –  love poetry 
Euterpe – music
Melpomene – singer of tragedy 
Polyhymnia –  sacred poetry and geometry
Terpsichore –  dance
Thalia – comedy and pastoral poetry
Urania – astronomy/astrology

 These nine sing their inspirations.  The Muses 
inspired far more than the subject of music only.  Their 
subjects include all of our human artistic and intellectual 
pursuits, and the inspiration for each was conveyed by 
way of song.  The very word MUSIC is taken from Mousike 
Techne (the work of the Muses).  Nearly everything that 
we today refer to as “the arts and sciences” were, in 
the Greek mind, inspired through song by the Muses, 
and that inspiration leads Homer to compose The Illiad, 
leads Thucydides to write The Peloponnesian Wars, leads 
Sophocles to write Oedipus Rex, and leads Pythagoras to 
discover musical harmony and the music of the spheres.  
What comes is an approach which is so inspired, that is, 
that resonates with the truth to such a degree, that it will 
feed philosophers, scientists, and artists for millennia: 
the prerequisite for beauty is harmonia - the fitting, right, 
and mathematically sound interrelations of disparate 
objects.  These Nine Muses were the keepers of the secret 
knowledge of harmony, and the significance of this 

knowledge and its power and influence over all of life are 
symbolized by the fact that they are the daughters of Zeus 
himself.
 Beauty can be reflected in painting, sculpture, 
photographs, but there are arts such as plays, films, and 
music that include another aspect of human experience: 
time.  As soon as you introduce the element of time, one’s 
perception of the work requires the ability to remember 
what has already occurred.  Memory thus becomes a 
significant aspect in the immediate apprehension of these 
arts.  To lose your memory is to lose yourself.  If you can’t 
recall your identity, every effort must be made to rectify 
the situation.  Memory is essential to identity.  It is also 
essential to apprehending music, for exactly the same 
reason.
 Music traces a pattern in the mind that lingers 
after the music moves on.  The memory holds that trace, 
and the composer counts on our capacity to do so in order 
to describe the pattern fully.  Like words in a sentence, 
we encounter music as moments in linear succession, 
but musical patterns are made without words; that is, 
the pattern is not literal but rather more like patterns 
in architecture or a garden because they too are each 
apprehended in succession. The Greeks gave one answer 
for both the questions:  Where does music come from, and, 
what part does memory play in its perception?  We know 
that the father of the Muses is Zeus himself, but we seldom 
hear about their mother:  her name was Mnemosyne:  
Memory. So, for real inspiration, great knowledge, for 
our right creative gifts to be released to do their jobs, to 
comprehend the nature of tragedy, epic, history, science, 
dance, even theology, we need the authority of Zeus, but 
we also need the knowledge of what has gone before -- we 
need memory.  This memory is not only of the previous 
words and notes in the artwork to which we presently 
attend, but the knowledge of our own history.  What have 
great artists of the past done?  How are we inheritors of 
their wisdom?  
 How then do we teach music?  History.  We need 
to remember.  But there is one more thing to consider.

III.  Excellence

“Finally, brothers, whatever things are true...honest...just...
pure...lovely...of good report, if there be any virtue, and if there 
be anything worthy of praise, think on these things.”  Phil 4:8

 Our day is as much the product of history as any 
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other day.  We are the inheritors of a relatively new field 
of study called aesthetics.  It is a modern word, first coined 
in the 18th century, and discussed at length by Immanuel 
Kant and others until eventually the whole line of inquiry 
was relegated to the subjective world of values, to join 
her sister faith in that limbo.  As a result, in the last 225 
years, our culture has assumed that beauty first is only a 
matter of individual experience, and eventually, a matter 
of purely personal preference.  Once the goal is mislaid, it 
is impossible to gauge whether a work is growing closer 
to it, so the loss of a telos requires the loss of a concept of 
excellence.  Innovation and technical ability soon take the 
place of real imagination, correlation, and beauty.
 Thus, the loss of what the ancient Greeks and 
Christians, as well as the Medieval Christians, thought of 
as excellence in art in general and music in particular is 
really a modern loss of confidence.  The literal meaning 
of confidence suggests acting con fide “with faith.”  A lack 
of faith in God leads eventually to a lack of the ability to 
produce “simple predication” (as Richard Weaver would 
say).  At first we lose the ability to say, “This is the point 
of art.”  Then we lose the ability to say, “That is beautiful 
and that is not.”  Then “that is art and that is not.”  And 
eventually we find we can only say, “There is nothing 
more to art than the shock of the new; the expression 
that forces an audience to respond.”  Reinstate faith, and 
we find ourselves led back to a definition of beauty that 
finds its source in the perfect character of God, and once 
He is our standard, “better” and “worse” are meaningful 
categories again.  Beauty is the goal of art -- I don’t say 
“prettiness” is the goal -- I say beauty.
 Then what is this beauty?  How many 
philosophers have run aground making rules about 
beauty?  What we need are not so much cultural standards 
by which to retroactively judge the beauty of an object; 
what we need is a useful foundational principle and 
definition of the word “objective.”  
 Objective beauty is simply that which is found in 
the object rather than in the response of the viewer/listener.  
Thomas Aquinas held that beauty was defined both by 
the characteristics of the object AND the effect that object 
has on the viewer/listener.  Ultimately, the Christian view 
of beauty will include both aspects in imitation of higher 
models, but when one’s day is dominated by the subjective 
side of the spectrum, as we are today, a reintroduction 
of the opposite side is welcome.  We must reintroduce 
the study of form. When one describes the contours of 
the piece of music itself, the way it is composed, the way 

it is performed, the form it offers for contemplation, 
the meaning of the words chosen, one is describing the 
object itself, and the resulting opinion offered based on 
these things should be called “objective.”  Don’t make the 
mistake of hearing “objective” as a synonym for “truth” 
as some will assume.  The truth is far more illusive, and 
we have hardly scratched that surface with this approach.  
But what we have done is regain a category for musical 
discussion that requires thought.  What we need is a 
definition of objective that leads to a fuller understanding 
of the work instead of considering a work based solely on 
whether or not we are moved by it. Teaching objectively 
about music means that we will address three aspects (at 
least):

Performance (an evaluation of the virtuosity of the 
performer)
Composition (an evaluation of the means of 
musical expression)
Content (an evaluation of the message or 
statement of the work)

 All three of these require study, and that study 
will not only reveal what there is to know about the piece 
of music in question, but also will hone the sensibilities of 
the listener to be increasingly able to discern and explicate 
music.  Over time, exposure to this sort of approach feeds 
our starved imaginations on excellence, and we find that 
instead of having to tell students not to listen to music 
that we might consider bad for them, they find they 
simply aren’t all that interested in the trivial, the base, the 
coarse.  There would be nothing more encouraging for 
a music teacher than to hear a singer screaming his one-
dimensional song of pain and passion, longing to be taken 
seriously, only then to see his student yawn and change 
the station. 

A Theological basis for excellence
What then would be a basis for a Christian school intent 
on teaching excellence?  We teach that taste is more than 
personal preference; it is a facet of wisdom.  Taste is 
the ability to discern between what is good and what is 
excellent.  Discernment comes more by way of regular  
exposure and experience (as a master trains the wine-
taster’s palate or the piano tuner’s ear), then with rules and 
requirements.  What is needed is a master teacher who can 
not only know music but make connections from music, 
by the imagination through metaphors, to the realm of 
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human experience, and finally to real theology.  
 Any work of art requires an element of unity and 
of diversity combined.  The Greeks debated about the 
one and the many, but great works have both elements.  
The reason is that the Creation itself reflects both unity 
and diversity in each of its categories (such as tree, fish, 
man), and we find we are only satisfied when the two are 
present.  Too much unity?  Tedium.  Too much diversity?  
Chaos.  Why should it surprise us that both the Creation 
and our tastes are created by a God who is ultimately both 
perfect unity and harmonious diversity in His Trinity?  
 The basis for the work of art-making is found in 
the doctrine of the Incarnation.  We are taking invisible 
things such as ideas, experiences, feelings, and making 
them perceivable through the various physical media we 
use (clay, film, stone, paint, music).  
 Even the basis for an understanding of why we 
need musical education is theologically based as well.  
Even our imaginations are damaged by the Fall.  Through 
the study of music (or art in general) we grow in our 
abilities to see connections between things.  In modern 
thought the damage done to our tastes is ignored by 
simply relegating the entire category of beauty to the 
dustbin of subjectivity, but a kind of human maturity 
can come as the result of taking the claims of beauty 
seriously.  The reality is that we are aesthetically damaged 
as well as in every other way, and the only way back to 
fuller humanity is through prayer and a rethinking of the 
definition of taste for His glory.  
 Education is more than teaching about subjects; 
it is the training of the sensibilities to love that which is 
worth loving, attaching the heart to the good.  Music has 
been taught in the Classical and Medieval worlds as a 
means of shaping the soul to live the good life.  We need to 
rekindle an appreciation for music in that way, rather than 
offering either standardless popular music, or esoteric 
academic music.  I am convinced that if we were to take 
the connections to our theology seriously we would find 
we could reintroduce the general public to the concert hall 
again, as the music there would be relevant again.  
 So, how then do we teach music?  We do it 
by way of comparison.  Compare the works of our 
composers in the past and the present, and offer the 
foundation of criteria to evaluate the object:  beginning 
with the performance, the composition and the content.  
Then, include the aspect of MAKING music, by piano, 
orchestral and band instruments, and choral singing.  The 
composition makes use of the form and elements of music, 

and that, with a sense of what the music is saying, leads 
the performer to his interpretation.  It is what makes music 
meaningful to all concerned.

IV. Conclusions:  a sacramental view of the 
world

For judgment I have come into this world, so that the blind will 
see and those who claim to see shall become blind.  John 9:39

 The Naturalism that disallows serious 
consideration of the supernatural has led to many 
unforeseen consequences, not the least of which is the 
loss of the spiritual purpose of material things.  When 
Jesus calls himself the vine and us the branches, he has 
opened our eyes to an aspect of the Kingdom of God, but 
in speaking so, he has also given a great honor to vines.  
Without the supernatural dimension in our thinking, we 
may still have vines, but on closer inspection, we will find 
that vines have lost something in the transaction. They are 
somehow less grand.
 In the same way, a sacramental view of music 
grants a special honor and significance to music -- a 
position that allows us insight into the mind of God and 
his Creation by way of harmony.    
 The combination of a sacramental view of the 
world with a holy imagination can feed the soul with 
visions of the transcendent through the details of the 
world.  This is beauty -- the correspondence of the material 
object with the transcendent spirit -- a resonance of 
harmony heard through the din of the fallen world.  Please 
note I do not say in spite of the fallen world, although it is 
that at times, but even by way of the fallen world.  This is 
the power of God, to show His harmony even through the 
elements of brokenness around us. 
 A sacramental view of the world suggests a 
metaphoric relationship between the physical and the 
spiritual, and this in turn gives rich depth to metaphors 
of all kinds, including musical ones.  It also gives us a 
purpose for art and music:  beauty.  Beauty is at least in 
part the recognition of the correlation of matter and spirit, 
and we need to teach the next generations to unpack 
those metaphors -- to see sacramentally.  This requires 
the inspiration of God the Holy Spirit, the true Muse the 
Greeks could only guess about, and the gift God gives us 
of an imagination.
 Beauty has lost its way in the 20th century in 
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that we have lost our connection with the transcendent 
-- that is, you cannot have the experience of seeing 
through the objects of this world into the next if you no 
longer believe there is a next.  Naturalism, that seemed so 
optimistic in the 18th century, now appears a dead-end 
intellectually.   Nature apart from her Creator becomes 
meaningless matter, and sadly, human enterprise can 
aspire to nothing higher than that same soul-less existence.  
The modern man (and I include the post-modern man in 
this) is haunted by his own humanity, seeing the ghosts of 
meaning, significance, ecstasy, profundity, joy, in the daily 
grind of his life.  When he stops to reflect, he senses the 
musical rhythm in his breathing, his heartbeat, his walking 
pace; sometimes there seems to be more to eating meals 
than sustenance; he catches the notion of harmony in a 
well-run football play;  perhaps a momentary glimpse of 
unity where he most expects diversity, say in his marriage; 
or diversity where he most expects unity, say in his twin 
children; he may even lift his head from anxiety long 
enough to find a certain joy in the rhythm of sleeping and 
working, or maybe looking back on a long life, discern 
even a kind of melody in his days, a certain beauty in the 
rise and fall of his fortunes, each connected in a line to the 
others in ways that couldn’t be seen while going through 
them.
 This is what music is for.  More than simply a 
means of distraction from the hard aspects of life -- like a 
sort of emotional drug used to deaden us or entertain us 
while we rest -- music has the ability to outline something 
of the actual experience of living.  It speaks of the human 
condition because it is, like any metaphor, the use of the 
physical material of this world to draw attention to that 
which transcends our present moment.  It has the ability 
to both reflect our experiences and shape the way we see 
them. 

 Music education then, has the ability to remind 
us of the relation of this matter and spirit, shaping our 
souls to love the beauty of harmony.  This is why the 
ancients educated by way of music and gymnastics.  This 
is why music has always held the position it does in 
the quadrivium.    Musical education leads to a love of 
harmony in all things.
 How do we teach music?  The elements, the 
history, the comparisons of excellent works, and finally 
the extension of this harmony -- which is the beautiful 
relation of disparate things -- to all aspects of life:  to 
justice, to marriage, to virtuous business relations, to love 
of those who are different than yourself, to math, science, 
philosophy, and ultimately to the Triune God Himself.  
The beauty of harmony tunes our affections to virtue, love, 
and the mind of God.
 Music rightly understood cannot save our 
souls, but what writer and critic Donald Drew has said 
about great literature applies to music as well, “after 
experiencing it, there will be more of a soul there to save.”
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A
Which Way is The Geographer Facing?  
Teaching Art and Music, not “the Arts”
by Joshua F. Drake

         sk anyone involved in classical education about the 
importance of the arts and you will likely meet enthusiasm 
of a sort usually reserved for pep rallies. But then ask 
the same person which direction Vermeer’s Geographer is 
facing, whether or not we can see the face of Rembrandt’s 
Prodigal Son, to hum the subject of any of Bach’s fugues, or 
whether Mozart’s Figaro is a baritone or a tenor, and you’ll 
be left with silence. Almost everyone loves “the arts.” It’s 
actual art and music that freezes them up. We do not meet 
the same disparity in literature. Ask the same person to 
tell you who is dead at the end of Hamlet, and you’ll be 
met with mostly correct answers. There is a good reason to 
explain why educated people like both literature in general 
and actual books, but like only “the arts” and not actual art 
or music. At some point in his life, the educated person has 
been taught a Shakespeare play. It is unlikely that he has 
ever been taught, in the same sense of the word, any work 
of art or music. And this too can be explained.  
 Part of the reason stems from what C. S. Lewis 
would describe as too much Parthenon and not enough 
Optative. The opening of his essay is so clear that I repeat 
some of it here:

…I have tended to use the Parthenon and the 
Optative as the symbols of two types of education. 
The one begins with hard, dry things like grammar, 
and dates, and prosody; and it has at least the 
chance of ending in a real appreciation which is 
equally hard and firm though not equally dry.  The 
other begins in ‘Appreciation’ and ends in gush.  
When the first fails it has, at the very least, taught 
the boy what knowledge is like.  He may decide 
that he doesn’t care for knowledge; but he knows 
he doesn’t care for it, and he knows he hasn’t got it.  
But the other fails most disastrously when it most 
succeeds.  It teaches a man to feel vaguely cultured 
while he remains in fact a dunce.    

Unlike the study of classical literature, the study (as 

opposed to practice) of art and music was introduced to the 
litany of higher education at around the very time when the 
Parthenon was at its height and the Optative at its nadir—
that is, in the mid-20th century. For three generations now, 
educated Americans have been subjected to a course that 
whirls them through the breadth of Western art and music. 
For students to succeed in this course, they learned to voice 
enthusiasm for the subject. In the process, they may even 
have become convinced of the value of “the arts” without 
learning much art or music. We all remember such courses.
 Usually the content of these courses was filled up 
with history proper—that is, the life and times of the artists 
and musicians. Biographical and historical details would be 
affixed to particular works, but it was the biographical and 
historical details students were made to learn, not really 
the works themselves. A conviction about this deficiency 
coordinated with improved technology, and some teachers 
began testing students on the actual music by playing 
the first twenty seconds of a piece and expecting them to 
identify it, to which challenge students rose by learning the 
first twenty seconds of a dozen pieces of music. In art, the 
slide projector started showing up on test days as well as 
the other class days. But was this learning art and music? It 
mattered little, because even this approach was exceptional 
in “gen. ed.” classes. By in large one could generate 
biographical and historic facts, along with a properly 
articulated enthusiasm for the subject, and appreciation 
had been taught. But appreciation cannot be taught. It 
comes almost unbidden, when a malleable soul encounters 
greatness in a sustained way. If appreciation is to come, 
it will only do so because the student has been put into 
unavoidable contact with greatness. If he can avoid contact 
with that greatness, by focusing on anything other than the 
art or music, his human nature will encourage him to do so. 
And just such an opportunity was given to practically every 
lettered person in America today through an appreciation 
class that focused on now the biographies of the artists, 
now the sociological conditions that produced their art. 
 Things were easier in literature in that a 
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longstanding model was in place, predating even the days 
when English literature was something one could study 
formally. When tested on Virgil, one was given a set of 
quotations from the Aeneid  (in Latin, of course) and asked 
to give the context of the passages, with explanation where 
necessary. Whether or not you liked those passages in the 
correct way was, for the examiner’s purposes, irrelevant. 
Whether you knew what Virgil was wearing, or what 
Augustus thought of the poem was likewise irrelevant. 
One needed a lot of the Optative, but very little Parthenon. 
Those who answered correctly had read the book carefully 
and knew Latin.  Those who could not did not. On that 
model, even to this day, a teacher of Shakespeare will 
set a series of questions which will have the students 
demonstrate that they know the works in the traditional 
old-fashioned sense. His lectures may point out to those 
students the great things in the plays, but he will test them 
to make sure that they know the plays themselves.   
 Things in the arts were not so fortunate. With 
the dubious background he gained from his appreciation 
class at college, the high school teacher charged with 
teaching art or music as part of the rhetoric stage may feel 
ill-equipped at best and, at worst, may fall back on the 
model given him.  The results will invariably be a group 
of students who, like their teachers, are enthusiastic about 
the arts but with little solid knowledge of any art or music.  
The easiest way to break this cycle is to teach music and 
art like we teach Virgil and Shakespeare.  
 But can art and music be taught in the same 
way as Virgil or Shakespeare?  Most people are under 
the impression that art and music speak to us in some 
mystical way so that, I suppose, “the arts” are presumed 
to work like an opiate—magically to effect in us some 
emotional response.  But art and music are explicable 
in some of the same ways as a poem or a play. They 
speak, not in English, but in the language of design (if 
Psalm 19 is to be understood, so do the stars).  When 
they effect an emotional response, they do so in the 
same way as a sentence does: by presenting truth to us, 
to which we respond emotionally.  Art and music have 
parts which relate to one another.  Those relationships 
are interesting and set up expectations in us which are 
fulfilled or satisfactorily unfulfilled. Shape relates to shape. 
Tune relates to tune, color relates to color, key relates to 
key.  And the combined whole of a work articulates its 
meaning—often a meaning not directly translatable into 

English—to the viewer. A teacher of art or music can 
teach those works in much the same way as the teacher of 
English can his play, by pointing out the ways by which 
the work speaks, expecting students to remember those 
things, and then testing them in ways that insure the 
students have learned the works.  
 Students in the rhetoric stage are more capable 
of this than we give them credit.  If they can process 
Herodotus and Livy, they can process Botticelli and 
Haydn. And just as many classical schoolteachers who 
hadn’t learned Herodotus or Livy until they were assigned 
them for class nevertheless teach them with success, so 
too can classical schoolteachers have success with art and 
music regardless of background. All they need to do is 
look and listen. 
 For instance, a class on Botticelli’s Pallas and 
the Centaur, might begin by explaining the allegorical 
nature of the painting—of wisdom bridling lust. And 
this is where many appreciation classes would stop.  But 
had Botticelli cared only to say “wisdom bridles lust” 
he could have given us a sentence instead of a painting. 
He wishes to say more, however. One way he does so 

Sandro Botticelli, Pallas and the Centaur, 1482, tem-
pera on canvas, Uffizi Gallery, Florence.
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is by contrasting the figures of the centaur and Pallas. 
The centaur is nude. His torso is athletic and idealized, 
but it intersects vividly with the horse body to make the 
creature’s bestial nature all the more apparent. His curling 
horsehair is even echoed in his beard and chestnut locks.  
The animal nature is not just in the centaur’s body but in 
his head as well. And his face bears the exaggerated grief, 
through a furrowed and contracted brow, that comes to 
a man who cannot control himself.  By contrast, Pallas 
is rendered like a classical statue. She has as neutral an 
expression as one could imagine. She is not only clothed, 
but clothed in a highly ornate garment decorated with 
a device that shows three intertwined rings—surely 
suggestive of numeric perfection.  She stands on an 
elevated plane from the centaur. Her background is an 
idyllic landscape while his is a rocky cliff face. Even their 
weapons articulate the difference between wisdom and 
lust. The centaur’s bow—aptly recurved—is contrasted 
by Pallas’s halberd, the shaft of which is arrow strait and 
cuts through the foreground closest to the viewer. Indeed, 
it nearly threatens us through its dominant position.  And 
perhaps this is part of Botticelli’s point, that we too must 
master lust with wisdom.
 To insure students learned this work, one would 
need to make sure that they could recognize its parts and 
know how they related to one another visually. One could 
present students with the following details:
 

And then have the student place them within the 
following chart (top right):
 A student who can place those details in that chart 
knows the image tolerably well.  
 Notice that the classroom discussion will prepare 
the student for this kind of questioning, even as it models 
for him appreciation of the solid sort. Many of the details 
excerpted above are ones mentioned in the analysis. A 
student who has paid attention during the analysis will 
be more likely to remember the image itself. The same 

process can be applied to teaching music.  
 A class on Viennese classicism might rightly 
focus on one of the symphonies of Joseph Haydn.  Each 
movement could be taught in turn, but here I will use 
as an example the last movement of Haydn’s so-called 
“Surprise” symphony (Symphony no. 94).  This movement 
takes the form of a rondo.  The rondo form involves a 
reprise: a short, self-contained bit of music that returns 
periodically.  Only, you have no real idea when it is going 
to come back.  It is the musical equivalent of peek-a-boo.  
Haydn thinks this uncertainty a very funny thing and uses 
it against his listeners almost to the point of absurdity.  
 The reprise is the first thing Haydn gives us, in 
bars 1-38 (the first thirty seconds or so of any recording 
of the piece).  This reprise, like most, has two halves, with 
the first half repeated and then reformed to round off the 
second half.  No sooner than we finish the reprise, we are 
launched into a rather disorienting section of fragmentary 
snatches of the reprise melody.  We mill about for a while 
until, after a pause (in bar 74 or a little over a minute in) 
we get a new melody that is firmly in a new key.  Now, 
one might demonstrate the similarities between this new 
melody and the reprise, and one could with some efforts 
show this similarity to students of all ages, but the point is 
that we are not hearing the reprise and we’ve lost our home 
key.  Where have they gone?  Haydn evidently wonders 
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too.  So, with comically poor tact, he plops us back into the 
home key by means of lumbering chords (in bars 95-103, 
note that they are just elongated versions of the staccato 
notes in the reprise itself).  Once there, we fall back into the 
reprise as if to ignore what had been going on for the past 
thirty seconds. “Never mind all that,” we think, “so long 
as we have our reprise and home key.”  Only we are given 
merely the first half of the reprise, which spits us back out, 
so to speak, into more of the sort of music we were given 
at our first point of departure.  Again a flirtatious gesture 
(at bar 141, or around two minutes in) prepares us for 
another reprise, which again turns out to be only the first 
half. So much for a “bit of music that returns periodically.”  
Yet, we haven’t much longer to wait before it makes its 
final—and actual—return.  In bar 181 (or around two and 
a half minutes in) it appears in its entirety.  But whatever 
happened to that second theme which we first met in a 
key opposed to the home key?  Peek-a-boo.  It appears just 
as the reprise finishes (in bar 210 or about 2’ 50’’ in most 
recordings).  Only now it returns in the home key instead 
of the new key in which it first appeared.  In this gesture 

Haydn evokes the best of the sonata allegro form—the 
most prevalent musical form of his day and the form of the 
first movement of this symphony.   
 Were one to test on the symphony, one could 
play students excerpts from each movement and then ask 
them to identify excerpts by movement as well as place 
each within the movement’s form.  An easy question for 
this last movement would involve playing an excerpt and 
then asking students whether or not they were hearing the 
reprise, and if so, whether the reprise appears in part or in 
whole.  Alternatively one could play an excerpt involving 
that second theme (at bars 74 and 210) and then ask them 
to identify it too.  Students who could do this can be said, 
in a meaningful sense, to know the piece.  That they will 
find it funny, one may hope and pray.  But we can be sure 
that they will not likely find it in any way at all if we do 
not show it to them.  

Joshua F. Drake is Associate Professor of Music and Humanities 
at Grove City College, with research interests in late medieval 
music, art, and literature.



Archangels, Architects, and the Passion of 
Making
by Linda Dey

         orothy L. Sayers’ play The Zeal of Thy House is a play 
about the work of the artist, the work of  the Church, 
and the work of God.  In the play Sayers makes a strong 
statement about the sacramental nature of man’s work; 
man as homo faber mirrors the Creator in his making.  The 
play was written to be performed at Canterbury Cathedral 
for a festival that would celebrate the work of craftsmen 
and artists.  Sayers accepted the invitation to write a play 
for this annual event and was given the Latin chronicle of 
Gervase of Canterbury which recounted the burning of the 
Norman choir of the cathedral in 1174 and the work of the 
architect William of Sens in rebuilding this choir.  In the 
midst of his work William suffered a crippling fall from 
the heights of the cathedral which kept him from seeing 
the work through to its completion. In this incident Sayers 
saw great possibilities for a play which would deal with 
both the glory and the dilemma of the artist as an imitator 
of God.
 Sayers explores the relationship between  the 
work of  the artist and the work of  God in accomplishing 
His eternal purposes, and  to achieve this she puts 
angels and archangels on the stage. The play opens with 
a conversation among the angels sent to supervise the 
rebuilding of the choir which highlights the contrast 
between the work of angels and the work of men.  The 
angels are God’s servants who do His bidding without fail 
but also without understanding and without free choice. “I 
am a soldier, I take my orders,” says Michael. The angels 
see no place for the work of man, who after the Fall is 
prone toward sloth and the hatred of work, in fulfilling 
the purposes of God.  “Nothing that men do is ever 
necessary,” says Gabriel. Here is the most telling contrast:  
angels work by necessity,  man does not, and in this he is 
like God and higher than the angels.  God, says Sayers, 
writing elsewhere about work, “knows no necessity to 
work except His own delight in creation” (Letters 251).  
Man mirrors his Maker in this.  “...he makes things--not 
just one uniform set of necessary things, as a bee makes 
a honeycomb, but an interminable variety of different 
and not strictly necessary things, because he wants to” 
(Vocation 132).  He paints pictures and builds cathedrals.

 In this high calling to imitate God in our making 
it is the artist who leads the way. In a letter written in 
1941 Sayers says: “The Divine joy in creation, which man 
should inherit in virtue of his participation in the image 
of the Godhead, has been largely destroyed, persisting 
today almost alone among artists, skilled craftsmen, and 
members of the learned professions” (Letters 252).   Artists, 
she says, understand something about working for the 
love of the work, not just as an economic necessity to be 
endured.  Artists are among those few who seek to make 
money, not so that they can pursue mind  numbing leisure, 
but so that they can do their real work, the work they love, 
the work of creating which is its own reward. The artist 
does not delight in possessing so much as in creating; for 
the artist the statement, “This is my work,” does not mean 
“I own  it,”  but “I made it.”  The artist, more consistently 
than most, lives to work rather than working to live.  
Sayers sees the act of creating as a primary human need 
(Mind 224).  She says that man “cannot fulfill his true 
nature if he is prevented from making things for the love 
of the job; he is made in the image of a Maker, and he must 
create or become less than a man” (Vocation 132).  
 William of Sens loves his work, does it with 
integrity, and finds much satisfaction in it. In much that 
he does and says throughout the play William shows a 
right understanding of the high calling of the artist. Alone 
among the architects being considered for the job William 
stands on his work alone and puts forward drawings 
and designs of earlier projects as the sole argument for 
choosing him to do the job in Canterbury.   His skill as a 
diplomat and his arrogance begin to show themselves in 
this opening scene, yet  he comes across as an impressive 
figure because of his confidence in his artistic skill. After 
he is chosen and has been at the work for two years, 
Gervase, the monk who serves as his clerk, says of him, 
“He thinks of nothing, lives for nothing, but the integrity 
of his work.”
 Throughout the play William speaks with great 
passion about the special place that the artist has as an 
imitator of God. In their first conversation William tells the 
Lady Ursula that he has no room for a woman in his life 
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because he is in love with his work.  He adds:
What does a woman know
Of the love of knowledge, passing the love of 
women?  
The passion of making, beside which love’s 
passion 
Shows brittle as a bubble?   To raise up beauty 
from ashes 
Like the splendor of resurrection; to see the stone
Knit unto stone and growing, as in the womb 
Bone grows to bone; to build a world out of 
nothing-  
That is my dream; that is the craftman’ s dream..

 Later he speaks to Ursula again of how well he 
as an artist can understand the joy in creating which God 
experienced when He spoke the world into existence.

We are the master-craftsmen, God and I-  
We understand one another. None, as I can, 
Can creep under the ribs of God, and feel 
His heart beat through those Six Days of Creation; 
Enormous days of slowly turning lights
Streaking the yet unseasoned firmament; 
Giant days, Titan days, yet all too short 
To hold the joy of  making.

 After describing God’s joy in making trees and 
flowers, beasts and fish and birds, he concludes:

And lastly, since all Heaven was not enough
To share that triumph, He made His masterpiece, 
Man, that like God can call beauty from dust, 
Order from chaos, and create new worlds
To praise their maker.

 He speaks here with mounting pride just minutes 
before his fall from the heights of the cathedral, yet the 
content of his speech is true; it is his tone which is wrong.  
Rightly perceived, this truth about being made in the 
image of a Maker should cause  us to fall to our knees in 
worship rather than to boast as William did. Nevertheless, 
it is true that man is like God in his ability to bring 
something into existence that did not exist before except in 
his mind.
 Out of a conversation among the archangels 
comes one of the play’s greatest tributes to William as an 
artist and to the value of good work.  After Michael the 

archangel catalogues William’s sins and Gabriel credits 
him with building columns and vaults “all well and truly 
laid without a fault,” Cassiel, the recording angel, asks 
Raphael, the archangel responsible for receiving men’s 
prayers and offering them before the throne of God, 
“Canst thou indeed find any grace in William the builder-
up of Canterbury?” Raphael answers:

       
Yes. 
Behold, he prayeth; not with the lips alone,
 But with the hand and with the cunning brain 
Men worship the Eternal Architect.
So, when the mouth is dumb, the work shall speak
And save the workman. True as a mason’s rule 
And line can make them, the shafted columns rise 
Singing like music; and by day and night
The unsleeping arches with perpetual voice
Proclaim in Heaven, to labour is to pray.

 Later in the play the Prior chides Theodatus, a 
monk who is extremely critical of William, for calling 
William “a man without truth, without shame.”  
Theodatus is complaining that William is “a notorious 
evil liver, a seducer of women,” and “a cunning liar.” The 
Prior, who sees the integrity of  William’s work, says,

You must not say, without truth, 
Lest you should hear the very stones cry out 
Against you. Truth is glorious; but there is one 
Glory of the sun, another of the moon,
And all the truth of the craftsman is in his craft.
Where there is truth, there is God; and where there 
is glory, 
There is God’s glory too.

 In so saying the Prior is not excusing William’s 
other sins, but he is affirming that work well done speaks 
truthfully about the truth, goodness, and beauty of God 
the Creator and that artists as sub-creators can bring 
glory to God in their work. We hear Sayers speaking here 
through the Prior, for she states elsewhere that this is a 
play about “integrity of work overriding and redeeming 
personal weakness” (Hone 89).
 This critic of William, Theodatus, is a major 
character in the play who represents the Church at its 
worst in its view of the artist and his work.  Theodatus 
has a neo-Platonic view of reality.  He has narrowed down 
serving God to prayer and acts of piety.  To him it is more 
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important that the architect chosen for the work be a 
virtuous and devout man than that he be a good architect.  
He says to the Prior: “I would rather have a worse-built 
church with a more virtuous builder.”  He does not see 
the value of artistic work or manual labor done well, nor 
admit to the possibility that one can serve and bring glory 
to God through the work of his hands.
 Sayers believes that it is the work of the Church 
to encourage the artist in his work; she has no use for the 
super-spiritual view that only recognizes certain spiritual 
activities as having value to God. The churchman who 
thinks this way and thus discourages the artist in his 
work has missed a key message taught to us through 
the Incarnation; flesh and blood and muscle are not to 
be despised. God put on flesh and picked up a hammer 
and nails and worked and sweated as one of us. When 
Theodatus says he would rather see righteousness than 
skill in the architect, the Prior answers thus: “My son, 
will you not let God manage His own business? He was a 
carpenter, and knows His trade better, perhaps, than we 
do, having had some centuries of experience.” Our acts of 
making, of giving form and substance in wood or stone or 
clay or pigment to our creative ideas are of equal value in 
God’s eyes to our praying and proclaiming the Gospel. A 
clergyman who does not understand this is not doing his 
work well.  In her essay Why Work? Sayers says:

It is the business of the Church to recognize that 
the secular vocation, as such, is sacred. Christian 
people, and particularly perhaps Christian clergy, 
must get it firmly into their heads that when a man 
or woman is called to a particular job of secular 
work, that is as true a vocation as though he or she 
were called to specifically religious work ...It is not 
right for the Church to acquiesce in the notion that 
a man’s life is divided into the time he spends on 
his work and the time he spends in serving God. 
He must be able to serve God in his work, and the 
work itself must be accepted and respected as the 
medium of divine creation (57-58).

 The Prior again speaks for Sayers in telling 
Theodatus that God would not be honored by a “worse-
built church.”

This is God’s House, and if on any pretext
We give him less than the best, we shall cheat God
As William never cheated God, nor us.

He that bestowed the skill and the desire
To do great work is surely glad to see 
That skill used in His service.

 Sayers blames the view of churchmen such as 
Theodatus for encouraging shoddy workmanship. 

No piety in the worker will compensate for work 
that is not true to itself; for any work that is 
untrue to its own technique is a living lie.  Yet in 
her own buildings, in her own ecclesiastical art 
and music, in her hymns and prayers...the Church 
will tolerate, or permit a pious intention to excuse, 
work so ugly, so pretentious, so tawdry and 
twaddling, so insincere and insipid, so bad 
as to shock and horrify any decent draftsman. And 
why?  Simply because she has lost all sense of the 
fact that the living and eternal truth is expressed 
in work only so far as that work is true in itself, 
to itself, to the standards of its own technique.  
She has forgotten  that the secular vocation is 
sacred.   Forgotten that a building must be good 
architecture before it can be a good church ….that 
work must be good work before it can call itself 
God’s work (Why Work? 58-59).

 The Prior goes on to tell Theodatus that God the 
carpenter knows how to work with men as His tools to 
accomplish His eternal purposes and that in the process 
he redeems and purges them.  It is at this point that we 
see that Theodatus has a wrong view of his work as God’s 
minister.  He sees himself as the one who should carry 
out God’s vengeance against sin, a ministry never given 
to man. The Prior counters that God does not need us to 
defend His honor and that we dare not pass judgment 
upon those made righteous by the blood of God’s Son, 
and then, seeing how blind Theodatus is to the Pharisaical 
spirit within him, he warns him to “set charity as a bridle 
on his tongue” and look to his own work.
 Theodatus does not heed this advice and  the 
consequences are grave. What irony that it is his work 
carelessly done that becomes the human  means of 
William’s crippling fall.  Given the job of examining the 
rope that would support William as he was raised to help 
set a keystone in  the ceiling of the choir, Theodatus did 
this work with his eyes closed in prayer!  “Scandalized” 
by what he perceives to be William’s sins of the flesh with 
the Lady Ursula, Theodatus recites prayers “with his eyes 



tight shut” (according to the stage notes) misses the flaw 
in the rope, and does not hear the archangel’s warning cry, 
“Take care, Theodatus! There is a flaw in the rope.”  What 
a vivid image Sayers has created in this scene to support 
her words about the damage the Church can do when she 
has a wrong view of work. 
 When the Prior confronts Theodatus after 
the accident, Theodatus tries to defend himself: “God 
Himself laid the seal upon my eyes.   I was His appointed 
instrument to overthrow the wicked man.”  The Prior’s 
answer sets the matter straight: 

Think what you say, my son. It is not for us
To ordain ourselves the ministers of vengeance; 
For it must needs be that offences come,
But woe unto that man by whom the offence 
Cometh; ‘twere better he had not been born. 
This is thy sin: thou hast betrayed the work;
Thou hast betrayed the Church; thou hast 
betrayed 
Christ, in the person of His fellow-man.

 What work has Theodatus betrayed?  He has 
betrayed not just the work of examining the rope, but the 
work of  the  Church.  
 In the final act of the play after William’s accident, 
we see God at work both in Theodatus, who repents of 
his sin and humbly serves the crippled architect, and 
in William. William is guilty of sins of the flesh, but it 
is not these that are at the heart of God’s dealings with 
him.  While William does his work with integrity and 
understands much that is right about how the artist 
mirrors God as he creates, in his pride and self-love he 
draws a wrong conclusion from this understanding; he 
declares himself indispensable to God.   He says, “...in 
making man God over-reached Himself and gave away 
His Godhead …Man stands equal with Him now,  partner 
and rival...This church is mine and none but I, not even 
God, can build it.”  After his fall William expresses his 
determination to finish his work in spite of the pain it 
causes him in his crippled state.  He says that no amount 
of pain or suffering that God can heap upon him will 
cause him to give up his work. William has succumbed 
to the special temptation of the artist to make an idol of 
that which was given to him as a gift of incredible love.  
Now God does His work of grace in William through His 

minister, the archangel Michael.  Michael shows William 
that no amount of suffering on his part can match the 
suffering already experienced on his behalf as God did His 
work of redeeming fallen man.  It is made plain that God 
Himself is the only One Who loves and serves His work 
perfectly, for He loved His work enough to give up His 
life for it. William, in fact, has come to love himself and 
his reputation more than he loves his work.  Confronted 
with the selflessness of God’s love and the sacrificial 
work of Christ on his behalf, William sees his own pride 
and repents of it.  Immediately his attitude toward his 
work changes; he decides to leave the completion of the 
cathedral choir to another and makes one request of God:

Jesu, the carpenter’s Son, the Master-builder, 
Architect, poet, maker--by those hands
That Thine own nails have wounded--by the wood
Whence Thou didst carve Thy Cross--let not the 
Church 
Be lost through me.  Let me lie deep in hell...
But let my work, all that was good in me,
All that was God, stand up and live and grow.
The work is sound, Lord God, no rottenness there-  
Only in me.  Wipe out my name from men
But not my work; to other men the glory
And to Thy name alone.

The angels declare the work for William’s soul complete. 
The play ends with Michael addressing the audience and 
exhorting people to praise God “that He hath made man 
in His own image, a maker and craftsmen like Himself...” 
This is man’s calling and his glory and a cause, not for 
boasting, but for wonder and praise.

Linda Dey is the co-founder of The Imago School in Maynard, 
MA, where she serves as Academic Dean and teaches history, 
Latin, and English.
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Beauty Will Save the World: Recovering The  
Human In An Ideological Age
Written by Gregory Wolfe | Reviewed by Stephen Richard Turley

       f the too obvious, so straight branches of Truth and 
Good are crushed or amputated and cannot reach the light 
– yet perhaps the whimsical, unpredictable, unexpected 
branches of Beauty will make their way through and soar 
up to that very place and in this way perform the work of 
all three. And in that case it was not a slip of the tongue 
for Dostoevsky to say that ‘Beauty will save the world’, 
but a prophecy.” Inspired by these words from Aleksandr 
Solzhenitsyn’s Nobel Laureate lecture, Gregory Wolfe’s 
book, Beauty Will Save the World, is an extended meditation 
on the soteriological significance of beauty. The book 
comprises a series of essays organized in five parts. Parts 
One and Two constitute the theoretical foundation of the 
book, while Parts Three to Five are devoted to a survey 
of writers, poets, and artists who embody the theoretical 
insights specific to Christian humanism. 
 Part One, “From Ideology to Humanism,” 
recounts Wolfe’s aesthetic journey from right wing politics 
to editor of a journal devoted to the analysis of art and 
culture. Having graduated from Hillsdale, where he sat 
in the classrooms of Russell Kirk and Gerhart Niemeyer, 
Wolfe began his professional career with National Review 
during the time of the Reagan Revolution in the early 
1980s, only to find an irreconcilable dissonance between 
the spiritual and intellectual depths of the Western 
tradition and those who purported to defend that tradition 
in the political arena. Wolfe found increasingly that 
modern politics constituted an economy of power and 
coercion that affected corrosively the aesthetic nature of 
classical humanism. Eventually, Wolfe turned to a different 
state of affairs, one constituted by culture and art, which 
operated according to the grace of beauty and imagination. 
Here, in this aesthetic economy, one acts not in response 
to the consequentialism and compulsion inherent in statist 
practices, but rather according to the physics of beauty, 
the attraction that awakens wonder and draws one to 
encounter divine life through the evoking of a moral 
imagination.
 Wolfe began to see the contemporary conservative 
political movement as a microcosm of a larger cultural 
crisis that centered on the loss of the metaphysical and 

transcendent. Citing Elaine Scarry, he notes that if the 
metaphysical realm has vanished, “one may feel bereft not 
only because of the giant deficit left by that vacant realm 
but because the girl, the bird, the vase, the book now seem 
unable in their solitude to justify or account for the weight 
of their own beauty. If each calls out for attention that 
has no destination beyond itself, each seems more self-
centered, too fragile to support the gravity of our immense 
regard” (15). This is coupled with the observation of Hans 
Urs von Balthasar, who noted that the modern age has 
pursued the quest for truth and goodness at the expense of 
beauty and, as a result, has lost the primary agency of love. 
Wolfe concludes: “Taken together, these two statements 
suggest not only the enormous challenges facing our 
politicized society, but also the possibility of a theological 
aesthetic that can heal and unite” (15).
 With the loss of beauty as an objective value, like 
truth and goodness, the American West has increasingly 
turned to power in order to influence cultural outcomes, 
resulting in the so-called ‘culture wars’. The problem 
here, as Wolfe observes, is that politics was appropriated 
classically as growing out of culture, not determinative 
of it. Said differently, liturgy, art, music, education, and 
science were properly basic to politics, such that the power 
of the state was relativized to and shaped by a collective 
moral imagination gifted to humans by God to perceive 
the divinely-infused meaning of the cosmos.
 Reflecting on and contributing to the formative 
nature of culture was the task of the classical Christian 
humanist, who conceived of culture as the point of 
integration between the social and the transcendent, where 
eternal values are made palpable and substantial within 
the nexus of social practices. Quoting Virgil Nemoianu: 
“Culture is seen as a kind of tumbling ground for the 
spiritual, the social, the historical and the psychological…. 
the human being individually, and the human species 
collectively, act as a key, as the intersectional locus where 
all areas of the cosmos can meet … According to [the 
Christian humanists], aesthetic culture is that which 
seeks to articulate the opening toward transcendence that 
appears as a human constant in all human societies known 
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to us” (34). Culture in the classical sense, as differentiated 
from the more mechanistic modern socio-anthropological 
sense, involves the development, nourishment, and exercise 
of what makes us distinctly human, namely, the embodiment 
of the Socratic trinity: the true, the good, and the beautiful. 
 For Wolfe, at the heart of this project is a sacramental 
vision of art. “To the Christian humanist, culture and 
art can become analogues for the Incarnation: a union of 
form and content, the inherence of divine meaning in the 
crafted materials of this earth” (45). He cites David Jones 
who writes in his essay, “Art and Sacrament,” that the 
Eucharist, consisting of culturally transformed grain and 
fruit, is the foundry for a sanctified and redeemed culture. 
And because culture is that which nourishes our humanity, 
the redemption of culture reciprocally fosters sanctified 
senses and souls. In the words of the art historian Hans 
Rookmaaker: “Christ didn’t come to make us Christians. He 
came to make us fully human” (46).
 In Part Two of the work, “Christianity, Literature, 
and Modernity,” Wolfe maps out how such a Christian 

humanism can effectively engage a world constituted by 
secular modernity. Wolfe highlights several Catholic writers 
who seek to recover the sacred in the modern context, that is, 
a new vision of the transcendent that reveals itself through 
the frames of reference specific to the modern age. For 
example, Walker Percy’s last novel, The Thanatos Syndrome, 
depicts a futuristic world where human free will has been 
superseded by a scientific elite that manipulate the masses 
through dumping quantities of heavy sodium isotope in the 
water supply. When confronted on the devastating effects of 
heavy sodium on cortical function, the lead scientist defends 
his experiment:

What would you say, Tom … if I gave you a magic 
wand you could wave over there [Baton Rouge and 
New Orleans] and overnight you could reduce crime 
in the streets by eighty-seven percent…. Teenage 
suicide by ninety-five percent…. Teenage pregnancy 
by eighty-five percent…. (68)
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 Percy’s novel thus probes how the modern age 
has combined intellectual brilliance with unprecedented 
brutality: the key to comfort, peace, and security is 
the elimination of human free will. “The twist to this 
arrangement, which the Devil is careful not to divulge, is 
that by reducing man to the level of cattle – taking away 
the sacred dignity of human personhood – men become as 
expendable as cattle” (69). 
 In Part Three, “Six Writers,” Wolfe highlights the 
work of Evelyn Waugh, Shusako Endo, Geoffrey Hill, 
Andrew Lytle, Wendell Berry, and Larry Woiwode. Wolfe’s 
analysis of the latter three, who share an affinity with the 
great Southern Agrarian writers such as Allen Tate and 
William Faulkner, is particularly penetrating. Lytle, one 
of the “Twelve Southerners” who defended the South’s 
traditional agrarian culture in the 1930 publication, I’ll 
Take My Stand, believed that historical consciousness is 
inseparable from attachment to place and family. Wolfe 
writes: “For Lytle, the essence of Christendom is the family: 
it provides us with identity and schools us in love and self-
sacrifice. Modernity, on the other hand, is characterized by 
the desire for power, a lust which leads man to wander, 
alone, separated from the community in the monstrosity 
of his ego. Technology without limits, the secular welfare 
state, the arts dominated by pornography and neurosis – all 
these are the effects of power without love, the individual 
without community” (143). In the writings of Berry and 
Woiwode, the distinctly sacramental vision of the landscape 
awakens the moral imagination to the ways in which the 
land mediates a quality beyond itself. Wolfe contrasts such 
a vision with the relation of a technician to nature, which 
is one of power and manipulation, and thus represents a 
fundamentally different economy than that constituted by 
the reciprocal love between the gardener and his garden. 
“It is not without significance,” Wolfe observes, “that the 
gardener is usually on his knees” (166).
 In Part Four, “Three Artists,” Wolfe takes us past 
those who are satisfied with lamenting over the loss of 
classical Christian culture (‘declinists’, he calls them) 
and into an encounter with artists who have embraced 
the redemptive possibilities of modern art, such as Mary 
McCleary, Fred Folsom, and Makoto Fujimura. His analysis 
of Folsom’s Last Call (at the Shepherd Park Go-Go Club) is 
nothing less than Taboric. Wolfe’s exegesis transfigures 
a painting of a strip-tease scene into a sacred encounter 
with the grace of God: “Her [the stripper’s] arms are in the 
process of lifting up to an outstretched position, an implicit 
crucifixion …. In the lower left corner sits Pascal. Moving 

across the baseline we come to Folsom himself, almost 
directly underneath the stripper. Following his pointing 
hand we come to the lower right corner … which presents us 
with the wounded hand holding a glass of wine… It is the 
hand of the one who issues the ‘last call’ to all of us” (190). 
 The book concludes with Part Five, “Four Men of 
Letters,” where Wolfe surveys the contributions of Russell 
Kirk, Gerhart Niemeyer, Malcolm Muggeridge, and Marion 
Montgomery. Kirk and Niemeyer are singled out for their 
contributions to the moral imagination. “There is no more 
pressing need,” Wolfe writes, “in the moral and spiritual 
crisis of our time than the need to recover the imagination.” 
(206). For Kirk, inspired by Edmund Burke, the moral 
imagination is constituted by a symbolic universe where the 
images recorded by the senses are stored in our memory 
and are in turn constructed into analogies, metaphors and 
paradigms by which the totality of our experience can 
be synthesized and expressed in a coherent intellectual, 
moral, and spiritual life. In short, the moral imagination is 
the means by which we commune with divinely-infused 
meaning in our human experience and conform our lives 
accordingly.
 If there is a refrain throughout this catena of 
essays, it would be that of invitation, for this is the nature 
of the soteriological significance of beauty. It has long 
been recognized that the Greek term for beauty, kalon, is 
related to the verb kalein, ‘to call’. Beauty is the effulgent 
or illuminative manifestation of the loveliness, the 
delectableness, the delightfulness of the true and the good, 
which awakens eros or a loving desire within the human 
person. Thus, beauty serves the indispensable role of 
momentum or motivation in intellectual, moral and spiritual 
pursuits, which stands in stark contrast to the coercion and 
manipulation inherent in political power. Wolfe’s essays 
are a collection of exhortations calling us to jettison our 
ideological abstractions and instead embrace a sacramental 
imagination that through a sanctified culture lifts us up 
into an indissoluble union with the divine source of life. 
With Beauty For Truth’s Sake, we encounter the redeeming 
nature of art and are thereby reminded that regardless of 
the secular eclipse of truth and goodness, beauty still shines 
through.

Stephen Richard Turley is a Ph.D. candidate at Durham 
University. He is also a faculty member at Tall Oaks Classical 
School in New Castle, DE, where he teaches Theology, Greek, and 
Rhetoric, and Professor of Fine Arts at Eastern University.



san
pre-conference update

... and YOU!

2013Antonio
MATH PRE-CONFERENCE | June 26

summerconference

It’s Official —Andrew Elizalde, John Mays 
and Ravi Jain will be presenting at the SCL 
Pre-Conference on Math on June 26th!

ANDREW ELIZALDE (Conference Facilitator): 
Math Educator and Dean of Academics, Veritas 
School (Richmond, VA)

JOHN MAYS: former Math Educator at the  
Regents School of Austin and founder of
Novare Science and Math

RAVI JAIN: Math Educator at the Geneva School 
of Orlando

In addition to the presentations listed below, there will be ample time for
discussing how to best teach math in classical, Christian schools.

30 Winter 2013 • Society for Classical Learning

Torch of Friendship | San Antonio, TX



presentations scheduled:

2013 JOIN US IN SAN ANTONIO FOR THE 
MATH PRE-CONFERENCE  

ON JUNE 26TH!

summerconference

Society for Classical Learning • Winter 2013  31

Have you visited our new website?
Stop by our virtual address and 

check out the new look and  

feel of our website —  

SocietyForClassicalLearning.org. 

You’ll find full details about the  

Pre-Conference and Summer  

Conference events. While you’re 

there, don’t forget to register!

Come discuss how to teach 
math at classical schools 

with three experts! 

• Understanding the Current Condition: Mathematics in America: Andrew Elizalde
• Teaching Mathematics Classically: Andrew Elizalde
• Strategies for Refining / Reforming a Mathematics Program: Andrew Elizalde
• Integrating Mathematics History and Primary Sources: Ravi Jain
• Teaching Science so that Students Learn Science: John Mays

Visit our website to learn more about the Math Pre-Conference and the Regular  
Conference (featuring four great plenary speakers: Jamie Smith, Louis Markos, Phillip  
Donnelly and Ken Myers).
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FOR OUR 
2013 ANNUAL  

SUMMER CONFERENCE

Challenging Speakers
and

Great Conversation
in one of our nation’s

great historic citiesSan Antonio, Texas

Join Us

CONFERENCE DATES
Thursday through Saturday

June 27 - 30, 2013

PRE-CONFERENCE
June 26, 2013

Visit SocietyForClassicalLearning.org 
for more details.

New Covenant Schools
122 Fleetwood Drive
Lynchburg, VA 24501


