array of telescopes gets kind of interesting: They record the
observationssimultaneously onto magnetic tape; thetapesare
then brought to a central location. Now, the tapes have to be
synchronized within one-millionth of a second. That means,
that you haveto taketen magnetictapes, and alignthemwithin
one-millionth of a second. Now, if you do this—if you have
this ability to line up these tapes within one-millionth of a
second—you will have the VLBA with a maximum highest
resolution of less than 1 milliarc-second—that’ s about one-
thousandth of a second of an arc. If you don’t understand
what that means, it would be like reading anewspaper in Los
Angeles standing in New Y ork City. That’ s the resolution of
thisarray of telescopes.

So, the exploration of space is now necessary. And we
must increase the density of paradoxesand discoveries, if the
human race is to survive. It is a project which could show
al cultures, that we realy are al human. Imagine: A Moon
observatory on the dark side of the Moon. That would mean
almost no interference from the Sun or the Earth, and our
observations of these phenomenawould be increased by the
order of many magnitudes—therefore, increasing our power
to make creative discoveries.

Animals are caged by their senses, and we are not. Let’s
just have some fun. Thank you.

4. Riana St. Classis

Metaphor and
Platonic Creativity

I’m going to have to interject
here—sort of likeaLaRouchie
a a Democratic district
meeting.

Because, the problem is
this: Without comprehending
metaphor, you' re not going to
understand this panel. And,
even though everything has
seemed to go along very well,
so far, we're going to have to
takeabreak. Theproblemis, the problem of anidea: Because,
| can't describe an ideato you, and have you hear it. And |
couldn’t paint you a picture and have you see it. And, |
couldn’t sculpt it, and have you be able to touch it. So, how
do | communicate an action inside my mind, a motion, a
generation—something that happensinside of me—and how
dol know that I’ vereplicatedthat. insideof you. “Aye, there’' s
therub,” like Hamlet says.
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So, let’sbegin here. I'd like to begin with ajoke that Lyn

isfond of using as an example. If | make the statement,
FEED THE CAT.

Those of you who aren’t familiar with this joke, you im-
mediately think that you know what that means, right? Y ou
might think that perhaps| should add some other information
tothat, tocompleteit. “ Feed the cat” —when?* on Saturday” ?
What do | feed the cat? Do | feed him tuna? Which cat do |
feed? Do | feed the tabby?

So, what happens now? Can | have the next one,

TOWHOM?

So, suddenly, your whole idea about the cat, is changed.
The meaning of “the cat” has been changed. It'sno longer a
question of bringing the cat food; it saquestion of “making”
the cat food. If you weren't familiar with this, you might also
have something happen—you feel, you know, maybe alittle
... shocked. Maybe there’ s an emotional component to this.
The first statement was fairly mundane. But, now, all of a
sudden, maybe you don't really feel so good about this any
more!

This joke isn't exactly a metaphor. But, it certainly has
irony; and the irony rests on this question of the verb “to
feed,” and how that verb changesin meaningwhen | juxtapose
ittoadifferent query. Instead of “when” or “what,” | suddenly
ask, “to whom?’ And that changes the entire meaning of
theword.

Soin first approximation, our words are just like a primi-
tive map of what we see; and, of maybe simple actions, like
running or walking. The words don’t actually give me away
of breaking out of the Sensorium. The words might give me
away of describing the bars of the cage. So, the question
becomes, “How do | break out of thebars?How do | transcend
language, so that | can transcend to understanding something
about the Sensorium, other than what | see?’

This is actually the same question that the Greeks were
looking at, when they werelooking in constructive geometry,
butit’sposedinadifferent way. Because constructive geome-
try, mathematics, is actually alanguage—just a dightly dif-
ferent one, like music.

Let’slook at a quote that Lyn has, from The Science of
Christian Economy; he gets at thisidea.

“Consider a Shakespeare tragedy, Hamlet for example.
Or Schiller’s Don Carlos. . . . Is the power of the dramain
any of the utterances—even in Posa’s ‘king of a million
kings ? The passion is located in the juxtaposition of essen-
tially ssimple, more or less stylized words and movements,
to force upon the audience a conception, of something which
might be said to ‘lie between the cracks' of anything said
or done onstage. Hence, the form of a dramatic composition
is as essentia as the form of a non-Euclidean constructive
geometry is to the creative thinking in mathematical
physics.”

At thispoint, I'd like to €elicit afriend of mine, Keats, to
get thisidea across.
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On First Looking Into Chapman’sHomer

Much have | travelled in the realms of gold,
And many goodly states and kingdoms seen;
Round many westernislands have | been
Which bardsin fealty to Apollo hold.
Oft of onewide expanse had | been told
That deep-browed Homer ruled, as his demesne;
Yet did | never breathe its pure serene
Till I heard Chapman speak out, loud and bold:
Thenfelt | like some watcher of the skies
When anew planet swimsinto its ken;
Or like stout Cortez when with eagle eyes
He stared at the Pacific—and all hismen
Looked at each other with awild surmise—
Silent, upon apeak in Darien.

So, where' s the poem’ s meaning? See, the nerds always
want you to explain; “1 want you to explain t'me, what that
poem me-e-a-ans.” And, in fact, what you find out, is that
most English teachersin our schoolstoday are nerds, and they
demand that you do, just what they said, to that poem. Thisis
an example that | found online, of an English teacher who
goes through an intensive analysis of this poem, to give a
demonstration to her class.

First of all, she says, “You must put the poem into prose
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form, and make some statement out of it.” This is her
statement:

“The spesaker says, that he had travelled through alot of
golden terrain, had read a lot of poems, and people had told
him about the Homeric domain. But, he had never breathed
itsair, till he heard Chapman’s speak out. Then, he felt like
an astronomer, discovering anew planet. Or, likean explorer,
who discovered the Pacific, whose men, astonished by his
gaze, guessed at hisdiscovery.” Shethen goesonto say: Well
this kind of meaning paraphrase is necessary, but in a poem,
there' s often very little by way of plot or character or normal
information, in the ordinary sense, and it can usually be
quickly sketched. So, if we want to learn things about the
poem that are more interesting than simply “What It Says,”
we haveto takeit apart, piece by piece by piece.

And, when I’ m reading her analysis of this poem—uwhich
goes on; they look at the meter, and they look at the climax,
and they look at all of these various things about the poem—
| start feeling like | did when | was in freshman biology lab,
and you have this question about life. Y ou look at an animal,
like a cat; and the cat has life. And you think, “Where isthe
life? How do | get to it? Where isthe location of the life, in
that animal?’ So. . . | takeit apart! And, intheend, I'm left
with a mess—with a dead, dismembered cat. I'm left with
cat-burger. And thething that | waslooking for, thelife—it's
gone. It doesn’'t seem to be anywhere, at all.

So, the problem of the two meansis a problem of going
from my sense-perception to understanding, or to the real
universe, actualy. And, the way in which we do that, is, like
going from “understanding” to “reason”; that's what Plato
tell us, right?But, inasense, it’ ssort of likewhat Hippocrates
of Chiossaid. | can say that the problem of finding the double
of the cubeis a problem of finding two means between two
extremes, but that’ sliketurning onemajor puzzleinto another

.. major puzzle!

What I'd like to do, is to go back to the poem. And I'd
like to point out two striking juxtapositions: First of al, I'd
like to point out how Homer, Chapman, Cortez (who, some
people will tell you, is actually Balboa, who discovered the
Pacific, but anyway—); Homer, Chapman, and Cortez, how
they and Cortez all appear together, in this moment of the
poem. And, I'd like you to look at Chapman, who was a
contemporary of Shakespeare, and how he changesthe mean-
ing of Homer. He changes Homer across a vast distance of
time and place. And, in a sense, he acts as a means, between
Homer and Keats.

Now, in Jonathan Tennenbaum'’s presentation in Frank-
furt[seeEIR, Sept. 19, 2003], he speaksabout asecond Senso-
rium. Hecallsit " the Sensorium of mind”: monads, who popu-
late our mind. He calls it, “the celestial sphere of creative
human personalities” And these are the people about
whom—or some of them—about whom we' re speaking to-
night, like Archytas, and Plato. And, you can think about
them, if you know them. And you can think of them, as hu-
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FIGURE 4.1
Rembrandt’s ‘Aristotle Contemplating the
Bust of Homer’

manswho’ ve changed the meaning of our being human. And
it' suponthem, that westand—it’ sonunderstanding. Through
them, we get an understanding. But, in the Greek, this ques-
tion of understanding, the Greek word for itisdianoia, which
means “through reason”: dia-noesis. And so, the celestial
sphere of personalities gives usakey to reason, but it doesn’t
give usreason.

Second, I'd like to look at how Keats emphasizes this
question of seeing. It's on “First Looking Into Chapman’s
Homer.” Apolloisthegod of poetry, but aso thegod of light.
And, you can see, Cortez stares with his “eagle eyes’; the
men look at each other. But, the fulcrum of the poem, one of
thethingsaround which it rotates, in asense, isHomer—and,
Homer was blind, or at least, by tradition he was blind. And
thisquestion of seeing struck me, becausein Greek, thisword
noesis, comesfromtheverb no&o, which means*to perceive.”

So, why would Plato choosethat astheword for “ reason” ?
As the word for this highest quality, which we're trying to
get to? And, | thought, it'slike Homer (Figure 4.1). Hereis
Rembrandt’ s Aristotle Contemplating the Bust of Homer, and
alot of peoplein the Schiller Institute have talked about it.
But, if you look at Aristotle, he's got these dark, liquid eyes,
kind of like an animal; and he' s staring off into the distance;
and he' s groping on the head of this statue. And you notice
that the light is actually coming from this dead, marble bust
of Homer. You see that Homer looks like he's looking at
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Aristotle, with this look of pity. It's interesting—the blind,
dead bust, and theliving Aristotle, whoisblind and can’t see.

Thissameblindnessseemsto underliethe blocked mathe-
matician, whowantsto explain Archytas' solution tothecube
problem. Every website that I've gone to, and even in the
English trandation of Eudemus’ description of Archytas’ so-
|ution to this problem, the trandator, the mathematician—
they can’t help themselves. They haveto explain it; and they
have to explain it, with equations. They have to say, “Yes,
yes, yes! It's very remarkable, that Archytas came up with
this, 1,200 yearsago. And if you use the equationsfor acylin-
der, atorus, and a cone, and you make them intersect, and
you set them equal to each other, and you do some simple
algebraic manipulations—you find out, that Archytas was
actually right!”

Thank you, Mr. Algebral Archytasfigured thisout 1,200
yearsago, and now you' resaying, “ Oh! But, by my equations,
| see that he was . .. right.” See, the mathematician might
actually say, that “though these equations don’t actually look
like the cylinder, the torus, and the cone,” the mathematician
seesthose thingsin them. So, what’ sthe difference?

Thedifferenceis: The quality of discovery that Archytas
made. How did he actually come up with the solution? What
wasgoing onin hismind? How did he actually generate this?
See, he didn’t use equations; and he was|ooking at an action.
So, what enabled him to see? And, at what was he actually
looking?

What | would say is, to these modern mathematicians,
“Don’t show methat the discovery worked! Show me how to
make the discovery! L ead me through the discovery process,
or at least give me the clues, on how to do that for myself.”
So, in Lyn's paper “On the Subject of Metaphor” [Fidelio,
Fall 1992], healmost immediately jumpsinto adiscussion of
the Pythagorean Theorem, as metaphor. And thisiswhat he
says: The pupil is“guided to re-experience the mental act of
original discovery by Pythagoras himself, thusto reconstruct
acopy of that aspect of Pythagoras' creative mental processes
within the mind of each of the pupils. This new existence,
within the pupil’s own mind, is itself an object of a specia
kind, a thought-object, identified by the metaphorical name
‘ Pythagorean Theorem.” ”

If we look at this from the standpoint of the related
problem, posed by Plato’'s Meno, that of doubling the
sguare—can we see Jason’s graphic (Figure 4.2)?—do we
see that the problem is actually one of transformation? How
do | transform a square of 1, into a square of 2? And see,
it's a problem of relationship: Let's say, of the two sides of
a right triangle (so, that right triangle down there, in the
lower left), and the hypotenuse. What is the relationship
between them, that enables me to have the power to generate
the doubled square? And, this solution isn’t apparent; it has
to be seen. It has to be looked at, by the power of the lines
to generate squares on themselves—it has to be looked at
from the problem of the squares. Y ou have to go outside of
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FIGURE 4.2
Doubling the Square

FIGURE 4.3

f(x) =x

FIGURE 4.4
A Gauss Surface

the domain of the lines, to actually get a sense of this prob-
lem. And, what Jason went through, wasthat that hypotenuse
can’'t be known in terms of the side of its square. So, what
he went through was to show you how, the hypotenuse, in
terms of the line of the square would have to both be even
and odd. That’s what Nicolaus of Cusa calls “a coincidence
of opposites.” And the question is, where does that happen?
Where is that line, both even and odd?

So, if we look back at Archytas, and if we look at the
description of his solution by Eudemus, we see something
striking: He' slooking at aprocess of becoming. He' slooking
about an action, and so, the way he describes it, is that, you
take asemi-circle, and you rotate it up; you rotate that semi-
circle about a point. Y ou take atriangle, and you rotate that
triangle, and theresidue of these actions, that aretaking place
in conjunction with each other, isthe solution. The residue of
the action of the rotating triangle, is a cone; the action of
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Cartesian Coordinate System

the rotating semi-circleisatorus. What
we'reactually looking at, isn’t thecone,
the torus, and the cylinder—he’'s not
looking at those things. He' slooking at
aprocess. And when he' slooking at the
means, he's looking at meansin a pro-
cessof generation. So, he' strying to get
asense of the process of generation, be-
hind our Sensorium.

This solution, as Jonathan Ten-
nenbaum, Bruce Director, and Fletcher
James have all pointed out in pedagogi-
cals on this topic, is like a polyphony.
And, if you remember what Megan
Beets and Matt Ogden demonstrated in
the panel last night [“An Evening with
the Classics, in Tributeto Graham Lowry”] with Rameau and
Bach, you remember, that in Bach, therewasthisintersection
of voices, there were independent voices moving together,
elaborating asingle idea—Ilike a conversation. And music is
a language, like constructive geometry. The real idea lies
behind the composition; thereal idealiesin the creative prin-
ciple, inthe actua creation; in the process behind the Senso-
rium, behind what is created.

So, theidea of Archytas, isbehind that construction, and
the two means are not objects.

When you begin to get a sense of this, you might have a
sense of shock—Iike the joke, or thefirst six lines of Keats
sonnet, in relation to the last six lines. Like, after Keats has
actually discovered Chapman. Y ou have a sense of shock, at
the underlying paradox, that you have to go outside of the
domain in which you are operating to get your solution.

Now, for anyonewho hasworked on Gauss' s Fundamen-
tal Theorem of Algebra paper, you might remember a shock,
or a discomfort, when you hit Section 13: because, at first,
Gauss states what he means to prove. And then, he goes
through and shows what's absurd about the reasoning—or
what's actually not so absurd as deceptive, in the reasoning
of D’Alembert, Euler, and Lagrange, because they're al
rooting around in the realm of algebra to find the solution.
And he suddenly throws out this circular function, and he
says, it has a particular property, and he provesit. And, you
wonder, “Where did these sines come from? Where did these
cosines come from? | mean, | was doing what’ sjust asimple
x2, and now I'm dealing with 2r’cosinQC. What does that
mean?’ And, what Gaussis actualy getting at, is arelation-
ship, between the real universe, and sense-perception. And
he' s looking at the process behind the powers. He's making
a metaphor.

Here's an example of our Cartesian coordinate system
(Figure4.3) and asimplefunction f(x) = x. With Figure 4.4,
that’s a picture of an approximation of a Gauss surface. See,
the left isthe cosine and theright isthe sine, but that doesn’t
necessarily have to mean anything. What it is, is an approxi-
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mation at getting at what Gauss shows is actually going on,
in the equation. And that’s actually not it, either; but, it'sto
help you get an approximation of the actual idea.

Thisisaquote from Gauss, which Bruce Director isfond
of using, and | am, too: “ Theseinvestigationslead deeply into
many others; | would even say, into the metaphysics of the
theory of space; and it isonly with great difficulty, that | can
tear myself away from the results that spring from it, as, for
example, thetrue metaphysics of negative and complex num-
bers. The true sense of the /-1 stands before my mind fully
alive; but it becomes very difficult to put into words; | am
alwaysonly ableto give avagueimagethat floatsintheaair.”

So, thereality isn't out there. Thereality isn't inthe equa-
tion; thereality isn’t in the surface; and thereality isn’t inthe
words. So, thisis like the metaphor that Kepler makes, when
he's looking at the paradox of the motion of Mars from a
higher standpoint. And see, Kepler is different than the
blocked mathematician, because he’ shappy when hefindsthe
paradox. Becauseit meansthat that’ sagateway into making a
real discovery. It meansthat the universe, through that crack,
isgoing to let him perceive what' s going on behind.

I’m going to read this Kepler quote—pay attention to his
wording at the beginning, as well: “It is permissible, using
the thread of analogy as a guide, to traverse the labyrinths of
the mysteries of nature. | believe the following arguments
can not be put aside. The relation of the six spheres to their
common center, thereby the center of the whole world, is
also the samerelation, as that of unfolded Mind (dianoia)—
understanding—to Mind (nods)—to reason. On the other
hand, therelation of thesingleplanets' revolutionsfromplace
to place around the Sun, to the unvarying of the rotation of
the Sun in the central space of the whole system, is also the
same asthe relation of unfolded Mind to the Mind; whichis,
that of themanifold of dialectics, to themost simple cognition
of the Mind. For asthe Sun, rotating into itself, moves al the
planets by means of the form emitting from itself, so too, as
the philosophers teach, Mind stirs up dialectics, by which it
understands itself and in itself al things, and by unfolding
and unrolling its simplicity into those dialectics, it makes
everything known. And the movements of the planetsaround
the Sun at their center, and the unfolded dialectics are so
interwoven and bound together, that, unless the Earth, our
domicile, measured out the annual circle, midway between
the other spheres changing from place to place, from station
never would human cognition haveworked itsway to thetrue
intervals of the planets, and to the other things dependent
from them, and never would it have constituted astronomy.”

So, without paradox—without the paradox of Mars, and
those motions upon motions—we never would have been led
into actually making discoveries, into investigating what is
actually behind the Sensorium. So, if we must communicate
to each other through metaphor, how does the universe com-
municate to us?
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5. Sky Shields

On the Crab Nebula

The Crab Nebula was first observed in 1731. It's right up
there, as asmudge, in the constellation Taurus (Figure 5.1).
Now, you can't seeit with your naked eye. So, already we're
dealing with something interesting.

It occupies a swath of approximately 5' [minutes] of arc
in length, and 3' of arc wide, on the celestial sphere—the
sphere that Merv described. To get an idea of the size: A
minute of arc—people know you divide a circle into 360°;
you can take one of those degrees and divideit again, into 60
minutes—so, 1' of arc, isone-sixtieth of 1°. So, you can see
why thisthing is not visible, except as a projection onto our
extended Sensorium of astronomical instruments.

But by the middle of the 19th Century, it was aready
possible, thanks to developments in the technology of tele-
scopes and this sort of thing, to start to see details of it. And
you're able to see adetail, sort of irregular legs or filaments
init, whichishow it got the name “the Crab.” We can seethe
next (upper right image, Figure 5.2). Thisis a later one.
Thisisaphoto taken by the European Southern Observatory.
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