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Preface 
 

The Writing Center’s Phyllis C. Whitesell Prizes honor excellent student writing in 

Franklin and Marshall’s General Education curriculum.  Each year the Writing Center invites 

submissions and awards a prize for the best essay written in a course that fulfills the First-Year 

Writing Requirement and for the best essay from a Foundations course.  This booklet contains 

the prize-winning and honorable mention essays from this year’s competition. 

Named for the emerita Director of F&M’s Writing Center, the Whitesell Prizes serve 

several goals.  In addition to honoring both Phyllis’s dedication to teaching writing and the 

achievements of the College’s students writers themselves, the Whitesell Prizes seek to add to 

the vitality of the College’s General Education curriculum by getting students to think of their 

intellectual efforts as ongoing enterprises (revision, often after the essay has been graded and the 

class is completed, is a requirement of the competition).  Also, by involving faculty and Writing 

Center tutors in the judging of the essays—and by making this booklet available to the College 

community, the Whitesell competition hopes to foster a fuller awareness of the interesting work 

being done in our Foundations and First-Year Writing requirement courses.  In that spirit, we are 

also including a new feature this year: the text of the assignments to which these essays 

responded.   

My great appreciation goes to this year’s Whitesell Prize judges. Prof. Gretchen Meyers, 

Prof. Daniel Ardia, and Writing Center tutors Abby Zoltick (’10) and Valeri Harteg (’11) 

awarded the prize in Foundations.  Prof. Jennifer Kibbe, Prof. Judith Mueller, and tutors Mandy 

Berman (’09) and Caitlin Black (’11) were the judges for the First-Year Writing Requirement 

competition.   

Many thanks go to Greg Brennen and Justin B. Hopkins for editing the essays and to 

Amanda Paveglio for compiling this booklet. 

 
        

Daniel Frick 
       Director, Writing Center 
       September 2009 
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First-Year Writing 

Whitesell Prize Winner 

Andrew Berg 

War — What It’s Good For: Consensus Between Nietzsche and Hesse 

 

Assignment: 
 
GER 115: Teutonic or Demonic: ‘Beyond Good and Evil’ in German Literature and Thought 
Dr. Curtis Bentzel 
 
 
The assignment: Develop a topic that discusses Nietzsche’s Beyond Good and Evil, and, if you 
wish, any number of the following works:  Peer Gynt by Ibsen, Demian by Herman Hesse, and 
Faust by Goethe.   
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Andrew Berg 

Prof. Bentzel 

GER 115 

December 9, 2008 

 

War — What It’s Good For: Consensus Between Nietzsche and Hesse 

   Few conclusions to novels stir the spirit as much as the final pages found in Herman 

Hesse’s Demian. Sinclair throws off the final shackles that restrain his soul by fighting in the 

Great War. More importantly, the war seems to free his fellow soldiers as well. Hesse is not 

alone in this unique realization that war is a liberating experience; the philosopher Friedrich 

Nietzsche takes this same stance in his philosophical work, Beyond Good and Evil. Both Hesse 

and Nietzsche argue that war develops an individual’s will to power in many ways. It allows 

one’s inner instincts to act unfettered, helps individuals to surrender to fate, develops discipline, 

and helps eliminate false, bifurcating moral beliefs. Warfare is a useful tool for the free spirit and 

is one of the few ways a member of the herd may break free and become a free spirit himself.  

We must, however, realize that we are not talking about war in a modern sense, which 

often includes peacekeeping and police operations as part of the “war.” Nietzsche and Hesse are 

both analyzing the enormously destructive conflicts in which Europe was often embroiled in the 

late nineteenth and early twentieth centuries. They are thinking of war without limits, with the 

totalizing propensity to massacre that allows individuals far greater freedom to fight and kill than 

they now have in modern, liberal armies. Imagining a war such as World War One instead of the 

current Iraq war will allow a more appropriate understanding of Nietzsche and Hesse’s 

arguments. 
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 War, first and foremost, encourages soldiers to follow their instincts instead of trying to 

deny them. It unearths the deepest, bestial drives of humans by scratching off the veneer of 

civilization. Why is this important? Nietzsche argues that refraining from violence may be 

acceptable if the men involved are equal in strength. But once this principle is extended to those 

of lesser strength, it is a “will to the denial of life.” Modern ideas of equality, peace, and 

eliminating exploitation are impossible demands given the basic animal nature of humans. This 

is evident when Nietzsche gives his definition of what life really is: “appropriation, injury, 

overpowering of what is alien and weaker, suppression, hardness, and exploitation” (Beyond 

Good and Evil, 203). Since all these things are conditions of life, they must also be permitted to 

express themselves so that “life may be enhanced” (BGAE, 31). As animals, we humans are 

foolish to ignore instincts that have sustained and aided us for millennia. 

 In fact, Nietzsche’s language describing a proper organization of humans seems to 

perfectly describe an army (BGAE, 31). He argues that a body in which individuals treat each 

other as equals must exert will to power if it is to be a living body. In fact, such a body would 

have to be will to power “incarnate.” In accordance with this thought, soldiers in an army let 

instinctual aggression flow through them when they fight and conquer the enemy. With violent 

instincts only being held back by mutual respect for soldiers on their own side (and sometimes 

not even by that, as we see in instances of “fragging,” the killing of an officer), men in the army 

must turn all their hostility and urges of power onto the enemy. An army literally is will to power 

in physical flesh—it is “injury”, “hardness”, and “exploitation” condensed into their purest 

forms.  

 Both Hesse and Nietzsche do recognize, however, that this exertion of power is not really 

directed at the enemy specifically. In the same way that a hawk does not “hate” a squirrel it eats, 
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soldiers do not really intentionally focus their destructive emotions on the enemy. The will to 

power, the will to “life” (BGAE, 203), means that the natural emotions to kill, hate, and rage 

simply must be poured out onto the enemy, as there is no other place for those emotions to go. 

Hesse examines this fact towards the end of Demian. He explains that soldiers’ fighting is merely 

an outpouring of their divided souls – souls divided between civilized and uncivilized wills. 

Soldiers “lust to rage and kill, annihilate and die” so that they may be born anew and remove the 

limits placed upon their instincts (142). 

Thus war creates a “rebirth” in humans who desperately need it. Nietzsche recognizes 

this when he writes, “War has always been the grand sagacity of every spirit which has grown 

too inward and too profound; its curative power lies even in the wounds one receives” (Twilight 

of the Idols, 31). Participation in a pitched battle brings out a part of a person he or she may 

never have known existed. In his examination of other works written by Nietzsche, Professor 

Brandon Turner states, “When one fights, one becomes strength, like a bolt of lightning or a bird 

of prey” (Turner 21). Interestingly enough, this imagery of a bird of prey freely rising up is 

found throughout Demian. The sparrow-hawk of Sinclair’s dream must first fight and destroy the 

world it is trapped in—its egg—before it can escape and fly freely (76, 79). In the same way, 

only in open battle can the animal drive and ferocity of humans come to the fore; only then can 

the will to power become the dominant will over all the “underwills” (BGAE, 26), the other wills 

that vie for control over a person. We can be reborn as free spirits once we allow will to power to 

escape and break out of the shell built around it by society and ourselves. 

Another unique lesson that war forces upon individuals is to surrender to their fates. 

Humans often assume that they have free will and complete control over their actions and 

futures. Nietzsche describes free will as a “hundred-times-refuted theory” (BGAE, 25). He 
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instead conceives of a person being controlled by many competing “underwills,” with each 

person never truly having singular control over him- or herself (BGAE 26). Hesse also believes 

in a predetermined destiny for each human. He writes that each man has a purpose, but not one 

that he can choose. Instead, a person must seek out and grope his way forward to that end—

whatever it may be (Hesse, 110). War, unlike other activities, forces each soldier to surrender to 

that fate, to know that his life is no longer in his own hands. In fact, war is one of the only ways 

that a member of the “herd” can ever achieve this realization. Hesse writes:  

I realized that I had underestimated these men…I saw many 
approach the will of fate with great dignity… very many, at every 
moment of the day, wore in their eyes the remote, resolute, 
somewhat possessed look which knows nothing of aims and 
signified complete surrender to the incredible. (142)  

 
In war, one surrenders to the knowledge that one’s life can end at any moment. In this 

knowledge, one is freer than when one holds delusions of control over destiny.  

 Serving in an army also helps a person develop discipline, which both Hesse and 

Nietzsche believe is critical to the development of the “free spirit.” It seems as if discipline 

would be antithetical to the idea of a “free” spirit, but both writers actually argue the reverse. 

Nietzsche writes: 

All there is or has been on earth of freedom, subtlety, boldness, 
dance, and masterly sureness…has developed only owing to the 
“tyranny of such capricious laws”…[it is] the means through 
which the European spirit has been trained to strength. (BGAE, 
100-1)  

 
Hesse also acknowledges the need for discipline. He gives the analogy of a person who 

must fly, yet also remain in control of that flight (92-93). Discipline exerted through 

“capricious” laws is that steering mechanism for controlling the free spirit from flying off 

into the heights. The military is an excellent vehicle for this discipline. A soldier must 
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shave his head, always say “sir,” train physically, and obey orders without question. Recall 

that the “free spirit” is at liberty to exert his will to power to an enormous extent during 

actual battle. Thus the capricious rules he must obey limit him so that he does not lose 

control completely. While of course Nietzsche and Hesse also say there are other methods 

for becoming disciplined, such as following a religion or speaking a language (BGAE, 100-

1), they would agree that fighting in a war also fulfills that role.  

 A final role war has in the development of will to power is in its effect upon a soldier’s 

moral beliefs. Soldiers often enter a war with a limited, two-dimensional view of morality: they 

believe in the total righteousness of their side and the utter villainy of that of the enemy. Once 

engaged in war, however, the sides often become blurred: wounded enemy soldiers can provoke 

sympathy similar to that elicited by wounded allies, and the values one fights for are remarkably 

similar to those for which the enemy fights. It is the uniting of the “godly and devilish elements” 

Hesse describes as necessary for moral evolution (80). In war, soldiers witness bravery and 

cowardice everywhere, honor and betrayal on both sides. This is in contrast to those outside of 

war, the civilians, who cannot understand the revelation that the soldiers have. Hesse points out 

that civilians focus more on the “old ideals”, which are superficial and remote from “true 

humanity” (142). In a similar fashion, Nietzsche criticizes the young person who “venerates and 

despises without that art of nuances” (BGAE 43). The mixing of morals that occurs in warfare 

helps soldiers recognize the inadequacy of the bifurcating system of ethics in which they had 

previously believed. Then they can move past it, beyond mere “good and evil” and become free 

spirits.  

Therefore, war, contrary to what the pleasure-seeking herd thinks, is a positive 

experience. War brings out animal instincts long hidden, as well as untapped will to power. The 
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false, dichotomous morality is peeled back, but the hardness that accompanies conflict also 

develops discipline and acceptance of fate, an important control mechanism to balance out the 

forces unleashed. So, is it “blood alone that moves the wheels of history”? Perhaps not, but blood 

does move the masses to fuller knowledge of self—and free spirits to even greater power.  
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First-Year Writing 

Honorable Mention 

Emily Bingham 

Prisms:  Purpose and Perspective 

 

Assignment: 
 
IST 174: International Studies: Facts and Fictions 
Dr. Lisa Gasbarrone 
 
 
The assignment: After reading Tracy Kidder’s Mountains Beyond Mountains, Edwidge 
Danticat’s After the Dance, and Michel-Rolph Trouillot’s Silencing the Past, compose a 4-6 page 
essay in response to the following question:  
 
How is the story of Haiti told differently by Kidder, Danticat, and Trouillot?  Which of these 
stories did you find the most compelling, and why? 
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Emily Bingham 

Professor Gasbarrone 

IST 174 

9 October 2008  

Prisms:  Purpose and Perspective 

 Haiti, in many ways, is a country of contradictions.  As the first free republic ruled by 

blacks, the nation of Haiti was revolutionary at its conception.  Yet in spite of its radical origins, 

the history of Haiti as a whole can be seen as one of backwardness.  Once one of the wealthiest 

colonies in the Caribbean, Haiti, where widespread corruption, poverty, and disease are 

prevalent, is now by many standards the poorest nation in the Western Hemisphere.  Its naturally 

beautiful landscape is simultaneously marred by images of the aforementioned ugliness and 

brightened by the culture and spirit of its people. 

Thus it should come as no surprise that in their books Mountains Beyond Mountains, 

After the Dance, and Silencing the Past, Tracy Kidder, Edwidge Danticat, and Michel-Rolph 

Trouillot, respectively, paint vastly different pictures of the same Haiti.  Danticat uses poetic 

language to craft the image of a charming and colorful nation and the vibrant heart of its people.  

While still showing a great deal of respect for Haiti’s beauty and rich traditions, Kidder shows a 

different side of the country, exposing the plight and desperation of much of its population.  

Trouillot takes a different approach altogether, dealing with historical events rather than 

contemporary issues in Haiti.  However, it is important to realize that the high degree of variation 

among these narratives of the same land is not the result of chance.  Rather, the differences are 

intentional and reflect the enormously different lenses through which Kidder, Danticat, and 
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Trouillot view Haiti—lenses that have been shaped by distinctive perspectives on Haiti and  

different purposes for writing about this lovely, troubled nation.  

Tracy Kidder’s perspective on Haiti is certainly unique, for he sees the country primarily 

through the eyes of an exceptional man, Dr. Paul Farmer.  This is not to say that Kidder lacks 

knowledge or experience regarding Haiti, nor is it to suggest that he is incapable of forming his 

own conclusions about the place.  Nonetheless, it is simply not necessary for him to do so; 

Mountains Beyond Mountains is not intended to be a book about Haiti.  It is, instead, a 

biography—a book about Paul Farmer.  It is natural, then, that Farmer’s views about Haiti would 

shine through in the narrative and at times become indistinguishable from Kidder’s own. 

Kidder sees Haiti though the eyes of Farmer in a more literal sense as well:  Farmer 

functions as his guide to the nation.  As Kidder follows Farmer through the Haitian countryside 

in an attempt to gain a greater understanding of Farmer’s life and work, he visits only the parts of 

the country that Farmer visits.  Of course, shadowing a doctor practicing medicine in 

impoverished rural areas shows Kidder the most troubling aspects of Haiti.  The experiences 

from which the well-off, Harvard-educated author can draw conclusions about the country are 

limited chiefly to scenes of disease, death, and despair.  The impact they have on his perception 

of the nation is clear when he quotes Farmer using Haiti as a metaphor for poverty.  In describing 

the deaths of four members of the same Haitian family, he laments, “they died of Haiti” (Kidder 

262). 

Edwidge Danticat, a Haitian native, is no stranger to Haiti’s many social and political 

problems, nor does she shy away from discussing them.  However, dialogue about such issues is 

limited in After the Dance, because they are not her primary concern.  Her focus is quite the 

opposite.  Danticat’s narrative is instead centered on the carnival, a source of distraction from the 
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everyday struggles of life in Haiti.  Accordingly, if Farmer is Kidder’s eyepiece for viewing 

Haiti, then Danticat’s is the carnival.  She follows the celebration from its preparations through 

its completion, using its sights and sounds as vehicles for expressing her perspective on Haiti.   

Danticat’s purpose for writing After the Dance affects her narrative of the country as 

well.  The book is written as a travelogue and memoir, showing the personal transformation in its 

author.  As she experiences the wonders of Carnival, she recalls memories of that time of year 

from her childhood in Haiti, and she is able to reflect on the growth of her mind and soul.  This 

type of introspection certainly influences the way Danticat describes what she sees in Haiti.  She 

discusses only those things that she finds important and is therefore able to find deeper meaning 

in what is seemingly mundane, or beauty in what is typically perceived as unpleasant.  It allows 

her to see “two large chunks” of a steam engine with “century-old layers of rust covering them” 

and regard them “as symbols of Haiti” (Danticat 61). 

Michel-Rolph Trouillot, an anthropologist, undoubtedly values the cultural celebrations 

and struggles of Haiti just as Danticat and Kidder do.  Yet his purpose is neither to paint a pretty 

picture nor to expose injustices, so his narrative of the country is, of course, different from the 

others.  Instead his book is a discussion of how power influences the making and recording of 

history.  Therefore, Haiti itself it not Trouillot’s primary concern, but rather it is an example of a 

nation whose history (the Haitian Revolution in particular) has in many ways been silenced, 

erased, and trivialized by more powerful forces responsible for its telling.  This is one of the 

lenses through which Trouillot looks at Haiti:  he sees it as a model for his theory about the 

production of historical narratives.  A second lens through which Trouillot examines the nation is 

the lens of time.  As he discusses the Haitian Revolution, which began as early as 1791, Haiti 
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seems to become a relic from the past.  Trouillot often avoids using the name “Haiti” altogether, 

opting to use the antiquated “Saint-Domingue.”   

Because Trouillot treats Haiti largely as a historical entity, his perception of the country 

is more abstract, and his statements about the characteristics of the nation tend to be implicit 

rather than stated.  Beyond the empirical facts of dates and names (which Trouillot suggests may 

not be so definite after all), the reader draws his or her own conclusions from the text indirectly.  

For example, Trouillot emphasizes that a wide scale revolt led by Haitian slaves was long 

considered an impossibility (Trouillot 73).  This can be interpreted as an implication that many 

view Haitians as having lesser capabilities in terms of thinking on higher levels, communicating 

across vast distances, uniting for a common cause, or even desiring freedom.  Though most of 

Silencing the Past is written from a distance with an academic air, there are a few occasions 

where Trouillot presents a more personal perspective.  For instance, he proudly states, “I grew up 

in a family where history sat at the dinner table,” revealing that he is also making observations 

through the lens of his own past (Trouillot xvii). 

Even with their obvious dissimilarities, each of the authors’ accounts of Haiti is 

compelling in its own right.  Mountains Beyond Mountains, After the Dance, and Silencing the 

Past are all thoughtful, well written books that discuss subjects worthy of note.  Considering the 

skill of each author, it is not surprising that the words of one can be used to justify favoring 

another’s narrative.  Trouillot makes a bold statement when he says, “No amount of historical 

research about the Holocaust and no amount of guilt about Germany’s past can serve as a 

substitute for marching in the streets against German skinheads today” (Trouillot 150).  With this 

in mind, one may consider Kidder’s narrative of Haiti the most gripping because it is the only 

one of the three that displays this type of action in response to the obvious presence of social 
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crises.  The passionate anger against injustice and the actions taken to fight it displayed by 

Farmer in Mountains Beyond Mountains bring about visible changes in Haiti, creating a more 

dynamic picture of the country.   

The portrait of a constantly changing Haiti, or any country for that matter, is one of 

immeasurable importance.  Whereas After the Dance underlines the consistency of the carnival 

year after year, and Silencing the Past examines one event that has already come and gone, 

Mountains Beyond Mountains traces countless transformations on several different levels.  

Kidder follows the passing of power from one government to the next.  He tells of the growth 

and expansion of Farmer’s health care initiatives in Cange and beyond.  He even recounts the 

stories of individuals whose lives have been forever changed by Farmer’s work—stories whose 

main characters were near death and, in the end, received the gift of full health.  Furthermore, 

many of the transformations in Kidder’s narrative are the result of the dedication and public 

health achievements of Paul Farmer, proving that one life lived well has the potential to change 

countless others for the good.  The very subtitle of the book is indicative of this point:  Dr. Paul 

Farmer, a Man Who Would Cure the World. 

That man is the subject of Kidder’s narrative, while Danticat’s story is about a carnival, 

and Trouillot’s is about a history.  Yet within this broad arrangement of angles, there remains but 

one Haiti.  As Bertrand Gousse writes in a letter to his daughter, “The more I see of Haiti the 

more I realize that this is in many ways a country like any other, a country one must discover” 

(Danticat 83).    Mountains Beyond Mountains, After the Dance, and Silencing the Past represent 

their authors’ individual discoveries of Haiti based on what they have seen of the country.  These 

books, in turn, become three distinctive prisms through which readers can then observe Haiti. 
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First-Year Writing 

Honorable Mention 

Stephanie Douglas 

On Second Glance:  John Pfahl’s Double Diamond 
 

Assignment: 

Dr. Annalisa Crannell 
MAT 103B: Mathematics of Art 
 
Final Paper / Anamorphic Assignment 
 
The assignment: In the beginning of the semester, students “adopted” a piece of art that uses (or 
perhaps deliberately misuses) perspective to create an illusion.  During the semester, students 
wrote two papers on the piece: one describing the piece and placing it in an artistic context, and 
one describing the mathematics of the piece’s perspective.  The final paper combined and 
improved the ideas and prose of these earlier papers.   
 
The goal of this project is to describe the effect that the artist intends, and also describe carefully 
and accurately the role that perspective geometry plays in creating this effect.  
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Stephanie Douglas 

Prof. Crannell 

MAT 103B: Mathematics of Art 

On Second Glance: John Pfahl’s Double Diamond 

John Pfahl’s photograph tells an unconvincing lie.  Two red diamonds seem to float in 

front of white columns – as if Pfahl drew them onto the picture.  But he didn’t.  With a closer 

look, Pfahl’s trickery becomes evident.  Black tape holds the red strings against the columns.  He 

tricks our eyes by capturing the scene from a specific viewpoint, where the strings line up to 

form an image that seems flat.  But it isn’t.  The construction has depth because of how Pfahl 

arranged the strings within the landscape.  Pfahl questions accepted notions about the nature of 

photography by creating this geometric illusion.  In the nineteen-seventies and eighties, many 

artists challenged the idea that photography could only document existing scenes.  Pfahl didn’t 

just capture the landscape: he made it his own artwork first.  A second look at Double Diamond 

through the lens of mathematics (rather than Pfahl’s camera lens) challenges our initial 

perceptions and preconceptions. 

Scanning the photograph, we first see red lines against the white background of a brick 

colonnade.  The color contrast makes the lines pop, focusing our attention on the diamond 

shapes.  Their overlapping outlines stretch nearly the entire width of the print, seeming to span 

both the near column and its closest companion.  At their tallest, the pair covers about two-thirds 

of the photograph’s height.  The upper diamond sits about halfway down the height of the lower 

one, creating another diamond at the center.  We don’t immediately think that Pfahl might have 

taped strings onto the columns because of the complexity involved in creating the diamonds that 

way.  It makes much more sense that someone simply drew the lines onto the printed 

photograph.  In reality, the strings lie on six different planes that point in numerous directions: 

the column nearest to us has four visible faces due to its L-shape, and the second column has 

two.  Pfahl would have to exert so much effort to insert the diamonds into this landscape that we 

first assume that he must have superimposed the shapes onto his print. 
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Figure 1: Double Diamond, Penland, North Carolina, June 1975, by John Pfahl [P1]. 

 

However, Pfahl did integrate the diamonds into the landscape. On second glance, we see 

several rather obvious imperfections in the lines that form the shapes.  These “mistakes” could 

not result from Pfahl drawing on his print.  On the right side, the strings on the near column and 

those on the second column do not match perfectly and the line jumps; the same thing happens 

when the string goes around a corner or catches the edge of a brick on the near column.  

Additionally, at the diamonds’ vertices, black strips of tape support dangling ends of string.  

Pfahl took no pains to make the illusion appear perfect or erase these “mistakes.”  Rather, we 

notice the imperfections easily when we look at the photo again.  This calls our initial perception 

into question because we can’t blame our mistake on the photograph itself.  If Pfahl made his 

illusion perfect, with no visible attachments between the strings and columns, we could justify 

thinking the lines were drawn on the print.  We could assume that Pfahl intended to make the 
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illusion so convincing that we believed it.  The problem is that Pfahl left those obvious flaws in 

place so that we could notice them on second glance. 

Pfahl traps us into a single point of view by taking a picture of his creation.  He doesn’t 

give us the opportunity to see his setup from the side, where we would only see a jumble of 

strings.  By nature, a photograph only shows one unmoving point of view, which the 

photographer chooses.  Pfahl takes advantage of that control by creating an image that only 

makes sense from one point, and explains: “The illusions are a purely photographic phenomenon 

and can only be realized by a camera situated at one crucial point in space” [B, p.10].  He placed 

his camera at that point, where the strings resolve into the image of two diamonds on the picture 

plane.  When we see the setup for the very first time, we see it from exactly the right perspective. 

As Daniel L. Collins says, “Pfahl does not present the observer with the option of ‘taking a 

position’ relative to the photograph” [C, p.182].  In real life, we move constantly and might not 

choose the right viewpoint.  By photographing the scene, he not only flattens the diamonds into 

two dimensions but he ensures that we first see them as flat shapes.   

A painting also portrays only one point of view, but Double Diamond wouldn’t be the 

same if Pfahl had painted it.  Since the birth of modern photography, we rarely equate a painting 

with direct representation.  However, we generally think of photography, particularly landscape 

photography, as a strictly documentary medium.  According to Estelle Jussim, this was the 

attitude at the time Pfahl was presenting his work.  Photographers could document a scene 

exactly, but they needed a preexisting subject. Therefore, the modern art world, which was 

moving toward abstraction, tended to dismiss photography as a tool for photojournalists [P1].  A 

painter can create a work of art using nothing but his imagination, or he can change what he 

actually sees to suit his composition.  When we look at Double Diamond for the first time, we 

don’t expect an addition to the existing scene because we assume that Pfahl could only capture 

the colonnade as it was.  If Double Diamond were a painting, we would assume that he could 

manipulate the scene, but instead we expect a strict copy of the existing scene in accordance with 

our idea of photography.  The imperfections, like the tape and dangling strings, make it very 

obvious that Pfahl created the diamonds before photographing the scene. 

Many of the mistakes in Double Diamond resulted from Pfahl’s technique. Rather than 

planning ahead using any kind of mathematics, he checked the strings through his view camera 

as he went along [B].  According to Ansel Adams, a view camera (see Figure 2) consists of a 
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lens and ground glass with a bellows connecting them.  The ground glass sits at the back of the 

camera until the photographer places the negative there.  The bellows allows the photographer to 

adjust the lens without affecting the ground glass and the location of the picture plane.  As long 

as the picture plane remained parallel to the image that Pfahl wanted to capture, then the image 

would remain in the correct perspective [A].   

 
           A       B 

Figure 2: (A) Example of a view camera, and (B) diagram showing how light enters the camera and hits the picture plane [A].   

 

While the illusion itself does not depend on the type of camera, the view camera gave 

Pfahl an advantage.  The ground glass formed a kind of projector for Pfahl as he laid out the 

strings, as shown in Figure 3.  In an interview with Anthony Bannon, Pfahl describes how he 

used a view camera to create Double Diamond and other photographs in the Altered Landscapes 

series:  “Simple drawings are traced on the ground-glass viewfinder and duplicated by placing 

artificial elements into the scene itself” [B, p. 10].  Pfahl could look through the picture plane 

and align the strings with his drawing.  The final image appears where the picture plane 

intersects a line connecting our eyes to the actual strings; Pfahl simply reversed this process to 

set the scene.  Each piece of string lined up with his eye and his drawing.  When he removed the 

drawing, the strings remained and the image remained on the picture plane.  Since the camera 

back never moved during this process, Pfahl could capture the right image on film.  Even though 

the strings stretched away from the camera at strange angles, two diamonds appeared on the 

negative.  Still, by using only his eye to judge the strings against his drawing, Pfahl left little 

imperfections in his construction.   
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Figure 3: Looking down at the scene in Double Diamond, we can see how Pfahl “projected” a drawing onto the columns. 

 

To explain Pfahl’s technique more simply, we can draw two horizontal lines across the 

photograph, connecting the right and left vertices of each diamond (see Figure 4).  Now when we 

look at the columns from the side, it is easier to see the relationship between the strings and their 

images on the picture plane.  The red dots on the picture plane represent the two horizontal lines, 

viewed on end; the dotted lines connect these images to the observer’s eye.  We project the red 

lines onto the columns by extending the dotted lines.  Even though their images on the picture 

plane are horizontal, we see that the strings would actually slant downward.  To confirm this 

slant, we can compare the top horizontal line in Figure 4 with the mortar lines surrounding it.  

When the line rounds a convex corner (point A), it crosses near the top of a brick; when it 

reaches the next concave corner (point B), the line falls near the bottom of a brick.  Since these 

two bricks form parts of the same row, the string would actually slant down across the column’s 

face.  
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Figure 4: Double Diamond with horizontal lines added to simplify the perspective.  To make the lines appear horizontal within 

the picture plane, the strings have to slant across the column faces (compare the locations of points A and B). 

 
Figure 5: The situation in Figure 4 when viewed from the side.  The dotted lines show how the strings line up to form an image 

on the picture plane. 
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Unfortunately, Pfahl did not include any apparently horizontal lines in Double Diamond, 

but he did in another photograph, Shed With Blue Dotted Lines (see Figure 6).  Here, three 

apparently horizontal dotted lines float before the shed doors, but a different point of view 

reveals the reality of the situation (see Figure 7).  The middle line is nearly horizontal because it 

sits at almost the exact height of the camera.  The line above slants upward, and the line below 

slants downward, just as the apparently horizontal lines in Figure 5 actually slant downward.  

This concept holds for lines in Double Diamond, but the strings slant more steeply than they 

would to produce a horizontal image. 

 
Figure 6: Shed with Blue Dotted Lines, Penland, N.C., June 1975, by John Pfahl [P2]. 
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Figure 7: Site Documentation showing where Pfahl had to place the blue lines for them to appear horizontal in Shed with Blue 

Dotted Lines [Bu]. 

Pfahl’s camera angle leads us to assume certain relationships between the lines.  We see 

two sets of parallel lines that form two diamond outlines.  Figure 8 highlights one set of lines that 

appear parallel, meaning they should never converge.   

 
Figure 8: One set of apparently parallel lines in Double Diamond. 
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However, turning the situation around again brings us to a different conclusion.  In this case we 

examine the relationship between the lines in figure 8 and one face of the first column.  The lines 

appear parallel on the photograph, but the column face angles away from the picture plane.  If we 

extend that face into a plane, it would intersect with the picture plane.  Figure 9 shows this 

extended plane as a grid whose horizontal lines appear to converge in the distance.   

 

 
Figure 9: The red lines from Figure 8 still appear approximately parallel when extended.  The grid matches the perspective of 

one column face and appears to recede into the distance. 

 

The extended red lines still look parallel, but only if we keep Pfahl’s viewpoint.  If we could 

stand parallel to the blue grid, we would see that the red lines would actually meet.   
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Figure 10: The grid and lines from Figure 9,viewed from the side.  Now the red lines converge above the horizon line, 

represented by the pink line.  The black dots represent various intersection points between the lines, since they do not share a 

single vanishing point. 

 

We only perceive the lines as parallel because Pfahl captured the image from the correct 

location, where the lines vanish at our extreme left and above our line of sight.  They vanish to 

the left because our field of vision only spans 180 degrees, and when something passes beyond 

90 degrees to either side we cannot see it anymore.  It vanishes.  When we look for the vanishing 

point in a landscape, we look for the place on the horizon where truly parallel lines appear to 

converge and leave our sight.  Here, Pfahl reverses the illusion; the lines appear parallel even 

though they actually converge on a vanishing point.  Also, we can see that the lines vanish above 

the horizon line by looking back at Figure 5.  There, the construction strings appear to vanish on 

the horizon line, and they form horizontal images.  If the images slanted up, like the lines in 

Figure 8, then the strings would slant more steeply, and the vanishing point would shift upwards.   
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All this analysis also shows that Pfahl did not arrange his strings perfectly; if he had, then 

all four lines would converge at the same point.  As we can see from Figure 10, they all approach 

the same area but they do not share a specific intersection.  Therefore, they do not form exactly 

parallel images.  While our eye alone can see through the weak points, mathematical analysis 

shows more specifically that Pfahl created an imperfect illusion.  It looks close enough to trick us 

at first, but when we look closer the deception falls apart. 

Besides Double Diamond, Pfahl created an entire series of illusions that trick our eyes on 

first glance.  Peter C. Bunnell describes how Pfahl produced the series, which he called Altered 

Landscapes, between 1974 and 1980.  The series did not begin as an exploration of perspective, 

but rather as an exploration of music.  Composer David Gibson collaborated with Pfahl on an 

attempt to create percussion scores by sticking tape to trees in a New York forest.  Their plan 

was to photograph the scenes and then transpose the tape marks into musical notation.   

 
Figure 11: Music I, Ellicottville, New York, 1974 by John Pfahl in collaboration with David Gibson [P2]. 

Although the two men never completed the project, the experience inspired Pfahl to continue 

experimenting with temporary additions into natural landscapes [Bu].  Not all of the images 

incorporate perspective, but all of them include some sort of additional element, whether string, 

foil, paper, or tape, that forces us to look at the photo again.  Shed with Blue Dotted Lines comes 
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from this series as well; it seems as though Pfahl has drawn the lines onto his finished print 

whereas in fact he had placed strips of blue tape onto the shed doors.  We believe that Pfahl drew 

the shapes because from the camera’s viewpoint the lines appear horizontal and parallel, which 

does not make sense if Pfahl stuck tape to the doors.  As in Double Diamond, he forced us to see 

flat shapes where he constructed something in three dimensions. 

Pfahl takes three dimensions and turns them into two.  He did not hang the strings in 

Double Diamond on a two-dimensional surface, although in the photograph the diamonds appear 

flat and two-dimensional.  The strings hang on the faces of two columns, but none of those faces 

are actually parallel to the picture plane of the photograph.  Pfahl carefully angled the strings so 

that from the camera’s perspective the lines appear straight and form a coherent shape.  The 

viewer first believes that it does not make sense for strings along such angled planes to form the 

diamond pattern.  Thus she assumes that he formed the shapes in some other way, namely by 

drawing on the photograph.  According to Douglas Davis, Pfahl “reverses traditional trompe 

l’oeil because the lines seem to be drawn on the print when in fact they are ‘real’” [D, p.70].  

Trompe l’oeil means “trick the eye” in French and generally involves painting a flat surface in 

such a way that it appears three-dimensional.  Rather than making two dimensions appear as 

three, Pfahl makes a complex three-dimensional space appear as a flat image.  The viewer 

expects the traditional perspective trick and does not expect Pfahl to reverse it in a photograph.  

Pfahl became interested in trompe l’oeil after visiting Denmark’s Nationalmuseet in 1961 

and coming across an exhibition of anamorphic art.  Anamorphic art requires the viewer to stand 

at a specific point in order to see the image in the correct perspective.  Jussim describes how 

Pfahl “peered into a peephole in the front of a ‘perspective box’…and saw what seemed to be a 

three-dimensional room…looking through another peephole at the top of the box, he discovered 

to his surprise that the room was a two-dimensional painted illusion created by enormously 

exaggerated perspective” [P1, p.4].  The peephole forced Pfahl to use the correct viewpoint the 

first time he saw the painting, just like he traps us using his camera.  After experiencing this 

example of traditional trompe l’oeil, Pfahl began to explore the uses of perspective and illusion 

in art.  He first attempted to turn two dimensions into three during the late sixties, when he 

printed ordinarily flat photographs of trees onto molded plastic shapes [P1].  Although these 

three-dimensional photographs did not involve perspective, they show how Pfahl began to 
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question the traditional format of photography.  Rather than sticking to a customary documentary 

style, Pfahl turned his photographs into something new. 

Many photographers challenged traditional notions about photography during the 

nineteen seventies and eighties.  Both Andy Grundberg and Daniel Davis group Pfahl with other 

artists who used photographic tricks to question assumptions about photography as a 

documentary medium.  Davis describes a photograph by Nic Nicosia called Near Modern 

Disaster #8, which seems to show three people trapped in the winds of hurricane.  A closer look 

reveals that wires support the people and that the background is a painting of a calm sea and 

clear sky.  Nicosia mocks assumptions about photography by obviously posing a shot that the 

viewer assumes must be candid [D].   

 
Figure 12: Near Modern Disaster #8 by Nic Nicosia [N]. 

 
Nicosia does not employ perspective in his image, but he and Pfahl shared the same goal.  Both 

created a scene and then photographed their creations, including the signs of that creation.  

Neither photographer “meant to convince us in a trompe l’oeil sense…instead their illusions are 

easily decipherable and, therefore, evanescent” [G, p,102].  They only intended to deceive us for 

a moment and then show us our mistake.   
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 We only see Double Diamond’s true nature on second glance.  Using a camera, Pfahl 

restricted our vision to one point of view and forced us to accept his illusion momentarily.  He 

could have hidden the tape or cut the dangling strings, but he did not.  He could have made the 

strings look perfectly straight, but he did not.  By creating a piece that was visually and 

mathematically inaccurate, Pfahl challenged accepted notions about photography.   
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Foundations 

Whitesell Prize Winner 

Sara Lupolt  

Women and Humanity: The Essence of Community 

Assignment: 

Dr. Dean Hammer 
FND 120: Mortality and Meaning 
 
Essay 1 
 
The assignment:  
 
Throughout the epic we are continually treated to contrasting images of order and disorder.  In 
particular, we see the bonds that keep a community together, and we see those bonds weakened 
or destroyed.  In your essay, we want you to explore these tensions within the Homeric world.  
We would like you to do the following: 
 

a) Identify what you see as the greatest force that binds a community together or supports a 
community’s health; 

b) Identify what you see as the greatest force that pulls a community apart or threatens a 
community’s health; 

c) Make an argument about which force is greater and what that means for the possibilities 
of community life. 

 
Some possible forces to think about are glory, honor, the gods, love, and strength. There are lots 
of other possible forces, so do not be limited by this list.   
 
You should draw extensively from The Iliad in making your argument.  In your discussion, you 
need to use evidence from both the Achaian and Trojan community.  
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Sara Lupolt  

Professor Dean Hammer 

FND 120: Mortality and Meaning 

Women and Humanity: The Essence of Community 

A community is more than a group of creatures existing in the same area. It is a 

distinctive and mortal construction that human beings legitimize through their unique attributes 

of compassion and remembrance. Through this sense of community and the specific emotional 

bonds created within it, human beings accumulate the strength to endure the pain and suffering 

of their mortal condition. In the Iliad, the greatest threat to this civilization is not an external 

aggressor or an abstract concept, but the men who, consumed by the violence and chaos of the 

battlefield, suffer the loss of their humanity. The women, on the other hand, restore humanity to 

the men through their acts of compassion and remembrance, preserving the community itself. 

The confusion and brutality on the battlefield reduces the men to animalistic behaviors 

and robs them of their use of language. Throughout the Iliad, similes compare the men on the 

battlefield to wild animals slaughtering each other. During Agamemnon’s killing spree, he is 

characterized as a lion that “easily crunches and breaks… and rips out the soft heart” of a fawn 

(11.114-5). The fawn is representative of the Trojans, who have “ghastly shivers of fear… [and] 

dash away…sweating in [their] speed” (11.117-8). Later, the Trojans become the aggressors and 

surround Odysseus, “as bloody scavengers in the mountains crowd on a horned stag who is 

stricken” (11.474). When the men are portrayed as animals, their barbaric actions are 

emphasized, and their honorable, civilized motivations are ignored. Even more importantly, 

when warriors butcher each other in battle, they lose their power of language, one of the 

hallmarks of civilization and humanity. Instead, “they [a]re in the likeness of two wild boars 
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who… go tearing… the grinding scream of their teeth sounds high” (11.145-150).  On the 

battlefield, even speech, one of the distinguishing characteristics of human beings, simply does 

not exist.  

In addition to unleashing the animalistic nature of men, the battlefield also distorts the 

human form, making it both unrecognizable and terrifying. In battle, the human body itself 

shatters when spearheads pass through “the bone and the inward brain [is] all spattered forth” 

(11.97-8).  Later, Peneleos “push[es an] eyeball out, [when his] spear [goes] clean through the 

eyes socket and the tendon of [a] neck” (14.494-5). The body, like the community, becomes 

nothing more than a heap of injured and disconnected parts. On the battlefield, both the Greeks 

and the Trojans “lay sprawled in the dust face downward beside each other” (4.544). No one can 

identify individual warriors.  “No longer [can] a man, even a knowing one, [make] out godlike 

Sarpedon, since he was piled… under a mass of weapons” (16.637-40). No one can distinguish 

friend from foe. When Hektor returns from the battlefield, dressed in his armor and covered in 

blood and guts, his son, Astyanax, “[shrinks] back to his fair-girdled nurse’s bosom / screaming 

and frightened at the aspect of his own father” (6.467-8). The brutality of the battlefield corrupts 

the human form to the extent that even one’s family, which embodies one of the most intimate 

physical and emotional bonds within the civilized community is severed. As Astyanax illustrates, 

after the horror and dehumanization of war, males inevitably retreat to women for comfort and 

recognition.  

Although the battlefield dehumanizes the men in the community, the women return 

humanity to the community torn apart by war. The compassionate acts of the women return the 

men’s broken bodies to a respectable appearance and unite the community. As the primary 

undertakers and caregivers, the women purify, bury, and mourn the bodies of the fallen warriors, 
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something wild animals cannot do. Through their shared mourning, the women and the other 

survivors of the community join together to bestow dignity and respect on the bodies by 

cremating them in large funeral pyres. Specifically, Andromache, Hekabe and Hele unite the 

Trojan community in their grief: “when all were gathered to one place and assembled together... 

the brothers and companions of Hektor… mourning, as the tears swelled and ran down their 

cheeks” (24.790-4). As the women honor the bodies of the fallen warriors, they also unify both 

the women and the remaining men in the community, emphasizing the compassion that embodies 

the connections and true strength of a community. 

 Although the epic is dominated by the glorious stories of men, it is no coincidence that 

the poem concludes with the speeches of three women. The women are the ones who honor the 

men and retell their glorious stories, giving legitimacy and purpose to future generations.  These 

female voices of memory are manifested in a variety of ways. Helen “weaves a great web, [of]… 

the numerous struggles / of Trojans, breakers of horses, and bronze-armoured Achians” (3.125-

7), recording the men’s actions so the remnants of community can remember them in the future. 

As mothers, women pass on their recollections to their children and become the link between the 

past and future generations of the community. Andromache shares the story of Hektor with her 

son, reminding him, “Your father was no merciful man in the horror of battle” (24.739). The 

voices of women conquer the ferocity of the battlefield that silences the men, returning the 

human gift of language to the community. 

Women in the Iliad embody the humanity that is the heart of the community.  On the 

other hand, the men embody the savagery of war that is the greatest threat to the community. The 

ferocity of war strips the men of their humanity and deprives them of their language, but the 

women restore humanity to the fallen warriors’ bodies and give voice to their stories. Ultimately, 
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the compassion and remembrance of the women return humanity to the community, allowing the 

community to endure, in spite of the devastation of war and human mortality. 
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Foundations 

Whitesell Prize Winner 

Anna Stewart 

What You Thought You Knew…  

 

Assignment: 

Dr. Andrea Lommen 
FND 112: The Physics of Movement 
 
Transcendent Paper 
 
The assignment: This paper is called “transcendent” because it transcends the bounds of this 
course, and the ideas you put forth should transcend the individual disciplines of the courses.  
“Transcendent” can mean “universally applicable or significant” and the ideas you put forth in 
this paper should, in fact, be applicable in general to human nature and its search for 
understanding.   
 
You will compare ways of thinking, purposes, and goals of one of your other classes, to those of 
physical analysis… I am looking for deep connections – you will know you are in the right ball 
park when you being to realize that the lines between these two distinct “disciplines” begin to 
blur. 
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Anna Stewart 
 
Prof. Lommen 
 
FND 112: Physics of Movement 
 

What You Thought You Knew…  

 There are some things that we accept as fact. Khubilai Khan invaded Japan in 1274, and 

again in 1281. Gravity exerts a downward force of 9.8 m/s2. These are facts, established and 

concrete, yet they are only a starting point. Physical analysis and history are both based upon 

facts and observations, but the pursuit of enlightened thought in either discipline involves taking 

a step beyond surface observations by means of the analytical tools of inquiry, enabling one to 

begin questioning one’s own subjective assumptions about the foundational facts. For while the 

study of both disciplines has its basis in facts, problems can often arise in the misinterpretation 

and misguided application of those same factual foundations, highlighting the need for the 

reevaluation of the process of inquiry in both physical analysis and the study of history. 

General knowledge of the facts in each field provides the starting block off of which the 

scrutiny of experimentation and the critical analysis of historical assumptions can spring. One 

may consider, for instance, the history of religion, specifically the basic doctrines of Kamakura 

Buddhism in ancient Japan. After gaining a basic, factual understanding of the tenets of Shinto, 

Buddhist, and folk belief systems, one can take an inquisitive step further and begin to perceive 

the crossover of these same religious ideologies, all melting together into the single, accepted 

heading of “Buddhism” in Kamakura Japan. This encourages further investigation into the 

syncretism of these religious systems. Here the thought processes of both physical analysis and 

the study of history begin, with the groundwork of facts that will eventually form the basis of 

further inquiry.  
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Most people consider academic study to begin and end with the acquisition of facts, not 

realizing that as humans we each inherently go a step beyond the facts by interpreting the 

“objective” data being studied through the lens of our own subjective perspective. As such, 

problems can arise in the interpretation and application of facts. These dilemmas frequently 

pertain to the delicate balance between evidence for a claim and conclusive proof for it, whether 

it is in an experiment analyzing the most efficient way to walk up the stairs, or in the discussion 

of a powerful ideology in historical narrative. Subjective analysis, sometimes involving a lens of 

pre-conceived conclusions through which to view the data, may creep into the discussion of 

topics that require an objective view in order to achieve maximal accuracy.  

Archaeology, a science whose experimental materials are historical artifacts, provides 

many examples of how the evidence obtained in its practice has been construed as proof to 

provide support for a specific historical narrative. For example, while requiring an objective and 

broad perspective in order to accurately account for the diverse history of the region, East Asian 

archaeologists have long digressed by using artifacts to foster specific notions of national 

identity—a vase is discovered, dated, and set up in a museum as representing the prototype for 

all artistic cultures in that given period of “Korean” history. This shuts out other rich elements in 

the ancestry and heritage of the Korean peninsula.  Such cases, both in physical analysis and the 

study of historical narrative, point to the need for scholars to be focusing on “good and bad 

arguments, adequate and inadequate evidence, showing and failing to show, [and] high and low 

probabilities,” rather than searching for proof to confirm desired conclusions (Audi 34).  

Intellectuals would then avoid the bungling of both scientific evidence and historical narrative 

described above, in which archaeologists and historians manipulated an artifact by viewing it 

through the lens of their particular, predetermined views of Korean historical development. 
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The subjective interpretation of objective fact will always occur. How then can the 

problem of misinterpretation in physical analysis and the study of historical narratives be 

corrected? The process of inquiry provides a way out, particularly through the examination and 

questioning of the differing subjective perspectives of other individuals on the same issue. This 

process results in a more complete and mind-opening analysis of the facts. Details and nuances 

begin to emerge, and connections are drawn, aided by the experimental mindset. As new 

possibilities continue to surface, one begins to ask, “What does this imply?” To answer this 

question, one must return to the original assumption or law upon which the investigation was 

founded, honestly considering the emerging ideas and conclusions in light of their factual 

foundations. This is the well-considered interpretation of data. As the final step of investigation, 

the conclusion is seen as part of the “big picture.” This enables one to perceive how new 

discoveries may illumine an event, individual, or ideology in history, or a particular law or 

previous pattern of the body’s movement in physical analysis. 

Take, for instance, an experiment that measures the vertical and horizontal velocity of a 

body as it completes a running leap. As the results are responsibly investigated, this experiment 

is seen to demonstrate both Newton’s 1st and 2nd laws. But such an experiment also has broader 

implications that go beyond (but still stem from) these laws, which can be discerned if one will 

take a step further down the road of inquiry. According to these Newtonian laws, if it were not 

for the constant earth-bound force of gravity a person would continue in his/her horizontal path 

until another outside force knocked him/her out of it. One would, in essence, be able to fly.  

Questions and ensuing areas of grey should not be avoided then, providing the 

opportunity to sidestep the problematic interpretation of data that arises from the subjective 

analysis of the facts and pursue a well-reasoned and illuminating inquiry into the subject being 
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discussed. Such queries offer the chance to emerge better-informed and progressively well-

rounded. The use of critical analysis of information, whether scientific or historical, to gain 

insight into our world exists as a means of enlightenment across disciplines. Distinctions 

between such things as evidence and proof begin to surface. Life grows more complicated, and 

yet more clear. 
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