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Introduction

Music can,
First, it can be
The
i
the bi From this
Thirdly,
be audibl
performance.
n
the notated

score, and the performance.



Therefore,

misture of melody, dance, and words. Barring this exception, when | say ‘music, | mean

instance, and

articulations which do not form words. In sum, by the term ‘music’,  efer to ordered

her than to
Inadditon, | Jong with
music,Pyth
Certain the
id, emations




subject of Chapters One and Two of thisthesis, and, n Chapter Three, Murdoch's

ethic

Allow me to be explict about what each chapter accomplishes. In Chapter One, |

n Chapter Two,

P the other

the world.
of Wil the inner principle of movement behind the world. As we will e, this leads

P

source, Wil and

s, for Pth:

phenomenal energy.



music. n other word diff
n Chapter
an,she
oo
d therefore tomap the




Chapter One

Pythagorean Harmonics and the Ethical Force of Music

 arguably,

of

Pythagoras (c. 570-490 B.C.E) was the first o map the mathematical structure of

InPythagoras’

n this which

f the cosmos, 3

cosmalogy.

Timaeus, 3

produce a harmonious concord.

This chapter

Pythagorean



towards a rational apprehension of the world.

11 Pythagoras

 the Pythagoreans

).

where he fived, and we know that he began a religious/politcal/ntellectual

brotherhaod,
Pythagoras’
1o
Asa resul, ideas fr
Egyptian
goras death, Infe
ythagoras, for
example, Theorem,

Pythagoras' Ifetime (Gil 315-6; Huffman, “Pythagoras,” 469).



. H this

¢ thought must
turn to the writings of the vast number of the Pythagoreans. Therefore, at the outset, |
make a simple distinction between, on the one hand, Pythagoras' thought per se and on
the other hand, Pythagorean thought; 1 aim to examine the later.*

1.2 Pythagorean Cosmology and Numerology

words, Being
numbers, 1)
truth,
suchas2+1
15).
Interestingly,
ol f or

my e saurce on Fythagoresn sk they



elations.
the most
igh 319) by
jid
. 35)

180", Next, the

added up to 180",

eternal

Reality that althings held in common.

He wites, =]

sensible substances are formed out of t” (Metaphysics 1080b16-21). Numbers in this

he most basic




while

. “The Pythagoreans’

the principles from non-sensible tings, for the objects of mathematics, except those of

" (998629-30),

Although
numbers
990a4),
more clearly. Therefc
(Kine 29).* ho
simpytobe
.




Inthe 5" and 6° centuries 8.C €., the Pythagoreans extended the explanatory.

strength

figures (Kline 29). I two numbers, .., two points, were related to each other, the

' and drew
¢ (Uppman 9).
int,they b then three, then four

1,2,3,and4

space (Hermann 96-7).  Moreover, the numbers 1, 2,3, 4 all add up 1o the perfect

number 10, P

 having 4 bove that, then 2
points, and finally 1 point at th hich
“group of four” 10,




Unit, One, or Monad. Though we do not know for certain f  Pythagorean number had

tible

numbers. A horse, its food, and its master,for example, were infact reducible to

he study of such

relationship.

Again,




the Academy (Hermann 17).

1.3 The Pythagorean Concey

" the problem of the one and the.
many. log
Thales
ifcal
each other.” that sense th

differ from each other. If they diffe in any respec, then in rder for them to work in

concertto form tind o

them,

o "

conflictis impossible so long as that conflc las. (187 a-c)

‘o, .. Tayor

someting” (061



Thisisa
harmonized, are they stil contrary afer they are harmonized? And,if they are stil

contrary, how then can we say that they ae truly harmonized? O, on the other hand, If

. are they then

different.
fertil ® B
conception of harmony.
The Pythagorean solution to the problem involves a nuanced theory of

that of Homer

specifcally, B

4 wood, asl try, but ” s

meaning might perhaps be rendered in English as ‘agreement (Lipmann 3). Dualty is

¢ (pmann 2). The most

. ight



and

theogonies and postulations about the elements earth, fire, water, and air,which were:

ot, wet,and cold,

"
8 elements. I
bel
atheogony. .<
theogony,
tituted
of a rigorous investigation of the properties of ratios. (Lipmann.
As we wil
“The rational princil
thica, and cultural
functions. But this i to anicipate the dscussion below.
1.4 The Meaning of a Ratio
exactly Inthe




tis

whilelighter

sympathetic)
pitches. For example, i the reationship between two hammers was 2:1, meaning, if one

consanant. The same was true of hammers related i the ratos of 4:3 and 3:2. In this

way,
hammers 3
sed st The
hord, when plucked, Ifthe chord

fundamental ptch were produced.

of

¢ (16),




thematics. The ear
theinterval. The he explains, took the
Thatis t
harmony:
carries authority” (Boethius 17).
43,and

harmony,

allratos.

quantities (the one).

expressions of consonance. They are named as follows: the multipe,the.



Ofthese,

types. Let s define the irst three types. Inthe multipl class,the larger number

contains the smaller number two times, three times, four times, etc e.g. :1,9:3, or

369). , the large o
some single part(e.g. a hal, s n 3:2,a third, s n 4:3, a fourth, s n 5:4, and 50 on).

Final

smaller plus several parts(e.. in 53, 5 contains 3 plus 2 parts;or in 7:4, 7 contains &

plus 3 parts).

In other words

* In both, therefore,

(Boethius 12.6)

Piao,se Taylor, 506



7;Boethivs 23 ‘

470.385 B.CE), the first

from the low pitch, the fundamental,up o the high pitch. We can think ofthe high

octave by that distance. Indeed, the terms ‘octave’ (meaning 8 pitches), fourth’

mapped out. Atfirst these intervals were found to be audibly pleasing, then ‘

dametnc

h s harmonic functon n th bioader tonal s,

s



“Philolaus,” 383).

span
P hole numbe
measure intellgble distances and relations.
b viathe.

" Letus consider
this polnt further.
and emotions.

n
distinct
2 This clear
" The




ke the g

‘moves nvisbly though powerfully (Lipmann 86).° With Orphism, then, as it pursued

fcally
that of te Iyre, a
flood of inartculate emotions, s in earlie religious musics.
he god

Asceticism

ey on at
least, Butvith
the.
came to rest powerfullyinthe sensible reaim.

had

Sstcited wih ragedy.



phenomena. M

very order of

Timaeus,

works:

sense of hearing is ranted to us for the sake of harmony. And harmony, which

votary of the Muses as given by them with a view to irational pleasure, which is

the soul,

her

Music could bring the soul into conformity with the cosmos. That s o say, the soul

imitated the

cosmos in s proper or harmonlous sate.
15 The Ethical Power of Music
And with this ‘ought we arrive at the ethical power of music. According to

U firt, s function and,




in others.

of them. Words, melody

nterwoven. As

Z
Jgnif the poetry. Asfor
melody.
wpand
heroes.
reward of acting virtuousy. Lipmann writes:
7)




Ancient Greek culture.

education. However,
ith thi
Butthis
) The
in societyin
The

model for the cosmos and, n turn, for ethic.

The dlasses

Thisis



why th Practical, audib

virtve. Ina eal Of course
z Pl
P
hearer.
e "l
rational,
mimetic

terms, we turn o examine Schopenhauer's philosophy of music i order to have set






Chapter Two

Music and Madness in Schopenhauer’s Aesthetics

I thischapter

Ithen referto




reason. Lke other

adhesion of et

causal ntwork cannot full describe the meaning of the work. The work of art

came together.

creation.

It takes ona fe o ts own.

penhauer

The

Representation. Thistitle refers to the world asf i n-tself, which he cals Wil and the

7 b captaling W Lindicate that 1 am talkig 3bout th cosic, re phenomenalprincile of

i th term i sl When tling 3bouthow s princie oprates i he henomena
e b o e e ) ot S e

However, 1.1
enaptr, ol ues i, without any apializaton.




process

entire world, h

gains avision of

of art,

deas (. Will under the form of representation) but rather willin-iself (. Wil under




nvitself, We must ask: What object does the composer contemplate in order to gain a

vison of willi-itself, (

wilin-tsel i formiess, rrational and uninteligibe)? The Idea, which normally

inmore detall
2.1 schopenhaver's World
open - The
knowledge. Schopen
for the subject
subject. Therefore, i 3

“Kantian (dealism", th recognition of the *mode and manner” of the subject's

temporal,and causal structure of the object (WWR, Vol. 2, 8). These two




(WWR. Vol 2,p. 13). Sch

Vol2,p.17).

noumenal d th
per z
n
For
hopenhauer, h
from
. and in this




i body.

our body move. e

moves

", we can

refine our z

body, we

he further

The inner




[ is explains:

1 (Wle,

, from

distance, one-sdedl, and indircty. ] Knowedge o the caus of thsimer

and nothing more. (WWA, Vol. 1, 125)
but
nto the ‘second side’of the world, the side opposed to world as determinate
representation. “second side’ is il generaliz
d s Wil
senseto
deduce that the noumenal s Will*
P Magee agres

138, "




objectivity,

on, 1 Equally, .
‘The bod ks to live. !

(Schopenhauer argues that lf s the only goal for Wil In this way, the body seels,

n s
Beyond Kt



bend them to the purpose ofits own survival.

representation. uncondit

formed,

Asthe willin-

tself Jminat

takes on m

properties of al natural bodies, whether organic or inorganic, as well 2 the
(WWR,Vol. 1,

169)

For exampl

100K, 2 ‘plant’ or  human', is a term which signifies a group of particulars. Such




such asrgidity, Auidity, ol etry, are also deas. As for h

Je. With gravity, examples

e,

phenomena. Thus,

ol through the particulars which t unifes

logical form. Logically, Schopenhaver explains, the Idea i analyzed as “objectfor-a-

subject” (WWR Vol 1, 175). The most original and universalform applying to all

Infact, says,this is the most
i ph Togicalform i They cannot be
Knowled;
Object for-subject. Schopenhauer wites:

particular

(whichis
the wil).
jectiviy ofthe

that of being

i ject. Therefore, the ldea]



itslf, only under the form of the representation. (WWR Vol. 1, 175)

princpl can for
cariy'ssake, 2 don. If we
princip
representation, For this reason, -
known by subjects
Inthe
The

intensity of this gaze results i the object becoming,for the subject, the only

subject. Schope plains: “(The subject]  the
when, the why, and the whither n things, but simply and solly the what” (WWR Vol. 1,

178) i




1d s los, the subj 1

know Ideas, but her

indiidualty. | wiless, pain
Vol.1,179)
e, the.
Mor of the Idea of
‘ 11, 180)
final point needs further explanation.
P
e intself o id,Idea fully
This s why




P v K ¢ (WWR
Vol. 1, 180) in the dea. Now recallthat Idea becomes further objectfied s it becomes

"

wil.

that here knows itself” (WWR Vol. 1, 180). Now, if we recal that when the subject

s “willlss"), but they are also unified in the initself of Will tits grade of pure

objectivity. The important thng to remember, as we proceed to consider




22 The Difference between Genius and Madness

the object—"plucks ] from the stream of the world's course” (WWR. Vol.1, 185)—and

person” (WWR. VoL, 186-7). The extension of the genius’ mental horizon brings the

Vol.1,184:5). The

wil

driven enslavement to the princple of suffcient reason. Instead, the knowledge
¢ concern.

| the orig . But this s not

However,




I Vol.1,187)

from partcular

and therefore ncreases our suffeing.

To prepare

heis i ever closer contact with the formiess,

rational wil-in-tself, For this reason,

K  (WWR.

Vol1,

we have said. The




i, )
Vol.1, 191). o
I
o~
de di ¢ : .
For example, k.
e b
eisioror.

disorganized.



dealtwith i a normal healing process.

23 Music Copies Wil

ntselt

We move now to ook at how music stands out among the arts.

of willinself, Thisis to.

Iierature, dance—

deas. or




he repetit

the world” (WWR. Vol.1, 256). However, everyone recognizes the effect of music and

respect,

(WWR Vol.1, 256). et itsrelation to the phenomenal world i very obscure, for it does.
ot seem to attend to any partcular perceived object.

itself of Wil but he admits that there s a diffculy in this:

Irecognize [.] that it s impossibl to demonstrate this explanation for it

of an original that can tsef never be represented. (WWR. Vol.1, 257)

o The difficulty



represents i unstructured.

pehaver
intselfof i, -
Hisideais
that, then we should
character
For example, he
sround-bass,”Schopenhauer sees “the lowest grades of wil's objectifcaton, inorganic

¢ (WWR. Vol. 1, 258).

Rourishe
Inthis
Ideas in order to be intellgble.
Jthin hself, a certain stack 50 to
speak,
P outof




bass note. The hgh

Futther, he

thati

type of the species” (WWR. Vol. 1, 258-9). The harmoric series produced by a particular

conflict.

p

and the structure of the world as representation (WWR Vol. 1. 258-61). He i able to

But, importantly,

dea-copy relationships. Schopenhauer explains:

that music

h . the nitself, h
wilitself, (WWR Vol. 1.261)



sofar.
the object of music. their objct,
wil
pay bt this s Wi, a5 we have said,
representation. hidd

But music bypasses the Idea and directly mirrors the intself of Will Therefore, i the

planet,

ths or

express “this o that

b 4 , or peace of mind, b h 4

I (WWR Val. 1, 261)

merriment, peace of mind themselves .

2.4 The Composer and the Somnambulist

structure of music,

same way that he discusses al the other structural analogues). The magnetic




Lk encounters the
Typically, whe , their
b the individual, is i a certai
. thanin

any other artst, the man i entirly separate and distnct from the artist” (WWR Vol. 1,
260)

» fedge for

In-tself, but what then can we conclude about the composer? Most atists, as we.

the idea. And ti

raw, unformed Will?




music

Moreover,
the world. 1 speak more to this in the following chapter.)
because it
From Rowelr's
t, 25 they do,
bsolute or, if you
wil True, h
s

we wilsee, i rs Murdoch's terms, music produces a Imited whole, that s, a mited

vision of the world



Chapter Three

Iris Murdoch,
I this chap
First, n ight of
differs from our own.
others. Not only ar,
o He
. the real, and . attention. |
hich thought '

conclude with a discussion of how music functions as a mode of atention. That s,

but,

forthat itis capable




31 aphy:

), Murdoch h
good) L to indicate a
reassuring, The work ofart,

Vet related to, our think

and revse our

but ot fact,

compassionate. Ths

d this self-

encountered other.



She writes:

reflection:

(Sovereignty 76)

morallesson of the story. Literature is moraly significant because it enivens this story-

that

thatour

in the interest of seeing the real. (Sovereignty 65)

Knowedge.




P . inor which, in some
sense or other,this experience of nature is conditioned [.J.* (W, Vol. 2, 164)

Hels akin

space, we must look

We see his

, “the

pre

of metaphysics'(WWR, Vol 2, 178). The world of experience i ke a riddle, he says, and

the ‘answer’
ihe probl the world
then,
(WWR, Vol. 2, 180-1)
For Wei, moraliy, ., being good,
G s
tobe

prcie.



sense of the realty, primarily of course other people, but also other things”

Here tis clear

described as a kind of vision rather than an act or movement, the agent’s wil, which is

attention. For Wel, morality is far mare than a calculated use of our wil, L., our

duty (as
i Kantian ethic).
» 01
the form of il-to-ve. felt drive towar

movement, n thatfor both Schopenhauer and Weil, moralty s a sel-less, e, willless,

regard for the other.

¢ Sovereity



moves us outside s fimit. (1 discuss this in more detal below.)

To be
the worldis

making space or, L., being compassionate towards, the other.

attention,




block s his concept of Willas

compassionate: *Schopenhauer' chiefstumbli

fundamental,
y:
willto-ve. In order
of ttention. What
We could
- 1t seems that
Jytcall
compassionate.
I raise this
to

consistent ethical theory.

Schopenhauer. When Murdoch says “Good, not will istranscendent” (Sovereignty 69),

but,



schopenhauer. P ;

“transcendent’

Inorganic, the organic, and the ideal—to self-preservation. For Murdoch, however,

L I n
others. . of be
1say that
and
hi
Inany case, the as
ethicaltheory.
3.2 The Limited Whole and Thought's Tacit Ontology
The effect o e

s possible can be understood by considering the term “imited whole'. A imited whole',

for Murdoch, d




P— 3 |

. Thisisto say,
outside of which we stand as the thinker.
medium—cl e #, prose, etc.
t
Murdoch explans:
1
(sovereignty 65)
The good lfe, limited
6.7). Thatis

Bhosophy, 1 ar, 1o ki el (etophyscs 1.

57



. e, new limited

ncontrast,

for example,

Unity s

unthinkable, they tel us, because each time we try o come to 3 conception of the

world, uage o ght There is an
8
Murdoch
herefore, it thought. For
example, i E
think about . 8
Therefore,

aspices




uote Schopenhauer:

knowledge [..J. Yet tissolution is oy possible within certain imits which are

(schopenhauer qta. in Metaphysics 79)

nthi
. abe .
The latter half

The factof

\
Murdoch
weites:
The

‘world, accepting the facts and following the stream of lfe. . Within the ‘imits'
of our finite nature’ we are able to feel or intuit the world as a whole, though
ot as atotally comprehended whole. (Metaphysics 79)



Schopenhauer's

illusion, but the el can ‘work’on us to reform and stretch our imited whole or, what

fantasy. The , s discussed above,

ng. Weaallit Good

revision,
others.

3.3 Prayer and Religious Teaching as Modes of Attention

rather a retreat nto the “chamber of the soul” (Metaphysics 73). In fac, it an be

argued that n

uch of moraliy,




relatons.

attention.” She continues: “[Alnd I shall 8o on to suggest that moral philosophy should

¢ (Sovereignty 55,

author's alcs). Of course,this setof “characteristics” describes the Good s discussed
above. The Good is “perfect” n that it i a property of realty which is nothing but tself;
itis “transcendent” and “non-representable” because it s that property of the ealiy to

extend beyond the limits of our finte understanding; and it s “necessariy rea” in the




Christ as logos, Chrst as Redeemer,the Trinty, the Prodigal Son, and the Good

breaks us open and shows our dependency upon others. She writes:

oy truth, where consolation and explanation vanish. (Metaphysics 124)

or medium by

between. Y

Much of




However, there is an important nuance in Murdoch's prescripton for fantasy-

dismanting, ot There is
aways. Infact,
s
Instead,
suffering. Moral concep:

move about within a hard world set up by scence and logic. They set up, for different

purposes,

o When thinking

the other.
words such as ‘v’ and ‘ustce’in characterizing [the moral agent], we introduce into

hatis, the idea of

perfection”
other, but they call s to notice the mediation and attempt o peer through t

n We know




of the world so that we can think about what the world i ke. These limited

‘ e unlimited, as an object,
it Ethically
relations.
. "
Were land my
Mor h
that 3

which our thinking i related. Thus our thinking i ether tacitly, or, fo the reaist,

attention.

3.4 Music as a Mode of Attention




Thatis, philosophy W art such

concepts. In addition, visual art since it represents the phenomenal world, which is

Music,on the other hand, i 9
does not represent the phenomenal world and does not,for that reason, communicate a

from the modes of attention which we have thus far outined.

Ifthis i correct,

tis

theary.

- 1n what follows,

s sl i

its own rght, a visg the world; albe .

non-verbal,representation o that structure.



To be specifc the way music represents the world is unigque: s structural

music, are analogousto the structural propertis of the world, e, the internal or

ontological properties o the world

music
while other music
new purpose. it

composition. Therefore, whether iconic or experimental, musicis recognized as music
because it s composed of purposefuly ordered sound.

music. Cannot

song, for exampl




for example, the roar of a waterfalor the rush of the wind. The ‘musical-ness’of a

purpose. d, next to that,
music
the bird. For exampl
relations, etc.
Human
But what
ordered
Another
p
For example,
[ i
we would all it
music Our definition




idental. Itis not music.

inquiry.

function as a mode o attention?

Anclent West',

musicalsound.

Music, whatever else it may be considered at any one time or place, s ~ more.
jent, coml




we share so many cultural assumptions. (323)

i musi Thatis, we can

world s like. or,

ontology can be pictured through sound.

Rowell utlines. In the Ancient West, the dea of harmony was farreaching. It connoted

s certain

sway,



(Rowell 331). For example, Western music prizes the hierarchical structure of the

Certain pitches

And this ide
emphasis upon pure intervals such as the 5, 4™ and the & or Octave.
n Nad:
connotes:
[
. fested

tche

process ~ the process of continuous creation. (Rowell328)

ways.

Indian music. Also,




of sound. Rowell writes: [W]hen we observe musica tyle developing and ntensifying

1
(3301, The
helevelling indeterminate
substance coursing below the phenomenal world
id Two above: Strangely, Schopenh
Imitates wil,
hierarchy.
hindividual
i, how




Yet,

a . wil.
representation.
Butwhat
the world
2 However,
the wake
The




o speak,

s
N ——
owr,
;
| i,

world,



Conclusion

philosophers as  representation of ontologica sructure. Pythagoras and

Nevertheless, 3

perform: For exampl ora

phenomena. Wagn

Whether

H levelof music theory,

artculates

the




. However, by pointing

Rowel
Western
music s therefore a sound image of Western ontology.
context. Th
nd, the musical

attention. It envisions, re-presents, o artculates ontolofical structure. It remains to

interactions.

principles of Westen ontology?

Onecan
onits audi "
I ths respect,
"
music,




‘compassion. 1
ol But,
know,
" o For this
Instead

related to others



Bibliography

Anderson, WarrenD.
Phiosophy. Cambridge, MA: Harvard UP, 1966 Print.

Avsttle, Th Basic Works of Aisttle. €. Rchard McKeon. New York: The Moder
brary, 2001, Print.

Bigelow, “Number” Ed.Donald

M. Borchert. Vo, 6. Detrat: Thomson Gale, 2006, Print.
Boethius, Anicius Manfius Severinus. Fundamentals of Music. Trans. Calin M. Bower. E0.
Claude V. Plsca. New Haven & London: Yle Univrsity Press, 1989, Pint.

Chadwick, Henery. The Consoation of Musi,Logi, Thlogy, and Phiosophy. Oxford:

Clarendon Press, 1981. Print.

Carit, €.F.
Aestheti Theory. London: Oxford UP, 1952. Print

Jeston, Frederick, 5. 1. A

Kantian Idealsts to Mar, Kierkegaard, and Nietzsche. Vol. 7. New York:
Doubleday, 1994.Print.

Eco, Umbert Trans. Hugh Bredi Yale

UP, 1986, Print.
Gill, Mary Louise. "Mathematics, Earier Greek'.In The Encyclopeda of Classical

Philosophy. Ed. Donald 1. Zeyl Westport: Greenwood P, 1997. Print.



Donald Jay, and Claude V. Palisca. A York: Norton,

2001 Print
e iR

1975, print.
Henderson, lsobel. . £d.Egon

Wellesz. Vol 1. London: Oxford UP, 1957. Print.

H Amold The Origins of

Philosophy. Las Vegas:

menides Publishing, 2004. Print.
Huffman, Carl A. “Philolaus". In The Encyclopedia o Closscal Philosophy. €d. Donald J.

Zeyl Westport: Greenwood P, 1997. Print

n 2

Donald J. Zeyl Westport: Greenwood P, 1997. Print.

‘ Jacquette, Dal. Ys UP, 205
pint.
Janaway, Chistoph y
2002, pint.
Uppman, Evard ow Y 1960,
print.

Levin, Flora R. The Hormones of Nicomachus and the Pythagorean Trodition.

Pennsylvania: American Philological Asociation, 1975. Print.



Magee, Bryan. The Vog
2000.print

The Philosophy of Schopenhaer. New York: Oxford P, 1983. Pint

Maritain, . Trans.Joseph W.

Evans. New York: Charles Scribner's Sons, 1962. rint.

Mordoch, i  Penguin, 1992, pint
‘ . The Sovereignty o Good. London: Routedge, 1970, Print.
Palsca Claude V. Musc and decs i the iteenth ond Seventeenth Centuries.Urbana: U

of linois Press, 2006. Print.

Pickstock, Catherine. “M:

1 city justne’.
A new theology. Ed. John Milbank, Catherine Pickstock and Graham Ward.

London: Routledge, 1999. 243.77.Print.

Plato. The Collected Diologues of Plato Inluding the Letters. Ed. Edith Hamilton &
Huntington Cairs. New Jesey: rinceton UP, 2002. Print
Rowell, Lewis. “The Idea of Music in India and the Ancient West". Essays on the

Ed. Veikko Rantal Tarasti. Nelsink:

The Philosophical Society of Finland, 1983, 323-42. Print.
Schopenhauer, Arthur. The World os Will and Representation. 2 vols. Trans. €. ...
Payne. New York: Dover, 1969, Print.

Taylor A. E. Ploto: The Mon and His Works. London: Methuen & Co. Ld., 1963. Print.















	0001_Cover
	0002_Inside Cover
	0003_Blank Page
	0004_Blank Page
	0005_Title Page
	0006_Abstract
	0007_Acknowledgments
	0008_Table of Contents
	0009_Introduction
	0010_Page 2
	0011_Page 3
	0012_Page 4
	0013_Page 5
	0014_Page 6
	0015_Page 7
	0016_Page 8
	0017_Page 9
	0018_Page 10
	0019_Page 11
	0020_Page 12
	0021_Page 13
	0022_Page 14
	0023_Page 15
	0024_Page 16
	0025_Page 17
	0026_Page 18
	0027_Page 19
	0028_Page 20
	0029_Page 21
	0030_Page 22
	0031_Page 23
	0032_Page 24
	0033_Page 25
	0034_Page 26
	0035_Page 27
	0036_Page 28
	0037_Page 29
	0038_Page 30
	0039_Page 31
	0040_Page 32
	0041_Page 33
	0042_Page 34
	0043_Page 35
	0044_Page 36
	0045_Page 37
	0046_Page 38
	0047_Page 39
	0048_Page 40
	0049_Page 41
	0050_Page 42
	0051_Page 43
	0052_Page 44
	0053_Page 45
	0054_Page 46
	0055_Page 47
	0056_Page 48
	0057_Page 49
	0058_Page 50
	0059_Page 51
	0060_Page 52
	0061_Page 53
	0062_Page 54
	0063_Page 55
	0064_Page 56
	0065_Page 57
	0066_Page 58
	0067_Page 59
	0068_Page 60
	0069_Page 61
	0070_Page 62
	0071_Page 63
	0072_Page 64
	0073_Page 65
	0074_Page 66
	0075_Page 67
	0076_Page 68
	0077_Page 69
	0078_Page 70
	0079_Page 71
	0080_Page 72
	0081_Page 73
	0082_Page 74
	0083_Page 75
	0084_Page 76
	0085_Bibliography
	0086_Page 78
	0087_Page 79
	0088_Blank Page
	0089_Blank Page
	0090_Inside Back Cover
	0091_Back Cover

