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PREFACE

Actual and metaphorical deaths recur frequently in

Twain's Huckleberry Finn. However, the patterns of these

death incidents are not so easily deciphered as one might
expect, for while there are indeed many deaths in Huckle-

berry Finn, to study every one in detail would not

necessarily prove that death itself is an important motif
in the work. When one examines the circumstances sur-
rounding these deaths, however, a number of distinct and
rather curious, even bizarre, patterns appear. It seems

that a surprising number of deaths in Huckleberry Finn are

accompanied by superstitious ritual, grotesque social pro-
tocol, and/or graphic demonstrations of the awesome power of
natural forces. These deaths assume many forms; some are
human demises, some are non-human expirations, and many are
purely figurative "deaths."

The theory posited here is not entirely new, nor is it
without critical precedent and support. Richard P. Adams, in

his "Introduction to Mark Twain" in American Literary Masters,

sees the pattern of death and rebirth as the largest struc-

tural element in Huckleberry Finn. Bernard DeVoto, in Mark

Twain at Work, recognizes the death imagery in Huckleberry

Finn as evidence of Twain's death-oriented thinking and

observes that additional critical research must be conducted

"to determine why death, the images and humors and disgusts
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of death, the fear of death, and the threat of death colored
his phantasy from childhood on."

Sclected death-incidents in Twain's life which might
have influenced his art will be mentioned in this study, but
the major focus will be upon an examination of and evaluation

of recurrent decath patterns in Huckleberry Finn, based on a

Jungian archetypal critical approach. Through these pat-
terns, the rcader will see that the decath motif contributes
toward the development of character, theme and structure in
the work.

An 1ntroductory chapter defines and discusses the
critical terms (Jungian) used in this investigation. After a
brief study of Mark Twain's éxperiences with death, Huck's
rclationship with his father, including that relationship's
Oedipal implications, will be explored. The next chapter
attempts to clarify Huck's actions and feelings within the
framework of the Jungian archetype of initiation. The two
following chapters deal with deaths, both non-human and human,
and how they contribute to the overall pattern of death in

Huckleberry Finn.

I would like to thank Dr. Gary Blecker, my thesis ad-
visor, Dr. Richard Keller, my second reader, and Dr. Charles
Walton, Chairman of the English Department for their assis-
tance 1n the writing of this thesis. My thanks must go, also,

to Dr. Joseph L. Henderson for clarifying several points from

his works.
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Chapter I

HUCKLEBERRY FINN AND THE JUNGIAN

ARCHETYPE OF DEATH

The Jungian concept most heavily drawn upon here is
that of the '"collective unconscious" and its "archetypes."”

In his essay, "Archetypes of the Collective Unconscious,"

Carl Jung outlines thils concept:

A more or less superficial layer of the unconscious 1is
undoubtedly personal. I call it the personal uncon-
scious. But this personal unconscious rests upon a
decper layer, which does not derive from personal ex-
perience and is not a personal acquisition but 1is inborn.
This deeper layer I call the collective unconscious. I
have chosen the term "collective" because this part of
the unconscious 1s not individual but universal; in
contrast to the personal psyche, 1t has contents and
modes of behavior that are more or less the same every-
where and in all individuals. It is, in other words,
identical in all men and thus constitutes a common
psychic substrate of a suprapersonal nature which is
present in every one of us.

Jung claborates on this concept in explaining his thecory of
archetypes, that 1s, those components of the collective un-
consclous which are indirectly discernable on a conscious

level:

Psychic existence can be recognized only by the presence
of contents that are capable of consciousncss. We can

) lCarl Jung, The Archetvypes and the Collective Uncon-
scious, pp. 3-4.
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therefore speak of an unconscious only insofar as we are
able to dcmonstrate its contents. The contents of the
personal unconscious are chiefly the feeling-toned com-
plcxes, as they are called; they constitute the personal
and private side of psychic life. The contents of the
collective unconscious, on the other hand, are known as
archetypcs.2

Jung explains that the term "archetype" appears many times in
ancient writings, usually referring to things that are un-
created and unchénging. Archetypes are, according to Jung,
primordial, universal images which have existed sincé
earliest prehistory. These archetypes manifest themselves

in "primitive tribal lore," often in the form of "esoteric

teachings," and also in fairy tales and myths.3 Here, as in
tribal tcachings, the forms have been handed down through
long periods of time and have been changed into conscious
formulae. In short, archetypes reveal themselves only
through modified, elaborated representations. The archetype,
Jung states, is essentially an unconscious entity which 1is
modified in the process of becoming conscious and perceived,
and i1t takes its shading from that particular mind in which

it appears.u

2Jung, The Archetyvpes and the Collective Unconscious,

p. 4.

3Jung, The Archctypes and the Collective Unconscious,
pp. 4-5.

uJung, The Archetypes and the Collective Unconscious,

Ps 5.



Jung defines these modified representations as sym-

bols:
What we call a symbol is a term, a name, or even a pic-
ture that may be familiar in daily life, yet that
possesses specific connotations in addition to its con-
ventional and obvious meaning. It implies something
vague, unknown, or hidden {rom us.
Jung stresses that a symbol must possess an unconscious
significance; it must suggest an idea whose meaning 1s not
totally comprehensible. "Thus a word or an image 1s sym-
bolic when it implies something more than its obvious and
immediate meaning. It has a wider 'unconscious' aspect that

6

i1s never precisely defined or fully explained." Jung admits
that the difference between something appearing symbolic or
not often rests with the individual interpreter. That is,
whether a thing is a symbol depends to some extent upon the
point-of-view of the person examining it. Furthermore, one
must view a given fact not mercly as 1its superficial self,
but as a represcntation of something yet unknown.7

This awarcencss of the symbolic significance of con-
scious facts, concepts and situations provides the key to

archetypal interpretation. But one must regard such an aware-

ness, no matter how Keen it might seem, as only partially

5Jung, "Approaching the Unconscious," in Man and his
Symbols, p. 20.

6Jung, “"Approaching the Unconscious,'" in Man and his
Symbols, pp. 20-21.

7

Jung, Psychological Types, p. 474.
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effectivélat best when dealing with the essential mystery of
the collective unconscious. Jung acknowledges that since
archetypal manifestations draw their meaning from the un-
conscious it 1s impossible to say exactly what they mean.
‘One can circumscribe and give an "approximate description"
of the archetypal meaning, but the ultimate meaning will, by
definition, always elude precise evaluation by the con-
scious mind. It is, therefore, possible for one to produce
something which does not seem at all symbolic to oneself,
but very much so to someone clse.8

He admits, in other words, that symbolic interpreta-
tion of facts cannot be undertaken with any guarantece of
one hundred percent accuracy. This should be obvious, at
least when Jung's concepts are applied to literary interpre-
tation, which is itself a somewhat inexact undertaking.

Archetypal literary criticism is in part subjective,
even within i1ts own framework of rules and concepts which
must be accepted as valid, if only for argument's sake.
Therefore, if another reader sees the possibility of symbolic
meaning in some particular aspect of the work, even if his
interpretation seems totally unique and subjective, this does
not necessarily negate the validity of that reader's Jjudg-

ment. To be sure, Jung cautions hils reader not to confuse an

archetype, which 1s universal, with its possible symbolic

8Jung, Psychological Types, p. 475.
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conscious representations,” a distinction which is not always
clearly drawn.
Jung acknowledges that the archetypes can never be

completely known or understood.lo Therefore, whenever a

ritual of some sort accompanies a death in Huckleberry Finn

(and one usually does), one should admit the possibility of
archetypal content. This ritual might even take the form of
some dramatic natural phenomenon, such as a sunrise or

thunderstorm.

Before rcaching the first page of text in Huckleberry

Finn, the reader 1s confronted with the following NOTICE:

"Persons attempting to find a motive in this narrative will
be prosecuted; persons attempting to find a moral in it will
be banished; persons attempting to find a plot in it will be

shot." 11

Jung states that tribal lore 1is always "sacred and
dangerous." It contains, as do religions, "a revealed know-

ledge that was originally hidden," and reveals these "secrets

9Jung, The Archetypes and the Collective Unconscious,

P. 7.

lOJung, The Archetypes and the Collective Unconscious,
p. 160.

1ljamlin Hill and Walter Blair, ed., The Art of Huckle-
berry Finn, p. 25. This work contains the facsimile text
of Hucklcberry Finn (first American edition, 1885). Here-

after, pages from this work appear in the text in paren-
theses.




of the soul in glorious images."12 The above quote from

Huckleberry Finn illustrates the "danger" presented by its

creator to those daring to attempt a revelation of its
secrets. Whether this warning links the work with the
esoteric teachings discussed by Jung is difficult to prove,

but there can be little argument that Huckleberry Finn en-

Joys a status something akin to the sacred in many liter-
ary schools of thinking, especially in America.

Since Huck Finn tells his story in his own way, one
might argue that to deal with death on a "symbolic” level in

Huckleberry Finn would be to risk reading too much into

Huck's narrative. One possible answer to this might be that
Huck himself could not be expected to write in truly symbolic
terms, at least on any sophisticated level, since to do so
would be to violate the believability of Huck's character.

To have Huck speak in more than subliminal terms about scenes
such as the dead man in the house or the wrecked steamboat
would only result in the destruction of an otherwise con-
sistent character treatment, although Huck does manage to

squeecze many commonplace "figures of speech" into his prose

12 . .
Jung, The Archetypes and the Collective Unconscious,

p. 5.. This paper will attempt to reveal a pattern behind the
"glorious images'" in Huckleberry Finn, within the context of
death 1magery. Rather than compromisc the focus of this study,
refercnces to Jungian archetypal precedents (as found in myths,
dreams, ancient and primitive rituals) will be limited to

those which conform most readily and clearly to the subject
at hand.




that use "dcath" or "kill." Therefore, while reading

Huckleberry Finn, one must watch for unconscious revela-

tions from Huck through the recurring patterns of certain
keywords, such as "death"” and "kill." This results in a
tantalizing ambiguity which invites speculation and in-

vestigation of the kind undertaken in this paper.



Chapter II

MARK TWAIN, DEATH, AND HUCKLEBERRY FINN

While this thesis 1s not an attempt at litcrary psy-
choanalysis, 1t would be 1gnoring the obvious to overlook
Twaln's expericnces with death, especially in his youth, that
had an undeniably profound cffect upon his mind. Many
critics have explored this area, Coleman 0. Parsons, Henry
Nash Smith, Leslie Fiedler, Bernaord DeVoto, William Spenge-
mann, and Dixon ‘n’ccto_rl3 among them.

Coleman O. Parsons describes Mark Twain as "Alter-
nately a crony of death and a playboy of life. . . . Each
mood was a safeoty valve for something suppressed by its
opposito."l“ Parsons reveals a strong parallel betwecen
Twain's mental duality of life-force and dcath-force re-
sulting in a similar litecrary duality which will be examined

later. Certain events in Twain's life, pertinent to this

study, should therefore be examined at this point.

l)COlemun 0. Parsons, '"ihe Devil and Samuecl Clemens;"
Henry Nash Smith, Mark Twaint The Development of a Mriter;
Leslice iiedler, Love and Death in the American Novel; Bernard
DeVoto, Mark Twain at Work; wWwilliam Spengemann, Mark Twain
and the Dackwoods Angel; Dixon Wecter, Sam Clcmens of
Hannibal.

!
l‘Par‘sons, p. 582,



In "The Devil and Samucl Clemens," Parsons cxplores
some of the more significant aspects of Twain's death
oricntation. Twain was haunted, contends Parsons, by fcel-
ings of guilt resulting from his relationship with his bro-
ther Henry and his mother. Apparently, Henry was always the
mother's favorite son; at lecast Sam Clemens felt this was the
case. Capable of instilling deep feelings of guilt in whom-
cver she wished, Jane Clemens succceded in giving Sam a
profound hatred for his brother Henry.l5

This hatred, Parsons argues, '"is much more significant

16

than the usual fraternal animosities." He points out that
while Ilenry depended on Sam for protcction, the older bro-
ther repeatedly betrayed this trust. Sam constantly sought
to torment his brother and to discredit him in the cyes of
the family. The main reason for Sam's hostility toward
Henry was that Henry was simply too good, a "moral prig.

« « « Without being vicious, Henry had a way of tattling,

of capitalizing on his mother's preference, of letting the
blame fall on Som's head."17 Twain revealed Henry's impres-

sion on hils memory when he later admitted that Henry was the

original for Sid in Tom Sawyer, insisting that his brother

15, rsons 5g-
arsons, p. 5073,

lGParsons, p. 583.

l7Parsons, p. 58L.
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was "a very much finer and better boy," hardly a compli-

ment.18

Sam Clemens, asserts Parsons, was sensitive and eager
for love, "especially for the approving love of his mo-
ther."1? DBut Henry invariably stood in his way, receiving
the maternal blessing and provoking Sam's wrath. Parsons
claims that Clemens brooded much over "Genesis,"” in which he
probably saw a situation depicted which closely parallcled
his own, with the Lord instead of Jane Clemens passing
Judgment on a resentful brother:

And the Lord had respect unto Abel [the younger brother],
and to his offeringt but unto Cain, and to his offering,
he had not respects and Cain was very wroth, and his
countenance fell., And the Lord said unto Cain . . .

If thou doest well, shalt thou not be accepted? and 1f

thou doest not well, sin lieth at the door. . . . Cain
rose up against Abel his brother, and slew him. And the
Lord said unto Cain . . . . A fugitive and a vagabond
shalt thou be in the earth. And Cain said unto the Lord,
My punishment 1is greater than I can bear. . . . And

the Lord set a mark upon Cain, lest any finding him
should kill him Cthe curse of longevityl. And Cain went

out from the presence of the Lord, and dwelt in the land
of Nod, on the cast of Eden.20

Parsons adds a passage from "The Facts Concerning the
Recent Carnival of Crime in Connecticut.” It depicts "dwar-
fish, moldy Conscience" reminding the author of an incident
in which he betrayed the doglike, loving trust of his younger

brother. After pledging his honor that if the younger

18Parsons, p. 58%4.

19parsons, p. 584.
2OParsons, p. 585,
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brother would let himself be blindfolded no harm would befall
him, the author led him to a brook thinly covered with ice
and pushed him in. Supposedly hounded by his conscience,
the author admits seelng his brother's reproachful look a
million times and fears he will see it a million more.?l
Parsons attempts to interpret the passage in the light of
historical fact. Actually, Henry lived almost to his twen-
tieth birthday in relatively sound health. Parsons suggests
that "the hint of disastrous consequences of the ducking,
borrowed from the skating tragedy of Sam's friend, Tom Nash,
spcaks . . . of an almost masochistic eagerness" on Twain's
part to increase his own burden of guilt.22

There does scem to be some factual basis for Twain's
remorse, however. After getting Henry the Jjob of "mud" clerk
on the river boat Pennsylvania, Twain had a dream in which
he saw Henry's corpse in a metallic coffin. The dream proved
prophetic; at Ship Island, below Memphis, the boat's boilers
burst and Henry inhaled live steam. When Henry died,
possibly from an 1ll-measured dose of morphine, Twain blamed
himself. He had gotten Henry the job in the first place and
had advised him to be brave in casc of an accident. Also, he

had 1insisted that a medical student " judge" what was possibly

21Parsons. p. 585.

22Parsons, p. 585



12
the fatal overdose of medication. As Parsons asserts, "he
had failed as his brother's keeper."23

Even Twain's humor, Parsons proposes, 18 a result of
his "lifelong compulsion to shake off the cruel burden" of
the puilt rooted in his relationship with Mother Jane and
Brother Henry. Another way Twain might have dealt with this
problem was through his "defiance of the powers which impose

on boy and man codes which he cannot live up to."zu

Parsons
doubts that Twain ever openly defied his mother, and since
concealed defiance would only have made him more vulnerable
to guilt, he probably rechanneled this hostility into other
areas, such as a dislike for local rough characters, tyrants,
and God.

Parsons describes another facet of Twain's "sense of
guilt fixed on death."23 1In Hannibal, Sam tried to help a
drunken tramp who was locked up in jail by bringing him a
box of matches. The tramp proceeded to burn down accidentally
the Jail and himself with 1t. For weeks afterward, Sam was
haunted by guilt, believing himself a murderer. After the
death of his father, John Clemens, young Sam repeatedly

walked through the house in his sleep. Years later, with the

deaths of his wife and of all his children except Clara, the

23Parsons, p. 586.
2hp

25

arsons, p. 5836,

Parsons, p. 586.
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aging Clemens was shadowed by "a vague specter of respon-
sibility."26 Thirty-four ycars after the death of his
twenty-two months old son, Langdon, Clemens admitted the
possible cause in his Autobiography. In Elmira, New York,
Clemens had taken his delicate son for a ride in an open
barouche on a particularly cold morning. While Clemens was
lost in thought, the child's furs slipped from his bare legs
and the boy nearly froze. Not long afterward he succumbed
to diptheria. "I was the cause of the child's illness,"27

Clemens wrote!

I have always felt shame for that treacherous morning's

work and have not allowed myself to think of it when

I could help it. I doubt if I had the courage to make

confession at that time. I think it most likely that I

have never confessed until now.?
For over thirty years, Parsons believes, Twain lived with
this guilt, not having the courage to clear his conscience
until "the mark was indelible."??

Parsons contends that Twain's early life was that of

an Eden-like existence, with the Mississippi providing a
sanctuary from adult responsibilities. But later, the river

took on darker associations. Two of Sam's friends drowned

in the Mississippi. In winter the river was especially

2()Parsons, p. 587.

27Albort Bigelow Paine, ed., Mark Twain's Autobio-
craphy, II, 230.

28Paine, p. 231,
29Parsons, p. 587.
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trecacherous, tempting young boys with its glittering appeal.
One night, Sam and the postmaster's son, Tom Nash, sncaked

out to skate "without permission."30

While making their
way back to shore about midnight, Tom fell into the icy
water. He subscquently contracted a series of ailments,
culminating in scarlet fever. He was left stone deaf and
"ludicrously impaired in speech."31 Twain never recovered
from the shock of this outrageous mockery of justicé, this
"horribly disproportionate punishment of a small sin."32

This incident later appeared in three of Twain's works:i his

Notebook (May 27, 1898), his Autobiography and in The

Mysterious Stranger.

Leslie Fiedler has also noted Twain's mental Jjuxta-
position of an Eden-like childhood and certain episodes of
that period which produced an inescapable guilt. To Twailn,
Missouri was a world of "innocence and freedom and joy, a
world in which he, at least, had been innocent and free and
Joyous, a naked boy, swimming and fishing and smoking on
Jackson's Island.”33 As Twain's mature mind returned to this
idyllic period of childhood, he came to realize that he had

lived through this period in a culture stained by "disorder

3OParsons, p. 588.
31Parsons, p. 588.
32Parsons, p. 588.
33Fiedler, p. 56kh.
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and violence and slavery."3u The violence, claims Fiedler,
left the most profound and lasting impression on Twain's
memory. This violence includedt the dead man he had dis-
covered after breaking into his father's office; old Sam
Smarr shot down in the street and struggling for breath
under the weight of a heavy Bible on his chest; the "hell-
ish storm" that had come the night Injun Joe died and had
left him "whimpering for the salvation of his soul."3?
Fiedler includes in this list of incidents the tramp who
burned himself to death in the Hannibal Jail, "sctting him-
self on fire (perhaps!) with matches the boy Twain had
smuggled to him."36 Each of these terrors, Fiedler asserts,
carried with 1t fecelings of guilts he should not have been
snealkking into his father's office after hours; he should
have maintained his composure during the storm; he should not
have allowed the heavy Bible to be placed on the dying man's
chest; he should not have slipped the tramp forbidden
matches.

Fiedler goes on to point out Twain's apparent belief
that he was an "angel of death."37 He claims that Twain,

with advancing age, began to feel that he carried "the

3hk"‘i(:-dlc-r‘, p. 564,

35Ficdler, p. 564,
36Fiedler, p. 564.

37Fiedler, p. 564,
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infection of death, out of the world he had left into the
new world in which he sought peace."38 Fiedler, like Par-
sons, proposes the thcory that Twain felt somehow respon-
sible for the death of his brother Henry and perhaps even
for that of his father.39 This guilt was compounded by
his son's death under conditions already discussed, the
death of his favorite daughter, Susy ("died where she had
spent all her life till my crimes made her a pauper and an
exile"uo), his daughter Jean's cpilepsy, and his wife's
illness. This guilt was, Fiedler claims, finally so great
that the only way Twain could combat it was to convince him-
self that dcath signified a final blessing. Yet, Fiedler
believes that Twain's attempts to express his "dark despair"
ncar the end of his life "are flat and unconvincing or shrill

. !
and sophomorlc."‘l

Rather, Fiedler asscerts:

His most profoundly sad books are the most mad and
idyllic, his wisest those he wrote dreaming not thinking:
dreaming the golden dream that threatens momentarily to
turn into nightmarc: and the wisest and saddest of them
all, as it is also the craziFst and most euphoric, 1is,
of course, Huckleberry Finn. 2

The phrase "dreaming not thinking" has special signi-

ficance for dreaming connotes unconscious, archetypal activity

38Fiodlor, p. 564,
39Fiedler, p. 564.

“OFiedler, p. 564.

ulFicdler, p. 564,
L2

Fiedler, p. 565.
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Jung boints out that writers often resort to mythological
figures and motifs to express thelr experiences. These motifs
appear 1in various guilses 1n accordance with the personal un-
conscious of the writer. Of particular interest is Jung's
contention that these manifestations of the collective un-
conscious "have the effect of bringing a one-sided, or
dangerous state of consciousness back into equilibrium."l“3

Keeping in mind Twaln's attitude toward death as seen
in the light of the above statements, an observation by

Joseph Henderson in Wisdom of the Serpent is especially

revealingt

Whenever we find the theme of death, whether in recurrent
myths or modern dreams, we find that i1t i1s never seen to
stand alone as a final act of annihilation. Apart from
extremec forms of pathological depression or of infantile
sadism, death 1s universally found to be part of a cycle
of death and rebirth, or to be the condition necessary

to imagine transcendence of life in an experience of
resurrection. ™

If Henderson's views are valid, 1t i1s quite possible that

Huckleberry Finn contains archetypal death images which

directly reflect the phantasies of Twaln's unconscious.
Whether or not Twain was, as William Spengemann suggcests,
identifying himself with I{uclc,l‘5 or whether he was attempting

to correct some mental imbalance by reliving his life through

ujJung, The Spirit in Man, Art, and Literature, pp.

97-98.

u“Joseph L. Henderson and Maud Oakes, The Wisdom ¢of the
Scerpents The Myths of Death, Rebirth and Resurrection, p. 4.

hsSpcngcmann, p. 67.
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some mythopoctic fantasy are questions whose answers lie
beyond the scope of this paper. What is important to this
study 1s the undeniable evidence that several death-images

in Huckleberry Finn have their roots in Twain's early life,

and that others serve to create an overall aura of nega-
tivism and evil, a perversion of the conventional death-
and-rebirth cycle, which 1s by nature amoral. Spengemann
goes so far as to say that "evil, in fact, 1s the only
positive force in the book; goodness survives not through
conflict and victory but only by running away."uG This at-
mosphere of evil is, of course, much more subtle (and for
this reason more disturbing) than that which Twain conscious-
1y forced into his later works.

There is evidence that Huckleberry Finn 1s a transi-

tional work, forming Twain's most significant effort before
his growing nihilism degenerated into moralistic dogma.

Henry Nash Smith points out that Colonal Sherburn is the pro-
totype of a scries of characters in Twain's later work that
have been called "transcendent figures."u7 Other examples

are Hank Morgan in A Connecticut Yankee, Pudd'nhead Wilson,

and Satan 1n The Mysterious Stranger. Huckleberry Finn,

Smith contends, marks the start of Mark Twain's unmasking of

himself in his work through such character’s.l‘8

“6Spengemann, p. 69.
Y7smith, p. 136
"8smith, p. 137.
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Larry R. Dennis reveals other traces of emerging

nihilism in lHuckleberry Finn. Nowhere else in Twaln's works,

Dennis asserts, "is the themec of life and death treated more

fully," and yet "the pathos of Huckleberry Finn is that

Huck's perspective is no longer possible for Mark Twain. It
. . . . o, . L
1s an imaginative position at best:."‘9

Any doubt the reader might have concerning Twain's

periodic loss of detachment in Huckleberry Finn should be

dispelled upon studying similarities between certaln passages
in the work and remarks by Mark Twain, especially in his

Autobiography. Henry Nash Smith points out one of these

similarities; he discusscs the beginning of Chapter XXXII and
Huck's approach to the Phelps’'s farm. Huck says:

When I got there it was all still and Sunday-like,
and hot and sunshiny; the hands was gone to the fields;
and there was them kind of faint dronings of bugs and
flies in the alr that makes 1t seem so lonesome and like
everybody's dead and gone; and if a breecze fans along
and quivers the lcaves it makes you feel mournful, be-
cause you feel like it's spirits whispering--spirits
that's been dead ever so many yecars--and you always think
they're talking about you. As a gencral thing 1t makes
a body wish he was dead, too, and done with 1t all. (297)

A little later, Huck adds:

I went around and clumb over the back stile by the
ash-hopper, and started for the kitchen. When I got a
little ways I heard the dim hum of a spinning-wheel
wailing along up and sinking along down again; and then I
knowed for certain I wished I was dead--for that 1is the
lonesomest sound in the whole world. (298)

“gLarry R. Dennis, "Mark Twain and the Dark Angel,"
- Midwest Quarterly, VIII (January 1967), 192.
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Smith notes the Similarity between the above passages and
Huck's melancholy meditation at the end of the first chapter.
These passages form, Smith believes, the two most potent
expressions of Huck's belief in ghosts, "and in both cases
the ghosts are associated in his mind with a deep depres-
sion not fully accounted for by the context of the story."so
In Chapter XXXII, Huck is presumably depressed by the slen-
der hope of freceing Jim. DBut, Smith asserts, Huck 1s opti-
mistic on this subject. Rather, the emotion is not Huck's,
but Twain's, and draws its power from sources outside

Huckleberry Finn. Smith argues that Twain patterned the

Phelps farm after that of his Uncle John A. Quarles wherc he
spent his boyhood summers. "I can see the farm yet, with

perfect clearness," Twaln asserts 1n his Autobiography:!

I can see all its belongings, all i1ts details; the
family room of the house, with a "trundle” bed 1n one
corner and a spilinning-wheel in another--a wheel whose
rising and falling wail, heard from a distance, was the
mournfulest of all sounds to me, and made me homesick
and low spirited, and filled mg atmosphere with the
wandering spirits of the dead. 1

Smith believes that the linkage of the Phelps and Quarles
farms "strongly suggests that Huck's depression is caused by
a sensc of guilt whose sources were buried in the writer's

childhood."52

50smith, p. 129.

=

)lPaine, pp. 102-103.

523mith, p. 132.
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Smith further spcculates that this guilt achieved
consciousness at this particular point in the writing of

Hucklecberry Finn becausc Twain wast

Obliged to admit finally to himself that Huck's and
Jim's journey down the river could not be imagined as

leading to frecdom for cither of them. Because of the
symbolic mecaning the Jjourney had taken on for him, the
recognition was more than a perception of difficulty in
contriving a plausible ending for the book.?23
While Twain obviously found a satisfactory solution to the
technical problem, he had to abandon the hope that Huck and
Jim might find real freedom anywhere but in the imagination.
Smith sces evidence of Twain's awarcness of this from the
beginning of the journey; Twain must have known all along
that "the quest of hlis protagonists was doomed."sh This 1s
indicated in part by the "deceptions and brutalities"??
which Huck repeatedly witnesses but is powerless to prevent.
Yet, by luck and "innocent guile"56 Huck manages to escape
danger and to protect Jim. Then, at the Phelps farm, the
journey cnds.

The Phelps farm 1s not the only private memory that

Twain wrote into Hucklcberry Finn. The Boggs-Sherburn in-

cident has roots in his boyhood recollections, also. In

January, 1845, a well-to-do Hannibal merchant named Owsley

53smith, p. 132.
S4smith, p. 132.

55smith, p. 132.
56smith, p. 132.
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shot and killed a local drunk, "Uncle Sam” Smarr, under
circumstances closely resembling those of the Sherburn-Boggs
episode. Whether Twain witnessed the shooting or not 1is
unknown, but there can be little doubt that this murder left
a lasting impression on his young mind.

The above examples of personal memories written into

Huckleberry Finn demonstrate an important facet of archetypal

interpretation, namely that "the contents of the collective
unconscious are represcnted in consciousness in the form of
pronounced tendencies, or definite ways of looking at

These contents often appear to be determined by
some particular outside stimulus (in this casec, Twain's
personal cxperiences with and impressions of death), but they
are i1n fact only relecased by the opecration of these stimuli.
The contents of the collective unconscious, being stronger
than the individual events and tendencies, possess a higher

w58

"psychic value and imposc themsclves upon all impressions.

Therefore, the inclusion of personal memories in Huckleberry

Finn reflcct not only the intense effect of the past events
themselves upon Twain's mind, but also suggest the possi-
bility of archetypal forces at work; they certainly express
a definite way of looking at things, a pattern revolving

around the concept of death.

57

Morris Philipson, Qutline of a Jungian Aesthetics,

P. 55.
58Philipson, pP. 55.
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This pattern might help explain the "mythical quali-

ties of the theme and structure" of Huckleberry Finn as

noted by Richard P. Adams in American Literary Masters.

Adams claims that only in Huckleberry Finn does Twain in-

corporatec so many major litcerary themes into a single work.
These themes include initiation into the world, death and
rebirth, and a withdrawal and return to society. He pro-

poses that Huckleberry Finn not only possesses a plot and

theme similar to that of The Odysscy and Beowulf, but it

also "embodies the concrete religious feeling, the non-
theological worship of nature and life, out of which true
epic springs."59

But if Huckleberry Finn does worship life, it also

worships death. Larry R. Dennis, in "Mark Twain and the Dark

Angel,” beliecves that "in Huckleberry Finn Twain seems to be

saying that the vision, Huck's perspective, which can give
life its full value is that vision which can give decath its
full value."6o

The following chapters will attempt to give Twain's

treatment of death in lHuckleberry Finn its full value and by so

doing enrich the reader's understanding of the work. This

chapter has pointcd out some of the more significant events

59Richard P. Adams, "Introduction to Mark Twain,'" in
American Literary Masters, ed. Charles R. Anderson, I, 1047,

6ODennis, p. 192,
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in Twain's life which might have influenced his thinking
about death. One should remember, however, that these
events and Twain's possible thoughts about them are of but
secondary importance when vicwed as isolated incidents. How
these events and thoughts appear in archetypal form in

61

Huckleberry Finn is central here.

61Jung, The Spirit in Man, Art and Literature, p. 101,
"The essence of a work of art is not to be found in the per-
sonal idiosyncracies that creep into it--indeced, the more
there are of them, the less it is a work of art--but in 1its
rising above the personal and speaking from the mind and
heart of the artist to the mind and hecart of mankind."




Chapter III

HUCK FINN, DEATH, AND PARENT-IMAGOS

To understand fully the decath-oriented action and

principles found in Hucklecberry Finn, one must understand the

relationship between Huck and his father. This should bé
apparent, since Huck's initial motivation for going down the
river is to escape the potentially deadly captivity of his
father. The entire work is, therefore, based upon a flight
from death.

The first sign of his father that Huck sces is a set
of footprints in the snow. An occult reference, the nail-
cross in Pap's boot-heel to kecep the devil away(55), accom=-
panies this revelation. Huck's first desire is to run, to
escape the unseen but nevertheless present threat of Pap.
Indeed, the cmotion of fear seems to be mutual between Huck
and Pap; cach scems to have a death-fecar of the other.

In Psychology of the Unconscious, Jung summarizes the

father-son tension which typifies the now-famous "Oedipus

complex;" this pattern appcars in various trappings through-

out mythologics of the world:

To be fruitful mcans, indeced, to destroy onc's self, be-
cause with the rise of the succeeding gencration the
previous one has passed beyond its highest point; thus
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our descendants are our most dangerous enemies, whom we
cannot overcome, for they will outlive us, and, there-

fore, without fail, will take the power from our en-
feebled hands.

Keeping in mind this generalized concept of the Oedipus pro-
blem, a closcr analysis of the relationship between Huck and
Pap can be made.

William Power, in "Huck Finn's Father," contends that

Huckleberry Finn "draws much of its strength from tension

between the hero and his father."93 Power points out that
Twain goes to considerable trouble to conceal Huck's ani-
mosity toward his father. He believes that "one of the most
striking features of the novel, indeed, 1is the extent to
which certain aspects of the story are camouflaged."éh This
concealment motif appears many times as the death imagery 1in

Huckleberry Finn is explored.

When Pap confronts Huck, Huck says that after his
initial shock he saw that he "warn't scared of him worth
bothering about."” Iluck's later actions secem to belie this
statement. Huck's description of Pap reveals his subliminal
awareness that Pap is Death--at lecast, for him:

lHle was most fifty, and he looked 1t. His hair was long

and tangled and greasy, and hung down, and you could secc
his eyes shining through like he was behind vines. It was

62Jun{;, Psychology of the Unconscious, p. 117.

63william Power, "Huck Finn's Father," University of

Kansas City Review, XXVIII (December 1961), 83.

6“Powcr, p. 83.
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all black, no gray; so was his long, mixed-up whiskers.
There warn't no color in his face, where his face showed,
it was white, not like another man's white, but a white
to make a body sick, a white to make a body's flesh
crawl--a tree-toad white, a fish-belly white. (59)

The first part of this passage shows Pap as a dark, partly-
hidden figure. The second part, which stresses Pap's death-
like quality, is augmented by his subsequent behavior. Power
believes that Huck's fecling toward Pap "goes deeper than
dislike or even hate. There is awe in it, and something
approaching supcrstitious terror."65 Power supports this
assertion by pointing out that, even though Pap's appcar-
ance is not a complete surprise (Huck knew Pap was in the
neighborhood), Huck's brecath "hitches” and he sces Pap as
"a supc¢rnatural belng rather than a man."66 Huck outwardly
bases his feeling for Pap on the many beatings the man has
given him, but Power finds this explanation unconvincing;
Huck 1s too tough for a few beatings to have such a profound
effect upon him.

Indeccd, Power notes that the true reason behind Huck's
antipathy toward Pap 1s never made clear. He points out that,
while moncy scems to be the source of this rivalry, this

"most respcctable of all subjects to quarrel about" does not

stand up to close scrutiny. Had Huck simply wanted to get

65Powor, p. 86.

66Powcr, p. 86.
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rid of Pap, he presumably could have given him the money he
wanted. Money obviously mecans little to Huck; he readily
turns it over to Judge Thatcher rather than let his father
have it. Huck's motivation, Power concludes, is nothing
more than a desire to thwart his father.67

Pap tcars up Huck's reward picture and tells him,
"I'1ll give you something better--I'll give you a cowhide"
(61). "I'll lay for you, my smarty; and if I catch you
about that school I'll tan you good" (60). Pap is a deadly,
threatening fipgure to luck. His partially concealed face,
peering from behind his beard, forms one of the first of
several death-and-conccalment images which recur throughout
the work. Pap scems to want to "castrate" Huck--to take his
money and strip him of civilized traits. Possibly Pap be-
haves this way because he fcars Huck. Pap's fear surfaces in

the cabin during a drunken rage. Huck recalls:

By and by he raised up, part way, and listened, with his
head to one side. He says very lows

"Tramp--tramp--tramp--; that's the dead; tramp--
tramp--tramp; they're coming after me; but I won't go--
Oh, they're here!: don't touch me--don't!: hands off--
they're cold; let go-- Oh, let a poor devil alonel"

Then he went down on all fours and crawled off beg-
ging them to let him alone, and he rolled himself up in
his blanket and wallowed in under the old pine talle,
still a-begging; and then he went to crying. I could hecar
him through the blanket.

By-and-by he rolled out and jumped up on his feet
looking wild, and he sce me and went for me. He chased
me round and round the place, with a clasp knife, calling
me the Angel of Death and saying he would kill me and

67Power, p. 86,
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then I couldn't come for him no more. I begged, and told
him I was only Huck, but he laughed such a screechy laugh,
and roared and cussed, and kept on chasing me up. (72)

The first part of the above scene illustrates Pap's intense
fear of death. He thinks he hears "the dead" coming for
him; in defense, crying like a child, he retreats into an-
other, symbolic, kind of death--the foetal position.

With the introduction of Pap's fear of death, his
related fear of Huck also appears. While in the midst of his
"escape" from death, Pap sces Huck as the embodiment of his
own personal death--his "Angel of Death." If alcohol has
indeed lowered Pap's inhibitions, he reveals in this scene
his true feelings toward Huck--a death-fear and death-
hatred of him. Pap seems unconsciously aware that if Huck
is free to exercise free will, the result will be Pap's
death. This theory scems Jjustified when one examines Pap's
actions. He keeps Huck, his "Angel of Death," fettered in
the shanty, as a dangerous demon should be.

Pap 1is, perhaps, Jjustified in fearing Huck as a death-
bringer. Shortly after Huck escapes, Pap indeed doecs mecet
his death. William Power sees Pap's death as highly signi-
ficant. He sces "overtones of ritual" in the floating
"house of death."68 He goes on to point out that the reader
is given all the facts necessary to figure out the dead man's

identity but 1s given them in such a way that attention 1is

68Power, p. 88.
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diverted from Huck'’'s indirect responsibility for Pap's de-
mise. The actual disclosure of Pap's death is withheld

until the very end of the work. Power believes that, logi-
cally, the two hard-looking strangers kill Pap for the

money he has obtained from Judge Thatcher. "Not only did
Huck's method of concealing his escape bring about Finn's

"69  jiag

death," concludes Power, "but his funds paid for it.
this been revealed earlier, Huck would not be the unstained
hero; his Jjourney down-river would be even more dark and
ominous than it already is.

Huck's rclationship with his father is rendered cven
more critical by the carly loss of his mother. This gives
Huck's fondness for sleeping in a barrel possible Oedipal
connotations. Huck seeks to return to his mother, to a pre-
natal condition. Whether this should be seen as seeking
death as final annihilation or as a key to rebirth is de-
batable, but seen in the light of the death-pattern which
pervades the work, one must give the former choice serious
consideration. This decath-secking would, of course, be un-
conscious on Huck's part.

At the same time, howecver, Huck 1s afraid of death.
As Huck fleces his father, he is also fleeing death, at least
figuratively, quite possibly literally. Therefore, one may

conclude that death, or the escaping from death, 1s an

69Power, p. 88.
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important motivating force behind the main action in

Huckleberry Finn.

That Huck profits from Pap's death is also signifi-
cant. The Oecdipal overtones here are nearly classical in
intensity. Through his father's death Huck is again rich
without threcat. He and Jim find Pap's body in a house
floating in the swollen river, a scene in which several
archetypal images emerge and contribute to this death-
analogy. Among other things, there arc:
a couple of masks made out of black cloth; and all over
the walls was the ignorantest kind of words and pic-
tures, made with charcoal, There was two old dirty
calico dresses, and a sun-bonnet, and some women's
under-clothes, hanging against the wall, and some men's
clothing, too. (98

The masks fit into a pattern which is restated throughout the

novel, that 1s, the linking of death and concealment. Pap's

death itself remains obscured throughout the work until the

last page. Sherburn tells the mob that if there 1is to be

any lynching, it will be done at night, by men wearing

masks (211).

The presence of the other contents of the house 1s not
so casily explained, however. William Power admits that

70

znese articles comprise "a peculiar medley,"” and he tries
to decipher the mecaning of some of them. The house, he
observes, "has a peculiar atmosphere. Some of the detaills

arc apparently irrelevant, so irrelevant apparently that one

7OPower, p. 87.
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is impelled to the conclusion that they must be not only

relevant but highly significant."7l

Power is not sur-
prised by the whiskey bottles, cards and masks, but he finds
the women's clothing, the boy's straw hat, and the baby's
milk bottle puwzzling. He also questions the function of
the "ignorantest" writing on the walls. He suggests that,
since Pap could not write, and tried to prevent Huck from
lecarning to, "as an epitaph on Finn's corpsc the writing
may be regarded as emphasizing Finn's failure to control
Huck."72 If‘Huckbcan be scen as the Angel of Death, this
contention deserves some respect; Pap's failure to keep
Huck locked up resulted in his dcath.

The broken baby bottle might signify a marriage of
opposites, that is, Huck and Jim, life and death, or any
number of other opposing clements. The breaking of a glass
at a wedding ccremony has a long Judaic history, signifying
the destruction of a temple in A. D. 70. Leslie Fiedler
refers to the union of Huck and Jim as "an anti-family of

w73

two. Since Iuck stands, as William Power states, "at
l . .
the threshold of manhood,"7‘ perhaps the bottle simply signals

Huck's commencement of his journey from childhood to maturity.

71Power', p. 88.
72Pow0r', p. 883.

73Fiedler, p. 571.

7“Power, p. 90,



33

If this interpretation is valid, the presence of the broken
baby bottle in the house with Pap's body contributes to the
overall atmosphere of ritual,

As was mentioned earlier, Huck's relationship with
his father is strongly influenced by his mother, or rather,

his mother archetype (or "imago," which Jung uses almost
interchangably in his work). Huck's true mother is men-
tioned only once in the novel, by Pap, who claims she could
not read or write (60). Huck's mother-imago, however,
figures significantly in this study and even appears in
physical form.

Onc of the more obvious manifestations of this mother-
imago occurs through Huck's behavior. As mentioned before,
Huck 1s in a transitional period of life, between childhood
and adulthood. Thils period is potentially dangerous for the
person experiencing 1t; this danger 1s in part due to the
influences of the mother-imago. Jung describes the process
of maturation as the product of tension between a need for
greater consciousness, that 1s, to grow up, and the desire to
return to a childlike existence. The "forward striving li-
bido,"75 or psychic energy, which controls the son's con-
sciousness, forces a separation from the mother, that 1s, the
world of childhood. Opposing this forward impulse, the

mother-imago feceds on the mind's tendency to look backward

75Jung, Symbols of Transformation, p. 297.
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"to the pampering sweetness of childhood, to that glorious
state of irresponsibility and security with which the pro-
tecting mother-care once surrounded him."76
Jung compares this retrospective longing to a

w77

“poisonous snake which thwarts the individual's energy to
act. This mother-influence produces all kinds of fears,
culminating in a fear of cﬁange and, ultimately, of life. He
draws upon the writings of Nietzche to illustrate the perils
of this situation. To Nietuzche, the greatest danger pre-
sented by this confrontation of dynamics lies in isolation

within oneself.78

"Solitude surrounds and encircles him,
cver more threatening, ever more constricting, ever more

heart-strangling, that terrible goddess and Mater saeva

cugidinum."79 Nietezche's Mater saeva cupidinum, to Jung,

translates "savage mother of desire,"” a term which calls to

mind another facet of the Oedipal problem~--the element of in-
cest between mother and son, and its accompanying attractions
and dangers. Jung defines this particular type of incest as

"the urge to get back to childhood."89

6 .
7)Jung, Psychologsy of the Unconscious, p. 335.

K7Jung, Symbols of Transformation, p. 298.

78Jun(:, Symbols of Truansformation, p. 312.

79Jung, Symbols of Transformation, p. 312.
80

Jung, Symbols of Transformation, p. 235.
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This tension between mother and son, as Nietzche

points out, 1s not without dangers. Jung comments on

Nietzche:

The libido taken away from the mother, who is abandoned
only rcluctantly, becomes threatening as a serpent, the
symbol of death, for the relation to the mother must
cease, must die, which itself almost causes man's death.
In "Mater saeva cupidinum'" the idea attalins rare, almost
conscious, perfection.

There can be little doubt that Huck displays the symptoms of
this archetypal situation. Solitude does indeed surround
and encircle him in scenes such as that which concludes the
first chapter. Huck's rcaction to the "Sunday-like" still-
ness at the beginning of Chapter XXXII suggests the pre-
sence of this phecnomenon.

Another symptom of thc incest-desire under discussion
appears 1in Huck's many attempts to take on new identities.
There arc many myths which involve a hero who attempts,
through trickery, to rcenter his mother's womb. Jung sees
this as an expression of the universal desire to return to
childhood. The concept of the ruse, he contends, embodies
the archetypal process whereby "man tries to sneak into re-
birth by a subterfuge 1n order to become a child again."82
This thecory invites speculation on the articles of women's

clothing 1in "the house o1 death." William Power suggests

?YJung, Psychology of the Unconscious, p. 346.

82Jung, Symbols of Transformation, pp. 234-235.
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that since the clothing cnables Huck to disguise himself and
seek information at a nearby farm, the women's clothing
might be explained as providing the materials for Huck's dis-

83

guise., If this idea can be accepted, we are faced with a
particularly grim situation--Pap's death provides, if only
tangentially, the mcans for Huck's Oedipal incest.

Jung explains that maturation (development of con-
sciousness) leads to separation not only from the mother-
archetype, but from the unconscious, or the entire world of
instinct. Ye§ the yearning for this lost world continues,
and at times of stress the individual must face the tempta-

. . . . !
tion to retreat into this world of unconsc1ousness.8‘

Thus,

Huck's tendency to lie rather than to tell the truth when

faced by danger suggests a pattern of incestuous symbolism.
This concept might form the motivating force behind

the pattern Huck follows in his journey down-river. This

Journey consists of alternating existence on the river and

on land, the latter usually taking place in a house or other

structure. Many critics have noted the tension existing

between Huck's fcelings and experiences on the river and those

on the land.

Rather than try to reduce these events to a one-to-

one relationship with corresponding aspects of the Ocdipal

SBPower, p. 88.

8I‘Jung, Symbols of Transformation, pp. 235-236.



37

incest pattern just described, suffice it to say that some
such relationship does scem to exist. Huck's returns to the
river are almost invariably desperate ones; usually they are
simply pure flight from danger from the land. On the other
hand, Huck never stays away from the land for any great
length of time, 1in spite of what he has learned of its
dangers. Whether this signifies Huck's unconscious desire

to return to the mother or to escape from her is difficult

to say with certainty; it 1s possible that there are elements
of both in the tension controlling Huck's actions.

While it might seem paradoxical to say that Huck seecks
and flees his mother at the same time, Jung insists that
many hero cycles contaln this very element as a central idea.
This list of heroes includes Gilgamesh, Dionysus, Heracles,
Mithras, and others. These heroes are usually wanderers,
which to Jung is a clear representation of longing, "of the
ever-restless desire, which nowhere finds its object, for,
unknown to itself, it seeks the lost mother."85 Jung sees a
concept of universal importance in these hero-myths, a con-
cept which may or may not account for the popularity of such
epics and which might even help explain the mythopoeic

attraction which Huckleberry Finn has held for so many

readers:

But the myth of the hero, however, 1is, as 1t appears .
me, the myth of our own suffering unconscious, which has

85Jung. Psychology of the Unconscgious, pp. 230-231.




38
an unquenchable longing for all the decpest sources of

our own being; for the body of the mother, and through it

for communionagith infinite life in the countless forms
of existence.

This concept, along with its possible ramifications, will
undergo more cxtensive examination in the following chapter.

A study of Huck's relationship with his parent-imagos
demands scrutiny of one other character. Closely related to
Huck's flight from Pap is his establishment of rapport with
Jim. Early in the novel, upon learning of Pap's presencé,
Huck relies on Jim's mystical powers to find out what Pap
will do next. Indeed, this event also signifies that Jim
and his magical wisdom form an inseparable union of life and
knowledge.

Jim's magic 1s "Nature magic" and useful mainly for
purposes of revelation. On the island in Chapter VIII, Jim
displays more of his powers of revelation through his com-

munion with Nature.

Some young birds come along, flying a yard or two at a
time and lighting. Jim sald 1t was a sign it was going
to rain. He said 1t was a sign when young chickens
flew that way, and so he reckoned 1t was the same way
when young birds done i1t. I was going to catch some of
them, but Jim wouldn't let me. He said it was death.

(90-91)
Later, as Huck and Jim watch the storm, itself an example of
Nature's power of revelation, Jim assures Iluck, "Well you

wouldn't a ben here, 'f it hadn't a ben for Jim."” He would,

86Jung. Psychology of the Unconscious, p. 231.
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rather, have been out in the inhospitable weather, without
food. "Chickens knows when its gwyne to rain," Jim explains,
"en so do de birds, chile" (96).

Jim's magic 1s linked with a life-seeking force, both
through the above-mentioned aspect of revelation and through
its relationship with Jim's freedom from bondage. Daniel G.
Hoffman observes that, while Huck takes no stock in dead
people, he sces omens as evidence that evil 1s a positive
force in the world. His "exorcisms" are legitimate attempts
to control the dark powers, and while he knows far more of
such things than does the average person, he is still but a
disciple compared to the magus Jim.87

Hoffman also points out that Jim is introduced into
the story as a slave. His superstitions are, at that time,
portrayed as "manacles upon his soul."88 As a slave, Jim 1is
hardly in a position to control nature; in fact, he is quite
helpless before any caprice which comes his way. Hoffman
illustrates this contention with the episode in Chapter II
involving Huck, Tom, and Jim. Tom hangs the sleeping Jim's
hat on a branch and lcaves a five-cent piece on the table.
Huck recalls that "afterward Jim said the witches bewiltched

him and put him 1n a trance, and rode him all over the State,

87paniel G. Hoffman, "Black Magic--and White," 1in
Mark Twain's Wound, ed. Lewis Leary, pp. 323-324.

88

Hoffman, p. 324.
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and then set him down under the trees again, and hung his hat
on a limb to show who done it" (43). Even though slaves
come from miles around to hear Jim's account of this event,
he is only more enslaved by his fears; a week later Miss
Watson decides to sell him down the river to even worse
bondage. Rather than be placed in a position that he cannot

wish away with a tall tale, Jim runs away to Jackson's

Island.89

On the island he is beset by more fears, first the
fear of capture, then that of Huck's "ghosti" "Doan' hurt
me-- don't! I hain't ever done no harm to a ghos'. I alwuz

liked dead people, en done all I could for 'em" (87). Once
he realizes that Huck is alive, he sees that he himself 1is
free.

Hoffman proceeds to describe the change in the nature
of Jim's magic which accompanies his spiritual and physical
liberation. Jim no longer voices fears of ghosts and
wiltches, Instead, he teaches Huck how to predict the wea-
ther, avoid bad luck, and save himself from lurking death.
Significantly, lHoffman observes, death is always nearby 1in

90

the superstitious imagilnation. Most of the omens Jim knows

are evil onest

8940t fman, p. 324.

9046 £ fman, p. 324.
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It looked to me like all the signs was about bad luck, and
so I asked him if there warn't any good-luck signs. He
sayst "Mighty few-- an' decy ain't no use to a body. What

you want to know when good luck's a-comin' for? Want to
keep it off?" (91)

Hoffman believes that, in this casec, Luck is the folk ver-
sion of the Greek concept of Fate, or the Anglo-Saxon
"Wyrd." Jim's "stoical wisdom'" appears in his resignation
before this amoral force. This forms "a manly contrast to
the psalm-singing optimism of Miss Watson and the re-
vivalists, and to Tom's romantic ecvasions of reality."9l As
his predictions come true, Jim transcends his slavery to be-
come "a magician in sympathetic converse with the spirits
that govern-- often by malice or caprice-- the world of
things and men. " 92

Lest the importance of such a "shamanistic"™ indivi-

dual be lost, one must rcmember that Huclkleberry Finn takes

place in a relatively primitive society. Jung himself admits
that, as a product of a twentieth-century technological
society, one losecs sight of the importance of magic to those
living in primitive arcas. He sums up this concept in one
appropriate sentencet "'Magic 1s the science of the jun-
gle.'"93 Jung bases this conclusion upon his own personal
expericences 1n Africa; appropriately, Africa is also Jim's

ancestral homeland.

9llIoff’man, p. 324,

9’)
“Hoffman, p. 325.

93Jung, Civilization in Transition, p. 63.
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Jim's talent is not an amusing curiosity to Huck; it
can well mean the difference between life and death. This 1is
true on several levels, since Jim assumes the role of Huck's
"Master of Initiation,” and he thereby holds the key to
Huck's spiritual rebirth as well as his physical welfare.
Jung stresses the importance of the ability to interpret
omens to the primitive mind, observing that "primitive man
1s unpsychological. Psychic happenings take place outside
him in an objective way. Even the things he dreams are
real to him; that is his only reason for paying attention to

w9l

dreams. The importance of Jim's role as master of ini-
tiation is compounded in the scenec of the "House of Death."
This scene forms a mceting-place for Life and Death (both
literal and figurative, that is, freedom from bondage) and
the Huck-and-Pap Oedipal concept.

Hoffman sees the House of Death as the point from
which Huck and Jim begin thelr "odyssey'" down-river. It is
at this point, he contends, that the relationship between
Huck and Jim crystalizes; Jim perceives the squalid de-
gradation of Pap's patrimony to Huck. He withholds this
disturbing information while Huck, still the child, glee-

fully salvages the pitiful remnants, the total of which he

considers "a good haul” (98). With this new knowledge,

94 .
Jung, Civilization in Transition, p. 63.
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Hoffman asserts, Jim is free to assume the role that Pap was
never worthy to fill, that of Huck's "spiritual father."95
Having grounded the reader in the basic relation-
ships between Huck and Pap (Oedipal) and Huck and Jim

(shamanistic), this paper will proceed to explain how these

archetypal relationships influence the action of Huckleberry

Finn in the context of death imagery. Of immediate impor-
tance is how these two archetypes place Huck in a third

archetypal situation, that of initiation.

95Hoffman, p. 325.



Chapter IV

HUCK FINN, ANGEL OF DEATH: THE

ARCHETYPE OF INITIATION

One possibility that emerges from the pattern of

deaths and related events in Huckleberry Finn 1s that Huck

himself is an agent of death, or as Pap calls him, the
"Angel of Death." Pap's suspicions must be given some cre-
dence, for shortly after Huck escapes from Pap's bondage,
Pap dies a violent death under questionable circumstances.

There are other strong indications that Huck is 1in
some type of special rapport with death. To see these in-
dications in their proper light, it will be necessary to
explain the Jungian concept of the initiation archetype as
it fits into the larger concept of death and rebirth.

The American Jungian, Joseph L. Henderson, explains

these ideas in Wisdom of the Serpent:

I think 1t can be demonstrated from the diverse material
at our disposal that the combinations are not infinite
but conform to certain rather simple designs. Whenever
we find the theme of death, whether in recurrent myths
or modern dreams, we find that it 1s never secn to stand
alone as a final act of annihilation. Apart from extreme
forms of pathological depression or of infantile sadism,
death 1s universally found to be part of a cycle of
death and rebirth, or to be the condition necessary to
imagine transcendence of life in an experience of re-
surrection. Somewhere between the myths of death and
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rebirth and.the myths of death and rgsurrgction we find

abundant evidence for another theme i1n which the ex-

perience of death and rebirth is central--the theme of

Tnitintion. 96%
The significance of the above passage to this study becomes
clear when one remembers that Huck is Jjust entering adult-
hood--one of the major periods of human life which invites
an initiation ritual. Initiation, according to Henderson,
is that archetypal pattern which allows the psyche to pass
from one stage of development to another. This process
reveals the fear of decath as being also a fear of change, or
growing up, or fear of separation from the maternal world,
or a combination of all three.2/’

The fundamental goal of initiation, explains Henderson,
"lies 1n taming the original Trickster-like wildness of the
Jjuvenile nature."98 This "Trickster" figure appears in
many cultural myths; Odysseus, Gawain and Gilgamesh are
personifications of this concept. And, as will be demon-
strated later, Huck Finn himsclf may be regarded as a
Trickster-figure who undergoes an archetypal initiation
ritual.
There 1s, Henderson adds, still another kind of sym-

bolism, dating back to the earliest known sacred traditions,

96Joseph L. Henderson and Maud Oakes, The Wisdom of
the Serpents The Myths of Death, Rebirth and Resurrection,
p. 4.

9Henderson and Oakes, pp. 4-5.

98 :
. ? Josenh .. Henderson, "Ancient Myths and Modern Man,"
in Man and his Symbols, ed. Carl G. Jung, p. 149,
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which 1is also connected with transitional periods 1n one's
life. But these fymbols, rather than sceking to integrate
the initiate with a group-consciousness, attempt instead to
release him from any pattern of existence that seems too
confining. Through this symbolism, he is able to move on
toward a supecrior, or more mature stage of development.99
This aspect of imitiation, too, holds importance for this
study of Huck's ordeal on thc Mississippil.

One of the most common "symbols of transcendence,"
as they are called, i1s the themc of the lonely journey or
pilgrimage, which 1s also a spiritual journey, during which
the 1nitliate 1s introduced to the nature of death. This
death 1s that of the universal death-rebirth cycle, making

the Jjourney one of "release, renunciation, and atonement,

presided over and fostered by some spirit of compassion."lOO
This spirit, Henderson points out, is more often depicted as
a "mistress" rather than a "master" of 1nitiation, such as
"Kwan-Yin in Chinese Buddhism, Sophia in the Christian-
Gnostic doctrine, or the ancient Greek goddess of wisdom

Pallas Athena;"lOl

Huck, too, makes such a journey and 1is accompanied by

his own master of initiation. James M. Cox, in "Remarks on

C .
9)Henderson, "Ancient Myths and Modern Man," p. 149,

lOOHenderson, "Ancient Myths and Modern Man," p. 152.

lOlHenderson, "Ancient Myths and Modern Man," p. 152.
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the Sad Initiation of Huckleberry Finn,'" argues that the
motivation for the entire novel is Huck's initiation into

"respectable 50ciety."lo2

Pap treats Huck so violently,
claims Cox, that Huck must stage a mock murder of himself
in order to escape. "This false murder,” he contends, "is
probably the most vital and crucial incident of the entire
novel."103

This "vital and crucial incident" deserves careful
examination. Huck kills a pig in this false murder and uses
its blood to lend realism to his own ritualized "death."
Huck's behavior here closely parallels an ancient and wide-
sprecad archetypal initiatory (death and rebirth) ritual.

In "Ancient Myths and Modern Man," Joseph Henderson
describes the Eleusinian Mysteries, which began in early
Greece, spread through the Roman Empire, and endured through
early Christianity:

The initiation rite celebrated in the Eleusinian mys-
teries (the rites of worship of the fertility goddesses
Demeter and Persephonc) was not considered appropriate
mercly for thosc who sought to live life more abundantly;
it was also used as a preparation for death, as if death
also reﬁuired an 1nitiatory rite of passage of the same
kind. 10

Henderson discusses certain pictorial depictions of rituals

related to the Mysteries. On a Roman funeral urn is a

lO2Jamcs M. Cox, "Remarks on the Sad Initiation of
Huckleberry Finn," Sewance Review, LXII, No. 3 (July-Sept.,
195h), 39h-

103

Cox, p. 395.

lOu}{enderson, "Ancient Myths and Modern Man," p. 148.
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bas-relief containing, among other images, a sacrifice of the
"mystic pig." This, Henderson believes, points to an ini-

tiation into death, a death that carries the promise of

rebirth, 95

George Mylonas, in Elcusis and the Eleusinian

Mysteries, describes in detail some of the statuettes found
in the Sanctuary of Elecusis itself. Many statuettes re-
prescent boy i1nitiates holding pigs to be sacrificed. The
pig, notes Mylonas, was the sacrificial animal of Demeter
necessary for preliminary purification. "At Eleusis," he
states, "we have two other fragmentary statuettes of boy
initiates. One holds the pig across his chest; the other

. . [1] 106 1]
holds the pig along the side of the body . . . . Huck's
description of his disposal of the pig reveals definite
graphic similarities to the statuettes Just described:

Well, last I pulled out some of my hair, and bloodied
the ax good, and stuck it on the back side, and slung the
ax in the corner. Then I took up the pig and held him to
my breast with my jacket (so he couldn't drip) till I
got a good picce below the house and then dumped him into
the river. (77)

The similarity between Huck and the statuettes in-

crecases with further examination. Mylonas points out that

the pigs had to be purified in the sea, for this cleansed them

of evil. Also, each initiate had to sacrifice his pig for

05 .
)Henderson, "Ancient Myths and Modern Man," p. 148.

lOGGeor{;e E. Mylonas, Eleusis and the Elcusinian
Mysteries, p. 202.
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himself. All this scems to suggest some sort of substitution
of the pig for the initiate; the death of the pig suggested
a ritual death of the initiate, thus preparing him for a
new life. Huck is, indeed, preparing himself for a new life
of freedom.

One famous urn, that described earlier by Henderson,
is referred to as the Lovatelli urn; it was found in a
colombarium on the Esquiline, ncar the Porta Maggiorec of
Rome. One scene on this urn portrays Herakles holding a
sacrificial pig while it is purified by a priest who pours
water over it. This scene has been interpreted as the sup-
pression of a Trickster-personality through initiation.lo7
If this 1s valid, it only strengthens the ties between Huck's
behavior and archetypal ritual,.

After Huck has dumped the pig in the river, he drags
the lcaking bag of corn-meal over the ground. "The meal
sifted out and made a little track all the way to the lake"
(77). Here Huck ritualistically plows a furrow, or plants
corn. This action may be interprected as a representation of
the widespread archetypal "sacred marriage," or marriage of
male and female elements. The carth 1s almost always scen
as feminine, and the act of plowing is often represcnted as

symbolic sexual intercourse between Man and Earth.lo8 The

lo?chderson, "Ancient Myths and Modern Man," pp.

108Jung, Symbols of Transformation, p. 209.
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"sacred marriage," Henderson points out, is another vital
celement of the initiation archetype. The secret phase of
the Elecusinian Mysteries was apparently carried out under-

ground between a hierophant and priestess. Jung believes

that this "clearly points to a hieros gamos [ritual marriage)

which was ceclebrated underground. The Priestess of Demeter
seems to have represented the carth-goddess, or possibly the
ploughed furrow."109

Huck's use of an axe during this episode is also
significant. At one point during the rites at Eleusis, this
instrument (or a derivative of it) assumed particular sacri-
ficial importance. In The Gatc of Horn, Gertrude Rachel
Levy cxplains that "at a most solemn moment an ear of corn
was reaped in silence. The instrument, i1f it was not a stone
axe, scems to have carried on the memory of what the polished
axe symbolized in so many Western graves of the New Stone

wllO

Aga. Levy notes that the axe, along with its later de-

velopments, such as the plough, appears as an implcment of
"sacrificial fertility”lll throughout the Neolithic period.
This i1s presumably because the axe was used to break the

earth for cultivation from very carly times. Levy points out

[¢
lo)Jung, Symbols of Transformation, p. 341.

lloGortrude Itachel Levy, The Gate of Hornt A Study of
the Religious Conceptions of the Stone Age, and Their Influ-
cnce Upon Europecan Thourht, pp. 297-298.

lllLevy, p. 143.
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a possible Stone Age parallel of the Eleusinian Mysteries;
the image of the plough appears with what might be a repre-
sentation of growing corn at a Neolithic grave-site at

112

Locmariaquer. In any case, when Huck rips open the

sack of corn-meal with the saw (another development of the
axe), he does in effect "reap corn." The curious juxta-
position of eclements makes clear-cut analogies difficult
but in no way diminishes the validity of archetypal con-
clusions of this kind.

When Huck throws the sack of corn-meal into the
canoe, takes the canoe down the river into some willows, and
then ties the canoe to the trees and falls asleep, he par-
takes of the Elecusinian Mysteries to an even greater degree,

Jung explains:

The image of Iacchus was carried at the head of the
great Eleusinian procession. It 1s not easy to say ex-
actly what god Iacchus is, but he was probably a boy or
a new-born son, similar perhaps to the Etruscan Tages,
who bore the epithet "the fresh-ploughed boy," because,
according to legend, he spran§ out of a furrow behind a
peasant ploughing his fields.11l3

Jung notes that in the samc festival procession, the winnow-
ing-basket, the "cradle of lacchus,” was also carried. This
is the liknon, described alternately in various texts as a

114

sheaf of corn, a basket of fruit,115 or a winnowing-

llzLevy, p. 1h45.

lljJung, Symbols of Transformation, p. 340.

ll“Jung, Psvchology of the Unconscious, p. 373.
ll5Levy, p. 297.
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themselves evolved from a primitive agrarian fertility cult
of strong archetypal identity. Martin P. Nilsson, 1in Greck

Folk Religion, expresses his belief that the Elecusinian

Mysteries began as an old agrarian cult celebrated around
the present month of October and were closely related to the
Thesmophoria, a festival of the autumn planting celebrated
less than a month later. At some particular time of the
year, Nilsson explains, pigs were thrown into deep caves.
The decayed remains were brought up again during the Thes-
morphoria; placed on altars, and mixed with the seed corn,
providing what Nilsson calls "a very simple and old-

fashioned fertility charm."118

The pig, as mentioned be-
fore, was the holy animal of Demeter, who was herself
associated with corn and its fertility. The purposc of these
carly rites was "to promote the fertility of the corn which
was laid down in the carth."i1?

That these rituals originated in dim antiquity 1is
generally accepted. Nilsson traces them back to the My-
cenaean age, although 1t 1s quite possible that they predate

even that period. The mention of the Mysteries in the

Homeric Hymn to Demeter supports their claim to ancient be-

ginnings; it is the oldest and most complcte documentary

trecatment of any Greek cult.120

llHMartin P. Nilsson, Greek Folk Religion, p. 49.

119Nilsson, p. 49.

12ONilsson, p. U5,
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This great age suggests archetypal significance, but
age alone only poses the question: Why did the Mysteries en-
durec and enjoy such widespread success through so many cul-
tures? The answer, Nilsson believes, 1s that the Mysterices
contained no strict doctrines, "but only some simple funda-
mental ideas about life and death as symbolized in the

springing up of the new crop from the old."121

Fach age and
culture might modify and interprect these basic ideas to suit
its needs. Thus, concludes Nilsson, the "most venerablec
religion of ancient Greece is explained."l22 The power of
the Mysteries-was archetypal, a result of their lack of
rigid dogmas and of their "close connection with the deepest
longings of the human soul."123

Much of this appeal sprang from the myth so integrally

connected with the Mysteries, the tale of Demeter and Per-

sephone. In Myths of the Grecks and Romans, Michael Grant

proposcs that this story, "perhaps more than any other
classical myth, has cmbodied and directed man's accumulated

. . l
thoughts about being born and dylng."lz‘

Therefore, there
is strong cvidence that the compelling concept behind Huck's

actions and that revecaled in the Mysteries is the same: the

121Nilsson, p. 63.

122Nilsson. p. 63.

123Nilsson, p. 63.

lthichael Grant, Myths of the Greelks and Romans, p.

136,
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universal concept of death and rebirth. This in itself is
not so surprising, but the detail in which Huck parallels
those (and other) archetypal rites does, at times, reach a
provocative, almost disturbing level of consistency.

The Eleusinian Mysteries do not comprise the only
initiatory rites which contain elements similar to those

found in this episode of Huckleberry Finn. Certain island

cultures of the New Hebrides still practice cecremonies de-
rived from Stonc Age concepts, transmitted through migration
from Asia. On the island of Vao, for example, ritual-
elements resembling those of Elcusis survive in symbolic
roles remarkably similar to that of their Hellenic counter-
parts.

On Vao, as at Eleusis, the sacrificial animal of the
Earth-Goddess 1s the pig, in this case, the tusked boar.
The initiate 1s identified directly with the boar he sacri-

25

. 1
fices; he offers the boar to Le~hev-hev, the Female De-

vouring Ghost, to prevent this lethal derivative of the Asian

Mother-Goddess from annihilating his spirit.l26

Through this
sacrifice, Levy explains, "the Devourer of the Dead does be-
come Mother of Rebirth."127 This concept appears both in the

initiatory and mortuary rites of the arca. Levy points out

l25Levy, p. 162.

126Ilcndcrson and Oakes, p. 141.

12
7Levy, p. 154.
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that "the boars are also fertility symbols, thrown alive
into graves as pigs were thrown into the Greck 'megara' of
classical times."128 Possibly Huck's trecatment of the pig
reflects an unconscious desire to propitiate his archetypal
"savage mother of desire" mentioned earlier.129

Levy notes that "the axec of sacrifice 1s sacred here
as in the West."130 Here the axe 1s also an instrument of
fertility and 1is even connected with "the rare and solemn
human sacrifice which . . . is explicitly associated with

rebirth."131

Huck in fact does sacrifice himself ritually
by pulling out some of his own hair. He then mixes this
hair with the blood of the pig which he has smeared on the
axe. Thus, three vital elements--the body of the initiate,
the body of the sacrificial animal, and the instrument of
fertility and rebirth--unite with an archetypal consistency
which cannot be dismissed as mere coincidence.

Huck's tying the canoe to the willows before falling
aslcep demonstrates one of the parallels between Huck's

actions and the archetypal death-rebirth ritual. Jung de-

scribes a variant on the theme of death and rebirths

128Levy, p. 163.

12950@ above, p. 34.
13OLevy, p. 163.

l31‘chy, p. 1673.
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The parallel to the motif of dying and rising again 1s
that of being lost and found again. It appears ritually
at exactly the same place, 1n connection with the hicros=-
gamos-like spring festivities, where_the image of the
god was hidden and then found again.
Jung describes an example of this mythologem, the Samian
Hera, practiced in carly Greece. Every year a ceremony was
held in which Hera's image was removed from the temple and
hidden 1n a lygos-tree somewhere on the seashore. Later,
worshipers "found”" i1t entwined in the branches and rcgaled 1t

133

with wedding cakes. Jung cites a passage by Pausanias
which states that the i1mage of Artemis Orthia was also
called Lypgodesma, "willow-captive," because 1t was found in

a willow-tree.ljh

Both of these cxamples were apparently
connected with the popular Greek festival of the hicros
gamos, or sacred marriage. Thus, when Huck ties the canoe to
the willows, falls aslcep and then awakens apparently "re-

born," he provides still more evidence of participating 1n an
archetypal ritual of death and rcbirth.

The minor Eleusinian god Iacchus deserves further
examination. Joscph L. Henderson envisions this deity as a
definite psychological type embodying a syndrome which in

recent years has become known as the "renegade tendency.”

Henderson credits another of Jung's followers, Maric-Louilse

1 .
32Jung, Symbols of Transformation, p. 343.

133Jung, Symbols Transformation, p. 243.

of
ljuJung, Symbols of Transformation, p. 2u4kL.
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von Franz, with describing this renegade tendency as a pat-
tern "arising from a special archetype which impresses 1ts
image upon the personality in such a way as to dominate it--
to the point where the personality is, as it werc pos-

=
sessed."lj)

This pattern, lenderson explains, involves a
"self-renewing youthfulness as an end in itself, never
reaching and by its very nature intending to reach matur-

ity."136 Jung, too, has an interest in Iacchus, and quotes

the following passage from Ovid concerning the puer aeter-

nus, the eternal boy, Iacchusi "For thine is unending youth,
cternal boyhood; thou art the most lovely in the lofty sky;
thy face is virgin-sceming, 1f without horns thou stand
before us."137 By "without horns,'" Ovid refers to the
Thracian Dionysus-Zagrecus, who periodically changed from a
beautiful youth into a bull, often with disastrous social
consequences. lacchus and Dionysus-Zagreus illustrates dif-
ferent versions of the same concept; Henderson mentions still

a third variant of the puer acternus, the agricultural deity

Triptolemus, "standing as a manly boy between the two god-
desses, Demeter and Persephone, from whom he receives the
cars of corn hc has carned from his labor of plowing and

seeding."138

quJoseph L. Henderson, Thresholds of Initiation, p22.

136

lienderson, Thresholds of Initiation, p. 22.

137Jun(';, Symhols of Transformation, p. 340.

lBBHenderson, Thresholds of Initiation, pp. 23-24.
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Huck bears a striking resemblance to Iacchus in many
ways. Ille certainly does not seem to want to "grow up" 1in
the genordlly accepted sense. lle does appear to possess a
"self-renewing youthfulness" through recurrent death-rebirth
experiences. Whether he possessces the destructive qualities
just discussced 1s questionable; nevertheless, he does have a
curious talent for showing up wherever violence is present.

In Chapter XV, when Huck and Jim are scparatéd in the
fog, Huck admits that he had no more idea where he was going
than a dead man. When he returns to the raft, Jim first
believes liuck 1s returning from the dead. Huck tries to
convince him that it was all a dream, but Jim finally rca-
lizes the truth and shames Huck into humble submission. This
passage marks a turning-point in Huck's life, and 1t secems
hardly coincidental that this passage comprises one of the
book's richest archetypal episodes. Huck "dies" and 1is
"reborn" through a sequence of cevents which closely resembles
several established archetypal precedents. These precedents
show that Huck, in his role as initiate, enjoys a "privi-
ledged” position; during his introduction to the nature of
life and death, he 1s protected by a benign overscer. Hc 1s,
in a sense, immunc to physical death, and at the same time in
special rapport with death. Thus, Huck 1s surrounded by decath,
his presence might cven be connected causally with certain

decaths, yet he 1s physically untouched by decath. In this

sense, he 1s an Angel of Death.
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When Huck 1s separated from Jim in the fog, he is at
the mercy of the treacherous current. The canoe spins down
the river through the snags; Huck is confused and dis-
oriented, as 1if lost in a labyrinth. Indeed, that is ex-

actly the casec. Joscph Henderson, in Wisdom of the Serpent,

describes the role of the labyrinth in primitive initia-
tion rites. The labyrinth, Henderson explains, may appcar
as a pictorial design, a garden path, a dance, or a system
of passageways in a temple, but 1t always produces the same
psychological effect. "It temporarily disturbs the rational
conscious oricntation to the point that . . . the initiate
is 'confused' and symbolically 'loses his way.'"139 Through
this process the inner mind experiences a transcendent
awvarcness of new and cosmic dimensions.

An intriguing example of this phenomenon is seen 1in

John Layard's The Maleckulan Journcy of the Dead, an initia-

tion ritec still practiced in the New Hedbrides. Here, the
"dead man," symbolic of the initiate, encounters the Female
Devouring Ghost, Le-Hev-Hev, at the entrance to the cave
where life meets death:

She has drawn with her finger, in the sand, a geometric
figure, and she sits beside it, waiting for the dead man
to come. He sces her {rom a distance. lIle is confused
and loses his way. When he regains his path and ap-
proaches the Devouring Ghost, she rubs out half the de-
sign. The dead man must know how to complete it. If he

139

Henderson and Qakes, p. 46.



succeeds he passes through the lines of the geometric

design into the Cave. If he does, not succeed, he is

devoured by this terrible ghost.l“O
This design is called "The Path,'" or "The Way." Again, a
Hellenic parallel appcars. Levy notes that "the name
Eleusis was belicved by the ancients to mean a Way or Pas-
sage, and connected with Elysium."ll‘l The labyrinth does
not actually bring on the revelation, but merely prepares
the initiate, makes him capable of revelation.

- A common archetypal figurc accompanies the initiate

from decath to rebirth. Henderson describes the makeup of

this important figure:

The readcer will no doubt be able to supply from litera-

61

ture and drama many more examples of thils fipgure acting
as an intermedlary between the suffering initiate and his

expericnce of the death which may or may not lead to a
rebirth; for example, the role of Thoth in the myth of
Isis and Horus, Virgil in the Divina Commedia as the
guide to Dante, Hermes as the guide of Aeneas in the

Acncid, Herackles as messenger to the underworld in the

Alcestis. It was not unintentional that T. S. Eliot

patterned Reilly, the psychiatrist in The Cocktail Party,

upon this aspect of Heracles as a semiheroic, trickster-

figure enabled by his mercurial naturc to act as medi-
ator bofyecn the two worlds, conscious and uncon-
scious. 2

As the evolution of this figure is traced back, he appears

a tribal medicine man who 1is Kknown as Master of Initiation.

as

It should be obvious from the description above that

the identity of Master of Initiation parallels that of Jim 1in

140yonderson and Oakes, p. Uh.
l
l‘lLevy, p. 297.

!
142Hendcrson and Oakes, p. l8.
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the previous chapter. Leslie Fiedler refers to Jim as Huck's

143

"redemptive anima figure,’ although he points out that
Jim represents Huck's aspiration to a deeper level of the
primitive, rather than to a higher plane of civilization.
Elsewhere in the book are indications that the ultimate
initiation of Huck is not into life, but into final death,
without rebirth. In any case, one must realize that, as
Henderson points out, "at the level of the initiation arche-

wlhlh

type, masculine and feminine are interchangable. There
are even myths that split the Master of Initiation into two
separate entities, but the function remains the same.

Huck among the snags is, like the "dead man" of the
ceremony Just described, lost and confused. He is undeni-
ably separated from anything that might serve as a reference
point. Arnold Van Gennep claims that the basic ceremonial

pattern of initiation represents a complete cycle of change,

beginning with a "rite of separation,'" going on to a "rite of

wlls

transition,"” and ending with a "rite of incorporation.
It has already been shown how the labyrinth serves as the
setting of a rite of separation in the Malekulan culture.

Huck, too, is thrown into a labyrinth in the form of the

fog-shrouded snags. This epilsode, along with Huck's near-

luj?iedler, pp. 570-571.

L1
l“Henderson, Thresholds of Initiation, p. 159.

- 1hs
Henderson and Oakes, p. 48.
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drowning under the steamboat, also parallels the crucial stage

of the Sumerian myth, The Quest of Gilgamesh.

The Quest of Gilgamesh is an account of Gilgamesh's

journey to achieve immortality. This is represented as an
attempt at initiation with its "threshold experience," or
ritc of separation, baptismal experience, initiation slecep,
and a return journey with a master of initiation. In this
cpic, the master of initiation is represented by a semi-
divine pair, Utnapishtim and his wife. Thils pair incor-
porates the motif of the conjunction of opposites necessary
to fulfill the transitional period of initiation. Gilgamesh
fails his 1initiation, however, through his own pride or

146

trickster character.
Gilgamesh's Journcy lcads him to Utnapishtim and his
wife, the masters of initiation, who tell him that if he
wants true immortality (that is, of both body and spirit) he
must undergo an initiation sleep, whereby he will become
acquainted with the nature of life and death. Henderson
describes the crucial outcome as an example of initiatory
failure; Gilgamesh trics to keep the plant of immértality for
nis own personal revitalization, but fails. This failure
results from his selfish, i1mmature ambition to achieve 1m-
mortality in the physical sense only. Utnapishtim, the wise

old man, recognizes this danger beforchand and suspects

6o theme of initiatory faillure 1s widespread
througrhout mythology and legend. (It appears in The Quest of
the lloly Grail, The Odysscey, Parsival, and others.
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Gilgamesh's intentions for undergoing initiation. "Deceit-
. . . . !
ful 1s mankind, he will try to deceive thee,"l‘7 he tells
his wife-as Gilgamesh enters his initiation sleep, and he
instructs her to bake a loaf of bread for each night of the
initiate's slumber. As Gilgamesh falls asleep, apparently
through lack of will rather than sincerity of purpose,
Utnapishtim tells his wife, "Look at the strong man who
wants life everlasting. Slecep like a fog blows upon
him. 11} 11&8
It is not difficult to superimpose the predicament of
Huck, plunging through the white fog asleep, upon the arche-
typal framework Just described. When Huck awakes f{rom what
was to be only a "cat-nap," he sees that his surroundings
have undergone a complete metamorphosis:
I was good and tired, so I laid down in the canoe and
said I wouldn't bother no more. I didn't want to go to
slcep, of course; but I was so sleepy I couldn't help
it; so I thought I would take Just one little cat-nap.
But I reckon it was more than a cat-nap, for when I
waked up the stars was shining bright, the fog was all
gone, and I was spinning down a big bend stern first.
First I didn't know where I was; I thought I was dream-
ing; and when things begun to come back to me, they
seemed to come up dim out of last week. (138)
Huck's last remark is significant, for Gilgamesh too slept
149

for scven nights. This, plus the similarity of irreso-

lute attitudes strengthens the thematic ties between the two

lL‘7Henderson and Oakes, p. 150.

148
Henderson and Oakes, p. 150.

L c
l‘)Henderson and Oakes, p. 151.
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characters and works. When Huck reaches the raft, he finds
it littered with leaves, branches and dirt. He decicdes, in
true trickster fashion, to play a trick on his master of
initiation, Jim. Jim at first finds it difficult to believe
that Huck 1s alive, but Huck soon convinces him that he has
never even been gone. Huck persuades Jim that he has
apparently dreamed the entire episode, since he had becen
asleep for only ten minutes.

. The Quest of Gilgamesh contains a strikingly similar

scenc. When Gilgamesh awakes after sleeping for a weeks

Gilgamesh said to him, to Utnapishtim the Distant:
"Hardly did sleep spread over me,

When quickly thou didst touch me and rouse me."
Utnapishtim said to him, to Gilgamesh:

"+ « . . Gilgamesh, count thy loaves of bread!
The days which thou didst sleep may they be known
to thee. . . ."150

The above passage bears a strong resemblance in meaning
(though the particular details in each work are curiously
juxtaposed) to the crucial scene which follows Huck's at-

tempt to confuse Jim. 1In Huckleberry Finn, Huck invites his

own failure of initiation by demanding of Jim the meaning of
the debris on the raft, that is, the "loaves of bread," the
proof of what actually took place. As Utnapishtim shamed
Gilgamesh so does Jim humble liuck with hils well-known speech
on the nature of the leaves, branches and dirt:

"What do dey stan' for? 1I's gwyne to tell you. When
I pgot all wore out wid work, en wid de callin' for you,

15OHendorson and OQakes, p. 151,
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en went to slecep, my heart wuz mos' broke belkase you wuz
los', en I didn't k'yer no mo' what become er me en de
raf'. En when I wake up en fine you back agin', all
safe en soun', dec tears comec en I could a got down on my
knees en kiss' yo' foot i's so thankful. En all you wuz
thinkin 'bout wuz how you could make a food uv ole Jim
wid a lie. Dat dah 1s trash; en trash is what pecople is
dat puts dirt on de head er dey fren's en make 'em
ashamed." (141)

Huck, like Gilgamesh, fails in this particular initiatory epi-
sode. But, as is gencrally accepted, this event marks a
turning point in Huck's attitude toward Jim. Immediately
after Jim's speech, Huck realizes his mistake, that 1is, the
unsatisfactory aspect of himself which he still displays,
proving the failure of initiation or change in self. He 1is

not reborn, but is repentant:

Then he got up slow, and walked to the wigwam, and
went in there, without saying anything but that. But
that was enough. It made me fcel so mean I could almost
kissed his foot to get him to take it back.

It was fifteen minutes before I could work mysclf up
to go and humble myself to a nigger—--but I done 1t, and
I warn't ever sorry for it afterwards, neither. I didn't
do him no more mean trucks, and I wouldn't done that one
if I'd a knowed it would make him feel that way. {(1h4l1)

Huck's reaction is similar to that of Gilgamesh when

he later loses the plant of immortality to a water-snake.
Henderson describes this episode from the Sumerian eplc as
an example of the archetypal failure of initiation. Gilga-
mesh's 1nitiation sleep, claims Henderson, contains no re-
vealing image or mystery. Yet, the loaves of bread baked by

Utnapishtim's wife "must have contained something like the

fecundity of Mother Nature as a much more nourishing symbol
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for the content of initiation" than the plant of immortality
which he later found and lost before enjoying its powers.lsl
Only at the end of the epic does Gilgamesh appear to realize
his error, his "sin of hubris, and the corresponding deceit
Utnapishtim suspected in him." After the snake steals from

him the precious plant, thwarting his hopes of rebirth:

Then Gilgamesh sat down and wept,
His tears flowing over his cheeks .

"For myself I have not obtained any boon.
For the ecarth-lion have I obtained the boon.

wl52
Henderson explains that the true 1nitiate must display
courage, humility, and purity of heart, all of which seem to
represent an awareness of sclf.153 He elaborates on the im-
plications of the failure of 1nitiation. In the stories of
Gilgamesh and Gawaln, the redeeming image was some form of
the Mother as a symbol of renewal and rebirth. This 1mage
promised something much more sustaining than the magical quest
object originally sought. For Gilgamesh, this was the secven
loaves of bread alrecady mentioned; for Gawain 1t was the
Grail with its magical food-product property. Thus both
stories result in the classic final stage of initiation
described by Van Gennep, represented by a rite of incorpora-

tion. lere occurs what Henderson describes as "an 1nner

151
““Henderson and Oakes, p. 53.

152Hendorson and Oakes, p. 53.

153Henderson and Oakes, pPp. 53-5k.
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reacceptance of the Great Mother."l5h

This, he explains, 1is
simply a vision of the eternal cycle of lifc and death.

The branches leaves, and dirt which Huck finds on
the raft might easily (and with validity) be compared with
Gilgamesh's loaves of bread. They, too, represent the
Great Mother and her fertility (the cycle of life and death).
They, like the loaves of bread, comprise the evidence of
reality which thwarts the trickster-hero's attempt to fool
his master of initiation.

Henderson points out that stories such as those of
Gilgamesh and Gawaln stress the danger of falling asleep at
the crucial point of impending revelation.155 Huck, 1in the
tradition of these figures, falls asleep at the critical
time; indeed; the fog contributes to the evidence of ini-
tiatory overtones, since it is an archetypal symbol of re-
156

velation --an opportunity for rebirth from which Huck

fails to profit. But, Henderson explains, the experience of
having possessed the quest-object, as Gilgamesh possessed
temporarily the immortal plant, produces a partial initia-
tory effect. One sees from these stories that the hero never

forgets his partial initiation and will therefore inevitably

]
154Henderson, Thresholds of Initiation, p. 178.

155Henderson, Thresholds of Initiation, p. 178.

156j0lande Jacobi, Complex/Archetype/Symbol in the
Psychology of C. G. Jung, pp. 1l61-162,
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prepare himself to complete the quest at some future time.157
Chapter XV ends with the implication of a positive
event in Huck's life in the form of his newly-found humility,
or submission. Henderson stresses that submission 1s a
characteristic of initiation, "but 1t 1s not apathy or
weakness . . . ."158 It contains, rather, "a strong element
of the archetypal 'trial and strength' carried over from the
heroic phase of life."159
- Huck$s subscquent adventures form a series of simi-
lar initiation attempts, all falling short of complete
success. This concept of constant retesting of the initiate
i1s seen 1in many cultures. Henderson recalls stories of
ancient Hindu, Buddhist, and later Zen Buddhist initiations
which give the impression that initiation rites should be
seen as cyclical. Following each "experience of enlighten-
ment," the 1nitiate returns to the mainstream of human ex-
perience until all tricksterism and heroism has been refined.
away and only the "true adept" remains.l6O
Indeed, 1t does not seem to indicate weakness 1n the

initiate's character if he fails the first attempt at initia-

tion. As Henderson points out, one should not assume that

157I{enderson, Thresholds of

[

Initiation, p. 178.

158Hendcrson, Thresholds

Q
-

Initiation, p. 179.

159chderson, Thresholds

o}
o]

Initiation, p. 179.

l6OIIcnderson, Thresholds of Initiation, p. 179.
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initiation always implies automatic success. By 1its very

161

nature, initiation is a dubious business. In Thresholds

of Initiation, Henderson describes one mythological ini-

tiate who is literally shoved by supecrnatural powers into a
successful initiation, somewhat against his own will. "It
1s interesting to see how Odysseus on his journey wavers
from being a trickster, the wily one, to the hero and
finally is forced somewhat unwillingly into the role of the
initiated man,"162 Athene, Odysseus's mistress of initia-
tion, prevents him from pursuing the ousted suitors in his
last exploit. Here, claims Henderson, Athene acts in the

role of a "superilior anima-figure," at last completing suc-
cessfully the initiation of Odysseus.163 This occurs only
after repeated, unsuccessful attempts at initiation which

help to make up the Odyssey.

One may conclude, then, that while Huck does fail to
gain full inéight into his relationship with Jim and the
rest of his world, he does catch a glimpse of truth through
this experience; this proves to be a turning point in hais
"initiation," or "growing up" process.

Turning from mythological references to Huck himself,

it becomes apparent that Huck seems, even in the beginning of

161Henderson and Oakes, p. 43.

l62Henderson, Thresholds of Initiation, p. 177.
163

Henderson, Thresholds of Initiation, p. 177.




71
his narrative, quite familiar with death. He makes frequent
use of the words "decad" and "kill." In the opening chapter,
after discounting the importancc of Moses because he "had
been dead a considerable time" (38), Huck retires to his
room with his dark thoughts. "I felt so lonesome I most
wished I was dead" (QO), recalls Huck. Then, "I heard an
owl, away off, who-whooing about somebody that was dead,
and a whipporwill and a dog crying about somebody that was
going. to die" (40). A little later, he observes, "the
house was all as still as death now . . ." (40).

In Chapter XIII, after seeing that everything aboard
the sinking steamboat is "dead still" (127), Huck and Jim
turn in and sleep "like dead people” (128). Such expres-
sions and references abound throughout the work, but to list
them all would prove as little, in itself, as would the
itemization of every death that takes place in the book. The
large number of such references to death, however, does serve
to make one mindful of the exact wording of Huck's narrative;
since Huck 1is onl& partially "sivilized," much of his meta-
physical revelation must occur on a level unsecn by himself.

In any case, Huck is capable of perceiving Death as an
abstraction and of sensing death-connotations to a degree much
greater than the casual recader might recalize. When he is
confronted by his father, Huck's description of Pap's face

reveals quite vividly this awarcncess.
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There warn't no color in his face, where his face showed;
it was white; not like another man's white, but a white
to make a body sick, a white to make a body's flesh
crawl--a tree-toad white, a fish-belly white. (59)
From this passage, and from Pap's ultimate fate, the dead
man in the dead house, 1t 1s not difficult to see Huck's
father as a death-victim figure of uncommon intensity. This
interpretation only serves to provide additional evidence
that Huck 1s some sort of agent of death. If nothing else,
it indicates that death is an important, if not the central

conccbt controlling the major action and ideology in Huckle-

berry Finn.

Huck's stay with the Grangerfords provides some in-
sight into his attitude toward death. There seems to be some
sort of rapport between Huck and the late Emmeline Granger-

ford. Huck says of her:

Poor thing, many's the time I made myself go up to the
little room that used to be hers and get out her poor
old scrapbook and read in it when her pictures had been
aggravating me and I had soured on her a little. I
liked all that family, dead ones and all, and warn't
going to let anything come between us. (161)
In the above passage Huck reveals once again his preoccupa-
tion with thoughts of death. He seems to be secking some
sort of understanding of his own views in this area; he 1is
trying to come to terms with death, or at least his ideas on
the subject. He mentions the fact that the morbid pictures

"aggravate” him whilch 1s an interesting choice of words. In

a related passage, he claims these pictures give him "the
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fan-tods" (158) which implies that the pictures and poetry
reach something within him that transcends ordinary dis-
interest or distaste. Huck is preoccupied with the idea of
death, whether he choosces to be or not.

Another passage from this chapter brings up an inter-
esting unity of imagery. Describing Emmeline's unfinished
painting, Huck states:

She was at work on what they said was her greatest pic-
ture when she took sick, and every day and every night

it was her prayer to be allowed to live till she got it
done, but she never got the chance. It was a picture of
a young woman in a long white gown, standing on the rail
of a bridge all ready to jump off, with her hair all

down her back, and looking up at the moon, with the tears
running down her face, and she had two arms folded across
her breast, and two arms stretched out in front, and

two more reaching towards the moon--and the idea was, to
see which pair would look best and then scratch out all
the other arms; but, as 1 was saying, she died before she
got her mind made up, and now they kept this picture over
the head of the bed in her room, and every time her birth-
day come they hung flowers on it. Other times it was hid
with a little curtain. The young woman in the picture
had a kind of sweet face, but therec was so many arms 1t
made her look too spidery, secmed to me. (158-159)

The figure in the painting strikes Huck as looking "spidery,"
an image that recalls the death of the spider in the candle-
flame 1n the first chapter. The fact that both occurrences

of the spider image arec accompanied by some sort of ritualized
behavior supports the contention that this is one of the

many recurrent death-figures running through the work. The
picture hangs at the head of the dead Emmeline's bed; Huck's

pilgrimages to her room at the times when her work haunts him

the most suggest a sort of death-worship ritual. Perhaps her
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bedroom is, for Huck, some sort of death~shrine, with the cen-
tral relic of fascination placed at the head of a death-bed
altar; there seems to be little doubt that Huck feels an
unnatural contact with Emmeline and fcels drawn to her room
when this contact reaches points of stress. Regardless of
Huck's personal feelings on the matter, Emmeline's 'spidery"
picturec is an irrefutable testament to human mortality; a
death-painting painted by one fascinated by death, un-
finished because of the death of that painter.

Huck's stay with the Grangerfords 1is one example of
the many occasions on which he is "reborn," that is, assumes
a new identity. James M. Cox remarks that Huck i1s "indeed
the man without identity who is reborn at almost every
river bend . . . ."l6h Huck must recreate himself, Cox pro-
poses, to ecscape the forces which threaten him from all sides
Cox believes that the rebirth theme forms the motivating
idea behind the entire action.165

ifuck himself "dies" several times in this work, only
to return to the living cach time, usually accompanied by
some sort of ritual, either publicly accepted, occult, or
both. When he crecates the impression that he has been killed

at his father's cabin, he kills a pig and uses its blood to

prove his own death. When he hides on the island, he watches

16hcox, p. 395.
165¢cox, p. 395.
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the citizenry conduct a ritualistic search for his body. Be-
sides firing over the water, the search party drops loaves
of bread i1nto the water hoping to locate the unfortunate
protagonist. Later, when Jim first sces Huck, he begs the
"ghost" not to harm him, for he "alwuz liked dead people, en
done all I could for 'em" (87).

In Chapter XV, when Huck and Jim are separated in the
fog, Huck admits that he had no more idea where he was going
than a decad man. When he returns to the raft, Jim first be-
lieves Huck is returning from the dead. At the end of Chap-
ter XVIII, Huck covers dead Buck's face on the riverbank.
Since Huck 1s gencrally believed to be among the dead at this
point, the recurrent death-within-death motif undergoes a
rather grim mutation: the dead covering the face of the dead.

Huck's arrival at the Grangerfords' is brought about
by his necarly drowning after the raft is smashed by a steam-
boat. This places Huck within the well-known archetypal
death-rebirth ritual framework of baptism. In connection
with the Gilgamesh myth, Joscph lenderson points out that the
concept of purification or lustration often appears as an

166

initiatory decath i1n the form of a ritualized drowning. As
in the labyrinth, the initiate undergoes a loss of conscious-
ness which may lead to a change. This change, claims Hender-

son, "becomes a new and important test which ushers in the

period of transition.”

166jjcnderson and Oakes, p. 49.
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The symbolism of a return to the pre-natal condition, so
abundantly suggested in the composite idea of the laby-
rinth (intestines, birth canal, umbilical cord, etc.)
and water (water of death or water of life as amniotic
fluid), vanishes from sight and the evidence of rebirth
becomes apparent.
Henderson i1llustrates this contention by describing the
initiation rites of primitive cultures where boys are fed
milk as if they were newborn babies and given new clothes
and names after undergoing the rites of purification and the
ordeal of ritual death in the form of circumcision or some
other kind of mutilation. Gilgamesh, after his sleep,
"washed his long hair clean as snow in water . . . [and]
replaced the band around his head with a new one."168
Not only does Huck conform to the labyrinth and
baptismal cpisodes Jjust mentioned, but he also is reborn in
the manner described. He 1s fed, given new clothes, and
assumes a new name, George Jackson. This 1s, of course, only
one of several episodes in which Huck is "reborn" after
"dying" or at least wishing he were dead. In Chapter XXXII,
shortly after the "Sunday~like" stillness makes Huck wish he
were dead, "and done with it all," he is "reborn" as Tom
Sawyer. Here, near the end of the book, Huck's rebirth al-

most achieves a glimmer of conscilous recognition from the

initiate. Huck remarks, "But if they was joyful, it warn't

1674enderson and Oakes, p. 49,

l68chderson and Oakes, p. 49.
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nothing to what I was; for it was like being born again, I
was so glad to find out who I was" (302).

Huck is, in a sense, '"dead" throughout his journey
down-river. He seems immune to physical injury; his role is
that of observer, or in the initiatory sense, the initiate
whose reaction to various situations determines his spiritual
progress. The importance of cventual success 1n this type of
initiation 1is brought home by a passage from Paul Schmitt's
"Ancient Mysteries and Their Transformation'" quoted by

Joseph Henderson in Wisdom of the Serpent. Schmitt explains

that he who enters the underworld symbolically is "wedded"
or "dies" and is symbolically reborn. The uninitiated re-
mains "in death."169

Huck's reactions, then, determine to a certaln extent

whether one may view the end of Huckleberry Finn in a posi-

tive or negative light. When Buck Grangerford dies, Huck
becomes nauseated and almost falls out of his tree. If Huck
is an Angel of Death, he 1is apparently not a consciously
willing one. That he is a carrier of Death, as Twain might
have believed himself to be, is perhaps closer to the truth.
At the end of the book, Huck says that he is going to
"light out for the Territory ahead of the rest" (386) which
1s quite possibly an admission of ultimate initiatory failure,

Huck may well be destined to, as Schmitt puts it, remain

169Henderson and Oakes, p. 56.
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"in death."” In Thresholds of Initiation, Henderson points

out examples from various cultures in which the west assumes
a definite archetypal relationship with Death. Quoting
Gertrude Rachel Levy, he explains that in Sumerian myth-
ology, as well as in Egyptian mortuary belief, "the dead
seem to {ollow the path of the sun."170 All "solar heroes,”
such as Heracles, travel westward, "the road of the setting
sun."171 In the Hellenic tradition, the west becomes "the
abode  of those who are reconciled to death."!72 Huck's
Territories lic to the west; he must therefore travel west-
ward, "the road of the setting sun." Like the Jjourney from
Athens to the sea in the Eleusinian Mysteries, Huck's ini-
tiation involved a journey down-river toward the sea. DBut
his pilgrimage will never be completed; as Henry Nash Smith
has observed, it was doomed to failure from its beginning.173

It is tempting, in the light of the above evidence, to view

Huckleberry Finn as a victory of Death over Life. At the

very least, the book ends with an undeniable distortion of
the natural death-rebirth cycle of initiation.
Henderson discusses the significance of an initiation

into life as the reconciliation of opposites "on the plane

l70Henderson, Thresholds of Initiation, p. 150.

l71Hend0rson, Thresholds of Initiation, p. 150,

172liendcrson, Thresholds of Initiation, p. 150.

l735mith, p. 132.
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of image and the plane of experience."l7“ He admits that
only a great novelist or poet can sustain the impression that
seemingly trivial details of one's personal life may be seen
as part of such a powerful universal symbolism. Yet, he
asserts, this 1s in reality exactly the case; "and the
mystery of initiation weaves its eternal thread through our
lives and on into the shadows of death.”173

This chapter has dealt with death-imagery as 1t

appears in Huckleberry Finn on a more or less ritualistic

level. The next two chapters will proceed to cover more
literal examples of death, some of which contribute to the

archetypal pattern of initiation Jjust discussed.

!
17‘Hendcrson and Oakes, p. 73.

175Henderson and Oakes, p. 73,



Chapter V
NON-HUMAN DEATHS

Some of the most significant deaths occuring in

Huckleberry Finn are those of non-human victims. For vari-

ous reasons, many of these deaths are important to the pat-

tern of deaths under examination here.

In the opening chapter, a spider's death in a candle-
flame assumes grim metaphysical implications through Huck's

superstitious interprctation:

Pretty soon a spider went crawling up my shoulder, and

I flipped it off and it 1lit in the candle; and before I
could budge it was all shriveled up. I didn't nced any-
body to tell me that that was an awful bad sign and would
fetch me some bad luck, so I was scared and most shook
the clothes off of me. I got up and turned around in my
tracks three times and crossed my breast every time; and
then I tied up a little lock of my hair with a thread to
keep witches away. But I hadn't no confidence. You do
that when you've lost a horseshoe that you've found,
instcad of nailing it up over the door, but I hadn’'t
ever heard anybody say 1t was any way to keep off bad
luck when you'd killed a spider. (40)

It is perhaps significant that the spider dies 1in the flamec
of a candle, rather than being dispatched by mecans less sym-
bolically fertile, such as the more conventional death by a
careless human foot. In any case, Huck's ritual follows the

rccurrent pattern alrecady mentioned, thus placing this inci-

dent well within the bounds of this study's premisc. The
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candle-flame as a means of death is significant in at least
two respects; first, the candle, or indced the flame itself,
might easily be interpreted in a Jungian manner. The shape
of the candle can be seen as a phallic image, or a fertility
symbol in gencral. Whatever the specific interpretation of
the image itself, one aspect of the incident remains un-
deniables that is, that something quite graphically ritualis-
tic has taken place, both in the spider's death and in the
resulting action by Huck.

This incident is only one of several similar incidents
that occur throughout the work. Remembering that cverything
the reader sces 1s through Huck's eyes, one might reasonably
conclude that Huck has put everything down for some particular
purposec; consequently there is no "irrelevant" material 1in
the work. Huck, whether he realizes it or not, includes what
he feels necessary for the reader's understanding of the
essential meaning that emerges from the progress and patterns
of events that occur in the book.

In "The Role of Folklore in Huckleberry Finn," Ray W.

Frantz, Jr. discusses the death of the spider and its implica-
tions. He views the incident as the first of a series of

evil sipgns and omens which culminates in Huck's discovery of
his father in his room. This series of images 1s, Frantz
contendls, the most carefully constructed of many examples of

"folklore forecasting" which Twain usces to forge plot unity
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in Huckleberry Finn.176 The spider-image is rendered more
grotesque through the use of "withheld knowledge," that is,
such phenomena as the whipporwill and the dog crying out in
the night, and the sound "that a ghost makes when it wants
to tell about something that's on its mind and can't make
itself understood, and so can't rest easy in 1ts
grave .+ .+ " (MO). This concealment-death link appears
throughout the novel.

~When Huck turns around three times, crossing himself
every time, he unknowingly partakes of an archetypal ritual

which Carl Jung discusses in The Spirit in Man, Art, and

Literaturec. Jung describes a design associated with man's

efforts to "banish his dark forebodings by expressing them in
a magical or propitiatory form."177 It is a double cross
inscribed in a circle, and it appears today in Christian
churches and Tibetan monasteries.178 This particular

abstract design appecars even in Rhodesian rock-drawings of

the Stone Age beside "amawingly lifelike" pictures of animals.
Huck's affinities with such ritualized behavior is more than
coincidental; James Cox sums up Huck's use of ritual.

Because Huck completely lives his rituals, because he
participates to the tips of his fingers in a struggle

l76Ray W. Frantz, Jr., "The Role of Folklore 1in
Huckleberry Finn," American Literature, XXVIII (Nov., 1956),
314,

177Jung, The Spirit in Man, Art and Literature, p. 96.
178Jung, The Spirit in Man, Art and Litcrature, p. 96.
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for survival, and because his whole world and all its
valuecs are at stake, he transcends the empty rituals of
Tom Sawyer's universe and achieves mythic significance.l179

Another important non-human death, again by violence
and again accompanied by elaborate superstitious ritual,
occurs in Chapter X. Significantly, the incident fore-
shadows another important, and no less violent death. Huck
sayst

Now you think it's bad luck [to talk about the dead man
in the house]: but what did you say when I fetched in
the snakeskin that I found on the top of the ridge day
before yesterday? You said i1t was the worst bad luck in
the world to touch a snakeskin with my hands. Well here's
your bad luck! We've raked in all this truck and eight
dollars besides. I wish we could have some bad luck
like this every day, Jim. (99)
Jim cautions Huck, assuring him that bad luck is certainly
on the way. He soon proves this by being bitten by a rattle-
snake, an cvent which heralds an impressive collection of
ritualistic folk-remedies, which of course proves successful.

More important to this study, however, is the fact
that Jim's would-be reptilian executioner is where it is as a
direct result of the violent death of its mate. The arche-
typal possibilities for interpretation here are impressive.
The snake-figures, one killed, the other a would-be killer,
present possibly even sexual connotations; the location of
this incident, the cavern, scems to support this interpreta-

tion. The serpent is a well-documented and conventional arch-

etypal (igure, usually signifying fertility, either scexual or

179 06x, p. LOO.
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agricultural. The cave is a classical archetypal repre-
sentation of the womb, the prcnatal state, or figurative
death. In the Elcusinian mysteries, at one stage of the
ceremony the initiatcs sat together while a representation
of a snake was passed through their laps.180 In the scenc

from Huckleberry Finn under discussion, Huck and Jim

"unite"” in the sacred marriage, Jjoining black and white, the
initiate and the master of initiation. It takes place 1in
the womb of the carth, as did the Eleusinian rites. Thesc
dctails combine to form a surprisingly complete parallel
pattern of images.

Not all of the non-human deaths in Hucklecberry Finn

are of a literal nature, however. For example, in Chapter
XII, death visits an inanimate object, as well as its human
contents. After describing a thunderstorm, the traditional
archetypal depiction of Nature's presence, Huck introduces
the wrecked stecamboat 'that had killed hersclf on a rock"
(116). The wreck itself is a broken, skeletal monumcnt to
the mortality of Man and his creations. In flashes of light-
ning, the reader sces the wreck "very distinct" (116); the
steamboat, an obviously transient extension of humanilty, has
destroyed itself against a rock, which in turn is the figur-
ative statement of Nature's immovability. Later, luck sces

the wreck dragged down decper and deeper into the river as it

18OJung, Symbols of Transformation, p. 343.
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drifts downstream, soon to disappecar bencath the surface.
The steamboat is not only defeated, but must be obliterated,

by Nature.

There are, of course, human decaths aboard this boat,
creating a "death-within~death" image. These human deaths,
however, shrink in importance against the graphic display of
the sinking boat. Huck does not sec the men die; he only sees
the lifeless hulk slipping deeper and deeper into the water.

Perhaps the storm contributes to the mystery and
tension conveyed by the dramatic events that take place in
the above episode, but it also serves another, equally impor-
tant, purpose. For the storm is to Huck one of the great
physical revelations of Nature's terrible, all-powerful
beauty, made evident in Chapter IX, when Huck describes his

impressions of the summer storm viewcd from the safety of the

cavel

Pretty soon it darkened up and begun to thunder and light-
en; so the birds was ripght about it. Directly it begun

to rain, and it rained like all fury, too, and I never scc
the wind blow so. It was one of these regular summer
storms. 1t would get so dark that it looked all blue-
black outside, and lovely; and the rain would thrash
along by so thick that the trees off a little ways looked
dim and spider-webby; and here would come a blast of wind
that would bend the trceces down and turn up the pale
underside of the leaves; and then a perfect ripper of a
gust would follow along and sct the branches to tossing
their arms as i1f they was Jjust wild; and next, when 1t

was Just about the bluest and blackest--fst! it was as
bright as pglory and you'd have a little glimpse of tree-
tops a-plunging about, away off yonder in the storm,
hundreds of yards further than you could sece before; dark
as sin again in a sccond, and now you'd hecar the thunder
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let go with an awful crash and then go rumbling, grumb-
ling, tumbling down the sky towards the underside of
the world, like rolling empty barrels down stairs, where
it's long stairs and they bounce a good deal, you know.

(95-96)

The above passage illustrates a number of aspects of Huck's
thought patterns. Huck's view of the storm is an almost
classical archetypal one;181 he sees the storm as the phy-
sical presence of some unseen power. The hint of revela-
tion is definitely present in Huck's account of the wind, or
archetypal "breath of God," turning up the pale underside of
the leaves or, in a general sense, revealing things normally
or previously hidden. This idea is restated later in the
same passage when the lightning allows Huck to sece much
further into the woods than he had been able to sce pre-
viously. Other "coincidental" images appear in this passage.
For example, Huck compares the thunder to the sound of empty
barrels rolling down stairs. The significance of the image
of empty barrels becomes plain when one remembers that Huck
watches the storm from the warm safety of the cave. Both
the cave and the empty barrels, plus Huck's desire to sleep
in an empty hogshecad (as pointed out in Chapter III) point to
an underlying unity of imagery that cannot be ignored.

The storm scene also i1llustrates Huck's awareness of

Man's helplessness against the power of natural forces. The

trees become personified, "tossing thelr arms as 1f they was

lHlJacobi, p. 161,
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Just wild" (95). This links the storm sccne with the steam-
boat incident; both episodes underscore the recurrent motif
of the doomed frailty of men and their creations against the
cosmic omnipotence of amoral Nature.

The above-mentioned "storm passage'" assumes additional
significance when compared with the '"dawn passage" 1in Chap-
ter XIX. Again, Huck and Jim witness a display of natural

power and revelationt

Not a sound, anywheres--perfectly still--just like the
whole world was asleep, only sometimes the bull-frogs
a-cluttering, maybe. The first thing to sce, looking
away over the water, was a Kind of dull line--that was
the woods on t'other side--you couldn't make nothing
else out; then a pale place in the sky; then more pale-
ness, sproading around; then the river softened up,

away off, and warn't black any more, but gray; you

could see little dark spots drifting along, ever so far
away--trading scows, and such things; and long black
streaks--rafts; sometimes you could hear a sweep screak-
ing; or Jjumbled up voices, 1t was so still, and sounds
come so far; and by-and-by you could see a streak on

the water which you know by the look of the streak that
there's a snag there in a swift current which breaks

on it and makes that streak look that way; and you sec
the mist curl up off of the water, and the cast reddens
up, and the river, and you make out a log cabin in the
edge of the woods, away on the bank on t'other side of
the river, being a wood-yard, likely, and piled by them
chcats so you can throw a dog through it anywheres; then
the nice breeze springs up, and comes the woods and the
flowers, but somectimes not that way, because they've left
dead fish laving around, gars, and such, and they do get
pretty rank; and next you've got the full day, and
everything smiling in the sun, and the song-birds Jjust
going it! (177—178)

The above passage, along with the "storm" passage, rcveals a
great deal about the pattern of concealment and revelation

that appecars throughout Huckleberry Finn. It is especially
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revealing of Huck's ability to perceive beauty and ugliness
in mutual proximity, without confusing the two. Indeed, in
the beginning of the passage, Huck presents the reader with
total nothingness, "not a sound, anywheres.'" Then, in a
manner curiously similar to the Biblical depiction of the
Creation, he discerns "a kind of dull line'" dividing the
land and water. It is still impossible to see details. Then
the sky appears over the land and water. Shades of gray re-
place blackness, suggesting elements not casily placed in a
simple duality. This possibility is given more credence by
another event; the river loses its crisp edges, softens up.
Then, amid the coming dawn's beauty, Huck perceives evidence
of hidden death in the streaks which indicate swift water
running over snags. Then wood-piles appear, monuments to
man's dishonesty and greed, piled "by them cheats so you can
throw a dog through it anywheres." A pleasant breewc appears
from wood and flowers, blowing away the image of the wood-
piles, only to be quickly qualified by Huck: often thc breceze
is contaminated by the smecll of dead fish, particularly gars.
Significantly, Huck mentions "gars" instead of any other fish
herc, the gar being a primitive, reptillian, and genecrally
unpleasant fish. The gars contrast with the song-birds that
appear with the full day in the next sentence. Huck clearly

sees the dualities in naturec.
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Larry R. Dennis has noted that "Huck's is not Adam's
innonence; Huck has seen death."182 He believes that to
categorize Huck as Adamic in attitude is incorrect. Huck's
response 1s not human, claims Dennis, but is instinctive,
that is, almost animal. Huck's journey brings him into con-
tact with the many masks that civilization gives to death,
and Huck remains relatively pure only through Twain's will,
Dennis points out that Huck's view of life and death 1is that
of two aspects of the same process; one does not necessarily
deny the other. This "natural" view of life and death which
Huck exhibits while he is free may be contrasted with the
concept of death he displays while 1n "captivity," that 1is,
"imprisoned" by the Widow Douglas, Pap, and others. This
latter concept pictures death as static, "antipodal to life."

Dennis gives examples of Huck's experiences with this
latter concept. In the first chapter, Huck describes the
Widow Douglas's house as "still as death." This contrasts
the house sharply with the world around 1it, teeming with the
noises of life. Death, in this sense, is "antipodal to

«183

life. In.Chaptcr XXXII, as Huck approaches the Phelps

farm, he experiences a feeling similar to that which he under-
went at the end of the first chapter:

When I got there 1t was all still and Sunday-like, and
hot and sunshiny--the hands was gone to the fields; and

182pennis, p. 183.

lstennis, p. 183.
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there was them kind of faint dronings of bugs and flies
in the air that makes it seem so lonesome and like
everybody's dead and gonej and if a breeze fans along and
quivers the leaves, it makes you feel mournful, because
you feel like it's spirits and you always think they're
talking about you. As a general thing it makes a body
wish he was dead, too, and done with it all. (297)

Houses, an obvious symbol of civilization, often accompany this
type of death~image. Dennis believes that living within

houses means imprisonment to Huck, physically and psychically,
denying him the natural perspective of life-death total-

ity.;sh

Miss Watson constantly gives Huck negative commands;
don't scrunch up, don't gap and stretch. Her orders involve
physical restriction. In these situations, Dennis proposes,
Huck sces life as "growth, change, potentiality," and death
as "fixed, static, and negative."ls5

Pap also imprisons Huck in a house. Decnnis draws a
parallel between this episode and Huck's bondage at the
Widow Douglas's-186 During one of Pap's alcoholic fits, the
cabin almost becomes a true house of death for Huck. Pap
chases him with a knife, then collapses in a stupor. The
stillness that Huck observes in the world outside the cabin
1s strangely similar to that of the first chapter. Huck re-

calls, "then he laid stiller, and didn't make a sound. I

could hcar the owls and the wolves, away off in the woods, and

a1 .
18‘Dennls, p. 18h4.

185Dennis, p. 185,

186Dennis, p. 184,
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it scemed terrible still" (71-72). When Huck escapes from
Pap's prison, Dennis points out, his means of complete cs-
cape is by a "ritual slaying of the self."187 peath frees
him, for in his natural framework, life and death are not
antipodal.

Dennis sees a pattern behind Huck's two views of death.

His own, natural view reveals itself while Huck is free on
the river, which Dennis believes 1s really a double symbol--

a symbol of life and of death. The same river that carries
the canoe downstream carries the House of Death. Creative
and destructive forces are not antithetical here, but part

of one force. "Huck's perspcctive toward death and life is
identical with the river's reconciliation of these two

188

forces." This idca scems to be supported by Huck's "dawn

passage'" and its reconciliation of life and death images.

In the "dawn passage," Huck's inclusion of song-birds
"just going it!" offers further evidence of a "life-force"

at work in Huckleberry Finn which 1is usually coupled with an

opposing "death-force." It would be tempting to place this
duality in a onc-to-one rclationship with the before-mentioned
conccalment-revelation duality and conclude that life-force

1s equated with, and often accompanies, revelation, while

death is ecquated with, and often accompanies, concealment.

187Dennis, p. 185.

188Dennis, p. 186.
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This 1s, however, an oversimplification of a matrix of in-
fluences so complex that it is doubtful that Twain himself
could fully comprehend all of the variables at work. There
is, however, a surprising number of death-concealment and

life~revelation links in Huckleberry Finn. When Buck

Grangerford is killed, Huck covers his face; dead Emmeline
Grangerford's unfinished painting is almost always covered;
Sherburn, after killing Boggs, tells the would-be lynch-mob
that if there's any lynching done, it will be at night, by
men in masks; the river swallows up the wrecked steamboat
with the dead men aboard; Jim believes Huck is dead after
losing him in the fog; Jim covers the dead man's face in
"the house of death."

The deaths discussed here were, for the most part, hu-
man ones. The following chapter examines those specific
human expirations which most readily and graphically conform

to the archetypal patterns already spelled out.



Chapter VI

HUMAN DEATHS

There are, of course, human decaths in Huckleberry Finn.

These, no less than those other types of death already men-
tioned, conform to certain patterns of recurrent images and
motifs involving superstitious ritual, grotesque social
protocol, and/or graphic demonstrations of the awesome power
of natural forces. While these decaths do not invariably
conform to well-established archetypal formats, still the
clements of ritual and supcrstition always leave open the
possibilities of archetypal interpretation. Jung admits
that we can never know all the archetypes and that ritual
of any kind often indicates some kKind of archetypal pre-
sence.

One of the most dramatic examples of human death 1in

Huckleberry Finn 1s the killing of old Boggs in Chapter XXI.

An aura of 1nevitability pervades the final minutes before
the shoating of Doggs. After Sherburn gives Boggs until one
o'clock to leave, Boggs proceeds to engage in a "dance of
death”"=-~indeced, the sipght of the crowd pleading with him to
leave "right away," Boggs's riding off down the street, re-

turning, leaving, and returning again, all supggest a kind of
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bizarre choreography. The tension builds, is relieved when
Boggs rides down the street, only to be raised even higher
when the doomed man returns. This buildup of tension 1is
framed in a mood of undeniable inevitability.

This aura of inevitability i1s enhanced by the bchavior
of Boggs himself. Up until the time that it 1s too late to
stop the shooting from taking place, Boggs is uncontrollably
hostile towards Sherburn and quite vocal about his hostility.
Then, in that last instant before the fatal shooting, Boggs
shows signs of repenting his former displays, as if once
again, though too late, in control of himseclf. Huck says:

In about fivg or ten minutes, here comes Boggs again--

but not on his horse. He was a-reeling across the street

towards me, barchcaded, with a friend on both sides of

him aholt of his arms and hurrying him along. He was

quict, and looked uncasy; and he warn't hanging back

any, but was doing some of the hurrying himself. (206)
This description of Boggs's apparent state of miqd supports the
contention that he is a helpless part of some inevitable me-
chanical sequence of events. It is never clcar whether or
not the shooting takes place before or after the specified
dcadline of one o'clock. This suggests the possibility that
Sherburn is also part of the mechanistic plan of Boggs's
decath. The image of Boggs, barcheaded, being led along by
two men, suggests an exccution of some sort. This idea 1s
supported by the carnival atmosphere immediately following

the killing and the actual circus golng on in town at the

same time. The scene suggests an exccution in the Europcan
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Middle Ages, when such an event was cxploited as a festive,
commercial occasion catering to the amusement of the spec-
tators. The one o'clock deadline, along with Huck's un-
consclous portent of doom, supports this interpretation.
Before the Boggs incident begins, Huck describes the town
in which the killing will take places
On the river front some of the houses was sticking out
over the bank, and they was bowed and bent, and about
ready to tumble in. The people had moved out of them.
The bank was caved away under one corner of some others,
and that corner was hanging over. Pcople lived in them
yct, but 1t was dangersome, because sometimes a strip
of land as wide as a house caves in at a time. Some-
times a belt of land a quarter of a mile deep will start
in and cave along and cave along till 1t all caves into
the river in one summer. Such a town as that has to be
always moving back, and back, and back, because the
river's always gnawing at it. (203)
Huck's above description sets the stage for the death of Boggs.
This world i1s a precarious one, poised on the brink of obliv-
ion. The river, the book's ultimate natural power, cats away
at man's puny crcations. The entire Boggs incident is sur-
rounded by an unscen, amoral force which drives events to
their ultimate conclusion with an overpowering efficiency.
One also wonders why, after countless monthly drunks
and similar empty threats, Boggs is doomed for this particu-
lar tirade. That "proud-looking' Sherburn 1s easily the best
dressed man in that town (205) implies that he might take
serious action against Bogmpgs for this verbal abuse and 1s a

powerful enough figure in the community to take whatever

vengeance upon the town drunk he chooses. But this logical
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analysis of cause and effect is not completecly satisfying;
there is still an annoying random factor--Huck. Here again
is evidence‘that Huck and death appear together a little too
often for natural coincidence to explain.

After his last-minute change of heart proves point-
less, Boggs is shot. Sherburn drops his pistol in the dirt,
suggesting that he is, in this particular event, only an
agent; after the fatal shots are fired, his immediate role as
executioner is over. Boggs, lying on the ground, 1s a figure
literally stifled by a predatory society concerned pri-
marily with i1ts own amusement:

The crowd closed up around them, and shouldered and

Jammed one another, with their necks stretched, trying

to sece, and people on the inside trying to shove them

back, and shouting, "back, back! give him air, give

him air!" (206)
As the crowd still crushes in on him, Boggs lies with a Bible
on his chest, breathing his last, while the religion of his
society (in the form of the Bible) literally presscs the
breath out of him (207).

The almost surrealistic display of ritualistic behavior
by the townspeople following Boges's death gives this 1inci-
dent even more significance. Huck describes the grotesque

procecdings:

Well, pretty soon the whole town was there, squirming and
scroughing and pushing and shoving to get at the window
and have 2 look, but the pecople that had the places
wouldn't give them up, and folks behind them was saylng
all the time, "Say, now, you've looled enough, you
fellows: 'taint right and 'taint fair, for you to stay
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thor all the time, and never give nobody a chance; other
folks has their rights as well as you." (207)

The remark about "rights" carries cven more irony than one
might imagine. The nced to sce decath scems to be so basic
and so strong that 1t molds the townspecople into one secth-
ing organism whose one need is to witness death. Not only
is this a need, but a right. Since Boggs was once onc of
them, they are, in a sense, witnessing the small death of
part of the larger organism; thus, it 1s their right to
witﬁcss his death., This town is caught in the perpectual
posture of the uroborost the serpent devouring himself, tail-
first. |

Huck then describes cven more stylized and ritualistic
proccedings s

The streets was full, and everybody was excited. Every-
body that scen the shooting was telling how i1t happencd,
and there was a big crowd packed around cach one of these
fellows, stretching their necks and listening. One long
lanky man, with long halr and a big white fur stove-pipe
hat on the back of his head, and a crooked-handled cane,
marked out the places on the ground where Boggs stood, and
where Sherburn stood, and the people following him a-
round from onc place to t'other and watching everything
he done, and bobbing their heads to show they understood,
and stooping a little and resting their hands on their
thighs to watch him mark the places on the ground with
his cane; and then he stood up straight and stiff where
Sherburn had stood, frowning and having his hat-brim down
over his eyes, and sung out, "Boges!" staggered back-
wards, says "Bangi" again, and fell down flat on his
back. The pecople that had seen the thing said he donec 1t
perfect; said 1t was just exactly the way it all happencd
Then as much as a dozen pecople got out their bottles and
trecated him. (208)
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This "long lanky man" seems to he regarded by the townspeople,
for the moment at lecast, as some sort of "sign-giver,'" mark-
ing out Truth in the dirt for all to see. When he is
finished, and his word accepted, a dozen followers trecat him
to their ambrosia. The number twelve, plus the act of mark-
ing the dirt with a "crooked-handled" cane, make this white-
capped man seem almost a perverted Christ-figure. Followed
by twelve disciples, the white-crowned bringer of truth
makes signs in the dirt much as did Christ (John 816), with
his crooked cane as a staff. Indeced, the whole scene in-
volves religious ritual, including the affirmation by those
who know the Truth first-hand that the lanky man's re-en-
actment of Boggs'sdeath i1s correct.

Here, once again, is an undeniable example of death-
worship, this time by nearly an entire town; many of the
pcople watching the reenactment of the death saw the real
death. Thercfore, they must not be watching the ritual for
the purpose of becoming informed of the facts of the event,
Not only do they wish to see dead Boggs himself (this could
be dismisscd as simple curiosity), but they also want to re-
oxperience the ovent (which they have alrcady seen) in
stylized, ritualized form. This, along with the other "co-
incidental" aspects of the incident already cited (such as
the Hible and the townspeople literally stifling Boggs 1in

much the same way that Huck feels stifled by society and
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its religion), contributes to the overall pattern of Death
and 1ts abstract connotations which, as stated previously,

recur throughout Huckleberry Finn.

The attempted-lynching scene which follows the shoot-
ing offers anéther cryptic thread to the fabric-pattern of
Death. Once again the ideas of Decath and concealment are
linked, this time by Sherburn. He tells the mob, "If any
real lynching's going to be done, it will be done in the
dark, Southern fashion; and when they come they'll bring
their masks, and fetch a man along'" (211). This linking of
Death and "masking," or concealment, occurs several times

throughout Huckleberry Finn. When Huck and Jim find Pap's

body in the house, they find, among other things, "a couple
of masks made out of black cloth” (98). When the men in
the steamboat are killed, the hulk slips bencath the water,
concealing what it holds inside (127). When Buck Grangerford
is killed, Huck covers his face, compounding the death-within-
death image by adding the aspect of concealment., Notably,
the other deaths just mentioned also conform to the death-
within-death motif as well as that of death-and-concealment.
This pattern of events 1s too complete in detail and too
consistent in occurence to be dismissed as the rationaliza-
tion of coincidental, unrelated happenings.

Another human death that deserves treatment here 1is

that of Buck Grangerford. His death is a direcct result of a
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murderous feud whose beginning is nearly lost to living
memory and whose end seems totally academic. In short, it 1is
death for death's sake. The fact that it is a feud immedi-
ately suggests archetypal overtones, or at least basic pri-
mal forces at work. Huck's referral to the Shepherdsons as
"high-toned, and well born, and rich and grand, as the tribe
of Grangerfords'" (165), is hardly coincidental. In addition
to the suspicious, 1f appropriate, use of the term "tribe"
is the obvious indication that this tribal appectite for
blood-vengeance 1is conccaled bencath a thin, pretentious
veneer of gentility and refinement. Huck describes the
local church-scrvicet

The men took their guns along, so did Buck, and kept
them between their knees or stood them handy against the
wall. The Shepherdsons done the same. It was pretty
ornery preaching--all about brotherly love, and such-
like tiresomeness; but cverybody said 1t was a good ser-
mon, and they all talked 1t over going home, and had
such a powerful lot to say about faith, and good
works . ... . (168)
The above passage i1llustrates the conccalment of under-lying
barbarism among the Grangerfords. Daniel G. Hoffman has noted
this grotesque phenomenon; the Grangerfords, he observes,
display more culture than Huck has ever seen, and they even
apologize to Huck for scarching his pockets. But this
"morality of moanners,"” notes Hoffman, is but a thin vencer

over their essential barbarism; they do not understand the

object of their loyalty. "In pursuing an endless revenge

for a grievance none can remember, they live by the law of
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the feral wilderness." Hoffman sees the feud as "an Ameri-
can Oresteia, a tragedy in which Apollo and Athene, the
gods of light and wisdom, do not appear, and the Furies are
never appeascd."189 The sermon on Christian charity fails
to move the Grangerfords, and the love of Harney and Sophia
only causes more dcath.,

A close examination of those events leading up to and
immediately following Buck's death suggest strong arche-
typal connotations. The incident begins when Huck awakes to
find the Grangerfords gone; he learns that they have ridden
out to catch Harney before he can take Sophia across the
river. Huck follows the river road until he hears gunfire
in the distance; he arrives at the steamboat-landing and
climbs a convenient tree i1nto the forks that are '"out of
recach” (172) and watches the procecedings.

Behind the wood-rank alongside the steamboat-landing
lic two young men under attack from "four or five men ca-
vorting around on their horses in the open place before the
log store . . " (173). The men meet limited success against
the boys and cven suffer a casualty; the boys take advantage
of the temporary confusion and take up a defensive position
benind the wood pile hencath [uck's tree. lHuck recogniues
one of them as Buck. The men ride away, and Huck reveals his

prescnce to Buck. Buck is now in the full heat of berscerk

18910 f fman, pPp. 320-7321.
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possessiont
Buck bepun to cry and rip, and 'lowed that him and his
cousin Joc (that was the other young chap) would make up
for this day, yet. He said his father and his two
brothers was killed, and two or threce of the enemy. Said
the Shepherdsons laid for them, in ambush. DBuck saild his
father and brothers ought to waited for their rclations--
the Shepherdsons was too strong for them. I asked him
what was become of young Harnecy and Miss Sophia. He said
they'd got across the river and was safe. I was glad of
that; but the way Buck did take on because he didn't
manage to kill Harney that day he shot at him--I1 hain't
ever heard anything like it. (174)
Suddenly, the men resume the attack from behind, forcing the
boys to run, both wounded, for the river, "and as thcy swum
down the durrent, the men run along the bank shotting at them
and singing out, 'Kill them, kill them!'" (174). Tnis event
weighs on Huck's mind as heavily as any episode 1n the work.
"It made me so sick I most fell out of the tree. I ain't
agoing to tell all that happened--it would make me sick
again if I was to do that" (174). Huck then reveals some-
thing quite significant. "I ain't cver golng to get shut of
them [the killings)--lots of times I dream about them" (174).
Carl Jung has scveral pertinent points to make concern-
ing events of the type Just described. The killings take
place at a poilnt near that where Harney and Sophia crossed
the river--perhaps the very spot. For Jung, the river-ford
is an archetype, exerting an influence upon one who stumbles

into 1ts grasp. Jung describes this type of archetypal in-

fluence as a force, having autonomy, which can suddenly take
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hold of a person, "like a seizure."l90 Jung proceeds to

describe onec such "spontancous" occurrence in European his-

tory:

Of course, we have a famous case in our Swiss history of
the King Albrecht who was murdered in the ford of the
Royce not very far from Zurich. His murderers were
hiding behind him for the whole stretch from Zurich to
the Royce, quite a long stretch, and after deliberating,
st1ll couldn't come together about whether they wanted to

kill, the king or not. The moment the king rode into the
ford, they thought, "Murder:" They shouted, "Why do we
let him abuse us?" Then they Killed him, becausc this

was the moment they were scized; this was the right

" moment. So you sce, when you have lived in primitive
circumstances in the primeval forest among primitive
populations, then you know that phenomcnon. You are
sclxzed with _a certain spell and you do a thing that is
unexpected.l9l

Jung cites an example of the river-ford and dcath archetype
in his study of the poem "Hiawatha" by Longfellow. It is

interesting to note that in Myths of the Greeks and Itomans

Michael Grant compares Longfellow's Hiawatha to Triptole-
mus, 192 an Eleusinian deity who in turn Joseph llenderson
identifies as a variant of Iacchus.t”3 Jung describes an
cvent 1n this mythopoetical work that in many ways resembles

the death of DBuck in Huckleberry Finn.

Hiawatha's first deced was to kill a roebuck with his

arrowt

( . . .
l)oklchard I. Evans, Conversations with Carl Jung, p.

51-
lglEvnns, p. 51.

1926 rant, p. 132.

19350 ahove, p. 58.
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"Dead he lay there in the forest,
By the ford across the river."

This 1is typical of Hiawatha's deeds. VWhatever he
kills gencrally lices by or in the water, or better
still, half in water and half on land. His subscquent
adventures will explain why this 1s so. Further, the
rocbuck was no ordinary animal, but a magic one with an
unconscious (i.e., symbolical) significance.l9%

The similarity between the decath of Buck Grangerford and the
above archetypal reference should be obvious. Wwhat few dif-
ferences there are between the incidents cited by Jung and
Buek's death can be explained quite satisfactorily through
the concept of the personal unconscious. For one living near
the Mississippl River in an arca such as the Grangerfords'
domain, a steamboat landing might well prove as close an
approximation of a ford as would be necessary for that per-
son's mind to experience (or describe) the archetype through
those personal surroundings. Indeed, we are told that the
two lovers did make 1t across the river, apparently crossing
somewhere ncarby.

ALl of the esscential ingredients of the river-ford
archetype are present at luck's death, The men are at {irst
irresolute; after suffering a casualty they temporarily break
off the attack entirely. Then, in an attack upon the boys
from behind, the men succeed in driving the boys into the

river near the landing. This frames the action within the

archetypal situation and trigrmers the classic response. Thoe

g! . . .. .
l)‘Junn, Symbols of Transformation, p. 326,
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men pursue the wounded boys, yelling, "Kill them, kill

them!" They are caught up in the archetypal "seizure"
described by Jung.

Two particular details must be noted here. In Long-
fellow's poem, Hiawatha makes magic clothing from the hidc
of the buck he kills.195 Similarly, Huck receives a new sct
of clothes from Buck. Finally, it 1s interesting that Huck's
dead friend, also killed within the same symbolic frameworlk
as Hiawatha's magical animal, 1s named "Buck."

Buck's hysteria, as well as that of his enemies, also
conforms to certain archetypal patterns. Jung, in Psychology
and Religion, describes how consciousness in its beginnings
must have been "a very precarious thing."196 He points out
that in primitive societies today one may still observe how
casily consciousness is lost or becomes unconscious again.
"Running amok" 1is one example of this phenomenon; 1t is the
equivalent of "going berserk” in Germanic saga.l97 “This
is," Jung explains, "a more or less trance-state, often
accompanied by devastating social effects."198 The 1last
statement might well be applied to the literary incident under

examination hecre.

«
l)SJung, Symbols of Transformation, pp. 326-327.

———

l96Jung, Psychology and Religiont West and East, p. 17.

(¢
l)'.{Jung, Psychology and Religiont West and East, p. 17.
198Jung, Psychology and Religiont West and East, p. 17.
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The elaborate customs of politeness used by the
Grangerfords take on more significance in light of the ob-
servation by Jung concerning the prevention of such out-
bursts. Primitives, he notes, take elaborate steps to
accomplish this, "speaking in a hushed voice, laying down
their weapons, crawling on all fours, bowing the hecad, show-
3 " 199
ing the palms. Jung contends that these customs are not
peculiar to primitive cultures but are very much in evi-
dence in our own sociecty:
Even our own forms of politencss still exhibit a "reli-
gious" consideration of possible psychic dangers. We
propitiate fate by magically wishing one another good day.
It is not good form to keep the left hand in your pocket
or behind your back when shaking hands. If you want to
be particularly ingratiating you use both hands. Before
people of great authority we bow with uncovered head,
i.e., powerful one, who might quite easily fall sudden
prey to a fit of uncontrollable violence. 200
When we consider how the above passage might explain the

Grangerfords' "morality of manners," wc sce two aspects that

have echoes in other parts of Huckleberry Finn. First, upon

interpreting the young Grangerfords' treatment of theilr

father i1in the light of the above passage, we see the possi-
bility of true Ocdipal terror lurking just under the surface
of their stylized "respect" for their father. Huck's descrip-

tion of him supports this contention:

199Jun{;, Psychology and Relipiont West and East, p.

17.

200Jung, Psychology ond Religion: West and East, p.

17.
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Sometimes he smiled, and it was good to see; but when he
straightened himself up like a liberty-pole, and the
lightning begun to flicker out from under his eycbrows
you wanted to climb a tree first, and find out what the
matter was afterwards. He didn't have to tell anybody
to mind their manners--everybody was always good mannered
where he was. (16U4)

Huck's illustrative use of thunder and lightning is also

interesting, considering how often thunder storms occur in

the work. 1In this case it serves to place the Grangerfords
in an elemental framework, thus reinforcing the validity of
an archetypal interpretation.

The second recurrent motif of which the Grangerfords'
manners are but one example is that of terrible doom lying in
constant fcar of not only their feud-enemies, the Shepherdsons,
but of their own lcader, their father. Just as the houses
on the bank in Boggs' village are in constant danger of de-
struction from the primeval force of the destructive river,
which 1s always "gnawing at'" them, so arc the outwardly-
civilized Grangerfords in danger of a bood-bath in their

own home, which appcars to be a tcmple of gentility.

In Huckleberry Finn, the concept of loss of conscious-

ness, or "loss of soul,” does not only appecar with the death
of Buck Grangerford. Apparently, Twain was quite awarc of,
one might even venture to say, obsessced with, the idea. 1In
“The Devil and Samucl Clemens," Coleman Parsons purports
that when faced with a situation or report of mass violence,

Twaln "was tempted to gloat over these outrages as
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irrefutable proofs that the human race was utterly brutal,

damned, and dcpraved."ZOl

Lynching, in particular, re-
presented "the acme of modern cruelty"202 to Clemens. When
one returns to the lynch-mob scene following the Boggs shoot-
ing, he seces a definite pattern supporting the above conten-
tions. The lynching sccne is the culmination of the incvi-
table process which begins with the description of the
houses perched on the edge of the hungry river. As the
riverAgnaws at the land, so do the "perils of the soul"
threaten and finally conquer the minds of the mob.

All this is supported by Jung's archetypal view of
human bechavior. He contends that "bencath all natural shy-
ness, shame, and tact, there is a sccret fear of the unknown
'perils of thé soul.'" One is reluctant, admits Jung, to
reveal such a ridiculous fear even to himself. But, rather
than being unfounded, this fear is all too justified; the
average person 1is ignorant of the impersonal forces lurking
in his unconscious only because they rarcly appear in his
daily reclationships:

But 1f people crowd together and form a mob, then the
dynanisms of the collective man are let loose--beasts or
demons that lie dormant in every person until he is part

of a mob. Man in the mass sinks unconsciously to an
inferior moral and intellectual level, to that level

201Parsons, p. 601,

202Parsons, p. 600,



109

which is always there, below the threshold of conscious-

ness, rcady to brecak forth as soon as it i1s activated by
the formation of a mass.®

The above quotation might well serve to sum up not only this

chapter devoted to human deaths in Huckleberry Finn, but the

entire novel, as well. As Huck observes whilec witnessing

one of the many examples of mass violence in the work, "Human

beings can be awful cruel to one another" (311).

207 ..
Lh-15 Jung, Psychology and Religiont West and East, pp.
t-15.




Chapter VII

CONCLUSION

The treatment of death and related death archetypes

in Huckleberry Finn contributes toward the work's structure,

theme, and characterization.

| The life-death cycle reveals itself through an arche-
typal pattern whose total effect accounts for much of the
novel's universal appeal. Here Twain the artist is, as
Jung proposes the artist should be, "'collective man,' a
vehicle and moulder of the unconscious psychic life of man-

" 201‘

kind. Huclkleberry Finn's popularity for the first ninety

years of its existence supports the contention that 1its
theme and quality are archetypal in naturec.
Death 1s obviously an important component in the

structural makeup of lHuckleberry Finn. Death of one kind or

another occurs at virtually every turning-point in the story,
and it 1s quite possibly the most powerful single force be-
nind the action of the novel. When linked with life, 1t
certainly forms the most important cyclical continuum of the

work.

201‘Jun{;, The Spirit in Man, Art and Literature,
p. 101,
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Much has been written about the apparent lack of

structural or thematic unity in Huckleberry Finn. The shift

secparating the last section of the book (that dealing with
Jim's imprisonment) from the rest of the work has formed the
basis for most of this criticism. When studied in the light
of archetypal imagery, however, the novel appears thcmati-
cally consistent and structurally coherent.

This same archetypal imagery casts doubt on Huck's
character development; it is highly questionable whether Huck
matures significantly in this work. His attitude toward
Jim seems at one point to "mature," but later appecars to
revert almost to 1ts starting point as revcaled in Chapter
II. In all other respects, Huck remains an Iacchus-figure,
the "eternal youth."

Bernard DeVoto claims that "Huck never encounters a
symbol but always some actual human being working out an

” 205

actual destiny. But he makes this statement in comparing

Huckleberry Finn with Melville's Moby Dick. The characters

in Hucklcberry Finn are not purely allegorical figures, but

many of them do participate in archetypal symbolism of one
kind or another. Huck himsclf 1is involved throughout the
work in the symbolic patterns of initiation.

It is, of course, impossible to prove just how much of

the archetypal imagery in Huckleberry Finn is a product of

2O5D0Voto, Mark Twain at ¥Work, p. 100,
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Twain's collective unconscious. There is certain cvidence,

however, suggesting that Huckleberry Finn is a result of what

Michael Grant calls "a widespread human instinct" that
"prompts the conversion of storics or events or places or
persons into instinctive centres of refercnce, which, since
the world is too much with us, take the form of myths."206
Grant notes that novelist Hermann Broch believed that
"mythical novels come into being at periods of dislocation
. .. which call for a new cohcrence."2%7 Grant belicves
that this thecory might explain the popularity of lHerman
liclville in the years following World War II, as well as
tihe recently increasing critical interest in the literary
uses of myth. This idea might also prove enlightening when

applied to a study of the circumstances surrounding the

writing of Huckleberry Finn.

Although Huckleberry Finn was not begun until 1875, 1t

represents the culmination of a progression of thought begun
. - p \ [ 208__ - . ,3 y - -

as early as 1846 less than a year after the end of the
most destructive war in the country's history. The ideca did

not take form until 1870, with the first draft of Tom Saw-
209

yer In that year, in a reply to a letter from his

2060rant, pp. 279-280,
207Grant, p. 280.
208Adnms, p. 10473,

209 dams, p. 1043,
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boyhood friend, Will Bowen, Twain stated his rencewed interecst
in his own childhood; in one remarkable passage from this
letter, he revealed what might be the influence of arche-
typal dynamisms:i

The old life has swept before me like a panorama; the
old days have trooped by in their old glory again; the
old faces have looked out of the mists of the past; old
footsteps have sounded in my listening ears; old hands
have clasped mine, old voices have greceted me, & the
songs 1 have loyed 3§85 & ages ago have come walling
down the centuries:
The possibility of a not-too-hidden meaning here is all too
obvious. Whose "old faces" appeared to him “out of the
mists of the past?’ Arc the footsteps he heard those of his
old comrades on the streets of Hannibal, or those of the
Jubilant procession from Athens to the Sea of Eleusis? Are
the songs those of the American frontier or those of the
universal longings of humanity, the Hymn to Demeter and The
QQuest of Gilgamesh? It is rcasonable to assume that the
"old hands" which clasped his also helped guide his pen, but
whose hands were they? Like the archetypes themsclves, these
questions must remain ultimately an unfathomable mystery.,
Archetypal criticism does not always produce crystal-
clecar parallels and uniformly acceptable progressions of

deduction leading to irrefutable conclusions. This type of

literary interpretation is by nature subjective and often

210 .
1 Theodore Hornberger, ed., Mark Twain's Letters to
Will Bowen, p. 18,




114
abstrusc. But if the reader has had the patience to follow
the material and arguments presented here, he will have
added perhaps in some small measure to his appreciation and

understanding of Huckleberry Finn.
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