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1. Introduction

Edgar Allan Poe, like Charles Brockden Brown, igoramary representative of the
American Gothic. The most well-known features of Works are horror-evoking scenarios,
especially the horrors of the human mind, takingcelin bizarre, isolated locations. Poe is also
known for his formally precise poetry, especiakes in “The Raven,” where the rhyme scheme
and the rhythm create an almost musical, or rathegntatory, effect. Of course, the ominous
raven cannot be forgotten — and, indeed, is coeddotthe central focus of this thesis, for ithiric

symbolic meaning.

The metaphor and symbol is a highly significanttdea of Poe’s works and involves
many other elements present therein. This thedisattempt to explore this large topic and
especially focus on its connection to the psychickigsphere — the metaphors and symbols
representing and/or evoking various states of mamt] subsequently analyze their specific
functions in the text. The first chapter shall explthe topic of metaphors and symbols from a
theoretical point of view using the classificatiomsMartin Prochazka’d.iterary Theory: An
Historical Introduction as well as the literary theory proposed in Renéll& and Austin
Warren’sTheory of Literaturgin order to gain critical understanding of thatcal theme which

shall be explored in further chapters.

The specific works analyzed in this thesis shallDee Fall of the House of Usher,”
“Ligeia,” “William Wilson” and “The Raven,” where gtaphors and symbols will be traced and
discussed. “The Fall of the House of Usher” wiltrfothe largest portion of the analysis, due to
its significance as a short story, its complex dtree and its rich metaphorical potential — for
example, the allegorical reading of the house &dhhabitants, possibly functioning as parts of
a split psyche. Possibilities of allegorical readiof images, with respect to psychological
implications, shall also be explored in “Ligeia’dafiwilliam Wilson,” such as the element of
revivification of the former, signifying the psydbgical phenomenon of obsession, or the
function of thealter egoand his death, being conscience and the willfuldauthereof, present
in the latter. The important theme of doublingwasl as the split of the human psyche, will be

discussed in the majority of the selected workgeeislly regarding its significance, meaning and



function in context of the works. The tension betwesymbol and metaphor will be elaborated
upon especially in “The Raven,” where attentionl wlso be paid to several dichotomies and

contrasts, such as the use of light and dark,esymbolism of reason and non-reason.

The last chapter will provide an extra dimensiar, the primary texts and the use of
metaphors and symbols will be compared to Poe@rétieal essays, namely “The Philosophy of
Composition” and “Eureka,” which focus on his laey theory — the theoretical and
philosophical opinions according to which his workay have been written, especially regarding
the specific processes of creating a literary wafrlart, or the workings of artistic imagination.
The essays shall be explored individually in tewhshe formal and thematic aspects of Poe’s
work, followed by a detailed comparison with théested short stories and poem, where specific
connections will be made, focusing on the signifez of formalism and the incorporation of
non-formalistic aspects, such as the artist’'s imatgpn or the understanding of reality. A final
comparison of the two critical pieces will be atpged, with the aim of establishing Poe’s

theoretical and critical development pertainin@piwliterary thought.



2. Metaphor and Symbol

As has been outlined, this thesis will discuss Pasage of metaphors and symbols as
regards the evocation and/or portrayal of psychofdgtates of mind. To be able to analyze this
in a satisfactory manner, one should become actpehinith the general theories pertaining to
metaphors and symbols. First of all, it should s&llished what is understood by these literary
terms in order to recognize them in Poe’s workihaaigh such distinction and recognition may
often be rather complicated. Such notions may lee $e the elucidation of literary theory by
Martin Prochazka, as well as René Wellek and Auéterren’s workLiterary Theory where
various aspects of literature are elaborated upooording to the Merriam-Webster Dictionary,
“metaphor” means “a figure of speech in which advor phrase literally denoting one kind of
object or idea is used in place of another to ssiggdikeness or analogy between thérThis
definition seems to be clear and concise, as m@esledges replacement based on analogy — the
most prominent feature — although it does not, tstdadably, include the different aspects and

complications connected to the metaphor.

Prochazka's approach is more in-depth; one of thigali ways to understand the
metaphor, introduced in his text, is using Arigttl description — as Prochazka explains, his
“definition of a metaphor emphasizes transferencg ¢f a ‘name’ [...] into another context
resulting in the connection of the word with a eliféint idea, image, object than ustfalt? other
words, the method of creating a metaphor is, iratffchanging the specific contexts of a single
“name” in order to make a connection with somethilif¢erent — the “name,” this metaphor, is
the subsequent junction or bridge between theseide@s, images or objects. To this general
understanding of the metaphor, the element of ayaknd visual clarity is added by later
rhetoricians® Wellek’s discussion contains the distinction o tispecifically poetic metaphdt”
which leads to one of the main features of the pleia— its effects. This, of course, seems to be

one of the most important aspects of Poe’s useatpmors and symbols. As Wellek describes

! "metaphor," Merriam-Webster Online Dictionary, 200erriam-Webster Online, 14 March 2009

<http://lwww.merriam-webster.com/dictionary/metaphor

2 Martin Prochazkal,iterary Theory: An Historical Introductio@Prague: Karolinum, 2008) 129.

® Prochézka 129.

4 René Wellek and Austin Warrefiheory of LiteraturgHarmondsworth: Penguin Books, 1963) 196.
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George Campbell’s view, “the rhetorician [judgesra&) by whether they have ‘the effect of
metaphor upon the hearer.’However, this is taken to a still higher level Wjlhelm Wundt,
who makes “the true criterion of true metaphorism talculated, willed intention of its user to
create an emotive effect.The intention of the author may be debatable tieitevocation of an
emotive effect usually is not, since the “metapheither does or does not create a certain effect.
This may be investigated in Poe, and the metapmassalso be considered in this light. It may
also be interesting to apply H. Konrad’s descriptad an “aesthetic metaphor,” whose criterion
is that it gives “a new impression of the objetgs Wellek and Warren explain. The ways in
which certain metaphors are the cause of a neweisspn of an object present in Poe’s works
and, especially, the ways in which this impresgias been changed, may then be analyzed. This
may have implications on the mood and tone of ldskg; and, consequently, on the study of the

states of mind present therein.

As the metaphor is explored further, it is inevitgabo come to the realization of the
“tenor” and “vehicle,” mentioned both in Prochazkand Wellek and Warren’s texts. Prochazka
enlightens these concepts, observing that “vehigde™the word which accomplishes the
transference particular to the metaphor,” and ‘tei®“the idea underlying this transferende.”
This theory may aid the analysis of Poe’s metapHhorsestablishing the vehicle and tenor may
clarify the ultimate effect of using such a metaptiod perhaps unravel some of Poe’s intentions
when composing his works. Wellek and Warren desditile suggested analysis of such literary
aspects, namely the “character of the relationsieiveen the ‘tenor’ and the ‘vehicl€,"and
link it to the notion of psychological investigatioof the mind of the author using “psychic
correlatives,” which may show more of the “creatp@yche of the poet® | think this may be
true, although it is a rather problematic issue,diéferent authors may have different intentions
when composing a literary text and psychologicallsis of the author may often be far-fetched
when based on, for example, the relationship betweror and vehicle. However, it is plausible

that certain psychological revelations may be disa@ when faced with a repetitive connection

® Wellek 196.
® wellek 196.
"Wellek 196.
8 Prochazka 129.
° Wellek 207.
O wellek 207.



in metaphors (although this applies to symbols ether literary figures as well) and therefore,

this may be acknowledged regarding Poe later ehisnanalysis.

Of course, establishing such classifications malyahvays be as simple, as Prochazka
continues to explain the division between the ‘tatlimetaphor and the “analogical” metaphor.
It seems that the radical metaphor is more eassgethible, as it is, for the most part, the
juxtaposition or the connection between two difféneleas that are equated. This, of course, is a
very direct and effective method of producing sah®oe’s most powerful images and emotive
effects. On the other hand, recognizing an anadbgretaphor may be more complicated, as it
can be more indirect, and comprise several paatssgrve the purpose of constructing a certain
comparison. It can also be reconstructed as aesicnihtaining the word “as” or “like” — which,
as Prochazka notes, would not classify it as a pheta but rather as a simile, according to
Aristotle and Quintilian, “[p]Jroper metaphors shauiot use ‘like’ or ‘as’.*' Even though these
analogical metaphors then can be reconstructeddn @ way and they, in fact, are “elliptical, or
condensed similes (Max Black)*they are classified as metaphors when they ocitbout “as”
or “like” and, therefore, may be included in thisalysis of Poe’s metaphors. Prochazka
introduces Max Black's separate views of metaphoes a “condensed comparison,” and as a
“(paradigmatic) substitution of a figurative word.] for a literal expression*® | would say that
the latter definition is more legitimate as regattfis metaphor, because it seems to take one step
closer to the actual transference of an expressittnanother context, not simply compare —
which, of course, may also denote a high levelnshgination. Prochazka suggests that this,
however, may be ambiguous, because “sometimes verng difficult to distinguish between
literal and figurative meanings of word¥'This ambiguity in deciphering the intended meaning
may be explored in Poe’s works. It may be follovileakt symbolism is not extremely far from the
notion of the metaphor. In fact, as it is seerhst analytical texts of Prochazka and Wellek and
Warren, the metaphor and symbol may often be atsmewhat difficult to distinguish.
Symbolism is, nevertheless, one of the conceptaugéed in this thesis and investigated in Poe’s

selected works. Prochazka states that “[flusioeotists’ (some new critics, e.g., Cleanth

1 prochazka 131.
12 prochazka 131.
13 prochazka 131.
1 prochazka 131.



Brooks) stress the transformative character ofntieéaphor and its symbolic potentidf,ivhich

already acknowledges the somewhat vague borddxditveeen the metaphor and the symbol.

According to the Merriam-Webster Dictionary, “synfibaneans, among other less
relevant definitions, “something that stands for sarggests something else by reason of
relationship, association, convention, or acciderdgemblance; especially: a visible sign of
something invisible * This may, again, seem like a very simple and latédinition, but already
here, certain key features of the symbol are appaFer example, the inherent representation of
something else is an important aspect, for, evengh a metaphor may also connote something
else, it does not inherently represent it. As Paakh claims, “[slymbol is close to some
rhetorical figures or tropes, as for instance miedawr synecdoche. But it cannot be identified
with tropes, because in symbol the subject andatteogy cannot be separatéd.This is an
important observation and a very clear method sfirjuishing between the metaphor and the
symbol. However, there are nevertheless some coatigns, as is suggested, “some symbols,
for instance a decayed house of the family of Uslier only expanded metaphors: human face is
compared to a facade of a dilapidated builditfgt’may be seen that a symbol in this example is
in fact an expanded metaphor, which may be a pfisbncern, for it seems to create a certain
amount of ambiguity. However, after further thoyghis acknowledged that a symbol is not a
true comparison, but rather, an idea or image expkiisually naturally or inherently, another
idea(s) or image(s). Prochazka further explores“feymbols are created and read individually,
but in spite of this they tell us about things wemsal and common to all people — archetyp@s.”
Therefore, there is a sense of universality aboeitsymbol, perhaps a connotation that would be
agreed upon generally, whereas a metaphor mayrtiefuanalyzed and investigated. It seems
that it is metaphors, or especially allegoriest tre fixed and specific, or even formalized (for
example, the use of fixed and recurring attribubéscharacters to denote their allegorical
meaning), whilst symbols may involve multiple refleces that are more free in association; as

Prochazka claims, “[i]t can also be said that syimtheans somethingiore or somethingelse

5 Prochézka 131.
16 »symbol," Merriam-Webster Online Dictionary, 200@erriam-Webster Online, 15 March 2009
<http://lwww.merriam-webster.com/dictionary/symbol>.
" Prochéazka 141.
18 prochéazka 141.
19 Prochéazka 141.
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than the image. The symbebnnects an image and one or more ig€dsand further adds that
“there is nothing like a fixed symbolic languadé Also, a symbol may be present even without
its explicit manifestation in language made byahéhor, but, again, it may be a symbol inherent
to a certain object that is present in the texacRézka's mention of archetypes furthermore
inevitably involves psychoanalysis and psychologioglications of symbolism, which is an

issue acknowledged later on in this thesis.

Another point brought to light by the brief defioiht from Merriam-Webster Dictionary is
the notion that there is a “visible sign of somethiinvisible.” This is often the case with
symbols, and yet, not as common with other litefagyres, such as metaphors. Those often
involve the juxtaposition of concrete objects. Hoe®e symbols often are concrete
representations for abstract notions, as Prochégsaribes, “[tlhe relationship between the
symbol and the thing represented is often in threction from abstract to concrete or from
material to immaterial?®> Of course, such a test could not be used to asmeself that the
literary device is, in fact, a symbol, for a metapimay just as well involve a material object

connoting another, abstract idea, and this maymmde such a potential test’s validity.

Wellek and Warren'’s theories regarding the symbelsamilar, in that they also seem to
agree on the difficulty of distinction between npdtar and symbol (and other literary figures), as
well as allude to the psychological dimension. Befxto defining the terms, Wellek and Warren
suggest that “symbol” in most aspects always hias &#lement [...] of something standing for,
representing, something else,” which has alreadyn lestablished, but furthermore claim that
“the Greek verb, which means [...] to compare, suggt®e idea of analogy between sign and
signified was originally present® To some, this may evoke the idea of a metaphot, bu
nevertheless, Wellek and Warren continue to defieresymbol in order to be able to distinguish
it from the metaphor and other figures. They cldimat the key feature of a symbol is “the
recurrence and persistence of the ‘symbol.” An iena@y be invoked once as a metaphor, but if
it persistently recurs, both as presentation apesentation, it becomes a symb®!.This, of

course, may be greatly applied to Poe’s works, @/iecurring metaphors may take place — if

20 prochazka 140.
2 prochazka 141.
22 prochazka 140.
2 Wellek 188.
24 wellek 189.
11



Wellek and Warren’s theories are to be followednttsuch recurring metaphors should be
considered symbols. This, on the other hand, fughews the close proximity of the metaphor
and the symbol, since a metaphor used once magfaraminto a symbol due to its recurrence.
Logically speaking, however, it is quite understaid that a metaphor, which involves features
similar to a symbol, when used many times in am@tg work, becomes a symbol due to its
increase in universality, caused by its frequest itssomehow becomes universalized within the
context of the work. In a frequent metaphor, thijestt and the analogy may also become more

difficult to separate, as was discussed as a featuthe symbol.

Wellek and Warren further introduce the more commealysis of the “mystical” and
“magical” metaphor, which of course is more tharoudl be encompassed in this thesis.
However, an interesting feature of this discusssothe clear blending of the borderline between
metaphors and symbols, as Wellek and Warren oftedeato symbolism. As is stated, “Blake’s
‘Tyger’ is a mystical metaphor [...]. The Tiger is aaoimal from the natural world of the zoo, a
tiger that Blake might have seen at the Tower ofdam, but a visionary creature, symbol as well
as thing.®® As may be seen, Wellek and Warren’s analysis isf plarticular literary element
shows the close relationship between the metapitbthee symbol — the Tiger is a metaphor, and

yet, itis a symbol.

As this thesis is directed towards the psycholdgffects within Poe’s works by means
of metaphors and symbols, there should be some @naduattention paid to this issue in this
chapter. Wellek and Warren introduce this notiorl,wesing Middleton Murry’s words, “[t]he
image ‘may be visual, may be auditory,’ or ‘mayWkolly psychological.”®® In other words,
metaphors and symbols do not only evoke visualaritory experiences in a reader, but these
may also be of a mental or emotive nature. Thigréxisely the aim of this thesis, since every
different literary figure creates different psyobgical effects. However, it is not solely about
how a reader may react or how Poe intended to ¢dheseaders to react — but more so, the text’s
general effects, as regards the states of mindleWahd Warren continue further and introduce
the notion that “all images [are] revelatory of theconscious® This statement may be

illuminating, although it seems somewhat unlikddgittall images would have such implications.

2 Wellek 205.
28 \Wellek 188.
27 \Wellek 193.
12



However, “the unconscious” may not always meanutheonscious of the author or the readers
specifically. There are certain interesting conioest, in any case, that Wellek and Warren
discuss. The poet’s psyche seems to be their fasuthey explain, “[o]ne type of study stresses
the self-expression, the revelation of the poesgche through his imagery. It assumes that the
poet’s images are like images in a dream, i.e. nsaed by discretion or shame.” They argue in
response to this theory that “it may be questionbdther a poet has ever been so uncritical of
his images.? This is a valid point, for the former theory seemsssume that a poet constructs a
piece of work using telling images regarding hisein psyche and does not notice them, or
simply does not review his own work, both equalhlikely. Wellek and Warren do, however,

acknowledge the insight value of a poet’'s use dadgery, claiming that “[a] poet’'s imagery is

revelatory of his self?®

Prochazka approaches the issue of psychology frwthar perspective, although these
may not be too far apart — namely, psychoanalytiicism. Prochazka introduces Jacques
Lacan’s view regarding language and its connectioreality, stating that “Lacan focuses his
attention on the play of language which constitatesnotions of illusion and reality® This is
inherently connected to the above discussion ofapfetr and symbol, for these are often found
in the abstract, unreal level of existence. Wh&t apart psychoanalytic criticism from ordinary
metaphors and symbols is the focus on the minde-ctimscious and the unconscious, and its
application to literary works. Prochazka mentions important point, which is that “[t]he
unconscious [...] is structured like a languadeElizabeth Wright elaborately explains Lacan’s
theories in her work, where she discusses theastdinks between the mind and the language,
with the necessary connections to reality and imggn — namely, the Imaginary, the Symbolic
and the Real, slightly reminding one of Freudiavisibns of the mind. Wright explains, “[t]he
Real for Lacan is the given field of brute existewer which the Imaginary and Symbolic range
in their rival attempts to controf? She furthermore illuminates Lacan’s idea that inestain
place, “the Imaginary sees a signifier one way, $iyenbolic another, splitting conscious from

unconscious® Of course, these notions are linked to variouscipsipgical theories, mainly

8 Wellek 207.
29 Wellek 208.
%0 Prochézka 122.
1 prochéazka 123.
%2 Elizabeth WrightPsychoanalytic Criticism: Theory in Practi¢eondon; New York: Methuen, 1984) 110.
33 :

Wright 111.
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Freudian, but the most important aspect of thisophds the link to language, especially
metaphors, allowing a deeper level to be achiewednie’s understanding of the notion of the
metaphor and other tropes. Moreover, this linkihtaoguage and psychology enables a smooth
transition between the analysis of language andutssequent effects regarding the states of
mind, as well as deepen the existential level &irabt reflection. Wright notes that “[flor Lacan
metaphor and metonymy are linguistic formulatiorfswdhat Sigmund Freud discerned in
condensation and displacement [...]. Unconsciougelesin mistake one appearance for another
similar to it and be led to substitute one signifier for anatfiéiLacan’s theories shall not be
further elaborated for their extent and complexityt these views regarding metaphors should be

more closely addressed in the analysis of Poets.tex

Reflecting upon the discussion above, the defingiof the metaphor and the symbol
have been established, as well as what complextidsambiguities they may entail, and what
features may serve the purpose of aiding the asadysl the clarifications of such ambiguities.
These findings will be fully used during the textaaalysis of Poe’s works and, if need be, they
will be elaborated as shall be relevant. Regardiéslse attempted separation of the concepts of
metaphor and symbol, it should be remembered thedery [...] is a part of the syntactical, or
stylistic, stratum. It must be studied, finally,tria isolation from the other strata but as an
element in the totality, the integrity, of the fiaey work.”®® Therefore, as is the aim of this
investigation, the imagery used by Poe will be elp@nalyzed in relation to its effects and the
psychological aspects of such effects, taking @toount more than just the concepts of the

metaphor and the symbol, but also the meaning ahak\of the entire pieces of work.

% Wright 111.
% Wellek 208.
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3. The Psychological Implications of Metaphors an&ymbols

As the notions of metaphor and symbol have beecusls®d, it is now convenient to
elaborate on this matter in Poe’s specific texis analyze the links that are found between the
literary and the psychological. In Poe in genebait especially in the four chosen works, the
most prominent psychological states of mind are mead (in varying degrees) and fear (or
horror, which may be viewed as an intensificatibfear). These states of mind are considered to
be significant phenomena that require a furthetyaiga Other frequent states of mind present in
Poe’s work are gloominess, melancholy, sorrow, gmsity, as well as longing and desire, and
there may also be found the notion of memory oremtirance, especially significant in “The
Raven” and “Ligeia.” Special focus will be given‘fthe Fall of the House of Usher” due to its
complexity regarding the relationship between altggnd symbol, as well as the abundance of
structural metaphors which are significant not anlythe context of the story and its meaning,
but also as regards Poe’s theories of artistictioreaThe sub-chapter will commence with a
detailed analysis of chosen metaphors which will chessified in terms of the theories on
metaphors discussed in the previous chapter, dosequently interpreted in a larger context of
Poe’s structural philosophy. The relationship bemvéhese metaphors and possible allegories
will be discussed, and symbolism will also be mamed with respect to the previous chapter. To
a lesser extent, an analysis of “Ligeia” and “Vdith Wilson” will follow due to a possible
allegorical reading, connecting the stories to “Thall of the House of Usher.” Another
significant connection is the theme of doubling,alsgmred in each of these sub-chapters
individually. “The Raven” will be discussed last eduo its ambiguous symbolism and,
consequently, the impossibility of an allegoricaterpretation of the raven. “The Raven” is
significant due to its focus on meaningful and sghabcontrasts, as well as its structural ties to
Poe’s critical essays. The underlying basis througithis chapter, and the purpose of the
abovementioned analyses, will be the psychologmplications of the discussed metaphors and

symbols — a topic almost inexhaustible in Poe.

15



3.1 “The Fall of the House of Usher”

“The Fall of the House of Usher” is perhaps onéPok’s most expressive or emotive
short stories, in the sense that it contains maesaty techniques, ranging from tropes to simple
imagery of chosen vocabulary, which are all eveeatf the states of mind mentioned above.
The most effective and elaborate, as well as th&t mygparent, is the analogy of houses and faces
(or heads), doubled in the story by the inclusibthe previously published poem, “The Haunted
Palace,” interpreted by numerous critics. This exeal metaphor’s purpose is to point out the
story’s metaphorical meaning — the implication loé fpsyche and the ability to apply various

aspects of the story to the psychological sphere.

Many critics seem to be in accord with this viewich&rd Wilbur, for example,
acknowledges that “the scenes and situations gERales are always concrete representations of
states of mind* and Fred Botting claims that “[tlhe horror in Podales exhibits a morbid
fascination with darkly exotic settings mirroringteeme states of disturbed consciousness and
imaginative excess, presenting fatal beauties, dyloeauntings, premature entombment and
ghastly metempsychosié.For example, the descriptions of the Ushers’ hdusee distinct
connections to the appearance of Roderick Usheh as the “minutéungi [which] overspread
the whole exterior, hanging in a fine tangieeb-workfrom the eave$”’and Usher’s hair, which
was “of a more thanveb-like softness and tenuity.” (209) It is interestingniatice that both
examples involve a metaphor — each “object” isélikweb,” therefore, an analogy is established.
It may be considered a structural and aesthetiapher; instead of the vaguely described
building and its interiors, there is an alternatsteucture (the “web” structure of the “fungi”),
which, later on in the story, is seen as an importause of the house’s dilapidation — a structure
reminding one of Poe’s philosophy of the contractamd expansion of the Universe elaborately
described in “Eureka.” Similarly, the web-like foation connecting Roderick Usher and the
house itself is simultaneously a complete, selfesed (but with structural possibilities of

unlimited expansion) and inter-connected structaseyell as a predecessor to collapse.

The metaphor is also aesthetic, for the descriptenainly provides a new impression of

the objects (however, to what extent the impressdruly new may be debatable) and moreover,

! Robert RegarPoe, a Collection of Critical Essaysd. Robert Regan (Englewood Cliffs: Prentice-HE#67) 103.
2 Fred Botting Gothic (London: Routledge, 1996) 120.
% Edgar Allan PoeComplete Tales and Poerfigubljana: Mladinska Knijiga, 1966) 209.

16



both these instances would be considered radiciphers, for the two images (of hair or fungi
and a web) are equated. In the latter instanceytrd “like” is present, but only in the function

of a suffix to denote an adjective, which is whiyaihk it may be referred to as a metaphor rather
than a simile. It may also be surmised that “webtkivand “web-like” are the “vehicles,” whilst
the connection of the relevant objects with thiagery of a web is the “tenor,” although this may
be more complicated. Poe’s intentions regarding tharticular metaphor may have been
complex, giving rise to various possible “tenors,ith as the connection of these objects and the
“web-work” of meanings present in the whole sta@l,inter-connected. This suggestion may be
plausible, as Maurice Beebe describes Poe’s ideheoperfect short story in connection to his
“Eureka,” which shall be discussed in greater di@tatine following chapter, “[ijn the ideal short
story, like the universe, everything is related aothing is irrelevant. ‘The Fall of the House of
Usher,” many critics have found, is a nearly perfastration of Poe’s theory of totality,” and
further on, “all such details [for example regaglthe house] contribute to the single effect of
the story and play a part in the final catastraphiehe metaphor, then, seems to be a connecting
agent between the two elements (the house aneéntnt), emphasizing its importance as a

literary device in Poe’s work.

As for the phrase “the vacant eye-like windows” {R@hich includes a metaphor of
“eyes,” it is not as clear who these eyes belongven though, again, it is most often interpreted

as representative of Roderick Usher. Richard Widrgues that:

[w]e are encouraged, therefore, to compare thecpalthe poem with the house of the story; and
it is no surprise to find that the Usher mansios hacant eye-like windows,” and that there are
mysterious physical sympathies between RodericketJahd the house in which he dwells. The
House of Usheis, in allegorical fact, the physical body of Rod&rldsher, and its dim interids,

in fact, Roderick Usher’s visionary mind.

More importantly, however, it rather depicts theeatly maddened state of Roderick, for at the
beginning, his eyes are “large, liquid, and lumimdaeyond comparison,” (210) whilst after the
entombment of Madeline, “the luminousness of his legd utterly gone out,” (216) implying the
eyes’ vacancy. On the other hand, there are sengeapretations suggesting, to various degrees,
that even though the house does correspond to Rkdésher, the psyche within the story is in

* Regan 123.
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fact the narrator’'s. Benjamin Franklin Fisher’s lgas is one of the more extreme, suggesting
that “[tlhe bleakness of the house, its ‘vacantkie windows,’” the rank weeds and pale trunks
of decayed trees nearby, mirror his own [the narisitcountenance and thus his own mind$et.”
In this way, the house would rather represent #reator, with Roderick and Madeline inside as
parts of his psyche, and the “vacant eye-like wimglowould be an allusion to thearrator’s
loss of sanity due to the events within his own dniAs Fisher argues, “[tlhe Usher twins
represent the states of the narrator's own phyeicadtional constitution.”It may be confusing

to some readers, however, why the house so obyicostesponds to the descriptionRdderick
Usher, should it be an expanded metaphor ofrthgator’s psyche. A possible explanation may
be that if Roderick is, in fact, an element of tlarator’'s psyche, then his resemblance to the

house could signify his residence in the narratovisd.

Regardless, the house is doubtlessly a significeetaphor of a human head, emphasized
by “The Haunted Palace,” where a similar situabeours. The descent into madness of an actual
mind (in connection to the story) is obvious ins“tead,” denoting a human head, “Thought’s
dominion,” suggestive of sanity and rationality,ellpw, glorious, golden, / On its roof,” a
metaphor for blonde hair, “two luminous windows, ireetaphor of the eyes of a sane person,
“pearl and ruby,” a metaphor for lips and teethnf@deng beauty, health and positivity).
Furthermore, the “troop of Echoes,” a metaphorasfesutterances, juxtaposed with “evil things
in robes of sorrow,” (213) a metaphor of the staftenind of sorrow, or more precisely, such
thoughts; “red-litten windows,” a metaphor of thery same eyes, except now they are red,
implying insanity (with a demoniac connotation), @s Wilbur suggests, “they are like the
bloodshot eyes of a madman or a drunkdr@&6th “vast forms that move fantastically” and
“discordant melody” are metaphors of the strangeights and the chaotic mind. The “pale door”
and “rapid ghastly river” are metaphorical of thgsland speech, where one may see the change
from red lips to pale, as well as the change ddratices that used to be a “voice of surpassing
beauty” and is now “ghastly,” implying horror, arftlapid river,” (214) signifying the
disorganized mad utterances that stream from tbanm person’s lips. In brief, this elaborate

house-mind metaphor is, in effect, a metaphor ofimeas. Again, Wilbur’s theory is in accord

® The Cambridge Companion to Edgar Allan Ped. Kevin J. Hayes (Cambridge: Cambridge UnivgiBiess,
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with this notion, as he claims that “[tjhe two swbf the palace — before and after — are, as we
can see, two states of mintThe inserted poem is, no doubt, an allegory ofmeas, showing
the crisis of Reason. Wilbur, however, does ndirdisish between the high allegorical meaning
of “The Haunted Palace” and the more symbolicalirabf the short story itself, regardless of
their great similarity creating an effect of theeppbeing a miniature of the short story. It may be
noted that the poem is allegorical, for severalkatptherein metaphorically show the abstract
notion of the crisis of Reason (not only the protagt's, but that of humankind, in general), or
madness, and any reader may interpret the poemcas She short story, then, even though it
may be read as an allegory, seems to have a margofigal quality, a level of vagueness, as one
cannot interpret the textual elements as cleaesgmtations with purely metaphorical meaning;

for example, it is not undoubtedly certain what tvens “web” or “fungi” are to denote.

Many other critics have attempted to offer pre@splanations of the inserted poem, for
example Edward Davidson’s interpretation that §tjinind is a castle; the sovereign is Thought;
the windows are the eyes; the attendant ideas ereels and graces, and the inimical world of
reality outside, which for a time exists in complsubservience to the will of Thought, finally
overwhelms and destroys the mirtd.”Nevertheless, despite the slight nuances and the
differences of various detailed interpretationink to the deteriorating psyche is almost always
made, and an analogy between the psyche or the heddthe metaphorical house is
acknowledged. As Poe himself reveals, it is “a mhimlnted by phantoms — a disordered

"1 as Davidson points otf.A question arises, which may perhaps alter thal fiffect or

brain,
the meaning of this house-mind phenomenon. | heferred to it as an expanded metaphor, as
Martin Prochazka explains, “some symbols, for instaa decayed house of the family of Usher,
are only expanded metaphors: human face is compamdacade of a dilapidated buildint. 1t

Is undeniable that there is a likeness, or an gyalestablished, the transference of contexts has
been achieved, as well as a vastly new impresditimeonotion of the mind has been given — all
key features of metaphors. The complexity of theagery is also obvious, for it is a

conglomeration of metaphors, all aiming towardsdteation of the analogy between the mind or

9
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the head and the house. This attribute, of costeers the metaphor rather towards an allegory
of Roderick’'s (or, as discussed above, perhapsn#reator’s) mind — not only due to the
description of the house itself, but also due witfsertion of “The Haunted Palace,” which is an
overt allegory of the human head, physically angtpslogically.

However, there is also a further symbolic qualitythe description of the house
undeniably evokes certain moods and emotions,damele by means of the surroundings, such

”

as “the mere house,” “the simple landscape featufdéise bleak walls,” and of course the
“vacant eye-like windows,” (207) which clearly skesize the narrator’'s emotional reaction (for
example, “a sense of insufferable gloom pervadedpmyt” [207]) and Roderick’s state of mind
(as seen in “a mental disorder which oppressed fi#@8]). In this light, the metaphor of the
windows, for example, may rather be considerednabsy, for it evokes, due to the description
“vacant,” a mood of emotional emptiness and madnasd synthesizes the feelings of the
narrator with Roderick’'s own dismal and increaginghad state of mind. Synthesis is an
important attribute of the symbol, as may be obsgiwn Prochazka’s explanation of Romantic
criticism, “[tlhey thought that symbol, on the otheand, was synthetic, that it abolished the

distinction between the image and the thing reprtese™*

The house of “The Fall of the House of Usher” isoah material object representing an
abstract idea (the house is a materialization efntind), a visible thing presented instead of an
invisible notion. Furthermore, it is a rather pstsnt metaphor, which may cause it to be
expanded within the context of the story and becamgmbol (for example, the motif of family
lineage, i.e., the House of Usher, becoming a symbdegeneration). This, nevertheless, shows
the ambiguity and complexity of Poe’s imagery, adlvas the indistinct borderline between
metaphors, or allegories, and symbols. “[T]he sttbfnd the analogy cannot be separdted”
within the context of this short story, but in gealeterms, an image of a “house” does not
inherently evoke an idea of the “mind,” which is wthe term “expanded metaphor” should,
perhaps, remain. It must be noted, however, than ¢vis notion is ambiguous, for the image of
the house, even separated from its context oftthrg,sn theway it is built and describedloes,
in fact, inherently evoke an idea of the head, fand mind. On the other hand, it must be

understood and analyzed in context of the shorysémd this point of view may re-direct one’s
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focus to the allegory, where tladapidation of the house is significant (as is emphasizedhiey t
mysterious fissure, and even by the title, “Tradl of the House of Usher”). The house, then,
may seem to be an allegory of the dissolution depiand structure. Firstly, the dissolution of
order and structure may be understood in generaistefor a building inherently denotes
structure, but secondly, it is also the loss ofeorand structure within the mind (as is evident in
the inserted poem “The Haunted Palace”), and finéhle disintegration of order and structure in
terms of the cultural system of chivalry, as pomch by the inclusion of parts of the “Mad Trist,”
a chivalric romance, at the end of the short stéiyy Botting asserts, “the disintegration of the
normal and familiar in Southern Gothic signals tbecay of family and culture®
Coincidentally, the events in the romance occuruismeously with Madeline’s resurrection
from the tomb, the predecessor to the dilapidadioihe house, which connects the various forms
of disintegration of order and structure. Neverths| perhaps it may be acceptable to view the
imagery as both symbolic and allegorical (based extended metaphor), with neither
interpretation wholly incorrect.

Continuing thus, it has been put forward by maritycsrthat the interior of the house may
be an allegory of the psyche, in very much the saag that the exterior is an allegory of the
head — by all means, what is behind those “vacgetlike windows” must be the “soul,”
logically speaking. As Fisher states, “[m]any o€ thuildings or even individual rooms may
symbolize the interiors of human heads, i.e., miftdsThis way, it may be discerned that
whoever’'s mind it is (most likely the narrator'g)resembles “many dark and intricate passages,”
and a “very large and lofty” room. The narratoraniliarity with the interior of the house
strongly suggests that he is, indeed, the ownehisfmetaphorical “mind,” as in “[the interior
objects] were but matters to which, or to such bl | had been accustomed from my infancy”
or “while | hesitated not to acknowledge how faanilwas all this.” (209) It may also be noticed
that the room he finds himself in is “altogethemdnessible from within,” (209) which creates a

feeling of entrapment and isolation.

The feeling of isolation and entrapment is, of sayprominent in “The Fall of the House
of Usher.” Poe uses a metaphor to portray anotley wmportant state of mind — the

phenomenon of fear. The narrator's words, “[tjoaa@malous species of terror | found him a
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bounden slave,” (211) depict many different notioRsr example, it shows Roderick Usher’s
entrapment (“bounden slave”), but at the same timerms the reader of Roderick Usher’s
weakness. The extent of this weakness is furtherraomphasized by another metaphor, “in some
struggle with theyrim phantasmFEAR.” (211) This is an important element in gtery, for it is
due to precisely this that Roderick Usher “diesf’cOurse, the effect of the “grim phantasm” is
the empowerment of the notion of fear. Within thentext of the story, however, it is not
surprising that Roderick Usher should be likeneé ttoounden slave” — he is entrapped in the

house, if he is to be interpreted as a part ofyalps and cannot exist outside of it.

A point of interest may arise in the further anaysf metaphors, as the readers’ own
interpretations become important and influentiglareling the meaning of certain metaphors and
symbols. For example, “thmelancholyHouse of Usher” (207) may be viewed either figuedy
or literally, depending on how one views the tetdotiseof Usher.” If understood as a building,
the “melancholy” sentiment is figurative and coresalso the metaphorical mind that the house
represents — in this way suggestive of the meldgdktttude of the psyche being represented, as
well as of the melancholy emotion evoked when bdihgl the house. However, if the term is
understood as the family of Usher, which may besibs only in the sense of a pun, for it is
apparent from the circumstances that the narratonat see any people yet, then the description
of “melancholy” is literal and suggests a melanghattitude of the Ushers’ family. Conceding
that the intended meaning was most likely figumtit may be considered a radical metaphor,
again suggesting an analogy between an inanimdtériguiand an animate human being. This is,
of course, connected to Roderick’s fancy that tbask is animate, as well as to the greater
meaning of the story, which is the house’s repriadmm of a mind, implying a level of its
personification. In this context, the term “melaalgh’ according to its traditional meaning, is
suggestive of a psychological problem and may besidered a structural metaphor, since it
represents the forthcoming physical and literabmdation of the house (a perceptible and
outward form of collapse), and therefore also tiddén and figurative dilapidation of the

psyche.

Literal and figurative meanings furthermore causwiguities regarding the fissure in the
building. Scott Brewster, for example, notes thia¢ thouse “alludes to Roderick Usher’'s

disordered mental state” and subsequently, “[a]lyptigally confirming physical and psychic
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degeneration, the fissured house splits apart aefi’s reason finally cracks® As may be
observed, this is a different interpretation frdmde of other critics, such as Fisher, but only in
the sense that Brewster accepts Roderick Usheftasn@an” (within limits) entity with his own
psyche — in other words, more literally than figiway. It then becomes a very subjective
interpretation; the fissure may also be symbolictleé narrator’'s split consciousness, this
reflected in Madeline and Roderick respectivelyperhaps directly symbolic of Roderick and
Madeline — i.e., the split between them (whethenairthey are regarded as parts of a psyche or
real twins). This depends on the extent to whichk aasumes that Roderick and Madeline are
metaphorical Of course, they may even be considered allegafi¢isey play a significant role
within the context of the house-mind allegory. BSthing their allegorical roles may also aid
the understanding of the nature of the split of tiarator's psyche which the house-mind

allegory may represent.

Roderick, associated with the eventual loss ofaeasay be an allegory of the reasoning
part of the mind, whilst Madeline, who seems tcabsociated with emotional aspects (although
very much with respect to Roderick, as may be deefa tenderly beloved sister,” “sole
companion, [...] his last and only relative on edrdmd after Madeline mysteriously passes
barely seen, Roderick’s subsequent outburst ofstedar more than ordinary wanes had
overspread the emaciated fingers through whiclkléit many passionate tears” [211]), may be
an allegory of emotion or passion. It is, howewggnificant that the lady Madeline “passed
through a remote portion of the apartment, andhauit having noticed [the narrator’s] presence,
disappeared,” (211) especially since the apartmeyt be understood as an interior of the mind.
If, indeed, she is an allegory of emotion or passtbe remoteness of her presence may signify
the buried nature of that emotion. Roderick’s eomdl outburst, as well as the narrator’s
astonishment after beholding her, seems to sudigisstor her fleeting presence has temporarily
released the valve which has been suppressingp#yshological element. Her mysterious
isolation may, however, also denote rather the @udmious, whereas Roderick would represent
the conscious, especially as it is Madeline whalimsost always hidden and then entombed (
Roderick, therefore by the conscious which repseghe subconscious), reappearing only to
destroy Roderick by means of guilt and fear. Furtiwee, it is Roderick who interacts with the

narrator, which would suggest his more “public’urat Poe may have intended for the split of
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the psyche to be even more elaborate, and Madeiae be an allegory of thel due to her
reclusiveness, Roderick of tlegodue to his interaction with the narrator, his esgntation of
the Ushers and his physical resemblance of theehdsslf, and the narrator perhaps of the
superegdecause within the context of the story, he igxernal interference. Nevertheless, the
more literal they are, the less they become trueifestations of the narrator’s psyche, if indeed
it is his psyche that is portrayed. And converséhg more figurative they are, the more they

represent the elements or parts of the psyche.

However, literal and figurative meanings are natagls clear; Roderick’s insanity is well-
represented by his painting (as well as his musid poetry), because that is his creation
produced out ofhis imagination, his mind. It represents his insanity, thus it involvas
metaphorical dimension. Nevertheless, the vaguemsswell as the horror, of this metaphor is
that the scene in the painting does not resembtthiaig from real life or even from a healthy
individual’'s imagination. It is chaos, unreasorg ttepiction of insanity; it cannot be recognized
or understood. Hence, it evokes fear, horror anel &8 may be seen in the text, “there arose out
of the pure abstractions which the hypochondriattroged to throw upon his canvas, an intensity
of intolerable awe, [...]. One of the phantasmagadnceptions of my friend, [...] may be
shadowed forth, although feebly, in words.” (212)efle is a combination of fear (evoked by

entrapment) and fantasy:

[lmmensely long [...] vault or tunnel, with low wall...]. [...] the idea that this excavation lay at
an exceeding depth below the surface of the ebidhoutlet was observed [...] of its vast extent,
and no torch or other artificial source of lightsvdiscernible; yet a flood of intense rays rolled

throughout, and bathed the whole in a ghastly aadpropriate splendor. (212)

It is debatable, however, whether such horror ked simply by the feeling of entrapment, or
whether these images are horror-evoking themsddeeause of their unfathomable nature: the
unimaginable length of the tunnel, depth of theatam, its vast extent, or the lack of light and
yet, the presence of unrealistic light. Perhapsstimple impossibility and incomprehensibility of

the scene is what moves the narrator to horroraared As Prochazka explains, “[tlhe sublime, in

the sense of awe felt before an unknown power dsaseof the incommensurability of great
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things [...] to human cognitive and affective abégj is a standard feature of the romantic
aesthetic.*®

The last section of this sub-chapter shall be d=lab the element of the split
consciousness or doubling, neither of these noteassly distinguishable. This theme is also
connected to mirroring and reflection, which argenfthe external or material manifestations of
such a state. In “The Fall of the House of Ush#re’ notion of the twins being a case of a split
psyche seems to suggest itself precisely by thgeush“twins.” Of course, this is also a case of
doubling, for a twin is as close to a double as mag get; however, their residence within the
“mind-house” and the fissure in the building bo#es to suggest that the split psyche is perhaps
slightly more accurate. It is also connected to rib&on of reflection, especially in this short
story, because apart from the fissure, there estaks tarn which reflects the house (and may also
serve the purpose of a mirror to the narrator)sThay suggest that, if the house represents the
narrator’s psyche, then it is split, and the nairats an opportunity to reflect upon himself as he
observes the house in the tarn and is overcome diyaage feeling. The story, however, has
several depths which may be analyzed; Scott Peeptesduces another level of doubling
regarding the house which “is ‘doubled’ or refletia the tarn, but also reflected in the double-
meaning of ‘house,’ referring to the family as wadl their dwelling.® This shows the structural
complexity of the short story — the doubling or moimg represented by the tarn, the split psyche
represented by the fissure, and the structure ef family line of the Ushers, linear and
unbranched, in direct opposition to the promingnicsure of web-work, and yet doubled in its
very essence; “from sire to son, [...] which hadleaigth, so identified the two as to merge the
original title of the estate in the [...] appellatiohthe ‘House of Usher — an appellation which
seemed to include [...] both the family and the fgmiansion.” (208) In fact, it is the mergad
the split of the family line or the psyche, and gigsical house or the body, again reminiscent of
the philosophy of “Eureka.” Poe connects theseltewd meaning in “[tlhe belief [...] was
connected [...] with the gray stones of the home isfforefathers. [...] in the order of [the
stones’] arrangement, as well as in that of theynfangi which overspread them [...] and in its
reduplication in the still waters of the tarn.” @1A sense of structural inter-connection and

ambiguity may be seen in “l paused to think — whats it that so unnerved me in the
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contemplation of the House of Usher” (207), ashibvgs the double-meaning of the term, and

therefore foreshadows the abovementioned complexkitlye short story.

3.2 “Ligeia”

Similarly to “The Fall of the House of Usher” abovke level of existence of the heroine
in “Ligeia” has often been interpreted, as wellmasinterpreted. She is understood as a real
character that many critics have tried to analgsewell as nothing more than a figment of the
narrator’s imagination, mainly connected to theratar’s state of mind — obsession. This may,
like Roderick and Madeline, render her more allegdrthan literal. As Roy P. Basler explains,
“[tlhese assumptions [that Ligeia is a real chaaof a strong-willed woman] ignore the obvious
context with its emphasis on the hero’s obsessimness, and hallucinatioft."Evidence of
this in the text is rather abundant, for examplehat beginning, “I bring before mine eyes in
fancy the image of her who is no more.” (590) Tisage of “in fancy” is a clue, but also the
concession that “she is no more,” despite the tatsabelief that she has really appeared before
him instead of Rowena at the end. Of course, theatwa writes the story many years later, but it
is implied that “she is no more” due to the illne$svhich she died. Furthermore, the narrator’s
own suggestion that it may have been “a capridaisf own — a wildly romantic offering on the
shrine of the most passionate devotion” (590) —aor,obsession — serves as a clue to the

hallucinatory, and psychological, nature of thisrsistory.

Karen Weekes argues that “Poe’s poetic and fictiofsanales lack individual
development,” and “the dying woman passes sildntiy this life, rarely expressing her feelings
on the matter?? | think this comment suggests that they are nuteéd, to be understood as
individual characters, but only serve the purposa metaphor (of a subdivision of a psyche).
Furthermore, this psyche would most likely be tlarator’'s, as Weekes acknowledges that
Ligeia’s “dying thoughts focus not on [her] owngiit but on that of the narrato*"Hence, it
seems plausible that several of such individuatattars are simply material manifestations of

an abstract notion of a state of mind, such asi&jg#ho represents the narrator's obsession
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about perfection. Basler discusses his interpmetatif the ending, where the narrator is “the
actual agent of Rowena’s death and his perceptiwre hallucinations produced by obsessional
desire.?* The act of killing, however, may have been lessen and more psychological as
well, where the narrator’s will and the power ofjgastion propelled by the narrator's extreme
longing were the murderers of Rowena (who, justwad, may have been a metaphorical
subdivision of the narrator's psyche). Indeed, giease “each agony wore the aspect of a
struggle with some invisible foe; and how each ggte was succeeded by | know not what of
wild change in the personal appearance of the egr§599) seems to imply that the murder
occurs within the narrator’'s mind. However, theeiptetation of such a text is somewhat
ambiguous, for the “invisible foe” may have beea thpirit” of Ligeia, if one accepts her as a
real character, but it may have also representstata of mind, an abstract idea. The gradual
changes of appearance are most likely denotatitheoharrator’'s power of suggestion, effected
by his will. An interesting point is that this egplation still allows for the possibility of Ligeia
being a real character, whereas only the scenesvidification and metempsychosis at the end
would be understood figuratively, representing nlaerator’'s obsession. However, if Ligeia is to
be understood figuratively throughout tivbole story (i.e., she never truly exists in flesh), she
may be an allegory of not only the narrator’s inédton, but also of the irrational desire for
perfection. As is apparent in the story, Ligeidhis narrator’'s image of absolute flawlessness —
his ideal of true beauty: “the lofty and pale fagal — it was faultless,” or “and nowhere but in
the graceful medallions of the Hebrews had | belhetdimilar perfection.” (591) Ligeia’s surreal
existence is also further suggested by the phfggbe came and departed as a shadow.” (590)
Nevertheless, there is an intriguing and bizarrseolation regarding this perfection of Ligeia:

the “strangeness” with which the narrator assosibgauty and perfection.

The story of “Ligeia” also contains the Poesquengomeenon of doubling — the Lady
Ligeia and the Lady Rowena. In spite of the tradiéil contrast of dark and blonde heroines used
frequently already in the English Gothic novel, ti@ion of doubling is not as traditional, for
rather than bearing resemblance, they are exapfigpsite of one another, at least according to
the information that Poe provides. Harry Levin peiout that “the arithmetical formula is the
coalescence of two into singleness; but Poe erdatdsy making the heroine’s double her polar
opposite and by dramatizing, with his eeriest seffects, the substitution of the one for the
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other.” Therefore, just as Madeline and Roderick canretbne, but must necessarily involve
the death of both, so it is with Ligeia and Roweraxcept, in an absolutely inverted manner, just
as their own connection is. Ligeia and Rowena calivesimultaneously, which has been shown
by the repeated “hideous drama of revivificatiors99) at the end of the story, and the
subsequent usage of metempsychosis. The natuiubfinlg is furthermore different from “The
Fall of the House of Usher” in the sense of theragive qualities of the short story; in “Ligeia,”
the metaphorical contrasts involve strictly theestaf the protagonist’s consciousness, and may,
therefore, be considered almost allegorical, wrenedThe Fall of the House of Usher,” there is
a more complicated, and not wholly unified, fieldsymbolical meanings (reason and passion,
the split of consciousness, the Freudidnego andsuperego the dilapidation of structure and
order, etc.), generated by the process of doublihgs, it may be surmised that “Ligeia” is the
short story with the more explicit and lucid alleigal quality, provided that the heroine is

recognized as figurative.

3.3  “William Wilson”

The theme of the split psyche, as well as doublisgextremely well-portrayed in
“William Wilson,” as Levin notes that “among the nyaand varied appearances of #ier ego
in our literature, this is the most explicf"The state of mind demonstrated this way is the
narrator’s conscience, as is hinted at in, “what GONSCIENCE grim.” (564) The bizarre
revelation of information, such as the narratorig &isalter egds names, birthdays, or heights,
is extremely telling as regards the identity of diaracters and the meaning of the story. The
involvement of the psyche is undeniable. Howewegardless of their seeming equality and their
doubled nature, there is still a large differenetwkeen them. The narrator seems to be a real
character — his double, the alter ego and the mstaifion of his split psyche, however, is
abstract. He is a metaphorical depiction of comsm®e and the seemingly physical body of the
alter egoWilliam Wilson is used only to give a material aapance to a psychological notion.

As Botting claims, “William Wilson finally locks ki double in a duel, to find [...] that he is

5 Harry Levin, The Power of Blackness: Hawthorne, Poe, Meliflthens: Ohio State University Press, 1989) 158.
% Levin 143.
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alone and bleeding before a great mirror: his nhéohas been his inverted image,adier ego

that, unlike theloppelgangeris a better self, an external image of good dense.”’

In a way, thealter egoWilliam Wilson is always located inside the reaill&m Wilson,
and this is only revealed to him at the end. Astinerd above, the device of mirroring is used

to bring this to light. Levin explains the issuetlis final confrontation:

When Poe brings the two William Wilsons together tfoe last time, during a Roman carnival,
they are masquerading in identical costumes; arghwtiie narrator stabs his black-masked double,
his bloody apparition in a mirror informs him the has committed moral suicide. Thus William
Wilson is at once the accuser and the accused,thétibetter of the two selves tracking down the

crimes that the worsesif] perpetrateéz.3

This manifests itself in, for example, the facttttiee alter egoWilliam Wilson seems to always
know where the real William Wilson is, no mattemhtar he travels (of course he must know,
being a part of his mind), mainly depicted by tlepatitive ‘1 fled in vain” (576) The last
interaction between William Wilson and his conscieeris when he kills it, metaphorically
speaking, as stated by William Wilson himself, “beforward art thou also dead — dead to the
World, to Heaven, and to Hope!” (578) The questiohcourse, is the extent to which he has
killed himself and the nature of this murder. Itikely that by killing hisalter egq he literally
cannot survive — as is the case in “The Fall of Hoeise of Usher,” where one twin's death
necessarily means the simultaneous death of thex btln. However, it is also possible that by
killing his alter egq he simply killed his conscience, in which case,has morally fallen, but
may continue to live physically. In a way, tiee has triumphed over thegg as Richard M.
Fletcher explains that “[ijn ‘William Wilson’ thei{part soul becomes manifest in two aspects of
the same personality, which may be fairly said tang for theego and theid.”?® This is
furthermore supported by Fletcher's view alreadhtest above, that what the scene entails is,
primarily, a “moral suicide.” It is clear, howevehat even in this short story, it is plausiblettha
the characters are allegories — emphasized byxihleie usage of the doubling theme. Based on
what has been shown above, #ier egomay be an allegory of thego (and, perhaps even the
superegd or more specifically, the conscience, while tiarating William Wilson may be an
allegory of theid. Nevertheless, the nature of this allegory (the William Wilsons being

%" Botting 121.

%8 L evin 143.
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essentially the same person) becomes more comggieatone imagines William Wilson “killing
himself — emphasized by the mirror scene at the storyosec The usage of the reflexive
pronoun, and the imagery pertaining to the allegmynected with it, rather shifts focus to a
more symbolical interpretation. This may be thetqagal of the secret and mysterious nature of
one’s individuality — a structure impossible to mépationally. Even though the two “doubles”
represent two parts of the psyche, as in, for examphe Fall of the House of Usher,” the
dynamic of the relationship between them is notstéime; while Roderick and Madeline seem to
be, regardless of the level of ambiguity, morerdtdiallegories of certain aspects of the psyche,
for example due to the circumstances in which thggyear, the two William Wilsons are, more
than twins or doubles, one individuality. Their sitaneous existence, and the eventual murder

(or suicide), symbolize the complexity and depthhaf unexplored, multilayered Soul.

3.4 “The Raven”

As is apparent in “The Fall of the House of Ushélhe Raven” also contains several
symbols which help to convey the relevant statesiofl. For example, “a bust of Pallas” (847)
is a symbol of reason. It is most definitéhherentlyevoked — the notion of reason cannot be
separated from such an image. This inherence ig hkety accomplished due to the ancient
Greek tradition of Pallas Athena’s birth, “[a]t Harth she sprang forth fully armed from the head
of her father, Zeus® thus becoming a symbol of reason, in addition émndp the goddess of
wisdom. Despite the fact that some of her featuwesld be understood or interpreted
allegorically, for example, her helmet and shiedbde cannot be recognized as an allegory of
Reason due to the inherence of the connotatioth&umnore, the image is a material object used
to represent an abstract notion of reason. Forréason, it is most certainly characterized as a
symbol rather than a metaphor. This image is jodad with the black raven, which is a natural
symbol of something negative — most often evil,vamdy Poe in “bird or beast” (847) or “and
his eyes have all the seeming of a demon’s thdtdaming.” (848) However, here the raven is
also a symbol of non-reason due to its mindlesstitggn of “Nevermore,” but also due to its

placement specifically on the bust of Pallas Athé¢ha goddess of wisdom (among other things).

30 »Athena,"Dictionary.com Unabridged (v 1.1Random House, Inc, 12 Aug. 2009
<http://dictionary.reference.com/browse/Athena>.
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This notion is well-emphasized by the contrast tzck and white, where black, the raven,
signifies non-reason, also reminding one of the&mess of the deep subconscious and “blind”
non-reason, and white, the bust of Pallas, sigmifyeason, reminiscent of the clarity of thought,
or the conscious. The raven is also quite obvioastsigger for the narrator’'s anxious states of
mind of mournful remembrance, which is in accordthwits connotation to the deep
subconscious, where such an emotion may be bukieds not surprising with Poe, the entire
episode may have been the narrator's fancy, andaen never really appears in form. This
way, its purpose would be purely symbolic. As Batexplains, “[hJuman desires and neuroses
are dressed in the lurid hues of the supernatartdig extent that nightmare and reality become

entwined.®!

However, such symbolism, as has been shown ab®wveeply ambivalent; the potential
symbols of the image of the raven vary from uttegativity and darkness (such as non-reason,
the dark subconscious, or hell) to other whollyfetihg areas (such as the symbol of a prophet,
or the myth of Prometheus reminiscent in “[tjakg theak from out my heart” [848]). The
prophetic nature of the raven is a complicatingdgodue to its function in the context of the
poem, it is debatable as to whether the imageeptbphet is intended as a positive or a negative
image. The apostrophe, “prophet,” symbolizes theatar’s belief that the raven’s presence and
responses are prophetic — or, perhaps, his desinetb be so: “tell me truly, | implore.” (848)
This, of course, may also signify the narrator’sigefor truth, regardless of his knowledge of the
raven’s predictable answer. However, the appehaisoalso undoubtedly connected with euvil,
whether or not inherently, “thing of evill — proghstill, if bird or devil!” (848) This ambivalence
renders it impossible for the poem to be considatiegjorical as the short stories analyzed above
may have been, for such a relationship is much rleas-cut and definite — images portrayed as
others based on analogies, and applicable to tldevdoem. Hence, in the case of “The Raven,”
there are too many potential ways of understandieg symbol of the raven for it to be
considered a true allegorical poem. Instead, thdaes’ attention is diverted to the dark world of
the subconscious and to the revelation of its mdateburied contents. This notion may be linked
to Sigmund Freud’s description of “the uncanny,™onheimlich” as is introduced in his work,
The Uncanny“on the one hand it means what is familiar anctegble, and on the other, what is

concealed and kept out of sight... everythingiideimlichthat ought to have remained secret

%1 Botting 120.
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and hidden but has come to light.” The theme of these disturbing revelations of the
subconscious are prominent in Gothic literaturel as Botting suggests, it has become notably
influential, “the play of internal and external retrons, of uncertain psychological states and

uncanny events [...] have become staples of the Gbthi

“The Raven” also contains an interesting motif @fe;” which inherently seems to
symbolize passion, or perhaps it functions as aitagof passions. In “The Raven,” this may be
the narrator’s longing for, and remembrance of,dtenAccording to Allan Tate, “Poe’s strange
fire is his leading visual symbof”and examples of this notion include, “all my swithin me
burning” (846) or “fiery eyes now burned into mysom’s core,” (847) which, of course, are
powerful images. The former example shows precidetypassion that the narrator feels surge
inside him after he has succumbed to the fancylteaore is present, implying his longing and
desire for her. The latter example shows the passmpowered by the raven, and especially
when connected to the narrator's bosom’s core, ueetbrture the narrator with mournful
remembrance. There may be a correlation betweea Rdven” and “Ligeia” regarding this state
of mind, as Fletcher mentions “the bridal chamltet tPoe so lovingly describes symbolizing
‘not only a dreaming mind, but a mind obsessed \itmournful longing for Ligeia.*® The
difference is the outcome, for, as is known, treultein the poem is the narrator sinking deeper
into a depressive state of mind, whereas in thet Story, the recurring notion of will-power

ensures that the narrator suffers a hallucinatimntd the power of suggestion.

Furthermore, there is also the notion of hopelesspeesent in the poem (although, such
a state of mind is evoked in much of Poe’s worlg.L&vin notes, “the specialized ability to utter
no more than one word [...] is the echo of the pdetiselessness® This hopelessness is clearly
seen in the narrator, however, for he deliberagetykes these answers from the raven knowing
what they will be, suggesting a level of self-torhever the lost Lenore. The introduction of the
narrator’s appellation of the raven, “Prophet,’ndiigs this deliberate self-torment, which may

remind one of a depression. Levin adds that “tlé bior devil — who, like the vulture preying

%2 Sigmund Freud, quoted in Botting 113.
% Botting 123.
% Regan 42.
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on the liver of Prometheus, finally sinks its béakhe poet’s heart” (metaphorically speaking,

of course). As has been suggested, the extentitthlie raven is an active party in this matter is
debatable; and it is more than possible that thebsyic nature of the raven, in effect, means that
because it is simply a “dark” part of the narradqesyche, the action of sinking the metaphorical
beak into the heart is only carried out by the atarr himself. The complicated nature of the
symbolism of the raven, apart from diverting thaders’ attention to the subconscious, also
encourages one to focus on the form of the poeimeratan any allegory; this has been
suggested by Poe himself in his “Philosophy of Cositjion” which shall be discussed in greater
detail in the following chapter, where he reveaks amount of importance of formalism, even as

regards the choice of the raven and its legenddeyérmore.”

3.5 Conclusion

As has been shown by means of the analyses inréw®ps sub-chapters, doubling and
the split psyche seem to be important themes insPseries and poems — as Fletcher
summarizes, “[ijn ‘Ligeia’ [Poe] works ostensiblyittv two distinct women who in reality are
facets of the self-same person; Roderick and Maédgidentical twins, serve a similar function in
‘The Fall of the House of Usher.” William Wilson @rhis double are, in an equivalent sense,
identical ‘twins.”® It seems to be directly linked to metaphors anmdtmys, for the nature of the
characters’ existence and the level of their figuemess determines how they should be treated
in terms of possible functionality within the scherf the psyche, therefore, doubling and the
split psyche also are coalescing themes. More itaptly, however, the device of doubling and
the manner in which it is used in the plot helpd&giermine the metaphorical function of the
character (or object), even regarding the notiomwforing and reflection. It has been observed
that the metaphorical function often may be congpéd and unclear, for the notions of symbol
and allegory intertwine the analysis and sometimexler it difficult to establish the most
prominent aspect of a particular figure. Nevertbglet has been found that in the chosen short
stories, allegory seems to be an extremely impbdapect and is often paramount with respect

to the stories’ meanings, while in the poem, obsigpulifferent from the short stories due to its

37 Levin 162.
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versed form, symbolism is much more prominent, gnedvague notion of the subconscious, as

well as formalism, are brought to the foreground.

The tension between symbolism and metaphors, @yailes, has been explored,
revealing a somewhat different nature of these phmema in the individual works. Following the
analyses, it may be concluded that “The Fall of Heeise of Usher,” although united by means
of several metaphorical and possibly allegoricaresentations of various aspects of the psyche,
such as its division and the descent into madress$,aided by an explicitly allegorical poem,
there is an outer layer of symbolism that permetitesughout the story — especially due to the
many possible ways of understanding the notionHduse of Usher,” or the many symbols
regarding degeneration. It shows the complex straabf this uniquely designed short story. On
the other hand, as has been discussed, “Ligeiafeispite its few ambiguities of understanding
the figurative, antithetical nature of the heroingesnore explicit allegory, produced by means of
doubling: the presence of both ladies in one baalyl the gradual empowerment of the
“physical” body by Ligeia, form a direct link toehpsychological phenomenon of the narrator’'s
obsession. “William Wilson,” explicitly allegoricadn the surface as representing parts of the
psyche, especially the conscience, involves andéyer of symbolism as regards the doubling
phenomenon and its subsequent meaning — for exathplenystery of individuality, or perhaps
the disintegration of order, symbolized by the neurdf thesuperego Finally, “The Raven,”
containing only a small number of metaphors anchipdocusing on symbolism, harmonizes the
two phenomena, and with its precise rhyme scherdenaater, creates a unified, multilayered,
meaningful whole. The significant element of theeo however, is its ambiguous symbolism
regarding the raven, resulting in the impossibibfyits allegorical interpretation, thus shifting
focus on the formalistic aspects and the darknésseosubconscious — a theme almost always

touched upon in the majority of Poe’s works.
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4. Poe’s Literary Theories

The two critical essays, “The Philosophy of Composi and “Eureka,” shall be
explored in this chapter in the context of Poetssprand poetic works analyzed above. They both
contain some of his literary thought, and this nimey contrasted with the actual texts and
subsequently, correlations may be made. Furthermihiese correlations may be used in

connection with the issue of metaphors and symlbslsyell as the portrayed states of mind.

“The Philosophy of Composition,” as compared toré&ka,” is more precise; “Eureka” is
metaphysical, dealing with theories merging litgridreory and physics, and while it does refer to
several texts, it is not an analysis of any of bisn works, which “The Philosophy of
Composition” does claim to be. It is then somewd@ivenient to juxtapose “The Philosophy of
Composition” with his works, especially “The Raveat’ which it is directed, and it may be
established that the asserted theory may be dividedormal and thematic content. “Eureka,”
of course, may also be observed in terms of itéiGgion to the form and themes of the analyzed
works, but it cannot be as specific, because Poedif does not explicitly make any connections

between his theories proposed therein and hisitigevorks.

The literary principle emphasized throughout “Thelésophy of Composition,” is form.
In fact, to various critics, the resulting effedt the high emphasis on form is a decreased
credibility of this theoretical piece, even thougbe’s sincerity or insincerity in this respect may
never be proven. Nevertheless, Poe’s formalisrwithiout doubt, evident in the statement, “[i]t
is my design to render it manifest that no one pints composition is referriblesic] either to
accident or intuition — that the work proceededpdty step, to its completion with the precision
and rigid consequence of a mathematical probfen©Of course, this may be obvious in “The
Raven,” where especially the metre and rhyme ateemmely meticulous, reminding one of a
chant. It is also clearly stated that Poe’s chatdhe word “Nevermore” in “The Raven,”
supremely important due to its frequent repetitiorgs executed simply for its sound, in
connection to its melancholy tone (which is conaeddb the meaning only slightly, inasmuch as

that it creates a certain effect). Poe makes ndiorenf choosing the word for what it essentially

! Edgar Allan Poeliterary Theory and Criticismed. Leonard Cassuto (Mineola: Dover Publicatioms., 1999)
102.
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means which slightly undermines the numerous critic#terpretations of the poem, where the

word is given an all-important role of the meaning.

This is similar to the problem of the bust of theddess Pallas, where, as Poe claims in
the essay, the reason why he had chosen her nameagain, because of its sonorousness, as
well as for the purpose of showing “the scholarsifighe lover.” (108) This may be a somewhat
satisfactory explanation, for it does make a cotioedetween the word and the plot, but it is
interesting that Poe does not mention the contrasteen the raven’s obvious unreason (Poe
himself acknowledges this in, “immediately arose itlea of anon-reasoning creature capable of
speech” [105]) and the goddessm$dom thus obviously juxtaposed. Perhaps it is suggesti
the necessity for the reader’s active use of imat@n while reading the poem and interpreting

the symbols found there.

Robert Regan introduces W. H. Auden’s comment‘{tiaie trouble with ‘The Raven,’ is
that the thematic interest and the prosodic intedesth of which are considerable, do not
combine and are even often at odds,” and furthptags that “The Raven’ remains at best a
curiosity becausdorm and meaningdo not cooperate to raise it to a peak of emotiona
intensity.” Of course, this is to say that the poem’s valase I its effect on the readers, or the
“elevating excitement®Here, Regan acknowledges Poe’s theory describ&@hie Philosophy
of Composition,” where form is said to be intended the ultimateeffect and seems to be
completely separate from the plot or the actual mmgpof the word (such as his choice of
“Nevermore” or “Pallas”). Allen Tate is thus coneed of Poe’s claim, explaining that “[h]is
purpose in laying on the thick décor was to stineusensation® which of course is supported

” o

further by Poe himself in “The Philosophy of Comipios,” “[tlhe room is represented as richly
furnished — this in mere pursuance of the ideas/Ehalready explained on the subject of Beauty,
as the sole true poetical thesis.” (107) The resideperience of Beauty (or true poetry), then, in

other words, the ultimate effect, is the purposthefchoices regarding the poem’s content.

However, it may be perplexing to some to be acdadinwith various plausible
interpretations of Poe’s works where “The Ravensagl to contain metaphors and symbols, and

in turn to be faced with such discrepancy preserifThe Philosophy of Composition,” which,

2 Robert RegarPoe, a Collection of Critical Essaysd. Robert Regan (Englewood Cliffs: Prentice-HE#67) 5.
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apart from the raven being a symbolic figure, seeatsfirst, to deny interpretation. Poe’s
reasoning in the essay, however, seems to expiaptoblem; he claims the poatnescontain
meaning — an “under current.” (109) This way, heeslmot necessarilyefuse underlying
meaning, but still obviously insists on its sulytjéft]wo things are invariably required — first,
some amount of complexity, or more properly, adémta and, secondly, some amount of
suggestiveness — some under current, however migefif meaning.” (109) Again, this seems to
be aimed at the readers’ imaginative activity ahdwss the essay’s emphasis on form. It is
evident that, primarily, the poem heavily relies ssund, for the rhyme scheme is precise and
unwavering, which may be a manifestation of Poléoty of repetition causing pleasure; “[tlhe
pleasure is deduced solely from the sense of igentof repetition.” (104) Hence, to an extent,
the form is the poet’s means of conveying the aurteit is by theeffectsof formalistic aspects,
be it repetition, sonorousness, or rhythm, that ¢batent’s purpose is fully achieved, and
sometimes even determined. Such a theoreticalideceems to be in accord with the emphasis
on structure regarding metaphors and symbols, abd®en discussed in the previous chapter. It is
finally established that the primary focus of theeadlogy behind “The Philosophy of
Composition” is mathematics — as evidenced by épefition, permutations, well-timed rhythm
and a pattern-like structure of the stanzas. Pa@halescribes this in connection with the
psychological aspect, “Poe carried his psychologamd his powerful style subjugating the

reader’s emotions and mind to perfection in histmeanatics of horror’ >

As regards the thematic content, Poe emphasizegdfism of the poem in the essay, as
may be clearly seen in “[s]o far, everything ishiitthe limits of the accountable — of the real. A
raven, having learned by rote the single word ‘Nengre,” and having escaped from the custody
of its owner, is driven at midnight, through thelence of a storm [...].” (108, 109) Even though
it rather seems to be Poe’s justification of thauglbility of the plot and, at first, a denial of a
figurative potential of the content of the poem,biings forth another dimension to the
understanding of reality. Due to the undeniablevizesymbolic qualities of the raven and other
elements in the poem, it may also be read as adnadition of the narrator which ongeemdo
be real or follows plausible patterns of realitytloe development of reality — and may also serve
the purpose of engaging the reader more activehyeMspeaking strictly logically, based on the
text, ties can be made between his claim and thatsof the poem — the raven does seem to be

® Martin Prochazka et alectures on American Literatu(@raha: Nakladatelstvi Karolinum, 2007) 67.
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hiding from the storm, or at least, it is plausilthat it would. Hence, the levels of reality
explored by Poe may be the empirical reality (tleality supposedly perceived by the narrator,
and so an element of subjectivity is introduced}he level of plausibility when empirical reality
is merged with reason and the ideology of matha®sgiresent in the essay. Further, however,
absolute fiction or hallucination is possible, fibe ultimate under-current of meaning is the
psychological sphere, also reminiscent of shorietdike “Ligeia.” The symbolic understanding
of reality, then, is brought forth, serving the pase of unifying these possible realities, as well

as the artist and the reader.

Apart from this notion of reality, however, one miayther focus on what seems to be
Poe’s literary theory permeating through “The Polphy of Composition,” namely, his ideology
regarding the poetic tone and his understandingeafuty. Poe’s judgment of the philosophy of
Beauty and his consequent sensibility regardingpthetic tone do, undeniably, show a level of
intuition, or at least do not, at all, profess angthematical precision as suggested in “The
Philosophy of Composition,” and supported abovehAsstates in the essay, “all experience has
shown that this tone [of Beauty’'s highest maniféstd is one ofsadnessBeauty of whatever
kind, in its supreme development, invariably exxitee sensitive soul to tears. Melancholy is
thus the most legitimate of all the poetical toh€s04) This seems to reflect a certain level of
artistic sensitivity. In this regard, Poe’s doctrimay certainly be traced in his works, especially
“The Raven” and “Ligeia.” Examples include “sorrofer the lost Lenore,” “[l[leave my
loneliness unbrokef”in “The Raven” and “[s]he died: and I, crushedbithe very dust with
sorrow™ in “Ligeia.” The proposed notion of a poetic cartter plot is that “the death, then, of a
beautiful woman is, unquestionably, the most peétiapic in the world.” (103, 104) This may
also be seen in the analyzed works. This is tryeaslly for “Ligeia” and “The Fall of the
House of Usher,” where a woman actually dies, antay be said that such a notion is present in
“The Raven” as well, even though there is no exptieath, only the looming knowledge of it.
These examples would suggest that Poe’s theoreesvali-portrayed in his texts, as well as

support the sincerity of such critical essayseast to this extent.
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Furthermore, the emphasis on the effect which le@s lmentioned in the section on the
formal aspect also brings to light another focuke-state of mind, in the sense that the effect the
language has on the reader's mind is importantiefbee their evoked states of mind are
important, and seem to be Poe’s priorities. Aslie®n pointed out in the previous chapter, Poe’s
use of language evokes fear, mystification, sueprimelancholy and sadness (which may
possibly be linked to the experience of true potgaling, according to Poe). Poe usually most
often manifests this by using the environment amdosindings, such as nature or buildings, as
well as the weather — and sometimes by the usatbepc fallacy, as Maurice Beebe mentions,

“[tlhe storm outside the window reflects the stosithin Roderick’s mind.®

Finally, “The Philosophy of Composition” shows dmet true correlation with Poe’s
works, which is the circumscription or enclosurespaice. The true reasons for this technique
may be different from his explanation in “The Pkiphy of Composition,” but the link remains.
Poe’s setting is almost always detached, whichnagaipports the interpretation that it is
somehow representative of the mind or the psychacdbgvorld. An exception in the relevant
selection of works may be “William Wilson,” whereet setting is more accurately specified and
is placed within the context of the real world (Baample, “at Vienna, too — at Berlin — and at
Moscow!” or “my admonisher at Eton — in the des&ogf my honor at Oxford, - in him who
thwarted my ambition at Rome, my revenge at Pamigs passionate love at Naples, or what he
falsely termed my avarice in Egypt [..}%. However, this may be due to the autobiographical
tendencies of this particular short story (suggebte Scott Peeples, “ ‘William Wilson’ contains
more autobiographical references than any otherligl Poe, including the birthday shared by
Poe and Wilson [...J"%), and Poe’s way of representing space by encldsigeen at other points
within the story, such as the interior of the sdhas in “a high solid brick wall, topped with a
bed of mortar and broken glass, encompassed théewhFbis prison-like rampart formed the

limit of our domain.*?

On the other hand, “Eureka” is a complex piece oting (which Poe wishes to be

considered a poem, even though it is written ins@yp dealing with metaphysics and the
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philosophy of the creation of the Universe. Moregfically, as opposed to “The Philosophy of
Composition” where the primary structural pattesnmathematics, “Eureka” again seems to
remind one of an exact science — physics. Thiaggeastive of Poe’s tendency to approach poetry
as a scientific discipline, as Prochazka expldififie final impression the work of art makes
[...], but also its other aesthetic qualities [...]Jukdrom analytical and purposeful use of artistic
procedures. [...] In this way, the poetic principcbmes an alternative to ‘science’ [..}{. The
primary theory described throughout the essay & dbntraction and the expansion of the
Universe, in the pattern moving all particles todgarabsolute unity before the consequent
disintegration, as Poe puts it, “with a thousand-felectric velocity, commensurate only with
their material grandeur and with the spiritual p@sof their appetite for oneness, the majestic
remnants of the tribe of Stars flash, at lengttg amcommon embrace. The inevitable catastrophe
is at hand.** As with “The Philosophy of Composition,” one mayd various connections to his
writing — for example, his highly emphasized notafnUnity. Formally speaking, several of his
stories, but mainly “The Fall of the House of Ush&inction as a unified whole, which may also
be found in “The Raven,” a very formally unifiecepe of writing (already the stanzaic structure
with the unifying repetitive “Nevermore” show thidflaurice Beebe explains the Unity present
in “The Fall of the House of Usher,” stating thiatis a nearly perfect illustration of Poe’s theory
of totality. That there are no collateral linestbeé Usher family, [...] that there is a barely
perceptible crack running from roof to base of tloeise [...] contribute to the single effect [...]
and play a part in the final catastropfigUnity is most probably the most prominent aspéct o
the essay and there are numerous examples of iit i8sclaimed by Poe, “the stellar bodies
would finally be merged into oné®and “all matter is, as | suggest, now returninggmriginal

nl7

Unity.

The theme of doubling discussed in the previouptehanmay also be incorporated into
this analysis; it is debatable as to what shoulgdreeived as doubling in the sense of splitting,
and what as unifying. For example, William Wilsondahis alter egoare treated as separate
entities, as “two” parts of one mind. However, faet that they are essentially “one” William
Wilson is a unifying element. It is difficult to &blish whether in the act of killing his
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conscience, William Wilson unifies with any part leis mind. It seems that it is not a true
example of unification, but rather, becoming “ongrdposed in the previous chapter as possibly
symbolizing the mystery and ambiguity of one’s induality. The disruptive element here is that
in becoming “one,” William Wilson does not beconeoiplete” — on the contrary, he becomes
depraved and incomplete. This, perhaps, is Po@®dstration of the dissolution of the Universe
— the opposite of what things should be like (dr,ocder), the opposite of his view of the
Universe. In “The Fall of the House of Usher,” thleeme is visible in the Roderick-and-
Madeline dynamic, where two individual twins are gswseparable that they must die
simultaneously. This act of simultaneous deathusifying principle. As Allen Tate states, “[the
twins’] very birth had violated their unity of bgnThey must achieve spiritual identity in mutual
destruction. [...] central dramatic situation, whichoves towards spiritual unity through
disintegration.*® Similarly, the relationship between the narratod ahe Usher twins may be
considered unifying, for, if the twins are to b&dn as parts of the narrator’'s mind, then the act
of the narrator visiting them is, in fact, a persamind reuniting itself with its other parts. Here
too, is a disruptive element; following the uniticem of Roderick and Madeline (the unification
in death), the house collapses. Tak of the house is by no means a unifying elemenwéder,

it may serve the purpose of further demonstrating’$ principles. His theories regarding the
Universe are not purely unity-oriented. The proagfsanification is alternated with the process
of radiation of particles — in other words, a mdssntegration of atoms. Once Roderick and
Madeline unify, the house itself must be disintégnlaPoe explains this in “Eureka,” “the ‘state
of progressive collapse’ is precisely that state/imich alone we are warranted in considering All
Things; [...]” and “ ‘The tendency to collapse’ arttié attraction of gravitation’ are convertible

phrases

Another ideology which may be researched in theka/@g the gradual loss of individual
identity and the tendency towards a collective camsness. In “Eureka,” Poe explains this
rather towards the end, “[t]hink that the senséndividual identity will be gradually merged in
the general consciousne$8.This may mean that the stories are to be undetstmversally,

rather than taken at face value for what they seebe about on the surface, and supports the

8 Regan 45.
19 poe Eureka9s.
20 poe, Eurekal0s.
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idea that the characters are, in fact, metaphoricadt real individuals, but representative of the
states of mind occurring in all human minds.

Lastly, an issue Poe mentions in “Eureka” is thtae“Body and the Soul walk hand in
hand,* further emphasized in “[h]ere, then, as everywhere Body and the Soul walk hand in
hand.?? This, of course, may have several implicationsr Example, it supports the
interpretation that the house is also a “body” thee “mind” or the “soul” dwelling inside — as
explicitly suggested by the “Haunted Palace” poategrated into “The Fall of the House of
Usher.” In other words, it supports the allegorical metaphorical reading of the text.
Furthermore, it emphasizes the presence of theisdhke human being. As Davidson explains,
“[Madeline] returns from the coffin and in one caisive motion brings her brother to his death:
the body and the mind thus die togeth@rFurthermore, Davidson also mentions William
Wilson, stating that Wilson “must destroy an essemtart of himself, his soul or spirit” This
may be expanded in the sense that, because of Bmgsy of the Body and the Soul being
inherently inseparable, destroying one may necidggsanote destroying the other. In this case,
the alter ego’s words, “[ijn me didst thou exisérd, in my death, see by this image, which is
thine own, how utterly thou hast murdered thys&lfare meaningful and coherent, but
Davidson’s notion that the death is necessary fisd's survival is less valid (the act of killing

his alter ego is depicted as destructive rather beaeficial).

Both essays may be analyzed individually, in teoh&oe’s writing, as has been done
here, and connections are found; evidence of Rbetretical doctrine is seen applied to actual
texts. Nevertheless, it is necessary, in ordenttetstand the true dynamic of these two essays, to
focus on the development of Poe’s literary thoulgit generally speaking, juxtaposing and
comparing them critically, whence “Eureka” has beeitten much later and at the very end of
his life. The general development, then, may bd saibe from the pattern of mathematics to
physics, as the essays reveal. It is not onlydh@ of his works that is molded into the structural
framework of these sciences, but also the symlamict expressive attributes. In “The Philosophy

of Composition,” Poe is deconstructing the processreating “The Raven,” and evidently

1 poe Eureka54.
2 poe Eurekab3.
% Edward H. DavidsorPoe, a Critical StudyCambridge: The Belknap Press of Harvard UniveiRiess, 1957)
198.
24 Davidson 199.
?® Poe 578.
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focuses on structural elements, as has been desbusenorousness, repetition, rhythm — in
connection with the various effects of these eldmeon the symbolic value and the
expressiveness, as regards the reader. The sc6pkreoPhilosophy of Composition,” then, goes
beyond simple formalistic structure, by taking irdocount the effects that touch upon the
imagination of the readers, by acknowledging thetigotone and the true poetical thesis.
However, by including symbolism in his descriptiohcreation, he does not digress from the
sphere of mathematics by a significant amount, ambducing “Eureka” seems to be a
fundamental act in his literary theory. Using plegsas his structural framework allowed him to
include many more levels of artistic creation thame of mathematics did; the element of
imagination and the workings of an artist's mindheTUniverse in “Eureka” is compared to the
artwork, the notion of the contraction and expamsdb the Universe being equivalent to the
abovementioned poetic imagination, as may be seéa principle was discovered sufficient to
account, physically, for that final, universal aggkeration which, | repeat, the analogical,
symmetrical or poetical instinct of Man had predsieed to understand as something more than
a simple hypothesis’® or “let us say, rather, in indulging a hope — tts processes we have
here ventured to contemplate will be renewed faremed forever, and forever; a novel Universe
swelling into existence, and then subsiding intahimgness, at every throb of the Heart

Divine?"?’ Prochézka explains this theory of imaginationtisggthat:

[the collapse of the universe and the return todtiginal particle] of course means annihilation,
but the end is already predetermined in the beggnBecause of this, Poe calls the universe
‘God’s plot’, and compares its pulsation with theogess of artistic creation which repeats,

according to Coleridge’'8iographia Litteraria (1817), divine creation in the finite limits ofeh

work of art®®

It finally seems to be evident that “Eureka” is @ssay where Poe largely elaborates on
his formalistic approach of “The Philosophy of Camgpion” and includes the mathematical
level, as well as the abstract artistic imaginatibuaesign to speak of the Physical, Metaphysical
and Mathematical — of the Material and Spiritul Such tendencies to include that necessary
part of artistic creation may be noticed in “Theal®ophy of Composition” in Poe’s explanation

of the poetic tone and the phenomena of Sadnes8eaauty, but it is evident that the realm of

% poe Eureka9?.
27 poe,Eurekal03.
28 prochazka et al. 73.
2 poe,Eureka?.
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mathematics does not offer the optimal framewothke Essay’s title “Eureka” may signify the
epiphany that it is not mathematics, but physichjctv can accommodate this metaphysical

element regarding the true creation of art.

Despite the possibility of their lack of authertiycithe two critical essays have been
shown to provide an enlightening perspective onatiedyzed works, all the more so because the
same writer has composed them. They both reveasnitiating literary theories that often are
evidently present in the short stories and “The érRdl and offer new interpretations and
explanations based on Poe’s literary views reggrtia works’ formal aspect, as well as content.
Greater understanding of Poe’s works may be actlibyebecoming acquainted with the higher
structural framework that seems to be behind an@rxt Poe’s short stories and poems — the
mold according to which the works are created,uthéerlying foundation upon which, it seems,
Poe built them. Comprehending Poe’s deeper philisapand literary theories furthermore aids
one to more accurately interpret and appreciatenteéaphorical and symbolical aspects so

frequently and skillfully used throughout his warks
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5. Conclusion

Although Poe is one of the most well-known writdrs,is not often explored in terms of
literary theory, despite his rich use of metaplard symbols. The importance of these devices is
not only figurative, and thus, in Poe, obviouslywcected to psychological elements, but also
structural, serving the purpose of unifying thecpieof writing with a higher framework of
literary theory. Upon first reading, Poe’s work nmsgem to be nothing more than a horror story,
but it has been shown that, rather, it involvesoaglex structure of precisely calculated
language, images and figures that are focused single effect. In poetry, that ultimate effect
would be one of experiencing Beauty — by variousmsethat, to many readers, may remind of
horror. Poe’s short stories function similarly, kaften times, they tend to be even deeper in
terms of structure, especially one that involves gilot and the figures. A primary short story of
that sort is “The Fall of the House of Usher,” wdéine problems and issues regarding allegory
and, connected with it, the idea of unity, doublemgd splitting, and ultimately, the sphere of
psychological implications, is so complex that, whexplored, reminds one of a self-enclosed
Universe (or some such existence). This, in tuhiftssfocus to the theoretical works of Poe,

especially “Eureka,” where such a phenomenon dged, the essence of artistic creation.

Analyzing Poe is a unique opportunity, because y¢higrg seems to be, as explained
above, inter-connected, and discussing the topimetaphors and symbols provides as much
insight into the works themselves as into the thcal essays. It has been shown in this thesis
that metaphors and symbols themselves are vastciudngjeas which may be approached from
many perspectives — but are, above all, deeply exded to communication, the human mind,
understanding and imagination, as regards the utsnguage. Psychology, then, is one of the
primary concerns. Poe, as has been discussedmggaghors and symbols to increase the depth
of his work — it allows for the use of contrastsually those connected to the mind, such as
reason and non-reason, and the exploration ofdpehe, especially by the use of metaphors and
allegories. It has been established that Poe’suémeigallegories are those of the mind, mainly
represented by buildings and their interiors, baedain amount of increased depth is added by

the Poesque elements of doubling and splittingptleg the complexities of his works.
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“The Fall of the House of Usher” has been explotedthe greatest extent, for the
Roderick-Madeline and Roderick-narrator dynamiespecially potent. The allegory of the mind
may be discussed as regards the house, as wélé aharacters and, of course, the rooms, and
even the plot has been deconstructed with thealeigken into account. The theme of doubling
and splitting is richly portrayed, due to precistails, such as the tarn, the fissure on the house,
the term of “House of Usher” and, especially, tbke rof the narrator, Roderick and Madeline in
the context of the story. It has been discussetthigge is a significant split of the psyche, and
Poe skillfully depicts this by metaphors, suchtesftssure, as well as by the differences between
Roderick and Madeline, who may represent reasonpasdion, or perhaps the conscious or
subconscious mind. There has been noticed a |ldvelmbiguity as regards metaphors and
symbols, as several images are closely tied to eljamh, and the complexity of several
metaphors and the structure of the short story ettslow the story with a strong symbolic layer.
Moreover, with consideration of “Eureka,” the pistespecially intriguing, for the dilapidation of
the house following the dying embrace of Roderioll Madeline becomes significant also on a
theoretical level, functioning in accordance withe® notion of the workings of the Universe
and human imagination: the constant process ofcatibn and disintegration, or the contraction

and expansion of matter.

Logically following this story, “Ligeia” and “Willam Wilson” have been explored, for
they share the primarily allegorical reading of &TRall of the House of Usher,” as well as the
heavily incorporated theme of doubling. They alseafly involve the psyche — aspects such as
obsession in “Ligeia” and the conscience in “WitiaVilson” play an important role and show,
to a great extent, Poe’s interest in the topic ®fcpology. The theme of doubling has been
explored more deeply, revealing differing approacheigeia’s and Rowena’s doubled, but
mutually exclusive, existence in one body due ® pbwer of suggestion of an infatuated and
obsessed mind, revealing a more allegorical depictas opposed to the abstract doubled
existence of two parts of a single mind which egnvith it a symbolical interpretation based on
the connoted idea of the mystery of one’s individya“The Raven” has been analyzed last due
to its versed form, as well as its slightly diffeteeading; it has been explored and established
that due to the symbolical ambivalence of the raube poem cannot be read allegorically.
Furthermore, its rich contrasts and psychologieglets (such as longing and self-torment),

especially achieved by symbols, have been discussed
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Lastly, Poe’s theoretical pieces have been ackriyel@, and connections have been
made between them and his works — for example,eziesrsuch as the topic and understanding
of Beauty, the emphasis on form and the formalistheme and the subsequent portrayal of
metaphors and symbols, as well as the focus oy and the depiction of Body and Soul through
the metaphor. Finally, a comparison of the twoicaltessays has been attempted to trace the
development of Poe’s critical theory, and it may sfaemised that sciences are the major
frameworks underlying the structure of his worksmathematics and physics, specifically.
Mathematics is especially evident in “The Ravend dine process of creation according to this
doctrine is analyzed in Poe’s “Philosophy of Conitias.” “Eureka,” on the other hand,
discusses a wider range of artistic creation, uiiegscientific study of physics, to involve not
only accuracy, but also imagination. It may be siéeaugh this thesis that the scheme of Poe’s
work is buried in complex and intriguing ideologiesd the structure and purpose of his works is
more meticulous and deliberately calculated thay atdirst seem apparent. Critically speaking,
it is a path from formalism to a theory encompaggimt which formed the main topic of his

works; the human mind.
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Summary

Tato bakal#ska prace pojednava o tvéredgara Allana Poea, jednoho z nejzgigich
spisovatal amerického romantismu. Cilem jetupkum jeho uziti metafory a symbolu v
souvislosti s duSevnimi stavy, tedyigpby Poeova zobrazeni duSevnich &tako jsou rozum,
cit, touha, strach a tiza, Silenstvi nebo posedlost. Prace za&r@k®uma Poeovu tvorbu v rdmci
literarni teorie tykajici se jak metafory a symhotak Poeovy vlastni teoretické doktriny.
Metaforika a symbolika jsou vyznamné rysy Poeowyrlty a vztahuji se k mnohym dalSim
prvkam jeho &l. Bakal&ska prace rozebird toto obsahlé téma —¢rajmm se zejména na jeho
souvislosti s tématem psychologie (metafory a syynlpFedstavujici¢i vyvolavajici tizné

duSevni stavy) a analyzuje ulok¥glto figur v kontextu aktuélnich text

Prace se&leni na fi ¢asti; prvni kapitola pojednavéa o literarnich tedritykajicich se
metafory a symbolu. Jde o seznameni se s definiaeonblizSi popiséchto figur, nap pojeti
symbolu a jeho hlavni rysy (tj. inherence vyvolagitédstavy nebo abstraktndegstavovano
né¢im hmatatelnym)Cast této kapitoly je takéémovana psychoanalytické literarni teorii, tedy
vztahim metaforiky a symboliky k poddomi a nevdomi ¢ten&t. Diskuse zahrnuje i pojeti
reality v ramci literarni tvorby, coz je vhodné & problematice metaforiky a symboliky, kdy

se hranice mezi realitou a fantazii stavaji nejasny

Nasledujici kapitola se zafiuje na Poeovy texty, tedy na povidkgnik domu Ushei,
LigeiaaWilliam Wilsona znamou baseHavran Jejich analyza se vztahuje Kgadim metafory
a symbolu, tedy k figuram, které Poe hojwyuziva a které prot@asto plni dlezité ulohy
v ramci dila. Hlavnim cilem rozboru je zjistit zahi rozdily v implementacgc¢hto figur ve
vybranych dilech, n&prozsah vyskytu metafory a moznost alegorickérjpmegace a dale rozbor
symboliky a jeji vliv na eventudlni alegorickouanpretaci dila. Saiasti této analyzy je také
poeovsky prvek dvojnictvi, ktery se wiznych formach objevuje ve vSech povidkach
zkoumanych v této bakakkeé préci.

Jako prvni je zkouméana povidkanik domu Ushex; kde je zjiS¢na komplexni struktura
jak povidky samotné, tak metafory a symbolu. Nejekp¢jSi alegorie je samégjme vlioZzena
basaé Strasidelny zamelkde je palac vniman jako lidska hlava (hagkna jsou &i, dvere jsou
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Usta apod.). Hlavnim za&mem této alegorie je nas#m celkového smyslu povidky, protoZe ten
je v basni zdrazren explicitnosti alegorie. Je zde alegoricky popséadil mezi rozumem a
Silenstvim, ¢ehoZz Poe dosahuje popisem nejprve jasnych okerychudveéi a celkového
vnitiniho klidu tohoto paladce a nahlou pr&rou v naopak ruda oknagp a vnitini chaos. Tato
bas& navic symbolizuje Silenstvi Rodericka Ushera, delo je jejim autorem. Poe podabn
uziva Roderickovy maigké a hudebni tvorby, ktera jetlivsvé iracionali¢ a nepedstavitelnosti
podivhd az hizostraSna. Tyto detaily nastiji koneny vyvoj povidky, kdy Roderick zesili.
Komplexita povidky zde ovSem nekonPodobg jako v Rodericko¥ basni, i skutény dam
Ushefi pripomin& lidskou hlavu (afp je uzita analogie okna a oka). Tentokrat pogesskji
odkazuje na Rodericka Ushera zejména uzitim metafdera oznéuje plisé na dong jako
paviinu (nebo obdobnou i a sodasnym tvrzenim, Ze Roderickovy vlasy strukturouétak

ptipominaji sf nebo jinou takto strukturovanou tka

Vzhledem ktomu, Ze ol je srovnavan s si podobou hlavy, byl vtomto &te
zkouman takeé interiér. Uviiilomu se nachazeji temna zakouti, jejichz popigpeiiaji vnitku
mysli. NejzajimayjSi ovSem jsou postavy, tedy Roderick a Madelineddsvi. Protoze je jejich
vyznamova funkce veliceutkzita, je vhodné it, jakym zpisobem je m&ten& interpretovat.
JelikoZ se nachéazeji uvhinetaforické mysli, je prawgodobné, Ze igdstavuji roz§penecasti
psychiky. Analyzované moZznosti rogseni jsou nap rozum a cit, kdy Roderickipdstavuje
spiSe rozum (a tedy i jeho krizi, nagtiou ve vloZzené basni a na konci samotné povidky) a
Madeline cit, pedstaveny zejména zvySenym vyskytem ¥asn jeji pritomnosti (nap
Roderickiv pl& nastupuijici po jejim gchodu mistnosti). V tomtofipad® povidka implikuje, ze
hrdinovo Silenstvi je Zjsobeno potkenim citové stranky jeho psychiky. DalSi mozna
interpretace je, Ze Madeline méegstavovat podidomi, jelikoZ se objevuje spiSe v tefjiich a
mére navsEvovanych ¢castech domu a Kdi jejimu vzacnému vyskytu dbec. Roderick by
v tomto gipac byl spiSe alegorii &domi, protoZze on jedné s externim prvkem — vygrem.
Spojena s timto pojetim alegorie je interpretaeeRde odkazuje na Freudovo réleti psychiky
naid, ego a superego Umo#iovalo by to alegorizovat také vyprase, ktery by pedstavoval
superego Roderickego a Madelineid. V tomto ohledu je vyznamné piddeni Madeline, které
provedl sam Roderick, coZ implikujeédomi potl&ujici podwdomi. Nicmés, dilezité je
zejména toto alegorické rozpeni lidské psychiky, prokazujici Poeovy literasghopnosti v

souvislosti se zobrazenim psychologickych frvk
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V rdmci této povidky je takéatezZité téma dvojnictvi. Roderick a Madeline jsowgata,
ale to neni jediny ifjpad dvojnictvi; Roderick atan jsou stejs tak zdvojeni, podolkijako
vyznam fraze ,House of Usher" (tj. rodokmen Usharzarové jejich skutény dim). Dale je
dim zdvojen svym odrazem v jezirku a rélmth na d¢ casti diky prasklia. Toto mize
odkazovat na konflikt psychiky odehravajici se tivdbomu (tj. hlavy), ale rodokmen Uslige
zarover degenerovany Kili nerozwtvenym generacim, coz symbolizuje spiSe pad strykdu
fadu. K tomu také dochazi na konci povidky, kdylagesny dim rozpada. Je tedy zj&to, ze
tato povidka ma iwezity symbolicky podtext, poukazujici na jeji koleitu a mnohovrstevnost

jak vyznamovou, tak v ramci literarni teorie.

Ligeia nasleduje poZaniku domu Ushér hlavre protoZze rovdZz obsahuje motiv
dvojnictvi, ktery se zde aktualizuje také zejméngkanci, podob&jako vZaniku domu Ushéy
kde Madeline a Roderick umiraji ve sjednoceni (smdtupuje po jejich vzdjemném objeti). V
Ligeii je toto obdobné;éto mrtvé Roweny, ktera je pravym opakem Ligeii (haRowena je
blondynka, Ligeia tmavovlaska), se postéipmeni ve zjeveni Ligeii. Toto postupnégvilovani
je dikazem dvojnictvi Roweny a Ligeii a zargvpoukazuje na alegorické pojetchto Zzen; jev
ma totiz gedstavovat vypraxtv duSevni stav posedlosti a zjeveni Ligeii (a moznji
celkovou existenci) Ize chapat obrazrZjeveni Ligeii, je-li pouze obrazné, poukazuje na
vypraw¢ovu schopnost vsugerovat si tutdegstavu dsledkem své posedlosti touto Zenou.
Ovsem, ma-li Ligeia byt chapana obré&zncelé povidce, je mozné vydiit si jeji postavu nejen
jako alegorii posedlosti, ale také jako alegom@icionalni touhy po dokonalosti (Ligeia je totiz

vyprawcova [Fedstava absolutni bezchybnosti — je jeho ideal&sylir

Posledni zkoumana povidka\jlliam Wilson kterd obsahuje zvlastni typ dvojnictvi, jez
explicitné¢ odkazuje na téma psychologie; hrdina je totiz pelvore svémalter egy které je
nejprve chapano jako druhffoveék s vlastnostmi podivh shodnymi s hrdinovymi, aleébhem
vyvoje povidky a zejména na konci je odhaleno, izgnyl William Wilson je sotiasti psychiky
prvého, nybrz sscdomi. Poe tohoto odhaleni dosahuje koyen duelem obou Williarin kdy se
William Wilson po smrtialter egavidi v zrcadle se zabodnutym nozem — je tedy jagZaése
jedna o sebevrazdu. Obraznost je zd& gpznamna, jelikoz pravdiky obraznosti postav (nebo
pouzealter egg se nemusi jednat o skdot®u sebevrazdu, ale o sebevrazdu moralni, protoze
William Wilson timto zabil své s\domi. Ol postavy zde mohou fungovat jako alegatéeti

psychiky, kdy skutény William Wilson je alegorii freudovskéhm, portvadz jeho zpisob
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mysSleni aciny vypovidaji o absenci gdomi a touzeinit zlo nebo reagovat na pohnutky
podwdomi. Druhy William Wilson by tedy fedstavovalsuperego které ma korigovat lidské
podwdomi diky vlivim spol€nosti a moralce. Vyznamna je tedy kon& sebevrazda, kdg
vitézi nadsuperegemZpisob implementace této alegorie je v povidce ovSddstni podstata
samotné sebevrazdy (William Wilson ktesgzabil, kdyz se zbavil svého &omi) a vykazuje o
jisté mie symboliky: nybrz o tajemstvi, komplexi hloubce lidské osobnosti. Alegoricky

vyklad této povidky tedy neni zcela jednoama

Basaé Havran v ramci této bakatdké prace slouzi hlagnk porovnani s povidkami a
kritickym esejemFilosofie basnické skladbktery na tuto baseodkazuje. RestoZze obsahuje
metaforickd zobrazeni (np havranovo klovani hrdinova srdce, reprezentujgpiSe
destruktivnost nostalgickych vzpominek a nesnestébuhy po zesnulé Lenore), basesebou
také nese sithambivalentni symboliku. Havran je symbolem zlavgoauje se za zlé znameni) a
absence rozumu. Poe tohoto dosahuje uzitim koajnaag. umistnim havrana na bustu boléyn
Pallas (Athéna), kter4 je naopak symbolem moudr@siSi kontrast je zabarveni této busty
v porovnani s havranem, tedy bilacarnd barva, aft symbolizujici dobro a zlo. Poe timto
sdruZuje pojeti rozumu s bilou barvou a dobremapala havrang&erné barvy s absenci rozumu
a zlem. Na druhou stranu, zobrazeni havrana takeél&ya mytus Prométheaisledkem jeho
metaforického klovani hrdinova srdce. Havran jeed@ociovan s proroctvim, jelikozZ jej takto
hrdina vnima. Toto proroctvi sicettte byt zlé, ale hrdinovy nekotrgé otazky, pestoze zna
havranovu newnnou odpo¥d ,jiz nikdy vice,” zarové implikuji citové sebetyrani.
Abstraktnost havrana tedyude byt vysoka, jelikoz cely rozhovor s niniize byt pouze vyplod
hrdinovy fantazie aisledek duSevniho stavu vyvolaného smrti Lenore. isahentni symbolika
ovSem znematilje alegorické pojeti havrana a spiSe odvra¢tgadovu pozornost k formalni
strance basna temnému stu podwdomi. Diraz na formalni stranku je silny, protoZze Poe
pouZiva pesné metrum a neockjay rym, gipominajici zéikavani. Uzitim této metody basnické

skladby vytvédi jednotny, mnohovrstevny celek a jistou harmonii.

Posledni kapitola pojednava o Po&dierarni teorii nastigné v jeho kritickych esejich
Filosofie basnické skladbg Euréka Interpretace vychazi z rozliiov predchozi kapitole a
porovhava Poeovy teorie sjeho dily, tj. @jie, do jaké miry Poeova dila odpovidaji jeho
teoretickym nézdmm. Nasledova se oba eseje porovnavaji a timto se posuzujévPogvoj

vramci literarni teorie. Ve-ilosofii basnické skladbye zZetelny diraz na formalni aspekty
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basnické tvorby, ifijpominajici matematiku. Podle Poea je ¢ekazdacast skladby basn nag.
vybér slov, odivodreéna formalé (tedy z hlediska zvuku, délky nebdizvuku slova nebo
nékterych jeho slabik). Kéi témto radikal@ formalistickym nazarm vSak mnoho kritii tento

esej vnim4 jako ne zcela pravdivé zobrazeni Poétzofie; toto je ovSem obtizné zjistéi
dokazat. Esej nicmémenicisté formalisticky, jak by se na prvni pohled mohlo zgélikoz Poe
vychézi také z wezitych tematickych rys — smutku spojeného se smrti krasné Zeny. Jeho
matematicky strukturni rAmec ani nevynechava vyzbasg; ten ma byt vzdy iitomen jako

podtext, & uz se jedna o explicitni nebo skryty vyznam.

EsejEuréka ktery Poe napsaésné pred svou smrti, pojednava o metafyzice a ignb
Vesmiru a zaroue nastiuje rékteré jeho nazory na osobnost, existenci duSe aidkds
imaginace, srovnavané s nekdmgm fyzikalnim procesem Vesmiru, tj. rozpinanim a
smr&ovanim hmoty. Draz je kladen na pojeti jednoty a na proces nekwte nutkani hmoty
splynout v jedno, nez se hmotagbpoztisti na mnoha@éstic. Mnohé v tomto eseji se vztahuje
k rysim nag. Zaniku domu Ushér kde se smrt Rodericka a Madeline acssny rozpad domu
timto stavaji vyznamnymi. Po jejich splynuti ohjethasleduje jejich smrt a zanik domu, tedy
roztisteni této jednoty — stefntak, jako je roziStna hmota popsédnakuréce Dale se v eseji
objevuje prvek hmatatelnéh&ld a abstraktni duSe, coz je jedno z hlavnich tdfoabvy tvorby
— naff. mnohé alegorie psychiky poukazujici riégmnost abstraktrifasti lidské existence a jeji
splynuti s fyzickym d¢lem. Tato mySlenka se zardvegztahuje k fungovani basnické imaginace,
které Poe tolik nerozebiral ¥galchozim esejrilosofie basnické skladbyle které se jevi jako
nezbytné v rdmci doktriny uttecké tvorby. Je wezité si povSimnout, Ze v obou esejich Poe
pouziva vyssi strukturni rdmec exaktnichd vk vyswtleni metody urdlecké tvorby, ale
vzhledem k pdebs zahrnout i procesy imaginace je ramec fyziky viigg&innez matematicky.

Lze tedyxici, Ze vEurécese timto snazitpkonat formalisticky ramec svégquichozi teorie.

Bakal&ska prace celkavanalyzuje Poeovu tvorbu se z&snim na metaforu a symbol a
jejich dasledky na zobrazeni duSevnich stav souvislosti s Poeovymi teoretickymi nazory i s
modernimi a satasnymi pistupy k problematice metafory a symbolu. ¥ylednotlivych ¢l
umoznil Siroky nadhled do Poeovy tvorby, jelikoz malje jak povidky, tedy prozu, tak poezii a
kriticky esej. V ramci Poeovychétbyl mezi metaforou a symbolem zjitslozity vztah, ktery
tyto figury mize ¢init navzajem se vykujicimi nebo naopak daofljicimi se, coz ma za

vysledek komplexni strukturu dila a jeho vyznamu.
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