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ABSTRACT

This study began originally out of an interest in the

nature of Franz KafTka's popularity in America. I emphasized

thematic relationships between Kafka and fmerican authors of both

the nineteenth and twentieth oeﬁturies early in my'research, but
“then turned from an exﬁmination of specific socisl themss to
problems of aesthetics as well. Poestic perceﬁtion, eariy
English Romantic theorists held, is a matter of investing an
object with that cquality of 1if e which arises out of the
percesiver's sensibility. Perceptioﬁ is active, permitting--
indeed, demandinz--the sgubiect's unity with the object in
his act of conceiving it

This concept providea the bagis for the extreme sense
of vulnerability which Kafka's protzgoniste feel in tihne presénce
of their environment. The nature of their perception forces the

world to confront and reject tnem, The seme is {rue in some

of Melville's works, sspecially in Moby-D and Plerre or,

r\i

The Ambieguities. In the latter, the hero conceives a stranger

as his sister, a fact which also leads to his conception of
the social enviromment &as false. Since the identification
of Pierre's conception and perception force him out of the
given social structure, bnt provides no alternative mode of 1life,

¥

he perishes, just like many of Kalka's protagonists.
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The basis of the aesthieftic study in this thes

Ernzt Cassirer's Lancuage :nd Myth, in which Cossirer shows

.

that in mythic thought language draws man into a anity with
L2 ) ) ] 5

™ A

objects, Extending “this mhenomenon to literctnre, T neld thot

|
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b
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poetic of metaphoric language also unites sﬁbject and object,
Thus poetic perception leads one inte a unity with the object of
perception. Metaphoric thought breaks thrcugh logical systenms,
permitting one not only to find significance but also have -heve
mesning revealed, Kafka's strongth lies in revealing meaning
which defies systematization, as I attempt to show in a study
of "A Country Doctor."

Since I did not adopt this approéCh to literature until
I began my work on Kafka and Melville, this paper is more of an
attempt at an integration of these thoughts than primarily a
éomparison of Xafka and Melville or a definitive work on either.
I do not concern myself with any specific relationships between
the two authors in terms of mutual influences, nor do I attempt

to place them into a similar Weltanshauung in terms of categories

such as "existentialism® or "alienztion." Kevertheless, I think
that the study does show basic similarities regarding attitudes

both toward soclilety and toward literature,

3 V“;’
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INTRODUCTION

~

This study began originaliy out of an interest in the nat-
ure of Franz Kafka's popularity. _Next to Bertold Brecht, Kafka
is probably the most widely read German author of the twentieth
century on this continent. My first concern was primarily them-
atic and thus I read extensively in twentieth-century writers
who dealt with the themesof naivete, guilt, and alienation.
Gradually, however, I turned from the study of specific sorial
themes to more aesthetic problems, especially as they have been

formulated by Romantic theory. In The Mirror and the ILamp, M. H.

Abrams presents a history of Homanticism which explains the
significance of the change from using the image of the mirror
to the image of the lémp or fountain to describe the nature of
poefqy. Poetic perception, the.early Romantic theorists held,
was a matter of investing the object with the guality of iife
which arose out of the perceiver's sensibility. Hence the poetic
image became the congruvence of outer object and inner emotion.
This concept aids the critic of Kafka's werks a great
deal, for it stresses the active nature of perception, and
points to the poet's unity with the object. It also provides
the basis for the extrome sense of vulnerability which Kafka's

protagonists feel in the presence of objects of the external

3
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world. Turning to American literature again, I found this sense
of the unity between man and.nature eiipecially strong iu the

1



works of the American Romantiés of the nineteenth century. 1In
Melville especially I found a novelist in whose best work the
division between outer activity and inner sensibility vanishes;

I also found in Melville the themes of naivete, guilt, and alien=-
ation which I had found in Kafka. Since these appeared the strong-

est in Pierre Or, The Ambiguities, I decided to concentrate on

a comparison of Kafka's The Trial and Melville's Pierre. Mel-
ville's novel was further suitable for my study because in this
book Melville treats critically the basis of his whole art as it
arises out of the Romantic insistence that the poet entérs into
relationship with the object of his perception.

As a result of my interest in this area I began reading

further. According to Susanne Langer in Philosonhy,;g_g'New Key,

the chief obstacle to understanding the phenomena of the mind is )
the conviction that the mind is passive in perceiving reality.

In fact, she argues that the very opposite is true, for, as the
nineteenth—~century Romantic critics,ﬁboth English and continentai,

had discovered, the mind is active in perceiving the world--for
____.______\/_/-\f’\ R - . e ¢ i

mind does not only perceive the world, it also concsives the

world. As the mind meets new experiences, it objectifieskthem '
by naming them, and thereby it is ableAto retain them in its =
memory. In primitive cultures this naming activity goes on e
constantly, as new experiences are added to the reservoir of

' man's knowledge. As culture and language evolve, however, this
naming activity gives way gradually to the use of words which,
through constanf use, gain those fixed meanings which form the

basias of our discursive language. The activity of naming becones
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weaker and weaker, until it seems to stand in direct contrast to
simple discursive language, which has become the norm. ‘Thus the
difference between the "presentational" and the "discursive"
symbol arises. \ |

Owen Barfield and Martin Foss also discuss these two dif-
ferent aspects of language, applying their kpowledge directly to
the study of literature as they present their theories. Because
of my interest in this area of thought, I decided to adapt the
thrust of my work on Kafka and Melvillé to these aspects of
Romanticism in order to gain more freedom to examine the appli-
cétion of these‘theories to 1iterafure. I determined to make
fhis study of the nature of language the basis not of a comparat-
ive work, but of a mutual study of both authors. Hence my study
will take the form of a mutual interpretation of Kafka and Melville.
This format has also been used in Mark Spilka's study of Xefka
and Dickens, for instance, or*Geofffy Hartman's study of Words-
worth; valéry and Rilke.

Since this whole area of thought is still rather new to
me, this paper is more of an attempt at an integration of what
I héve peen studying than é definitive paper on either Kafka or
Melville. Nevertheless, I am confident that for me this paper
contains valuable insights into both Kafka and Melville, and that
it can act as a base for a further study of both authors. The
simple juxtaposition of the two authors has proved valuable in
itself, for it has forced me to consider facets of their works

which have received less study than other aspects of their work.



In Kafka, for instance, it reveals the nature §f his symbolic
art, while in Melville, thé juxtaposition leads to a closer study
of the relationship of the assthetic aspects and the socizal as-
pects of the "poetic novel." Further, I think a study like this
is valuable, because in pointing to the similarity of the two
authors, it invites the transference of criticism from one to

the other. Kafka's critics could learﬁ, fof instance, not to ask
questions like, "What does the Castle représent?" for that type
of question has been shown to lead nowhere in the study of

Moby-Dick. Thus the castle or the court is what it does, just

as'the_white whale is just what it does. Just as Moby=Dick is
not God or the devil, so the court is not heaver or hell.
Melville's critics, on the other hand, could learn to look for
the social implications of the works, thereby finding Melville
not only a consumate master in handling an open form but also a
person of a very keen social conscience. |

In conclusion, I repeat that this is not primarily é
comparative study, nor is it a study of influences of one author
on the other. It is doubtful that Kafka ever read any of Mel-
ville's works, for Moby~Dick was first translated into German in
1927. It is probable, however, that both Kafka and Melville wer
influenced by German Romanticism, but that is a problem which
goes beyond~the scope of this essay. Here I deal with the nature
of metaphor and poetic thought as it applies to what has been
termed symbolic or mythic literature, dealing espécially with
Kafka's "A Country TDoctor" and The Trial and with Melville's

Piexrre Qr, The Ambiguities.

i 43 o
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CHAPTER I
STORED IN ONE'S HOUSE: "A COUNTRY DOCTOR"

In attempting to explain the work of Franz Kafka, criti-
cism involuntarily enters the world of Katka as he himself
found it. The difficulties faced by both Kafka and his critics
are p;oblems which have dogged philosophers through the centuries:
what is real knowledge; what is the meaning of meaning% and what
is the reality of meaning? Kafka's short story "A Country Doc-
tor" serves as an excellent point of departure for yet another
attempt to chart the region overshadowed by Kafka's, and more
generally man's, epistemological problems. 1In this task, one
cannot but feel akin to the landsurveyor K., who, upon entering
the village dominated by the castle, guickly finds himself with-

~out instructions or duties of any kind.

Like the landsurveyor and many other Kafka characters,
such as the country doctor and Joseph K., critics have often
accepted the assistancé of helpers in the form of theoldgians;,
sociologists or psychologists, but often the various helpers
have proven to be no more helpful than K.'s assistants, Artur and
Jeremias; or Joseph K.'s aids such as the lawyer Huld or his
nurse Leni. In my study I propose to find a possible area which
would include both these popular approaches of theology and psych-

ology, while getting nearer to the dilemma that not only Kafka,

R



but many ¢ther writers in the'hiueteenth and twentieth centuries
face as well. One can say that today these problems are not
only the concern of literature, but also the concern of philos~-

ophy, religion and psychology as well, since all these areas of

study concern themselves with the nature of reality. This is thne

central problem in "A Country Doctor" and also the central prob-

lem of this thesis.

Along with the rest of Kafka's works, "A Country Doctor"
has often been described as symbolistic. Hence critics have set
out to explain what the symbols represent, thereby hoping to
determine what the story really means, since, in their approaches
the story is obviously inconclusive as it is written. This
symbolic approach makes several assumptions about literary criti-

cism without ever stating them; assumptions which, if consider:zd

and stated, would clarify some of the difficulties in the criti-
cism of "symbolistic" works. A few critics of "A Country Zoctor"
have recognizéd some of these basic assumptions and have poinved
out the fallacies of critics who have not. Nevertheless, many

of these who have recognized part of the traditional error have
nof been able to correct it since they have remained within the
same basic framework of criticism. Maurice Beebe's Litersrv
Szmbglism,1 an anthology of works and criticism on symbolism iﬁ
~literature, contains Kafka's short story as well as three crifical
essays on it. All three essays are based on the assumption ihat
the story must be made meaningful in terms of some accepted cat-
egory of literature, cr that it must be explained logically i=n

order to have meaning. DBecause they pinpoint the difficulties



of a great deal of criticism of "symbolistic" works, I will use
the three eséays as the basis of argument in this chapter.
Margaret Church,2 whb includes other works of Kafka in her argu-
ment, states that Kafké criticism has tended to be too narrow,
that Kafka writes "of all human experience and thought, leaving
the reader with a wide range of ihterpretation." In the same
paragraph, however, she also'Says'that " [any] interpretation of
Kafka reguires a point of view toward his works." The approach
is that though several approaches may he correct, some defined
apprdach, which must necessarily exclude other approaches nust
be taken. Thus she interprets this sfory, as well as The Trial

and The Castle, as a quest.

‘

Stanley Cocperman states, "It is necessary tc accept a
simple dream narrative as the literal level of 'A Country Doctor,'
since only a2 dream can give it any literal me:sning whatsoever."'5
His article goes on to extract the literal meaning by subjecting
the story to a psychological interpretation. Then he shows how
the story may also be interpreted as a "“symbolic restatement of
the classical existential situation," in which an individuzl is
confronted with a crisis to which the doctor's cry, "I could see
no way out," is an "echo of the philosophers of crisis from
Kierkegasrd to Sartre." Like Church, he concludes that the work
cannot be exhausted by any isolated interpretation: it is "o
weaving and reveaving of many themes, and it cannot be approacired
Pluntly or singlemindedly." Yet, he has presented two mutually

exclusive inierpretations, thus contradicting his statement that
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both "mﬁst occupy the same space at the same time." They cannot
as I will show later in this study (pp. LO=41).

In the third essay in Beebe's collection, Basil Busacca
attempts to integrate %he various approaches by proposing that
Kafka, like Aesop, concerns himself not with sbecific situations,
but with relationships which these situations display: "The mean-
ing could be expressed in the x's and y's of symbolic logic

more economically than in language, albeit, less charmingly,

because it is concerned with particular relations and not withz
specific termindi.. .. The formulaz of relations (the mesning) wmay,
like a proverb such as 'A stitch in time saves nine,' be applied
to any set of specific termini whose relations may be conceived

as analogous."4

Busacca thus attempts to find a sclution for
the problem that Cooperman and Church point out by saying that
interpretations approaching the work from one point of view are
in:dequatej. Busacca goes on to ihterpret the story by substi-
tuting different termini in four different situations, in effect
giving fouvr different interpretations for the story. In doing
this Busacca, however, does not solve the problem since he too

is finally forced to provide single-minded interpretations which,

insofar as they retain a logical pattern, must remain mutuslly.

exclusive as individual essays. He cannot, for instance, unite

his existential, psychological and religious interpretations into

one uanified essay, just as Cooperman cannot, in spite of his
assertions of the validity of his basic pattern.
All three critics =zgree that Yafka presents a whole of

hunsn experience, "the stuff of the human soul," according to
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Cooperman. Yet they also agree that he canwgply be approached

by breakirg down this whole, by examining.bim in mutually exclu-

sive scgments till all have been. exhausted. Though this

is attitude
impresses any reader of the imménse depth of Kafka's writings,

kit also destroys the works as the reader first meets them. It
assumes that the work is not somehow "alive" as an experience,
both within ditself andéd within the reader. This brings us back

w to the original assertion that Kafka's writing is meaningless

N until it is deciphered, until it is brought into the framework

«~of some categories which give it "literal meaning." Thé assump=-
tion is that mezning is dependent on some accepted category of
thought such as psychology, existential philosophy, or religion.
The result is the difficulty that Busacca especially tries to
overcome in pcinting to a basic formula which is to integrate
the various interpretations. As logical systems, they must, now-
ever, be mutually exclusive, since each apprcach attempts to
soive the same problems as the other approach.

The guestion that follows naturally from this i8 whether
meaning itself is in some way isolated in terms of rational cat-
tegories. If meaning can be known only as it becomes isolated,

kg writer 1like Kafka can only be approached from a myriad of
Ymutually exclusive positions. In that case, to gain the mean~

> ing of Kafka's work one must become a mental acrobat, leaping
\“’from meaning to exclusive meaning--until, on the one hand one
wpostulates that Kafka must have had serious mental difficulties
v in order ito writg iike that, or, on the other hand, until orne

¥ assumes that Kafka is concerned with the absurd; that the mean—
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ing of his work is the paradox that there is no meaning. Neither
f; of these solutions is adequate, since both fly in the face of
| the widespread and enduring respcnsiveness of readers to Kafka
and other writers like him whose works also defy a single-minded

approach on the part of the reader.

Rather than continuing in sPeculatlon, we can turn to "A
Country Doctor” in an attempt to find a new point of departure
for an understending of Kafka, and perhaps other cymbollstl
ftheto w5 4mwommmﬂwwA5%w oAb

fiction as well. Kafka's narrative begins as 8 co fgﬁgf18u0ry
% The dramatic setting is introduced in the first sentence, and the
i second sentence provides the background for this setting. The

doctor is in great pérplexity; he has a patient, seriously ill,

waiting for him in a village ten miles away. Though he is ready

to go, he cannot because his horse has just died as a result

of the hard work in the severe winter. The suspense increasecs

as the doctor thinks about his situation. Logically nothing can‘

be done; his own horse is dead, and though his servant girl is

now in the village trying to find another horse, the situation

is hopeless; no one will lend him a horse in this weather for

fear it also will die. Everything is perfectly clear--~logic tells

him he cannot fulfill his obligation by meeting the needs of th

patient.

At this point the story becomes unconventional. Confﬁsed'.

and tortured, the doctor, who until now has been phys 1cal]y inac-

- tive, kicks al the door of a pigsty, long uvwnused, in desperation;

the: door opens and swings back and forth on its hinges. VWarmth



11

and a smell of horses reaches the doctor; a blﬁe-eyed man crawls
out, asking whether he shall harness the team. At this point tle
servant-girl says, "One never knows what is stored in one's

"5

house. This statement focuses the events 6f the story up to
this point, and directs the further progression of the narrative.
Rather than being logiéal, explaining the inexplicablebsituation
in terms of some external point of reference; the statement is
proverbial and fuses the experience into the condition of human
existence as man has experienced it in history. The girl's
statement, as simple evocation of fruth, stands in contrast to
the doctor's logical thought which establishes his dilemma.
Though Kafka omits the trarnsitions by inserting semi-colons in
his sentences, the progression of thought is cieaz'from the first
phrase of the story. The dilemma is presented in simple cause
and effect reasoning: "I was in great perplexity [becaus@ I
had to start on an urgent journey [becausﬂ a seriously ill
patient was waiting for me ... [becausé] a thick blizzard of
snow filled all the wide spaces between him and me ... [becaus@
there was no horse to be had, no horse." Why was there no horse?

" Eecausé]my own horse had died Ibecause]it had been worn out by
the fatigues of this;icy winter." The girl appears without a
horse from the village because no one will lend her one bgcause
it too wounld be endangefed by the long trip.

By using semi-colons rather than verbal transitions, XKzfka

seems to present the situation as conclusive without emphasizing
the logical process. Like the proverbial situation pointed out

by Rose, the girl, this situation too seems to fit into the pat-
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of life as it is experienced. The diffefence is that the ex-
perience that is acknowledged bylthe proverb resolves the impasse

which the doctor has reached. It introduces another one, of

course, but as we shall see, further difficulties are precipitated
by the way the doctor conceives them. In this case, the doctor
becomes totally revitalized by acknowledging what he has stored

in his house. While the girl is in the village the doctor stands
forlornly, the snow gathering more and more thickly upon him while
he is more and more unable to move. In kickihg open the pig-
sty door, however, the doctor's experience changes radiéally.
Before he is fully aware of the consequences of his action, his
immobility as well as the blizzard have passed. In a moment he
finds himself at his patient's home which is flooded with moon-
o light.

Professor Cooperman is correct in recognizing that the

story, as it is, has no literal meaning. 1In asserting that one
xmust find a literal meaning for the story by éubjecting it to a
*psychoanalytical interpretation though, he fails to follow the
progression of the story, which presents the reader with a mean-~
ing that defies the traditional dependence on logic. Again we
are thrust back to Rose's statement which points to the gualit=-
ative difference in the experience of the doctor. The existence
of the grocm is uncaused, it simply becomes; the existence of
the eariier impasse, in contrast to this condition, is very
logical~=1t is clearly caused by a series of related events.
As the story continues this condition of simply experienced ev-

ents 1s conticuvally interrupted by logical events as the doctor
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_ consideré his situation, until, at the end, refusing to reflect

on his situation any longer, the doctor .concedes that once one

has lost his grip on experience, he cannot help but give himself
over to the progressioﬂ of events just as they happen.

The dilemma of man in his compulsion for order is the
dilemma of Kafka's protagonists. ©Like Kafka's critics, the prot-
agonists themselves attempt to establish literal méénings in their
own existence &as they are confronted with lifé as it is conceived
in a directness unbroken by reflection, which functions. divisively.
In attempting to do what Kafka's protagonists cannot do, many
critics place themselves outside the essential progression of the
stories. The critics themselves become Kafka's protagonists as
they are confronted with the undifferentiated experience of
Kafka's works. Yet to argue that Kafka's works concern themselveg
only with finding literal meaning is to miss the entire reaim of
meaning that is poetic rather :fhan iiteral, meaning that is more
basic than literal meaning which can be logically defined. Indeed,
this poetic meaning is iiself the ground out of which logical
'meaning arises, it is the ground which includes the totality of
experience which cohstantly eludes those who search only for
literal meaning. Unlike literal meaning, this poetic meaning is
not static, it cannot be defined apart from its existence in a
work, for it exists only within the process of a work of art.

In "A Country Doctor" therefore, we have a two-fold duty;
first, to examine the dilemma of the doctor's attempt to estab-

lish snd to enforce a literal meaning in his very existence;
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secondly, to examine the dilemma of the critic in resolving the
doctor's search for meaning with'the thrust of the poetic meaning
of the work as a process of meaning which illuminates existence
as a complete ' totality. 1In other words, the function of the
critic should be.to follow Kafka rather than Kafka's protagonists.
A short narrative entitled "Gesprach mit dem Betrunkenen," an
early work of Kafka's,'introduces us into the heart of the first
problem. 1In order to follow the progression of thought I will
quote the beginning of the narrative without 6mission:

Als ich aus dem Haustor mit kleinen Schritten trat,
wurde ich von dem Himmel mit Mond und Sterne und
groper Wolbung und von dem Ringplatz mit Rathaus,
Mariensiule und Kirche Wberfallen.

- Ich ging ruliig avs dem Schatten ins Mondlicht,
kndpfte den Uberzieher auf und wdrmte mich; dann Jleﬁ
ich durch Erheben der HY¥nde das Sausen der Nacht
Bchweigen und fing zu uberlegen an:
= "Was ist es doch, dap ihr tut, als wenn ihr wirk-
. lich waret. Wollt ihr mich glauben machen, dap ich

unwirklich bin, komisch auf dem grunen Pflaster steh-

; hend? Aber doch ist es schon lange her, dag du wirk-
- , lich warst, du Himmel, und du Ringplatz bist niemals
wirklich gewesen."

"E¥s ist ja wahr, noch immer seid ihr mir uberleven,
aber doch nur dann, wenn ich euch in Ruhe lasse.

"Gott sei Dank, Mond, du bist nicht mehr Mond,
aber vielleicht 1st es nach1a851g von mir, dapg 1ch
dich Noadbbnannteq noch immer Mond nenne. Warum bist
du nicht mehr so ubermutlg, wenn ich dich nenne 'Ver-
gessene Fapierlaterne in merkwurdlger Farbe. Und
warum : ziehst du dich fast zurlck wenn ich dich 'Marien-
sdule' nenne, und ich erkenne deine drohende Haltung
nicht mehr, Mariensiule, wenn ich dich nenne,'Mond der
gelbes Licht wirft.'"

"Bs scheint nun wirklich, dap es euch nicht gut
| A -tut, wenn man uber ewnch nachdenkt ihr nehmt ab an
- Mut und Gesundheit."©

This passage is interesting not only because it reveals
the activity of Kafka's poetic conception, thereby assisting one

S in Pnter ng other works c¢f his, bul also because it parallels so
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closely what students of language and philosophy have discovered

about the history of language as it relates to perception anéd .

7

the development of knowledge. In this short section the cond~

itions of the environment change actively as the narrator consi-~

ders them reflectively in detail. To dismiss this activity as

~an aberration of the narrator's perception, as one naturally tends

to, is to cut oneself off from an understanding of the activity
taking place in the work itself. On the other hand, an under-
standing of the activity would also demand a change in ideas ab-
Sﬁt perception insofar as those ideas have dominated ouf philos—
ophy at least since the eighteenth century. The problem centers
around the difficulty we have in realizing that perception is
not a passive process of the mind, that perception cannot téke
place without conception, which is the active process of engend-
ering 1ife when related to processes of the mind as well as to

biological processes. Since an understanding of this concept is

45asic to my interpretation of Kafka, I will examine it in detail

before continuing with my discussion of "A Country Doctor."

In Scepticism and Poetry D. G. James points out that
Wordsworth and Coieridge derived their basic ideas about poetic
perception and the poetic imagination from the philosophy of
Immanuel Xant. Considering fhat aspect of Kant's philosophy which
deals with the role of the mind in the perception of one's
environment, James summarizes the revolutionary hypothesis of
the German philosopher in this way:

Fut one thing is certain, that Kant presented a view of

the humazn mind in knowledge which was radically differ-
ent from those of his predecessorg; and in general this
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radical difference consists in his regarding the mind,

not as essentially passive in the face of the world

communicating itself to mind, but as essentially active

in exercising certain powers which, he held, are a

necessary condition of knowledge, and of knowledge of

a world of objects .... The presence of objects existing

in an ordered world is to be explained primarily not

by the possible reality of such objects in an ordered

world, but by the activity of the mind which cperates

on the limited material presented to it, synthesizes

it in doing so, goes beyond it and rnpresents to itself

a world of objects.
James explains, however, that it is not the logical understanding
which synthesizes concepts in the perception of an individual
whole, for then the individual whole would be known "not zs an
individuval but as an exemplification of certain concepts and
principles."9 In order to account for the individual whole
prior to the reflective analysis which works upon it, we must
"ascribe the primary labour of synthesis not to the reflective
analysis but to a logically prior and immediate grasp of the
individuval; and it is this Jabour of synthesis which we may call
1
the activity of the imagination in knowledge."“O

Coleridge based his theories of the primary and secondary
imaginations on the foundation which Kant had laid. Poetry
conceived by the secondary imagination is but an extension of
the activity of the mind in physical perception. Tor Coleridge
poetry and knowledge of the sensible world are essentially of
one order, and in the first of his famous two paragraphs in
the thirteenth chapter of the Biggraphia Litersria he asserts
the unity of -poetry and knowledge very directly:

The IMAGINATION then, 1 consider either as primary, or

secondary. The primary IMAGINATION I hcld to be the

living Power and prime Agent of all Perception, and as
a repetition in the finite mind of the eternal act of
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creation in the infinite I AM. The secondary Imagination

I consider as an echo of the former, co-existing with

the conscious will, yet still identical with the primary

in the kind of its agency, and differing only in degree

and in the mode of its operation. It dissolves, diffuses,

dissipates, in order to re-create; or where this process

is rendered impdssible, yet still at all events it struggles

to idealize and to unify.
Just how closely the poetic imagination and knowledge of the
sensible world are associated will become. apparent in the course
of this essay.

While Kant was preparing to write his epoch-making critique
of reason, a fellow east-Prussian and sometime student of Kant's,
Johann Gottfried Herder, was considering the origin of language.
In a prize-winning essay entitled "Abhandlung dber den Ursprung
der Sprache" in 1770, Herder refuted the concept of a divine
source for the languages of mankind. By stating that language
was the result of the development of man's mental capabilitics,
he iaid a foundation for the difficult task of determing the
true geneses of man's verbal communication. Though Herder him-
self could not prove conclusively that language, soetry, and
religion had a common beginning in human pre-history, the problem
was not lost to philosophical thought, and later German scholars
did much to advance this area of thought and to spread many of
their ideas until they became basic gquestions of western thinkers.
With the wealth of a century's concentrated study on the problen

of meaning and knowledge as background, Susanne Langer, in

Philosorhy In llew ¥ey, sets out to present the significance of
P

the work of these predominantly German scholars. The main problem,

as she presents it, is slill = continuation of the problems that
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Kant and Coleridge dealt with; Many, she says; still regard
the mind as a passive organ of man, simply used to orzanize
the data of perception to make it useful for man in his physicai
existence. Language then exists solely for the purpcse of
communicating knowledge, and all words exist for the purpose of
conveying denotative meaning. Mrs. Langer assumes that this
approach to language has been borrowed from the study of math-
ematics and of the sciences which were originally based on
empiricism. Though mathematics cannot be considered empirical
in the strict sense, it is allied to the sciences in ité use of
purely logical symbols which represent concepts just as symbols
in the sciences fepresent empirical facts. Since words are also
symbols, and since symbels are apparently invented for the sole
purpose of referring to facts (concepts in absentia) it was
taken for granted that the study of language should follow the
same principles as the sfudy of the sciences. Oﬁen Barfield
agrees with this analysis: |
| Our poets have not been much disposed to bother themselves
with Hume and Coleridge and Goethe and all that. VWhat

they have done is to absorb, as it were through their
pores, the findings of sc1entlsm and with them the . .

3

underlying attitude from which it partly springs and
which it in part begets. Accordingly they have pressnts
us with the human spirit as bewildered observer or as
agonized patient ... helpless to alter anything but his
own pin-pointed subjective emotion.

He refers to John Locke as one of the principle early proponents
of ithis approach to the origins of language. "His definitions
of words are perfect models of abstract thought," says Barfield,

"and he proceeded to attribute this defining activity of his

own to primitive man, as the process by which langusge came
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into being." Barfield quotes the following hypothetical
example of Locke's:-

"One of Adam's children ... roving in the mountains,
light on a glittering substance which pleases his eye.
Home he carries it to Adam, who, upon consideration
of it, finds it to be hard, to have a bright yellow
colour, and exceeding great weight. There, perhaps,
at first, are all the qualities he takes notice of in
it, eand abstracting this complex idea, consisting of
a substance having that peculiar bright yellowness,
and a weight very great in proportion to its bulk,

he gives the name zahab, to denominate and mar% all
substances that have these qualities in themn. 2

Barfield terms this notion of the history of language
a historical delusion., Mrs., Langer simply says that this
direction of thought, though it has permitted the sciences to
expand immeasurably, has led the study of language to an impasse.
The methods of the natural sciences lead away from rather thsan
toward the problems under scrutiny., "That," she says,
signifies that the generative idea which gave rise to
physics and chemistry and all their progeny ... does
not contain any vivifying concept for the humanistic
sciences. The physicist's scheme, so faithfully emu-
lated by generations of psychologists, epistemologists,
and aestheticiansg, is probzably blocking their progress,
defeating possible insights by its prejudicial force.
The scheme is not false--it is perfectly reasonable--
but it is bootless for a study of mental phenomena.
It does not engender leading questions and excite a cons-
tructive imagination, as it does in the physical re-
searches., Ingstead of a method, it inspires a militant
methodology.l
Though language functions through referential symbols just as
do the sciences, which have achieved a remarkable advance because
of their free use of symbolization, the study of the activity
of the mind has not progressed because, from a common ground,
symbolization proceeds in twc distinct and incompatible directions.

One course of symbolizatien leads to the logic of the sciences,
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the other leads to the generation of the creative arts. And

.the common ground out of which both courses proceed is the

constructive function of the human imagination.

The process of symbolization is rooted in the very nature
of man, conceived not only as a rational but also as prseminently
a creative being, Human thought is more than just a conditioned
response. 'The symbol-making functicn is one of man's primary
activities, like eating, looking, or moving about. It is the
fundamental -process of mind and goes on all the time."lLL ‘This
does not mean that man simply names things he sees in order to
manipuiate them; for a "sign" is not the ssme as a "symbol,;"
to use Mrs. Langer's terms. YA sign indicates the existence=--
past, present or future--~of a thing, event, or condition. ...
The logical relation between a sign and its object is a very
simple oné: they are associated, somshow, to form a pair; that
is to sey, they stend in a one~to-one correlation. To each
sign there corresponds one definite item which is its object,
the thing ... signified."l5 A sign is often a signal evoking
direct action appropriate to the order of its object. On the
other hand, "symbols are not proxy for their objects, but are

vehicles for the conception of objects." She continues,

To conceive a thing or a situation is not the same thing
as to treact toward it' overtly, or to be aware of its
presence. ... Of course a word may be used as a sign, but
this is not its primary role.... In itself it is a sym-
bol, associated with a conception, not directly with a.
public object or event. The fundamental difference
between signs and symbois is this difference of associa
atien, and consequently of their use by a third party
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to the meaning function, the subject; signs announce
their objects to him, whgreas symbols lead him to
conceive their objects.l

It is this central function--the activity of conception-~-that

is so important in symbolizetion. Symbolization is the activity
of man conceiving his world, it is man's way of knowing. Through
the conception of symbolization man presents the world to him-
self and himself to the world; he enters into a relationship
with the world.

Clearly, this concept of symbolization differs from the
ofher, more common form, in which symbols function strictly as
répresentative,of known factors, thus corresponding to the fune-
tion of a sign asg defined by Mrs. Langer. Such symbols, includ-
ing much of our vocabulary, occur only after a language has
advanced from its primery stages; it is the product of a purely
conceptusal symbol. In its early stages language does nct explairn,
it presents reality to its conceiver, as Ernst Cassirer shows
in his discussion of language and myth. Mythicsl concepts are
not erbitrary attempts at entertaining oneself and others in th
light of physical phenomena, they "are not culled from a ready-
made world of Being,"

they are net mere products of fantasy which vapor off
from fixed, empirical, realistic existence, to float
above the sactual world like a bright mist; to primitive
consciousness they present the totality of Being. The
mythical fcrm of conception is not something super-

added to certszin definite elements of empirical existence;
instead the rrimary “"experience" itself is steeped in 17
the imagery of myth and saturated with its atmosphere.

Lenguege is sr: integral part of the myth-making procedure; for

the religious consciousness it is impossible to have cne without

C
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the other. In that sense the myth-making process is the language-

'making process. Barfield, in saying that the poetic concep-

tualization rust be traced back to the "myth-making"'" period

of language, asserts that the earliest meanings "were not arbit-

rary creations of 'poets,'! but the natural expression of man's
being and consciousness at the time. These primary 'meanings'
were given, as it were, by Nature.“l8 Cassirer attempts to clar-
ify this experience by equating it with the creation of what H.
Useneriferms momentary deities: |

These beings do not personify any force of nature, nor
do they represent some special aspecti of human life; no
recurrent trait or value is retained in them and transg-
formed into a mythico-religious image; it is something
purely instantaneous, a fleeting, emerging and vanish-
ing mental content, whose objectificaticn and outward
discharge produces the image ¢f the "momentary deity.®
Every impression that man receives, every wish thatb
stirs in him, every hope that lures him, every dauger
that threatens him can affect him thus religiously.
Just let spontaneous feeling invest the object before
him, or his own personal condition, or soms display: ol
power that surprises him, with an air of holiness, and
the momentary god has been experienced and created. In
stark unigueness and singleness it confronts us; not as
a psart of some force which may manifest itsell here,
there snd everywhere, in various places and times, and
for different persons, but as scmething that exists only
here &nd now, in cne indivisible moment of experience,
and for only one subject whom it overwhelms and holds
in thrall, 2o

The myth-making and language-making processes thus come together
in that langusage as conceptual symbolization is able to grasp and
hold what has been objectified in the mind of the individuel. In
thé naming of the "momentary gods" both the mame and the god stand
forth as one truth. The mythic and linguistic form emerge "in

A
. . N 2 3% et . 2.
a process of almost violent seperation and individuation.™
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Introducing the union of language end myth, Cassirer says that
"the mythmaking genius ‘hasfseparate and individualized forms

only in so far as it 'posits!' them, as it carves them out of the

naa

undifferentiated whole o6f its pristine vision. The basis of

both language and myth are laid in this one act.

At a great risk, we could simply say that the process of
symbolization in myth is a process of objectification. The risk
is present because normally,objectification presupposes the pres-
ence of a subjéctive ego which objectifies something. This concept
of either a subjective ego or a separated object is foreign to the
mythic consciousness, which can only effect the activity of sym-
bolization as if experiences an active relationship with the objsct
of its intuition, losing itself in it in a moment of intensity.
Again, referring to the discovery of momentary gods, Cassirer
describes the activity this way:.

Instead of a widening of intuitive experience, we find
here its extreme limitation; instead of expansion that
would lead through greater and greater spheres of being,
we heve an impulse toward concentration; instead of
extensive distribution, intensive compression, This.
focusing of all forces on a single point is the pre-
requisite for all mythical thinking and mythical formu-
lation, When, on the one hand, the entire self is given
up to a single impression, is 'possessed! by it and, on
the other hand, there is the utmost tension between

‘the subject and its object, the outer world; when exter-
nal reality is not merely viewed and contemplated, but
overcomes & man in sheer immediacy, with emotions of
fear or hope, terror or wish fulfillment: then the

spark jumps somehow across, the tension finds release,
as the subjective excitement becomes objegtified and
confronts the mind as a god or a daemon. 3

The self recognizes the object of its intuition only in giving
itself up completely to the reality it experiences; the two fuse

into an indissoluble unity. In this process both the self and
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the "momentary god" gain meaning in that each comprehends the
other. The self recognizes the god as the experience of that
which is immanent, and it recognizes itself as that which has

entered a relationship with that "momentary god." One must be

~careful to qualify the process of objectification that has taken

place because the self does not recognize itself as autonomous
subject, nor does it recognize the god as autonomous object;
both exist only as contingencies reacting upon each other, as
two poles of a bi-polar unity.

The process of conceiving "momentary gods" as Usener
describes it is, according to Cassirer, the process of conceiving
language. The\two are necessarily linked for the god comes into
ekistence only as man conceives and fixates it by giving it a
name, That name, be it for a god, or later in the evolution of
man's cons8ciousness, for another object of reality, arises out
of the use of metaphor. The use of metaphor in this sense is
so different from its sccepted use today that Bgrfield chooses not
even to call it a metaphor, but pure mealing.au Only the basic
concept that the nams of one object may be used to denote another
is the =zame, but this concept is‘applied in a radically different
way. Cassirer argues that a basic principle of all mythic think-
ing is that a part equals a whole. The name, therefore, of any
entity applies equally to all of its parts. Indeed, as any indiv-

idual part becomes the centre of attention, it is conceived as

" separate end complete in itself when it recieives 1ts name.

Individual erperience, related unconsciousgly to all parts of

that experience , receives the same name,
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If, however, the part equals the whole, the part.becomes
the whole, conceived through the name of the whole.

~The similarity of the aspect fixed by the word causes
all other heterogeneity amoygthe perceptions in ques-
tion tend to become more and more obscured and finally
to vanish altogether. ... By virtue of the “equivalence"
principle, entities which appear entirely diverse in
direct sense perception or from the standpoint of log-
ical classification may be treated as gimilars in lan-
guage, so that every statement made about ong of them
may be transferred and applied to the other. 5

The logical relationship of separateness and mutual difference
is absent from the beginning, however, "for in this realm of
thought there are no abstract denotations."26 Barfield~agrees
with Cassirer for in spesking of relationships as pereived by
the primitive he writes, "The language of primitive men reports
them as direct perceptual experience. The speaker has observed
a unity, and is not therefore himself conscious of a 'relation."27
Then he says, "But we, in the development of consciousness,
have lost the power to see this one as one." Another power re--
Places it, ahd this new power is logical thought, which gradually
grows as man's culture evolves. Cassirer explains it iike this:
Yot in the advance of human mentality, this conjunction
[the unity of all experience conceived through one namel,
close and essential though it seems to be, begins to dis-
integrate and dissolve. For language does not belong
exclusively to the realm of myth; it bears within itself,
from its very beginning, another power, the power of
logic., How this power gradually waxes great, and breaks
its wey by means of language, we cannot undertaske to set
forth here. DBut in the course of that evolution, words

are reduced pore and more to the -status of mere concep~
tual signs.<

Supplementing Ceassirer's study, Susanne Langer adopts Philip

Wegener's term329

to explain the growth of langusge. Basically
she holds that metaphor, originally conceived unconsciously,:

.18 the source of generslity in language. "It is the power
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whereby language, even with a sﬁall vocabula ry, manages to .embrace

a maltimillion things."30 Gradusally 1angugge undergoes & process

of emendation, thereby becoming more useful for discourse. Like

the original conception.of words, emendation is also not. a con-
scious product, for, she says, "No savage society of unintellec~-

tuel hunters and squaws could ever build a language; they could

only produce it by some such unconscious product as endless misunder-
standing, modification, reduplication for emphasis ... and 'filling

n31 As a word

in! by force of a formal feeling based on habits.
is used more and more frequently, and as it becomes isoléted

from its relgtional generality, it gradually undergoes a process
of reduction until it functions denotatively. "Wegener calls such
a word a !'faded metaphor'! and shows ... that all general words

are probably derived from specific appellations, by metaphorical
use; so that our literal language is a very repository of 'faded
metaphors.'"32

In the first chapters of his book Symbol and Mestaphor in

Human Experience, Martin Foss also points out that the result of

emendation is a negation of the principle of generality in a met-
aphor, It is the rationalist who is concerned about the denota-
tions of words, and he is active and imposing in his use of lan-
guage, constantly refining the use of words. |

He mskes statements, and in meking them he stabilizes

the sensuous flux; he delimits, marks clearly, and con=-
nects in & different relation what he hss defined and
differentiatea. To wmake things distinct is to show their
difference, end so that rationalist is concerned with no-
thing so much as with drawing lines of demarcation and
recerding these lines as essential. As the sensation-
alist was in fact unable to draw sny line of demarcation,
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so the rationalist can do little else except outline and
demarcate. And in order to make these lines clearer
than nature presents them, he has to simplify, omit,
gselect,

The end qf this process is the ccmplete isolation of all symbols
&8 the process of demar;ation continues. To counterbalance

this, snother aspect of the rational mind is drawn into play, and
this is the "discursive" aspect. Thougn Cassirer sees this prin-
ciple acting pfimarily to overcome this isolation of the concep-
tual symbol, it is also active in drawing ccncepts isolated
through rational demarcution together. |

We can show. that all the intellectual labour whereby
the mind forms general concepts out of specific im=-
pressions is directed toward breaking the isolation of
the datum, wresting it from the "here and now" of its
actual occurence, relating it to other things and gath-
ering it and them into some inclusive order, into the
unity of a "system." ... The apparently singular fzct
becomes known, understood and conceptually grasped
only in . so far as it is "subsumed" under a general
idea, recognized as a 'case' of a law or as a nmMmber
of a manifold series. ... This synthesis cannot be
achieved immediately and at a single stroke, it has to
be worked out step by step, by a progressive activity
of relating separate notions or sense impressions with
each other, and then gathering up the resultant wholes
into greater complexes, until finally the union of all
these separate complexes yields the coherent picture
of the totality of things. The will to this totality
is the vivifying princﬁple of our theoretical and
empirical conception.3

The store of man's knowledge resides in symbols in so faf
as they have not become completely abstracted, for it is in sym-
bols that man first conceivés experience., In the initial concep-
tual symbol this knowledge igs completely subsumed in the mean-
ing which, at that stage of languagé, is inherent in the symbol
jtself. One might say that the symbol is so meéningful that it

has no significance; the perceiver is so overcome by the exper-
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ience of that which is mediated through the symboi that for him
the symbol has no active referent qualities, though these are
potentially Present. As language becomes discursive, this méan-
ing becomes referential, it becomes the knowledge of man's exper-
ience, though in so far as it is known through symbols, and in
so far as symbols in themselves remain isolated, this knowledge
remains isolated. The function of the rational mind is to break
the isolation of this knowledge, integrating it into a total
human experience. Following this pattern of thought, Barfield
recognizes that without the rational principle, neither reflect-
ive truth nor knowledge could ever have been, "but only Life it-
self," Nevertheless, he realizes that "[the rationa;] principle
cannot add one iota to knowledge. It can clear up obacurities,
it can measure and enumerate with greater and ever greater prec-
ision, it_cah'preserve,us;in the dignity and responsibility of

our individual existences., But in no sense can it be said to

' This is the function of metaphoric con-

ceptualization, which he calls "poesy."

Only the poetic can do this: only poesy, pouring into
language 1ts creative intuitions, can preserve its
living meaning and prevent it from crystallizing inte

& kind of algebra, "If it were not for the Poetic

of Prophetic character,” wrote William Blake, "the .
philosophic and experimental would soon be at the ratio
of all things, and stand still, unable to do other

than repeat the same dull round.* Like some others

of the mystics, he had grasped without much difficulty
the essential nature of meaning. For all meaning

flows from the creative principle, the te mele¢iv ,
whether it lives on, as given and rememberod, or is
re-introduced by the individualized creative faculty;
the analogy-perceiving, wmetaphor-making imagination.

In Platonic terms we should say that the rational prin-
ciple can increase understanding, and it can increnge
trus opinion, but it can never increase knowledge,o>
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‘Barfield's seminal book is an attempt to place the cavel-

opment of language into a perspective which includes the poetic,

correcting some of the disdainful attitudes of philologists who

? ungainly. These attitudes arise from the desire of thinkers to

2 :

: use language strictly for the expression of abstract thoughts.

é "Thig fact grows more and more apparent as one reads on," he says,

eerlier saw the initial 'periods of language as non-specific and

"until at last one realizes that, where Coleridge failed, Mr.

Jesperson has succeeded in ‘'taming down his mind to think

'1136 . C

poetry a sport for idle hours. This attitude is finally

L
also entertained by both Cassirer and Langer, wno are ultlmately;
loyal to reason as opposed to the poetic mode of thought., "If
language is to grow into a vehicle of thought, an expression of
concepts and judgments,' Cassirer recognizes that "this evolution
czn be achieved only at the price of forgoing the wealth and full-
ness of immediate experience. In the end, what is left of the
concrete sense and feeling content .it once possessed is 1ittl
more than a bare skeleton." Then he continues,

Put there is one intellectusal realm in which the word
not only preserves its original creative power, but is
ever ~eneW1ng it; in which it undergoes a constant palin=-
genesis, at once a sensuous and a spiritual reincarnation.
This regeneration is achleved as language becomes an av-
enue of artistic expression. ... The greatest lyric poets,
for instance Hdlderlin or Feuts, are men in whom the
mythic power of insight bresks forth again in its full
intensity and objectifying power.
A% this point Cassirer makes a statement which appears to me to
undermine the whole foundation he has built up for poetic thougnt:
But this objectivity has discarded all materizl con-
straints., The spirit liveg in the word of language anc
in the mythical image without Ialllng under the contrcl of

©ither. What poetry exproases is neither the mythic word-
picture of gods end dsemons, nor the logical trutn of
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abstract determinations and relations., The world of poetry.,
stands apart from both, as a world of illusion and fantasy.J7

Mrs, Langer agrees: "All forces that cannot be scientifically
eatablished énd measured nust be regarded, from the philosephical
standpeint, as illusory;‘if, therefore, :such forces appear to

be part of our direct experience, they are 'virtual,! i.e. non-

n38

gctual semblances. Speaking of-contemporary dance, she recog-
nises that "the substance of such dance creation is the same .
Power that enchanted ancient caves and forests, but todaykwe
invoke it with full knowledge of its illusory status, and there-
fore with wholly artistic intent.">”

| .Genersally speaking, of course, Mrs. Langer reflects the L
attitudes of most peﬁple today, but most people do not have the
insipghts into the histofy of language and 6u1ture that Mrs,
Langer does, She is correct in stating that "our primal world
of reslity is a verbal one,"“’O but it appears as though she has
allowéd this verbal world to become strictly referential, Thus L_
she has espoused the attitudes of empirical thought which she
regards as inspiring a methodology which is "bootless for the
study of mental phenomena." Instead of placing the centre of
reslity in man's experience of 1life, she has placed it in lang-
uage, not as it conceives reality in words and speech, but as
it signifieé that whicle the words of the language denote.
Through rational language, human existence becomes highly sigf
nificant, but essentially meaningless. Barfield holds that
due to our conception of language "separation of consciousness
from the real world, is today only too conspicuous alike in

philosovhy, sclence, literature, and normal existenced
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Isolated thus, suspended, as it were, in vacuo, and
hermetically sealed from truth and 1life, not only

the proper name, but the very €go itself, of which

that is but the symbol, pines snd dwindles away before
our eyes to a thin nothing--a mere inductive abstraction
from tabulated card-lndexed behaviour whose causes lie
elsewhere.

In Symbolism and American Literature Charles Feidelson Jr.

recognizes that the premises of the approach presented by Cassirer
end Langer can lead to other conclusions.

It is quite possible to take poetry as the norm and to
regard logical statement as the fantasy; this, indeed,
seems the more natural outcome of a phllosophy which be-
gins in a contrast between loglcal gsign and creative
symbol. The literary symbolist is inclined to consider
poetry as peculiarly symbolic, in that poetry (and by
extension, all literature) holds to the creative speech
from which logic tends to depart. From this point of
view, the symbolic status of literature constitutes
a positive vicory over logic, the reinstatement of
"concrete fact" in the face of abstract fiction,

This argument about the locus of reality reveals the fact that
though the symbolism of literature and the symbolism of reszson
both have their roots in metaphorical thinking, their growth
~proceeds in opposite directions, until the full-blown produéts
of both processes actually oppose each other. "Figures of speech
fly in the face of lozic," Feidelson says; "their structure is
ordered on a different plan." He continues, saying, "In civi1~
ized language at least, literary structure is a reshaping of
the logical form into which words may also fall. ItA..¢ hasz &
cognitive walue quite on a level with the logical usé of words
and actually reshapes the body of speech from inside out and
from head to toe."u3‘ Even in advanced cultures active symbolic
cognition remains a principle of life, for through it man comes

to knowledge, which is not primarily the product of reason, snd
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in so far as symbolic cognition is at the rvot of man's expef-
ience of the cosmos, logical thought is hecessérily éberrant in
determining man's knowledge. The situation of man living in a
hlghly rationalized world is somewhat analogous to men in the
early utages of 1ntellectua1 develcpment since the conceptual
or presentational symbol is common to both mythic and literary
thought.uh The experience of deepest lyrical perception is

identical with the mythic perception of "momentary gods" as

L5

described by Usener. Mrs. Langer's analysis of the genesis

of poetry in the poet's concrete experience of 1life demonstrates
this activity.

Every good work of art has, I think something that
may be said to come from the world, and that bespeaks
that artist's own feeling about life. This accords
with the intellectual and, indeed, the blological
importince of art; we are driven to the symbolization
and articulation of feeling when we musgt understand

it to keep ourselves oriented in society and nature.
So the first emotional phenomena a person wants to
formulate are his own disconcerted passions. It is nat-

ural to look for expressive materials asmong the svents of
resl emotion, events and objects perceived are prone to
appear in a Gestalt congruent with the emotion they ellCIth

Coming full circle, the last statement leads us back to
Coleridge's concept of the imagination, and to his assertion that
the secondery imagination is identical to the primary in the
kind of its operation. D. G. James opens his book with a
gloss on this concept:

Wordsworth and Coleridege based their view of the creative
imagination on a doctrine according to which imagination
is & primary factor in all knowledge whatsoever.... They
held that the imagination of the artist and the poet,
when rightly seen, is recognized ss essentially of a
Diece with the most prosaic knowledge of the world, and
has therefore as much claim to be taken sericusly as the
everyday perception of objects.

L6
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Coleridge's further comments on the secondary imagination, how-
ever, reveal that the nature of the secondary imagination appears
fo be different frdm that of the primary imagination, for unlike
the primary imagination,- "it dissolves, diffuses, dissipates,
in order to re-create." 1In other words, the re-creation is
recognized not as identical with the original creation, thoush
the method of achieving it is the same in some basic ways., If
the primary imagination is associasted with rational perception;.
and the secondary is associated with metaphorical perception,
the secondary imagination rust first destroy the validity'of the
rational world before it can assert the truth of its re-creaticn,
Though both the world of the primary imagination and the world
of the secondary imagination exist together ﬁhey neverthelecss
oppose eachh other, Felidelson asserts that "Figures of speech
... cast through the body of language a light that erases the
lines drawn by logical discourse and creates new contours in
the same stuff, Literature can exist only é rebduré.“uB This
rearranging is basic to metaphorical process, and Foss draws
a deep distinction between simile and analogy on the one hand,
and metaphor on the other,

The simile and the analogy link the unknown to the

known,; in an exvedient and practical way, closing the

problematic entity into a familiar pattern. The meta-

phoricsl orocess, on the contrary, raises the problen

even there where we scemed at home and shatters tne

ground on which we had settled down in order to widen

our view beyond any limit of special practical use.lU9

Rather thsan being static, symbolic literature, by means

of metaphoric thousght, is active, and it must be perceived not

in its signifying of concepts but in its active presentation of
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experience., It is known not by what it says so much as by what
it does, for its symbols are not constant since their significant
referent can never be fixed. Whitehead explains this by saying,
The conception of the world here adopted is that of
functional activity.” By thisI meen that ev¥ery actual
thing is something by reason of its activity; whereby
its nature consists in its reloevance to other things,
and its individuality consists in its synthesis of
other things so far as they are relevant to it.
"Whereas 'two logical concepts, subsumed under the next higher

cetegory, as their genus proximum, retain their distinctive

characters despite the relationships into whidh they have been
brought, ' poetic structure depends upon fusion,'" says Feidelson
quoting Cassirer. Then, borrowing from Poss, he seays, "Two
poeticlwords, brought into metaphorical reiationship, aétually
lose their distinctive characters in the light of the whole mean-
. .51

ing. Foss terms the symbols themselves as "only material;

they undergo a complete change in losing their familté;uméaning
.

in each other and give birthto an entirely new knowledje be-
yond their fixed and addible multitude.”52 A éymbolic work, there-~
fore, cannot be judged by the images it contains, either in part,
or as a whole, for the totaTity can only be a function of the

activity of all the parts aes they relate to each other. The mean-

e

ng of the work must be discovered in the activity of the work

53

itself; it is 'the meaning rather than the meant.'
The fll import of this meaning can be known through waat
Foss calls "“world," a concept basic to mythical thought.

World is not a system, but a process, not an object
but a function.... Jorld as a metaphorical process tran-
scends all totalities, suws, systems, enviromments--or

wnatever the symbolic reductions or relational togetner-
ness mey be cailed. Worid is absolute and infinite, and

5l
only the metaphorical process is absclute and infinite.-
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Thie process of the infinite is nbt a denisl of the materisl
enviroument, for "world' is dependent on it in that it finds
~its source there, Foss relates the infinity of "world" to
infinity as it is experienced in mythic creation where ‘the
living creation is born out of destruction of the old" in that
the old is entirely absorbed in the creation of the new.

In the light of creation the [rationaﬂ togeth-

erness of things develops into naught «nd disap-

pears in the unity of an infinite process. The naught

of creation stands for the totality of relative symbols;

it is the nausht of matter .... Matter is not omitted

in the process of creation, but is a necessary elemegg.

Yet it is this only when transcended, when overcome,

Barfield, as well as.agreeing with Wordswoth and Coler-

idge that poetic thought is not restricted to a special class
of poets, also finds meaning to be mythological rather than
retional., In a passage quoted earlier he says, "It has been
shown that poetic values abound, as meaning, in the early stages
of those languages with which we are familiar; this meaning has
then been traced back to its source in the theocratic, 'myth-
meking' period, and it has been shown that the myths, which
represent the earliest meaning, were not the arbitrary creation
of ‘'poets,' but the natural expression of man's being and con-

56

sciousness, '~ Foss describes this process as consciousness
ever carrying beyond itself into the actual, with the neces-
sery meaning lying “permanently ahead of the potential con=-
sciousness as its direction and future. This meaning appears,

therefore, as revealed.” The 'revelation," however, '"does not

originate in a realm Tforeign to the entity to which it is addressed
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and does not reach backward from a future, totally detached from
the presen‘c."57 Foss admits that the process can really only be
presented in terms of life itself:

Wherever 1life becomes conscious of its creativity, it

is faced by a living entity, the "Thou," and this Thou

ig to the I a revelation of its own meaning and future.

It is glways a Thou, and only a Thou, as an expression

of 1life which carries the I forward and makes it aware

of its destiny. Not self-consciousness, but conscious-

ness of the Thou is fundamental to life. The I, to be

sure, resmains the potential, but a potential for the

Thou which reveals and expresses the I in its movement

upward and beyond. In the process of life, expression

means. always cormunication with a Thou which is never

fully realized but remains an inexhaugtible power,
leading on into a meaningful future,5

59

'In this sendge man denies his ego in the creative metaphorical
process, As Foss says, '"We 'forget ourselves' in the great
tagks of life: whenever such a task calls upon us, we give our-
selves withocut restraint. Just so, or even in a higher degree,
we forget our own selves in the process of the present which
signifies the metaphorical process of artistic creation."éo
‘In the sense that reality is revealed te the artist, he
exists as a receptive consciousness rather than as a projective
consciousness, and as éuch he creates not mere "things" but
takes part in the ever creative process of life., "Only whers
the artist failed, the work is nothing but a thing," and "things,"
according to Foss, "fall out of the process of creative life.".'
Further, the ability to see nothing but things is contingent
upon: the geheration of the ego. 'Whenever we are faced with
~things and nofhing but things, our own consciousness is in

dsnger of besing itself turned into an object," says Foss., "The

ego is the counterpart of material things, in relation to these
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things, in objective causal, mechanical or final relativity. It
is itself merely relative--relative to a totality of objective
things which it calls the 'exterior world,' although the exterior
world is not 'world' but‘merely the limited totsality of symbol-
ically reduced means, called 'environment.' The environment only
is the exterior world, and it is exterior with regard to the
object."61 Barfield expresses this truth in terms of knowing

and poetic creation: "In the moment of knowing, which is also

the resl moment of poetic creation, the knower ceases to exist

as subject at all; end, conversely, when he comes fully to him-

nb2

self, as subject, he ceases to know, Like Foss, Barfield

also relates self-consciousness with logic (Foss's symbolic
reduction):

The historical function of logical method has not been
to add to the sum of knowledge. It has been to engender
subjectivity--self-consciousness. Once this has been
achieved ... there is no more that logic can do. Self=-
consciousness is indeed a sine qua non of undreaming
knowledge, but it is not knowldege, it is more like its
opposite: and once it has been achieved, logic, as far as
the business of knowing is concerned, is functus officio.

63

Barfield, however, does not den‘grate logic or self=-
consciousness, for he understands that it is necessary for

an sppreciation of art, and this is basic for his definition

of metaphor as metaphor is differentiated from meaning:

Inasmuch as man is living the poetry of which he is the
maker, and as long as he is so doing, it cannot be poetry
to him. In order to appreciate it, he himsel: must also
exist, consciously, outside it .... Now nothing but the

! rational, or logistic, principle can endow him with this
subjective--self--consciousness. Hence ... the rational
principle is indispensable, if appreciation is to take
place, The absolute rational principle 1s that which
makes consgcious of poetry but cannot create it; the ab-
solute poetic principle is tgat which creates postry but
cannot make conscious of it, i
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Metaphor, for him, is conscious conception; while meaning is
unconsciously conceived. Consequently litefature, as art, can
only exist in an advanced state of 1anguage.where the rational
principle is active, Feidelson, in dealing with thé same problem,
does not see it in terms of the history of language, but in

terms of the choice an artist must maske between the loss of a
reflective consciousness in the metaphorical ‘process--which he
terms symbolism--and the presence of the reflective conscious-
ness in rational thought. "In practice," he says, "the symbolist
will be caught between the consequences and the necessity'of his
method~-between a sort of pathless void, pregnant with signif-
icance [meaning], and a radically unknowable world cf absolute
distinctions.“65 The artist must be both critical and creative
if his art is to have significance. And it must have signifi- v
cance, for without the presence of logical relationships tying |
it to significent existence, the work of art will exist as a
process_only within the consciousness of the artiét'relating
directly with the object of his experience. ?oss describes the
bridge vetween meaning, in the purity of experience, and the rat-
ional world, in its disjointedness, in terms of the imagination:

"It is Imagination as the power of the poetic genius, which ex-

tends environment to world, uses the things of nature, but widéns
them so that they lose their narrow appearance and grow into thte
distance of universal greatness. Imagination is not an arbit-
rary capacity of invention, it is more a power of discovery:
discovery of greatness in small things, discovery of distance

in nearness and narrowness, discovery of the infinite metaphorical
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Present in the fragmentary symbol of ftransitional things and

events.“bé

He then goes on to a final refutation of the argument
that this creative reality of the imagination is naught but
fantasy.

Imagination and the distance it creates detach us from our
narrow environment and 1lift us into a world of intensive
reality. This reality has often been misunderstood as

en 'artistic appearance,' as a 'make believe,! and people
have been led to the assumption that the satisfaction
which tragedy conveys is the awakening from the dream-
world of the stage and its horrors to a true and more
balanced reality of everyday life. But just the opposite
is true: the reality of the tragedy is so strong that

it shakes the foundations of our empig;cal existence and
makes us see its vain superficiality.®f

The attempt, therefore, to reproduce the experience of
the imagination as it is perceived in its non-empirical reality
in & manner that relates it strictly to the reality of the ra-
tional mind is bound to end in disorder. The divisiveness of
logic will be able only to dissect without hope of realizing
a consequent fusing, for the metaphoric experience as given can
never be achieved by merely seeking a totality made up of the
sum of parts. Indeed, Feidelson gives this as the very earmark
of literary structure:

We recognize literary structure as such by the necessity
of multiple statement when we try to render the meaning
in logical terms. . . . Multiple statement is the effort
of the univocal terms ofalogic to measure the equivocal
laniguage of literature,e -

This statement brings us back to the concern of the
eritics cited at the beginning of this- essay, for in their

gttempts to find literal meaning in "A Country Doctor" all

three attempt to interpret the story by approaching it on dif=-
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ferent levels, The beginning of Dr. Cooperman's last paragraph
pinpoints the difficulty:

The two interpretations I have presented concern the same

work, and in addition rely to a great extent on the same

symbols. But they are not mutually exclusive; in the

symbolic art of Kafka two methods of criticism may, and

indeed must, occupy the same space at the same time.

Kafka is ambiguous and difficult, but his material--

the stuff of the human soul--would be violated if he

presented a single dimension of meaning. Tide work has

meny truths, a weaving and reweaving of many themes,

but it cannot be approached bluntly or single-mindedly.
The difficulty lies not with Kafka as much as with the critical
approach, Cooperman's and Bussaca's essays are attempts to
"measure the equivocal language of literature' with the "uni~
vocal terms of logic." As we have seen, rational thought can
be divided into two phases, First the rationalist objectifies
reality by setting one object or concept off from another in
order to render it distinct from the rest of the environment.
Then he attempts to iﬁtegrate the now isolated concept into an
already established system of thought, for it is only as the
isolated fact becomes a part of a system or falls under the con-
trol of an established law that it becomes known. Since Karka's
work does not fall readily into an established system, rational
criticism must first delimit the materiel in order to see it
clearly. Then it must attempt to integrate it into some system
of rational‘thought in which experience is already conceived.69
Cooperman and Busacca delimit the material by extracting thoée
symbols which will allow them ta fit "A Country Doctor" into

some system. At that stage, however, the work is only half done,

for Cooperman feels that he has violated the totality of the work,



41

Hence he attempts Lo overcome the difficulty by statlng that taoth

of his interpretations must be entertained at once-«"they are

not mutually exclusive,” he says. They are, however, matualiy -
exclusive because one system of thought (the psycho-anslytical) -
cannot enter another system of thought (the existential) for
that would obscure the lines of delimitation which identify the
g two systems as»distinct from esach other and from stil) other
: systemg-~~systems which are neceésary for the story to have "lit=-
eral meaning." Thig is reflected by the study itself, for'the
two interpretations sre not given simultaneously. e problem
cannct be solved simply by saying the twoe methods nust occury
the same space, for the initial delimitaticn undertaken in order
to integrete the story into the two systems of thought has dio~
B carded that truth wich obscured the lines of demarcstion., The
experience of literature cannot be re-created by Plnlt ra ti ﬂw)

g oo A o T,
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By way of entering the experience of "A Country Doc»cr”
then, we return to Kafka's short narrative given earlier. Az
the narrstor is confronted by the moon, the star, the statue of
Mery, and the church, he asks,'"Was ist es doch, dap ihr tutl,
als wenn ihr wirklich waret. Wollt ihr mich glauben machen, daf
ich wunwirklich bin . . . 9n70 . The situstion is a reversal of
the conditions of raticnal perception in which the ego is fiwmly

established ag a fized entity by relating %to cbjecis as fixed

entities, Eere, as the narratov finds his environwent relat1nv

1D g G aidh N s nna K WM W\KG-QQZ&LLDLMJ\ NI WALY)§ LIPS
to. hlm/vnmﬁalated by nﬁrccntlon'throuvh rationzl categories ncM%H&ﬂ
5 1A it
finds the very eristence of his ego threatened. e is filled %&Mﬂ“ﬂn
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with terror when, as Cagsirer describes it, "external reality
is not merely viewed and contemplated, but overcomes a man in
sheer immediacy." _hs the passage continues, it shows clearly
the zctive role of the imagination in perception., Seen in this
way the whole passage becomes a study in the creative role of
the secondary imagination. As the narrator begins to reflect,
one can see the mind struggling to “"idealize and to unify"
that which is "dissolved, diffused and dissipated." "Es ist ja
wahr," he Says; "noch immer seid ihr mir uberlegen, aber doch
nur dann, wenn ich euch in Ruhe 1asse.""71 As he reflects,vhe
gradually regains the solidity of his rational ego as he actively
orders the objects of his perception. Finally he says, "Es scheint
mn wirklich, dap es euch nicht gut tut, wenn man Uber euch
nachdenkt; ihr nehmt ab an Mut und Gesundheit.“72

Like this narrator, the Country Doctor is himself concerned
with maintaining an environment of rational solidity, and his
concern for himself varies with his ability to maintéin control
over his world, The reality of the doctor lies in the rational,
where significance is given to things as they concern him. The
story begins with the words, "I was in great perplexity." Then
the series of clauses Follows which explains the difficulty of
the doctor. This world is not beneficent, but it is solid. |
Though he is in a quandry, it is & quandry which his mind can

fathom. One can literally say that the doctor is not lost in

“this world: indeed he is so "found" that he has nowhere to go.

His rationelly conceived world has so trapped him that he is

rende;ed immobile. "I knew it," he says, "and I stood there for-
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lornly, with the snocw gatnerlng xzre and more thickly upon me,
LAY/%eN o/d'/\dxw_lﬂ«\ MM “g\w[w_u)éu{t

mere arid more unable to move," io@@}szhm Mdﬁﬁﬁiﬁﬁﬁ%w&amak N
Add:dtb oV

leei&i from this constrictlon whlch is determlned by the
N5t sakx cor g ind et oy’ ?MWMW ’W){h ey
1nev1 :ability of ratlonal causation, cannot come from some out-
side "saviour," it is 1atent in his own "house," and it is re-
vealed as the doctor bresks the strictures of debilitating reason
by letting his body rather than his rational mind determins his
existence., Even as this takes place one notices a tension in
the very narration of the story, for a-rational activity is
rendored in terms of the neceasity to order existence. "My strides
measuré; the Court once more;" says the doctor, "I found no way
out" {my emphasis and translation). Then the non-rational is
released: "in my confused distress I kicked st the dilapidated
door of the year-long unirhabited pigsty." 1In doing this the
doctor opens himself to experience unmediated by rational
categories which constitute his ego; he enters a dlrect relation-
MWO\LW,@\‘MML )Qf 0.7
ship with his experience, This change is reflected by the new
‘style in the narretion: instead of logical reasoning strung
together in causel clauses, the sentences become short and
direct in a simple description of his experience.,

As the doctor and his maid sense the freedom of this new
mode of existence, the consternatipn of the earlier mode falls
away. But life is not that simple, especially when the entire
grodnd cf previous existence is swept away. In entering a dir-
ect relationship with experience & new tension arises--the
tension of fear and terror of that which now becomss the all~-

enconpasging immanence to which life itself has been given
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over. The fesr is not a rational fear, for reason knows the
obiject of its fear. PFurther, reason can also determine that
part of the self which is jeopardized, for reason can isolate and
categorize sccording to the significant past. The fear present
in direct experience, however, is the terror of mythic existence
where one perceives a "Thou" which cannot be held, One can
only behold it, end as one beholds it one is beholden to 1it.

The doctor does not feel physically threatened by the groom;
rather he feels threatened morally. Though he cannot pinpoint
the threat in terms of his physical existence, he feels that
.part of the domain of control that he has held is in jeopardy.
And hé is unable to regain control of the lost srea, though

he thinks he knows how to do so, As he begins to think in terms
of his rational existence, however, he reslizes that to save
Rose he may‘be placing the very purpose of his being, as he hzas
conceived it, in jeopardy. "'You brute,' I yelled in fury, 'do
you want a whipping?' but in the same moment reflected that.the
man was a stranger; that I did not know where he came from,

and that of his own free will he was helping me out when every-
one else had failed me,!

With this the doctor enters into a struggle to regain
the identity of the ego that he lost in entering a world of
unmediated experience. He étrives to control the world of his
experience, to control the "things" he is confronted with, and
thereby to conceive himself as a thing, as ego, as well. But
his attempt to become assertive fails:

"I'm not thinking of paying for [phe journey|by handing
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the girl over to you." "Gee up!"™ he said; clépped his

hands; the gig whirled off like a log in a freshet; I

could hear the door of my house splitting and bursting

as the groom charged at it and then I was deafened and

blinded by a storming rush that steadily buffeted all

my senses,
Even that limited consciousness of the ego disappears as the
experience ol existence overwhelms the rationalizing functions
of the mind. All sense of space snd time are lost as the doctor
is overcome by the flux out of which the conceptual powers of
man must again. and again tear the objects of their experience,
The arrival at the patient's home bfings back the doctor's sense
of identity. Here he can function according to his rational
experience, True, hs cannot understand the convarsation of
the patient's family, but this cannot stop him from doing the
duties for which he has trained. In performing these duties
the doctor can once again regain control of that which has
overwhelmed him,

The unintelligible conversation, however, is not the
only omen of what is to occur. Upon entering the r§om of the
patient, the doctor again experiences the discomforture of
choking stricture, The experience that is to liberate him from
that which overcomes his ordering faculties itself becomes
unbearable, for "in the sick-room the air was almost unbreath-
able; the neglected stove was smoking." He determinss to open
the window to relieve himself from this oppressive condition,
but first he wants to sgee the patient--his duty is of prime
impcrtance, forlonly through performing the function of a doctor

can he regain the identity of a doctor, therby regaining his
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sense of self as he had lived it prior to the death of the horse.
The attempt is fruitless though; the ailment of the boy is not
physical and cannot be cured by the doctor. The boy wanis to
die. When he cannot rcgain his identity by healing the boy. he
attempts to assert his self by becomg the savior of Rose, for
it is only by relating to something other than himself that he
can believe in his own existence. The family, however, still
see him as the healer of the boy, and thus he turns to the boy
again. With the neighing of the horses, who have already lib-
erated him from his first impasse, he is able to find the~rea1
wound of the boy.

As the doctor begins to recognize the true nature of the
wound, his problems are compounded by the boy, who now wishes
to overcome his illness, which has not a physical but a spirit-
ual root, Unwilling to confess that his functions are restricted

to physical ailments, the doctor attempts to assume an identity

which will enable him to control the.new realm of existence’

with which he is confronted. Already he recognizes that his
earlier identity is useless.

That is what people are like in my district. Always
expecting the impossible from the doctor. They have
lost their ancient beliefs; the parson sits at home and
unravels his vestments, one sfter another; but the doc-
tor is supposed to be omnipotent with his merciful
surgeon's hand, Well, as it pleases them; I have not
thrust my services on them; ir they misuse me for sacred
ends, I let that happen to me too; what better do I want,
old country doctor that I am, bereft of my servant girl!

Truly he has lost his identity. And as he finds himself exposed

before the world, the family and the elders of the village strip

him of nis professional robes and lay him into bed with the boy,
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whose condition is also hopeless. Again the conditions of the |
exterior world fade as everyone leaves the room. The door is

closed; the singing stops; clouds hide the moon; the horse heads

become shadows in the window frames.

g The boy recognizes that the doctor has no ground for existence:

% "Do you know," said a voice in my esar, " I have very
little confidence in you, Why you were only blown in
here, you didn't come on your own feet. Instead of
helping me, you're cramping me on my deathbed."

TR e

Reflecting, the doctor agrees, confessing that his own condition
is also difficult. He assures the boy that his condition is com-

mon, that many would welcome it, The doctor himself welcomed

it in his difficulty, though now, like the boy, he is trying to Wi
. ) il
[

il

escape it. So as the boy accepts his condition and becomes

quiet, the doctor, still naked, flings himself not onto the wagon,

LR

but onto one of the unearthly horses and urges it forward to W

the site of his earthly dwelling where he hopes to resume his E%

earthly'practice, But as the blizzard returns he recognizes the M%
futility of his attempt. Ul
Never shall I reach home at this rate; my flourishing
; practice is done for; my successor is robbing me, but
” in vein, for he cannot take my place; in my house the
: disgusting groom is raging; Rose is his victim . . . .
Reflecting on his condition, he reealizes that he is headed toward
another impasse. Hence he now too gives in to his condition by
.saying, "T do not want to think about it any more. Naked, ex-
posed to the frost of this most unhappy of ages, with an earthly
~vehicle, unearthly horses, old men that I am, I wander astray."

He experiences that once the disintegration of the rational

process has begun, nothing can stop it: "A felse alarm on the
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night bell once snswered--it cannot be made good, not ever."

Underatanding "A Country Doctor" as the disintegration
of the rationel pfocess makes -the story significant for Kafka's
readers. By relating the‘story to other experiences which man
has conceived within the framework of a system enclosed by

rational thought does give the story literal meaning. This

disséction, however, is incoﬁplete for it robs the story of =sall
meaning itself. As the story becomes significant, it loses wnat
is meaningful; This is the problem that confronts anyone who

attempts to explain rationally what the mind conceives actively.

"D, G, James explains the problem in this manner: -
bt

We all know how an artist can transfigure an object
which we have kncwn, and to which we have given little
attention., Two men may be 'seeing" the "same thing";
yet if one, who hss a strong imagination, undertakes

to praint it, the other may quickly reslize how differ-
ently the object appeared to the painter's imagination
and to his own. The object present to their respective
imaginations was really not one and the same, though no
doubt they could, if they took the trouble, agree on

ean ‘!'objective! description of it. But such an ovjective
description, if it is to be agreed on, must be extremely
unimaginative; for . . . the strictly "given" and "dis-
coverable' elements are an abstraction from a whole pres-
ent tc the imagination, and become transformed when they
ars re-integrated into the total cbject which the imag-
instion prehends. . . . We must therefore realize that
the total object is an object to the imagination; and
that what of the world is "discoverable" is a world
eviscerated of imesginative content, if indeed it can

be called a world at all.l3

The work of the artist consists of clothing the potential
meaning of his own experience in a revelatory form, thereby

liberating that meaning from its experiential isolation within

him, The duty of the critiec should be to go into the form and

’ oy
approach the meaning of the work itself. The problem in "A |
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Country Doctor" is thus not only to recognize that Kafka says
that the world of the doctor is "the most unhappy of ages," he
must also approach the very conception of this "most unhappy of
ages." The critic must take part in the activity of "the mean-
ing rather than the meant" by entering the process of which the
doctor himself is always but. a part.

When the story is apprehended as a metaphorical process,
its centre, consisting of the plot of which the docor is the
subject and the "most unhappy of ages" is the object, dissolves,
leaving just the activity of the narrative. The story takes on
the quslity of myth, the truth of which lies not in its asser--
tion, but in the dynamic of its activity in the sense that John
Dewey ascribes to myth:

Empirically things are poignant, tragic, beautiful,

humorous, settled, disturbed, comfortable, annoying,

barren, harsh, consoling, splendid, fearful; are such

immediatley and in their own rignt and behalf. , . .

it e Mo et S S

H .

The dynamic of the story must be sought in the quality of the
emotions, in the intensity of experience, in the rhythm of move-
ment. The meaning of the story is the story itself, The story
becomes the reader's experience as it is presented and ciarified

in the light of the activity of Kafka's conceptualization of

that which to him is immanent,

Significance and meaning merge in the metaphorical process,

not by providing a system into which all significant interpret-
ationa.fall gimltaneously, but by subsuming all these differing

interpretations, The metaphorical process is neither an adding
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up of significances, nor a denial of them. “Life; energy, sportan-

éity, is . . . indeed beyond [referential] symbols and their
familiar relations. But it is wrong to seek this life by
eliminating all symbols and by plunging into the darkness of
nothingness. . . . The simple is not the exclusion of the comp-

‘ 75
lex, it is the overcoming of the complexity." Though the doc-

tor himself does not overcome the complex, Kafka, as author, does.

In his diaries Kafka repeats the well-known story of Zeno and
the arrow: "Zeno sagte auf eine dringliche Frage him, ob demnn

nichts ruhe: Ja, der fliegende Pfeil I'uht.“76 Kafka achieves

this active rest in the! realm.of metapnor; which is "a process

\.\_-”___' - s At A st opeeet e A I
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of tension and energy, manlfegted in the process of language. "
M“\M

The metaphorical realm is a realm beyond quantity,
multitude, and togetherness. The metaphorical syphere
transcends the many and realizes a simple and indiv=-
isible unity, although not the unity of a total and e
complete object or symbol or word. It is the un*ty

of tension and process. This unity of process may mate
erialize in a 31nble word ., . . but far oftener it

will find expression in passing from word to word, not .
28 a summing up and addition, but as a function of
indivisible unity . . . .[Thelknown symbols in their
relation to each other are only material; they

undergo a complete change in losing their familiar
meaning in each other and give birth to an entirely 77
new knowledge beyond their fixed and addible rmultitude.

Through metaphor Kafka achieves an artistic unity which
transcends the Aristotelian unities of space and time by intro-
ducing the revelatory unity of an infinite present.

What achieves continuity is not the natural continuum

of the setting, but the inner necessity of destiny,
revealed in the 1life and cheracter of the hero, and
wherever this destiny manifests itself, continuity is \
felt, as the tension of a rcpresentatlve life, indiv- I
igible, simple and reaching in a lasting present over K
spaces and times., . . . In the face of this heroic 1life, y
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men and things lose their self-importance and indepen-

dent existence and point beyond themselves to a sphere

withh regard to which they are only gran31tlona1 stages

of one and the same world process.
The existence of the doctor as individual loses its centrality
insofer as it remains a referential symbol of man fighting to
assert his dominion over the enviromment by means of his rational
faculty. Indeed, the story really continues past the point where
the doctor perishes in the unending blizzard which prevents him
from ever reaqhing'his home again. Kafka's story concludes by
entering the realm of tragedy where the impure is destroyed in

P U V-Y

order to provide for a new creatlon, and in this it once again

ks i b AL P S

reafflrms @E@ priﬁ01p1e of metaphorlc transcendeﬁbé;the flxed*QK

and static dissolves as it provides the material for that which
is unending in itg activity. It corresponds, egain, to Coleridgets
secondary imagination which dissolves and dissipates before it
re-crestes,

"A Country Doctor" enters the realm of Foas's "sublime,"
which "is not a quality of the things, of the environment, depicted
end described, it resides in the process by which things and

d."?g The sublime is not a matter of

environment are surpasse
pleasurs or displeasure, both of which are "limited to practical
expediencey, and , ., . belong entirely to the realm of the
purposive‘ego which has reduced itself to a definite end

and its fulfillment in an enviromment of suitablé and unsult-
able means. Pleasure is the reaction of this ego to suitable
means and the easy fulfillment of the goal; displeasure is the
Lo

reaction to unsuitable means and inexpediency of the envirorment

Man, however, "properly understood, begins where the bodily
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nechanism of ends with its reduction to pleasure énd displeasure
is left behind."80 Pleasure and displeasure is the realm of the

e P RSP

dogyor's limited experience, but his failure is the same as the

boy's: he does not have a "wide enough view." The story itself
enters the infinite present of the creative process. This is
reflected in its very structure, which is not broken up inbo
1ogical segments, but consists rather of a total experience
rendered in a single paragraph. Though the story begins in the
past tense, it changes to the present. It changes back to past
briefly as the doctor tries to rescue himsslf, but it conéludes
in the present as the doctor realizes that he is never to return
home.

By 1ntrodu01ng the act Vlty of 11fe through metaphor,;%<

- Kafka's story presenﬁsa freedom.whlch transcends +the restrictive

thought processes of the doctorL and others who would have the

s ot s

boy's wound and proffer their side, but "can hardly hear the
ax in the forest, far less that it is coming nearer to them."
« The story frees mean from reflective ratiocination which ties

f the activity of the mind to man's phy51cal being, and thus to

‘dthe realm of pleasure snd displessure. This doves not mean that

man's physical being must be denied, rather it must be affirmed

for, as the story shows, it is only through it that man lives.

"Soul, says Yoss, "is not an entity, fenced off from body and

nind,"

Body snd soul belong togsther as symbol and metaphoricel
process, Ve live cur purpcsive bodily existence in a
genguoas environment with its short sabtisfaction, its
empty and full times, its empty and full spsces. But
hig whiole sensuous consiruction and symbolic order is

il
i
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S In the sense that Kafka affirms this life of the soul r
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carried by a tension of the present which we call spirit
Hé' or_soul, transcending ThHe Yeductionsof 6ur fixed relation-
ships. Spirit overcomes sensuality, soul overcomes body.
But on the other hand, it is the sensuality, this body
over which alone splrlt and soul can expand and proceed.

e e e

("“““‘"“ T ‘“\

A

"Beyond the: ,system of mind and -body,'Y / Foss continues, "as a whole

e i

of related parts, stretches a process of questioning, willing, y

Lov1ng infinity wnlch cannot be exnlalned by mind or by the

- A A8 D 4 5 RS T

physiological body-organlzatlon. It manifests itself in both,

N—

although never exhausted by any of them. because it transcends

them in the consciousness and communion of I and Thou, and this,
indeed, is what we call soul or spirit.“Bl Kefka recogniées
both the physical and the spiritual in an ephorism in which he
elso asserts the transcendence of the spiritual while accepting

the necessity of the physical.

There is nothing besides a spiritual world; what we il
call the world of the senses is the Evil in the il
spiritual world, and what we call Evil is only Ehe

necessity of a moment in our eternal evolution.* M

which transcends both body and rational mind, he stands sapart I

ftom ordinary human existence which is caught up in the struggles

of the rational mind, Hence readers of Kafka have correctly

noticed a sense of distsnce which many have interpreted as a

sense of irony in his works, One critic finds the irony in
the classical situation where the hero goes from his goal in
attempting to gain it.83 Another says that Kafka's heroes can
oniy act as they do by being innocent outsiders, for "Der
Unwissende wagt mehr;“au Still another says, "Franz Kafka aber
gestaltet die Welt vem Blickpunkt einer suserhalb unserer

Menschheit'! stehenden her. Er weigeri sich vom Lebens- und
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Bewuptseinsstrom tragen zu lassen, 'tritt zuruck' aus dem Strom

der Zeiten und 'sieht anderes und mehr als die anderen, er ist

doch %tod zu Lebzeiten und der eigentlich ﬁberlebende.'"85

U

Kafkats books are‘really meant to tear the reader out
of nig systemastized existence snd to present him with a new
existence which will render his earlier one uncomfortable. This
is the purpose ofbliterature, as he wrifeé té Oskaf Pollak early.
in his carcer:

Ich glaube, man sollte Uberhaupt nur solche Blcher lesen,

die einen beifen und stechen. Wenn das Buch, das wir

lesen, uns nicht mit einem Faustschlag auf den Sch'adel

weckt, wozu lesen wir dann das Buch? Damit es uns glick- J

lich macht, wie Du schreibst: Mein Gott, glicklich wdren oy

wir eben auch, wenn wir keine Blicher h#Atten, und sclche e

Blicher die uns glucklich machen, kdénnten wir zur Not selber ;M

gschreiben., Wir brauchen aber die Blicher, die aul uns "

wirken wie ein Lnglﬂck, aas ung sehr ochmerét, wie der

Tod giney, den wir ligber hdtten als uns, wie wenn wir J;

in Walder versto}en wirden, von allen Menschen weg, wie b

ein Selbstmord, ein Buch mup die é%t sein fUr das gefror- y
W

ene Meer in uns. ~Das glaube ich,
Like the Country Doctor, this "most unhappy of ages" ;:] X m

has a frozen sea which literature must crack, Many hear the ax W

“l‘
in the distance, but wait in vain for it to come nearer, for g

i
v

they sesk only to establish literal meaning on the basis of 3
established systems such as psycho-analysis cr religion, thereby

thickening, wot cracking the ice within,.




CHAPTER IT

POSITIVE HEGATION IN KAFKA'S THE TRIAL

In his introdﬁction to the work of Franz Kafka, Wilheim
Emrichh gives a short history of the disintegfation of absolute
aocial values in nineteenth-century Europe. He emphasizes,
onn the éne hand, the drive of science into the confines of man's
inner life ﬁith the result that "Christianity's immortal soul,
Kleist's ebsolute 'feeling,' Goethe's superempirical 'Daimonicn,'!

27

etc., become a transparent, unmysterious natural phenomenon thatb

nl 00

. . . is subject to scientifically comprehensible laws,
the other hand, he says that the novelistic art which dealt

with these themes postulated ethical rorms on which to besse

- their eritique of society, for théib_wbrk was sociglly oriented.
However, the further they progressed toward the btwentieth cen~
tury, the more difficult it became to establish norms, for the

social order that Goethe had so successfully established as basic

in Wilhelm Meister, for instance, was rapidly dissolving. The

result was that the artists gradually succumhed to azceepting the
crite}ia of'the society in which they worked, thus entering
.society as it was in reslity. In ofdér‘to re-esbablish critical
valueg then, the srtist was forced to become critical of these
‘relative aystems of value which fettered man even more than the

eerlier sbsolute values had. Only by negatively breaking down

these arbitrary bonds ccould the ertist reveal the I[reedom which

¥ RS
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is humenity's right. In Kafka EZmrich sees a writer who attempts

to re-establish thia freedgm.

The early Kar'ka "was not only an extreme Darwinist, but
was actually & follower of Ernsat Haeckel? end for many years was
under the influence of the scientific view of 1life and the psychol-
ogy of the end of the nineteenth century asnd the beginning of the
twentieth, with its scientific orientation." Emrich continues, E

"Improbable as it may sound, Franz Kafka's earliest writing

can best be understood as stemming from naturalism rather the
expressioniem,”

For the early Kafka it is above all a matter of "des-
eription" that records, and of exact reproduction of
everything that exists, . . . In the early story "Wed-
ding Preparations in the Country," from the period or
1906-1907, Franz Kafka, like a naturalist, records
accurstely all the events that take place . . .; he
tries to seize life as it flows past and to record it
with exactness by stringing the individual events
along additively without their deriving a deflinite,
recurrent significance and function in the total work
through the compositional layout..3

Martin Greenberg agrees with Emrich, Pointing out Kafkea's

naturalistic training in a German Gymnasium, Greenberg goes on

to show Kafka's interests in scientific naturalism from his
diaries., “Herdly any account has beentalken of this 'maturalistic!
side of Kafka's," says Greenberg, noting that
thers is little trace of it in Brod's biogranhy and
criticism until recently has overlooked it. But i%
was very prominent in his formative years and remained
a part of him in some sort to the very end.  The matter
hias importance because it indicates, Kafka's literary
2g well as intellectusl provenance,
The prime characteristic of Kafka's naturalism is its emphasis wﬁg

on details, an emphasis which demands extremely close perceptiun, "

It is this emphasis that begins to have an ever growing influence
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in Kafka's early work as the naturalism evolves. Becuuse of
i ee——

the purity of his vision and the refusal to add to what he

wima,

perceives as reality in the world, his reality begins to differ

from the “"reality" of others, end consequently "it is pr901se]y

the moat ordlnary events that are given the designation of tht—

which-is~astounding and that-vwhlch-isggggmmxggengible”5 16,

e

Kafka's protagonists begin to feel reality as it really happsns
to them, not how, in the eyes of others, it is supposed to

happen to them,

In a sketch entitled "Unglﬁcklichsein" the narrstor

leaves his room, in which a ghost has appeared., On the stairs )

he meets a neighbor, with whom this conversation ensues: W
i

"Sie genen schon W1eder weg, Sie Immp?" fragte ev, 1

suf seinen Uber zwel Stufen ausgebreiteten Belnen i

ausruhcnd. "Was soll ich machen?" gagte ich, "jetzt

habe ich ein Gespenst im Zimmer gehabt.'

"Sie sagen das mit der gleichen Unzufrledenhelt, wie :

wenn Sie ein Haar in der Suppe gefunaen hatten." i

"Sie gpefen, Aber merken Sie sich, ein Gespenst ist :

ein Gespenst

"Sehr wshr. " rber wie, wenn man uberhaupt nicht an

Gespenster glaubt?"

“"Ja, meinen Sie denn, ich glaube en Gespenster?"

Was hilft mir aber das Nichtglauben?"®

Physical experience cannot be denied, no matter what attitude
one takes, Emrich points out that for Kafka this is not

merely a philosophical problem, but a problem of his very

exigtence in the world as he reacts to his environment:

Here it 13 not so much s matter of the old epil stemolo"ivﬂl
insight that man cannot peroﬂnve things "in thenselves, :
but rather the ruch more serious moral problem: f
that mnan's 1tomp1ﬂ+*un and thought schcmuuLze. g
Liwdt, and nwuzlatﬂ the {«ll razlity of ab~wiicii=- ‘
ig, Througn his own Jma)m*u,q ard Lblnxum

man hiliocks his access to the "whols,” indeed to
the primorﬁiﬂl purity, beauty, sxcellence and truth
of that-which-13.



Discussing the sulfering of Kafka's characterts, suflfering
which the characters do neot see in each other, Emrich continues:

it is precisely peoplels own 'normal' consciousness
that cbhbstructs their knowledge of ali putilated 1ife;
but gt the same time it prevents them from having
accass o an existenca thet wey ve wwmutilated, cone
that is whole in “truth," end existence in which
things still possesg courage and health, beauby

and repose,t ' '

Kefka, as & person, iived in-this realm of "truth';.
he was & man ol scrupulous honesty. Kafka was cne witly his
characters in this: once given, a fact of 1life coula not be
aitered, Milena Pollsak, 2 woman with whom Kafka was paasionately

in love toward the end of his life, wrote ol Kafks in a letter

1O

to Max Brod, _ 3

1

at some time or othier we took refup
blindness, in enthusisasm, in ophimisn
conviction or others, in pessimi
of' thet sort. ut he hag nsver
such sheltering refuge, none at
absolutely incapable of living,
incapable of getting drurk. He : 1§ 5 the . il
slightest refuge. For that reascn he 1s sxposzad i
to all those things asgaingt which we are proiectad. it
He is like & naked man among a multitude wiio are :
dressed., Everything that he says, thst he iz . ., .
it is muchapredetermined state of heing in and

for itsell, stripped of all trimmings that could
help him by distorting life-~distorting it in the
direction of beauty or of misery, no matter. 4nd 1
his asceticism is altogether unheroic . . « .

All "heroism"' ie lie and cowardice, One who conceives
his sasceticism as a msens te an end is noe true human
being; the trus human bteing is one who 1s compelled

to asceticism by his tereibls clarity.of vision,

[_purity snd incapecity for compromisze,”

;mm For, obviously, we are capsble of ving becausge @%, &

It is this clarity of vision thah Iorcen Fafka

£ *

for he conceives a world 4ifferent from

In arn attempt to revesl that world which he ses

IR} e A T S e S R B N PVt . N
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it in teroa w
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the ed denotabwon“ and connotatlonq of normal language.

e e b o e T o s

Thuslﬁls worlﬂ is not rationa1~~1t ig realy and the metaphcrical

expression of Kafka revesls the world in its pure asctivity.

Readers rcoted in the rational comfort of contemporary
life where the very existence of something which is not raticnal
is put in gquestion cannot but find Kafka's work difficult to

understand. Because our normal perception of our envircnment
is mediated through the rationsl orders which we have been >

i
;

taught, we can no longer experience reality in all its stearkness, \

N

whether that reality is physical or social, A spesker onﬂthe
Deutschlandfunk at the occasion of the eightieth anniversary
of Kafks's birthdate reccgnized thisg, and stated that rather
than accept Kafla's percepticngs as trﬁth, we prefer o dismiss

what he says.

Freanz Kafka ist der einzige Dichter unseres Jehrhunderts,
der die immanenten Gesetze unserer sozialen und person~
lichen Wirklichkeit Kritisch erkennt und anschauvlich

1ng Bild gebracht hat. . . . Daher ist er. . . der
ratselhafteste und erschreckendste Dichter fur alle

die jenigen, die mehr oder wenliger bewu¥tlcss oder
unkritisch in diese CGesebtze der Wirklichkeit be-.

strickt s1nd oder sich gar mit ihnen identifizieren. . . .
Diesse mvssen den unchweisbaren Schock erfahren,

dap Franz Xafka die Wahrheit der Wirklichkeit enthullt,
die hehvaeit die JOdOCh sc unertragllch ist, dap ihr
Bewuptsein s;ch gegen sie sperren und sie dodrapgen

muss ins Verliess des Ve”botenen, Anruch;gen, Grauen-
haften, ‘"rattondleﬁ oder gar pervers Dekadenten. 10

One of the most popular attempts to engage in dismissais

e~

of Kafks ig to see Kafka's works as allegory. I can do no

better than to quote Wilhelm Emrich here sgain.

Men in this state will, , . feel that whatever
has been given form in Xafka's writing is an
tunreal! assertion and representaticn, since it is
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no longer compatible with [plé] and comprehensible
in terms of his own conceptual world. In Kafka,
what has been stated and given form cannot--in

hig view==-signify simply itself, but must conceal
'beyond' itself an 'other!'!, 'real' meaning,

Since, for example, the 'trial' seems no longer to
correspond to the outward forms of a conventional
court case, something else must be 'signified!

by ‘this trial. And the effort of the reader or
interpreter is then directed at 'deciphering' this
real meaning that is hiding the unreal discussion
of the trial. Consequently the work is understocd
as a gecret 'allegory' for which one neeff only the
'key! in order to 'decipher the meaning. :

Like Emrich, Erich Heller points out the nature of this reaction,
which is almost involuntary. "So deeply engrained is positivism
in the critics of this age," he says, "that even when they are
rgenuinely moved by the symbolic reality which the author has

created, they will soon regain the balance of mind _required

for the translatlon of the gymbol 1nto what it 'really' means;

and by that they mean pre01se1v that meaningless exnernence‘

ane e

om0

whlch the artist has sacceeded 1n tranqccndlng through nls poatxc

nlf-

In the following pages I will discuss ths‘symbollc

creation.

e

process that Heller speaks about by examining Kafka's The Trial

as an expsrience 1in the 1ife of Joseph K., and to show that the

/,

novel hag meaning not through allegorization, but through the

P ——

activity of the novel a3 it is experienced by qoseph k. himgglf.

One key to understanding the nature of Kafka's novel
lies in properly understanding the title in German. The

translation of Der Prozess as The Trial is true to only a part
-—'-"""'—‘_z

~of the original title, which, in addition to dencting a court

a—

e
hearing also denotes an ongoing procéss. Perhsps a title

e epueeypim T T
like "A Judicial Process" would be truer to the originel than

e

-

the preasent title, through the present ons follows Kalka's

W



61

mammer of revealing truth in its stark reality. The asuggsstion
of process in the original title is of utmost importance in

the work itself, for the novel deals precisely with the probien

of Joseph K,'s inability. to recognize his trial not as isolated

—

hearings before a group of individual judges, but as an ever

—

expanding reality encompessing an ever greater part of his

existence, ﬁntil it becomes the exclusive condition of his life
AT s :
~-~which is his death. The difficulty that many critics have

—

found in discovering this very process becsuse of their in-

ability to free themselves from the static concepts of rational
categories has placed them in the same situation as Joseph K.
Not only Joseph K. 's situation is "Kaflraesque" then, so is the
critic’s who finds that gituation "Kafkaesque." The irony of
this is, of course, that Kafka's works sare not nearly as

"Kafkeesque" as is generally taken for granted.

From the moment of his arrest, Joseph K, finds the

Court irrational, and therefore unworthy of existence. The

book's very first sentence reveals the error of the Court,
which rust be following false testimony: "Someons mast have
traduced Joseph K., for without haviné done anything wrong he
was srrested one fine morning."13 Though he feels the truth
of the sarrest through the disruption of his entire routine,
through the interest of an old couple living scross from him,
eand through his sense of vulnerability before these strangers
 who appear in his room, he holds to the [act of ithe error.

He admits that he doesn't know the law, but he persists in

asserting the Court's delusion, though when he is brought

L]
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before tne Inspector in Fraulein Burstner's room he concedsz
that it may not just be a joke as he had previously allowed
himself to think. "I don't say that it's a joke," says K.

"But on the other hand . . . it can't be an affair of any

great importance either. I argue this from the fact that
thougn I am accused of something, I cannot recall tne slightest

offense that might be charged zgainst me™ (p. 16). As time

passes, Joseph K, begins to ancede to the n906351ty of the

s

Court, but at the same tlmn h_

SN AL S )

°°ones mors aggresxve in hlS

flght a391nst it. At thc rirst intarrogation he tells the

[y

preaiding judge that he reccgnizes the Court only out of com-

passion, so that he can describe its nothingness to thse maglstrate.

»

K. judge

JQ

s everything by attempting to understvand it

rationallyv: his personal existence is based on the order of a

closed system in which every object of concern is placed into
relationship with everything slse. In the last clianter we noted
that in rational thought a new fact "becomes known, underséood
snd conceptuslly grésped only in so far asgs it is !'subsumed?
under a general idea, recognized as a 'case' of a lay or a: &
member of a manifold series.”lu'When K. is arrcsted, thgrefore,
he sttempts to understand the ection brought against him by
fitting it into the rationalized order within which he lives

his daily life. He attempts to fit his arrest inte some kind

cf civil or criminal lew. YWho could these men be? What werse

ng about? What authority could they represent? I.

»-J-

they tall

%

1ived in = counbry with a legal congtituticn, there was uvniversel

peace, all the lsws were in force; who dared seize nim in bhis

own dwelling?" (p. 7). In an atber -~ {he warders onto -
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8 plahe where he can grasp the meaning of what is taking place,

he asserts a sphere of éxistence fhat his mind can concei#e.

He opens the drawe;s of his writing desk, in which everything

is in the greatest order, and gets cut his birth certificate

in order to prove the legitimacy of his life., Confronting

one of his accusers with this document, he demands answers to

his questions. "But how can I be under arrest? And particularly
in such & ridiculous fashion?" When his opponent refuses to
answer these éuestions he says, "You'!ll have to answer them

« « + . Here are my papers, now show me yours, and first of all

your warrant for arresting me" (p. 9). rphe rlght tc live and 1

o A B R SR 2B, i

acL is, for him, a matter of legislation predigabted upon !

political or social system in which he is considered an 1ndi'idu

!v.l

\w'reason of his physical existence, which is a matter of empir- j

jcal reality. But this is precisely the non-reality that Kafka's i

radical naturalism cannot conceive.

K.'s personal life, like his desk drawen is kept in

careful order; it is divided into activities that are predictable

in.fheir regularity:

That spring K. had been accustomed to pass his evenings

in this way: after work whenever possible--he was usually
in his office until nine--he would take a short walk, zlone
or with some of his colleaguss, and then go to a beer

hall, where until eleven he sst at a table patronized
mﬁhqu by elderly men. But there were exceptions to this’
reutine, when, for instance, the Manager of the B_nk,

who highly valued hLS diligence and reliability, fnvited
him for a drive cr for dinner at his villa. And once a
week K, vigited a girT called Elgsa, who was on duty all

night till early morning as a waitress in a cabaret and i
during the day received her visitors in bed. (p. 23)

Av unfinished chapter teils us who these €lderly men are, and
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why K. enjoys their company,

The comoanj he met at dinner in the evenings had always
impressed him as particulce ply calculated to inspire
regpect and he never denied in his inmost thoughts that
it wvas a greot honor for him to belong to such a society.
It consisted almost exclusively of  judges, prosecuting
counsel, and lawyers, although a few quite young officials .
snd lawyers! clerks were also admitted; but they. sat

right at the bottom of the table and were only allowed

to take part in the debates when questions were addressed

to them directly, such questions being nearly always

put in order to divert the rest of -the company. (p». 296)

Josepvh K, enjoys this company because it helps.establish his
position in the business circles of the city. He takes advantage
of defined gocial customs in order %o rise to the top moré
Cguickly. Through his associates he learns about correct sccial
attitﬁdes, for we are told that '"he was very courteous and medest
with evervone; nd (much more importent than modesty and cour tesy)

31 wnew how to ¢lfferentiate between the various grades in the

" legal hierarchy mmd heow to treat everyone according to his

rank" (p. 200). Thus the evening company seryes to help K.

csteblish his position in the world of rational order which he t

is so conc erned abou+ \Enrounh his assoclates with the elderly

lawyer fssterer, K, becomes a man of note as he walks through
the streets with his arms linked into the lawyer'!'s. He is un-
concerned that Ha sterer's position is not besed solely on me"1L ﬂ
but‘on his shility te Torce people 1o cower before himZ]
The centrc of Joseph R, 'a ordered existence, and the

o)

area ol I

s

18 preatest security is the Bank, At homs,” he
confegses to fren Grubach after the arrest, "one is so unprepared.”
In tre Bank, for instence,

nothing of thobt kind could x 1h1f hapveori-to me there,
I have my cvn attendant, tac irel telopnone
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and the office telephone stand befors me on my desk,
people keep coming in to see me, clisnts and clerks,
and above 8ll, my mind is always on my work and so
kept on the alert, it would be 2n actual pleasure to nme
if a situation liks that cropped up in the Bank., (p.26)

The Benk is so impevrtant in K.'s life that one might cail it
muwam e s TS e 0
K.'s reison d'etre, He prides himself that he is the chierl

e’

clerk=--nis motherieveh thinks he is president. "Thoughts
about the Bank . . . precccuppy him exclusi?ely“ (p. 291)
as his whole private life is ordered sbout it. It is through
his work in the Bank that he has come to join the company of
lawyers in the evenings; and he continves in their compsny
because he thinks that sooner or later the experience may
profit him, though he cannct take part in much of the conversation.
Even now his prestige is often raised by his being able %o
mediate in debates in which his practical knowledge is of
value to the lawyers:’

It frequently happened that when two of the diners

could not agree on a point of commercial law they

appealed to K. for his opinion on the facts of thse

ces@, and his name was then bandied about in all

the retorts and counterretorts and even figured in

the most abstruse speculations long after he had

ceased to follcow the trend of the argument. (p. 298)
In cases like this the existence of K. as & person has ceased
to matter, for it is only his position as knowledgable bank
clerk that cerries weight as his name is mentioned. This
situation reflects how K., views his position in the Bank.
On the morning of his arrest, for instance, he is not unduly
concerned that he will be missed; "considering the comparatively

high poat he held there" (p. 12). As his case proceeds and as

he becomes more and more tired while working, he often hides

i

.
it
i)
A
il
ki
ly
it
Juili
]

4

il
Iy




66

btehind the facade of business in order to csrry on his personal
tasks.v He is Quite content that others view him only as a
functionary, rather than as a person with a value'reaching

beyond his mere position. Functional worth is equal to value
S thios

in his utilitarian, rational envirommenty inherent worth i

s i e S o,

non-existant.
’—."-“'—"

Of course, when the mesning of life is measured in
terms of function, one finds himself in a wvulnerable position;
but Joseph K.‘enjoys this, since it means that the possibility
of rising in the system is increased and his vulnerability
decreased since he considers himself a man of high intelligence. I

The rivelry present between K. and the Assis§§9t>Manager is @

"; w“‘"“"wmn\ M
therefore welcome fo.XK.,.for.it points to his power. But the .
\ — L — 1:;

rivalry also points to a defingd‘sog;gl order,nwhich is very i

sz 2O

important to K. in his concern for prestige, for only as one ﬁ

agcends in the social order is one's prestige enhanced. The |
2 S M o e .

P

social order is an important aspect in the rational qualities |

b ais |

of K.'s environment. Hence K,'s contempt for the Court tends

tbtgrow with every social slip it commits, as reflected in

his attitude toward the Inspector on the morning of his arrest.
The Inspector tells him, "I was assuming that you would want

to go to the Bank. And to faciiitate that, and render your
arrival at the Bank as unobtrusive'és possible, I have detainead
these three gentlemen here, who are colleagues of yours, to

be af your disposal.," Though K. ig surprized that he has not
recognizéd ths three, he nevertheless thinks that they are his
saubordinstes, they are not really his colleagues: "-.that was

~putiing it too strongiy and indicated a gap in the omniscience
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of the Inspector" (pp. 21=-22), Joseph K, fails to realize

~ ~
that the Court does not organize its activity in the same

way he organizes his own. The life of the Court is not concerned

————

if it really exists only in the heads of the warders, as

Joseph XK. says it does. All that concerns the Court is reality;
all the conjectures of its vietims concern it not one whit.

The Inspector tells K.,; "I was requested to inform you of this
{his arresﬁl, I have done so, and 1 have also observed your
reaction™ (pﬁ. 19-20). This reaction of Joseph K., which the

Inspector notes, will change as the process of the trial continues;

Ki Joseph K.'s boundaries of reality will be expanded to include

.\1!3‘

what now lies beyond the scope of his rational ex1stenc?;5 Hé 1
will resliize the truth of Willem's reply, "You will come fTo - W
\ feel it,“ls\to his taunt that the Court "probably exists nowhere
but -in your own head" (p. 10). ; : | ‘

i

Joseph K. cannot conceive the Court 83 & ;act of hls

O g T AR i B A s s e Y T N Lk s

own ex1gtence beuause of the dlvergence between experlence and

T BT it R s, 2

reason. Agaln, the flrst sentence of the nov*l shows how his
-Mwﬁind excludes the very possibility of his guilt before the }
Court. Rather than even entertaining the possibility of guilt,
he rationsiizes that somecne must have traduced him, Further, :

the legal system of his country, which he can understand with '

hiag reacson, does not account for any legal proceedings of this
% g

nature: hence hs argues that he carnot be guilty. The very ' y
~premises of hig thoughts function to exclude anything that |
doea not it their acceptsd patterns. Reason can only deal

with what it can incorporate into its relative laws, so X.
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finds it impossible to come to grips with the Couft in contest~
ing his case, even when his experience with it draws him further
and further into the Court. In dreswing up his first plea

the real issue is exclpded hecause he attempts to fight the
Court as he would a business competitor:

In a relatively short time he had managed to work
himself up to his present high position in the
Bank and to maintain himself in that position
and win recognition from everybody; surely if
the abilities which had made this possible werse
to be applied to the unreveling of his own case,
there was no doubt that it would go well.
Above all, if he were to achieve anything, it
was essential that he should banish from his
mind once and for all the idea of possible guilt,
There was no such guilt. This legal action was
nothing more than a business deal such as he

had often concluded to the advantage of the Bank,
a deal which must simply be obviated., The right
tactics were to avoid letting one's thoughts stray to
one's own possible shortcomings, and to cling

a8 firmly as one could to the thought of one's
own advantage.{(pp. 1586-159)

Even at the end of his ordeal he étill clings fé the logical
necessityvof his innocence. "But I am'not guilty," he tells
the chsaplain in the cathedral, "its e mistake. And, if it
comes to thet, hoﬁ can any man be'called guilty? We are all
simply men here, one as much as the other" (p. 264). The
chaplain ignores the argument, simply replying, "That is %rue
¢« « o but thatt's how all gﬁilty men taik." Actually K. forgets
his arguments when he is diréctly confronted with their futility,
like at Titorelli's, when the painter tells him his case is
simple if he i3 indeed innocent:

¥,'s eves darkened, this msn who said he was in

the confidence of the Court was talking like an

ignorent child, "My innoceonce doesn't make the
matter any simpler,' said X." . . . 1 have to

3

£




69

Tight against countless subtleties in which

the Court indulges. And in the end, out of

nothing at all, an enormous fabric of guilt

will be conjured up." (p. 186)
Nevertheless, he oontinues to insist on his innocence, though
he feels that in fact it cannot be so, Speaking of the ostensible
aquittal and the indefinite postponement, Titorelli tells him,
"Both methods have this in common, that they prevent the accused
from coming up for sentence," to which K. replies "in a low
voice, as if embarrassed by his own perspicacity," "But they
also prevent an actual aquittal" (p. 202). K.'s difficulty
in comprehending the significance of the Court is explained

at the beginning, when he is arrested: "it was not usual with

him to leern from experience' (p. 8). His mind, instead of

\helplng him to meet his env1ronment dlrectly, erects a barrier

. S S

so that he is unable to understand the forces that govern his

Vv

llfe.

~ The screpancy between his perception, whlch is controlled

et Rt
R T,

by his feaSon, and his experiegfe, is clearly apparent on the

morning of his arrest., Frau Grubach's living room, for instance,
is first seen as full of rugs, furniture, china, and photographs,
though with a little more room than usual, Yet, strangely,

when K. looks about for a place to sit down, only one chair,
which is already occupied by one of the warders, is available.A
Further, when K. is surmoned to appear before the Inspector,

he is taken to the room of Fraulein Burstner, whom he hardly
knows: "This room, as K, knew quite well, had recently been

- o . U] "
taken by a Fraulein Burstnex a typist, who went very early to

!
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~
work, camo home late, and with whom he had exchanged 1ittle
more than a few worda in p#ssiﬁg" (po 14). Later that evening
while weiting for her to come home, he cannot even remembar
exactly what she looks like. Yet when Freau Grubach hints that
she will have tc spoaek to the young typist regesrding her moral

conduct, K., defends her vehemently. "In fact," he says, "I

frenkly warn you sginst saying anything to her; you're quite

[

mistaken, I know Fr2ulein Burstner very well, there isn't a

Ze

word of truth in what you say" (p. 20, my emphasis). This.
conflict between reason and experience also takes place before
the Inspecter at the time of his arrest. 'Agitated by the
rebukke of the Inspector, K, determines to put an end to the
nongense by telephoning his friend, the lawyer Haaterer. When
the Ingpector tells him that he may tolephone though it wonld
help him nething in this case, he seems bo realize that this
is aso, so he refuses tovtelephone, despite the Inspector's

subsequent urging.

These episodes that run contrary tc X.'s ordered JOI_AAW

are symptomztic ol the fundamental changes that are to take

-

place in X.'s life as the trial progresses. K. must begin to

fece the reciity of his experience rather then the order of

his mind, He must accept the fact theat though rationally thexrs
M

. . LI N
must bes goms mistake in his arrest, he is neverthelezs srregted.

He has no cheirece but to change the orienta tlon of his life

o e TSI
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from the schivity of the Bank bo the acfiv;tv of tn n“1a1
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lniaoﬂ. &3 time goegs on, the fourt becomes the oompleta object

1 oatiitude; in which
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encompasses whole areas of experience begins immediately after

the arrest, during his first day at the Bank: "But on this
evening . . . K, resolved to go straight home. During every
brief patse in the day's'work he had kept this resolve in mind;
without his quite knowing why, it seemed to him that the whole
household of Frau Grubach had been thrown into great disorder

by the events of the morning and thet it was his task.alone

to put it right again" (pp. 23-24). Of course, the whole

house has not been disrupted, and Frau Grubach does not seem

as rerturbed about the affairs of the morning as he had sﬁpposed

she would be. She simply says, "It gives me the feeling of

b

something learned which I don't understand, but which there

is no need to understand” (p. 26). K., however, cannct dismiss

the whole affair so lightly, though he says he thinks even
less of it than does Frau Grubach,

The episode with Fraulein Burstnsr establishes further
the coémpulsion that has overtaken K. He defends her before
Frau Grubach while hardly knowing the girl, Then he resolves
to talk to her when he really has nothing to say. The longer
she stays out, and the more-feason he has not to bother her,
the stronger becomes his urgé‘to see her. When he finsally
acgosts;her, he confesses that her room was enfered-against

his will, but that he was nevertheless responsible for the

entry. Presuming that K. wants to explain this responsibility
“of his for something beyond his apparent control, she asks Q
him to tell her what had transpired, K. is unwilling to do so;

as the minutes pass it becomes obvious that his motive for

e
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(1] . of . R .
seeing Fraulein Buratner cannot bse explained. Somehow the %

necessity to talk to Fraulein Blirstner is rooted in that area

‘of his existence which 11es beyond the possibility of verbal
PRt

expression, an area of eyperlence that is made manifest only

in the physical activities of life. It seems as though K. has
\“__

a profound need for this non-rational activity, for when he

ﬁztses Fraulein Bﬁrstner, it is like "some thlrsty animal

lapping greedllv at a sprlng of long-sought fresh water," The

s TR
Teed is sinister; fones of death pervade hlS actlons. "Finally

St

Srow,,

he klssed her on the neck, right on the throat, and kept his

llps there for a long tlmawi%6

EOTEPTE H“

B

The act1v1ty in Friulein Burstner's room arises out of i
that area of X.'s life which also gives rise to the activity : k
of the Court. The trisl is not a legal action against K.

originating outside hts being; it is a "Progzess" arising out w
. 4
> the depths of his life, intimately related to the physical

and mental reslms of his eristence. The Court, indeed the

" ;H‘
whole Trisgl, is the realizstion--the making real--of the sub- ‘

conscious realities previously existent in K.'s life. The

story itself reveals the process of myth taking place; the process

whereby man actively conceives the world of his existence. ' ¥

K, meots the Court as that which-becomes immanent, the same as

ot it B O S

P

Gassirer's primitive is confronted by his god as the experiecrce

of that Uthu i; umanent to him is gathered into an object of

axperience.
/__/"—"-‘"—'_\

2

Kafke wes zncutely awsre of the conatant creative actiwlity

of the mind; he knew that man's conception of the world in
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which he lived was not determined solely by reason, but that it !

was dependent largely on his experience of reality which itself

was the result of many factors. In one of his reflections, -

Kafka attempts to grasp part of the complexity of the growth of
men's cosmology: '

The first worship of idola was certainly fear

of the things in the world, but, connected with
this, fear of the necessity of the things, ana,
connected with this, fear or responsibility for
the things. So tremendous did this responsibility
appear that people did not even dare to impose i
upon one single extra-human entity, for even the
mediation of one being would nrot have sulficiently
lightened human responsibility, intercourse with
only one being would still have been all too
deeply tainted with responsibility, and thet is _
why each thing was given the responsibiliity for w
itsell, more indeed, these things_were alsc given a it
degree of responsibility for man.l?

wifii il
4

. » . » £y it - - P
Kafka menticns a similar fear in the sketch "Unglucklichsein

referred to above.l8 In answer to the narrator's assertion .
that not believing in ghosts is of no avail--"Was hilft mir s
aber dieses Nichtglauben?"--the neighbor answers, "Very simpiy. all
You rmst merely have no fear anymore when a ghost really cppears e
to you." DBut this advice is useless too, The narrator answersg,

"Ja, aber das ist doch die nebensichliche Angst. Die eigentliiche

Angst ist die Angst vor der Ursache der Erscheinung. Und diesge

Angst bleibt. Die habe ich geradezu grofartig.in mir."19 The
significsnce cf this episode and of Kafka's reflection above
meet in the word Ursache. Literally the word is a compounding

-

or ur, meaning original, and Sache, msaning thing or subject
In normal usage, however, the word Urssche means causge. Tnus
the raticnslization that the cocsmology arising out of mythology

is not valid beczuse it arises out of pure ewmotion is itsell



et .
rendercd invalid, becausc the fear itself arises out of - :?

something concrete--z Sache, a thing which is real. Reason‘%\k
S ———— A\

snd expecrience must work together as men attempts to find s

vieble existence. Reality cannot become a sf atie obgnnt-

]
[
ct

ification of what only the rational mind has bsen able to

into ita categoris of existence, it must remain a process

v

which ig censtantly modified by the experiences of life. The

}—JJ

Ursache o

T vt b st 0

something muzt not be divorced from the ur Sache

2

Jozeph K. attempts to separate cauge and reality by

making reality dependent on cause. Uhatever has no 0_cause, he

argues, cannot ratlonally GXth end 51nce ex1stence is determinead W

= " : -«a = R s tein e e :ivll
sclely by reeson, whatever has no causd cannot exist. He v
T e T S TR St e

fails to realize that causze and reegliby are totally inter-
dependent, and that the "Ursache" of his trial is the "ur Sache"

1l

of his life, Like the Country Doctor, the Trial of Joseph x. e

=2

is something that is "stored in his hougse." IHis statement, i
"I don't know this law," does not effect the law iltselfl, wnich, i
as Willem says, decrees that its officials never go searching

for guilt, but that the law is drawn by the guilty, and must

send ouvt its warders (p. 10). K.'s guilt lies in the fact that
——

he has broken the law of life which states that life cannot

ey

become reduced to thp stasvs of rational order. Thus his
PP ——

attempt to prove his logltmm&cx by produan his birth certificate

o

serves to establish rather than disprove his guilt. This

e -
process of increasing guilt expaends to pervade K.'s entire
zigtence sz the stery continmmes, till finslly guilt b comes
(—‘ e
a world order: in the cathedrsl K. calls the necessity of

———
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this guilt a l1lie, and this, he says becomes a universal JW
'principle;(p. 276). As a consequence of his mental attitudes,

the Court becomes more and more an objectification of his own -
experiences, functioning éo control»the orientation of K.'s

life just as the presence of a primitive's god orders the life

of its worshipper, who as Kafka points out in the reflection

above, worships his.deity ﬁot oniy out of féar»of the world

about him, but also out of fear of himself,

Joseph K. is caught between these two fears: the fear

of the Court and the fear of himself; the first conscious and

the second unconscious, as we shsgll see later, Hence, he can-

not accept either of the alternsatives to escape from the Court

that Kafka presents in the novel. The first alternative is to

completely 1gnore the Court, to refuse to take his accusatlou e

R U i AN

seriously. In the unfinished chapter, "On the way to Elsa," it

il

K. asks the representative of the Court if he will be punished

u“wm il

if he refuses to come to the Court of his cwn accord., When he

eg\ll\””w‘

hears the answer, '"NWo," K. answers, "Splendid, . . . then wbat\¥gﬁw ~
- be

motive could I have for complying with this summons?" {(p. 290) \Mi‘“

——

and without hesitation drives off to Elsa. The other alternative
is to do what the Couft asks willfully, as Leni urges him to:

". . . don't be so unyielding in the future, you can't fight
against this Court, you must make your confession., Make your
confession at the first chance you get. Only then is a possibiliby

: . : 20
for escape given, only then."

As mentioned though, neither
of these alternatives is really possible, they only exist

potentially. True, the official tells K. that he will not be
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N

punished for not sppesering of his own accord,-but‘he also

says, "We shall know where to find you," adding, "It is not
usual to bring the powers of the Court upon one's own hea’"

(p. 290). KX, tries to put the affairs of this trial out of

his mind, and to keep fhem hidden from others, but he is

unsuccessful in this.- Thoughhe tries to keep the matter hidden

from his uncle, for instance, his uncle forces him to teake

the fight more seriously than he has:

"&nd what have you got to say now?" asked his
uncle, who had temporarily forgotten all his
haste and agitation over the letter, which

he seemed to be rereading. "Yes, Uncle,"
gaid K., "it's quite true." "True?" cried
his uncle. "What is true? How on sarth can |
it be true? What case is this? MNot a J
criminal case, surely?" "A criminal case,"
answered K. "And you sit there coolly with a !
"criminal case hanging round your neck?" cried
his uncle, his vecice growing louder and louder.
"The cooler I am, the better in the end," gaid
K. wearily., "Don't worry." 'That'!'s a fine
thing to ask of me," cried his uncle . . ., . : /
Your attitude . ., . doesn't please me at all,

that isn't how an innocent man behavesg if he's ) |
in his senses. (p. 117)

| The uncle then forcibly takes K. to the lawyer Huld, thus
enmeshing K. inextricably in the proceedings of his trial

As a fact of experience it is physically impossible for K.

to escape the trial, for he 1s 1mp110ateu by hlS complicity

e T

a
which he cannot escane, In Kaika guilt is not the result of (<;

[ 1 + 3 s " g
vadl al acts or_even sbnormal attifndes. It is th absence of . i%\
these which produce the Sgllt . f;; o

“ Ve
The other elternative is equally impossible to achieve, ~. %
o
/'/ ‘ ¢ :’,M
for K.'s very existence is predicted upon his guilt, which ~ "
. e} I

arisos from the fact that he cannot recognize the Court, and ) ;
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therefore cannot accept it as valid. K,.'s 1life is rooted in

rational order, whereas the Court's order defies reason. _For

K. to admit his guilt would be to destroy his world. Left in

thig situation, K. challenges the Court with the only weapon

at his disposal-~his rational mind. 1In this, however, he only
falls deeper into the clutches of the Court, for every victory
in fact becomes a defeat. At K,'s first interrogation he thinks
he is making a strong impression on one part of the sudience
because of their silence at his speech. So convinced is he of
his power over the crowd that he openly accuses all the members
of the Court of being scoundrels bent on tyrannizing innocent
vietims. But as he confronts them more directly, things change:
. Had he been mistaken in these people? Had he
overestimated the effectiveness of his speech?
Had they beern disguising their real opinions
while he spcke, and now that he had come to
the conclusion of his speech were they weary at last
of pretensze? (p. 59)
Too late dces he realize that all the members of the Court
belong to the same party:
"So! cried K., flinging his arms in the air, his
sudden enlightenment had to break out, every man
jack of you is an official, I see you are yourselves
the corrupt agents of whom I have been speaking,
vou've all ccme rushing here to listen and nose
out what you cen about me, naking a pretense of
perty divisions, and half of you applauded merely
to lead me on." (p. 60)
Lest he gtill believes in the wvalus of his accusation of the
Court, the Examining Megistrate tella K. as he leaves, "I
merely Wwented to point out . . . that today--you may not yet

have become sware of the fact--today you have flung away with

weur own hend all the advantages which an interrogation



78

invariably confers on en accused man.,"

This pettern of events i3 constantly repeated.’ K.'s

aécﬁsation of the warders at the first interrogation does
nothing but lead to his own torment when he sees the two being
whipped in the lumberroom in the Bank., During K.'s first
visit to the law offices he accosts another defendent who isg
so overcome with horror that he cannot answer K,'s simple
gquestions. He thinks the man is struck dumb because of his
own superiority, but later the merchant Block tells him that

the man is rendered speechless because he reads the signs ol

s

both his own and K,'s destruction in the near future.
One of the basic rules which K. lays down for himselfl

in preparlnp his own defence is that he must always msaintain a

position of advantage over the Court, just as he must in his

commercial transactions. This, of course, is one of the prime e

concerns of his struggle to ascend in the competitive world o

. . . . \ . i
of his rational existence, to which he compares the triel: "

This legal action was nothing more than a business
deal such as he had often concluded to the advantage
of the Bank, a deal within which, as always happened,
lurked various dangers which must simply be obviated,
The w1ght tactics were to avoid letting one's
thoughts stray to one's own possible shortcomings,
and to cling as firmly as one could to the thought
of one's advantage. (p..159)

He holds to this principle obstinately, even when it is appavent
thhet it is false, 1In those cases he distorts his experiences

by rationalizetions which force the contents of his reversals

into vatterns supposedly showing not his tut the Court's defeat
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The week after the {irat interrogation he returns to the court

chamter, only to ind a waslierwoman who makes sezual advences

which he ignores until a student appears #nd wins the woman's
favor pefore his very eyeés. When he then sttempts to wrest the

woman from the student, ghe tells K. to let Inim go since he is ;

L4 b

only obeving the orders of the Examining Magistrate, In sn

oS
attempt to retain his advantage he 1s forced to rationalize:

K. welked slowly after them, he recornized that thils

wes the first unequivocel defeat that hie had receilved

from these people. There was no reason, ol course,

for him to worry shout thet, he had received the defest

only because he had insisted on giving battle. Whille

he stayed quietly &t home and went sbout his ordinary

vocations he remained superior to all these people 3
end could kick any of them ocut of his path. (». T73) )

Standing in the hallway, he notices a sign pointing to

the Liaw Courts in the attic of the ternecment building. Rel-

o "

lecting on thisg, he again sets himsell avbove the olfficials of

the GCourt. i

Yow K. could understand too why in the beginning they . i
hed chosen instead to molest him in his 1

how well-off X. was compared with the }a
had Lo sit in = gerret, while X, had a large room in
the Benk with 2 waiting-room attached to end covld
watch the busy life of the city through his enormous
plate-glass window, Trus, he drew no secondary inceme
from bribes or pveculation and could not order his
attendant to pick u» ¢ women and carry her to his
room, But K. wag perfectly willing to renounce these
sdvantages, at least in this life. (p. 75)

i
~iatrate, wno

T
1

[
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2

K.'s use of reason, thererocre, whetiier prospective
] L

or rcflective, effectively hideshim from his true condition.

S
I
e
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But it noct only serves to conceal the compounding of his
o 1 g

it also diggnises the real truth that the whole Hrial is a
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reaction of the experience of his life against the type of
existence he is leading, the truth that, as mentioned above,

while K, is afraid of the Court, he slgo fears himself, and

———ay

that the Court is there to rescue K. from his sterile, rational

..

?fiizzagg&‘”The first indication we have that K. lacks Qarm,
personal relationships appears at the arrest. We notice thatk,
is a bachelor whose concern for women rests not in their social
but in their utilitarien qualities. Upon waking, he rings for
Anna to bring him his breskfast. His relationship with Elsa

is part of his routine. He has not visited his mother for~almost
three years, and he is too busy to see his cousin Erna. The
fact that XK., is arraigaed before the Inspector in the rcom of
Fraulein Biurstner is indicative of his condition. The nature
of his guilt is revealed when he speaks tc her that evening,
Totally disregarding her wishes, he takes advantage cf her
tiredness, approaching her "like some thirsty animsl lLapping
greedily at a spring of long-sought fresn water"'(p. 38). For

him a personsal relationship, apart from the routine of his Bank

life, is indeed a "spring of long-gought fresh water." He cannoi,

however, establish any relationship like this as & consesquence
of the orientation of his 1life., Just belore falling asleep
that nignht he thinks a little about his behavior, and rather
than reatizing that he has failed again, he is pleased with it;
"yet.surprised that he was still not more pleased." The direct
relationship between his trial and Fraulein Burstner is noted
later when X, ig reflecting about the course of his trial while

thinking about his first plea: he notices that his relations
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with Fraulein Bﬂrstner seem to fluctuste with the case itself (p.

The only explicit chs # inds against him but
which he refusss.toe-sskhoulaedga, is the charge of arrested
. \*

sexuality. The indication of abnormality revealed by his long,
am——" .

death-connoting kiss on the throat of Fraulein Burstner is
reflected in the content of the law books used in his interroga-
~tion. ‘He finds an opportunity to.examine these books the next
Sunday, and he recognizes the sexual indecency portrayed:

A men and a woman were sitting naked on a sofa, the
obscence intention of the draftsman was evident enough,
vet his skill was so small that nothing emerged from the
picture save the all-too-solid figures of & man and &
woman sitting rigidly upright, and because of the baa
perspective, apparently finding the utmost difficulsy
even in turning toward each other, K. did not lcok at
eny of the other pages, but meréely glanced at the

title page of the second book, it was a novel entitlead:
How Grete was Plagued bv Her Husband Hans. (p. 65)

The title may well have read, "How Fraulein Burstner ‘was Plagued
by Joseph K." He is not content with the harm he has done the
first night with Fraulein Burstner, but he continually tries to
meet her sagain, ostensibly to explain his actions. Litﬁle does
he secem to realize that he cannot explain his actions adeguately.
The srrested picture is caused by the faulty perspective, and XK.
guffers from exactly this i1l. The nature of that perspective
jis clearly shown in what happens just after he turns from the
lew books to spesk te the washerwoman.

in snswer to the comments, "These are the men ﬁho are
supposed to sit in judgment on me," the washerwoman simply seays,
Y1l help you. . . . Would you like me to?" When K. declines
this nelp, she settles herself on the edge of the pletform,

makes room iror XK., and beging complimenting him. K. under-
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gtends what she seems to be saying: : J

"So this is 211 it amounts to," thought K., "she's ’ :
offering herself to me, she's corrupt like the rest

of them, she's. tired of the officials here, which is

understandeble enough, and accosts any stranger who ;
takes her fancy with compliments about his eyes." (pp. 65-66)

He fejects her overtures until she tells him that she knows

the Examining Magistrate intimately. However, not until the
studsent comes to take her away does he really become anxious

to win her fsavour. Even then his interest in her is not per-
sonal but only procedural, He wants her only in order to gain

an zdvantageous position relative to‘the Court. Again he ration-

alizes:
And her offer of help had sounded sincere and was -
probably not worthless. And probably there could i
be no more fitting revenge on the Examining Mag- i
istrate and his henchmen than to wrest this woman
from them and take her himself. Then some nignt i
the Exsmining Magistrate, after long and arduous "
labor on his lying reports about X., might come to :
the woman's bed and find it empty. Empty becsuse st
she had gone off with K. (pp. 70-71) e

e

Even when he finally is confronted with a situation where he can

T, . . '
have a woman from the Court, it is the woman, Leni, who must taks ¢

xl

the initiative in establishing a relationship. Of course the

‘relationship is perverted because K. accepts Leni not as a friend
M

but ss a means of gaini L _information., Leni, ironically,

e

does nothing of the kind, for her purpose is only to trap K.

for the lswyer Huld. She is thus a prostitute herself, letting
herself be uvsed by both Huld and K. and thus the exchange of
’vElaa for Leni is completely in keeping with the character of K.,
whose very existence is predicated upon the prostitution of

others for himself.
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K.'s desire for Fréulein BﬁrStnef is partially an eéexpression of

a doep d631re to r1d hlmself of thls mode of llfe which demands j
o

that others exlst only for hls use, K longs for a Tﬁalthy

i v

personal reiaulonshlp 11ke a thirsty animal longs for fresh

water, as his leuGS of the typist show, but he finds it impos-
sibleto establish this relationship for he cannot rid himself

of the perverted demunds of his paraéitic ego to gain the
advantage over others. His first thought after his argument
with Frau Grubach already takes the attraction of Fréulein Burst-
ner in this direction: "As he lounged by the window end shut

his tired eyes, he actuslly considered for a moment paying Frau

1l

- \ e - [ » .
Grubach out by persuading Fraulein Burstner to give notice il

HWU
, . . . . -l
glong with him" {p. 29). His failure tc achieve a healthy J

relationship in the end is but a revelation of the ambiguity of e
his motives. Thus his feslings before falling asleep that night
are also ambiguous.

J‘ﬁ‘hlmﬂ

The pattern of X.'s use of others is shown in almost 2all
it
his relationships. The accusation from thelpriest in the Cath- M
edral, "you tast sbout toc much for outside help," i3 not rezstricted
to K.'s Court procedure; it refers to the manner of his lif'e and
thus to the trial which pervades his whole existence. Frau
Grubach, for instance, is one of the people over whom K, has
an advantage, in fact, over all the tenants in Frau Grubachfs
house. After the outcry which frightens_Frﬁulein Burstner K.
tells her not tc fear.
You Imew how Frau Grubach, who has the decisive voice
in this matter, p“rtlcular}v as the Captain is her

nephey, you know how she glriost venerates me and
belioves absolutely everything I say. She is also
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dependent on me, I may say, for she has borrowed a
fair sum of money from me. (pp. 35-36)

In an unfinished chapter this guilt arising out of K.'s wrong

attitude to his fellow lodgers is made explicit. In visions

AT R TR Dy,

P

6f hia trisl he sees himdelf walking through the corridors

of a law court where he meets Frau Grubach's lodgers who
élways appesar as a grbup, standing "shoulder to shoulder with
open mouths, like an accusing chorus." And fight in the middie
is Fraulein Blrstner (pp. 206-207).

In this conjunction, it is interesting to note thqt all
of the sccused in the Law Offices are men of advantageous
positions: "All of them were carelessiy dressed, though to
judge from the expression of their faces, their bearing, the cut
of their besards, and many almost imperceptible little details,
they obviously belonged to the upper classes" (p. 78). They
are presumably all men who have tsken advantage of othersg in
order to attain théir position of wealth. K.'s attitude toward
the three bank clerks shows how he fits into this group. fn
part of an unfinished chapter his treatment of them is presented:
"K, hetes Kullich, and not Kullich alone, but Rabensteiner and
Kaminer too." He does not hate the three because of their
association with the Court,actually the reverse is true: the
trial ig the result of K.'s hatred ofvthe three, it is a reaction
against K.'s physical and mental abuse of the clerks:

He believes that he has hated them fromm the
beginning. Their appearance in Frgulein Birstner's
room had, it is true, first brought them to his
notice; but his hatred is clder. And latte®ly K.
hes peen almost sick with that hatred, for he

cannct satisfy it. It is so difficult to get at
them. They are now the lowest of all the officials;

il
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and as they are all three cdmpletely inferior,

they will never get promotion except through

pressure of their years of seniority and even

then more slowly than anyone else., So that it

is next to impossible to hinder their careers,

(p. 295)
K. goes on to consider tﬁe possibility of complaining to the
Mansger, in order to have them dismissed from their positions
entirely, but he refrains from this becéuse that is what the
Asgistant Manager would like in this case as well., However,
he would use the three to gain an advantage over the Assistant
Manager, if he would but favor them. Considering the character
of K. then, one cen understend the antipathy of the girl at
Titorellits studio, who tells the painter, "Please don't paint
him, such an ugly man as that" (p. 187).

The principle upon which the Court comes to impeach

K. time after time is illustrated in the whipping scene. In
his first interrdgation K. attempts to hide behind the corruption
of the two warders, Willem and Frani, in building his defence.
This abuse of the two comes back to torment him in the Bank,
the very heart of his rational existence. He attempts again
to obviate the situation by throwing the blame on the entire
organization. “In my view," he tells the whipper, "they ar

o he ind s Hemscfr
not guilty. The guilt lies with the orgsnization. It is the

high officials who are guilty." The warders themselves then
take up this tack, crying, "That's so," but, like K., they
cernnot escape their due., It is simply not possible for K.

to keep the lumber-room of his personal 1life shut off from the
worlid, Though he con order the clerks of the Bank to clear

out the physical lumber-rocm cf the Bank when its mess becomes
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too oppressive, he caniot order anyone to clear awéy the filth
which %he dnty%ﬁg*gburts expose, Even in the cathedral he at- i
tempts to hide behind others--"We are all simply men here," he
tells t ¢ chaplain. Eut ‘the law ig irreversible.
At the begimming of the trial K, is told, "You will
get to fesl it." On the Bunday after his interrogation, coming
out of'the Law Courts where he has fainted, K. asks himself,
"Could his body possibly be meditating a revolution and preparing
a new trial for him, since he was withstanding the old one with

such ease?" (p. 90), He fails to reslize that it is not a new

trial, but an inherent pert of the original trial that is re-

it

vealed through his physical weskness. The entire Prozess is the i

~= = |
revolution of his body against its suppression. This "body" is,

TR, i
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of course, not restricted to K.'s physlcal organs, it includes o

tne totality of his personallty which has been uppressea by

SR R R, 6 S e it
L it

1ts ratlond] taskmaster. It is the bodv that has been forced %o

sl 1l

act contrary to its nsature. Furthermoro, the rebellion does

WH‘

not begin in the choked atmosphere of the Law Offices, it begins
in Frau Grubach's tenement building on the morning of his arrest,
when he looks about for a seat but cannot find one in a room full
of furniture. The weariness of his body, however, is most notic-
able in the center of his business existence, the place where

he most abuges it, and where he seeks to keep it in subjection
even after the trisl has begun.. One winter morning, while K.

ig sitting at his desk pondering the affairs of the trial, Lis '
renews his eiforts to rouse himself in order to fight his case.

It was absolutely necessary for K. to intervene
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beceuse Joseph K, is his own Court. He confesses this 1

87

personally. In states of intense exhaustion, such as
he ezperienced this winter morning, when all these
thoughts kept rurming at random through his head, he
was particularly incapable of resisting this conviction.
The contempt which he had once felt for the case no
longer obtained, . . . He hardly had the choice now to
sccept "the triel or reject it, he was in the middle

of it and must fend for himself. To give in to

fatigue would be dangerous. (p. 158)

It is consistent with what is happening to him that his once
ordared thoughts keep running at random through his head. No

more sre his faculties to be mcved by raason; physical necessity
pibbeiiit e

becomes more and more influential as the case continues against
him. As time passes the affairs of the Bfnk even become incom-
prehensible tc him., The same morning a manufacturer comes to
see K, about & transaction similer to one he had cencluded a

year before. But K. cannot follow the swift reasoning of the

]

men, and when the As

T

tance, it seems "as though two giants of enormous size [negotiatg}

gbove hig heud,' as the two discuss the plans beside him.

* The feeling that they are negotiating about himself may
rnict be wrong, for the Court comes to pervads his lifé more ail
the time, nowhere can he escape it. And as soon as the manu=-
facturer ig finished his business with the Assistant Manager,
he dces in fact come to give K. some advice that will dreaw him
yet clogser into the confines of the Court. When he goes to
Titorelli then he is told, "You see, everything belongs to the

Court” (p. 188). Of course everythings belongs to the Court

Y

n the

3

.

Law Offices, where he openly associates himself with its infln-

ence when he beginsg to feeol dizzy: XK. 13z delighted when the

wtylishly dresssd man remarks thab weybe he ghould leave the

sigtant Manager finally comes to his assis-

*
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of'fices rather than zo to a sick;room. "I should feel better |
at once," he says, "I'm sure of it . . . for I don't usually
suffer from these attacks, I was surprised myself by this one,.
I am an official too end.accustomed to office air® (p. 85). He
is truly an official-~over others in the Bank, and because of
his attitudes there, over himself in the Court. But as he

e —— i
becomes prrosecutor of himself, he loses hiS'bearing in the

outer world, since he has always llved only through hlS parasit

e o R e
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cal relatlonshsps to othé&s. His d1221ness is thp repult of
fwé io8s of his bearings when he turns from his outer existence

hich hé lives as he relates to other people in attempting

to gain an advantage over them. As he becomes 1nvolved in hls ;

g “‘

own 11fe apart from others, he feels new sensations of being ;

lost: "He felt as if he was sessick. He felt he was on a ship
rolling in heavy seas. It was &z if the waters were dashing
egainst the wooden walls, as if the roaring of breaking waves
came from the end of the passage, as if the passaga itself
pitched and rolled and the waiting clients on either side rose
and fell with it" (p. 89). Being situated inside his own exist-
ence--the Court--he feels entirely out of harmony with the world
outside a3s shown by its pitching and reeling.

In some ways the trial and the consequent illness of K. 
are similar to the illness of the lawyer Huld, whose associations
with the Court are apparently just as baffling to himself ea Ko's

. are to XK, Like Joseph K., he can offer many raticnalizations
about the procedures of the Court, but can substantiate none of

them., He alsc lives a perasitical existence, depending on his
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clients, whom he victimizes mercilessly, ih order'to exist him-
self, Most important, liowever, is the fact that he has an ord-
inary practice as well as associating with the Court. K. is
uncommonly resssured by the allience between the Court and
normal jurisprudence, especially when Block tells him that Huld
mey bs betier in the latter than in the former. Little do
either of them realize thet precisely this is the disconcerting'
aspect about Huld. HNe is really not qualified as a lawyer of
the Court becsuse this is not & rational Court:; all he can do

et e

is rationalize, thereby holding his clients in subjection to
. e T RPN A ___\\‘

himself end to the Court. Further, %achvtriglwgg personal;
NS I —

as the doorkeeper tells the man from the country in the legend,
"Before the Lsaw," the door is mesnt for him alone. The author-
ities theriselves want to "eliminsie defending counsel as much
as possible; the whole onus of the Defense must be laid on the
accused himself" (p. 145), as Huld personally points out to K.
Huld can never: help Block or K. to an aquittal., In victimizing
others though, he is alsoc victimizing himself. His iliness has
striking resemblances to the weakness of those whom he hold in
subjection, and well it might, for is he not also a member of
the upper classes whose members exclusively make up the Court's
viectims? He is like the Country Doctor--he also has usurped
another's position, snd he too is unable to help his patient.
Hig thought processes‘exclude truth.

Reagon dismiscses reality as a superstition. Even Block, at
the advanced stage of his trisl, is unwilling to believe what is

vnderniably true, ass X. experiences later. Spesking of the people

i
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waiting in the law offices, Block says, "But it's all nonsense."
Then he tells K, what the people believe.

One of the superstitions is that you're supposed to

tell from a man's face, especially the line of his

lips, how his case is-going to turn out. . . . I tell

you its a s8illy superstition and in most cases com- . .
pletely telied by the facts, but if you live among - Rerion denios
these people it's difficult to escape the prevailing C«qLF/k>
opinion. You can't imegine what a strong effect such rgtt,
superstitions have. (p. 218)

The people are right and resson is wrong. The function of the

Court is to free man from this error of his one-dimensional

‘ !
existence, and as a lackey of the Court, Huld helps it fulfill

its function, at least insofar as it destroys K.'s ties to the

environment which supports him. K., notices that the lawyer's
methods smount to this, "that the client finally [forgets]

the whole world and [1ivo§] only in the hope of toiling along
this fealse path until the end of his case[ghalﬂ come in sight"

(p. 242). K. comes to rely less and less on others and more

an———————— Q)\l(ep ) ’d‘“i.; Al ilny g
necessary to get K. to take his trial seriously. Toward the

on himself as time passeg. Initially his uncle had found it

end K, becomes g0 self-relisnt that he is willing to dismiss

Huld, and Leni with him; neither are necessary any longer to

keep K.'s mind on the proceédingé. The process of the trial is
truly taking place.in K., though even to the end he fails to undep-
~ stand it. The chaplein tells him, "The verdict is not suddenly

arrived at, the proceedings only gradually merge into the
verdict" (p. 26l). DNevertheless K. in his blindness insists on
his view of the proceedings, not realizing that when he describes

the Court to the chaplain, he is describing his own shortcomings.
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Not the Examining Magistrate but.gg is & petticoat;hunter. He
seys openly, "If I could move some women I know to join forcesb
in working for me I couldn't help winning through." In the light
of K.'s misconception the.chaplain cannot refrain from shrieking,
"Can't you see one pacé beforevyou?" (p. 265).
In a reflection Kafka states, '

One can disintegrate.the world by meansg of very

strong light. For weak eyes the world becomes

solid, for still weaker eyes it seems to develop

fists, for eyes weaker still it becomes shame-

gif%g and smashes anyone who dares to gaze upon
The progression of this ambiguous'feflection parallels the process
of the world as K., perceives it. His power has disintegrated
the world as it stands before the novel opens. No realAworld
exists beyond the social constructs which he affirms. As the
novel progresses, however, the light begins to fade and the world
becomes so0lid., He is arrested in the morning--just after sunrise;

presumably the light should increase till mid-day. But the

. opposite happens, Agwpge trial progresses the light 1s gradually

blotted out by the elements of wind, rain and snoﬁ. The fading
s , —_—
light is symptomatic of K.'s faltering reason, progressively

.

. less able to control the objects of his conceived world, The

P e sy

walis reel aboutvhim, andufhé Assiétant_Manégefbabpears gigantic
as he negctiates K.'s existence over his head. K. goes to the
cathedral in the middle of the morning, but the atmosphere is
almost dark, and he has to resort to a pocket torch to examine

the paintings in the darkened building. Instead of getting

brighter, the light fades ever more as noon approaches; even the

1w
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lignt inside the cathedral grows dimmer:

There was no longer even a murky daylight; black
night had set in., All the stained glass in the
window could not illumine the darkness of the wall
with one solitary glimmer of light. And at this
very moment the verger began to put out the candles
on the high altar, one after another. (p. 265)

Then even the leamp in K.'s hand goes out, leaving only the glim-
mer of #» silver image, which is immediately lost in the darkness.

The last chsplter takes place in the artificiél light of the moon.

Through the course of the trial K. has lost the light

with which he can disintegrate the world. The power of his mind

has continually decreased until, at the end, the world does

indeed smash him. He makes no resistance as two men in frock

coats and top hats come to get him; actuaily he is waiting for

them to come for him. Halfway to his execution he hesitates,
but then he catches a glimpse of someone who may be Fraulein
Burstner, who reminds him of the condition of the exlstence he
has led. He concedes that he has always "wanted to snatch at
the world with twenty hands, and not for very laudable motives
either" (p. 282). WNow he is content to let the world return
that injustice; to snatch at him with its hands. He has left
his unyielding stubbornness. "Am I to leave this world as & man
who has no common sense?" he asks. "Are people to say of me
after I am gone that at the beginning of my case I wanted to
finish it, and at the end of it I want to begin it again?" XNow

i "N

K. is willing to accept experience as reality, willing to meet

the physical world without the mediation of reason which has iso-

Yated nan fvom it. He now contrasts the use of his mental powers

S

P

il

i
il
H*AM
i
FL
il

(L]

i
!



93

to his carlier attempts to controi things. Rather than snatch-
ing at the world with twenty hands, he now wants to keep his
intelligence "calm and enalytical." he b@g,f# [oqrued ﬂ*y/‘t}(

In resigning his distorting faculties, K. finds a new
life, in a sense, a new world which does not buffet him., He
almost falls back to his previous existence at the last moment,
but he overcomes the temptation.

His glance fell on the top story of the house ad-
joining the quarry., UWith a flicker as of a light
going up, the casements of a window there suddenly
flew open; a human figure, faint and insubstantial

at that distance and that height,leaned abruptly
forward and stretched both arms still farther.

Who was it? A friend? A zood man? Someone who
sympathized? Someone who wanted to help? Was

it one person ¢nly? OCr was it mankind? Was help

at hand? Were there arguments in his favor that

had been overlooked? Of course there must be,

Logic is doubtless unshakable, but it cannot withstand
a men who wants to go on living. (p. 200, hmphasis TLNS )

K. has found a new life that defies the death-inwlife from which

he has been freed. A fragment from an unfinished chapter entitlec

"The House" clearly protrays the difference between the two modes

of life. In a dream, his new experience is contrasted to his

earlier experiences in the stultifying atmosphere of the law

offices, Here he i1s being pulled through the courts by Titorelli:

In the twinking of an eye they were in the Law

- Courts and flying along the stairs. upward and
downward too, without the slightezt effort, gliding
slong as easily as a buoyant craft through water,
And st the very moment when K., looked down at his
feet and came to the conclugion that this lovely
motion had no connection with the hum-drum life
he hsd led until now=-at that very moment over
his bent head the transformation occurred. (p. 309)

Without something to hold to, K., nad earlier felt seasick, now
- = s

he i3 elated. He has been freed from the strictures of his old
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order; and now the transformation occurs: "The light which until

then had been behind them changed and suddenly flowed in a blind-
ing stream toward them. K. looked up « . . . He was in the
corridor of the Law Courts again, but everything was quieter

and simpler and there wére no conspicuous details. He took it
all in at a glance, detached himself from Titorelli and went

his way."” He has gained the light with whichbhe can disintegrate

the world from a new perspective, Now he is one with the world,

e

A et s sk s,

so he does not experlence an opposxtlon to 1t He no longer

needs it to stand apart from h1m4so that he can use it to estab- !

lish his existence.

M

Wilhelm Emrich points out that K. is reborn here, as is
illustrated by his change of clothes. "In Kafka," he says,
"clothes always express a definite form of existence," and XK.'s

clothes are different now.22

He was wearing a new long dark suit which comforted
him by its warmth and weight. . , ., In the corner of »
one of the pessages he found his other clothes in a '

heap: the black jacket, the pin-striped trousers, and aw
on the top the shirt stretched out with crumpled

sleeves. (p. 309)

Emrich also notes another dream of Joseph K.!s which also'points

to recdemption in death.- It is entitled onlyr"A Dream" and,

with the parable, "Before the Law" was published in Kafka's

collection "A Country Doctor." In it an artist is unable to
inscribe a tcmbstone while K. watches, but when K. finally
undsrstands the artisi's predicament and crawls into the grave,
he is just abls to see how "up above, his name, in mighty

flourishes, raced across the stone." Emrich gives this reascn
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for Kekfa's failure to include either of these . endings in the
novel: "Inclusion of the dream would have gone against Kafka's
conviction that in phenomenal existence on earth every truth is
pervertd to a lie. Truth and redemption become visible only in
death, at the sight of.the self upon the gravestone.“23

How then is man to live? In the novel reason perverts

the tvuth' it comes between K and hlu experience, But man can
wha, R T R RSN

1mposs1b1v live w1thout h;s rational faculty, for a social exig-

tence demands discourase, and discourse is predicated upon a
denctative language. Kafka recognized this, and thus he wrote,
4

There is nothing besides a spiritual world; what we
call the world of the senses is the Evil in the
spiritual world, and what we call Evil is only 2l
the necessity of a moment in our eternal evolution.

The use of the rational mind to orient oneself in the physical

—

world is thus a necessary evil, and as such it cannot be viewed

as a total evil.//;hough Jogdeph K, 1s guilty from the beginning, he

—

is doing what he must in order to exist in his society, which

——d

-itselfl is permeated with evif// As he is drawn to a deeper reality

oo

which exposes hig ovil em e and more impossible to

come to grips with the prob]ems of his phvs1ca1 ey1snence, until

1n the end his only alterpatiye is to leave 1t through death.

As long a3 he even remains allve, he cannot find full release--
he can orient himself toward release, as he does in the last
chapter, but he cannot take his own life, even though he knows

thet thig is his duty.

//"

Through the use of metaphor Kafka is able to present thias

conflict in ita full ambiguity, for a true metaphor does not have

i
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a static meaning, B3ince the meaninig of the meteaphor lies in «

. ,’ A
its function, the Court is both good =and evil: good in that it‘K R {t
SN
forces-X. into the truth; evil in that it forces him to die. X}’éﬁf(
“. Y __\) A Voo
As & metaphorical work, The Trial also functions as that ﬁ;) Qi

disruptive force which Foss describes as the essence of metaphor,gf JL
, X
in contrasting it to the simile and anology, which function F’“Q

\f\

within rational systems:

For it may now be stated: the simile and the analogy

link the unknown to the known, in an expedient and

practical way, closing the problematic entity into

g familiar pattern. The metaphorical process, on the

contrary, raises the problem even there where we

seemed at home and shatters the ground on which we

had settled down in order to widen ouESView beyond

any limit of a special practical use,
Caught in the world of practical existence, too many readers of
Kafke fail to notice the metaphorical thrust of The Trial,
which disturbs the static concepts we have to our environment.
For many the work is an allegory, which like the simile or
anslogy, links the unknown (the»novél) to the known (the
perceived enviromment) "in an expedient and practical way,

closing problematic entity into a familiar pattern." The

novel thus becomes psychological, sociological, or theological,

whereas in truth the novel works to burst these categories in

order to add a vhole new dimension to human experjence, Insofar
hv .

s this realm cannot be reduced to familiar patterns it remains

problematical dndxm{st be approached in its ongoing activity, for
it remains constant only in this.

In the”fact that the work remains problematical, it
typifies what Ccleridge must hsve meont when he said of the

secondary imagination that "it dissolves, diffuses, dissipsates,

" in order to re~creshte." KsTka's work is disrupting. It deflies
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the static structures we have established, for it defies one-
dimensional meaning. The Court is not one definite "thing."
It is what it doés. It forces K. to leave the world of the
bank; it forces K. to negate his false sociel 1life; it forces
K, to sccept it against his will; yet it permits K. to enter

a new freedom: it accepts K. when he comes. Kafka is un-

doubtedly a social writer, but not 1n the narrow terms of the 3?%

common problem of sociological allenatlon as a result of the

technology or bureaucracy of our age. These problems are

gsubsumed in the larger problem Wthh does not go beyond the

e T

individual person as he metaphorlcally renresents “humanity.” ¥
I st st m

i
Cassirer describes thls metaphorical representation in terms w
il

of the mythic consciousness: i

it
il

Every part of a whole is the whole 1itself; every "
specimen is equivalent to the entire species, "
The part does not merely represent the whole, or

the specimen its ckass; they are identical with =
the totality to which they belong; nct merely as '
mediating aids to reflective thought, but as genuine "
presances which actually contain the poggr, .
significance and efficacy of the whole. "

Martin Foss also describes metaphorical representation as
opposed to rationsal representation:

The idea of the '"People," whereas it comes to life

in the history of mankind, is a mythical or

religious idea. It was a rationalistic misunder-
standing that made the people a product of convention,
addition, comparison, or agreement. . . . LEvery
person, transcending his purposive, reduced, and %ﬁ?
merely symbolic ego, is a concentrated, purirfied,

and widened unity of life. He is not less, but

more than the single men and their aggregate, He

ig not just a part, but more than the whole.

After discuasing the fallacy of a tuantitative rather than «

caalitative view of representation, he goes on to say,
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The metaphorical representative . . . is not part

and no addition of parts; he is no tool and he

has nobody to relesse him from his responsibility.

He is alone, he is unique, If he fails, all is

lost. He must feel an unbound responsibility for ﬁk?i
those for whom he stands., He is gulltwabf“tﬁEM““ :
and takes the blame alone. ~HIg& 1ife 1§ dungerous,

but It is not the danger which threatens his own
existence; it is the_gangen_aﬁilQSing”tha _____ cause

for which he stands, He is more powerful and

more humble then the symbolic representative.

The latter is very little, a mere instrument

but he is proud to take orders from a bigger

whole and %o fulfill them. The true represent- _,§¢;
ative is unrestricted, his responsibility 1S~ O
his order, but HALE tasksnum>sseuthe posgibility ;

of fulfllment and leaves _him to the humillty MJ

of .an_infinite serv1ce.28

Kafka himself seems to have been such a man,as Milena reveals

him in her letters:/"e aluays thinks himself the iy

and the wealt one, And yet there is not another person in the

whole world who has his tremendous strength: that absolute,

, irrevoceble, necessary drivetoward perfection, purity, truth,

pEn

_That is how it 1s.”29 And Kafka's protagonists are metaphorical

representatives, their success or failure 1s the success or

s st g

failure of manklnd and that 1is why ﬂafka's works are so serious.

Joseph K. is not only one 1nd1v1dual among a thousand who is

— s st ST

fighting for his ex1stence, he 13 ever}one fighting. He is

S a5

also everyone attempting to take sdvantvage of everyone else--
a terrifying thought in view of the necessity of this activity
even as it is negated in the novel. Yet as K. is brought

face to face with experience the hold of the perverted order

gbout him is loosed as the disrupting mediation is obviated.

S

The metaphorical movement of the work which emphasizes primal
reality bresks the power of rational thought which holds

everything in subjection.
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Thus the‘deéth of K. is not a defeat but a victory.

"Logic is doubtless unshakable, but it cannot withstaxd a man

who wants to go on living." Max Brod is undoubtedly correct

in emphasizing the optimism as well as the pessimism of Kafka.
The very existence of the metaphorical reality which subsumes %&%
the social reality opens K.'s way into that new, ever-expanding

all-pervading good which in his f;%ﬁyefourth~reflectioqﬂKafka

projected as the spiritual inevitability:

There is nothing besides a spiritual world; what
Wwe call the world of the senses is the Evil in ‘

the spiritual world, and what we call Evil is only " !
the necesgsity of a moment in our eternal evolution. U



CIHAPTER IIT

THE MORTAL VIRIUE: PIERRE OR, WHE AMBIGUITIES

The dilermaa of Joseph K, in The Trial is similar to the

dilerma of Pierre Glendinning in Pierre or, The /‘mbiguities.

How is men to live when life has lost all meaning, and when
the search for that lost meoning leads to a complete denisl cf
‘ man's very abiiity to live? After Hern;n Melville had written
and published lioby-Dick in 1851 he immediately begar snother
novel dealinz with that problem even more extensively thnsn ne

/ _
had in hls great sea epic; then, still tortued alfter thwe =2ppesrs

ence in 1852 o Pierre or, The mbicuities, he continued to write

short stories, and in 1856 another novel, The Jonl’dence-llan

deeling with tho seme theme. By this time hig Tamily had

grown so worried about both his physical snd mentael healih that
tiiew gsent him on o tour to the lMiddle East, thereby granting -zin
thne M1fi113msent of a life-lonz wish, En routc he stop
Fngland to visit his erstuhiile litercry companion, Wathisniel
Heawrthorne, w;th whom he had, as he writes in his jJournal, "good
tallr,' ‘Howthorne elecborates in his own jourmal:

Melville, as hb abJ:ys does, began to reason cbout
Providence and futurity, and of everything taat
lies heyond hwmzn ken, aﬂ¢ informed me that he had
'pretty mucn mace up 1is mind to be amnihileated;!
but bti'i he does ot seem To rest in that
enticipation: wnd, I think, vill never rest until
he gets hold of . definite beliel, It is strange
o e “CFuLuho“—cﬂu hes persisted ever gince I
Irnew im, oncd probnbly lons velore--inl wonderinz

Lo and fro over thes f‘"ort e e« o o 2@ can neitiner
belileve, nor be comlort :hle in his unbelilel; and hie

100
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is too honest and_coaurageous not to try to do

one or the other.
Melville never did coms to a solution other than the one he
points to in his works--the solution of death, as he intimates
to Hewthorne in 1856. Many of Melville's protagonists find the
life they must lead a physical impossibility. Like Kafka's
Josepn K,, Pierre Glendinnings expanding awareness, for in-
stance,eventually drives him to willful death.,

Melville parallels Kafka not only in dealing with the
impossibility of finding truth in normal life, but also in
developing this theme through myth and metaphor. His concern
for'f;te and free will is shot through with the truth that
the reality of man's experience is determined by each individualts
unique approach to life;'realify is the result of men's active
conception rather than his passive ﬁerception. Meaning in
his works lies not in.what something is but in what something
does, Indeed, something is onlj by virtue of what it does.
Truth is not an arbitrary faoct, it is the consequence of
experisnce, 83 18 shown over and over both in Melville's
four most metaphorical novels and his numerous short stories
written between 1848 and 1856. Yiilah, in Mardi, is much more
than a Polynesian albino, she is the goal of Taji's quest., iler
existence determines the quest, and as she ceases to exist as

a reality, the novel loses its metaphoric force, degenerating |

i
into an allegorical treatise on the social and philosophical {

i1l of mankind. The white whale in Moby=-Dick likewise is
more than san albino sperm whale, It is that all-inclusive reality

which demanils the very life not only of Ahab, but of the entirs
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crew, which accepts Aheb's conception of the whale as the

focal point of its existence. And confidence in The Confidence

Man is finally the experience that virtue itself is a cheat,
that truth is a lie.
Pierre deals with the problem of truth in a slightly
different manner from these three novels. In addition to
presenting the activity of finding truth in the activity of the
plot, Melville examines the manner in which an author attempts
to find truth apart from the process of revealing it by giving
it shape in a work of art. The novel thus raises technical
problems which are compounded by a shift in foécus as Melville
moved from & primarily dramatic plot to predominantly overt ;
description and assertion. In the end, however the result of i
Melville's continuing philosophical dilemma emerges more directly
-~-though less artistically--than in any other of his works.
The deeper man delves into truth the more falsehood he finds,
until he begins to despise the truth of his own existencs.
"For the more and the more he wrote, and the deeper and the
deeper that he dived," Melville writes,
Pierre saw the everlasting elusiveness of Truth;
the universal lurking insincerity of even the
areatest and the the purest written thougats.
Like knavish cards, the leaves of all great books
were covertly packed., He was but packing one
get the more; and that a very poor jaded set and
paclt indeed. S8So that there was nothing he more
spurned, than his own aspirations; nothing he 5
more abhorred than tne loftiest part of himself.~
MHan cammot live in this condition, and thus Pierre has no

choice but to die. In the end lMelville's disparaging view

o' 1ife overcomocs the metephorical activity of the novel; the
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process of revelation falters, overcome by rationai assertions.
Melville's own thoughts seeﬁ to fall to simile and allegory,
concerned more with presenting a truth than revealing truth in
its immediete activity. Thus the end of Pierre fails to rise
above the negation of the hero's own death.

The novel begins conventionally, not only in terms of
environment, but slso in terms of literary tradition, for it
is placed firmly in the pastoral tradition. It fulfills a
promise that Melville had made to Mrs, Hawthofne in_answer to

her letter of December 1851, in which she had praised Moby-~

Dick. {“-—But, My Dear Lady," he wrote, "[ shall not again
send you a bowl of £alt water. The next chalice I shall commend,

[

will be a rural bowl of milk.”3 The first pages are almost | w
stereotypes of romance and a quiet country life. r

There are gome stranze summer morninzs in the ﬁ
country, when he who is but a sojourner from
the city shall early walk forth into the fields, : i
and be wonder-smitten with the trance-like aspect ¥
of the green snd golden world. Not a flower
stirs; the trees forget to wave; the grass itself
seams to have ceased to grow; and all Nature,
ag if suddenly becoms conscious of her own pro-
found mystery, and feeling no refuge from 1t but
silence, sinks into this wonderful and indescribable
repose.

Such was the morninz in June, when, issuing
from the embowered and high-gabled old home of his.
fathers, Pierre, dewily refreshed and spiritualised
by sleep, gally entered the long, wide, elm-arched
street of the village, and half unconsciously bent
his steps toward a cotbage, which peeped into view
near the end of the vista,

Tha verdant trance lay far and wide; and
through it nothing came but the brindled kine,
drezmily wandering to their pastures, followéd,
not driven, by ruddy-cheeked, white-footed boys,

hg touched and bewitched by the loveliress
of this silence, Pierre neared the cottage, and
lifted his eyes, he swif'tly pauused, [ixed his
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glance upon one upper, open casement there.

Why now this impassioned, youthful pause?

Why this enkindled cheek and eye? Upon the
sill of the casement, a snow-wvhite giossy
pillow reposes, end a trailing shrub has softly
rested a rich, crimson flower against it,

Well mayst thou seek that pillow, thou
odoriferous flower, thought Pierre; not an
hour ago, her own cheek must have rested
there., '"Lucy!"

"Pierre}"

As heart rings to heart tnose voices rang,
and for a moment, in the bright hush of the
morning, the two stood silently but ardently
eyeing each other, beholding rutual reflections
of & boundless admiration and love.

Scarce older than either Romeo or Juliet, and with rone of their
problems, the two face the world with a boundless cheer,

In the first chapters of the novel Melville very 1
consciously sets out to establish the impeccable heritage of o
his hero. Not content to simply portray the rural setting, i
he stops to emphasize its significance: il

In conclusion, do not blame me if I here make il
repétition, eard do verbally quote my own words - W
in saying that it had been the choice fate of e
Pierre to have been born and brsd in the country. ’
For to a noble imerican youtn thls indeed~--more !

then in eny other land--this indeed is a most
rare and choice lot, (I. L,Melville's empheasis)

Melville then spends some pages in emphasizing the superiority
of American aristocracy over that of the old world in order to
prove Pierre's worthiness, "Should she choose to glorify her-
seif in that inconsiderable way-~our America will make out =a
good general case with England in this short little matter of
larze estates, and long pedigrees L mean, whereLn is no flaw.*
Melwville presents Pierre's ancestry, showing him to be the

culmination of three new world generations. Over an arched
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window in the hall of the menor hangs a tattered British
banner or tWo,captured by his grandfather, whose name Pierre
now proudly carries., This grandfather, a Major-General in the
Revolutionary War, has al3o won battles over Indians in scuffles
before the bresk with England. But no victories can turn hin
from honoring man's basic virtues:

And all this was done by the mildest hearted, and

. most blus-eyed gentleman in the world, who according

to the pstriarchal fsshion of those days, was a

gentle,white-haired worshipper of &ll the household

gods; the gentlest husband and the gentlest father;

the kindest of masters to his slaves; . . . &

forgiver of many injuries; a sweet-hearted, charitable

Christian; in fine, a pure, cheerful, childlike,

blue-eyed divine old man; in whose meek, majestic soul,

the lion and the lamb embraced--fit image of his God. (II. 3)
On his mother's side Pierre is also the grandson of a genersal,
and is therefore of double revolutionary descent. But, like in
" his grandfather, this manly blood is tempered by the deepest
element of all culture.

It had been a maxim with the father of Pierre, that

all gentlemanhood was vain; all claims to it prepos~

terous and absurd, unless the primeval gentleness

anéd golden humanities of religion had been so

thoroughly wrought into the complete texture of the

character, that he who pronounced himself gentleman,

could also rightfully assume the meek, but kingly

style of Christian. At the age of sixteen, Pierre

partook with his mother of the Holy Sacraments. (I. 2)
The dignity of Pierre!s breeding is further accented by Melville's
relisnce on the content of the 01d and New Testaments in des-
cribing Pierre and his ancestry, thereby raising Pierre's
illustriousness by association. In addition to calling the
eldest Plerre (Glendimning a patriarch, further allusions are

made to the Hebrews, God's chosen race, His mother is not only
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called Mary, but she is further éémpared to Christ's mothér by
the narrator's description: she is among the purest of women,
whose vanity "in a life of nearly fifty years had never betrayed
her into & single published impropriety, or caused her one known

pang at the heart." So ordered are her feelings, especially to

her only son {(whose father already rests in heaven), that Pierre's

reverence for her is "invested with all  the proudest delights
and witcheries of self-complacency, which it ié possible for the
most congquering virgin to feel" (I. 3. My emphasis). She

thanks heaven for Pierre's obedience and prays God that he'might
never be "called out to be a hero of some dark hope forlorn"

(1. 6). Lovely, blond Lucy, Pierre's betrothed, is repeatedly
referred to as "heavenly" and "angelic." By the standards

of men, the heroc of Melville's novel can only be termed as

smong the foremost of'the human race. He embodies all the
graces that traditions of civilization have cultivated.

Amid the description of grandeur, however, warning
notez appear continually, as if to mar the effect of the praise.
Though the country is a glorious benediction to Pierre, the
narrator hints, '"we shall seé if fhat blessing pass from him
gs did the divine blessing from the Hebrews." The apex of the
religious allusion, in which Pierre is compared to Christ
1imselr, also carries a direct warning: "Such, oh thou son

of men! are the perils and the miseries thou callest down on

thee. when even in a virtuous cause, thou steppest aside from

those arbitrary lines of conduct, by which the common world,

however baze and dastardly, surrounds thee" (X. 1). The first
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intimations are mmuch milder though, as the reader is teld that
.one 1ittle uncelestial trait is the hearty appetite of Pierre,
especially for breakfast., Yet when one remembers the youth of
‘Pierre, and that his manly brawn and muscle loudly clamor for
attentionthree times a day, this very vice becomes a royal
grace and honor. That, however, only poinﬁs to the truth that
appearances may be deceiving, end that even Pierrefs country
breeding may be other than it seems. Though "Fature intended
a rare and original develcpment in Pierre,! in planting him in
the country, "hereby she proved ambiguous to him in the end"

(I. 4). PFarther, though Pierre is a thorough-going Democrat,

the narrator hints that his democracy may prove "a little too ‘ ”

e
s

radical altogether" in the end. Wilwing a description of §§
. . . ; I
Flerre'!s heritage, the narrator cautions, "Now Pierre standy T
|
AR

Wi

on this noble pedestal; we cshall see if' he keeps that fine

footing; we shsall see if Fate hath not just a little bit of a

a

small word or two to say in this worid" (T. LY. ' Tm
From almost the first page of the book, Melville begins *

to questicn the order that he goes to great lengths to establish,

He hints constantly that surface truths are not to be trdsted,

and that no matter how deep tradition reaches, truth may lie

beyond its range. Truth it a product of experience, and that is

something Pierre lacks, for there is a "hiatus" in the "sweetly-

writ manuscript of Pierret!s life" since "a sister had been *<i\

ormitted from the text" (I. 2). The fullest appreciation of

Pierrets heritace cannot suffice to fill that vacuum, for the

narretor points out, "lie who is sisterless, is as & bachelor

T il
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before his time. For much that goes to make up the deliciousness
of a wife, salready lies in the sister" (1.2). All of Pierre's
material possessidns and all of his pride of heritage cannot
meke up for the blow that nature has dealt him in keeping him
sisterless, Being a double bachelor Pierre cannot have entered
resl life yet, for he has never been exposed to the experience
of the heart and its "heavier woes, that . . . both purge the
soul of gay-hearted errors and replenish it with a saddened
truth" (V. 1). Melville reveals the impossibility of bhachelor
imaginations even conceiving woe in a short sketch entitled
"Paradise of Bachelors," which he wrote a few years later:

Thé thing called pain, the bugbear styled trouble--

those two legends seemed preposterous to the hachelor

imaginations. How could men of liberal sense, ripe

scholarship in the world, and capacious philosophical

and convivial undsrstandings--how could they suffer

thgmselveg to be imposed ggon by such‘mongish fabﬁes?

Pain! Trouble! As well talk of Catholic miracles.
As the reader sees shoftly after, Pierre is a man of liberal
sense and ripe scholarship, and woe is foreign to his nature.
"Yot have 1 never known thee Grief," he says, "--thou art a
legend to me" (VII, 7).

If Pierre deceives himself about his true condition,

his mother has a similer fault., One day, when Lucy brings a
bowl of strawberries to the Glendinning manor Mrs., Glendinning
conmares herself to Lucy and finds herself superior. She
feels that "in a certain intellectual vigor, so to speak,"
she is the "essential opposite of Lucy, whose sympathetic mind.
and poerson had been cast in ons mold of WOndrousAdelicacy.”

Here the narrator interposes again.
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But here Mrs. Glendinning was both right and
wrong, So far as she here saw a difference
between herself and Lucy Tartan, she did nct
err; but so far--and that was very far--as she
thought she saw her innate superiority to her
in the absolute scale of being, here she very
widely and immeasurahly-erred, For what may
be ertidticelly styled angelicalness, this is
the highest essence compatible with created
being; and angelicalness hath no vulgar vigor
in it. And that thing which very often prompts
to the display of any vigor--which thing, in
man or woman, 18 at bottom nothing but embition
~~this cuality is purely earthly, and not
amgelical, (III, 3)

Lucy's mother, as well, ig a little given to calculating her
superiority in riches of earth, rather than in those of heaven:

Mra, Tartan was mistress of an ample fortune.

She waa, moreover, perfectly aware that such was e
the fect, and was somewhat inclined to Torce it !
upon the notice of other people, nowise interested m
in the matter. 1In other words, Mrs. Tarten, in- i
stezd of being daughter-vroud, for which she had
infinite reason, was a little inclined to being il
purse-~orond, for which she had not this slightest

reeson; seeing that the Great Mogul probably .
posseased a larger Tortune than she . . . whereas, the I
Grand Sark, and all their other majesties off Furope, ’
e « . could not, . . . boast so sweet a girl as . "
Taey. (II, 2) ' .

i
But even Lucy herself is perhaps not without taint. She is

a child of %he city in spite of the fact that she spends her

surmereg &t her asunt's cottage in Saddle Meadoﬁs. She is a

woman,*like Pierre's mother, who is intent on basing her

security on factors she can dontrol, and for her this means

knowledge, & matter of the head. Her life is to have no

mysteries; for her the ties to Pierre shall be based on that

not zll, then loves net all, Pilerre, . . . ==
Pierre, Llisten to me. ¥Fow,--in this inexplicable
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trepidation that 1 feel, I do conjure thee,

that theu wilt ever continue to -do 23 thou

hest dons; so that I may ever continue to

Jmow 211l that agitatest thee, the airiest and
mogt btransient thought, that ever shall sweep
into thee from the wide atmosphere of all things
that nem mortelity. "Did I doubt thee here;--
could I ever think, that thy heart hath yet

one orivzte noolk or corner from me;-~fatal
discenchanting day for me, my Pierre, would

that te. 1 tell thee, Pierre--and t'tis

Levets cown self that now speaks through me--

only in unbounded confidence and interchangings
of &1l subbliest secrets, can Love possibly endure.
. o o DId I ecnly know of thee, what the whole
common world may know~-what then were Pierre to me? (II. 5)

Little does Lucy know that the profoundsst depths of the human
heart ever lie beyond the powér of even the most willing to
bring thew to the surface, even for an instant. Reason grasps
for complets knowledge; life and truth must be content to leave

the depths unexplored, for only shallow waters can be measured.

hiust of the entire novel is a negation of that

i

he
which Imcy degires, for she is really asking Plerre to deliver
up the control of his experience: "Then, swear to me, dear
Pierre, that thou wilt never keep a secret from me--no, never,
never;~wsweaf!“ This assaulé:on the fortress of lifel's secret
can, of course, avail nothing but futility. "Something seizes
me," Pierre answers. "Thy inexplicable tears, falling, falling
on my heart, have now turned it to a stone. I feel icy cold

eny hard; I will not swearl!" Life's mysteries are not to be

obtained just by demonding them, they are the product of pain-

n

ful experisnce, wiailch itself is <etermined not by man's consciou
perception ol 1ife ag mich 28 byhisuncongcious creation of it.

"Say what some wpoets will," says iMelville, "Nature is not so
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much her own ever-sweet interpreter, as the mere sﬁpplier

of that eunning alphabet, wﬁereby selecting and combining as

he pleases, each man reads his ovn peculier lesson according to
is own peculiar mind and mood" (XIV. l4). Pierre cannot tell

Lucy about the dark face, for that dark face is a secret of his

1ife which he has not even revealed to himself yet.

But perhaps that face is comprehended by Pierre anyway,
for "here it may be randomly suggested, . . . whether some
things that men think they do not know, are net for all that
thoroughly comprehended by them; and yet, so to speak, thoﬁgh
contained in themselves, are kept a secret from themselves?”
(XX, 3)., The experience of hig life is to be the affirmetiocn

of that facs, which will initiate him into "the wisdom thst

:5 | |

woe," and the woe that is madness.*® : . i

e
[ 2]

In harboring a secret at the vital centre of his being, !
Pierre sets himselfl apart not only from tucy. but from others ‘ i
who pretend to control the secret processes of life itself. '
Lucy's mosher in not only purse-proud, for instance, she is also
a match-meksr, ever attempting . to improve on the efforts of Hab-
wre, Though her program for Lucy and Pierre is, "in some degree™
already ordsined in heaven, Ilirs. Tartan years ago had begun
meking plans for the two. If the marriage were indeed set in
heaven already, lMrs. Tartants efforts must necessorily be super-.
fluous, ws the narrator notes: "Would Mrs. Tartan doctor lilies
whoen they dlow? Would Mrs, Tartsn set asbout match-making between

the abtoel and macnet? Preposteronsg Mra. Tartan! But thisz wholse

Wworls i3 e preposterous cne’ (IT, 2)., Mrs. Tartan's “wo sond
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also belong to the preposterous ﬁorld: they are naval gentlemen

~ who not only attempt to control the affairs of nations, but the

affeirs of their sister as well. Coming home from sea one day
and finding Pierre on the sofa not very remote from lucy, they
remark, "This is decidedly improper.” Pierre's mother is another
who shuns the labyrinthine ways of deeper life, and she insists on
‘ordering her environmment by ironclad rules of tradition and dogma.
As the experience of the face grasps Pierre he realizes that
his mother has excluded so much of the real world because it
does not fit into her pattern of strict control that she can
never understand him,

She was a noble creature, but formed chiefly for the

cilded prosperities of 1life, and hitherto mostly used

to its unruffled serenities; bred and expanded, in

all develovments, under the sole influence of heredit.

ary forms and world-usages. TFot his refined, courtly,

loving equable mother, Pierre feit, could unreservedly,

and like a heaven's heroine, meet the shock of his

extrazordinary emergency, and applaud, to his heart's

echo, a sublime resolve, whose execution should call
‘down the astonishment and the jeers of the world.

¢ . . . * . . . L L] L 4 * L] L] L4 L4 L 4 L 4 L4 L] * L] L] * L]

He too plainly saw, that not his mother had made his

mother; but the Infinite Haughtiness had first fashicned

her; and then the haughty world had further molded

her; nor had a haughty Ritual omitted to finish her, (V. 1)
His fears are born out by the action of his mother when the
reverend lir. Falsgrave comes to consult her about the case of
Delly Ulver who had born a child to the man of another wife,
Religion does not lead her into a reality beyond her own con- '
fined spiritual locale, it is nothing but a tool which she

uzes to order her social surroundings, in spite of Pierre!s

arpuments:
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"7 will not think now of the men,” said
Pierre, slowly, and looking away from both his
auditors-~" let us speak of Dslly and her in-
fent--she has, or had one, I nave 1oosely heard;
~-thsir case is miserable indeed.
"The mother deserves it,"” said the lagdy,
inflexitly-~"and the child--reverend sir, what
ere the words of the Bible?"
"!'The sins of the father shall be visited
upoen the children to the third generation,'"
gsaid Mr. Falsgrave.
When the minister adds thst this does not mean that thoey must
refugse the sinless child assistance, Mrs. Glendinning continues,
"I understand you, sir, . . . you think me too
censorious, But if we entirely forget the parentage
of the child, and every way receive the child as we
wauld any other, feel for it in all respscts the
same, and ettach no sign of ignominy to it--how
then is the Bible dispensetion to be fulfilled?™ (V. L)
As we have seen, the function of man's reason is bent toward
the ordering of £ll experience into a defined pettern in whichn
every phenomenon becomes known in relation to other defined
phenomena sbout it.6 Mrs. Glendinning has achieved this closed
syStem, and she directs all her affairs according to it.

Lucy also finds herself within the confines of a gystem-
atized existence, and she fears anything outside its bounds.
When Pierrs refuses to give up his secret so that she can in-
corporats it inte her frame of reference, she becomes afraid,
That over which one has no control because it stands outsids
the conscious patterns of exigtence, threatens to force itselfl
into experience, thereby shattering the structures of one's
secuvity. Pierre himself fears this, so when he feels the bonds

that unite Lucy to nim begin to dissolve as Lucy begs him to

cswenar, e sterbs up, attempting to bring under control that which
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threatens him by trying to subjugate it to the most powerful
force with which he still feels secure:
"God help thee, and God help me, Lucy.

I cen not think, that in this most mild and

dulcet air, the invisible agencies are plotting

treasons against our loves. Oh) 1if ye be now

nigh us, ye things I have no name for; then by

a name that should be efficacious-~by Christ's

holy name, I warn ye back from her and me.

Touch her not, ye airy devils; hence to your

appointed hell! why coms ye prowling in these

heavenly purlieus? Can not the chains of Love

omnipotent bind ye, fiends?"
Whereas Pierre is willing to fight that which is immanent to
him, Lucy just wants to flee from it. "Up, my Pierre; let us
up, and fly these hills, whence 1 fear, too wide a prospect
meets us., Fly we to the plain® (II. 5). Truly that which
she perceives is too wide a prospect, but it is not physical,
though she can flee from it by forcing her mind to disown its
apprehensions, just as Pierre's mother does.

Unlike Lucy and his mother, Pierre does not wholly

re ject the experience which threatens his comfortable life:

it has an attraction for him, because his 1s not a presaic

mind, but a poetic one. He senses that the experiehce of the

face, which he comes to symbolize metaphorically by calliﬁg it

Grief, is somehow identified with the sweetnoss of poesy.

"Yet I have never known thee, Grief;--thou art a legend toc me,

I have known gome fiery broils of glorious frenzy; I have oft
tasted of revery; whence comes pensiveness; whence comes sad-
‘nesa; vwhence all delicious poetic presentiments;~~but thou,
Grief! arf stili a ghost—étory to me" (II. 7). The poetic

scope of Pierreis 1ife iz not relegated strictly to poetry
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itself, but consists of that areé of his self which is willing
to move beyond the confining strictures of life as it is
systematized by those asbout him. Hence, when he first sees
Isabel, he cannot but affiirm the emotions he feels. "The
terrors of the face were not those of Gorgen; not by repelling
hideousness did it smite him‘so; but bewilderingly allured
him, by its nameless beauty, and its long-suffering, hopeless
anguish" (III. 2),

This poetic nature which drives him to the affirmation
of the face of Isabel is not totally unrelated to his physical
nature as well, "He was sensible," the narrator relates, "that
this genersal effect uporn him, was also special; the face some-
how mystically appealing to his own private and individual
affections.” The story continues,

Besides, what of general enchantment lurked in
his strsnge sensations, seemed concentringly
condensed, and pointed to a spear-head, that
pierced his heart with an inexplicable pang,
whenever the specializing emotion--to call it
so--seized the possession of his thoughts, and
waved into his visions, a thousand forms of by-
gone times, and many sn old legendary family
scene, wnich he had heard related by his slderly
relaticns, some of them now dead, (III. 2)

Thege '"vrild reveries" are not the same as the memories of

stories told him of his grandfather's military feats. They are.

secrets that he will never share with his mother, for, 'not
for both worlids would he have his mother made a partner to
his gometime mysbtic mood" (III. 2). It is not in the out-

-

e Y"Tacte® which fit th2 minds of people who exclude what

oy,

si

they canno® underatand that Plerrc finds his reality. The
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real oxperience is not even found in the sight of the face

itself,
BPut his profound curiosity and interest in the
metter-~strance as it may seem--did not so much
appear to be embodied in the mournful person of
the olive girl, as by some radiations from her,
embodied in the vague conceits which agitated
his own soul. There lurked the subtler secret:
that, Pierre had striven to tesr away. From
without, no wonderful effect is wrought within
ourselves, unless some interior, responding wonder
meets it, (L1l. 2. Emohasis added to last sentence.)

This principle of the active conception of reality is
the basis of the development of Pierre's affairs throughout.
Ouvt of this principle arises the truth that perhaps "some
things that men think they do not know, are not for all that
thoroughly compreheﬁded by them" (XXI. 3). It is a principls

that Plerre's poetic nature had followed since childhood, in

which., o8 we are told, man constructs his fate., "So, in youth
2 14 2

do we unconsciously act upon those peculiar principles, which

. . . 8hall systematically regulate our maturer lives" (XX. 1).

From eazrly youth Pierre has thus been subjected to two principles,

the proseaic of hisenviromment, and especially of his mother, and

the poetic of his own soul., For nineteen years now, he has

lived in the prosszic, and for a good period of that time he has

longed to somehow add a new dimension to his life. That new
dimension appears in the person of Isabel, who is the answer
to his prayers.

"Oh, had my fathev but had a daughter!"
cried Plerre; "some one wiom I might love,
and protect, and fight for, if need be. It.
mist e 2 glorious thing to enpage in a mortal
guavrel on o sweet sister's benalf! Now, of all
things, would to heaven, I had a sigter!”
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Thus, ere entranced in the gentler bonds

of & lover; thus often would Pierre invoke
hesven for a sister., (I, 2)

Melville reproduces the emotiocns of Pierre in the mind
of the reader by a constant forshadowing. By refusing to follow
the progression of the story chronologically, he presents the
activity as it occurs'in the soul of Pierre, which is not
bound by time and space but only by its own bsychological
necessity, The first inimations that Melville presents con-
cerningbthe attraction of Pierre to Isabel occur before Isabel
has evens appeared in the chronological seagunence of events, and
the presentiment of danger comes not from Pierre, but from his
" mother, whose thankfulness unconsciously projects her fears
which are to be reslized later. "“How glad I am," she says,
thinking of Lucy, blonde and blue-eyed, "that Pierre loves her
so, and not some dark-eyed haughtiness, with whom I eould nevser
live in pezce.” (I. 6) Though this "dark-eyed haughtiness"
does not denote Isabel here, the darkness is presenﬁed as the A
opposite of the felicity at Saddle Mesdows, end thus, when
transferred to Isabel later she becomes a negation of that
which Pierre experiences in his youthful naivete. Introducing
Issbel in this mannér, Melville prepares the reader for the
poetic rendering of Isabel, by which she becomes a totality of
experience to Pierre, for even before she appears she represents
a threat.

Next the concept of Igabel is introducsed by Lucy, whille
she and PYierre sre out in the wideness of the hills. Again the

subiect ia intrecduced with a fesling of trepidation as Lucy swpeaks:



118

L.et us hie homeward, FPierre, Some nameless
sadness, faintness, strangely comes to me.
Foretaste I feel of endless dreariness. Tell

me once more the story of that face, Pierre,--
that mysterious, haunting face, which thou

once told'st me, thou didst thrice vainly try to
shvn, . . . Pierre . . . tell me the story of
the face,--the dark-eved, lustrous, imploring,
mnournful face, that so mysthally paled and
shrunk at thine. (II, 5)

The experience of the dark-eyed fsce is thus presented by the
two people closest to Pierre beforé it ever appesrs in reslity.
Later this is aigmented by Pierre's association of the face
with grief when the image of the face overwhelms him as he

retreats to the pine tree behind the mmor. Presented prior

o to her chronnlogical appearsnce like this, she seems to transcend

" the normal rational categories of time and space within the

; exporisnce of Pierre before he sees her at the sewing bee. She
%ﬁ becomes 2 poetic necessity before she is revealed as a physical
reality in the novel,
Pierra's affirmation of Isabel when he reads her lett
ig therefore a forszone conclusion; it is both a psychological
nd a poetic inevitability, and thus a mythic reality. The
- demarcation between Isabel as an object of perception to Pierre,

a1

and an object of

o’

hig conception vanishes., "“The emotiong he

sxperiences seem| to have taken the deevest roots and subtlest

Zibors cf his being," and he feelz that he is "too mch for

kY 1

himsal?.” Other distinctions vanish: "He Telt thal wheaet he
had a2lwoavs before considered the solid land of veriteble

, wos noWw beinp audeclousliy encrosched upon by bannersd
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flotill as of specter-boats" (III. 2). Pierre has here entered
the world of Isabel, who has not been brought up in the world
of reason and convention. Her world perspective does not
isolate her from her enviromment through the process of rational
objectification without her being conscious of it. She must
tell nerself tinat the snake is not human, but that she is;
when she sees the lightning flash, she must tell herself, "The
lightning is not human, but I am human" (VI. 5). Even this
simple objectification is unwelcome to her, for she would be &
part of the flux of the universe,

I pray for peace--for motionlessness--for the

feeling of myself, as of some plant, absorbing

life without seeking it, and existing without

individual sensation. I feel that there can be no

perfect peace in individualness. Therefore, I

hope one day to feel mysell drank up into the

pervading spirit animating all things. I feel I

am an exile here. (VI. L)

When Pierre first receives the note, he rinds himselfl

in & conflict between rational and poetic modes of behaviour.
" On the one hand he tells himself,

Pierre! thou art foolish; rebuild~--no, not that,

. for thy shrine still stands; it stands, Plerre, firnly
stsndss smellest thou not its yet undeparted, em-
bowering blcom? Such a note as thine can be easily
enough written, Pierre; impostors are not unknown
in this curious world; or the brisk novelist,
Pierre, will write thee fifty such notes, =nd so
steal gushing tesrs from his readert's eyes; even
a8 Lhy ncte so strangely made Tthine own manly
eyes so arid; so glezed, and sc arid, Plerre--
foolislz Pierrei

This ig an attempt to exclude from 1life that which deces notb
it its comlortable pattern through the process of retion-
izavion. But finally Pierre cannot reaist his stronper

natures,
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Oh! mock not the poniarded heart. The stabbed

man knows the steel; prate not to him that it

is only a tickling feather. Feels he not the

interior gash? What does this blood on my

vesture? and what this pang in my soul? (IV. 2)
As Pierre frees himself from the bonds of thought patterns.
that would hold him from Isabel, he gradually accepts her as
the physical objectification, of that which is immanent to him,
Whereas he had recognized and repulsed it partially with Lucy

in the hills, where he had tried to conjure it away, he now

concentrates all his thoughts on her. He strives "to condense

her mysterious haze into some definite and comprehensible
shape," (VII. 7) but even this becomes impossible. He cannct
resist giving himself completely to that which he has affirmed
in the unconscious area of his mind. After his first visit to
her he cannot find any rest in the world about him or even
within himself.

He could not bring himself to confront any face

or house; a plowed field, any 8ign of tillage, the

rotted stump of a long-felled pine, the slightest

passing trace of man was uncongenial and repelling

to nim. Likewise in his own mind all remembrances

and imaginings that had to do with the common and

general humanity had become, for the time, in the

most singular manner distasteful to him. . . .

[Ever] in the most withdrawn and subtiest region of

his own essential spirit, Pierre could not now find

one single agreeable twig of thought whereon to

perch his weary soul, (VII, 7)
Pierre responds to Isabel the way the magical guitar responds
to her breath and carresses. Pilerre is caught up in that uni-
versal oneness of which Isabel speaks longingly. A4s "sll the
four winds of the world of melody |break| loose . . . only

in a $till more subtile, and wholly inexplicable way, Pierro

UL, S e : .
L;aal{] nimsgeli{ surrocunded by ten thousand sprites aund gnomes,
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and his whole soul [ié] swayed'énd tossed by supernatural
tides (VIII. 2).

Pierre's noble nature has ever striven to uphold the
highsst virtues that he had been taught emanated from the will
of God., In Isabel this training and his omotions merge as he
finds there hoth an outlet for noble action and an object of
veneration which attracts him by a force previously unknown.
"That intense and indescribable longing, which her letter by
its very incoherencies had best embodied proceeded from no bage,
vain, or ordinary motive whatever; but was the unsuppressible
and vnmistakable cry of the godhead through her soul; commanding
Pierre to fly to her, and do his highest aznd most glorious
duty in the world." The call pervédes the whole world, for there
iz Yno veto of the earth" that can forbid the "deep voice of the
being of Isabel" calling to him "from out the immense distances
of aky and air" (X, 1). Isabel is more than a single person;
the "béing of isabel“ cannot be contained in the rational categ-
ories of the mind, as Pierre realizes before he receives her
letter, "For me," he says, "thou hast uncovered one infinite,
dumb, besgseeching countenance of mystery, underlying 2ll the
surfaces of visible time and space.(III. 2). To Pierre she seems
to be a creature unaffected by physical reality, for theugh he
knows that by deductive reckoning she must be older thatn he,
he is "conscious of a feeling which independently [pronouncaﬂ
him her senior in point of Time." 1Isabel 1s eternal, "a child
of everlasting youngness" (VII. 8).

Thiere i3 a reality of rezson and reflection, and there
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is a reality of innate knowledge which lies beyond analysis and
synthesis.v "In their prec{se tracings-éut‘and subtle causations,

the strongest and fiercest emotions of life defy all analytical

feie

insighkt," says the narrator (IV. 1).

For there is not faith, and stoicism, and no phil-
ogsophy that mortal man can possibly evoke, which
will stand the final test of a real impassioned on-
set of Life and Passion upon him, Then all the fair
philosophic or Faith-phantoms that he raised from

the mist, slide away and disappeer as gnosts at cock-
crow., For Faith and philosophy are air, but events

NS

are brass, (XXI., 2)
In Isabel Pierre experiences this quality of 1life, these events
of brass. To deny these would be to deny the whole world, for
it would be a denial of a reality reaching down to the bottom
of his soul., It is an entirely different reality from anything
he has experienced before. "Oh, hitherto I have but piled up

words; bought books, and bought some small experiences, and

|l

builded me in libraries,” Pierre confesses, "now I sit down and
read.” He realizes that, to his detriment, he has been too con-
cerned about matters of the mind. "Well may this head hang on
my breast," he sighs, "-~it holds too much. He continues,
wall may my heart ¥nock at my ribs,--prisoner impatient
of his iron bars. Oh, men are jailers all; jailers of
themselves; and in Opinion's world ignorantly hold their
noblest part a captive to the vilest. (V. 1)

Seeing his error, Pierre givesnimself over to experience

"~ that defies the strictures of the mind. As if illumined by

elactricity, he now suddenly sees the world differently.

Mot only was the long-cherished image of his father
now transfigured wefore him from a green foliaged
tree into a blasted trunk, but every other imagse

in his mind attested the universality of that electral
light wiriceh had dartea into his soul. ol even nls
lovely, immaculate mother. remained enbi relv untonched,
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unaitered by the shock, ., .'; At her changed aspect, whermn

first revealed to him, Pilerre had pazed in a panic; and

now, when the electrical storm had gone by, he retained

in his mind, that so suddenly revealed image, with an |

infinite mournfulness. (V. 1) |
In seeing this ell so cleerly, Pierre is forced out of the world
of the past. The conviction that he must leave home now though is
the culmination of a process of estrangement that has begun long
before, From the moment he first sees Isabel, he is drawn away
from his mother, even though he cannot understand why. "Was
this his wont?" he asks himself when he lies to his mother
after leaving the sewing bee. "What inscrutable thing was 'it,
that so suddenly had seized him, and made nim a falsifier
~--ay, & falsifyer and nothing less--to his own dearly-beloved,
and confiding mother?" (III, 2). His relationship with Lucy
undergoes a similar exrerience: "God help thee, and God help
me," he says to her, but he knows that he cannot divulge more
than he alreesdy has about the face. Upocn the receipt of the
letter, Pierre begins to understand the ressons for his dilemms:
his mother, «nd cthers, he reslizes, do not live in the same world
he doea, Indeed, his mother does not communicate witn him, but
only with her imsge of him,

Ehe loveth me, ay:--but why? Had I been csast in

a cripple's mold, now then? Now, do I remember tiat

in her meost caressing love, there ever gleamed somé

scaly, glittering folds of pride. Me she loveth

with pride's love; in me she thinks she seeth her own

urled and haughty beauty; befcre my glaas she stands,

~=nride's priestess~~-and to her mirrored image, not

to ne, she offers up her offerings of kisses, v, 1)

She lives in the world of nsr constuction, refusing to own eny

cther than ner cwn re&lity. She dislikes the portrait of Pierre's
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father painted before her marriagé because in it he appears
differently from the way in which she knew him: "It is not he,
she would emphatically and almost indignantly exclaim . when
more urgently besought to reveal the cause for so unreasonable
& dissent from the opiﬁion of nearly eall the other connections
and relatives of the deceased" (IV. 3). 1In his fancy Pierre
considers revesling Isabel to his mother, but he recognizes the
futility of attempting to cause a change in the edifice of his
mother's creation:

And as Pierre thus in fancy led Issbel before his mother;

eand in fancy led her away, and felt his tongue cleave

to the roof of his moubh, with her transfixing look of

incredulous, scornful horror; then Pierre's enthus-

iastic heart sunk in and in, and caved clean away in

him, as he so poignantly felt his first leeling of -

the dreary heart-vacancies of the conventional life. (V. 1)

This conventional 1ife deprives men of that which is

next to them, and it now deprives Pierre of his paternity: "Oh
heartless, proud, ice-gilded world, how I hate thee," hé thinks,,
"that thy tyrannous, insatiate grasp, thus now in my bitterest
" need--thus doth rob me even of my mother; thus doth make me now
doubly and orphan, without é green grave to bedew" (V. 1).
He feels himself "driven out an infant Iéhmael into the desert,
with no maternal ﬁagar to accompany and comfort him"j; he now
realizes that "not long will Joy abide, when Truth doth come,
nor Grief ner laggard be." Then, realizing as:well why he has
veen forced to leave he cries inwardly, "The heart! the heart!
t1tig Cod's anointed; let me pursue the heart!® Confronted with
the choice of "God or Lucy" he cannot choose Lucy, for she too

is of the worid of reason and convention which stultifies tne

haart,
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He casts aside all previous ccnstraints, and defies even the strong-
.est conventions by deciding to leave Saddle Meadows with his

sister in the pretence that she is his wife. If the conventional

~

world will exclude the unfortunate from its domain, he will
affirm them in his, and thus he even chooses tc take belly
Ulver alonz. So radical is hisg break that he destroys even the
most precious of mementos in an attempt. to affirm the new life
of the heart that he wili live. "How can lifelessness be fit

memorial of 1ife?" he asks,

Now I know this, that in commonest memorials, the
twilight fact of death first discloses in some
gecret way, all the ambiguities of that departed
thing or person; obliquely it casts hints, and
insinuates surmises base, and eternally incapable
of being cleared. Dsecreed by God Omnipotent it is,
that Death should be the last scene of the last act of
man's plavy; . . . . Therefore, never more wiil I
play the vile pigmy, snd by small memorials after
death, attempt to reserve the decree of death, by
esaaying the poor perpetuating of the 1mage ol

the OPlOln“I Let &1l die and mix again. (XII. 3)

He flings the portrait of his father, the very thing which told
him of his relationship to Isabel, into the fire, uneasily
noting the lineaments of his father's face staring at him in
beseeching horror as it diseppears forever., Too late he grasps
into the fire to attempt a rescue. Mailing that, he rushes

back to the chest, and flings his family papers into the flames

"fhus . . . I fling fresh spoils; pour out all
my memory in onse 1ibation! . . . now £ll is

done and 21l is ashes! Henceforth, cest-out
Pierre hath no paternity, and no past; and
dince the Mulure is one blank to @ll; there-
ffore, twice disinherited Pierre stands une
trammeladly his ever-present selll--iree to do
his ownf&olfuw%11 and present fancy to whatever
end!" {X:I. 3
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- Littlie does Pierre realize the implicatiohs of stepping
from one realm of existence to another. How shall hiévpoetic
heart thrive in this "bantering, barren and prosaic age"

(Vir, 6)? Listing e multitude of ills that Pierre foresees,
but fails to take seriously, the narrator compares him to
Christ:
 Such, oh thou son of man! are the perils and

the miseries thou callest down on thee, when,

even in a virtuous cause, thou steppest aside

from those arbitary lines of conduct, by which

the cormon world, however base and dastardly,

surrounds thee for thy worldly good. (X. 1)
Piérre, in his nobility must indeed be a savior, for, having
grasped the truth himself, shall he let the world about him
suffer in error? Already in his room in the manor when he had
first received Isabel's note, this truth had challenged him as
he had opened Shakespeare's Hamlet and read,"!'The time 1s out
of joint;--Ch cursed spite,/ That ever I was born to set it
right! ' His duty is not only to Isabel, but to 'all mankind,
gs Charlie Millthorpe says) It's my opinion the world is all
wrong. Hist, I say--an entire mistake. Society demands an
Avatar,~-2 Curtius, my boy! to leap into the fiery gulf, and
by perishing himself, save the whole empire of men!" (XX. 2).
But Pierre must learn more yet ere he is motivated to "gospelize
the world anew, snd show them deeper secrets than the Apoc-
alypse!" (IX. 2). The news he will tell the world will not
be the "rood news" of the heart, for the invisible powers co
not hear him up., The threat of his invocation to them on the

eve of hisg first visit to Isabel brings its consequences.
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"If ye forszake me now," he cries in his despair,
farewell to Faith, farewell to Truth, farewell to God;
exiled far awey from God and man, I shall declare
myself an equal power with both; free to make war
on Night and Day, and all thoughts and things of
mind end matter, which the upper and nether firm-
sments do clasp. (V. 6)

Thre vulnerability inherent in Pierre's turn from the
norms of soclety, even though they fail to provide for the pos~-
2ibility of complete adherence to truth, is revealed clearly in
the fragmentary pamphlet of the philosophy of Plotinus Plin-
limmon, which Pierre finds in the coach on the way to the city.
The philosophy of Plinlimmon is not at all 2z new way of life;
it merely asserts the conventions of pragmatism over the calls
of idealism. In this, however, it is of high significance to
Pierre's situation, for it is a warning zgainst absolutism of
any kind, whether of the heart or of the head., The purpose of
ideals, according to Plinlimmon, are not that an attempt should
be made to attain them, but only that one recognize that one's
own realities are not absolutes.

"But why then does God now and then send a heavenly
chronometer . . . into the world, uselessly as it
would seem, to give the lie to all the world's time-
keepers? Because He is unwilling to leave man without .
gome occasional testimony to this:-~-that though man's
Chinese notions of things may answer well enough here,
they ere by no means universally applicable.”" (XIV. 3)
Plotinus points to nature to support the validity of his phil~
osophy, thereby pointing toward the foolishness of Pierre's
course of action.
“In short, this chronometrical and horological conceit
. « « seems to temch this:-~-That in things terrestrial
(horological} a men must not be governed by ideas

celestial (chronometrical); that certain minor self-
renunciabtions in this 1life nis own mere instinct for .
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his own every-day general well-being will teach him

to make, but he must by no means make a complete
vnconditional sacrifice of himself in behalf of any

other heing, or any cause, or any conceit, (., . .God's

own sun does not abate one tittle of its heat in July,
however you swoon with that heat in the sun, And if

it did abate its heat on your behalf, then the wheat

snd the rye would net ripen; and so, for the incidental
benefit of one, a whole population would suffer.,}" (XIV. 3)

Mnally the pamphlet foreshadows Pierre's whole future, asserting
that if any individual will "seek to reguleate his own daily con-
duct by Ea chronometricai], he will but array all men's earthly
time-keepers against him, and thereby work himselfl woe and
death," or, he points out that the strict adherence to chrono-
metricals will "involve those inferior beings eventusally in
strange, unicgue follies and sins, unimagined before." On the
one hend they may "run clean away into all menner of moral
abandonment, self;deceit, end hypocrisy," or else, run "like
a mad dog into atheism." In short, the pamphlet points to the
impcgsibility of that transformation of the world that Pierre
myst effect if he is to be able to iive according to the dictates
of his heart. Though the time may be "out of joint," he will
find it impossible to "set it right.”

The arrival of Pierre'!s party of three in the city on
the first night reveals Pierre's situation in its full horror.
Pierre's not knowing the number of his- proposed residence is the
first hint ol trouble. He expects the correct house to be revealed
to him, for he has come to the city by the light of the revela-
tions of truth that he has received. Here, however, no lignt
shines, especially not the light of cousin Stanley's cottage,

where he had hoped to lodge. The light of Glendinning Stanley's
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house itself shines, but not for.Pierre, for Pierre has cut hime
gelf off from this world in which his cousin makes his home on
the gound basis of social convention. In affirming Isabel,
Pierre has moved into the truths of mythic reality, where the
world of the senses corfesponds to the truth of the imagination,
whére the physical world is the world cf man's own conception.
Now Pierre must learn that the city does ncet belong to his
reelity, but to rational reality which exists for the good of

e wnole population, not for the "incidental benefit of one," as
Pliniimmon has stated in his pamphlet.

The central problem of Pierre's life and the central
problem ol the work which he hopes to complete in the city are
the seme. The narrator confesses that Pierre has still much
to learn, for he has '"mot as yet procured for himsslf that
ennichenter's wand of the soul, which but touching the humblest
experiences in one's life, gatraightway it starts up all eyes, in
severyons of which are endless significancies" (XYI. 1). Though
the experiencez of the first night in the city zhow him that he
cannol magicselly transform the ocuter world to it the conditions
of his needs and ideals, he must also learn that the imaginestive
worid of the book he must write to support Isabel and Delly is
just as hard to mold. Until he earrives in the city he does not
know that 2 work of art must be dsstructive of the o0ld before
it e=zn construct something new. He has falsely placed his hcpes
on hig old werk, of which the reviewers had said, "'he never per-
mits himsell td astonish; is never betrayed into any thing coarse

or new,!'" acd "'This writer . . . is chazracterized throughout
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by Perfect Taste!™ (XVII. 1).

On the third night after arriving in the city, however,
as Pierre sits by a lofty window of a beggarly room in the rear
building of the Apostles', he comes to the realization that all
he has done so far is rubbish: "Trash! Dross! Dirt!" Standing
in front of the truﬁk containing his papers he cries out to Is-
abel, "In ten days I have lived ten thousand years. Forewarned
now of the rubbish in that chest, I can not suﬁmon the heart
to oven it" (XIX., 2), Hitherto Pierre had notxhad any experiences
which could have led to the conception of voetry of true.vélue,
withont which not true art exists, for the narrator warns that

. . « though the naked soul of man doth assuredly

contain one latent element ¢f intellectual productive-

ness; yet never was there a child born solely from one

parent; the visible world of experience veing that

procreative thing which impregnates the muses; self-

reciprocally efficient hermaphrodites being but a

fable, (XVIII. 1)
Pierre'ls situation now is analogous to his situation in Saddle
Me sdows when he first sees Isabel's face. There he had been
comfortable in a life of convention and ease, in which he had
been sble to puff away with a Havana flavor the profits that
his pufls of poetry brought him, Then, suddenly he had been con-
fronted with the truth of 1life that forced him to reorient his.
entire existence. The appesrance of Isabel had brought him to
the realization that the depths of life cannot be known by the
rational mind, even thougn the truth of this defied the neat,
pabitornec sbstractions upon which his life had been buils by
way o his "Iynx-eyed mind":

Piesrre had comned his novel-lessons: had read more
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novels than most persons of his years: but their

false, inverted attempts at systematizing eternally
unsystemizable elements; their audacious, intermeddling
impotency, in trying to unravel, and spread out, and
classify, the more thin than gossamer threads which
meke up the complex web of life; these things over
Pierre had no power now., Straight through their
helpless migerebleness he pierced, the one sensational
truth in him trensfixed like beetles all the speculative
lies in them, He saw that human 1ife doth truly come
from that, which all msn are agreed to call by the name
of God; and that it partakes of the unravelable inscrut-~
ableness of God., (VII. 8)

Faced with the reslity of this experience, he is willing to leave
the systems which are no longer applicable and to trust the irrep-
ressible urges which drew him to Iéabel even though he will
never know their deepest origin: "So Pierre renounced all thought
of ever having Isabel's dark-lantern illuminated to him. . . .
He determined to pry not at all into this sacred problsm.” 1In
his own words, "I cast my eternel die this day, ye powers. On
my stron: faithh in ye Invisibles, I stake three whole felicitlie
and three whole lives-this day" (V. 6).

Pierre was certain that‘he was doing right in making
this choice, for it had cn it the stamp of eapproval of the great-

est power of lature itself, for he had been drawn to test his.

future path by a power far greater than himself. In questioning

hig mind, he had come to a remarkable eologlcal curiosity wnich
he hed esriier named the Mermon Stone.

‘luge g a barn . . . [lt] was shaped something like a
lencthened egg, but flattened more; and, at the ends;
pointéd more; and yet not pointed, but irregularly
wedpe~shaned, Somewhere nezr the middle of its under
side. there was & lateral ridze; eand sn obscure point
off this redpe rested on a second lensirrise-~sharpened
rock. slightly protruding from the ground. Beside that
“one cobgscure and minute point of contact, tie whole
enormons and most pondsrous mass touchied not another
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objoect in the wide terraguecus worla, (VIT, u)

“s4g 1f by some interior predetermination” he had thrown himself
uwnder that balaneing rock and called on'it to test his ways:
"I the miseries of the undisclosable things in me,
shall sver unhorse mo from my manhood's seat; if to

vow mysell gll Vir tue's and all Truth's, be but to make
& trembling, distrusted slave of me; if Life 1s to prove
a burdon I can not bear without ignominious cringings;
if indeaa our actions are all {oreordained, and if we
are Russian serfs to Fate; if invisible devils do titter
at vs when we most nobly sitrive; if Life be a cheating
dreazm, =nd virtue 23 unmeaning and unsequeled with any
blessing as the midnight mirth of wine; . . .--then do
thou, Mute Massiveness, fall on me!" (VII. 5)

The axperiences of his heart in Saddle Meadows had over=-
come the expariences of his conventional existence to such an
extent that he had been forced to admit his entire extistence
up to that period of time invalid in the face of his new know-
ledge now, Sitting in the besck rcom of the Apostle's, Pierre
undergces ancther such experience--but now the experience of
his heart, upon which he hes gembled three lives, 1is being

called in qguestion just as radically as had his previous life.

~ The world of rationalized social existence whickh, though it

may brove morally insufficient, nevertheless still governs
his physical existence, for here he finds the truths o¢f moral
existence do not apply. Thus Pierre meets the central problem

of 11

;J-

fe truth is known by experience, not by reason, but

life is governed by resson, not by truth. Herein lies the
fallacy of the vast majority of men, What is fitted into
retional systems of thought is called truth, but that is mereliy
isarning. The narrator peints out the few rather than meny
Ve uttuin truths

\ . after all, what is so enthusiastically

pp‘adﬂﬁﬁ a3 the march of mind,--meaning rbe
nyoasg of Pruthy into Error~-~which haos ever

= e
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teen regarded by hopeial persons as the one
fandamental thing most carnestly to be prayed

for as the greatest possible Catholic blessing

to the world;-~almost every thinking man must

have besen some time or other struck with the

idea, that, in certain respects, a tremendous
mistake may be lurking here, since all the

world does never gregariously advance to Truth,

but only here and there some of its individuals

do; and by advancing leave the rest behind. (IX. 1)

In meeting Isabel, Pierre has found the beginning of truta

by disgcovering that truth is not the same as reason. The

%

begirning, however, is not everything, but it seems that, for

o

truth is experienced mythically, and mythic experience is

conceived in terms of totslities of experience, rather then

8

fregrments, The experience of the city defies the totality of

the mythic experience of Pierre, thereby calling the truth of
the whole experience into question, and thus Plierrs cries out,

e heavens, that have hidden yourselves in the
black hood of the night, I call to yel! If to
follow Yirbtue to ner uttermost vista, where common
gouls never zo; i1f by that I take hold on hell,

and the uttermost virtue, after all, prove but a
betraying pander to the monstrcusest vice,~--then
close in and crush me, ye stony walls, and into
one gnlf let all things tumble tegether!" (XIX. 2)

The very baose of his reliance on the heart is cslled in question. .

He hiad bsen convinced of the necessity of leaving all bec=use
Tsabel waz his sister. Now things change:
*k thes to thy furthest inlsnd sonl"--
illed Pierre in a steeled and quivering
ge, "Call me hrother no more! How knowest
u £ am th“ brecther? Did thy moth + tell
a? i
and thcu T"wocl, wide brother and sister in the
on numanity,--noe more, For the rest., let the
Tock after their own combustiblies." (XIi. 2)
Tha enchanter!'s wand, which he hsd net hu¢ in his early poetry,

and had bub Little in his early exreriences with Isabel, is
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now truly lost.

Pierre's plight is serious, for he has lost both ihe
reslity of the heart and the reality of the head, for in
affirming this he hss been denied by the heart, but in
following that he has been called in question by the head.
Earlier his inmost emotions had told him that Isabel was his
sister, Indeed, his inmost emotions had found their fullfiliment
in the dark feace, for Pierre had perceived the "unsuppressible
and unmictakable cry of the godnead throughbher soul" (X. 1).
He had perceived that human 1ife truly comes from "that,“which
all‘mbn sre agreed to call by the name God; and that it par-

. takes of the unravelable unscrutableness of God." He had been
content with this for he felt its truth in his soul. In
affirming Tsabel he had not¥ guestioned "what," but only "“how'.
True, he had begun to distrust himself, but "this distrust
wes not of the heart; for heaven itself, sqvhe felt, had
ganctified thet with its blessing" (IX. 1). Now, howsver,
heaven has gone, and with it the security of his heart anc
the cenviction that he has done right.

AhY now I catch glimpges, and seem to half

see, somehow, thet the vttermost ideal of moral

perfection in man is wide of the mark. The

demi-gods trample on trash, and Virtue and Vice

are trash! Isabel, I will write such things--I

will gospelize the world anew, sand show them

deeper secrets than the Apocalypsel (XIX. 2)

But Pierre is not yet ready to show the deep secretbs,

for he does not know them himself. Just because he understands

books like The Infernc, Hamlet, or Jot better now does not

metn that he already has a new gospel:
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While Plerre was thinking that he was entirely
transplanted into a new and wonderful element

£ Beauty and Power, he was, in fact, but in
one of the stages of the transition. That .
nltimate e]ement once fairly gained, then books
no more are needed for buoys to our souls; our
own strong limbs support us, and we float over
all bottomlessnesses with a jeering impunity.
He Jid not see . . . that all the great books in the
) are but the matilated qhadow1ngs-lorth of
ible and eternally unembodied images in the
so that they are but the mirrors, dis-

iy reflecting to us our own things. (X“n. 1)

As he sitas down to his books, Pierre begins gradually
to gense the results of his having cast out both head and

hesrt because of their superficiality., Laboriously digging

:,.Ja

to

[
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nis soul to find truth, he ultimately finds it as empty

po—

m

.8 & plundered Egyptian sarcophagus.

Ten million things were as yet unccvered t

Picrrs, The old rurmy lies buried in CLOtu

or: cloth; it takes time to unwrap this Eg thﬂan
king, et now, forsooth, because Pierre began

to see Lh”Olgﬂ the first superficiality of the

world he Tondly weens he has come to the un-

layered .substance. But, as far as any geologist

hzs vet gone down into the world, it is found

to consist of n thing but surface stratified on
surfsce, . . « By vast pains we mine into the
pyremid; by horrible groping we come to the

central room; with joy we espy the sarcophagus;

but we 1ift the lid--and no body 1is there!-- ~
appeallingly vacant as vast is the soul of man. (X¥T., 1)

Originally Pierre had followed truth and it had taken

pa—
¥

P

5,
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fovl

to Lsabel. liow, having schieved this goal of truth, "he
entirely loses the directing compass of his mind; for arrived

at the Pole, to whose barreness only it points, there the néedlé
inﬁiff@fsnﬁly respects all points of the horizon alike" (IX. 1).
Piavre ig now caught botween the vaciliationsg of that compsss,

g5 it swings Ifrom heed to heart, escn cancelling the otner out.
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Thus Pierre 1s the sequel to Melville's Mobz-Dick, where

Ahab and the crew only live in anticipation of getting the white
whale, which fhab has grented supernatural reality just as
Fierre has granted it to Isabel. In Ahab's case, the whale
destroys those who seek him; the ship goes doewn in the vortex
into which 2reb has directed it. Pierre is slso drawn into

the vortex as he is attracted Ly Isauel,g but he does not go

ts action. In.Pierre

[ d

down until he has had time to exemine

1,

Melville defies the advice of Istmael in the "Tryworks'

chapter of Moby-Dick: "Lock not too long in the face of the

.

b five,"

4

E - in 1851, while writing HMobw-Dick, Melville had read
g Tarrthorne 's Ethan Brand,Y the story of a man who had sought
1

E> and found the unpardonsble sin. Pierre, begun juat a few

: . . N 10

t menths after Melville had read the story, follows somewhat
v the same pattern as Hawthorne's tale. Ais Ethan Brand looks

into the fire of & mountain-side lime-~kiln which he had once

NIRRT K

tended, he reflects on how his search had begun.

lHe remembered with what tenderness, with what
love and sympathy for mankind, and what pity for
hunasn guilt end woe, he had first begun to con-
template those idess wailch aifterwardas became the
inspiration of his life: with what reverence he had
then looked into the heart of man, viewing it as
a2 temple originally divine, and, however desecrated,
still to be held sacred b7 a brother, . . . Then
ensued that vest intellectual development, which
in its prozress, disturbed the counterpoise hetween
K his nind and heart, The Idea that vossessed his
- v life had operated as & means cf education; 1t

* had gone on cultivating his powers to the highest

point of which theywsrs susceptible; it had

" - ralsed him from the level ¢ an unletiered
" laborer to stand on a star-lit eminence, wnither
the philosophers of the earti, laden with the lore

:
£
i
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of universities, might vainly strive to clamber
after him. So much for the intellect! But where
was the hsart? That, indeed, had withered,--had
contracted,--had hardened--~had perished! It had
ceased to partake of the universal throb. He had
lost his hold of the magnetic chain of humanity.

.

Pierre biecomes such a man as he delves down ever deeper, heeding
not the world abou him, cutting himself off completely from

the affections of others:

Al

People gaze at him in passing, as at some imprudent
sick man, willfully burst from his bed. If an acquain-
tance is met, and would say a pleasant newsmonger's
word in his ear, that acquaintance turns from him
affronted at his hard aspect of icy discourtesy. :
"Badhearted," mutters the men and goes on. (YITI. l)

Like Ethan Brand, he had begun his way with the highest intentions,
certasin he was doing the will of his God, Yow things are

changed: Hifﬁ the soul cf an Atheist, he wrobte down the godliest
things; with the feeling of misery and death in him, he created
forms of gladness and life" (XXV. 3).

The change that has taken place in FPilerre is not the
result of only the forces of fate approaching him from without.
The "stony walls all round that he could not overleap' are the
wallg he has Eonstructed, for he had revealed them after tis
first interview with Isgbel already, when he had invoked the
Terror Stone., What he had asked to be saved from by being crushed
by the huge stone does come to pass, These were the words hs
had whispered:

"[f the miseries of the undiscloseble things in me,
shall ever unhorse me from my manhood's seat; if to
VOu m;solj all Virtue's and all Truth's, be but to
malze ad “rublln distrustced slove or me; if Life is
to LBrOVe & bu“dan T can not bear without ignominious
cring h*s; if indeed our actions are all foreordained,

LR I

and we cre Russian serfls bo i*ate; 1f invisible devils

do titter et us when we most nobly sitirive; . . it by

(¥ N
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sacrificing myself for Duty's sske, my own mother
re-sacrifices me; . . . ==then do thou, Mute Massive-
ness fall on me. (VII. B5)

‘It is not this stone, but another that falls on him., As Pierre

and Isabel are sbout to _leave Saddle Meadows with Delly, Isabel
asks, "Tell me . . . do I blast where I look? 1Is my face

Gorgon's?" (XII., 1). DNeither she nor Pierre realize that Pierre

‘will indeed become stone because he has espoused her cause, but

the agency of the metamorphosis lies notkin Isabel but in Pierre,.

She is his creation, as she tells him just before Lucy comes to

join them in the city:
"Thy hand is the caster's ladle, Pierre, which holds
me entirely fluid. " Into thy Torms and slightest moods
of thougnht, thou pourest me; and I there solldify to
that form, and take it on, and thenceforth wear it,

till once more bthou moldest me anew.' (XXIV. 2)
Becsuse he iz 2 stone (pierre means "stone' in French) he casts
nis sister as Gorpgon, and through ner he finds himself revealed.

Pierrs's entire environment undergoes a metemorphosis
as he delves ever deeper into the unfathomable truths of man's
beinc, finding them ever more ambipuous in their very non-existence.
™iig 18 itselfl but the revelation of the prior emptiness of
Pierrc's exigbencs, Tor no nas cast out both head and heart and
ia thus leit with a vecency. His own.silence brings back nothing
but silence from the centre of the universe. Hence he concludsg
that “Silence is the only Voice of our God." VWhen God no longer
spesks beceuze Pierre has cast off the voices of the world, the
de jectbed hero con hear nothing but the echos of his own emptiness.
Ther. it is as the narrator says: '"Better might one be pushed

of'f into the mabterial spoces beyoad tihe uvttermost orbit of our
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sun, than once feel himself afloat in himsell" (XXI. 1). Pierre
is caught in that infinite void bstween reason, and the innate.
knowledge of the heart. He feels truth, but he cannot know it,
and thus his boolr can néver be completed., He cannot wxite the

book whereby he was going to "gospelize the world anew,” for,

that which now absorbs the time and the life of Pierre,
is not the book, but the primitive elementalizing of
the strange stuff, which in the act of attempting that
book, has unpheaved and upgushed in his soul. Two
books are being writ; of which the world shall only
see one, and that the bungled one., The larger book
and the infinitely better, is for Pierre's own
private shelf. Thst it is, whose unfathomable crav-
ings drink his blood; the other only demands his ink.
But circumstances have so decreed, that the one can
not be composed on the paper, but only as the other

ig writ down in his soul., +*nd the one of the soul is
elephantinely sluggsish, and will not budge at a
breath. (XXII., 4)

Pierre has reached the conditions in which it is impossible
to live:
Thus Pierre is fastened on by two leeches;--how then
can the life of Pierre last? Lo! he is fitting himself
for the highest life by thinning nis blcod and cellaps-
ing his heart, He is learning how to live, by rehearsing
the part of death.
The imposgibility of living is not only mental and spiritual,
for Pierre's writing is based on his experience in physical life.

In deciding to write for a livelihood, however, he has also

tied his physical body to_his spirit. Thus he finds his material
existence threatened as well, for he can impossibly embody the_'
activity of his spirit in the book. Finally he seesthat "the
wigser and the profounder he should grow, the more he lessened
the cheances Tor bread" (XXII. L).

In the midst of these difficulties Lucy once more appears,
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thereby tying Pierre to the world of convention, and thus point-
"ing to a way ol salvation, for she promises to earn money by
painting portraits., She sets up a contrast to Pierre's life with
Isabel, lor she is the woman of conventional reality who can
sustain the bod&, but wﬁo is incapable of leading to truth aince
she can only follow her perceptions in her art. Isabel, on the
other hand, cannot fit into the conventlional worla, for her art
draws her out of the world, In a moment of jealousy she offers
to rival Lucy by teaching students‘to play the guitar. "My
poor, poor Issbel!'!'""answers Pierre, ''thou art the mistress of
the natural sweetness of the guitar, not of its invented artifices;
and these are all that the silly pupil will pay for 1aarning.

it
£330
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! what thou rast cannot be tanght'" (XXII. ). Toe contrest

betweer Lucy and Isabel is further shown cne morning when 2jisrre

oot ens .
suddenly guits his books and invites the two ladies to accomnony

him for a walk, one on each arm,

As they passed throush the low arched vestibule into
the street, a cheek-burnt, gamesome sailor passing,
exclaimed~=-"Steer small, my lad; 'tis a narrow strait
thou art inl” '

"Whet says he?'~-said Tucy gently. "Yes, it is a
narrow gtrailt of a street indeed.®

But Pierre felt a sudden tremble transferred to him
from Issbel, who whispered scmething incrticulate in
his ear. (NI, 1)

Tgebel ig open to mebtaphoric mesnings ﬁhich Luey cannot compraitend.
The way of Plerre is straight indeed, probably even straignter
then Isabel can comprehend,

The pregsence ol Lucy is more than a physical presence
to Piefre; it reaches intc those depths to which Isabel alone

had led hilw when she turned his face from the world of Saddle
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Meadows. ILucy's presence now turns him back to the world he has
left, and thus turns him {from Isabel. Though he had already

told Tsabel that he and she were but siblings in common humanity,

he had still persisted in consgsidering himself responsible for

her, He had never freed himself from the first conviction that

TS e v v -

shie was indeed his sister., With Lucy as well as Isabel on his
arm now, he enters an art gallery in whiéh he sees a portrait
entitled "A stranger's head" which bears a striking resemblancs
[ to the portrait of his father that Pierre had burned. The

poertrait hangs opposite a portait of "The Cenci of Guido; which

presents a contrast within itself.

; The wonderfulness . . . consists chiefly, perhaps, in a
5 striking sugpested contrast, half-identical with, and
half-analagous to, that almost supernaturzl one--some-
times visible in the maidens of tropical nations--
namely soft and light blue eyes, with an extremesly

fair complexion, veiled by funerially jetty hair.

But with blue eyes and fair complexion, the Cenci's
hair is golden--physically, therefore, all is in strict,
natural keeping; wnich, nevertheless, still the more
intensifies the suggested fanciful anocmaly of so
sweetly and seraphically blonde a being, being double- -
hooded, as it were by the black crape of tiue two most
horrible crimes (of one of which she is the object, and |
of the other the agent) possible to civilized humanity--
incest and parricide. (XXVI. 1)

e hlend snd the dark meet in Pierre's soul, and by their jux.-
taposition in the painting Pierre arrives at a truth he has
hitherto not found. Confronted with the enormity of whét he has
done, wild thoughts race about ir his heart, thoughts, though
they are devastating, that are not "wholly unwelcome to him."

How did he know that Tsabel was his sister? Setting
aside Aunt Dorotheat's nebulous legend; . . . and
setiting aside all his own manifold and inter-folding
nyetic ond transcendental porsuasions,--oripginally
vorn, as he now seenmed to feel, pursly of an intense
procroative entlhmelasn;--an enthugiosm no Lonser 8o
53 lenotent el with him as o¥ wore; sebtting all ihese



:
b
;

iy2
aside, and coming to the plain, palpable facts,--how
did he kmow that Isabel was his sister? (XXVI. 2)
Yot only Pierre feels the rift that has occurred,

Isabel also leels the loss of the life she had found in Pierre,
and she also feels Lucyjs power drawing Plerre away from her.
In the room at the Apcstle's she had felt herself powerless before
Lucy, but now that she senses her power over Pierre waning she
longs for the world she has left~-the world 6f the "'sea, for that
is whence she has come,

‘"Look, let us go through there! Bell rust go through

there! See! see! out there upon the blue! yonder,

yonder! far away--out, out!--far, far away, and away,

out there! where the two blues meet, and are nothing--

Bell must goi’” ‘
Again Iuey is unable to grasp the meaning of words that do not
conform to her physical conceptions. “'Whj, Iszbel, " she
murmurs, "'that would be to go to far England or Francs; thou
wouldst find but few friends in far France, Isabel.'" 1Isgabel
replies in words showing that she cenceives truly what has taken
plece in Pierre's inner being, and in Lucy's:

"fnd what friends have I here?--Art thou my friend?

In thy secret heart dost thou wish me well? And for

thee, Plerre, what am I but a vile clog to thee;

dragging thee back from all thy felicity?" (XXVI. 3)

Pierre has indeed found the confines of Isabel's being

too close, and he has found the presenée of Lucy appealing, thus
completing the circle begun with the first sight of Isabel's
face. Nevertheless, the return to the innccence of his first
love is impossible, as is the return to the world of conventional

rhysical existonce. BEven more, he finds that physical existence

impossiblie when he returns to his room, for there he finds twe



143
letters, one from the publisher and one fromIrederic Tartan and

Glendinning Stanley. Both letters accuse him of lying--of

denying truth, that to which he nad dedicated his life. Now
Pierre is forced tc accept the one truth that has faced him from
the first moment that he conceives of a reality outside the con-
fines of his order in Saddle Meadows, At Pierre's first reading
% of the letter from Isabel the narrator comments, "Ay, Pierre,
now indeed art thou hurt with a wound, never to be completely
i - healed but in heaven." When he had now so suddenly called to
Isabel and ILucy to accompany him in his walk, moreover, Isabel
had cried, "That vile book it is finished!" Pierre's answer
then is more than a negation of her inference:

"Wot s3," said Pierre'!' and, displacing all disguiseﬁents,

& hectic unsummoned sxpression suddenly came to his face;

‘-="but ere that vile book be finished, I must get on

some other element than earth, I have sat on earth's

saddle till I am weary; I must now vault over to the

other saddle ewhile.' (XXVI., 1)
Physically they go for a ride on a sailboat, but mentally Pierre
is now feady to leave this earth's saddle forever. Both Lucy and
Isabel have proved insufficient, for to follow either one exclu-
siVely has proved impossible, and to take one and leave the
other had proved equally futile, Hence he calls out to the two
when they come to visit him in prison at the end, "Awayil--Good
Mgel and Bad Angel both!--for Pierre is neuter now" (XIVI. 6).
He has no choice but to die, for 1life cannot sustain negation,
Pierre has reached the state which Melville was to portray in
"Bartleby the Scrivener“ sbout a year later, Like Bartleby,

Pierre simply comes to the point where he says, "I prefer not to,"

end thus, like Bartleby, he dies.
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Pierre or, The Ambiguities, however, in some ways denies

the possibility of death, but sees it as a fulfillment. 1In the
vision of Enceladus which Pierre has near the end of the novel,
the hero is compared to Moses who struck a rock in the wilderness
te provide water for his thirsty people. Though he was prevented
from going intc the promised land becsuse he had kit the rock
instesad of spesgking to it, Moses was nevertheless taken up by

God and his body was never found. Pierre too cénnot enter the
truth he seeks while alive, but the book he is attempting to
write is one of those '"mere immature freshman exercises, ﬁholly
worthlesa in themselves, except as initiatives for entering the
great University of .God after death" (XVIII. 1). At the beginning

of the novel, when the narrator builds the background for Pierre's

1 .

poetic nature by emphasizing his democratic heritage he hints
that Pierre's drive toward a life which cannot exisp on-earth
is also an introduction to another life, for the heritage of
Pierre ig in itself a lifs-in-death. Democracy is based on the
premige that death but yields life;

For indeed the democratic element operates as a subtile
acid among us; forever producing new things by corroding
the ¢ld; as in the south of France verdigris, the prim-
itive material of one kind of green paint, is proauced
by prape-vinegar poured upon copper plates. Now in
generel nothing can be more significant of decay than
the idea of corrosion; yet on the other hand, nothing
ran more vividly suggest luxuriance of life, than the
idea of green as a color; for green is the peculiar
signet of all-fertile NWature herself, Herein by apt
analogy we behold the marked anomalousness of Americaj;
whose character abroad, we need not be surprised, is
misconceived, when we consider how strangely she con-
tradicta all prior notions of human things; and how
wonder™ally to her ieath itself bhecomes transmuted into
Life, So that politiceal institutions, which in other
landas seem above all things intensely artificial, wita
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America seem to possess the divine virtue of a natural
law; for the most mighty of nature's laws is this, that
out of Death she brings Life. (I. 3)

Tn Call Me Ishmael Charles Olson writes of Melville,

Hawthorne was right, Melville could not rest without

a belief, he had te have a god. In Moby-Dick he had

one, I called him the Ancient of Days. The job was .

a giant's, to make a new god. To do it, it was

necegsary for Melville, because Christianity surrounded

him as it surrounds us, to be as Anti~Christ as Ahgb

was. When he denied Ahip, he lost the Ancient. And

Christianity closed in,+< : i
This Christianity is a mutiplied curse in Pierre, 1Its function
in the novel in enalogous to the function of religion in the life
of Pierre's mother, where it serves to constrict rather than to
expand reality. The chief tenet of Christianity is the resur-
rection from the dead, which is what Melville affirms in Pierre.
However, he affirms it not as a truth of existence but as a dogma,
which is denied by what really happens in the activity of the
novel, It is part of a structure which is forced onto the novel
rether than growing from within the novel, such as the open struc-
ture of Mcby—Dng arises out of the activity of that novel,
In Pierri the structure does not permit the open activity of
forming the progressive revelation which carries Pierre to iiis
doom. Helville seems to have had a defined idea of the signif-
icance of that revelation of Pierre prior to the metaphoric activ-
ity of its occurance in the novel. In short, Melville is caught
between rational snd metaphoric modes of thought, a fault seen
most c¢iearly in the persistent duality which often does not arise
out of the achtivity of the characters, but is forced onto that

activity heavy-handedly by the narrator. In the first charter

already omens abound concerning Pierre's downfall. First Plerre's
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relationship with his mother is set in question:

Thus freely and lightsomely for mother and son flowed

on the pure joined current of life. But as yet the

fair river had not borne its waves to those sideways

repelling rocks, where it was thenceforth destined to

be forever divided into two unmixing streams. (I. 2)
Three paragraphs later, Pierre is seen gliding toward msaturity,
"ﬁhought]ess of that period of remorseless insight, when all
these delicate warmths should seem frigid to him, snd he should
madly.demand more ardent fires." Two paragraphs later: "Pierre
little foresaw that this world hath & secret deeper than beauty,
and Life some burdens heavier than death." By this foreshadow-
ing the movement of the novel from innocence to experience,
already a very common theme, falters under the added weight of
the foreknowledge of what rmust happen,

The consciousness of the narrator does serve to "alienate"
the reader from the narrative and thus provide for the ambiguity
which plays so large a role in_the novel., Nevertheless, at times
the ambiguity suffers, for the narrative comments destroy that
waich they are to create by emphasizing the double vision. Th
story tends to become rational rather than metaphoric as the
narrator presents philosophy rather than dramatic activity.
Molville had this problem in Mardi as well, but there‘it was not
hermed in by a closed structure like in Pierre, for there the
plot i3 carried by the events of the voyage through the islands |
of Mardi., TIurthermore, in Mardi Melville had not yet formed .
so dsfined a philosophy as he puts forward in Pierre, for tﬁe
whole book is a voyage of discovery, as he points out in the

chapter called "Sailing On"



17

Oh reader, 1list! I've chartless voyaged. With

compass and the lead we had not found these

Mardian Isles. Those who beldly lgunch, cast off

all cables; and turning from the common breseze,

thatt's fair for all, with their own breath fill

their own sails. . . . But this new wcrld

here sought is stranger far than his wha stretched

his vans from Palos. It is the world of the mind,
In Pierre, however, Melville has a compass, and thus the
"echartlesg voyages" in which he expounds his phileosophy are
extraneous and take the remder awgy from that which is meaning-
ful by its very activity to that which is merely significant.

In an excellent analysis of Melville's refusal to keep

from intruding into the story in Pierre, Charles Feidelson Jr.
states that Melville had really dismissed his hero before he
had even begun the book. He knew beforehand what Pierre was
to find ocut in bitter agony. "If the Melville of Mardi is
not yet sure what he means by "significance,” thcugh he
strongly suspects what it will entail, the Melville of Pierre
knows all too well,“lj Knowing the significarnce entails losing
the "meening', for significance belongs to rational knowledge,
which is static and forms a point of comparison or even an
absolute standard., This is, of course, what Pierre seeks, but
cannot find, He attembts to find it through introspection,
which, rather than leadingbhim to something that shall become
a standard upon which he can come to base his life's activity,

leads him to a bottomless centinuum in which he loses himself

rather than finding himself. In writing the story, Melville

is but another Pierre, for he also cannot leave the introapection

in wrich he buries his hero. The difference is that Melville
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knows from the beginning that he will find nothing in Pierre,
end he becomes contemptuous of him, and finally dismisses him
just as Pierre digmisses his hero:

"Cast thy eye in there on Vivia; tell me

why those four 1limbs should be clapped in a
dismal jall-~day out, and day in--week out,
week in--month out, month in--and himgelf the
voluntary jailer! Is this the end of Philosophy?
This the larger, and spiritual 1life? This your
boasted empyrean? Is it for this that a man
should grow wise, and leave off his mogt excellent
and calumniated folly?®
"1Whence flow the panegyrical melodies that precede the march
of these heroes?'" asks Pierre. "!'From what but from a
sounding brass and a tinklinz cymbel'"™ (XXII. 3).

Feidelson points out that here Melville is not only
contemptucus of his hero, but in writing of his hero the way
he does, Melville shows that '"he is really contemptuous of
literary form in general.,"

He is not satisfied . . . to disappoint conventional

expectations and thus toc suggest the "creamy chaos”

from which all form emerges; he must devise a prep-

osterous story, so patently absurd that it casts

doubt even on the serious use he would make of

symbols. If the style of Pierre is grotesque--by

turns mawkish, pretentious, and eccentric--it is the

style of an author who suspects from the beginning

what his hero difﬁovers in the end, that all literature

is meretricious.
In Mardi Melville had been careless of form, but there he had .
been searching for that which would give form to his work.
Here Melville is also careless, but now it is out of scorn
for what that form will reveal. Melville is not interested in
revealing-~he just wants to tell., He points to two modes of
revelation in literature, but then denies both:

Among the various conflicting modes of writing
history, there would scem to be twe grand
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practical distinctions, under which all the

rost must subordinately range. By the one

mode, all contemporeneous circumstances, facts,

end events must be set down contemporaneousliy;

by the other, they are only to be set down as the

general stream of the narrative shall dictate;

for matters which are kindred in time, may be very

irrelative, in themselves. I elect neither of

these; 1 am careless of either; both are well

enough in their way; I write precisely as I please. (XVII. 1)
A8 a conseguence of Melville's carelessness we do not know
that Pierre is a writer until after Melville can not carry
the action of Pierre and Isabel any further, so that he is forced
to shift the direction of the development drastically in order
to continue to depict Pierre's drive toward disillusionment.
It aimost seems that Melville determines to cast Pierre as =&
writer only after Isabel fails as a centre for creative activity
in the novel, It is also this attitude that causes him to re-
nounce all compunctions sbout narrative style in parodying
man's search for truth. Describing the inhabitants of the
church of the Apostles he writes,

Often groping in vain in their pockets, they can

not but give in to the Descertian vortices: while

the abundance of leisure in their sttics (physical

and figurative), unite with the leisure in their

stomachs, to fit them in an eminent degree for that

undivided attention indispensable to the proper

digesting of the sublimated Categories of Kant;

especially as Kant (can't) is the one great palpable

fect in their pervadingly impalpable lives, (XIX. 1)

This carelessness also leads Melville to deny by his
structure and tone what he affirms with his words discursively.
At the very end of Pierre's tortured attempts to write, one
day, in a semi-conscious state Pierre sees the myth of Encelacus'

attempts to scale the Mount of Titans., In his explication of
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the myth, the narrator points but that "whoso storms the sky
gives best proof he came from thither" (XXV. 5), thus giving
the promise of the truth of the defeat of death through end-
lsss striving. This, however, is undercut by the very manner
in which the myth is recounted, for the myth only functions
discursively~--it has nc import beyond its -one-dimensional sign-
ificance which states that Pierre will never achieve hlis task.
The same holds true for the dream about the amaranth and the
catnip, This becomes perfectly static, for Mslville supplies
the comparison which freezes metaphor into allegory. "The cat~
nip éhd the amaranth!" says the narrator,”--man's earthly
household peace, and the ever encroaching appetite for God"
(XXV. L),

As soon as Pierre has affirmed Isabel, she becomes a
static sign as well. At the bepginning of the novel Isabel
is clearly presented as the congruence of Pierre's active, sub=-
jective conception and his affections, and asg suéh she is pare
of the development of Pierre that is inherent in him from the
beginning. However, when her role as object of development in
Pierre's experience is finished, by Pierre's renouncing Saddle
Me adows and.affirming her, she becomes an individual entirely
divorced from the activity of Pierre's search for truth.
Though this may correspond to our normal, rational experience.
in which desired objects lose their attraction as they are
attsined, 3t is hardly consistent in the novel, In ths narration

of her peast she tells Pierre that her actions are entirely

spontaneous, governed by ferces beyond her control:
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I nhave had no training of any sort. All my thoughts

well up in me; I know not whether they pertain to the

old bewilderings or not; but as they are, they are,

and I can not alter them, for I have nothing to do

with putting them in my mind, and I never affect any

thoughts, and I never sduiterate any thoughts; but

when 1 speak, think -forth from the tongue, speech

being sometimes before the thought; so, often, my own

tongue teaches me new things., (VI. 5) '
Whexn Lucy sppears at the Apostles, howsver, Isabel becomes a
schieming, jealous shrew, intent on proving her superiority over
tuey by demanding Pierre's attentions. Again, though this may
be realistic, the fault within the book is made obvious by a
compariscn of Iucy and Isabel., The roles of mythical and
rational person are reversed., Though Lucy's appearance in the
city is not rationally expected, yet it is true to netaphorical
expsrience, for Lucy appears at a time when Pierre must find an
alternative to the 1life ne is leading. Lucy supplies this, Dby
arriving to f£ill that need, first by providing an outlook rfor
sarning money, and secondly, by providing the possibility ol &
partial return to the physical world,'thereby supplying one poie
cf that duality which pervadés his experience. This, however,
sete the shortcoming of Isabel's person within the novel inte
sharp contrast, and thus Isabel's loss of mythic power is
fully revealed, As Isabels activity becomes openly conscious,
she fails %o the level of overt allegory within the story, thereby
also forecing Lucy into the same role. Melville goes so far as
‘to cell them good and bad angels.

Tronically Lucy's heavenly influence is most closely

agsneintd with the very earthly influence which finally lesads

to Pierre's complete negation of everything earthly snd heavenly
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as well. 'Luacy or God?" had been his question earlier., With the
negation of God now though, Lucy is not the only factor te
enter hig life; with her come Glendinning Stanley and Frederic
Tartaen, and in them Pierre sees his final escape from the rocky
priscn of his dimensionless soul caught in the barrenness of the
poles to which he has followed his inner compass,

When these things now swam before him: when he thought

of all the ambipuitiss which hemmed him in; the stony

walls all round that he could not overleap . . . the

last lingering hope of heappiness licked up from him

&s by flames of fire, and his one only prospect a

bplack and bottomless gulf of guilt, upon whose verge

he imminently teetered every hour;-- then the utmost

nate of Glen and Frederic were jubilantly welcome

¢ %0 him, (XXV, 2)

Pierre has reached the end. "Murders are dbne by maniacs; but
the earnest thoughts of murder, these are the collected des~
peradoes., Tlerre was guch; fate, or what you will, had made him
such, But such he was" (XXV. 2). Pierre murders the two and
then gives himself up to prison, where he takes his own life,
along with that of the two women. The book ends in complete.
negation: "For book nor author of the book, hath any gequel"
(Xx¥I. 6)., TIssebel's assertion "It is embiguous still" is un=~
convincing becesuse the ambiguity is only rational, not metaphoric.
Melville hag shown conclusively that life cannot abide the truth
that he finds in his own soul--especially if that truth is that
there is no truth. Pierre ends with nothing. Joseph K. in
The Trial also ends with nothing, but he lifts up his hands be-
conge he has something to say st the moment cof his death.
Jogeph K, is ready to "enter the great University of God.”

Piocrre will never gradvated f{rom the rocky prison in which he

* .
dles,



CONCLUSION

Both Pierre or, The Ambiguities and The Trial end in

gimiler situations of suicide-murder. As though Pierre realizes
that he cannot live any longer, but that he also cannot take his
own life, he determines to have himself killed by the law of

the outer world with which his entire existence is now in conflict.

By killing "rederic Tartan and Glen Stanley he acts out of a

sense of desperation; the murder is his only way out of the
dilemma, As Pierre goes to meet his death in the persons of

Glen and Fred, he is met by people who affirm life. He

E
E

passes "haughty-rolling carriages, and proud-rustling promen-
aders, both men and women" (XXVI. 5), but he is not attracted

to any of these, for his experience tells him that the "streams
of glossy, shawled, or broadcloth life” as they brush past each
other in two opposing avenues are but "long, resplendent, droop-
ing trains of rival peacocks," He has learned Sclomon's lesson
that "all ig venity and vexation of spirit," and he is not detracteu
from hig destiny of death in a stony prison., Even in prison he
looks forwerd to the judge's sentence, 'Hung by the neck till
thou be dead,” When Isabel comes to.visit him, she recognizes
that the responsibility is not really her brother's, and that he
does not really deserve to be Imng, so she attempts to take the
responsibility herself., ‘“Not thou art the murderer," she says,
"but thy sister hath murdered thee' (XXVI. 6). The cry, however,
does not resclve the problem of whether Pierro or the world is

15z
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responsible for his inevitable death. But the cry does reveal
to Lucy the true mlxtionship of Pierre to Isabel. Her collapse
does not Solve the problem of responsibility, but it does force
Pierre tc see even more clearly his dilemma. ﬁealizing that a
golution is bsyond all hope, he tears the drug from Isabel's
bresast,

Joseph K.'s death presents the same problem. Like Pierre,
K. knows that he has no choice but to die, yet he is unable to
teke his life without the assistance of others. On the way to
his execution he also meets the life which he haé found invalia,
but he also turns from it. "He followed the direction taken by
the girl ahead of him," says Kafka,”not that he wanted to over-
take her or to keep her in sight as long as possible, but only
that s might not forget the lesson shs had brought into his
mind" {(p., 282). The eppearance of Fraulein Blrstner has the same
effect on XK. as the final collapse of Lucy has on Pierre, and
thus he moves on toward his death within t©he stone quarry. The
physical site of his death is as lifeles:z as is Pierre's. As
he is held down in the quarry, the same questions about the
responsibility of his death trouble him as those that appear

o

in Yierre:

Onces more the odious courtesies began, the first
handed the knife across to the second, who handed
it across K. back again to the first., ¥, now per-
ceived dlesrly that he was snpposed to ssize the
knife himselfl, as it traveled from hond to nend
above him, and plunge it into his own breast. But
ke did not do 80, he merely turned his head, whicin
woa 8till free to move, and pezed around nim. He
could not completely rise to the occasion, he could
not reiieve the olficials of all their tasks; the
responsibility for this last failure of his lay with
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him who had not left him the remnant of strength
neceasary for the deed. (p. 285)
In the and} Pierre doés kill himself. K. cannot. He leaves
the final task to £hose who have made life within the physical
bodyAimPOSSible.

Not only the end, but the whole progression of the two
gtories is somewhat similar, Melville'ls book begins wifh a very
conventional setting, which is seconded by the pastoral tradition
and the Christian values. As the work progresses, this convention
is showm to bé insufficient becasue it fails to meet the demands
that are placed on it %y the personal necegsities of the hero,
The conventions are gradually shown to be not only insufficient,
but morally evil, for they deny ' the necessities of life to those
whe do not fit into the established patterns of society. Mrs.
Glendinning and the reverend Falsgrave legislate against both
Delly Ulver and Isabel in order to maintain that 1life which
they have established for themselves. They live.by excluding
that which is foreign to their rational minds. Pierre's felicity
with his mother is possible only as long as he does not affirm
what she excludes. He must even hide the picture of his father
which portrays a reality beyond that which Mrs. Glendinning has
experienced in her marriage to him, In refusing the portrait,
she already refuseg Isabel the right of existence. Pierre attgﬁpts
to affirmi life as he finds it. If Isabel is his sister he rec-
ognizes a responsibility toward her which he must carry out
regardless of the consequences. In thus giving the lie to the
world he places himself outside the only possaibility of human

gsoclal existence, and thus he rust {finally die.
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The same progression tékes place in The Trial. Joseph
K. is a normal administrator in a normal bank in a normal city.
He leads a guiet life, which he has carefully ordered between
his business and his private affeirs, Suddenly he experiences
a reality which exists outside the comfortable security which
he nas enjoyed, Like Mrs., Glendinning he attempts to deny the
truth 6f that realtiy by simply excluding it from his conscious-
ness. When this proves impossible, he attempts to fight it
openly, just as Pierre is tempted to do time after time. As
the case progresses, Kafka gradusally reveals that it has social
implications, just as does Plerre!s case, Joseph K, is living
his life at the expense of others, just like Mrs, Glendinning,
Falsgrave, and Glen Stanley. The conflict that exists between
Pierre and his social environment is the conflict that exlsts
between the Court and Joseph K.'s social environment as it is
revealed in K, himself. K. constantly wants to maintain control
over others, to keep his "advantage,“ just as Mrs. Glendinning
wants to maintain her superiority over Lucy and Pierre. Just
&s Jogserh X. threatens to have Kullich, Rabensteiner, and Kaminer
dismissed from the bank for his own advantage, so Pierre's mother
werns him, “"Beware of me, Pierre. 'There lives not that being
in the world of whom thou hast more reéson to beware, so you
continue but a little longer with me" (VII. 2). ﬁradually,
however, the Court wins, just as Pierre triumphs over his mother,
But the more X. is won over by the Court, tiwe more difficult
becomes his physical existence. Like Plerre, the wiser he grows,

the less ure his chances for bread; the more time he spends on
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hisg first defense, the further his mind is drawn away from the
financial intricacies of the Bink., And finally, like Pierre,
he realizes that the true life of the Court is so far removed
from the false life of .the physical existence which he must live
if he is to continue t6 exist, that he has no choice but to die.
The ambiguity of both books is based partially in the
fact that the suthors regBize that the position of their
protagonists is false. Melville knows that Pierre is a fool,
and Kafka knows that the demands of the Court are impossible.
Both authors stend back and secretly laugh that anyone cen be

8¢ naive 25 to even enter into situations within which Pierre

and K. find themselves. Speaking of more than merely the necessity

of experience as well as imagination, the context in which the
following'paragraph appears, lelville says,”There is an infinite
nonsense in the world on all of these matters; hence blame me
not if I contribute my mite. . . . Still, it is pleasant to

chat; for it passes the time ere we go to our beds” (XVIII. 1).

Actually Pierre is rather vain and slow-witted, for, as a youthful

author, he considers seriously having his works published by
such eminent editors as "Wonder and Wen", "Peter Pence" and
"Donald Dundonald,"not realizing that their very names connote
their mediocrity. One reviewer senses the depth of Pierre's

writing well, and he assures readers that Pierre is "blameless

in morsls and harmless throughout.,” When Pierres shows reviews

like this to an elderly literary friend, the friend tells him
"tPierre, this is very high praise, I grant, and you are a sur-

rrisingly young euthor to receive it; but I do not see any crit-
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icisms as yet,'" Pierre naively answers in smazement, "'Criticisms?
+ « « Why, sir, they are all criticisms! I am the idol if the
eritics) '’ (XVII. 1),

Considered as the life of nothing but a conceited
youth, Pierre certainly does show part of the dark sense of
humor that runs through all of Melville's works. The same is
true of Kafka, Brod, for example, draws attention to this aspect
of Kafka in his biography. "When Kafkég;ead aloud himself,
this humor became'particularly clear., Thus, for example, we
friends of his laughed quite immodeTately when he first let wus
hesr the first chapter of 223;2233&. And he himselfl laughed
so much that there were moments when he couldn't read any

further. nd

The fact is that Joseph K. is so naive, so atupid,
that he is funny. This is pointed out in the novel by Franz:
"1See, Willem, he admits that he doesn't know the Law and yet
he claims he is innocent'* (p. 10), 1In the same sense the
Court is funny too-=it takes itself very seriously when it is
really something of no conseaquence. Y'And shall I he punished
for not having come to my own accord?'" Jbseph K. asks the
official who telephones him one day when he has made up his
mind to see Elsa, K. smiles in anticipation of the answer,
which turns out to be negative, just as he had expected,
"1Splendid,'” he says, "'Then what motive could I have for com=-
plying with this sumons?'' (p. 290). The situations of Joseph
K, and Pierre Glendinning ere indeed so utterly impossible of
ever being solved that they are nothing short of ludicrous.

And therein lies the seriousness of Melville and Kafks.
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The ludicrous situations of Pierre and Joseph K. axré-po dlff!rtn%f*

from the ludicrous situation of medern man who hag moved his
centre of reality from the heart to the head. Once the problem
hss been discovered there is no way out; "'All hope abandon,
ye who enter here!'" Meiville qﬁotes from Dante (IX. 2). Nan
has constructed a world in which it is impossible to live; that
worlad éxists, for he can improve it rationally, and he has a
conception of it in his mind--yet his experience forges him
to question it. Once the country doctor gets to his patient,
there is no 1onger eny ﬁ;gblem:

T confirmed what I already knew; the boy was

guite sound, sometning & 1lictle wrong with his

circulation, saturated with coffee by nis

solicitous mother, but sound and best turned
out of bed with a shove. (My emphasis)

When, however, the doctor re-examines the patient, this time
with the assistance of the whinnying of the unearthly horses
to assist him, he discovers the truth.

In his right side, near the hip, was an open
wound as big as the palm of my hand. Rose-red,
in many variations of shade, dark in the hollows,
lighter at the edges, softly granulated, with
irregular clots of blood, open as a surface mine
to the daylisght., That was how 1t looked from 2
distence, But on a closer inspection there was
another complication. . . . Poor boy, you were
psst helping. I had discovered your great wound;
this bplossom in your side was destroying you.

When the doctor is-willing to forgo what he already knows and

to examine the case as it stands in its physical reality, and
in detail, then his previously constructed reality collapses.
Heinz Politzer begins his critical-autobiogrephical

Studyg of Kafka's work with a one-paragraph sketch found in
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Kafka's papers after his death., It reads as follows:

It was very early in the morning, the streets
clean and deserted, I was on my way to the raile
road station. As 1 compared the tower clock

with my watch I realized it was already much

later than I had thought, I had to hurry,

the sghock of this discovery made me feel un-
certain of the way, I was not very well acquainted
with the town as yet, fortunately there was a
policeman nearby, I ren to him and breathlessly

asked him the way. He smiled and said: "From
me you want to learn the way?" 'Ves," I said,
"gince I cannot find it myself." 'Give it up,

give it up,;" said he, and turned away with a great

sween, like someone who wants to be aloue with

his Laugnber. ‘3
Given the sit&gtion where the '"time is out of joint," one may
not attempt to reconcile the two clocks as Plinlimmon's pamphlet

~
on horologicals and chronometricals shows, Plinlirmon draws

this conclusion from his study:

"By inference it follows, also, that he who finding
in himself a chronometrical soul, seeks practically
to force that heavenly time upon the earth; in such
an attempt he can never succeed, with an absolute
snd an essential success. (XIV, 3)

A casual stucdy of Melville and Kafka could not arrive
gt a greaber similarity in these two authors than this--therse
o is no solution to this dichotomy between that which one's mind
tells ona to be true, and that which one experiences to be
true.t The solution, if any, must lie outside the realm of
physicsl possibility, for none of either Kalka's or Melville's
stories which broach the problem end with 2 solution., Though
Taii iz urged to settle on the island of Serenia in Mardi, he
refuses, because for him Yillan still lies ghead, In Moby-Dick

Ishmszel ‘‘oes rot solve the problem, he ornly lives to tell the

tale of /hab's defeat in attempting to vangaish that which gives
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meaning to his life. The Pequod sinks. Pierre dies through a
mirder-suicide. And at the end of hisg 1life Melville writes

one final story, Billy Budd, where the innocent victim is hanged

from a ship's mast. The stories of Kafka end in the same way,.
Georg Bendemann jumps from a bridge in "The Judgment'; Gregor
Samsa gradually fades. to nothing but his shell in "The Meta~
morphosis"; a great iron spike from the torture machine driwves
through the head of the officer in "Tﬁg/Penal Colony"; the
Hunger Artist starves to death,

The obvious comparison would therefore be the death
of Bartleby as he is caught in the Law Offices of Kafka's
Court. Bartleby's sense of alienation is apparently just as
extreme as Joseph K.'s. The narrator feels that the scrivensr

S

ie Y"absolutely alone in the universe, and no communication
seems possible in order to breask this isolation. It is not only
that Bartleby withdraws from the world, but the world also with-
drzws from him., Yhen he refuses to vachte the lawyer's premises,
the lawyer moves, causing Bartleby to be evicted., However, even
here there is ambiguity, for Bartleby chooses not to take part

in the activity of the Law Offices: "I prefer not to," he keeps
repeating. The lawyer's attitude itself is ambivalent. Bruce
Franklin's intergsting study of'”Bartléby” shows how the lawyer's
actions sre lsudable and blameworthy simultaneously. Franklin
introduces his study by an excearpt from Matthew 25 in which Christ
states that the good that men do to the lowest man, that is

done to nim., This is Franklin's interpretation:

A8 the story of Bartleby unfolds, it becomes increas-
ingiy apperent that it is in part a testing ol tais

PR A

mesan-z of Christ, The narrotor’s soul depends rfrom
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his actions toward Bartleby, a mysterious, poor, lonely,
sick stranger who ends his life in prison. Can the nar~
rator, the man of our world, act in terms of Christ's
ethics? The answer is yes and no. The narrator fulfills

the letter of Christ's injunction point by point; he

offers money to the stranger so that he may eat and

drink; he tekes him in, finally offering him not only

his office but also his home; when he sees that he 1is

sick, he attempts to minister to him; he, clone of all

mankind, visits and befriends the stranger in prison.

But he hardly fulfills the spirit of Christ's message.
Indeed, he does not, for he is the cause of Bartleby's death,
So again things are not as they appear. In The Trial the Court
is finally Joseph I.'s salvation, for it frees him from his
existence as a Bank clerk,which is analogous to the position of
the lawyer in "Bartleby," for both positions demand the exploi-
tatien of those beneath them. In the stories, however, the
enalogy is much closer, for both Joseph K. and the lawyer are
confronted with the inexplicable which they attempt to overcome
by rational means. As the stories progress, the situations of
Bertleby 2nd Joseph K. become analogous as K. 1s drawn to tose
Court and Bartleby is taken to prison. In both cases they gain
thelr freedom through imprisonment, for as Franklin shows in
his stndy, the sefivener is modeled after a Hindu "SanZasgsi®

1

whose =asceticism frees him from the cares of the worid;
The situvation zagain is metaphorical rather thén factunally

static. The inherent meaning of the objects is Inown functionally

rather then through their denotation. /nd this constant activity

is brought about by the shaping of the activity by the narrator.

In other words, the story gains life through the revelatory forn

it is given, as the narrator attempts to explain the inexplicable.

Ths "Bartleby' approaches the form of lloby-Dick, where Isihmael

P
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initially attempts to explain the appalling attraction of:the
white whale, but then is himself caught up in the larger. atfempt
of fhab to kill the whale. 1In each case the pure activity of
the content of the story, =s it exists -in the constant shifting
through which meaning is made, takes the story out of the range
of rational systematization and consequent fixatvion. In Kafka,
the narretor igs identical with the protagonist, so that Joseph
K, himself shapes his own story, thereby revealing his whole
vorld of activity. In the end he not only gains freedom from
the confining physical world of the bank, but he also gains frese-
dom Through, the “ranscendance ot factual knowledge, which is
static, by entering the ongoing activity of metaphorical know-
ledge which constantly generates meaning.
Fafka and Melviile both achieve what Babbslanjs’s mentor,

Lombardo, finds through the progressicn of his own book:

When Lombardo set about his work, he knew not what

it would become. He did not build himself in with

vlans; he wrote right on; - and so doing, got deeper

and deeper into himself; and like a resolute traveler,

plunging through baffling woods, at last was rewarded

for nig toils., "In good time," saith he, in his auto-

biogrevhy, "I came out into a serene, sunny ravishing

region; full of sweet scents, singing birds, wild

plaints, roguish laughs, prophetic voices., Here we

are st lask, the," he cried; "I have created the

creetive.”
By setting up the constant battle of opposites they go through
the turbulence of the conflict and reach the calm where the
sntaconistic forces create the sltillness by cancelling each other
out., It is as if the full weight of meaning is held aloft by

as forces working against each other, In lielville the

conatont tension between opposites is emphasized time after
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time, especially with referenceé to the contraries aof Ismd
end sea, which are basic to lichy-Dick. The theme abpééis as
the basis of Melville's théory at the end of Pierre, where it
is forced into the context of the narrower imagery of this
more overt novel:

Oh., seems to me, there should be two ceaseless
steeds for a bold man to ride,--the Land and the
Ses;. pnd like circus-men we should never -dismount,
but only be steadied and rested by leaping from one
to the other, while still, side by side, they both
race round the sun, (X%{VI, 1)

Melville propounds this as his aesthetic theory in a poem, "Art.®

In placid hours well pleased we dream
Cf many a brave unbodied scheme,.

But form to lend, pulsed life create,
What unlike things must meet and mate,.
A flame to melt--a wind to freeze;

Sad patience--joyous energies;
Humility--yet pride and scorn;
Instinct and study; love and hate;
Audacity~-reverence. These must mate,
And fuse with Jacob's mystic heagrt,

To wrestle with the angel--irt,”’

This balancing of contraries-is also a chief concern in
Kafka's art; it is his way of "breaking the frozen sea.” His
goal is to ascend to an arbitrating position over the antagonistic
forces, as he describes in a small sketch which is quoted by
Emrich.

Ye has two opponents. The first one harries him from
the resr and has been doing so ever since the very
beginning. The second blecks his passage forward.

fle battles with both. Actually the first one assists
him in his battle with the second one, for he wants
to push him forward; and, likewise, the second one
assists him in his battle with the first one, for he,
of course, is thrusting him back, But it is only .
theoretically that way. For, sfter all, not only the
two onponents are there, but he himself is there too;
snd whe really knows what his intentions are? Yet,
all the same, it 1s his dream that at some time, at
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an unguarded moment--that of course requires a blacker

night than has ever yet existed--he will leap forth

out of the fishting line and beczuse of his combat

experience will be elevated to the position of judge

over hig opponénts who are battleing with one

another.
The artist is this arbitrator, he judges over the life forces
which hold man in thrall., Thus Titorelli is presented as the
redsemer of Joseph K. in the deleted vision from the unfinished

aVad ’
chapter, "The House." Art is the harnessing, through form, of
the contraries in order to "created the creative."”

And art which achieves this union is metaphoric, . for

where objects are static in their denoteation, there can be

: s
no force which generates msaning out of & shifting reality

ﬁhich is constantly being created anew. Hence the concern with
death in Melville and Kafka. Death itself becomes a necessity
for affirmation, for where nothing dissolves there can be no
life, This is Melville's argument against the old world aris-
teocracy at the beginning of Pierre. In contrast to the old
hougses of Europe, families in America's democracy correspond

to the truth of nature, "for the most mighty of nature's laws
ig this, that out of Death she brings life." This is true in
art ag wsell as in nature. Repeating the assertions made in the
first chapter of this essay, we see that in metaphorical writing
vords lose their denotative meaning as they fall into relation-
ships witn other words in order to create a meaning which is
ormed by tihe total congruence which is larger than the sum of
the parts and which cemnnot be analysed by examining the denota-
tions of the individual words,

Ir the works of Kafka and Melville then, the basic
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metaphorical structure provides for the conception of meaning
through a process that extends from individual words right
through to the content of experience that transcends the indiv-
idual works. Thus the sinking of the Pequod is an affirmation
of life, a truth preseﬂted by the image of the coffin of
Queequeg shooting up to become Ishmael's salvation. Similarly
the dggxh of Joseph K. in the fragment "A Dreém" permits his
transcendance as the artist is freed to transcribe his name onto
the stone with flourishing strokes.

This is the affirmation that lielville makes at the
conclusion of Ciarel, the long poen in which he attempts to reveal
the wisdom that he has galined in life., Here he affirms the
heart over the head once again, for it is the heart which enters
the experience of the indestructibility of man, as opposed to
the head wnich circumscribes man's existence in the fixed systems
of rationral thought.

Thenkeep thy heart, though yet but ill-resigned--
Clarel, thy heart, the issues there but mind;
That like the crocus budding thrpugh the snow--
That like a swimmer rising from the deep--

That like a burning secret which doth go

Bven from the bosom that would hoard and keep;

Emerge thou mayst from the last whelming sea,

And prove that desath but routs life into victory.ll
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- ““Cassirer, pp. 17-18,
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2l1p1d., p. 57.

221pid., p. 14

231bid., p. 33.

e 2)'LBar'field restricts “true" metaphor to the conscious reflective
and creative process of man overcoming rational reality. Since

the primitive "metaphor'" arose out of an unconscious process,

it camnmot be termed "metaphor.®

T 25Cassirer, pp. 95-96.
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°Tibia., p. 85.
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31"Cass:‘mer, pp. 25=26.
35parrield, p. 1hl.
361p3a., p. 101.
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uuﬁnd in so far ss science is based on creative hypotheses,
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are the unacknowledged legislators of the world" as well as the
o modern sgcientist, who, in conceiving a certain reality, is
truly a poet--and even more truly a legislator of the world,
for he literally does create the world of the layman's perception.
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poetry in Erliuterunzen zv H8lderlins Pichtung (Frankfurt/Main,
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papsrback ed., iew York, 1959}, p. 2o.
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“exzo" is the awareness of the self as a vital being, actively
relating with the world, "Ego" for him is metaphorical, nov
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rational. For both Foss and Barfield that which is the product of
reason and self-consciousness, rather than the active, non-reilec-
tive assertion of life, is a denial of man's humanity.
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CHAPTER II

leranz Kafka: A Critical Study of His Writings, trans.,
Sheema Zeben Buehne (New York, 1968), p. 20.
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“Ernst Haeckel, author of the radical, materialistic Riddles
of the Universe,

3Emrich, pp. 26-27.

uMartin Greenberg, The Terror of Art: Franz Kafka and Mocdern
Literature (MNew York, 1965), p. 36

5Emrich, r. 27.

6Erzéhlungen, pp. 48-49.

"You are going away again, you rascal?' he asked, resting
upon his legs spread wide over two steps.
"What am I to do?" I said, "Now I have had a ghost in my room.”
“You mention that with the same irritation as if you had
found & hair in your soup.”
"You're joking., But note this yourself, a ghost is a ghost.”
"Very true. But how about if one doesn't even believe in
ghosts?"
"Well, then do you think I believe in ghosts? But what dJoes
the refusal to believe help me?"

7Emrich, p. 31.
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Max Brod, ranz Kafka: A Biography, 2nd ed., trans.,
G. Humphrey Roberts snd Richard Winston (¥ew York, 1960), p. 23C.
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reccenized and presented in a clear picture the immanent laws of
our social and personal reelity. Thus he is the most problen-
atic end shocking writer for a2ll those who are more or less uncoi-
geicuuly or non-critically emmeshed in these laws, or even icentily
themselves with them. These people must experience the unavoid-
able shock that Franz Kafka reveals the truth of reality, the
truth that is nevertheless s0 unbearsble that their consciousness
muat bar itsell against it and crowd it into the dungeon of

the forbidden, the ghastly, the horrible, the irrational or

even the perversely decadent,

Franz Kafka is the only writer of our century who has criticzliy
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128pich Heller, The Disinherited Mind (New York, 1957), r. 206.




173

13prenz Kafka, The Trial, trans., Willa and Edwin Mair (New York,
1956),p. 3. Unless stated, all quotations will be taken from this
edition. '

l)"El&bove, p. 27.
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Dearest Father, p. 39. Reflection Shx -
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231pid,, p. 363.
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single edition,




7L

3ne Letters of Herman Melville, eds., Merrel R. Davis and
Willism 4. Gilman (lew Haven, 1960), p. 1L46. ’

uHerman Melville, Selected Tales end Poems, ed.,, Richard Chase
(paperback, iiew fYork, 1950), p. 213.

SMobx--])ick, ch. zevi,
f sbove, p. 27ff.

7The Viike of the Gods: Melville's Mythology {Stanford, 1963),
pp. 110-119G,

A 8

The radical shifts from extreme to extreme in Pierre follow

the pattern of mythical thought, which operates in totalities of

experience, as Cassirer shows (Language and Myth, pp. 57-58),
When Kant defined '"reality" as any content of empirical
intuition which follcws general laws and thus takes-its
place in the 'context of experience," he gave an exhaustive
definition of the concept of reality in the canons. ofl
discursive thought. But mythic ideation &nd primitive
verbal conception recognized no such "context of exper-
ience.". . . The process of apprehension aims not at an
expansion, éxtension, universalizing of the content, but
rather st its highest intensification . . . .7All other
things are lost to & mind thus enthralled; all bridges
between the concrete datum and the systematized totality
of experience are broken; only the present reality, as
mythic or linguistic conception stresses and shepes it,
fills the entire subjective rezlm. So this one content
of experience must reign over practically the whole exper-
jential world, There is nothing beside or beyond it whereby
it cculd be measured or to which it could be compared;
its mere presence is the sum of all Being.

9‘*'Isabel" is a variant of "Jezebel," the wicked, idolatrous
wife of King Ahsb in the Bible

10The story appeared as a re-publication in the May, 1651
edition of ‘The Dollar Ilagazine. Melville wrote Hawthorne at
the beginning of June, "By the way, in the last 'Dollar Magazine!
I read 'The Unperdonable Sin.' He was a sad fellow that Ethan
Brand. I hsave no doubt you are by this time responsible for many
a shake and tremor of the tribe of general readers.'
/” The ifelville Loz, I, 41l1l-412,

Wyatnaniel Hdawthorne, Selected Tales and Sketches (paperback,
Y¥ew York, 1950), pp. 313-31lL.

12charles Olson, Call Me Ishmael (San Fransiseo, 1947), b, 102,

. 13Symbollsm and American Literature, p. 185

Wrpida., o, 201.
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Loranz Kafka: A Biography, p. 178.

2oranz Kaflia: Parable snd Papadox, 2nd. ed., (Ithaca, 1966), p.

3Frinted in Description of & Struggle, p. 201.

hIt should now be clear that this is not the same as the
difference between "ideal® and '"real', for here both aspects are
real, The problem is much deeper, snd all I have been able to
do in this paper is to present part of it, hoping that it may lead
to further study.

S”Bartleby the Scrivener," Selected Tales and Poems, p. 116,
6The Wake of the Gods,pp. 127-128.

"1bid., pp. 135-136.

& . X e in
Mgrdi: emd a Voyage Thither, ch, clxxx,

Y3elected Tales and Poems, p. L11.

.
Uy b K
*Mopanz Galka, pe The
11, ‘o T8 et . - - ) -
Cilarel: 1 Poem and Pilorimage in thé Holy Land, ed., Walter
E. Bezangon (.ew York, 1960C), IV, xxzv,
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