RECOGNITION END DEZSPAIR: MARK TWAIN'S

TEE PERSONAL RECOLLECTIONS OF JOAN OF ARC

AS A MODERN LITERARY ALLEGORY IN THE AMERICAN TRADITION

A Thesis
Presented to
the Faculty of the. Department of English

Kansas State Teachers College, Emporia

In Partial Fulfillment
of the Requirements for the Degree

Master of Arts

~

by
' Karen Gail Love

August; 1972



b

. v ‘
R T I NG o

Approved for the Major tment

J -
Omfé& dtcnn

Apppovegd for the Graduate Council




PREFACE

The purpose of this thesis is to explicate Mark

Twain's The Personal Recollections of Joan of Arc in terms

of modern, American, literary allegory and thereby demon-
strate that this‘work, until now dismissed‘by the critics as
a poor example of Twain's art, is significant to his canon
of fiction and ﬁo American literature, generally. Such a
purpose necessitates the careiul‘re~evdluation and redefini-
tioh of allegory as a modern litérary genre, and the re-
assessment ofﬁits role in early American literature and in
Twain's major works.

I sincerely acknowledge the scholarly criticism and .
éssistance of Dr. Gerrit W. Bleeker and Dr. Green D. Wyrick.
Also, I wish to thank Mr. Robert L. Hampton, Director of the
William Allen White Library, fér‘his co;operation, and my
husband, Darrell, for his patience and continuai‘encourage—

nment.

Emporia, Kansas
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CHAPTER I

AN INTRODUCTION

The Personal Recollections of Joan of Arc has been
consistently dismissed as one of Mark Twain's most dismal
failures. His critics have labeled it "romantic" and senti-
mental, representing the most maudlin expression on the
part of its author.l But their opinidhs are based on a
superfidial reading of Joan of Arc that emphasizes only a
éimple, mono-dimensional interpretation. Twain, as an
author, cannot be fully comprehended iﬁ a simple way. A

surface reading of any of his works can be deceptive--

Huckleberry Finn, read superficially, is a good "boy's book"

with a less-than-great endihg; Pudd'nhead Wilson is a fairly

good detective story; Connecticut Yankee presents a unique

fantasy with a somewhat overly violent finale. However,
when read with critical awareness and perception, they pre-
sent a complex pattern of images leading to deeper truth

through carefully crafted structures.

lRoger B. Salomon, "Escape from History: Mark Twain's
Joan of Arc," Philological Quarterly, XL (January, 1961) 77;
and Edward C. Wagenknecht, Mark Twain: 'The Man and His Work,
p. 58. '
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C. Merton Babcock uses a map of'Paris, drawn by Twain, .
as a clue to unlocking the‘secrets of his fiction.? This
map projects a nightmarish quaiity on the city Qf Paris by .
including as landmarks onlybthe Seine and some cryptically
labeled divisions of the city--Notre Dame, L'Arc de Triomphe,

the Louvre are all missing.3 Further, to be read, the map

must be held up'té a mirrof{ for‘it is written from right to
left.4 With these devices Twain succeeds in presenting his
concept of the city of Paris as inverted, familiar yet
unrecognizable, and strangely terrifying.s The same tech-
nique is sometimes apparent in his fiction--appearances and
'realitylare not the samé and the fictional elements are

often instilled with symbolic significance.6 This is especi-

ally true of The Personal Recollections of Joan of Arc.

In this work Twain utilizes a mode of writing, allegory,
which he has usedf‘to varying degrees, in his earlier works

but which he has never exploited to the extent that he did

in Joan of Arc. This mode of writing is based on an estab-

lished tradition in American fiction which, in turn, derives

2C. Merton Babcock, "Mark Twain's Map of Paris,”
Texas Quarterly, VII (Autumn, 1964) 92.

310c. cit.
4T,0c. cit.

3Ibid., p. 94.

61bid., p. 96.



its basis from the long and honorable tradition of allegor-
ical expression in Western Civilization. To better under-

stand and appreciate Twain's Joan of Arc, it is essential to

re-evaluate and redefine allegory for the modern reader and
to demonstrate the existence of allegory in both American
fiction and Twain's earlier works.

This investigation into allegory, its American tradi-
tion, and its pPresence as the controlling factor in Twain's

Joan of Arc is based on the belief that, first, a work of

literature, to be ihterpreted completely and exhaustively,
must be considered from every significant critical view-
~point. It is not enough to define the limits of a work
according to a prevailing critical prejudice; a work must
. be approached honestly from‘every angle to arrive at its
truth. |

Second, no one interpretation can endure as the inter-
' pretation. While I do not accept the‘interpretation of Joan
of Arc as a sentimental and romantic melodrama, I also do not
propose that an allegorical reading will produce the final
and definitive interpretation. Rather, I suggest that by
applying a new definition of allegory to Joan of Arc and by
illustrating that the work is baéed‘in an American allegori-
cal tradition, the work Qill assume a new importance in the
canon of Twain's fiction and in the body of American liter-

ature.
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ALLEGORY : TRADITICN, CO- \CE"J', AND CONSTRUCTION

Allecgory finds 1cs roots, not as commonly supposed

in the mind ¢f the Middle Zcges, but rather in the mind of

¥on. ! It is in the very nature of Man, as a creature of

trne Imecination, to use thougat and language to represent

cne inmaterial in terms of the za erlal 8 Further, the
cfiguractive exzression--what is light and happy meaning

rocducts o Men's earliest ihag::ings.9

The early C*a‘{s gave this particular imaginative
“endency a rname, allegc:v.7 Using their words, "allos"
king) , they Zformulated a specific
Term Icr taat wnich ecuated the tangible withvthe intangible,

the nyel with the myvstery, and the speakable with the

) - P ™My AT o 5 <=

C. 5. Lewis, The Allesgory of Lcov p. 44.
T et

ool it

~Too. o cit.

The Zarke Ccncolt: The Making of
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ture, which named 1t, used allegory

to express theilr religion and treditional history.l2

Later, the Romans were to use allegory and to narrow
aad reine its definition even IZurther. Quintillian criti-

cally cdefined 1t as sometning wocse meaning goes beyond the
wriltten worx, and, citing tae "real persons" in Virgil's
Centh Icorogue as evidence, made a distinction between "his-
torical' alliegorv and other kinds.1l3 Quintillian also
refinad the terms "symbol' and "enigma"--a symbol being a
sign whose meaning was fixed in either literary or theologi-
e .. 14
1 g an obscure allegory.
.With these terms careful.y ceilined, the Roman artists and
critics were then eble to increase the classical tradition
through thelr own literature and criticism.
Tne classical concept of allegory was rejected by
the early Church fathers who substituted for it their own
. . A . s ‘ 15 .
allegorical pniloscnhy and method, typology. By this

o

method, they were able to expilain and justify certain

T

ideas and personalities of pre-Christian origin

the




« ¢ . M . N I . N . -
as pre-figures or "tvpes” of Christ.1® From this idea came
thelr concent ¢f the four levels of meaning--literal, moral,

allegorical, and cracogical with which they explicated both

=1 I A
the Bible

Looocergeln “Cnristian" pagan literature.l’ But

£

r3his in the Middle Ages and the
extreme valuzs assignea To aay ex ing literature--pagan

assicul all egof"ch philosophy was rediscovered
and integrated into the prevailing Christian typological and

This synthesis of allegorical concepts
135 tncderstandable since theclogicel systems represent only

cre IZorm oI man's concept of his destiny; art, science, psy-~
-chology, and philosophy are others .19 Therefore, as the
medieval allegerist discovered, the Christian conceot of

tyvology and svstem of the four levels of meaning were unigue

Zcel ohases in the development of the total

LLlevory wes, then, & litereary mode which presented

- -

ng and nad within it a secondary

Sorctny Bethurum, Cricical Apnvoroaches to Medieval
iltereture, n. J4.
17-0c. ciz.
o o vy s -7 o ) -
~¢C. S. Lewls, Critical Scudies in Medieval and
Renalssance Literature, p. 4%

TG . -
-7Zonig, oo. cit., o. 1B2.
4.0 .rd AL Bloom, "The Lllegorical Principle,"

Englich Zivovo o Zistory, XVIID [September, 1951), 163-190.




Ol abstract Lenniad with definite moralistic significance.
Srom this concono LIose Coé nov/-common assumption that alle-
unToscy & conscicus elfcrt on the behalf of the

y Lncervorating the claessical concept of symbols

with the prevalenZ Catholic sacramentalism, the Medieval

vr2

CC Le 1ts exoressich. Eis allegory, using symbols

- the same way nouns use adjectives, opened wide potential

AT the end of the eleventh century, the concept of

Joman, inspired by the Cult of the Virgin, was

£3

~oded To sedLoval allegory.z* Allegorized, this Woman, who
ingpirew cuezczs and filled heroces with raptures of love,

assumed the rones of creacive force and psychological-

svmbolicul ouzlet.4? Thus, by svathesizing Christian and

wn

classicali conceses of allegorv and enriching his heritage
cf symbolic thougnht with liturgical sacramentalism and the

veneration cof Woman, the Medieval allegorist created a

<%Honig, co. cit., »2. 31-33.
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suitable method for the expression of temporal and sempiter-

“he Roencicionce concensed the Medieval concept of

- - . . . 27
four—:Iold meaning into one representative, symbolic level.

sized over its aesthetic value.” This two—-level nature of
alleccory is echoed in Boccaccio's definition of the poet as
one who "veils truth in a fair and fitting garment of fic-
Ttion."” The only two facets of allegory commonly recognized
in the Renailssance were 1its basic truth and its overt fiction.
Trhe writers of the Renaissance, operating in an age of prac-
ticality, had difficulty creating.and sustaining their alle-

gories in the prevailing atmosphere of objectivity, realism,
0

Joue to their pragmatic, Renaissance natures, the

3, 1likXe thelr Continental contemporaries, empha-

)

LlzeC The Iilczctic side of alleg ory over the artistic side.

)

Zienser'z Facrie Queene i1llustrates the difficulty of

o~
s A i -
~
20T A ~
“dJ,uV. L L.
~c
A . T s

Micheael Murrin, Thc Veil of Allegoxy: Some Notes
heozv oI Z_legorical Rhetoric in the English
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sustcaining &n awiecorv in a culture which placed little

emphasis on the sullectilve and introspective.3l

-

-

Zn the eighteenth ceatury, ellegorical method and
theory broke into LWé prevailing modes of usage. The first,
as practiced by such Neo-Classical poets as Dryden, Pope,
ie, re;emphasized the aesthetic view of
allegory, and their symools, often drawn from classical
Tyvitn, assumed meanings AEKtectely understandable by the
intelligent reader. The second mode of usage, utilized
by Defoe and Swift, emphasized allegory as a method of sub-
terfuge whereby dangerous oOr incendiary political and social
views could be disguised.

By the nineteenth century, in England, the use of
allegory was diminishing, due largely to the critical efforts

O0f Rusxin, MacCaulav, and Coleridqe.34 The force with which

»

céilecory was cencunced was such that even those who were
cracticing it veaemently denied doing s0.33 O0Of those critics
wa0 wrote against allegory, Coleridge is the most signifi-

cant; he is the source for the modern ovposition to allegory,

S<Ik.d., . 139, and Honig, on. cit., p. 87.
Sepllen, oo. ci=., . 311.

= ’}‘—. PR R N

“23ioom, oOn. cit., p. 177.
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primarily through his definition of Symbol and Allegory. 36

In his discussiocn oI the two he writes:
The Svibolical C.oros, perness, be better defined
in distinction Jron one Allggorical, than that 1t
is always Ztscli @ zore oif that, of the whole of
wihich i¢ L. Iosresentcacove . . . Of most importance
To our Dros=ent subject is tals point, that the lat-
car | Llecorv) cannot oe other than sooken
cor vi—-—-whereas in the former (the symbol) it
15 very possible that the general truth may be uncon-
sciously in the writer's mind during the construction
of the symbol; anxd it vZoves itself by being produced
cut of his own wind . . . The advantage of symbolic
writing cover aliecory is that it presumes no dis-—
junction of faculties, but simple predominance.37
This cerfinition, taken too literally or nmisapplied, led to

Basically,

N

distinction between symbol
two had been considered two
it was a semantic

the variations between

The very languace wnhich Coleridge used illustrates

cdist

nzXke. Sucn axbilguous phreases as "perhaps,"
v be," zna "presumes" confuse the reader,
ecessary Ifor Coleridge to
SiZenig, on. cit., p. 44.
w7

inction he attempted to

"very possible,"

and it is

illustrate how one trope or the

Samuel Do’
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ocher vredominates in a prolonged work.S? (What Coleridge's

Soefinitlion cCoes do, however, is explain his belief in organic

'
f

3

orm, raithser than present any workable philosophy of either
ilegoxry or symbol. Thac primary reason for Coleridge's
Dreoccupation with the dlstinction between allegory and
symbol Zies in his theory of criticism and the imagination--
& theory which, rejectinc the Medieval concept of man and
art, rforced him to define and propagandize a new concept

41

based on True Man, not True Religion. Coleridge, then,

assumes a philosophical split between the language of the
mind and the language of nature and reconciles this split,
not with cdogma (the solution of the early Church fathers

when faced with the same split), but with a rationale based

Oon a creative Imagination--thus necessitating a turn against

traditional alliegory in favor of symbolism.42
Jae zrimarily to Coleridge's defense of symbol, which
made asléocly into a sort of devalued metaphor-making, the

(\
(o)
[\

uspicious of the entire concept of alle-

w

ToIeLill s

;o
SO .t ‘o . o end s - o 3
Y. sllegory is as mistrusted

—_
o

\@]

<

as "Sunday-school religion,

47+
=+I.cC. Cit.
42Lﬁc ooz,
43— e
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while symbocl, at best amblcguous, is universally accepted,--

rnuch Iike hicher macthematics. “ This prejudice is an

expression ¢ tig dissatisfaction with the traditional con-
t oI allecory: that it, as arc, should not have any
relaticrisinin to heliefs, but be an auccnomous product of the
We assume that allegory subordinates every-
caing to & prescrilbed pattern; that it 1s, briefly, a
counﬁerfeit oz literary values. % This animus against alle-
gory is propagated by the artist who rejects any view which

s . .

n any predetarmined moral scheme. 4’7 1t

<
(@]
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13 also supnorced by the critic who declines to allow a

continuous allegory to cetermine the course which his criti-

cism wiil follow and, in so doing, restrict his freedom. 48

Allegory, then, as both philosophy and method, pre-

ot

led in the litereary heritage of Western culture until,
2y the ninetecentn century, 1t was reduced by definition to

the place oI z second=rate, unimaginative mechanical formula.

&L . ~
RS R G . LV
45t oo, ciz.

ORich.ra Hzrcer Fogie, The Light and The Dark, p. 4.
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But the allegorical tendency had not then, nor has it now,

ceased. 49

"o aliay the cricicism of his art, the allegorist has
scught other literary forms which could prov1de a vital sym-
boiic struceure and communicate in terms of contemporary
feasible than the search for new forms,
however, 1s che solutiocn offered wy a new and more valid
cefinition ¢l zliegory. A Zalse theory of realism, a mis-
conceptiocn O the true nature of allecory, and a tendency
TO evaluate ellegory in preagmatic rather than aesthetic

. . . o . 51
terms are the critical legacy of the twentlieth century.

b
)
(v
v
@
Q
n
o]

ry now deifinition must transcend this legacy and
crovide a critical criteria for allegorical identification
and construction, and a general theory of the nature of
allegozrv.

Consicdered most broadly, allegory is created by many

[ ]

i er . i s , . 2
different writers, utilizing all the known literary forms.5

However, cone characteristic is necessary--fiction and

ra:y allegory may oe found in
lthy Sisters," explicated in
Form and Art, Norman

hlin (eds.), pp. 98-99.

kQ

52Honig, op. cit., p. 93.
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allecory ez taneous.>3 They must, together, create

-

n integrated vision of reality which must be sustained with-

¢

in thae work.34 The sublject 1is eithe; sacred to belief or
evered in the imagination, the text is provided‘by the
world, and allecory establiishes the connection.®> This cre-
ative nacure 0 allegory regulres the double purpose of
making a reality and meking it mean something.56 In fixing
and relating ficceional Identities, allegory provides a new

cdimensiocn, converting the commonplace into purposeful forms.>27

[3

The danger in this creative nature is that it tends to become
prescripfive and leads to an impersonél, r.zive, personifica-
tion allegory.58 (The opposite extreme, programmatic
realism, is equaliy as drained of reality.)59

Allegory, then, presuppdses an integral and creative
nature. It &lso reguires the establishment of a fictional

world of reality which both is and means. In order to

acanleve ©hlis wrecaricus balance and to maintain its creative

t
O
C
(@]
{
i

; D. ~i3.

561pid., ». 180.
57Loc. cilit.
581nid., o. 180.
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Ztv, allegcorv denends on sub-units which are of a like
@ssence Liud noture. The sun~unlits of allegory are, and have

svio0ls. Although the controversy

Tesuiteld In meking them separate

tre reollicy of theilr essential natures
~lzed Ior what they are: two ver-

. P Ce s i e . - . 60
slons of the seame thing,~differing primarily in degree.

In their stucy, The Theory of Literature, Rene Wellek

and austin Warren define symbol as: ". . . an object which
relatas to ancther object but which demandé attention also
in its cwn ricghi .. WMS1 The symbol must have an integrity
cI 1ts own as well as relate to something else, just as an

w_legory must have fictional integrity and encompass a

Turther meaning. ¥Woen thls symbol is given motion, whether
o Time, Speace, Or & Psycnoiogiceal cdimension, the result is
gz -

cllegory. Ratloer than divide nerrative artists into sym-
bolists and allegorists, it is wore lmportant to focus on
the synbcllc aad ailegorical reiationships and their total-

nd
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CVUrxurrayv Lol Lger, “Creative Criticism: A Broader View
of Allegcery," Sovr o2 Raview, LVIII {(January, 1958) ». 47.

To A~ o i — 7 - I - z T ooy e - =

Rooexrt Scholes and Robert Xellogg, Tne Nature oF

- - e ~Aeoq - -
Jarreative, pn. 106-107.
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Coeraoive at the very souvrzce oI allecory is the prin-

cinle ol LooCC Ltenilon—-the Sellun intestinum--which, as it
intenzliiics Lincrenzes the tendency for svmbolic expression,
crescling el woooy L YY Tho cogitive or nocgative resclution
o thi: tonzicn 1o o the matoern whlch the allegory creates.

s5lc relotionshisg——-the 2y/mbolic onjects in their allegorical

TrocCress towlLsd a resolution ¢if interrnal tension illustrate

P
-t - e - RO T R S [e)e]
CLeLY QLAVETlgSa .. XelLationsnrlos.

]

Allecory, svmbolic in method and philosovhy, 1is

-
e T g e e TNy e = TS e L = P - e S I o~ =
Gotimately roslistic in i ana peﬁceyblon.°6 In orxder for
P P JR U T - c—— R R S P . K
e lecoory Lo achleve arcistic integrity and at the same time

Live which moves Drocressively in a three-dimensional spiral,
sackward, lorward, and usward: Dackward, to the literal

stoxry; Iorwora oad woward to the consummation of both action

~
. 7Ty T g T - o7
O, ALl rcry of Love, Dp. 00-61.
SIS ae - ~ i 100
SO, JTe C2., D. LoU.
I ~
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and moLning.YY  Uho cvmbollic cvoerconcs of the literal dimen-

slon aot further to eveke 1 cht reafer a recognition that
ne expanding implicaetions of

N3 Owrn eXperientes parfia..&. Tl

. 50 . . .
rerrative.®? Thus, in a spiral-

crosiemetic issues of experi-
ence 17tdo synonoLic centivies by vircus of its own organic

design-—it does nocT dcoend on external moral mandates or

-
P T - e 2 —~ IR
eligious dogma.

Vedleval and classical zllegories were secure 1

cheir authority, mcdern ailegory is not. It is necessary

£or the modern allegorist to create or define an authority

(u
}.l
0
o]
o)
Fh

uson which to bace his woxk. This cx authority

reguires a critical exenmination ¢f both reality and thne

" 3~ o - —~ e = N . o -7, T3 T
cojeccive norms ©f exwperience in tne ligh

t of human ideal-
Iy The scurces for the creation of authority include
e," the cid story {myth or history) which
sacomes the pattern, and thus the autaority for the new

7o re-create the story the writer must create a

€Czn2c ., 5. 179.
SO ol s
[P s e @

p. 89, and John E.
An Examination oI

tin Warxen,

g
el Hawthornao:

0p]
]
}.J
[0}
0]
ol
w
o))

eé.), p. 179.
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Innerent In the concept o the old pattern 1s th

“lea of mytn.' To gowe oicent, myth o is allegory and allegory,

N

wvth, because escn cnlodlos che modes of symbolic thought.75

T - - Ta - | RN
! 2 Al CWVDa . My

ths provide orinciples of masculinity and

Zemininity, death and recgeneration, quest and home, gullt

adopts as authoritary pa:te:ns.7°
Mocern ailegory, by its nature--organic, dynamic,

with a creatlve basls of authority--serves more comprehen-
sively taan any otaer tircpe (metannor, irony, symbol) in

fiction, and due to its

more rulily in the symbolic

uses of literacure than eny other literaxry type.77 This

cencept of Ilexipility Imniles that allegory, as a bridge

beoween Tlctlon and icdeas, must be seen in a wider

-, - ~

; ] 2

L CRel, I, CT., Ve 2.

P .

/ LGl CilzZ.

75

°hilen, oOv. OT., oL VL.
- - ol
ST ZLZ.e, Ve OD.




CerSPEective To Laclude The woriings oL other literary types

or genres, particularly siotoral, épic, and satire.78

ce 0L oure alleco:y, as with other pure
arary wypes, ended graliaily as the Protestant ethic
cegan to emerge./9 Subsecuent allecory has been shaped by

ic idcas and Litereary forms, while its tradi-

clonal morzl emphasiz and wodes o0if identification and

ceneric interolay and svathesels as an essential aspect of

unincerrustced heapoiness or perfection and are
cnaned wpon the past or future co that through memory or
enticication the Ideal 1z localized in_time.82 It is
sossible to conceive of a__egoryv, pastoral, epic, and

satire as tyrpes in which the ceneric or stylistic elements

b
o
U

ower of Blackness:

- -~ S~ 5 - i -
SO CG, Oo. CLT., L. Luu.
T .
L ~
L. ChtT.
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are cornounded and which &iffer wrimarily in their treatment

ond Locclizetcion o the Idesal.vr  The Ideal appears in vari-

ou3 Ioul., Losending on The genre-Tynme: as a norm from
Lnich en nave scraveld (saclire), as a desired good with
which ail men should be ellled (zostoral), and as an unat-

is the task of

4

e nero to close tae gap petween the earthly and the

Glvine--to make the Ideal rezl.®? The Ideal, whether impli-

~onavior that is protected fren everyday disillusionment,

ic events and tiie pehavior of the character

are realigtic ly Grawn from the world of contemporary
o - . !
real_zy.“7 The e ToO Leturn to the pascoral——the state
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/7 nid., ». 166, and Murrin, oo. cit., p. 74.
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SEgirasly oV AlLl aLthorz, &3 naive by others, while still
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sastoral, ebove all, sub-

S1sSTs Lo oCTho oroccicability of 1tts own ceals and levels

sointed criticism at all sccilel zenavior which falsifies

crem. 99
Diffgring from. the pastoral, where the Ideal is seen
i terms of contemporary reality, is the epic, in which the

Ideal Zs rezlized in actcion throucgh the precests of epic
neroisn.?®  The enic hero magnifies and socializes the actual
conditiors of man lLiviac under stress.?l Other men live in
his shadow, operacing in the perimeter of his greatness-—

gcd and men, the bond between
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2217 3ut heroes can be mocked and the
rasuit usually Is-satire.
Seacire, tThouga commonly claced opposite allegory on

ne critical scecale, 1s often found in combination with alle-

[e g -
cory.”> Satvirsce Slscenses with ¢ods and entirely demolishes

0

- ] e S U e S
Lan's conceos o LLlZg.l &as T

cional, vet still forces the

Xaul, The American Vision:
entury riction, p. 68.
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neroc's consciousness TO aLmiit to the world's total resigna-
cion. ~he Ideel, in satire, ls aellcecorized through the

wEe oL Lcny and analogy, with the prevailing sense of an
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Lhansweras e key has been lost and
Thus eallegory cdemonscrates .its fliexibility by incor-

worating into i1ts nature various other generic types. The

Dresence oOf these genaeric tyoes, however, in any spvecific

Wwork 1s explainable only by the individual projections of

rganic, dvnahic, an flexible in nature. To
complete the ceilnltion its form must zlso be determined.
ne considerecion of allegory in terms of form
quires & Two-Iart approach: giricture and characteristic
verbal modes. The primary aspect oI ailegorical structure.
i3 1ts uncerlyiag synthesis of cdualities. The author bonds
tcgether into one organic and dynaemic whole, two things
which are, in essence, separate; that is, one being literal

gna the ooonel sl

al. The author, as Man, seeks by

.;_,.\_.; = -~ ——~ —~
O TLEZIOon O I~eur

e the world of the actual with the

S

orxs which way 2e considered satiric allegory are
ncé "The Hunger Artist," and Swift's
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world of the spirituel through Zictional expression. This
ics, a3 twhe underlyving premise of alle-

ilcsophy, =.=0 forms the foundation of allegorical

struccoure. The second asnect of allegorical structure is

[=B

manizalation of Tix: and Sshace. Tnis manipulation is neces-

sLzy to locete the allegorv in & svecifically symbolic

contexc--"cnce uszon a tine, in a far away land." The ele-
ients of Time and Space are usually distorted through the

c¢evice of the Dream~Vision, including, as well, Memory and

The ertciiice involved is the body of techniques
Locessary o su.otaln the ifundression of either a dream, an

¢ recolLlection, Or an imaginetive mental projection. 29
"cremost among Toheso tTechnlicues is the device of the dream-

1 waich relies on the basic psychology of
T2 dream, thus haunting the reader with the feeling of the
fzmiliar-unfamilizr. Tnat is, although foreign, the scene

and situation are recognized by the reader in much the same

=)
ican symbolic setting
e

: - s in time and
Dorce:—land“ nature, the boundarv in
svnbolizing “he concept of the sep-
;vm¢+p/ anda ity, . 17. A similar
\*c“;ra Toster In S.x American Novelists

Ct_,M\_L NS

ion, on p. 6, and the
. 23 made with the Medievel omsychomachia.

2. cit.




manner as those 1o o drowzn Or Tsvenic deja-vu Dante's
Sourney in the Zars Woold and 3unvarnis Den in the Wilderness
are Two Drine exaroles oI tne usze of the dream pattern to

“avolve the readcr 1a the sense that, subconsciously, he is
~inked with the nearrative through archetypal dream—-experi-
ances. - Jincn che situation iz not a dream but an extended

racclilecoion Cr imaginative projection from one point in time

and space to «aclther, tine tcechnicues of blem or threshold
svmbol introduce and prodel the narrative.® 102 Such threshold

symbols and emplcems, when used well, also awake in the reader
& sense of familiiarity with the unknown.193 The hero in

-

both the dream or the recollection/projection is operative

within the symboliic context. The hero often is unaware of
The meaning of his experiences and relies upon guides (false
and true, o show him the way.lo4 Within the concept ©f the

ZY: YUpon the journey of ouxr
T in a dark wood/ For from the
v, " The Divine Comedy of Dante

-tcher, (tr.); and The Pilgrims's
i through the wilderness of this

niace wnere was a Den; and I
o7 aan n
SLeeP . . .

The Tempest, and the inci-
Errour in Bock I of The
threshold symbols.
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gulde 1: tche concenc of the Iantellicence which is part of
the nero's consciouvcnszs and helns propel the action.105

go inherentc in the technique of the dream—-vision

is the ordezal or journcv. The hero, usually, though not
always, in a state of despair, gererally launches the narra-
tive by uncertaking an ordeal or journey (Dante, Christian,
Red Cross XKnight).*Y! The ensuing alliegorical narrative
progresses towarda the completion of the hero's journeys or
The culmination of ais oxcdeal. Ian modern allegory, the
success or completion is often characterized by recognition

cZ Actual Truch (not Icealized Truch) and the result is

107
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integration of the hero.
Accompanving the Journey and ordeal as denoting
dream~vision, recolilection, and projection is the use ofv
2itiavion and talisman to denéte hero.~08 mhe pattern of
action which tyoifies the ordezl or Journey oI the hero is
(109 ohe talis-
~..n concentrates into a single symbolic object (clothing,

sorcen, saraparenallial the essence of the hero allowing him

1 I, n - . ..
~077bid., p. 40, ané XKaul, co. cit., p. 71.
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to Lo recognized as Lero neiore he is actually presented as
such.--%Y Thus, the etructu:al elements of allegorical form
include the basic premisce of the fictional synthesis of
dualilsms, the creation oI a symboclic context through the
manipulation of Time and Space (through the devices of the
Dream—-Vision, extended racollection, or imaginative projec-
tion) , the character of narrative action (ordeal or journey),
and the denctation of the hero (through archetypal initia-

- o o e e e —_~ ey N Y =~
tion patterns and talisman) .

i

The second aspect of modern allegorical form is its
crharacteristic and identifizble use of the verbal modes,
cnalogy and irony.+tl wnile 21l the details in an allegor-
ical setting need not have symbolic significance, most will
serve to satisfy one of these two principle modes .12

The first of these verbal modes, analogy, is seen in
its simplest Zorm Iin the allusion—--a technique which relies
or. an immedizte recognition and imaginative connection on
cne sartc of the reader.tl3 A seccond use of analogy 1is the

N

abstr

Hh

zerscnifiication o

o

ctions, either explicit (Ignorance

in Pilgrim's Progress), or ambivalent (Captain Ahab/Pride--

77
—i 1 A [ 3]

‘j"“O_L.. 1., D. L.

T . -

~+iInicd., p. 114,

-,‘,2/-w.,.r.‘v\ o ~ e o) 37
il ~ilyg — - o —e 7 - ~ -
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114 aj1ied to

znd ugly nonomania)
abstractions 1is the analogy through

roism an
of symbolic meaning in the

the expression
v 115 Analogy further
o's state of mind by the

4.
[

he herx
the Pathetic Fallacy--

exists in the exporession ol

iral world-—-anthropomorphism or

actions (Red Cross Knight succumbs
these forms of analogy is the analogy

natur
znd tarough appropriatce I

hut and to Orgoglic while embracing

the fictional context (the

T0 sleep in Archimago's
Duessa.)~10 Related to
action to events outside
om his cage and supported after his or-
though not identical with,

£

oI the
Zunger Artist led frx
deal by two women is analogous to,
Christ lowered IZrxom the Cross into the arms of the Blessed
Virgin and St. Mary Magdalene.)ll7 Finally, the most artis-
ticaily cdancercous use of arnalogy i1s foreshadowling or coin-
cidence. Tials wmecacd is useful only when the specific
incidents are parc ol the orgenic whole, and its misuse
results in ludicrous "accidents" in the narrative.1l18
he secocond verbal mode, irony, relies primarily on
incongruence and the accompanying proposal of a superficial
1l41n:4., pp. 116-117, and Becker, op. cit., p. 176.
115Honlg, op. cit., D. 118.
~16- e, cit.
~~TInié., p. 123.
p. 125.
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similarity between things essentially dissimilar.ii® Along
with ircongruity is the use of the impact of appearance on
-ealitj.lzo The context assumes a mirror-image guality,
“ppears to be is verv often the opposite of

what really i1s. Related to the ironic verbal mode is the

use oI the veageant or pageant-like situation to form a
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in many lnstances, to underscore the
effects of the narrative actiqn at that point.121 These
vageants, presenting a dramatic sequence which underscores
che difference between appearance and reality, may echo or
onpose the action in the narrative. They may provide a

ciue to the hero's progress in dealing with the ordeal or
_ourney, or they mey occury in a series and assume the quality
as they wind in and out of the narra-
tive, «lwave amerging in a new perspective.l22 Irony, then,
wepencs on tne response of the reader's mind as triggered

o7 essencial dlss; rilarity and incongruity, whereas analogy

cepends on immediate recognition through essential similar-
ity and identification.

--YIs7 4., . 131.

lzs;gy. cit.

~Thid., p. 132.

-2

221pid., ». 140. The parade of the Seven Deadly
ginse hertcre the throne of Pride in Book I of The Faerie
Cuaeene _ilustretes the use 0f the pageant device to under-
score the narrative action, ince Red Cross Knight is, at
that »oint, & victim of Pride. '
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Allegory, as both a 1literary form and an imaginative
concent, must be reconsicdaered ana re-evaluated in the con-
text oi modern literary theory and practice. Due to a mis-
conceptcion of botch cllecory and realism and to a semantic
~quibble which reduced the whole (allegory) while elevating
the vart (symbol), the current century lacks a clear, con-
cise theory of allegorical ﬁhought and vractice. Such a
theory is pqssible if bhased on a definition of modern alle-
gory which delineates the ﬁode in terms of its nature and

form. The nature of modern allegory should be defined as

crganic, dynamic, and flexible; authorized by myth, history,

m

nd the author's own creative force; and compounded of other

}-J
ct

iterary forms, specifically the pastoral, epic, and satire.

Its form should be defined in terms of a structure which is

created through

ju)

synthesis of dualities and a manipulation

Q

oI Time and Space through the dream-vision devices, and of

a compination of_the verpal modes of analogy and irony.
This cefiniticon esceblishes a theory of allegory which in-
clucdes bhboth the essential concept and the overt practice
and which is readily apnpliicable to modern fiction.

¥ore specifically, this concept of modern allegory
may be demonstrated as belng present in native American

Ziction. The premise that a well-developed allegorical

ot
[oX)
i

-
racl

ion existed in Amcrica by the nineteenth century is

wn

u

o]

J4

orted by evidence of an American predisposition to



philosophy, and by the

literature in the

s

specliiic cxamzlies oI this tradition iz
works oI Nathaniel Hawthorne, Herman Melville, and ulti-

- = NE o A -
cately, MArl Ywain.
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CHARPTER TIXT

X

ALLEGORY ¢ AN EMERICAN LITIRARY TRAZDITION

American noveliists tend to express themselves in

. 1 R L . C o .
aLlegory.*23 In crier to reallze the validity of this

S

.
w

statement, it is ntial to understand the underlying

e

reasons for this American literary preoccupation with the
form. One reason lies in the origin of the American alle-
gorical expression.

In the early days of New England, this expression
began to take on an identifiable form from the English typo-
logical tradition assimilated by the Puritans.l24 The
mythology of the 01d Testament formed the Yankee mythology,

" prefiguring everything that would or could ever happen.125
American allegorical expression was fed with the Literal/
slritual cdealism, beginning with "In Adam's fall/ We sinned
a’l"=-the spiritual myth (the primordial error) applies

directly to the literal reality (we). The Pilgrim's

rrogress, seemingly tne determining link between English

Jilliam Van O'Connor, Introduction to The Idea of
‘ovel, Louis D. Rubin and John R. Moore, (eds.),

}ot
N
'LA)
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rature, lent to this developing
CHDTES310n CulTain specific chareacteristics—-the dream, the
zcent or narrator-agent who is another self, the journey or

srdeal, and the celestial Ideal.t4Y From this influence it

i3 not surprising that what seems to be RAmerica's first

nrose Ilcticn Is a full-blown allecory, The History of the
Xincdon ¢l Zaszruah, printed in Boston in 1715 by a Calvinist

ninister, CJosenh morgan.127 its name, Basaruah, is glossed’
&5 a coxmoination of the Hebrew "fiesh" and "spirit" and
condows 1t with wsycho-phvsical parzllels, creating psycho-

machia, as well as a Dream~vision journey.128 The elements

h—--narrator, characters, situation,

Cevelovpmenit-—-all show evidence of Bunyan's influence.129

Thus, the allecorical asproach in The Kingdom of Basaruah

demonstrates tae Gevelopment of the American allegorical

expression as having begun in the shadow of Puritan typo-

icgical tradition. Along with the typological tradition,
Puritan pracmatism cdemanded a realistic approach to life;

‘-l4., 2. 19, anéd Warren, op. cit., p. 177.

;27va*‘, on. cit., . 15,
12800, cix.

¢29~oc. ClT.

1230z .c0%es
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end allegory in the Renaissance sense of teach-and-delight

4 seccond iafiuecace, aowever, was also exerted on the
CeVveioning American a..agorical expression, and this came
Zrox the realm cf MVu“¢le concept rather than typological
Tracition. Yais influence, thé ratural heritage of abundanﬁ
resources, Limitless land, ploneer spirit and ffeedom, led
inevicably to the tendency toward romanticism.l32 Between
2320 and 1300 & new myth was emerging in America: a hero

of Earth and learn the secrets

M
ks

who would tap the vast pow
of the cosmos.-+33 With the.election of Jackson to the
?residency in 1828, American culture had reached democratic
milleniuvm; now, a New World Garcen would exist, peopled with
o race of Pre-lapsarian Ada ams. 134 The Pilgrims' dream of a
new Xingaom o Col, veopled with his Chosen Ones, had been

regenerated By democracy into an AZmerican myth. But was

this mytn a true one? The spiritual speculation of the

-2~Grant C. Knight, The Critical Period in American
Titerature, ». 4, and O'Connor, op. cit., p. iv.

1322avid W. Noble, The Eternal Adam and the New World
Garcden: Toc Central Myth in the American Novel Since 1830,
T. 4.
p. 5, and Levin, ov. cit., p. 9, where
Lelvilli uoted voicing the American myth thus: ". . .
a thiz Western Hemisvoihore all tribes and peoples are form-
ing incte one federatced waole . . . the estranged children of

Adam resztored as to the o0ld hearthstone in Eden.”
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erarcing Anarican novelluts was characterized by the question:
s it wmossible that Americans are exempt from the human con-
Zition--does a New GCevden reallv exist, and, in it, a new
and stainless Adam?-°5 The ninetecnch century American
AOVEe.Li3Ts possesseé a‘vision circumscribed by a recognition
imitations which are inherent in the

woral nacure of man and the universe.+36 These novelists
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the mirleriun and chus incorporated into their vision a de-
nial of Lnzricae as a mNew Garden and its race as New Adams.l37

Joz the Americean novaiist, the dream of the Great Ideal,
Innocence, arisilog from the Ameriqan myth, was always there
«nd was filled with irony, sometimes gentle, sometimes
nLrsh.
The allegorical fictioh of nineteenth century America,
ceveloned from Puritan and cemocratic sources and born amidst
the climate of the New England transcendentalists, satirized

[,

Treme xemanticism, optimism, and liberalism and looked

ironically atc¢ Zconoclastic realism and over-rationalized

~2oNCooe, Op. cit., 2. 5, &nd Bloom, op. cit., p. 189.
12% + "

Xool, oon. cit., p. 67, and Foster, op. cit., p. 5.
f—— - —— —
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determinism.i2Y A new atiitude, typified by a growing

sensitivity to
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ical motives and suspicion of

individualized ethics, becazn te emerge with one overriding

message: thet the gloriiication of the Ideal led to hypo-

L

. I . L. N — . .
crisv and seli-destruction.+®Y IZut the Ideal still needed
explaininc, and thus, became the source of both fascination

and resucnance.~ ' This very ambivalence of attitude typi-

The mid-nineteenth century American writers thus
created a new and serious fiction on an allegorical basis
walch coupled the early Puritan allegorical tendency with
tne cenial of the new myth of 2America-as-Eden. They set
Thelr scenes against a vast panorama of symbolic signifi-
cance--the =Xy, the prairie, the wilderness, and the ocean--
and involved ewpansive forces and concepts—--humanity, war,
and even eternity.143 Thelr narrators or narrator-agents
communicated their stories first-hand, or as retold by a
close eye-witness; as in medieval allegory, they were prone

To remind the reader that what he was reading was the

1430'Connor, op. cit., p. vii.
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recounting of a Dream-vision.l44 The themes which sprang

from the ambivalence *toward the Ideal and the denial of the
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aracterized by individual alienaﬁion,
man's perscnal and metaphysical relationships--including the
1o0ss oI, Or szearch I - Innocence, and the journey in search
he cosmic Secret. A definite pattern of development
in relationship tc the Ideal presented itself in American
Zlction as a diraect reversai of the pattern in Cervantes'

- . ~ . 5 . .
Don Quixofe.l146 aAmerican allegorical expression, then,

)

Geveloped from Puritan and mythical sources and was realized
by the works of the nineteenth century American novelists,
particularly those of Hawthorne and Melville.

Hawthorne and Melville wrote in a way no previous
‘American writer ever had.+47 Hawthorne was concerned with
the psychological and moral, Melville with the‘moral and
metaphysical, but each was writing using the allegorical
mode and the resuvlt was something apart from whatever had

gone before.143 Xeither's work could be labeled "allegoxry™

“Levin, co. cit., p. 5.

-

.t., ». 60, and Honig, op. cit., p. 80.
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146This pattern is a direct reversal of Cervantes'

Jon Guixote in which the existence of stark Reality begins
Ttoée narrative, and a belief in the reality of the Ideal
ends 1it. -

~47curl, on. cit., . 45, and Foster, op. cit., p. 5.

145) , Fogie, op. cit., p. 216,

—
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in the sense of Tha Xincgdom of Basaruah, nor could they be

O

onsidered merely as legend or travelogue. They certainly
sore 0o similarity to thelr English contemporaries, the
“social" novels.+= The imaginations of both artists were
cermlcoed to ellegorical nremises and used allegorical meth-
oGS in tne service of search and skepticism.lSO They sensed
in allegory a viable fictlional method suited to their pur-
ooses.;51 Protestes from both Hawthorne and Melville to the
assertion that thelr work was allegorical should be con-

idered

0

[§]
4]

protection, in the light of the prevailing
Colericgian view of allegory and the rising prominence of
thelr realistic contemporaries, and should not be considered

s having any funcamental bearing on their art.152

=

he allecory of Hawthorne arose, predictably, from an
ambivalent attitude toward the Ideal and an inner, spiritual

tension. His mixture of skepticism and faith regarding the

[oF]

Ceal influenced his artistic form and thematic choices and
led to the expression oI his convictions in allegorical

terms. His basic convictions, resulting from a state of

149%aul, os. cit., p. 48.

=g . v - . . . .
150paniel Hoffman, Form and Fable in American Fiction,

Voo w o ) L, . . L.
1535vatt E. Waggoner, Nathaniel Hawthorne: A Critical
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sin—as-action, combined with

the Ideal,
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mcdern allegory.
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that man's life is

act of refusing to

that his sin is a staté
the sin is not then
sin~as-state

sition,

ambivalent attitude

emerged artistically in allegorical fic-
that Hawthorne's fiction is allegorical
critical examination of his best-known

in terms of the definition of

Hawthorne's concept of allegory demonstrates an

organic,

th

ul of

N L 2
~nicegracion

dynamic, and flexible nature created by his skill-

the literal and figural; the progression

of the narrative is impelled both by the literal action and

I

Ly the
mate resolutcicn.

154parry a. Mar&s, "
Zawthorne's Fiction," NC¥, XI

movement of the figurative elements toward an ulti-

His handling of characterization in The

rigin of Original Sin in
1960) , p.

360.

lSSOtbeL examnles of Hawthorne's fiction explicated
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ents a good example of the dynamic and

v which exists in the fiction as a
whole. The character of Hester Prynne begins as primarily
@alistic; her pain in Tthe recollection of childhood memo-
ries 1s very real, very hulan, and very literal.l56 Through-

3

ut the progress of the narrative she becomes increasingly

0

svmbclic, increasingly an example of a psychological type.l57
Chillingsworth too,_demonstrates a human character in his

act of deliberate cholce~-he chooses the course of action
wnich destroys his humanity--and through the action of the
narrative he is transformed into a épecific, representative
type.158 Dimmesdale continuously fluctuates between saint

and sinner--a characteristic which is congruent with his

i,

And Pearl, whose identity begins as a sym-
bolic type,.is literally and figuratively freed and endowed
with humanity through Dimmesdale's confession.l160

Alsoc in compliance with the natﬁre of mddern allegory,

Hawthorne utilizes elements of other genre-types, especially

the Pastoral, through which he expresses a specific attitude

lSGBecker, 9‘1‘;_.. Cit-l P. :\_77, and Foglel QE' Ei_t_~l P.
zl6.

-5T2ccker, oo. cit., p. 177.

:...-}3_;2, C;i~

1% oo, cit.

260




41

toward tne Ideal. In The Scarlet Letter, the pastoral is

portraved os unreacnadle: the return to the state of natural

harrony (the meeting of Zester and Dimmesdale in the forest)
is marred by the intrusion of moral reality in the person of
Pearl.

Hawtnorne found his basis of authority in the history
of the New England Puritans. He saw no contradiction between
historical truth and the philosophical truth expressed in
fiction, because both contained basic moral truth.161l oo
this historical authority he added the creative authority of
a new pattern, founded in the old concept of original sin,

in which his characters are ambiguous in their relationship

to guilt; that is, is sin an act or a_state?l62 A third
Dasis of authority is his denial of ihe concept of the New
World Eden myth with American man as a New Adam.163 Thus,
the nature orf Hawthorne's fiction, dynamic, organic, flex-
ible, and based In traditional, thhical, and artistic
aetheority, corresponds to the definition of the nature of
modern ellegcry. The form-structure and verbal modes--may
also e seen as fulfilling the criteria suggested as inher-

ent IiIn mocern allegory.

16lMichael Davitt Bell, Hewthorne and the Historical
xcmance of New England, p. 7, and Noble, op. cit., p. 36.

162varks, co. cit., ». 36
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The Scarlet Letter demonstrates, clearly, the criteria

of allecorical structure: a syanthesis of dualities (a lit-
eral/sviritual bond), Dream-vision devices, and the talisman-
initiation. slleccry, to Hawthorne, was an innate quality

-of his vision--a anatural predisposition to find a spiritual

-meaning in natural things.lG4 Regarding The Scarlet Lettef,
it is iImportant to recognize his natu?al allegorical tendency
as 1t affects the characters in the narrative. The reality
©0Z the characters is gradually transformed into .symbolic
significance, which, pnaradoxically, becomes a form of supe-
rior psychological reality.l®5 His characters, through a

Y i £ reality and symbolism, become a superior reality
-~-exanples of those monodimensional personality types possible
in botnh literal and figurative worlds.166

Like the basic synthesis of dualities, the use of the

cevices of the Dream- v1s1on——emolems, threshold symbols, and
the ordeal or journev-—-are also recognizable in Hawthorne's
fiction. The evisode in the Custom House in which the author
discovers an ¢ld foolscap manuscript with the legend of the

Scarlet Letter creates the historical authority for the

l€éregle, on. cit., p. 214.

L102Zecker, oo. cit., p. 5, and p. 177.

1661nic., ». 176, and for parallels between Hawthorne's
characters anc 2 ose in The Faerie Queene, consult Randall
Stewart, "Hawtho.one and The Faerie Queene," PQ, XII (April,
2933), pp. 196-20¢.
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narrative and establishes one of the Dream-vision modes--the
extended imaginative projection. The subsequent narrative
cxists as a literal reality, located in Time and Space, only
by the mind of the authocr as he projects his imagination
from the Custom House to the events of the Puritan past.

While not a "faery land,” this context serves to place the

action of The Scarlet Letter on a plane of the imagination

inilar to the world of the dream. The threshold symbols

0
]

encountered in the beginning of the narrative further the
concept of the allegorical form of the action: the rose-~

bush, traditional symbol of erotic love, growing beside the

o]

rison Coor, is emblematic of Eester and Dimmesdale's erotic
commitment to each other, and its tragic consequénces.167
The rosebush as an emblem is superseded by the scarlet
letter, a sign of the social judgment of an act which Hester
cannot consider more sinful than the rosebush itself.188

The symbols complement each dther, one anticipating the
other, while it; in turn, is fulfilled.l69 Further defined
by the narrative, tne letter becomes a talisman, inseparable

from its wearer.170 Its nature is magical, serving as both

1 . . .,
$67Honlg, op. Cilt., p. 71.
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sunishment and snleld,

when i1t appears on Dimmesdale's
chest and as & £ign in the sky, it becomes a cosmic sym-
So1. 171

The concept of initiation completes the structural

discussion of The Ecarlet Letter as allegory. The result of

Zawthorne's cramatization of the initiation in The Scarlet

Letter appears as a version of the Fall.l72 Adam, destined
to fall (Dimmesdale), exists in a Garden (the New World) in
the begihning.l73 Into the Garden comes Eve (Hester)--not

a New World Eve, but‘a‘European one, a child of the 01d
Garcden. Pearl, the sign of sin, is a reality in the Ppritan
conwunity of saints. What the saints fail to recognize is
that with Eve also comes redemption--they do not see in

ter the Madonna and Child which would be immediately ap—
warent o a Pavnist, aware of hlS own sin through Adam.
Chillingsworth is a portrait of the "true American"--the New
Acam—--wno stands alone in tne presence of nature and God.1l74
Witnessing the failure of Eden through sin-as-act, yet not
willing to admit a similar sin-as-state, Chillingsworth

cledges himselZ to uncover the identity of Pearl's father,

[

|
7*Loc clt.

172yaggoner, on. cit., p. 55.

Noble, 93.‘cit., . 25. The following explication
aostracted from pp. 25-33.
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thereby ridding the Garden of the traitor and the world of its

175 7ne recognition by Dimmesdale of his true nature

mystery.
2s human, therefore sinful, brings with it the traditional
lot of sinful humanity--ceath. But Chillingsworth, having
failed his own pledge (through Dimmesdale's self-revelation)

end thereby Zeiling to answer the literal mystery of paternity

14

and the cosnmlic mystery of the nature and generation of sin,
cces noct die--he disappears. Chillingsworth as symbolic of

tne fallacious concept of the "true American"--the New Adam

t
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dmit his humanity--continues, and like the
Wandering Jew, emerges again and again in American fiction.176

This failure of the initiation in The Scarlet Letter is cen-

tral to the allegorical interpretation of the work.

Through the use of the basic synthesis of dualities,
“:e Dream-vision devices of imaginative projection, thresh-
&.d sviiools, and the talisman—-initiation motif, the Scarlet

—etter demonstrates its allegorical structure. The final

by
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te tion of its allegorical form lies in its use of

i

verbal moces characteristic of allegory.

.

'he first of the allegorical verbal modes, analogy,

=3

may be identified in Hawthorne's use of allusion, in which

ne emplcys ctraditional symbols drawn from the mainstream of
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Western thoucht: <the wild forest'and>winding path of Error
(Spenser); the Zdenlic garden (the Puritan community in the
New World), with Adam, Eve, and the Serpent; the devil's
stigmata; and the corruption of darkness and holiness of
sunlight.l77 The analogy through nomenclature is demon-
strated in the names of his characters: Pearl (of great
price), Dimmesdalev(ambivalence), and Chillingsworth (frig-
id and sterile.)178 The analogy of action with an outside
event 1s cemonstrable in the scaffold ordeals of Dimmesdale,
and their parallel, the Crucifixion. A final use of analogy
may oe round in the carefullf controlled "accidents" which
allow Chillingswor:h to witness Hester‘svordeal, and which
provide for the meeting of Hester and Dimmesdale in the
forest, »rior to his public confession. The accidents are
necessary to the movement of both the literal narrative and
figurative meaning.

The second verbal mode, irony, is also present in The

PENN 1 T 'q o . . )
Scarlet Zetter.l79 Hawthorne adopts an ironic attitude

toward the entire underlving Eden myth by recognizing the
logical impossisnility of Americans defining their indepen-

dence from the Cld World in terms of an Old World theological

177Fogle, ocD. cit:, p. 219.
178Loc. cit., and Liebowitz, op. cit., pp. 459-466.

17%Noble, op. cit., p. 25.
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myth.*OO - Further, the supe

World Lden with the original

incongruence of Man's nature
This Incongruence is tacltly

scrve to illustrate both the

the prison and cemetery.

47

rficial congruence of the New

Eden ignores the fundamental

as 1mperfect, not perfect.

recognized in the Puritan com~

181

the pageants or scaffold scenes which

progress of the literal narra-

cive and the unfolding of the figurative meaning.182 The
first scafifold scene occurs at the beginning of the narra-
tive, with Hester's public punishment (revelation of the

fact of sin-as-act); and the third, again in daylight as the
first, with the public confession of Dimmesdale (public

revelation of both sin-as-act and sin-as-state.)

The Scarlet Letter, as a result of the application of

the definition of mocdern allegory 'in terms of nature and form,

is icentiiiable as a work of allegorical narrative fiction.

It i1s organic, dynamic, and flexible, and based in tradi-

tional and mythical authority; it displays a synthesis of

cuvalities (1

m

teral/s

'O‘

irituel), a consistent use of Dream-

vision devices (imaginative projection, threshold symbols,

exblems, and talisman-initiation, and ordeal); and it

144.

——
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utilizes verbal nocles characteristiclof nodern allegory
{(znalogy and irony). Through this work and others, Hawthorne
mey be identified as a modern, American allegorist and one
of the twwo principle progenitors of~thé tradition of modern
Arerican allegory.

The other author whose works may be demonstrated as
Tulfilling the cx 1Ler1a of modern allegory is Herman
.Melville. Melville's self-assumed task, one which could
easlly have become hopeless, was an agonized probing into
the cosmic mysteries.183 Melville displays the same ambig-

uous attitude toward the Ideal as does Hawthorne; however,

[
+3

his ohilosophy, it is not the nature of sin but the nature

th

O

the moral and the metaphysical which demands discovery.184

ey
0]

is by turns influenced by faith and skepticism.l85. But
while Hawthorne was undecided as to the nature of sin,
Melville conceived of morality as both a state andvan action;
thus a moral figure could exist as innately Good or Evil.186
He found in allegory the flexibility and breadth of expression

necessary for his vision of human and cosmic morality.l87

w
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2 . .
2Curl, ovo. cit., p. 1l4.
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°owilliam York Tindall, "The Ceremony of Innocence,"
t Yo*al Dilermas in Literature, Past and Present,
M. MacIver, (ed.), p. 75.

1874onig, op. cit., p. 6.
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By considering Mooy Dick in terms of the nature and
form of allegory, it becomes apparent that Melville, what-
ever else he may have created in Moby Dick, created a dynam-
ic and organic allegory which disvlays the.elements necessary
Ifor its explicatidn as such.188 This is evidenced in the
symbol of the whale itself. The whale, Moby Dick, is an
awesome znd terrible reazlity, an overwhelming natural force,
mysterious 1in its nature and habits.189 The symbol, Moby
Dick, is inherent in the real Moby Dick: an awesome, ter-
rible, indefinable mystery of the cosmos which is somehow
operative in the real world (similar to the mystery of the

nature and generation of sin in The Scarlet Letter.)190

One grows out 0f the other and neither is entirely separable
from the other. By extension, the entire fiction assumes a

iike nature--the literal quest of the Pequod for the white

3

whale is ocrganically linked to the symbolic quest after the
indefinablie cosmic Truth. Each quest, with its ramifications
apparent in the characters, is dynamic; each moves forward

and upward, while simultaneously looking back upon itself.

1880ther works by Melville explicated allegorically
zre: The Confidence Man, Honlg, oo. cit., pp. 82-84; Billy
—~udd, Tindall, op. cit., pp. 73-80; and Mardi, Curl, op.
cit., ». 15.

BN .
189Curl, op. cit., p. 39.
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Yelville based his allegorical fiction, Moby Dick,
not in the authority of nistory, but in an unprecedented use
of factual material, and in so doing created a new literal
dimension.191 1In Moby Dick, the "overwhelming idea of the
whale" is the allegorical unit that guides the development
of the novel.122 This creative authority is coupled with
the mythical authority, rmaralleling Hawthorne, of the New
World Eden.i93 Through'Ishmael, the reader is led to the
myth of Narcissus--the self—worship of the American Adam.124
Zn the myth, the Pequod assumes the role of the Garden (a
rnicrocosm of the New World) whose inhabitants have departed
thelr original home (as the Pilgrims left Europe.) Ishmaei
and Ahab become varieties of Adam, paralleling Dimmesdale
and Chillingsworth. Ishmael, like Dimmesdale, will achieve
sopiritual salvation by recognizing his membership in the
sinfcl brotherhood of mankind," but Ahab, like Chillingsworth,
the New World Adam bent on discovering the mystery of the
cocsmos and, in so doing, attaining equality with God, refuses

0 recognize his nature as human, and becomes a "diabolisme,"

cecnsummed by the icdea he sought to conquer.

!

v+Honlg, o»n. <cit., ». 103.

g -

15Z7nid., p. 113.

~-v<loble, oo. citc., p. 35

154

Ibid., explication abstracted from pp. 35-46.
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The vehicle of fedemption for Ishmael is Queequeg,
the son of a king[ who is sent to work among humble men,
preaching the doctrine‘of cosmic charity. As Hester,
Queequeg, too, is paradoxical--the vehicle for redemption,
as well as the sinner whom others scorn. In the epilogue,
Ishmaal 1s saved, due to his acceptance of the existence of
evil Zn aAuman nature and his rejection of the traditional

ratiural goodness. His new knowledge is expressed

in the following vassage:

)
<
®

theless the sun hicdes not Virginia's Dismal

, nor Rome's accursed Compagna, nor Wide

a, nor all the millions of miles of deserts
riefs beneath the moon. The sun hides not

ne ocean, which is the dark side of this earth,
nd which is two-thirds of this earth. So, there-
ore, that mortal man who hath more of joy than
sorrow in him, that mortal man cannot be true--

not true.i95
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ne role oI water as redemptive, which was Ishmael's concept

om the first, is negated and, rejecting perfection, he

th
[

asserts that man is mortal and achieves his dignity from

life in an imperiect world. The allegorical nature of Moby

ick is thus dexonstrated in Melville's creation of a dynamic

v

and organic symbolic fiction whose authority is both creative

and mythical.

The form of Moby Dick, structure and verbal modes, is

also identifiably allegorical. In Moby Dick, the basic

155Herman Me.ville, Moby Dick, Charles Feidelson, Jr.,
. 377. ' :
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structural principle of the synthesis of dualities is demon-
strated in the organic nature of the narrative. Reduced
drastically, the concept that a monomaniac's quest for an
elusive killer whale is analogous to man's quest for the
cosmic secret supplies the basic allegorical synthesis of
the fiction.l%6 The atmosphere surrounding this synthesis.
and localizing the fiction in Time aﬁd Space is a Dream-

vision technigue--the extended recollection. Ishmael recalls

the incidents that create the narrative line and, as is

V]

allegorically

g

ossible, 1s occasionally replaced by the
voice of the controlliing intelligence (in this case,
Melville.) The use of the sea as a setting lends the narra-

tive Ifurther guality of the Dream-vision by placing it out-

side the land-bound temporal sphere.l97 A further technique

Fh

of the Dream-vision, the threshold symbol, is present in

Mcby Dick in the beginning, wheﬁ Ishmael views the Sunday
crowl cazing sea-ward, and in so doing, intimates his own
forthcoming journey to sea.198 A third structural aspect
of allegory in Moby Dick, the talisman and initiation, is

cemonstrated in Ishmael's prolonged initiation ordeal of the

T o e N . -
i9%Zconiqg, op. cit., p. 195.

~97z5.4., o. 92, and Noble, op. cit., p. 36.

298xonlg, op. cit., p. 197.
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vovage, which culminates in his recognition of his true
nature.~+99

The first allegorical verbal mode, analogy, is iden-
tifiable in Mobyv Dick as the analogy through nomenclature.
Melville names his characters in such a way as to immediately
identify their principle personalitcy trait: Ishmael (the

-

anferer) and Ahab (the man of pride.) TFurther, he creates

)

5

an ampiguous personificafion in Ahab--a man who is at once
ooth a monomaniac and a hero. Analogy through the illumi-
nation of state of mind through action occurs when the crew
(man as unrepentant) fall into the sea and are crazed or
killed, and when Ishmael (man as cognizant of his true na-.
ture) 1is saved. The analogical "accident" is evident in‘

Ishmael chancing to sign on the Pequod and so joining the

W0

test. One example of the second verbal mode, irony, occurs

"

in the offer of salvation to the New World Adam through the

1.

+

cosmic love oI the wpagan, Quéequeg.zoo Thus, by applying

& deiinition of modern allegory to Moby Dick, it becomes

rl

asharenT Tad

the novel can be read as allegory in the mod-

(6]

rn Amrerican tradition and that Melville, like Hawthorne, is

cne of the Ifounders of that tradition.

1991pia., o. 85.

200x0b1e, on. cit., p. 39.
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The explications and evidence presented here are by
no means thorough and exhaustive. They are meant to suggest
he existence of a modern allegorical tradition in American
literature of the nineteenth century, not to prove conclu-
sively and exclusively, that premise. That such a tradition,
encompeassing philogsoohy, literary method, and critical ap-
croach, aodes exist seems-apparent. It is on the basis of
the existence of this traditioh, and the application of the
oropcsed definition of modern allegory, that a critical

exanination of the works of Mark Twain--especially The

Personal Recollections of Joan of Arc-=-as allegory will be

justified.



HAPTER IV

MARK TWAIN AND THE AMERICAN MYTH: ALLEGORIES OF TINNOCENCE

Before considering any of Mark Twain's works in terms
oi alliegory, the temperament of the man who created them
should be examined. His artistic temperament was influenced
by a persona.itcy wnich was fundamentally paradoxical, cog-
nizant of the existence of evil, and thoroughly moralistic.
These traits may indicate a predisposition to the allegorical
node and 1ts dualistié, symbolic, and didactic characteris-
tics.

Much has been written concerning Twain's life and
osychology, but only one thing can be stated as fact: the
man was, and remains, a paradox. In order to approach his
figtion, it is essential to realize that "nothing 1s simple
in Mark Twain, especially in matters of the spirit: every-
thing is ambivalent, ambiguous, shot through with counter-
;mpulses."zOl Throughout his life, Twain mixed fact with

Ziction and Iictlon with facts, creating a maze of incon-

~sten

O

i12g wahich have not yet been--and probably never will

~ = - -

Ze-—-distililcd oy his biographers and critics into an accurate '

-5z y“oaL L. Gross, "Mark Twain and Catholicism,"
Critic, XVII (April-May, 1959), 12.
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definition of the man who was Mark Twain.202 This paradox,
his being two disparate entities simultaneously, is the one

aspect of Twain's personality which seems to exert the great-

ot

S

O

influence on his art. It can be seen as operative in
the intellegtual) social, political, and economic. spheres of
his temperament. |

All his lifé Twain nurtured a growing intellect and
‘read widely in history, science, and other factual materi-
als.203 His education was comprised, in great part, of
~ these readings, and he was able to postulate and formulate
theories (including the calculation of distances in space by
- light years); yet he is the same man who, by virtue of his
Missouri demeanor, best answers Whitman's plea for the "power-
ful uneducated” man and great "answerer."204 Twain's
literary tastes (ironically he preferred fact to fiction)
were mercurilial and varied, including Goethe, Cervantes,
Boccaccio, Gil Blas, Dumas, and Voltaire.205 He admired the

New England school of American writers--Whittier, Emerson,

Thoreau, and Lowell~-disliked Poe, labeled Hawthorne and

R
<>
o

Zéward C. Wagenknecht, Mark Twain: The Man and

ETe i .
jo s Work, 2. 4.

Znid., p. 101. ™

204Lcc. cit., and Newton Arvin, "Mark Twain: 1835-
1935," New Republic, LXXXIIT (June 12, 1935), 125.

205Wagenknecht, ¢co. cit., pp. 40, 25.
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Mclville as "obscure." 206 Howevér, Robert Browning, despite
his "obscurity,” was among Twain's favorite poets.

Socially, Twaiﬁ was caught between his desire to con-
form to the conventions cictated by nineteenth century
American culture and an inner need to break away.207 He was
a prisoner of his own provincial conventionality and rebel
to its oppressive orthodoxy.208 His own pen name--Mark
Twain--demonstrates his paradoxical Social behavior. There
is strong evidence to support the nameis origin as a Nevada
barroom convenience meaning "two drinks," and as such would
brand its bearer as an dverindulgént partaker of spirits.209
This connotation, though completely acceptable in the West,
woulcd have been very embarrassing in Hartford, Connecticut
and thus Twain's explanation that he borrowed it from an
acquaintance of his pilot days.2lO

On a broader social plane, Twaln expressed a demo-

crat's warm dislike of monarchy as an institution and most

2061pid., p. 33.

2077ony Tanner, "Samuel Clemens and the Progress of
tvliistic Rebel," British Association for American Studies
letin, N. S.. #3 (December, 1961), ». 32.

jgzo] 1Tz t
Zeginnings to 1920, Vol. III, 90.

_ Speaul Fatout, "Mark Twain's Nom de Plume," American
Literature, XXXIV (March, 1962), 6.

21010c. cit.



58
. C ae e o= 1
monarchs as individuals.2il He loathed the cruelty and pre-
tense they represented aznd "flayed [?hq] dead lions of

fTeudalism" whaich, he believed,

ot

hey personified.212 Yet,
for ail his concemnations, he gladiy accepted their favor
znd, before he died, had performed before most of the

crowned heads o Zurope; he even paid a personal visit to

ct
)
()
(@]
N
[o]]

= v
[ e

uring the voyace of the Quaker‘city.213 Finally,

wnile his social conscience was sympathetic to the plight of

3

the working classes whose conditions forced them to strike,

-

hie denounced their actions in his portrayals of the "mob,"214
Intellectually an educated ignorant, socially a con-

ventional rebel, Twain was politically a patriotic dissenter.

While being extremely patriotic regarding the Idea of America

Cha

{4

the institutions which guarantee freedom and justice;
Twain condemned the blind patriotism of "my country, right

or wrong."215 From 1890 onward Twain struggled with a

2liWagenknecht, op. cit., p. 229.

212Arvin, op. cit., p. 126.

0
&

11 Budd, "Twain, Howells, and the Boston
New ZEZngland Quarterly, XXXII (September, 1959),

351.

2L4Tanner,‘93. cit., p. 304. Examples of Twain's
denunciation of the Mob may be seen in Col. Sherburn's
arraignment of the lynching mob, Hank Morgan's reversal in
his attitude toward "the people," and Joan of Arc's des-
truction by the very people she fought to free.

215Wagneknecht, ov. cit., p. 229.
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Decone throucgh the lust of monev and power noO more than any
other imnderialistc nacion wnd was, as such, to be de-
nouncad, ©-° The truon cehlind cay of Twain's declerations

Zmerica can oo Zcoteolmined only by recognizing the
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in Hartiora, Connecticut, with i1ts orestice, roney, and
comfort.2*8

which he saw destroying the American Dream. Publicly he
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vair.<<Y His temseraneat i1s such that it incorporates these
then iato & nersonality which is not

consciouws of 1ts own paradlcues, out oderates as an integrated

)

ne

Hh
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ably iniluenced hiz art was hils ear.y perception o

P — - K o ~ - - ——— 3 P - P
existcerce oI evili. Wal_.e nersgonal tragedles may have ac-
P B A S = iy s fe P mam = J UL kN S
COUINLTEG IZIO0X nls ILillal exXuoTlon oL Ppessinisny, The SIrlne

sources mustc have been Zresant much eariiex 221 oyain's
fiction supports this conjceccoure and vields evidence of a

prolonged iIncupation veriod during which the pessimism

~

bitterness, and cvanicism wmenliested themselves in ever-

s percepticn of evil baegean in his boyhood. His
early years were often marsced with The horrors and SOrrows

oI life, and his sensitive swnirit (largely cue to his moth-

er's influence) enzbled him to intexrpclate moral significance
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<<aVizceniknecnht, C2. Ccit., <. 205.-

£L+iTorny Tanner, “The Lozt American—--The Despair of
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"lesser” &acrocity of humean selngs l}lavegj cdenied their

human ricats by conventionaliy “good He reacted

.

with a greatcer degree of emotion to events which would not

have been sinmilarly considcred by a less perceptive nature.225

Tar provided Tweain with an opportunity to observe

humanity, American humanity en masse, and the result was a

226

further intensificetion coi hls develcping pessimism.
Later, he presented an eopalling picture of governmental cor-

¥

ruption in the Ciided Age; sadly, he realized, the government

was oniy a result, not a cause, c¢if the corruption. He saw
that America hazd failed to fulfill the promise of 1776, and
no measure of social reform could remedy whaf was, at root,
the fundamental corruntion of human nature.<427 Twain's
Zinal despair reached beyoacd himself ﬁo encompass all human-

itv, for human beincgs, he believed, were innately and inal-

Nita Laing, "The Lzter Satire of Mark Twain," The
Midwest Quarterlv, II (Autumn, 1980), p. 37.
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Perhaps because orn during America's era

of national optimism, Twain hald acquired the dream of hope
and the belief in rare possibility of human goodness.229
But with his percention he was ab;e to see that the dream
was & nhollow facede and that & bellef in human nature would
cragedy and disillusionment. 230 His was
the ¢greatest tragedy for ever having believed at all.

The final aspect of Twain's personality which helped

Cetermine the form of his art wzs that of the moralist.

Despite nis philiosophy of determinism, Twain was thoroughly
- o Rl - L. . .
moralistic.<2~ There was never a tinme when he was indif-

ferent to corruption, crueliy, or vice; he was always willing
to go to battle for truth, moral good, and justice.232 He
was deeply concerned with the moral depravity apparent among
the sc-caliled arbiters of zZmerican thought whose hypocrisy,
Gishonesty, and vicicus ZLgnorance aond ed hlm.233 He de-
rnounced national imroralities—-the S»anish-American War

and the Zhillipine conguesct—~-—-and recoiled from the wvision

229Wa9enxnec“b, on. clt., p. 212, and Tanner, "Despair
cf Mark Twain," ». 301.

£

23016c. cix.

\agenk“ecnt, D. Cilt., p. 224.

£35C. llzrcon Rabcock, "HMark Twain, Mencken, and ‘'The
3¢ Geoofyism',” Americarn Quarterly, XVI (Winter, 1964),

81

}_l

Q
Ul

o]
N K



of the Americern l.an wnose material progress had outstripped

3

<~ HEe also de-

0

coress and had destroved him. 4
nocunced osrivace immorelities which he considered equally

- . 97 . ) . -~ .o . .
unparco:au_e.~°5 Likce the creat moral icdealists of eariier

opes and Lceals far beyond the reach of
Luman possibilities.Z23% The symbolic level of his fiction

expresses his realization ol the fundamental reality of

life: +thet beneficlent progress toward human moral goodness

is impossible, and the only direction in which man moves is

Mark Twain, &3 & perscnality, may thus be considered
as having a temperament walch could readiliy influence Mark
Twain, the artist, in the creation of literary allegory. A

Zurther consideration of the man, as an artist, supports

Marx Twain, as a literary artist and craftsman,
exhibits the sane characteristics of paradox, perception,

and morzlism which are evident in his personality. He

234ndwnrda C. Hag & “Twain~-A Literary Lincoln,"
Saturdey Review oI Literature, XXXIV (January 20, 1950),
. 26,

237wWilliam C. Snengemann,
The Natter of Innocence L
p. 87.
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The Realistic artist was a resortcer, a commenﬁator, or a
psychologist, but not a creative artist.24l Again Twain
assents with a concept of narrative "where you follow the

fortunes of two or three people and have no more plot than

life has."242 mhe Innocents Abroad illustrates Twain's
allegiance to realism in passages containing parodies of
and jibes at Mediceval and R[Renaissance art, institutions,

and morals. 243 H0weve:, there is a difference between what
Twain says—--in notebooks and direc:t comment—-and what he
actually coes, because for Twain, realism had its limita-
tions.244%

nhile inteliectually committed to realism, he was

emotionally anéd artistically involved with romance.245

The representation of literal, empirical truth was not com-
vatible in practice w1th an artist who could also say that

"t0o exaggerace i1s The Ooniy way I can epproximate the

truth."24% The truth, for Twain, could not be presented

2u83yinzy J. Krause, "Twain's Method and Theory of
“-ccern Philology, LVI (February, 1959),

el i~ e -~
Composition,

~. 175.
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apart from a careful distortion of reality. Further, Twain
was commnitted—-—a committment which deepened and intensified
with his artistic devalosment—-to a sense of a moral and

historic continuum.2%7 He was aware of a sense of the past

and set most of nhis major works in the past. The very

sources of his art rested on foundations he could not ration-
. L . > L - ' .

ally juStlfy.4‘8 Ee weas eternally divided, occupying two

Gifferent and hostile modes of experience: the tangible

worid of realism and the intcangible world of imagination
end menory.249 It is this division--the intellectual com-
mitment to realism and the creative commitment to the
imagination—--that enables an allegorist to synthesize the
Gualities of flesh and spirit into an organic unity.250

The seccond aspect of Twain as a literary artist which
predisposes him to allegoxry 1is his treatment and concept of
numor. From the beginning of his career in literature, Mark
Twain was more than a humorist and was deeply concerned if
his readers saw only the numor.Z5+ The humor in his fiction

actually exists as isolated points running the entire length

b
o,
J

Salomon, "Realism as Disinheritance," p. 544.

SEALL .
<oUylzsenknecht, Man and Work, p. 107.

Western Years, p. vii,

LIvan Benson, Mark Twain's
wznd Wagenxnecht, Man and Work, p. 57.
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of a narrative which has as i1ts basis the author's fundamen-
tal perceptions of life and morality.2°2 while of the Josh
Billings-Artemus Ward tradition, Twain's humor differed from
many ©0f its predecessors in that he toock what had been pre-
viocusly only comic situations or ideas and created from them
situations expressive of America's most complex moral dilem-
mas.253 These humorous situations and ideas were used

to strip manr oI his pretensions, his fig leaves,

nis good conduct medals; to prick the irridescent

pubbles of arrogance and pomposity; to puncture

cherished illusions; to hold a loony mirror to his

misery and show what an ungainly creature he really

is.254
Twain saw the absurdities of American culture and undertook
the task of showing these "sanctified idols" for what they
really were.2°5 He had an inordinate capacity for discover-
ing relationships between disparate things, and an ability
o penetrate the hollowness of common assumptions and reveal
their basic reality.256 In "The Curious Republic of

Gondour," he used his capacity as a humorist/moralist to

satirize the pretensions and fallacies of the Great American

25ZSpengemann, op. Ccit., p. Xiv.

253Babcock, "The Higher Goofyism," p. 593, and
Spengemann, ©o. cit., p. xv.

25%4pabcock, "The Higher Goofyism," p. 589.

:
N —

255LOC. Nepiy

25610c. cit.
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Dream; in the same capacity he gave the definitive title to

his own era, The Gilded Aqe.257 Perhaps the best example of

Twain's ability to synthesize humor and morality is his
series of editorials concerning *the Byron scandal.?2°8

These editorials reveal a creator whose moral convic-
tions allowed him to sincerely condemn a man for sexual
extravagance, and at the same time, satirize'the furor which
such denunciations had caused.259 Twain realized the basic
incongruity operative in the Byron scandal--the moralistic
minds of his century, not realizing the absurdity of their
reaction, condemned both man and poet.260 Twalin condemnned
the man heartily, but was able to present further moral
stricture by satirizing the foolishness which condemned the

poetry--something which he, as an artist, fully realized was

o

beyond the realm of social and conventional morality.26l

By his own eadrission, and one supported by his work, Twain

Z2577znner, "Despair of Mark Twain," p. 300.

er, "Mark and the Byron Scendal.,”

XXX {(Jaaveazry, 1959), ». 484. There is
Twain actually wrote these editorials,
as editor of the Buffalo Express, the

they were first w»rinted, coincided with

h they avveared. The style, language, and
context are th ame as other writings by Twain of the same
period--1869.
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259%10c. cit.

2601,0c. cit.

20l1,6c. cit.
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used humor to serve the cause of moral instruction: "I have
always preached . . . If the humor came of its own accord
and uninvited, I have allowed it a place in my sermon, but
I was not writing the sermon for the sake of the humor."262
The sermon deepened i1ts satiric thrust as Twain's own bitter-~
ness deepened and intensified and, in his later works of
satiric allegory, was directed specifically at moral judgment
and revelation.263 |

Finally, Twain's coacepts of literary theory and his
methods of literary practice illustrate his potential as an
allegorist. Twain Insisted upon the unconsciousness of his
art, but this insistence, which was influenced by the
Coleridgian bias in favor of unconscious creation;, is modi-
fied both by Twalin's ability to postulate sound literary
theory and by this actual method of creation.264 Although
he considered himself an unconscious artist--at least public-

ly-~he was also an artist capable of conscious, deliberate

literary craftsmanship.

262Wagenknecht, Ifan and viork, p. 217.

263Laing, opn. cit., . 47.

264xrause, ov. cit., p. 172, and Wagenknecht, Man
Work, p. 4£9. For all his emphasis on spontaneity, Twain
still held that: "Literature is an Art not an insviration.
It is a tracde, so to speak, and must be learned-=-one cannot
'pick it up'," Xrause, op. cit., p. 177.

nd

f
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Twain presented four major principles of literary
thaeory in an essay which condemned Cooper and Scott for
- violating them.285 mhe Zour gualities which literature must

exhibit, according to Twain, are: formal integrity, inher-

ent orobability, consistency of style and character, and

truth to nature.29® Further in the essay he adds a fifth
necessary quality, the responsibility of art to inculate‘
| virtue and discourage vice.267 Tywain's ability to enumerate
spvecific aesthetic standards implies his own conscious aware-—
ness of his role in the creation of art.<%8

Further evidence of this conscious awareness may be
found in his letters to Master David Watt Bowser. These

letters and their evidence that Twain could consciously

[
o
Q
H
()
Ul
t

e a scene and minipulate it to suit his artistic
purposes coxpletely undercut not only Twain's insistence on
ert, but also previous critical evalu-
gtions oI nim which were based on his "necessity" to

visit-or-revisit a scene and then report what he had

28TWagenknecht, Man and Work, pp. 148, 51.

26%Xrause, cv. cit., p. 168.
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observedt269 Twain could shape his reality as he chose, and
whatever a specific scene meant was not dependent on geograph-
ical fact, but rather on imaginative conception.27O

Consistent with Twain's consclous artistic endeavors
was nhis method of composition. Foremost among his techniques
R

oI writing was re-reading. He was an avid proof-reader and

reviser, oiten destroving whole manuscripts which, although

269pascal Covici, "Dear ¥aster Wattlie: The Mark Twain-
David Watt Bowser Letters," Southwest Review, XLV (Spring,
1950), ». 121, Bernard DeVozto and Professor Kenneth S. Lynn
both had, prior to Welter Blair's conclusive proof concern-
ing the dates of creation of Huckleberrv Finn, based their
criticism on Twain's need to revisit the river and the
Mississippi Valley in order to create the work. Although
these theories have scme validity, since bla'V‘s SChOLo ship,
other evicence has come to light concer nlng Twain's ability
to recrecate a fictiocnal context and utilize it to suit his
artistic purposes. The Bowser letters have furnished fur-
ther support with Twain's description of his pilot davs to
young David:
Would I live it over again under certain conditions?
Certainly I would! The malin concition would be, that
I should emerge from bovhood as a ‘cub pilot' on a
Missicsippl boat anc that I should . . . become a pilot
and remain one. The minor conditions would be these:
stimar always; the magnoliias at Rifle Point alwavs in
ploomm . . . the river always bankfull . . . the middle
waich (on.y) on moonlicht nights . . . i1n summer moon-
11t nighes it (middle watch) 1s a gracious time espec-
Zally LI Irlencs nave staved up to keeo one company
&Nt 3100 e and spin yvarns . . . but two decades
nevI Lo ork upon them and hali are dead, the
rTese =

r
nd the boat's bones are rotting five
d e

Tvraln was obhviously able to create from his imagination and
TC see the reality beyond the dream.

2707,0c. cit

— .
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check on nis materials and allowed himself enough leeway for

H

-y

the process of creation.?272

arce

O

revision both duriag an

O

Williiem Deen Howells often made the final revigsions, but
Twain never sent a manuscript before revising it to his own
setisfaction, certain that it needed examination by Howell's
"Zresh eye."273

Twain's constant re-reading and revision was contigent
upon‘his.concept of a narrative “plan;“274 He was a careful

craftsman who proceeded on a particular plan for each work
he created, and he often _destroved months and years of work
wnich he realized were not in keeping with his plan275 The
first nine years of work on "Captain Stormfield's Visit to

Heaven" were spent in discovering and developing the right

olan for it; without the plan, the work would not have suc-
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A conscious artist and careful craftsman, Twain was
also an avid devotee 0f the science of language.277 His
cdevction to philology caused hiﬁ‘to lavish time and energy
studving style: syntax, connotation, denotation, and us-
He was especially cognizant of style, searching it
out and praising it even in informational articles.?79 His

verceptive ear for dialect, coupled with his love of language

and appreciation for literary style, led him to what was

verhaovs nis greatest technical triumph--the vernacular nar-

Finalily, Twalin, according to his belief that art
should suvpport virtue, used his fiction as a tool of moral
281

instruction. The materials of art first had to be assim-

ilated by the artist, Twain, and impregnated with his sense

Fiy

moral convictiocon; art and morals werxe combined within

O

Twain's creative function.?82 In his early works, while he
emphasizes stylistic problems, the moral thrust is discern-

ible, and in his later works, where the stylistic problems

27TWacenknecht, Man and Worx, p. 102.

' 278Loc. CltT.
27978, , p. 49,
[a) - - « -
260p 2 2prs = Stone, Jr., The Innocent Eye: Childhood

in Mark Twai~‘s Imagination, p. 277.

i
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had been resolved, L1t becoies lncreasingly apparent.283 Both
social and personal sins came under his attack, for he saw
literature as expressive of public and private values.284

pu

The versona in Roughing It attacks, specifically, the jury

system and in Life on the Mississiopi, pleads the cause of

crematcion. In Huckleberrvv Tinn, the practice of feuding is

Poy

censured, and in The Mysterious Stra 1ger the monstrosity of

war is .condemned.293 Beyond a specific social message, he

was also preaching a deeper sermcon--the spiritual death of
he American dream and the subsecuent destruction of moral

-Goodness and Truth.

Thus, &although Twalin represented himself as an "auto-

matic" writer, a tool of his own imagination, he was, in

‘fact, a conscious craftsman, ready to criticize other writers

harshly Zor their failure to adhere to aesthetic principles.286
Ze expressed aesthetic theory in well-defined terms, and was

czpable oI conscious and deliberate re-creation of scene and

m

situation, ancd was careful in his craftsmanship. Further, he

envisiorn=d art as inherently didactic (though not in any

o

£<-mznner, "Progress of a Stylistic Rebel," p. 39.
¢-Stone, ov. cit., p. 278.

lagenknecht, Man and Work, p. 219. Twain's per-
zcnae may speak directly Zor the author or they may sveakx,
nci t throuch an ironic inability to perceive what has

\

ire
cme obvious to the reader.
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narrow sense o didacticisn) and utilized his fiction to

"teach by examplie" the morezl lessons which he was convinced

were important. Like Hawthorne and Melville, the greatest
lésson he tried to teach was that the dream of America as
s eternal dreezm of Innocence, was a failure
both in concept and in fact. Twein's doctrine of Innocence
expressed througn his artistic temvderament adequately sup-
ports the conjecture that Twain was, among other things, an
allegorist in the modern American allegorxical tradition.
Mark Twain, as an arcist, was fascinated with the
idea of Innocence as it existed in tﬁe context of American

mythology.287 This idea forms the basic allegorical tension

in his work because it represents a concept which he could

[}

. . Q - ' .
neither accept nor oppose.28° He simultaneously presented

the desire to return to innocence and the urge to rationalize

b

his adult 1ife.289 ohis moral dilemma of innocence versus

F

1

icant basis of Twain's fic-
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tion.290 Allegorizing his experience in the manner of his

Celvinistic forbearers, he saw the war between ihnocence and

2875, R. Vitelli, "The Innocence of Mark Twain,"
Bucknel: Zzview, IX (December, 1560), p. 187.

N ) v . »
¢%8spengemann, opb. cit., p. ix.

2897Ivid., p. 87.
a
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corruption, between the individual and society, as a symbol

oL 1

he metaonysical struggle between good and evil.221
Primary to Tweln's handling of this myth bf innocence
i3 his view of the moral drama in which the hero, the inno-
cent, is pitted against corruntion with one of the following
results: total defeat, compromise, or evasion.292 fTwain's
innocent hero is a combination of the European ideal of inno-
cence, the American pioneer, the democratic individual, and
certain elements of romantic thought.293 He is Ahab and
Zshmael, Dimmesdale and(Chillingsworth, Natty Bumpo,
Christopher Newly, and Lambert Strether.294 Most of Twain's
—nnocents are adolescént children who possess a moral intu-

ition which enables them to comment on the corrupt adult

society.295 In Twain's best works, except Pudd'nhead Wilson,

the inrocent hero undergoes either an initiation which
results in his recognition of a world of vain, repression,
disillusionment and moral corruption, or he is denitiated
from the latter kind 5f world into a Delectable Land, which

he soon comes to recognize as unreal and existent only in

25itpid., p. xii.

2521nia., p. xi.

295stone, on. cit., p. 270.



77
dreams.296 Waolle operative within the fiction, the innocent
hero 1is predominantly passive, acted upon the adult world.297
farther involved in the moral dilemma is the political bat-
tle, in which the evil forces represent social sins inclucding
vniformity, sham, cdeceit, and repression of virtuous instinct.
Since Twain worked out of the republican ideal, his innocent
is3 often the free individual, while the adversaries are mem-—
bers of civilized institutions.298 The final modification
of Twain's doctrine of Innocence and his innocent heroces is
his development oﬁ the vernacular narrator.

Twaln uses two types oI narrative personae to relate
the action of his innocent heroes. The first, the reliable
narrator, i1s the adult consciousness that guides the reality
of the narrative, spezaking for the author, and occaisionally

getting involved in the action itself.25% He may be

nn, ¢o. cit., . 1. The term "denitiation"
it 1s used to describe

whose action is oppcsite that of the initiation.

297stone, oo. cit., ». 271l. Twain's innocent heroes
sera actively within the narrative context, but their
w-timate fate is in the nower of the adult environment. Tom
Sawyer rules the adults of St. Petersburg with his childish
neroics, but ultimately succumbs to their conventionality;
Tom Canty rules from the throne of England, but finally is
returned to the authority of the adult communlty, Joan of Arc
actively battles the adult social structure and is totallv
destroyed.

298spengemann, oo. cit., p. xi.

299Ibid., ». 4.
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omniscient and undramatized, as in Tom Sawver, oOr he may

exist as the alter-ego to Twain's own younger self, as in
O » -
Roughing 1t.300 1In either case he reports the reallty be-

hind the action with perception and understanding.30l His

.

language, too, is mature, litereary, usually controlled, and
conforming to the standards of convention and decorum.
(Twain occasionally allows his narrators to lose their con-
trol, and indulges in parody.)

The second type of narrator, however, is an unreliable
observer who reports only the appearances and who is com—
rletely unaware of the reality which lies behind them. 302
This unreliable narrafor——sometimes the innocent hero him-
seli--usually speaks -in the vernacular and presents an ircnic
narrative based on what he sees and what the reader and
author see.>03 When coupled with the reiiable narrator, the
result is é dichotomy of points—-of-view in which the reality
is alternately experienced ignorantly and retold from a
304

foundation in understanding. The greenhorn in Roughing

Tt, for exanzle, relates his observations of the appearance
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SU370c. cit.

“O4Loc. cit.
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of his experiernces and then comments uson his own youthful
and ilgnorant osservations with mature perception. The ironic
possibilities of an unreliable vernacular narrator were ap-
varent to Twain and he used_this narrative device to attack
tne official culture and to present nis message of the fail-
ure of the American dream.-03 Through the unreliable vernac-
ular narrator, he éould oresent the appearance of a situation
and have his narrator react only to that appearance--ignorant
and innocent of the reality of the situation. This technique
is apvarent in Huck Finn's reply to the guestion concerning
the result of a river boat wreck. When asked if anyone had

been hurt, he replied that no one had been hurt, only a "nig—

O
O

ger" had been killed. The reality is stunning beneath this
innocent appraisal and response. To Huck, who at that time,
was aware, only of the appearance of the tragedy to a
Southern conscience, nobody had been hurt, for a Negro was
not counted as a human being; Twain's moral judgment is
obvious. Without the advantage of the unreliable, vernacu-
lar narraccr, the situation would lose its moral impact.
Twain's ambivalent attitude toward innocence--his

realization tthat as a moral force, innocence was ineffectual

acainst corrustion, and despite this realization, his con-

N

tinuing desire to believe in the possibility of a return to

Tenner, "Progress of a Stylistic Rebel," p. 35.
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innocence~-—-exists as the basic ceonflict in his fiction. This.

ambiguity, like Hawthorne's sin-as-act versus sin-as-state

and Melville's moral versus metapnvsical, provided the in-

ternal tension necessary to allegory. Further, the irony
created throuch the use of an unrelizhle vernacular narra-
tor, enabled Twain to heighten the impact of his moral thrust
and infiict upon his readers, who were aware of what the nar-
rator could not see, the shock of moral recognition.

Thet Twailn actually did create fiction in the alle—»
gorical tradition is demonstrable when the definition of
modern literary allegory is applied‘to his art generally,

and several of his works, specifically. Twain's fiction,
when considered as modern literary allegory, demonstrates

the characteristics essentiél to both allegorical nature and
Zorm. The hature of his narrative is organically formulated"
through a dynamic interaction between plot and characters,
‘message and metaphors.306 He successfﬁlly portiayed his
nessage In a series of concrete metaphors which interact with
gach ocher ©o bring about the narrative movement.307 The

massage and the narrative are dynamically presented and pro-

Sress simultaneously to both a moral and fictional resolution.?

EROR S “ L .
“vSWagenknecht, Man and Work, p. 50.

>97spengemann, op. cit., p. 63.

308Loc. cit.
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Twain bases his organic and dynamic moral fiction in
the authorities oif myth, history, and artistic creation.
The concent oi the iAxerican dream and the failure of inno-
cence prov.cie the mythiéal framework for his fiction and

settincs and characters which are definable in

nish the

Hy
e
kg
(u

terms of Eden and the Fall.309 ohe historical authority
which Twain :ll*zes al’ows ‘him the basis of the past, the
significance of previous human action, and the framewoxrk
within which he is able to correlate a‘cdncrete past event
to a present moral problem.3lo The form of Twain's fiction
also satisfies the criteria of modern literary allegory by

emonstrating both the structural devices and verbal modes
characteristic of allegorical literature. First among the
structural devices of allegory in Twain's fiction is the
Dream-Vision.

Twain’utilized the devices of the Dream-Vision to
reate a symbolic setting in both Time and Space. He set

is maj
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cives in the past and created a dream-like

206. . . O
SUZ2. 1. B. Lewis, The American Adam: Innocence,

Tragedv ond Tradition in the Nineteenth Century, p. O.

~iVioc. cit., and Wagenknecht, Man and Work, p. 100.
Tor examnle, Xalo y's Camelot was descroyed by c1v1l war,
so when Twain 3 his Connecticut Yankee in Camelot, the
cam was inevitable--the causes, however,
entury American moral failures, not sixth
rimitivism.

o

azilure of the cr
were nineteenth c
century British pr
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"Delectable Land" for the action of his innocent heroes.31l
He often describes this land as a wide prairie which resem-.
bles the sea, a small village near a river, a broad ocean,
or heaven.3l2 The atmosphere, usually summery, hazy, and
sieepy, further emphasizes the dream-like quality of the
scene.2+3 Contrasting to this setting is the scenery of
corrupt civilization; egqually unreal in its deliberate dis-
cortion with its institutions, buéinesses, laws, and mores.314
e innoccent, present‘in one or the other of these dream set~
Tings, noves between them, creating the significant narrative
aqtion.315 |

The narrative action of the innocent usually takes
cne of two forms, both inherent in the definition of modern

Literary allegory; that action is either the Ordeal or

[€)))

27 . » ) 1 »
Journey.>+ The ordeal, often combined with the journey, is

either an initiation or denitiation of the innocent hero.
(222N

he pattern of denitiation moves him from a corrupt, civilized

social setting into the Delectable Land and requires that he

Slispengemann, op. cit., p. 2.

. Cilt.

n
V

31310c. ci

4
c!

3157pic., . 3.

>c. cit., and Salomon, "Realism as Disinheritance,”

5. 538.
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pe ecducatel--often through humiliation--to recognize the
supericrity of that Delectable Land to his previous state.317
The pattern of initiation forces the innocent hero out of
his natural milieﬁ into a civilized social structure which
is characterized by moral evil.318

The dendtation of the hero by the device of the talis-
man relates to the Dream Vision's ordeal of Initiation/
Denitiation. Often in Twain's fiction the innocent hero is
identifiable by the talisman of his speech-~-the vernacular
language.3l9 Tom Sawyer, Huckleberry Finn, Tom Canty,

Edward (after his initiation) and Hank Morgan (in certain

o]
th

arts of Connecticut Yankee) exhibit their role as innocent

by virtue oI their‘speéch.320 Usually the more artificial
a character's language, the more‘likely that character is to
be morally corrupt, for example, the XKing and the Duke in

duckleberry Fian.

The second aspect of allegorical form, the verbal
modes of analogy and irony, are also present in Twain's fic-
tion. His use of familiar history--Camelot, Joan of Arc--

creates analcgies between the ultimate destiny of both the

3l7spengemann, op. cit., p. 3.
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fact and the Zictlon. These analogies--the relationship of
a narrative event to an event outside the fictional context--
are characteristic of mocern iiterary allegory.

Allusion and personificaticn also are discernible in
the names of his characters and their narrative roles. In
"The Man That Corrupted Hadleyburg," the characters' names
are significant.32l Barclay Goodson (“son'of clay," "good
son") is the only character in the narrative who is a func-
tional human being, and he is disillusioned by the hypocrisy
of Hadleyburg. The Richards ("rule," "hafd") are victims of
the hard rule of the society. Reverend Burgess ("freeman")
is, ironically, the one bound tightest by the community; he
frees himself only momentarily at the climax. The name of
the town, Hadleyburg, may be read as a corruption of
Halleyburg ("holv," "city"), or as the city that was "had"
by 1ts own pride.

Other names in Twain's works which suggest a relation-

ship between the characters and their roles are Huckleberry

—
=~

b

nn, the huckleberry being a phenomenon found only in vir-
gin forests (the "Territory") and Finn, a surname common td

che outcast Irish immigrants of the late nineteenth century;

Jim (shortened from James), the "brother of God"; and St.

22lvgumning Frog of Calaveras County" also offers
signiiicant personifications and appropriate names; these
will be discussed later in this study.



85
Petersburg, an ironic use of the name, since it relates the

New World town on the Mississippi directly to its 0ld World

Finally, Twéin used, perhaovs most consistently, irony.
He habitually presented a disparity between appearance and
reality and, 1ik¢ Swift, used irony so masterfully that he
often defeated his own purpose.322 He employed irony in his
narrative technigques (especially dual points of view and
unreliable vernacular narrator), in his narfative action,
and even in his symbolic settings.323

In order to illustrate more clearly Twain's use of
allegorical technigques, 1t is necessary to consider briefly
some specific works in which characteristics of allegory are
discernible.

The first work which shows evidence of allegorical
technigues is Twain's well~known short story, "The Jumping
Frog of Calaveras County." This story may be read as a
rmoral satire in the classical mode.324 Wheeler becomes, to
an extent, the West revenging itself upon the East for a

trick playved py an easterner (the stranger) on a westerner

322325000k, "Map of Paris," p. 96.

Spengemann, op. cit., p. 16, and Stone, op. cit.,

Cney J. Krause, "The Art and Satire of Twain's
' Story," American Quarterly, XVI (Winter,
e

(While much of Mr. Krause's argument seems
does, nevertheless, present several points.)
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(Smiley).325 Twain used the unreliable narrator as the
principle story-teller and through him created the irony oﬁ
the tale.32® The names of the characters are also alle-
gorical, alluding to their various personality tfaits: Simon
Wheeler was a "free-~wheeling" yvarn-—-spinner; Smiley, a lucky
gambler, had the gambler's‘pérennial optimism--the optimism
of the West -itself. Even the animals in the story, especially
the bull-pup and the frbg, exhibit allegorically significant
names and traits: the pup, Andrew Jackson, emblemizes the
frontier democrat, pugnacious, savage, and tenacious, and
the frog; Dan'l Webster, emblemizes the educated complacency
of the East. Thus Twain uses allegorical techniques to create
a moral satire whose ultimate aim is to suggest a modifica-
tion and blending of the attitudes of East and West.328

Another example of Twain's use of allegory may be
seen in "The Man that Corrupted Hadleyburg." The story
exists as a moral exemplum with a three-fold purpose: to
penetrate the reader's complacency; to convince him of his
human frailties and susceptivility to temptation; and

finally, to teach him how to combat this susceptibility.

3251hid., ». 566.

L
o

6Spengemann, op. cit., p. 6.

(8]

274rzuse, "The Jumping Frog," p. 567.

32815:0., ». 575.
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The sin »portrayed 1is not avarice or guile, but the deadliest
This species of pride 1s shown to be not only
sinful, but directly responsible for moral collapse.330 The
literal arnd figurative rmovement of the story is dynamic and

Tne chn

13

racters seem to have the freedom of choice in regard
to their actions. The synthesis of other genre-types is also
Ciscernible as the'tale, while overall satirically moral, is
given over in the thizrd section, to rowdy burlesqu'e.33l
Twain's major works also contain definite character-
istics of literary allegory. Tom Sawyer, for example, may
be read as portrayval of the American myth of Innocence in
the New World Eden.332 The atmosphere is dream-like, sum-
mery, hazy, and sleepy, and the setting is a New World
Garden, St. Petersburg, and, especially, Jackson's Island.333
However, irony is present for St. Petersburg is flawed mor-
ally--in the versons of Injun Joe and Pap Finn, and Jackson's
Islanc holcs the secret of moral corruption (gold) in its
334

cave. Tne action of the narrative may be interpreted as

Twain's version of the fall of American Innocence: Tom

329Laing, oo. cit., p. 39.
330L0c. cit.
331lrpbida., p. 43.

33228mith, op. cit., p. 7.

S te cit,

Vitelli, op. cit., p. 195.
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Sawyer (the innocent hero) 1s corrupted by the Serpent (gold)
which lies in the heart of the Garden (JaCkson's'Island).335
That Twain wished to try again to create a functional inno-

cent is appnarent in The Adventures of Huckleberry Finn.

In Huck Finn, Twain employs the techniques of the
Imaginative Projection to place his narrative in a dream-
like context.336 The physical setting, the raft and river,
are presented through the heightened sensory powers of the
narrator and the natural realistic aspects of the river are
distorted and COnfused.337 Huck follows the figurative
course of denitiation, escaping society and being educated
away from conventional morality to an awareness of natural
moral truth.338 However, again Twaln uses irony--this time
to show that while the innocent (Huck) is capable of oper-
ating within the scope of natural moral values, his innocence
is not a strong enough force to overcome the corruption he
encounters {(on the shore.)339 Huck as innocent does not

capitulate to moral corruption (as did Tom) but he escapes

ann, op. cit., p. 47. (This explication is,
lusive or exhaustive.)

3361nid., p. 82, and Babcock, "Map of Paris," p. 94.
337Spengemann, op. cit., p. 72.

33810c. cit.

3391bid., p. 74.
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to the Territory--to the dream state, the only place where

innocence can exist.340

In the Prince and the Pauper, Twain presents a dual
allegorical movement involving the denitiation of Edward
and the initiation of Tom Canty, twin innocents reminiscent
cf Huck Finn ana Tom Sawyer, respectively.34l (The narra-
tor himself is a denitiate, though not an innocent, who
begins as unreliable, perceives the reality of the world
only as évil, and progrésses so that by the end of the book
he i1s aware of the possibility of moral goodness existing
in the natural moral conscience of the innocents.)342 The
moral progress of the innocents themselves, from innocence
t0 recognition, ends ih disillusionment but‘not, as yet,
despair.343 Technically, Twain uses the Dream-Vision devices
to distort time and space. Thé Innocént Land, for Edward
the plebian countryside, is described in dream-like terms
cf unreality:

All his sensations and experiences, as he moved
through this solemn glocm and the empty vastness
of the night, were new and strange to him. At

intervals he heard voices approach, pass by, and

fade into silence; and as he saw nothing more of
the bodies they belonged to than a sort of

3401pid., p. 82.
34l1pid., pp. 52, 54, 55.

3421pid., p. 52.

3431pid., ». 55.
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forml

f)(D

Q) 6]

ss drifting blur, there was something spec-

2nd uncanny about it all that made him shudder.
. . . all sounds were remote; they made the little
xing feel that all life and activity were far
removed from him, and that he stood solitary, com-
vanionless, in the center of a measureless soli-

tude. 344

rl‘ tH
I h

The final meaning of the narrative is that freedom and per-
petual innocence exist only in the world of dreams; when the
dream becomes reality, disillusionment is inevitable.345

Disillusionment, however, was not the final condition, as is

evidenced by A Connecticut Yankee in King Arthur's Court.

The conflict in Connecticut Yankee is much the same

as in Huck Finn: the innocent is in opposition to the cof-
rupt. The irony here: however, is that Hank Morgan, by
virtue of his character traits is supposed to be the inno-
cent--the natural man operating out bf instinctively good
intentions.3%% However, he exists as the primary wvillain,
cdestroying an Innocent Land with his materialistic doc-

trines.347 The irony operative is thus between appearance

and actuality--what Hank Morgan is supposed to be and what,

344Mark Twain, The Prince and the Pauper, Author's
National Edition, p. 91.

345802raemann, op. cit., ». 52. The role of the
Delectable Land (as a drean that, when acheived, leads to
disillusionment) is a primary delineator between the dream
setting of allegory and that of romance.

3461nid., p. 88.

347L0c. cit.



91

in fact, he is.348

Hank Morgan is a grown-up Huck Finn
whose "good heart" is in conflict with society instead of in
flight from it.‘ He is the test for man's potential for
moral progress and as such fails to exhibit any signs of

22
reassurarce.->4%?

The Dream-Vision device of distortion of Time and

Space »lace Connecticut Yankee in a setting of unreality,
cdescribed by Hank as follows:

Straight off we were in the country. It was most
lovely and pleasant in those sylvan solitudes

We saw the ranges of hills, blue with haze, stretch-
ing away in billowy perspective to the horizon,

with at wide intervals a dim fleck of white or gray

on a wave summit . . . We moved like spirits .
we dreamed along through glades in the midst of a
green light . . . We left the world behind and

entered into the . . . high gloom of the forest.350
But the town of Camelot éerves as an image of ugliness and
squalor, contrasting violently to the pastoral country-
side.351 Figuratively, Camelot exists as the reality of
America, while the countryside is representative of the

lost American Eden.3°2 The talisman of vernacular speech

3481pig., p. 85.
349ranner, "Despair of Mark Twain," p. 301.

350Mark Twain, A Connecticut Yankee in King Arthur's
Court, Author's National Edition, p. 205.

35lgmith, op. cit., p. 1l5.

3521bid., p. 16.
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denotes Hank Morgan as a New World herxo only part of the

time; in other places nis language 1s studied and artifi-

{51,353

The resolution of Conaecticut Yankee is spiritual

suicide~~-the deifeat of Hank Morgan, the naturally innocent,

by "Boss" Hank Morgan, the materialistically corrupt. The

end of Connecticut Yankee is not capitulation (Tom Sawyer),
ineffectual escape (Huck Finn), nor mere disillusionment

(Prince and the Pauwner). Connecticut Yankee ends with a

ranting madman who dies in despvair.

Mark Twain's fiction, theh, exhibits in general con-
cept and specific execution the characteristics of modern
literary allegory. His concept of the American dream and
cdoctrine of Innocence place his work within the American
’allegorical tradition[ and his unreliable vernacular narra-—
tor allows Twain a more intensified pfesentation of his
moral concepts.

With the reaiilzation that Twain's works prior to

2ecrsonal Recollections of Joan of Arc contain elements of

o

allegory, it is Jjustifiable to assume that Joan of Arc
itself contains elements characteristic of allegory. How-

ever, it will be demonstrated that Personal Recollections of

Jocan of Arc may be read as primarily allegorical. Further,

353spengemann, op. cit., p. 88.

~
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its artistic aspects represent a synthesis of all the alle-
gorical techniques previously used by Twain, and its moral
emphasis represents a significant stage in Twain's concept

of Innocence and the American Dream.



CHAPTER V.

THE PERSONAL RECOLLECTIONS OF JOAN OF ARC:

MARX TWAIN'S ALLEGORY OF THE DZATH OF INNOCENCE

Jcan of Axc occupies @ puzzling position in relation
to the rest cf Twain's works. It was published in 1895,

after Euckleberry Finn, Connrecticut Yankee, and The Prince

and the Pauper, and before The Mysterious Stranger and What

Is 353?354 It deals with the unbelievable life of a young
Catholic peasant girl in fifteenth-century France, even
though Twain admitted an abiding hatred of the French and a
supreme distrust of the Catholic Church.3%3 The narrative
is sentimental and pessimistic, romantic and realistic,
fanciful and factual. However, these seemingly irreconcil-
eble contradictions may be explained when the work is
consicdered as allegory. By apélying fhe definition of mod-

ern literary allegory to both the nature and the form of

Joan of Arc, the work becomes a unified artistic whole which

contains a moral judgment on the American Dream of Innocence.

354Alpert E. Stone, "iMark Twain's Joan of Arc: Child
as Goddess," American Literature, XXXI (March, 1959), 2.

=
33D,

Wagenknecht, op. cit., p. 220.
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As such, it becomes significant both to Twain's entire body
of fiction and to American allegorical literature in general.

Forming the basis of Joan of Arc is the synthesis of

dualities which is characteristic of allegory. This synthe-
sis exists in two fundamental zspects of the work: first,
as the combination of historical fact with imaginative fic-

tion, especially iz the character of Joan, herself; second,

within the work, expressed through Twain's narrator, Sieur
Louis de Conte, énd translator Jean Francolis Alden.

In order to achieve the first synthesis, Twain had to
be familiar with Joan's history and had to see in it the
artistic potential for allegory. Twain was well acgquainted
with Joan's 1ife through both French and British biograph-
ers.35% e began his study of Joan in 1880 and spent twelve
yvears of laborious research, reading and noting sources
whaich include@ Michelet, Janet Tuckey, J. R. Green, the
Countess de Chabannes, and Dr. John Lord;lof the eleven
sources cited in the biography, seven belonged to Twain.357

Ze was among the most knowledgeable of his day on the subject

of Joan of Arc.3%8 More importantly, he read and responded

3561bid., p. 64.

[ %)
Ul

7Stone, "Child as Goddess," p. 4.

35810c. cit.
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critically to his sources, often noting in the‘margins when
he agreed or disagreed with them5359

Further, Twain saw in the facts of history potential
for allegorical fiction. Joan is both the French'peasant
girl and the Ideal of Innocence. In the fictioh Joan exists
as a static character, the same at the end as at the begin-
ning. Her allegorical role is that of the Ideal: she is the
physical incarnation of Innocence--youth, purity, power--
and is unigque for having not only existed, but for having
acted in a morally corrupt world.360 The conflict which she
suggests and which exists as the basic conflict in the narra-
tive action is that between the power of Innocence, the
natural intuitive conscience and moral purity, and the power

of Corruntion, the orthodox/social conscience and moral

-

ce av'\ ty 361

3591pi4., pP. 8. Twailn was well aware of historical
inaccuracles and trite judgments. He comments in reaction
<o Michelet's claim that only a French girl would have risked
"indelicacy" and gone to war with men: "How stupid! A Joan
cZ Arc wou"d ¢o it, no matter wpat her nationality might be.
Thet spirit hnas Lo natlonallty " Further, reacting to the
Countess de Chabannes' insistence that Joan of Arc was a
weasant, not an aristocrat, because the poor and ignorant
are preferrec by God as instruments of His divine Work, he
comments "It seems so great and wonderful that He should
~ T

cnoose His instruments by preference among the dull and
ignorant that I marvel He does not choose cats--His glory
would be the greater and the argument is the same.™

3601pid., p. 5.

36lCharles A. 2llen, "Mark Twaln and Conscience,"
‘Literature andé Psychology, VII (May, 1957), 17.
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The second synthesis of dualities exists in Twain's
creation of a symbolic narrative Whose'development parallels
- the action of his literal narrative. Joan is born, miracu-
lously amid the brutality of her society, Jjust aé Innocence
exists also miraculously within humanity. Joan battles
against the English and French just as Innocence battles
against evils, both outside and within. Finally, Joan is
lost through her own peonle's treachery just as Innocence is

lost through society's seductions (as in Tom Sawyer). How-

ever, Twain's real moral thrust becomes apparent when it is
viewed ifonically through his technigue of narration/trans-
lation.

Twain created his _allegory within the perception of
the narrator, Sieur Louis de Conte. It is de Conte's vision
of Joan which creates both the narrative and the allegory,
for it is he who finally sees what she symbolizes and recog-
nizes the significance‘of her fate. De Conte operates in
the narrative both as a young innocent hero who goes through
the ordeal of initiation into the world of corruption, and
also as the o0ld man who is initiated by recognizing the sig-
nificance of the events which he witnessed as a youth. The
irony, however, is created in the role of the translator,
Jean Franéois Alden. Twaln creates in his translator a
nineteenth-century democrat who begins by assuming that he

“nderstands his text, finishes with a burst of hollow,
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nationalistic rhetoric, and in between remains completely.
ignorant of the sighificance‘of the action. Alden is allowed
to comment on the action, since his translation is a "free"
one, and his comments express the Jjudgments and opinions of
a nineteenth-century democratic society. Seemingly, Twain's
theme is that Innocence is impossible in a morally corrupt
world, and that Man, when confronted by the dream of Inno-
cence, either believes and is disillusioned by reality, or
else fails to believe through his own moral blindness.

Thus, Joan of Arc satisfies in part the first criteria
of aliegory by displaying a basic conflict created by the
svnthesis of dualities. Besides demonstrating the alle-
gcrical syntheses of dualities, Joan of Arc is also organic,
cdynamic, and flexible in nature.

The organic, dynamic quality of Joan of Arc may be
seen in the parallel movement of the literal action and the
figural development. De Conte serves as the dramatic core
undergoing, simultaneously, the initiation of the loss of
Innocence and the initiation of recognition. Young de
Conte's relationship to Joan in Domremy is the relationship
of a child to Innocence--he is her equal and companion, even
sharing with her the divine mystery of St. Michael's visita-
tion. As the narfative progresses through the Battle
seguences, he becomes further removed from her, seeing her

now as inexplicable and miraculous. He marvels at her
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intuitive knowledge and goodhess, not realizing hé is losing
those qualities himself. The last stage is one of complete
separation and total loss. He tragically realizes that he
can do nothing to save her and watches helplessly as she is
destrovyed.

0ld c¢e Conte aiso undergoes a dramatic change which
is characterized by the increasingly symbolic overtones of
hiis recollection. He begins by recounting his childhood in
language that is, while nostalgic, also realistic. As he
becomes increasingly aware of the truth within his own
youthful ordeal, his perception alters and his expression
incorporates thils new berception. Joan is characterized by
de Conte in increasingly abstract terms until by the third
book she becomes a cosmic mystery, the "sun" giving life to
humanity.362 The last line of the narrative is a double
recognition, signifying both young do Conte's loss of Inno-
cence and 0ld de Conte's loss of his dream: "Yes, she was
gone from us: JCocan of Arc™ (II, 282). 01d de Conte ends
his story by excressing the truth of Joan's nature and his
cwn recocnition that nature will‘never.again exist in the

mortal sohere:

3623ark Twain, The Personal Recollections of Joan of
Lrc, Vol. II, pp. 275-276. Subseguent references to this
edition will ke included in the text.
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I have finished my story of Joan of Arc, that won=-
derful child, that sublime personality, that spirit
- which in one regard has had no peer and will have
none--this: its purity from all alloy of self-
seeking, self-interest, personal ambition. (II, 287)
The role of Corruption, symbolized by the adult so-
ciety, also changes dramatically in relationship to de
Conte's growing separation from Joan. In Domremy, the aduit
society intrudes only occasionally aﬁd when it errs (Pere
Fronte's banishment of the faeries and Jacques d'Arc's
censure of his daughter), it repents and is forgiven. It
is active but it can be influenced, if not completely con-
trolled, by Innocence. In the second book, the Battle
sequence, Innocence is 1n control, but in order to retain
control must battle constantly, not just the outward enemy,
but the inner enemy as well. The English are the outside
forces of evil but are easily overcome by perserverance and
moral courage. De Conte begins to realize that it is not
outward evil, but inward corruption (the French Government,
the Army and the Church) that are the real enemies. He also
learns that while these can be temporarily beaten, ultimately
they will bhe victorioué. Thus, by demonstrating an oréanic,

cynamic relationship between the literal and symbolic narra-

tives, Joan of Arc fulfills the second criterion inherent in
the nature of allegorical fiction.
The final criteria, flexibility, is evidenced in the

narrative's stylistic mixture of generic types. Joan of Arc
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exhibits characteristics of the three genre-types found most
often in modern literary allegory: pastoral, epic and satire.
The first two may be seen in the narrative as relayed by de
Conte, wihilie the third, in the character of.Jean Alden,
exists in the relationship between the Translator and his
text.

The first part of de Conte's narrative, the Domremy
chapters, may be labeled Pastoral. The setting is one of
idyllic peace, regardless of the occasional intrusions of
the Hundred Years War: "They were peaeeful and pleasant,
those young and smoothly flowing days of ours" (I, 49).

The principle characters (represented here by de Conte) are
spiritually integrated with the Ideal (Joan): "I was reared
in the same wvillage with her. I played with her every daj,
when we were little children together, just as you play with
your mates" (I, xvii). Finally, no distinction is made
between the power of pagan and Christian mysteries, and both
are accepted and revered. The acceptance of Innocence by
both natural (pagan) and divine (Christian) mysteries is
portrayed in the appearance of St. Michael to Joan as she
sits beneath the Fairy Tree:

Joar. sat on a natural seat formed by gnarled great

rocts oI the Tree . . . I saw a white shadow come

slowly ¢liliding along the grass toward the Tree . . .

The shadow approached Joan slowly; the extremity of

it reached her, flowed over her, clothed her in its
awful splendor. (I, 67-69)
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Artistically, this segment is the most realistic--nearest to
fiction in which the characters control the action.

The principles are childfen, typically naive, boast=-
ful, and idealistic¢. Although surrounded by war, they marvel
at the reality of violent death: "Hardly any of us young
people had ever seen a man before who had lost his life by
violence . . . we éould not take our eyes from it" (L, 53).
They indulge in juvenile boaéting: ". . . the others put in
a word from time to time, describing over again the gory
marvels they would do if ever that madman Ventured to cross
their path" (I, 47). And they exhibit a childishly ideal-
istic view-point which admits no possibility of corruption
or deceit: "In their far-off splendor they [the great
French generalé} rose upon our imaginations dim and huge . .
it was a fearful thing to hear them spoken of as if they
were mere men" (I, 55). Their actions occur as much from
individual determination as from allegorical control: Joan
sees the hunger of the "ragged.road-sttaggler" and responds
both from human mercy énd an allegorical role of Innocent;
Ze Conte accepts the invitation to battle as much from boyish
enthusiasm as Zrom his allegorical role as Innocent hero.

The second genre-type identifiable in Joan of Arxrc is

the epic. In the epic mode the Battle segquences of Book II
~ortray the Ideal in control of the actions and in so doing

zate a conilict of seemingly cosmic proportions. Similar
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to other epic heroes, Joan of Arc is the impetus for her
soldiers. When she is in command, they are victorious and
brave, deriving their apbility from her:

. . when we approached the French were getting
whipped and were falling back. But when Joan came
charging ‘through the disorder with her banner dis-
played, crying 'Forward, men--follow me.' there was
a change; the French turned about and surged for-
ward like a solid wave of the sea, and swept the
English before them, hacking and slashing .

(I, 236)
However, alone, they falter and retreat, for apart from the
power of the Ideal, they are only men:
Joan lay on the grass, weak and suffering, hour
after hour, but still insisting that the fight
go on. Which it did, but not to much purpose, for
it was only under her eye that men were heroes and
not afraid . . . Toward night Dunois [the generall
gave it up. (I, 266-~267)
Even the forces of nature are involVed in the conflicts,
exhibiting reactions appropriate to epic battles. Prior

to the attack on Jargeau, the entire atmosphere is per-

vaded by tension:

t eicht o'clock all movement ceased, and with it
all sounds, all noise. A mute expectancy reigned

.o There was no alr stirring. The flags on the
towers and ramparts hung straight down like tas-
sels. (I, 304)

Throughout this segment Joan is portrayed as a glorious force
'in shining white armor. She leads her army to victory upon
victory, yet she never exhibits cruelty or malice, being

always merciful and regretting even the deaths of her ene-

mies.
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The third genfe—type, satire, is portrayed in Joan of
Arc through the relationship of the Translator to his text.363
Twain creates in Jean Francois alden a nineteenth-century
democrat who is confronted by the mystery of Joan of Arc and
who fails to recognize, despite his modern intellect, the
ultimate truth of that mystery. In the Translator's Preface
he declares Joan to be a miracle, a wonder, a unique his-
torical éhenomenon. He views her in‘regard to her century
and reflects that: ". . . hér’century was the brutalest,
the wickedest, the rottenest in history since the darkest
ages, we are lost in wonderx at the miracle of such a product
from such a soil"” (I, xi). His mistake, however, and the

one which blinds him to the truth of Joan of Arc, is his

363Twain seems to be using the techniques of modern
narxration discussed by Wayne C. Booth in The Rhetoric of
Fiction, pp. 156-159: ". . . it is hardly surprising that
modern authors have experimented with unreliable narrators
wnose characteristics change in the course of the works they
narrate . . . 1t was not until authors had discovered the
full uses of the third-person reflector that they could ef-
fectively show a narrator changing as he narrates . . . [a
narrator is j reliable when he speaks for or acts in accord-
ance with the norms of the work (which is to say the implied
author's norms), unreliable when he does not . . . Unreli-
able narrators thus differ markedly depending on how far and
in what direction they depart from their author's norms . . .
All of them make stronger demands .on the reader's powers of
inference than do reliable narrators." According to this
discussion, Twain (the implied author) uses Alden as an un-
reliable narrator-reflector against which he places de Conte
the elder (the reliable narrator) who is in turn a reflector
Zor his own, unreliable, younger self. This reading of
Twain's work may be compared with Booth's reading of James's
Turn of the Screw and Joyce's Portrait of the Artist as a
Young Man. T -
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assumption that his age is better than hers was: ". . .
judged by the standards of today, there is probably no illus-
trious man of four or five centuries ago whose character
could meet the test at all points" . (I, xi). His belief in
moral progress is satiriéed by Twain, who had long been con-
vinced that the human race was "démned."

The primary difference between Alden énd‘de Conte lies
in their attitudes and philosophies. The former, Alden, from
his Preface and History, may be identified as a modern demo-
crat, the latter, from instances in the text, may be identi—
fied as a medieval aristocrat. Together, they observe the
story of Joan of Arc but only de Conte, through an allegori-
cal perception, goes beyond observation to understanding.
Some of the contradictions in the text may be explained as
being the result of a nineteenth-century mind injecting its
opinions and values into a medieval narrative. For example,
de Conte is a faithful Catholic and when confronted by the
mystery of St. Michael's Visitation, places his faith in the
ritual of the Church rather than in his own sensory percep-
tion:

I carved a mark in the bark of a tree, saying to my-
self, it may be that I am dreaming and have not seen
this vision at all. I will come again, when I know
that I am awake and see if this mark is still here

. . « I heard my name called . . . I said to myself,
it is part of the dream . . . the fairies have done
this. So I crossed myself and pronounced the name of
God, to break the enchantment. I knew I was awake

now . . . for no spell can withstand this exorcism.
' (I, 40)
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He is also capable of saying:

When I was fourteen and we had three Popes at once,

nobody in Domremy was worried about how to choose

among them--the Pope of Rome was the right one, a

Pope outside of Rome was no Pope at all . . . (I, 6)
From this evidence, it seems unlikely that de Conte should
also make the following statement concerning the Church
fathers at the Inquisition of Poitiers:

Instead of setting a military commission to find out

if this valorous little soldier could win victories

they set a company of holy hair-splitters and phrase-

mongers to work to find out if the soldier was sound

in her piety and had no doctrinal leaks. The rats

were devouring the house, but instead of examining

the cat's teeth and claws, they only concerned them-

selves to find out if it was a holy cat . . . (I, 160)
Further, de Conte is aware of the actual meaning of the
death of Joan--"Yes, she is.gone from us--Joan of Arc. What
little words they are, to tell of a rich world made empty
and poor!" (ITI, 282), but Alden ends his translation with

the evaluation of Joan as:

. . . the Genius of Patriotism--she was Patriotism
embodied, concreted, made flesh, and palpable to the
touch, visible to the eye . . . shall not this and
no other, stand for Patriotism through all the ages
until time shall end? (IT, 287~288)

This evaluation seems to belong to Alden, first, because

oZ the emphasis, characteristic of the nineteenth century,

vlaced on the empirical nature of the understanding of

Joan-as-Patriotism, "concreted . . . palpable to the touch,

visible to the eye;" &and second, because the sentiment ex—

pressed, Patriotism, was largely unknown during the fifteenth
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century {(a fact Twain would have known, due to his extensive‘
scholarshin in the period). Patriotism, as such, arose
primarily out of the nationalism of the late Renaissance and
at its peak, perméated the nineteenth century which used it
as an excuse for wars of conéuest and acts of aggression and
oppression (both of which Twain strongly‘criticized in such
works as "War Prayer" and "To the Person Sitting in
Darkness") .364

The final illustration of the differences between
Alden and de Conte which serves to substantiate the premise
that the translator does act as a separate persona in Joan
of Arc exists in the translator's use of footnotes. 1In
several placés Alden footnotes material in de Conte's text
with information that the latter could not have been aware
of, placing the material in an ironic light and, in addition,
including his own peréonal commentary. For example, de
Conte is telling of the promise of the King to exempt Domremy
from taxes at Joan's request, "Yes, the promise has been
kept, it will be kept always; 'forever' was the King's word,“l

but the "King's word" loses its impact, as does de Conte's

364Leary, op. ¢it., p. 19. Twain expressed his opin-
ion of patriotism thus: "He Man is the only one that
gathers his brethern around him and goes forth in cold blood
and with calm pulse to exterminate his kind . . . Man is the
only slave . . . Man .is the only Patriot . . . He is the
only animal that loves his neighbor as himself and cuts his
throat if his theology isn't straight."
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authority, when Alden notes that:

. « . the overconfident octogenarian's prophecy

failed. During the tumult of the French Revolution

the promise was forgotten and the grace withdrawn

. . . France owes Domremy a hundred years of taxes,

and could hardly find a citizen within her borders

who would vote against the payment of the debt.

(II, 52)

This opinion expresses a belief in moral progress made by
‘Alden's century, but completely disregards the materialism
of that same century which would strongly object to reim-
. bursing Domremy with é hundred years' back taxes.

The second instance of the diécrepancy between de
Conte's narrative opinions and the translator's footnote
material exists in de Conte's belief that Joan's Standard
will be "sacredly guarded by French love, a thousand years
Zrom now--yes, as long as any shred of it hangs together,"
and Alden's account.of its destruction by a mob during the
Revolution, along with the destruction of everything Joan
of Arc was known to have touched, except some state papers—-
even a hair ffom her head had been stolen, but Alden has
his faith that the "vanda} relic—hunter" has not destroyed
Zt: "Doubtless it still exists, but only the theif knows
where" (II, 1il1). Finally, de Conte's opinion that Joan's
prison was built of the "thickest and solidest masonry,"
virtually indestructable, is diScounted'by Alden's fooﬁnote

informing the reader that "The lower half of it remains

to-day, juast as it was then; the upper half is of



109
date" (II, 223). Ifonically, Alden's belief in moral prog-
ress 1s discounted by his own evidence that the prison, far
from having become obsolete, has been :epaired!

Thus, many of the contradictions in the work which
have been considered artistic flaws resulting from Twain's
inability to understand Joan of Arc and his desire, at the
same time, to believe in her,vcan be explained through this
three-dimensional narrative approach.‘ It is the Persona,
Jean Alden, speaking as a nineteenth-century democrat, who
cannot comprehend the'mystery of Joan of Arc that the medie-
val French aristocrat, dé Conte, Has‘come to understand. |

Joan of Arc may then be considered as modern literary alle-

gory since it demonstrates a basic synthesis of dualities
and exhibits evidence of an organic, dynamic, and generically
flexible nature. Additional support for an allegorical read-

ing of Joan of Arc may be found in an examination of its

form in terms of allegorical structure and verbal modes.

Structurally, Joan of Arc may be considered an alle-

gorical Dream-Vision presented as both an Extended
Recollection (de'Conte) and Imaginative Projection (Alden).
The time element is distorted in the three books which can
be identified as de Conte's narrative by the device of the
extended recollection. The narrative exists only in de
Conte's memory and is removed from the actual moment of

cccurence by a span of sixty years.
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The central,draﬁatid actioh is the Dream-Vision
rdeal of initiation for both the young and the old Louié de
Conte, the young French afistocrat, who fulfills the criteria
for the innocent.hero; characteristic of Twain's fiction and
merican allegorical literature. He is alone and comes to
Domremy, by chahce, as a child:
I was all alone, except for the company of the dead
and the wounded, for the rest had taken flight and
hidden themselves. I was sent to Domremy to the
priest, whose housekeeper became a loving mother to
me. (I, 5)
He is a child, like the other children, "of a good heart,"
and passivé with regard to the adult community. His early
life is spent in the pastoral surroundings of Domremy, but
later, he journejS‘away to witness the war and the tragedy
of Joan's death. He is innocent‘enough to hope until thé
end. Just as Huck kept tryinglto recéncile his natural
instincts to free Jimvwith his social desire to "do the
right thing" and return fhe slave to its owner, so young
de Conte fights to retain his innocent belief in society--
the King and Joan's friends--while gra&ually becoming aware
that society is nothing to believe in. His innocence, per-
sonified in Joan of Arc, is literally and symbolically
destroyed by a morally corrupt society.
0ld de Conte undergoes a similar initiation by recall-

ing the ordeal of his youth and recognizing not only that

Joan of Arc from Domremy had been destroyed, and with her
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his own youthful innocence, but also that Innoéence itself,
personified by Joan of Arc, cannot exist as an active force
in a world that is morally corrupt. Joan takes on a cosmic
aspect for the old delConte,'embodying not only moral and
spiritual perfection, but a natural perfection which makes
her a nature-goddess: she becomes a "child of the sun," a
~life force, controlling others by virtue of her own native

power.365 When she-is,destroyed, both young and old de Conte
" are aware that "she ié gone from us: Joan of Arc" (II, 282).

The technique of the Imaginative Projection in the
translation by Jean Alden is suggested in the title of the
work: "freely translated from the ancient French into the
Modern English." A free tranélation allows Alden to inject
the "added particulars [yhic@] depend for credit upon his
own word alone”" ("A Péculiarity of Joan's History" by the
Translator, I, xvi). His own words do idéntify the "added'
particulars"--the contradictory material which is the result
of opinions and beliefs of an era four hundred years removed
f:om de Conte and Joan of Arc.

The time element of tHe-Imaginative Projection is
distorted through this time~span of four hundred years and

- 1s suggested by Alden's attempt to translate what is ancient

365Roger B. Salomon, "Escape from History: Mark
Twain's Joan of Arc,™ Philological Quarterly, XL (January,
1%61), 17.




112
into what is modern, and what was French into what is English.
Two separate times, places, and psychologies are involved in
such an attempt, and Alden is not aware of their fundamental
differences. Because he is unaware of the significance of
his text--that it is the allegorical Death of Innocence as
perceived and - portrayed by Sieur Louis. de Conte--Alden fails
to realize and recognize the truth which de Conte has seen.366
- This failure is evidenced both by his continuing belief in
~moral progress and by his perception of Joan of Arc as
"Patriotism."

The setting in de Conte's narrative further serves to
place the action in an allegorical framework. . Domremy is
situated on a hill in a Delectable Land, flanked by a meadow
and overlooked by a forest. The town itself, however, is
dark and squalid:

Our Domremy was like any other humble little hamlet
of that remote time and region. It was a maze of
crooked, narrow lanes and alleys shaded and shel-
tered by the overhanging thatch roofs of the barn-
like houses. The houses were dimly lighted by
wooden-shuttered windows—-that is, holes in the
walls which served for windows. The floors were of
dirt, and there was very little furniture . . .

The situation was beautiful. From one edge of the

village a flowery plain extended in a wide sweep
to the river--the Meuse; from the rear edge of

3661t may be noted here that the initials of the nar-
rator, Sieur Louls de Conte, S. L. C., are "incidentally"
the same as those of the author, Samuel Langhorne Clemens,
.and that Jean Alden--"speak for yourself, John Alden,"--
ironically speaks, not for himself, but for someone he can-
not understand. '
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the village a grassy siope rose gradually, and

at the top was the great ocak forest--a forest

that was deep and gloomy and dense . . . (I, 7)
In the countryside, thevchildren learn the mystery of the
fairies and the song of thee Fairy Tree of Bourlemont; in
Donremy, they learn to admire tﬁe legendary French generals
and to obey the King and the Church.

The world of moral corruption,outsidé Domremy is.
characterized by an ironic relationship between appearances
and reality: a King wﬁo is not a King (but rather, as only
Joan recognizes, a Dauphin), soldiers who will oppose their
own generals with more force than their "enemies," and fin-
ally, "annointed servants. of the merciful Jesus" who torment
and destroy a nineteen-year-old girl solely for their own

gain.

The most significant aspect of the setting, however,

L3

15 its backdrop: The Hundred Years War. The eternal quality
of this war, during which several generations were born,
lived, and died, provides it with the symbolic aspect of the
continual moral warfare which forms the background for human
existence.

The hero of the narrative, the innocent-initiate de
Conte, is recognizable from the beginning through the Dream-
Vision device of the Talisman. De Conte's Talisman, his pen,

immediately marks him and sets him apart from the other

children by his ability to read and write. His pen serves
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Joan in her war efforts and finally sets’down the records of
her trial. When de Conte finally realizes that Joan is to
die, he breaks his pen, the talisman and symbol of his role
as the innocent hero: "For the pren that had served Joan of
Arc could not serve any that would come after her in this
earth without abasement" (II, 269).

Related to £he £alisman is the threshold symbol or
emblem which in Joan of Arc is the Fairy Tree. The Tree is
a source of lifé, for the vision of it pdrtends approaching
death followed by and entry into Paradise.' The Tree occurs
in the Domremy segment and recurs throughout the narrative,
reminding‘Joan and de Conte of both the past and the future.
Its final form, the stake, brings Joan the fulfillment of
the promise of Paradise, bﬁt, ironically, leaves de Conte no

hope for thé future.

Thus, Joan of Arc exhibits the structural character-
istics which denote allegorical fiction: particularly the
Dream-Vision devices of Time aﬂd Space'minipulation, the
Ordeal of Initiation, £he Talisman, and the Threshold Symbol.
Further examination reveals a pattern of verbal modes--
analogy and irony--also characteristic of allegory.

The first allegorical verbal mode may be found in the
parallel between natural events and those within the narra-
tive. The birds, natural creatures of innocence, recognize

the divine messenger, St. Michael, as does Joan, like-wise
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a natural créaturé of innocence;'the rain falls "calm and
serene" on the night that Joan,K sees the "Tree," a vision
which brings serenity and peace to her soul, and'on the day
she is first sentenced, the weather reflects the atmosphere
surrounding the action:

The mob was getting impatient. It was beginning to

put on a threatening aspect; it was tired of stand-

ing, tired of the scorching heat; and the thunder

was coming nearer, the lightning was flashing brigh-

ter. (II, 249) ‘

Second, the analogy through the relationship of the

action to an extrafictidnal event is apparent in the parallels
between the lives'of‘Christ and‘Jéan: the Child in the Temple
and Joan at Poitiers;‘the‘Triumphal Entry into Jerusalem and
Joan's entry into Orleans; the desertion of the Disciples and
the desertion of Joan's friends (with notable exceptions in
each case: St. John, and de Conte, both of whom received
revelations); and finally, the Passion and Crucifixion, and
Joan's trial and execution. However, Joan was completely
destroyed and could oﬁly be resurrected in the mind.

Finally, the analogical "accidents" or coincidences
which motivate both the literal and symbolic narratives are
apparent in de Conte's chance witnessing of the Visitation
of St. Michael which at once admitted him to secret knoWledge
and allowed him,.as narrator, the authority of an eye-

witness. This accident occurs in the beginning of the nar-

rative, and another accident involving de Conte occurs near
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the end. De Conte "happens" to be chosen, by virtue of his
talismanic ability to write, to witness and record the pro-
ceedings of Joan's trial, thereby allowing him the advantage
of further first-hand knowledge and a continuity of narrative
insight arising from familiarity with Joan's entire history.

The second verbal characteristic of modern allegory,
irony, pervades the narrative through the device‘of the old
narrator/young participant dichotomy. From his perspective
in time, de Conte can make. statements concerning his own
naivete, while at the same time, exhibiting that naivete in
his actions as the young innocent hero. When the young de.
Conte witnesses the_deéecration of a corpse and accepts such
actions as appropriate to war, the old de Conte adds, from
his khowiedge of many yvears as a soldier, that "soldiering
makes few saints" (II, 37). Later, as the young de Conte
clings to the hope of Joan's eventual rescue, the old de
Conte sees this hope as a ?henomenon of innocent youth:

Our minds were full of our splendid dream of France
aroused . . . Rouen in ashes, and Joan free. Our
imagination was on fire; we were deliriodus with
pride and joy. For we were vexry young, as I have
said. (II, 258) ‘ ‘
The appearance seen by the young de Conte and the reality
.seen by the o0ld de Conte form the basic irony of the narra-

tive.

The form of Joan of Arc demonstrates the verbal modes

—

of irony and analogy and the structural elements of the
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Dream-Vision, the Ordeal, the Talisman, and the Threshold
Symbol. Coupled with the evidence of a basic éllegorical
nature, these characteristics justify an interpretation of
the work’as a modern, literary allegory in the American

tradition.



CHAPTER VI

CONCLUSION

This study has attempted to approach the structural

and thematic problems in Mark Twain's Personal Recollections

of Joan of Arc by interpretying the work in terms of allegory.

In order to begin the Study, it was first necessary to recon-
sider and redefine allegory as a.viable literary mode suit-
able for modern literature. |

Allegéry has been defined as being‘both a method of
thought and a method of expression, and, as the latter,
'deanstrates, in modern allegoriéal fic£ion, specific identi-
fiable characteristics. BAmong these characteristics are a
basic synthesis of dualities, an organié, dynamic, and gener-
vically flexible nature, and a textual form which incorporates
the Dream-Vision devices of structure with the verbal modes:
of analogy and irony. |

Further, this definition of allegory, when modified
with the concept of the American myth of the New World Garden
and attendant New American Adam and applied to‘seVeral works
of early American fiction, suggests the pfesence of a well-
established tradition of American allegory. The works of

Hawthorne and Melville seem to support the existence of this
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American'allegoricél traditiqn and provide a foundation for
the supposition that Mark Twain wrote within an established
allegorical traaition.

By considering Mark Twain's tendency toward paradox
and duality, his conscious literary craftsmanship, and his
insistenée that literature should incorporate a moral les-
son, it becomes apparént that he was capable of writing in
the allegorical mode. Furiher, by demonstrating that seVeral
of his major works exhibit elements of modern literary alle-
gory in the Ameri@an tfadition, it may be implied that Joan
of Arc also exhibits these same characteristics. |

Joan of Arc seems to be the most artistically complete

example of Twain;s use of the allegorical mode. It manifests
the synthesis of dualitiés necessary for allegorical fiction,
and it exhibits an organic, dynamic, and flexible nature.

Its form, also, is allegorical, demonstfating the structural
devices of the Dream-Vision (Time/Space manipulation, ordeal,
talisman, and threshold symbol) and the verbal modes of anal-
ogy and irony. Controlling the allegory is the three-
~dimensional narrat;ve device of the unreliable narrator-
reflector (Je#n Alden), the reliable narrator (de Conte the
elder), and the unreliable innocent hero (ae Conte, the
younger) . This techniqﬁe creates within the allegory a
double theme: that Innocence is imposSible in a morally
corrupt world; and that contemporary man (Alden) is blind to

this tragic reality.
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When donsidéred as an allegorical portrayal of the

death of Innocence, Joan of Arc occupies a significant posi-
tion in relation to both Twain's works and later‘American
literature. The logical sequel to the death of Innocence is
the negation of moral and spiritual existence, followed by
the negation of literal existencé. This negation is expressed:-
by Twain in the work which followed Joan of Arc, The

Mysterious Stranger, and is also expressed in the moral and

spiritual "wasteland" of later American fiction.
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