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PREFACE

This study is concerned with the analysis of the artistic control
exhibited by Saul Bellow in his metaphorical use of imagery in his most

recent novels—--Herzog, Mr. Sammler's Planet, and Humboldt's Gift. The

primary objective is to show how four types of images compare man with
his experiences and reveal chafacterization.

My study of Saul Bellow was initiated under the exceilent teach-
ing of Dr. Clinton C. Keeler, my major adviser and the first director
- of my doctoral committee. The kinds of encouragement and the intel~
lectual stimulation given by this fine man caﬁnot be summarized, but
they will forever be a part of my equipment for scholarly pursuits and
my pleasure in my work.

I wish to express special appreciation to Dr. Mary Rohrberger,
who, as a member of committee from its beginning, read early drafts
and made fruitful suggestions, and then, after Dr. Keeler's death,
became my director and major adviser. Her helpful guidance and sup-
port have been immeasurable. I also appreciate the assistance of the
other committee members, Dr. Theodore L. Agnew, Dr. Jane-Marie Luecke,
Dr. William Mills, and Dr. Gordon Weaver.

I appreciate the resources of the libraries and the helpfulness
of the library personnel at Oklahoma State University and Phillips
University, the professional encouragement given me by my colleagues
at Phillips University, and the continual patience and accuracy of

my typist, JoAnn Wandke.
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Finally, the help of my husband, Homer W. Fortsom, through all

stages of this study has made it possible.

iv



TABLE OF

Chapter

I. FINDING THE NEW SELF . .

II. BEAST IMAGERY AND METAPHOR

Introduction . . .
Herzog . . . . . .

Mr. Sammler's Planet

Humboldt's Gift .
Conclusion . . . .

CONTENTS

ITI. DISEASE-DEFORMITY-CANNIBALISM IMAGERY AND METAPHOR

Introduction . . .
Herzog . « . « . .

Mr. Sammler's Planet

Humboldt's Gift .
Conclusion « « . .

IV. MOVEMENT-WEIGHT-IMPRISONMENT

Introduction . . .

Herzog . . . . . .

Mr. Sammler's Planet

Humboldt's Gift .
Conclusion . . . .

V. VISION IMAGERY AND METAPHOR

Introduction . . .
Herzog . . . . . .

" Mr. Sammler's Planet

Humboldt's Gift .
Conclusion . . . .

VI. THE NEW MODERN . . . . .

A SELECTED BIBLIOGRAPHY . . . .

Page

18

18
19
31
41
56

60

60
61
74
82
94

97

97
98
114
128
147

149
149
150
164
175
195
197

214



CHAPTER T
FINDING THE NEW SELF

Through the characters in his novels, Saul Bellow gives readers a
way to affirm life, "without strained arguments, with a spontaneous mys-—
te?ious proof that has no need to argue with despair."l Bellow's con-
sciousness of the complex experiences of the human race and his literary
art have refined the textute of his writing and enabled him in his fic-
tion to give a rich image of contemporary man. His concern that writers
represent man truthfully has resulted in statements about characteriza-
tion and in a strong portrayal of man and the human situation through a
variety of images and metaphors in his own novels. Critics have shown

the power of the imagery in his first five novels--Dangling Man (1944),

The Victim (1947), The Adventures of Augie March (1953), Seize the Day

(1956), and Henderson the Rain King (1959)--and in his earlier short

fiction. Bellow continues to capture the complexity of man in his next

three novels—-Herzog (1964), Mr. Sammler's Planet (1969), and Humboldt's

- Gift (1975)--through his increasingly rich use of imagery and metaphor.
Quotations from Saul Bellow as early as 1954 show his long-held
concern for truthfully representing tﬁe experiences of man and man him-
self. Bellow writes of the deformity of perception one learns about in
the course of writing a book: '"'One learns in the first place how hard it
is to get people to pay attention to others in their full complexity.“2

A part of the reason for this, he says, is that most men present



themselves to the world through only a few simple attributes and the cre-
ation of a "surface easy to characterize and to understand'; man's '"real,
complex existence'" (101l) occurs beneath that surface. A whole system is
developed that stands between an act and any response to it in human re-
lationships, and the functioning of this system is seen as '"normalcy."
That system, Bellow says, "loves abstractions, of course, and is not
friendly toward the imagination" (101); the author must consider this
situation if he is to present the '"various faces of reality" (101).
Twelve years later, Bellow reiterates: "We must leave it to the imagina-
tion and to inspiration to redeem the concrete and the particular and to
recover the value of flesh and bone."3
Speaking about the future of the novel, Bellow recognizes that D.
H. Lawrence, of all modern writers, is the most opposed to surface de-

piction of character.4 Lawrence's defense of his view of character and

its representation comes from the time of the writing of The Rainbow:

You mustn't look in my novel for. the old stable ego of
character. There is another ego, according to whose action
the individual is unrecognizable, and passes through, as it
were, allotropic states which it needs a deeper sense than
any we've been used to exercise, to discover--states of the
same single radically unchanged element. (Like as diamond and
coal are the same pure single element of carbon. The ordinary
novelist would trace the history of the diamond--but I say,
"Diamond, what! This is carbon!" And _my diamond might be

coal or soot, and my theme is carbon.)
Walter Allen, in his history of the English novel, notes Lawrence's con-
cern for "the seven eighths of the iceberg of personality submerged and
never seen, the unconscious.mind, to which hebpreaches something like
passivity on the part of the conscious."6 In addition to his concern
for more than the social man, Lawrence's concrete imagery suggests his

recognition that the submerged or unconscious part of man's personality



must be represented concretely.

Bellow agrees that '"the old ways of describing interests, of de-
scribing the fate of the individual, have lost their bower," but that
"The imagination is looking for new ways to express virtue."7 What is
needed for the novel to recover and to flourish, he says, is to discover
the "new ideas about mankind" that exist and expréss them, not as mere
assertions, but "in flesh and blood.'"8 He feels that although the old
idea of the Self has been completely debunked, theré are not yet good
answers to the questions of what man is, but that the mystery of mankind
increases. It does not grow less even though various styles in
literature are discarded.9

In his Nobel Prize lecture, Saul Bellow again speaks of the way man
is represented in recent literature, and he rejects the view of M. Alain
Robbe-Grillet that the world "has renounced the omnipotence of the per-

son,"

and that, therefore, it is not necessary to continue the investi-
gation of character.lO Characterization, he. says, is not easy: "The
condition of human beings has perhaps never been more difficult to de-
fine" (319). Although there is confusion and disorder in every aspect

of human life, private and public crises have helped to form a kind of
person, Bellow says, who has "an immense.desire for certain durable human
goods—~truth, for instance, or freedom or wisdom" (321). Art can help
man respond to the genuine reality. "This other reality is always
sending us hints, which, without art, we can't receive. Proust calls
these hints our 'true impressions'' (321).

Three years later Bellow repeats this assertion:

I am suggesting that we receive epistemological guidance of



which we are unaware and that we actually have infinitely

deeper and better ways of knowing than those we've been

"educated in. We think we understand what we see about us,

and we are, at the conscious level, persuaded that we can

understand our own behavior and that of others if we apply

the "scientific" rules recommended by rational teaching.

But if we really tried to live b{ this teaching, life would

be even more absurd than it is.t

Bellow's Nobel lecture further claims that those who do not contin-
ually examine man and his condition represent him poorly: 'the pictures
they offer no more resemble us than we resemble the reconstructed reptiles
and other monsters in a museum of peleontology. We are much more limber,
" versatile, better articulated, there is much more to us, we all feel it"
(324). Out of the seriousness of the present struggle for the very sur-
vival of the species, Bellow continues, "has come an immense, powerful
longing for a broader, more flexible, fuller, more coherent, more com-—
prehensive account of what we human beings are, who we are, and what this
life is for" (324-25). And, Bellow recognizes, it is the writers who
must give true pictures of man, who must attempt to capture 'the essence

of our real condition,"

and help maintain "our connection with the depth
from which these glimpses come" (325).

Bellow~aléo returns to this subject three years later. He again
notes that writers choose "the limits within which they will write, and
it's these limits that we have to examine'"; he recognizes the line that
art has always drawn between what is visiblé and what is not, but he
asserts that "in the past, artists ventured farther than their eyes
could see;"12 Writers must question the limits within which they write,
and Bellow says he is '"going against the stream'" in his attempt to
represent man as fully as his many dimensions permit.13

This concern for the character portrayed by the writer, as has been

shown, is one that continually appears in Bellow's prose. He recognizes
y p p g



that we do not yet understand the ''quaintly organized chaos of instinct
and spirit," but that the old unitary personality is gone:

The person, the character as we know him in the plays of

Sophocles, of Shakespeare, in Cervantes, Fielding, and

Balzac, has gone from us. Instead of a unitary character

with his soul, his fate, we find in modern literature an oddly

dispersed, ragged, mingled, broken, amorphous creature

whose outlines are everywhere, whose being is bathed in

mind as the tissues are bathed in blood, and who is impos-

sible to circumscribe in any scheme of time. A cubistic,

Bergsonian, uncertain, eternal, mortal someone who shuts

and opens like a concertina and makes a strange music.l4

The powerful image in his last sentence is an indication of one
'Way in which Bellow attempts to portray his vision of that "mortal some-
one." He seems to agree with D. H. Lawrence's view that the surface
"personality" is "a wastepaper basket filled with ready-made notions,"
and he asks what seems to him to be the great question: "When will we
see men . . . in higher forms of individuality, purged of old sicknesses
and corrected by a deeper awareness of what all men have in common?"13
0f this attitude John J. Clayton writes, "In other words, while he seeks
a new conception of individuality, one which distinguishes between the
presentation self and the true self, he will not 'give up on' the indi-
vidual. Indeed, this is more than belief; it is the substance of
Bellow's fiction."10

Bellow's increasing acceptance of the possibilities of poetic use
of language in the novel is revealed in his response to an interview
question in 1965. Gordon Lloyd Harper referred to an earlier statement
by Bellow that because the novel must deal with such chaos, that certain
forms appropriate to poetry or to music were not available to the novel-

ist. Bellow's response is important for the insight it gives into his

conscious use of language in his later novels: "I'm no longer so sure



of that. I think the novelist can avail himself of similar privileges.
It's just that hé can't act with the same purity or economy of means as
the poet. He has to traverse a very muddy and noisy territory before he
can arrive at a pure conclusion. He's more expoéed to the details of
life."17 Bellow recognizes that there is always '"'the threat of disin-
tegration under the particulars;” but he is not willing to surrender to
the mass of particulars. Whatever the linguistic demands, Bellow's art-
istry lies in creating a perceiving character who is not overwhelmed by
the confusion, but one who can receive and reveal those "true impres-
sions" mentioned by Proust.

These critics of fiction who have discussed the forms of language
appropriate to both discursive and poetic forms make statements impor-
tant to an understanding of Bellow's accomplishment. Mark Schorer
points to the importance of recognizing that fiction is a literary art.
David Lodge considers a structural approach in analyzing language use
in fiction. Waller Embler's study of the metaphor in western litera-
ture gives a perspective for looking at Bellow's images and metaphors.

Schorer writes that fruitful criticism must begin "with the base
of language, with the word, with figurative structures, with rhetoric
as skeleton and style as body of meaning."18 The novel, he continues,
is more similar to discursive prose than to poetry; it raises questions
about philosophy or politics; and it appears to have a closer relation
to life than it does to art. However, a novel is not life, but "an
image of life; and the critical problem is first of all to analyze the
structure of the image. Thus criticism must approach the vast and
endlessly ornamented house of fiction with a willingness to do a little

at a time and none of it fimally, in order to suggest experiences of



meaning and of feeling that may be involved in novels'" (539). The last

of Schorer's four tentative proposals is that "

metaphorical language
reveals to us the character of any imaginative work in that, more
tellingly perhaps than any other elements, it shows what conceptions
the imagination behind that work is able to entertain, how fully and how
happily" (560). He recognizes "that style is conception" and that
rhetoric exists within "what we call poetic'" (560).

Although a number of writings about the language used by novelists
follow the Schorer article, Lodge's 1966 book-length study still indi-. -
Acates "the uncertainty in modern criticism about the function of language

19 Lodge indicates that in many of these studies of

in prose fiction."
patterns of imagery and symbolism, "the listing of images has not been
controlled by an active engagement with the text and the wider critical
challenges it presents" (6). Because the novel demands the creation of
a heightened version of experience and a heightened use of language, ''the
novelist is constantly divided between two imperatives--to create and to
s ' . e 2
invent freely, and to observe a degree of realistic decorum." 0 The
critic of language use in the novel must be aware of this tension and
approach his task carefully.

Lodge recognizes both strengths and weaknesses in the structural
approach in which one traces significant threads through the language
of the entire novel:

The structural approach has the obvious attraction that it

tries to discuss the work as a whole, with a beginning, a

middle, and an end. By tracing a linguistic thread or

threads—-a cluster of images, or value-words, or grammatical

constructions—--through a whole novel, we produce a kind of

spatial diagram of the accumulative and temporally-extended

reading experience. The structural approach, too, takes

into account the fact that, in the novel, organic unity of
form is not incompatible with great local variations of



tone and verbal intensity. The danger of the structural
approach is, of course, that of misrepresentation: one is

not dealing with "the whole work,'" but taking a certain path
through it. The value of the criticism depends entirely upon
whether it is a useful path, which conforms to the overall
shape of the terrain, and affords the best view of it on all
sides. . . . The obverse of Leavis's remark, "in literature

. . . nothing can be proved," is that in literature anything
can be "proved." It is fatally easy to twist and squeeze a
literary text to fit the mould of one's own "interpretation."

21

Where relevant, the citation of other critics can be a partial
check on the danger of ignoring the work as a whole while looking at
several strands of images and metaphors through a novel. The novels
themselves and his own prose statements can also serve as a test of
Bellow's use of figurative language. If the images used create a
multi-faceted reflection of man, then they may be pointing to a fuller
representation of the creature whom, Bellow says, it "is impossible to
circumbscribe in any scheme of time," to that "broader, more flexible,
fuller, more coherent, more comprehensive account of what we human
beings are, who we are, and what this life is for,"22

In a full-length study published in 1966, Weller Embler examines
the metaphor in literature and speaks of the dynamic tension referred
to by Lodge. The novel describes the inner life in terms of what

happens in the outer life, and, he writes, one purpose of art '"is so

to use outward behavior that it shall serve as metaphor to describe

2 . . , .
3 An examination of the history of modern creative

inner feelings."
work reveals '"that the artist is saying one thing in the guise of
another, that he does not, indeed cannot, speak directly of the life
within" (7). The genius of great artists and writers is that they

have seen what Embler refers to as "transcendental parities" intui-

tively and have expressed them powerfully.



Embler describes the richness of the metaphor by recognizing its

' and its "enduring portion,

"everyday reality, the transitory portion,'
« « o a thought, an intuition, an airy nothing." Joined, the transitory
image and the enduring thought "create a metaphor, a way of uttering an
insight about ourselves and our world" (58). The transitory portion is
frequently selécted from the "prevailing images" of a time. Five images
Embler identifies as powerful in modern literature are the prison, the
wasteland; the monster, the machine, and the hospital. The great writer,
according to Embler, will show the temper of an age by bringing '"the
transitory images and the enduring ideas together in unerring imaginative
syntheSéé" (78). 1In creating the human personality and the human situa-
tion; he will use the language of the arts, in which relationships
appear to be the substance: "it is the arrangement of the relationships
of different realities and the relationship of different truths that is
the language of poetry" (137). Western literature has used the image of
the individual in different ways in different ages, but Embler concludes:
"The guiding; prevailing, master metaphor of the western tradition cen-
ters upon the idea of the one, the one who is like the many, but
different" (143).

The character upon whom Bellow has focused in his novels is that
"one, the one who is like the many, but different." Even though an
examination of his use of imagery and metaphor may not encompass all
of the richness of Bellow's work, a consideration of these will make
it possible to see something of the positive nature of Bellow's view
of man and his situation in the midst of Bellow's honest presentation
of much that is and much that is not positive. Such an examination may

open fruitful directions of inquiry that may complement the many fine
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discussions of other aspects of his fiction. The test will be to re-
late the figurative language to the critical concern of the characteri-
zation of man, a subject Bellow feels is crucial in today's fiction.
Recognition of Bellow's imagery and metaphors appears throﬁghout
the criticism of his fiction, but Irving Malin's survey of the imagery
in Bellow's first five novels and his early short fiction calls atten-
tion to the significance of Bellow's figurative language in a way that
the isolated references do not. Malin's study is reported in a 1962
~ essay entitled "Seven Images'; this essay is included in the collection

entitled Saul Bellow and the Critics, edited by Malin in 1967. Malin's

attempt in that essay is '"to show that various images used by Bellow

' and he concludes that we need to see how

deserve close attention,'’
. - . , . ' ' . s 24
various concepts are imbedded in the images in Bellow's fiction.

Malin's Saul Bellow's Fiction, published in 1969, includes the essay

as a chapter entitled "The Images" in which, as he wrote in his intro-
" duction, he charted the images '"which express or incarnate theme and
character."25
Malin concludes from his study that Bellow's images are natural,
archetypal, and carefully chosen. As Malin says, '"They make us expe-
rience the pains of existence" (85); they are "shaped to symbolize our
destiny" (123); and recurring in all periods, the images are arche-
typal--"as modern as his heroes are, they enact mythic trials" (123).
Malin discusses Bellow's use of imagery in terms of seven categories,
but does not intend to suggest that the images are simply manipulated;
he recognizes the necessity to look at the images separately, but sees

that they function together in Bellow's work. From his examination of

imagery in these earlier novels, Malin has been able to see a develop-



11

ment from novel to novel of Bellow's artistry in the use of imagery.
The attempt here is to summarize Malin's main ideas and to quote a few
of his examples cf Bellow's fiction.

The first type of imagery discussed by Malin is that of images.of

weight. In Henderson the Rain King, the ''great weight" of his body is

a continual pressure to Henderson; thinking of his life, he has a
"pressure in the chest." Trying to reach his dead father, he plays the
violin as if "there were strangulation in his heart." Although his body
has been "loaded" with "vices, like a raft, a barge,'" he strains to lift
Mummah in order to free humanity from divine weight. Henderson flinches
under the lion's weight (as Dahfu does not), but learns to let go and
allow his own lion qualities to come out. Of Dahfu's being stamped to
death by the animal, Malin concludes, "Henderson realized then that the
pressures, burdens, and weights of life are never lifted" (90).

Second, Malin discusses Bellow's images of deformity or disease
which are a part of '"the painful mortality we bear" (90). 1In his "tra-
ditional" use of such images, Bellow "joins many ancient writers in
asserting that the body itself--'shapeless,' clumsy, or crippled--is less
beautiful than the will or spirit. It is the necessary 'weight' we
carry" (90). bIn'Ihg;Victim, Asa is "preoccupied with disease because
it signifies the 'freakish' process of living" (91). Asa sees disease
as "metaphysicél," and Malin quotes Thomas Mann to explain this
preoccupation:

The truth is that 1life has never been able to do without the

morbid and probably no adage is more inane than the one which

says that "only disease can come from the diseased." Life is

not prudish, and it is probably safe to say that life prefers

creative, genius-bestowing disease a thousand times cver to

prosaic health; prefers disease, surmounting obstacles proudly
on horseback, boldly leaping from peak to peak, to lounging,
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pedestrian healthfulness. Life is not finical and never
thinks of making a moral distinction between health and
infirmity. It seizes the bold product of disease, consumes
and digests it, and as soon as it is assimilated, it is
health.26
Asa, Malin writes, "does learn to cope with life as disease and
paradoxically enough, becomes less diseased as a result" (92).

The third type of imagery Malin discusses is that of cannibalism,

or the ways in which people consume one another. Joseph in Dangling Man

says, "I am deteriorating, storing bitterness and spite which eat like
acids at my endowment of generosity and good will." History itself is
shown to consume, and our idealizations, Joseph says, '"consume us like

parasites.'" Malin notes that "Joseph, depleted by the parasites around
and within him, remains 'hungry,' even after eating a large dinner, a
whole package of caramels, and a bag of mints" (95).

Because the images of weight, of deformity or disease, and of
cannibalism suggest that life is dangerous, ugly, and heavy, Bellow's
characters consider themselves imprisoned, and the different kinds of
confinement are the fourth type of imagery that Malin discusses. Hen-
derson tries to destroy all prisons, but learns to adjust to them, even
the tunnel where the lion is imprisoned. This, however, proves to be a

further entrapment. Malin observes: 'When Dahfu falls into the lion's

cage, meeting his death, Henderson realizes that mere acceptance of

confinement will not end it--life is always a cage: 'my life and deeds

were a prison.' Altnough we last see him in the open—"'"leaping, leap-

ing, pounding'--we realize that this is an interlude before another en-
trapment. Africa has taught him that any continent is a prison: one
never leaves it" (104).

The fifth image examined by Malin is that of the beast. Malin
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recognizes that although Bellow uses animal imagery in all of the
novels, he is becoming more careful in his selection in the later ones.

In Seize the Day, Tommy sees himself as a ''sheep dog'; he also refers to

himself as a "poor hen'": "On the road, he frequently passed chicken
farms. Those big, rambling wooden lights burned all night in them to
cheat the poor hens into laying. Then the slaughter" (107). The

animals in Henderson the Rain King also have special significance. Hen-

derson's encounter with the last lion is one in which he cannot emerge as
master. Malin observes: "This new lion--like the octopus in the cage--
symbolizes death; it can never be completely mastered. The animal

images in Henderson the Rain King are 'deep'; they are more thoroughly

developed than the few in Dangling Man, showing us again Bellow's

consistent advancement" (108).

A sense of movement is the sixth area of>imagery examined by Malip.
Malin says that Bellow's characters '"search for answers to their predica-
ments. But their movements.are usually erratic, circular, violent, or

nonpufposeful" (108-09). Augie, in The Adventures of Augie March, is a-

wére of his "larky" way in contrast to the erratic movement of many of the
characters who surround him. Malin quotes Augie's thinking: "It was not
only for me that being moored wasn't permitted; there was general motion,
as of people driven from angles and corners into the open, by places be-
ing valueless and inhospitable to them. . . . And once I was underway,
street cars weren't sufficient, no Chicago large enough to hold me"
(112). Augie learns that space around others may be their space, and
that one must become aware of the "axial lines of life."

Vision--sometimes oblique or unbalanced, sometimes fragmented or

distorted, but frequently faulty--is the seventh area of imagery
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amined by Malin. Self and environment seem to reflect each other in

Dangling Man. Joseph regards himself as a split image, seeing himself

differently than the Joseph of a year earlier. The mirror images con-
fuse Joseph: "Alternatives, and particularly desirable alternatives,

' He does not have the proper vision

grow only on imaginary trees.'
needed to choose the right ones. "Everything is double—-his two Jo-
sephs, Amos and Joseph--because life is a broken self-image; true vision,
epiphany, is rare. Seeking it, Joseph constantly runs into distortioms,
grotesque reflections, as in his dream-double" (117). Joseph appears
unsteady because, Malin says, "he sees clearly that life is a cosmic,
distorting, treacherous mirror'" (118).

Malin's survey of the imagery in Bellow's early work and his iden=
tification of the type used by Bellow alerts critics to the importance
of the repetition of such imagery. Tracing a particular image or com-
plex of images through a novel may point to new understandings about
that Work and may also point to the variety of ways in which Bellow
uses iﬁagery. For instance, James H. Mellard concludes that Dangling

¥

‘Man is what Ralph Freedman calls "lyrical fiction," a hybrid genre com-

bining features of both novels and lyrical poetry;27 Freedman writes

that '"the lyrical novel absorbs action altogether and refashions it as

28

a pattern of imagery." Clinton W. Trowbridge shows drowning to be the

29

controlling image of Seize the Day, and M. Gilbert Porter recognizes

the cohesive function of the images through eight "scenes" in that
novel,30

Malin's identification of seven types of images used by Bellow in
his first five novels and short fiction also sﬁggests a framework for

discussing significant images and metaphors in Bellow's next three
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novels. As his artistic purposes differ with each novel, so Bellow's
demands on figurative language differ. In his next three novels--

‘Herzog, Mr. Sammler's Planet, and Humboldt's Gift--Bellow continues to

use the seven images Malin identifies in the earlier fiction. Because
the larger patterns in each later novel are more interrelated, these
images will be examined within four classifications: beast imagery,
deformity-disease-cannibalism imagery, movement-weight-—imprisonment
imagery, and vision imagery.

Bellow is not limited to these four areas in his metaphoric use
of language. Nor is he limited to imagery and metaphor in his figura-
tive language. Nor is figurative language the only way in which he
suggests more about character than he says literally or directly.

But an examination of these four patterns reveals Bellow's careful
artistry in creating the texture of human experience. The reader of

Herzog, Mr. Sammler's Planet, and Humboldt's Gift may not be consciously

aware of how many threads there are in the experiencing of them, but
critical tracing of some of these images and metaphors through the
fabric of each of them may illuminate the very careful way in which
Bellow weaves them into his characterizations. They contribute to an

understanding of Saul Bellow's concept of the New Self.
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CHAPTER II
BEAST IMAGERY AND METAPHOR
Introduction

Irving Malin recognizes Saul Bellow's use of beast images in all
. of his fiction. He notes their new direction in "A Sermon by Dr. Pep,"
which was first published iﬁ 1949; in that short fiction, Malin says,
the animal likenesses are accepted, even loved. Augie March also ac-
cepts the bestiality around him, but by the time of the writing of

Henderson the Rain King, according to Malin, the "deep" animal images

1

show Bellow's advancement in skill in handling imagery.

In his next three novels, Bellow uses beast imagery very signifi-
cantly. An examination of the protagonists of those novels shows each
one responding to the bestiality--both human and animal--in the world
around him and Within>himself. Moses E. Herzog, the protagonist of
Herzog, recognizes his own animal nature and sometimes limits himself
to animal behavior, but he comes to see in man a potential for love
that distinguishes him from other animals. Artur Sammler, in Mr.

Sammler's Planet, is frightened by the brute possibilities in man's

nature, and his attempts to remove himself from his own creature-
liness are only slightly countered by the appreciation and love he
feels for Elya Gruner, his nephew. After many experiences with the

bestiality in man, Charles Citrine, the protagonist of Humboldt's Gift,

comes to appreciate what he has always known, but which contemporary
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1

intellectuals have caused him to doubt--that man is more than an animal.

Herzog

Only indirectly does Malin even mention the beast imagery in
Herzog, and that is when he refers to Herzog's imprisonment in "the
coop of privacy" where he says, Herzog remains throughout the novel.2
But several other critics have made general comments on the beast im-
agery in the novels to and including Herzog. Least valuable is prob-
ably John W. Aldridge's identification of what he flippantly calls
Bellow's '"'rather facile trick, of treating his secondary characters as
if they were inmates of either a zoo or a madhouse.”3 Marcus Klein has
written that each of Bellow's major heroes has found the beast within,
and, beyond the lyrical moment of 'Mr. Pep's Sermon,' has confronted
it "and the human propensity to murder, and they cannot rest in their
perception. They must-—-each of them--as well confront the moral condi-
tions of civilization, the cost of which would seem to be precisely the
self."4 Most important cf the three, Earl Rovit has written that a
failure to understand Bellow's use of animals in comparison with human
nature may blind a reader to his moral point and his deliberate irony:

Trained in anthropology, Bellow is quite willing to regard

the species man as merely one of the evolutionary products

of nature and natural processes. But Bellow is determined

to insist on the qualitative difference between man and

the other sentient species that nature has produced. We

may occasionally invest animals with "human' character-

istics; and he is always careful to show that although

his protagonists may loudly protest their innate "docility

or ingenuous good will," brute animality resides deeply

and subtly in their basic nature. The difference between

the human animal and the brute, for Bellow, is a matter

of essential kind rather than degree.5

Herzog's consideration of himself, of others, and of his relation-

ships with others are revealed in numerous beast images. He sees man
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as different from other species in his human capacity to love. But he
frequently reveals himself as acting more nearly in accord with his brute
nature than with his human non-animal nature.

Herzog himself is described through beast imagery. On his couch
in his New York apartment, 'in the coop of his privacy,"6 he lies "with
no more style than a chimpanzee" (11). Unsuccessfully trying to under-
stand his idiosyncrasies, like a hawk he practices "the art of circling
among random facts to swoop down on the essential” (10). In an objec-
tive moment, he realizes the continued importance of his past, that
"early traumata, which man could not molt and leave empty on the bushes
like a cicada" (67).

Memories of Herzog's childhood are ﬁade more vivid through beast
imagery. ‘One memory is of the cats of Nachman's family home and the
"spicy odor" (131) of their dry turds. His mixed memory of his father
is partly shown through the image of a coat he wore, "once lined with
fox, turned dry and bald, the red hide cracking" (137); during the
same period his mother wore a "torn seal coat" (139). When his sister
Helen played the piano, Moses stood behind her "staring at the swirl-
ing pages of Haydn and Mozart, wanting to whine like a dog" (141).
Ziﬁporah despised Voplonsky, whom-she called "a rat with pointed red
whiskers and long crooked teeth and reeking of scorched hoof’ (145);
and she told her brother that thieves and gangsters 'don't have skins,
teeth, fingers . . . but hides, fangs, claws" (145).

The view of man as animal to which he was exposed in childhood is
a source of conflict because a more humane view, which also was avail-
able to him in those years, has an appeal for Herzog. In the court-

room, Herzog is surprised by a judge's human concern for a young
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defendant: "That massive flesh rising from the opening of the magis-—
trate's black cloth, nearly eyeless, or whale-eyed, was, after all,

a human head. The hollow, ignorant voice, a human ﬁoice" (227) The
young man charged with robbery had "dyed hair, like the winterbeaten

' and there was '"something sheeplike, too, even about

wool of a sheep,'
his vengeful merriment" (229). Herzog knows that he is judged as having
"been>spared the destruction of certain sentiments as the pet goose is
spared the ax" (231). As a young man coming to grips with his world,
Hefzog saw himself as "A Jew, a relic as lizards are relics of the great

age of reptiles,"

and he thought he might prosper by "swindling the
goy, the laboring cattle of a civilization dwindled and done for" (234).
Although Herzog has not lost the "sentiments" of humane feelings, the
appearance of them in others, however infrequent, still affect him.
Herzog's experiences of his relationship with his own daughter are
partly revealed through beast imagery. At the Museum of Science, he sees
many children entering, "black and white flocks herded by teachers and
parents" (274). Because Junie means so much to him, he cannot imagine
her forgetting him; he says that Sandor must be thinking of "his own
Himmelstein breed--guinea pigs, hamsters" (274) to make such a sugges-
tion. Herzog is enervated by the plants and fishy air of the aquarium.
The lazy turtles that excite June vaguely suggest the stuporous quality
in dreams that Herzog calls his 01d World feelings of love. Trailing

' one rises "from the depth of the tank in

"a fuzz of parasitic green,'
its horny breastplate, the beaked head lazy, the eyes with aeons of
indifference, the flippers slowly striving, pushing at the glass, the

_ great scales pinkish yellow or, on the back, bearing beautiful lines,

black curved plates mimicking the surface tension of water" (281). The
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Mississippi River turtles, with their "red-straked" sides, suggest the
same quality as they doze on their logs and paddle "in company with
catfish over a bottom shaded by ferns, strewn with pennies" (281).

Two of Herzog's childhood memories involve animals—-one of the
slaughter of chickens and the other of a sexual attack. In the first,
he remembers "those fiery squawks when the hens were dragged from the
lathe coops, the shit and sawdust and heat and fowl musk, and the birds
tossed when their throats were cut to bleed to death, head down in tin
racks, their claws going, going, working, working on the metél shield"
(288). Dogs are a strong part of his memory of a childhood sexual
attack: "The dogs in the back yards jumped against the fences, they
barked and smarled, choking on their saliva--the shrieking dogs, ﬁhile
Moses was held at the throat by the crook of the man's arm" (288), His
own concerns with death and with sex are a crucial part of these un-
resolved problem areas for him, and the memories are evoked by his
love for and identification with Junie.

Herzog's confusion after the wreck involves a number of beast
images. 1In his dizziness, Herzog sees at a distanée that "the grackles
were walking, feeding, the usual circle of lights working flexibly back
and forth about their black necks" (282). The staved-in car has a
"hood gaping like a muscle shell" (284).7 Partly religious but essen-
tially beast imagery is what Herzog sees as he looks at the cars on
the road: he seems "to see the rushing of the Gadarene swine, multi-
colored and glittering, not yet come to their cliff" (285). The driver
of the other vehicle has a "very unbecoming red color, and all ridges,
like a dog's palate" (286); earlier the ripples in this fellow's scalp

are described as following "a different pattern from the furrows in
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his forehead" (285). The entire unpleasant episode involves the de-
scription of a dizzy Herzog, the car, the road, and the other driver
in animalistic terms.

At the police station, the animal imagery continues. Herzog re-
lates the "slightly herring-eyed look" of the prostitute with her "dirty
ways" (297). The Sergeant who questions Herzog about his gun holds 1it,
"turning it over with delicate fingers like a fish--a perch" (300). Re-
leased from jail, Herzog feels "like a lousy lost sheep" (306) and as
he continues to question his role in life he thinks of himself as a
"loving brute-—a subtle, spoiled, loving man" (308).

Beast imagery shows Herzog moving beyond his similarity to his
father. Herzog reconstructs in his driving of a "storming” (254) teal-
blue Falcon the emotions of Father Herzog, who, during the anger of
their quarrel, called him "Calf!" (249) and threatened to shoot him.
Like his father, Herzog does not know himself well enough to know that
killing another human being is not within his power, so he makes "a
pest".(253) in his pocket for his father's pistol. He tries to avoid
the "sheep=like" (253) expression on Taube's face, but he has to face
the realization that "the protuberant lips, great eyes, and pleated
mouth gggg_sheeplike, and they warmed him that he was taking too many
ehances with destruction" (253). When he realizes he canmnot kill,
Herzog recognizes that "the human soul is an amphibian" (258), whose
gides he has touched. The metaphor here shows the growth taking place
in Herzog's understanding. A part of his coﬁplexity is evidenced in
the pleasure he experiences in his remembered abhorrence of Dr.
Waldemar Zozo, the psychiatrist who identified him as psychologically

immature when he was in the Navy: Herzog relishes thinking Zozo's
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"apish buttocks" were "chemically old!" (324). The beast imagery points
to the complexity of Herzog's responses even beyond the complexity of
those of his father and, at the same time, to the many facets of human
potential that Bellow writes about in his own essays.

In his sexual relationships, Herzog sees women as animals and him-
self as responding with animal reflexes. Whether his understanding in
other areas can enable him to move beyond this attitude remains unclear
at the end of the novel. The beast imagery shows women negatively, but
it also shows Herzog in less than human terms.

Herzog thinks of himself as "a funny sensual bird" (25), but he
becomes "a mad dog" (35) when Madeleine decides she wants dut of their
marriage. However, this possibility in his character is already re-
vealed when a pair of "bitch eyes"_in Grand Central station express
"a sort of female arrogance which had an immediate sexual power over
him" (34). Several individuals call Madeleine a bitch: Ramona says
that "That bitch" did Herzog a favor by leaving him. Herzog himself
recoiis from the pain of her treatment with the play on words of "A

bitch in time breeds contempt” (21). Himmelstein sees her as "A

strong-minded bitch" (82). Even Gersbach calls her "The poor crazy
bitch" (194). The "shaggy and aggressive" (29) Simkin calls her
"that bitch" (209), because she hurt a little cousin of his, "an
epileptic girl, a sickly, immature, innocent frail mouse of a woman
who couldn't take care of herself" (212). 1In what may appear to be
a description of what he was not in his relationship with Madeleine,
Herzog is glad to discover that his friend Libbey married a "comfort-
able, wise old dog, the kind who always turned out to have large

reserves of understanding and humanity" (95).



Gersbach, who replaces Herzog as Madeleine's lover, briefly re-

lates himself and his suffering over the loss of his leg to the appear-

ance of a mouse which notices the dropping of blood from his nosebleed
onto the floor: "it backed away, it moved its tail and whiskers" (62).
Gersbach, however, is not the mouse; he can see '"the room was just full
of sunlight" in the "little world"»(62) under his bed. Perhaps hé can
be the human being whom Madeleine needs. But Herzog does not relate as
well to Phoebe, Gersbach's wife, when he tells her'that she let
Madeleine drive her as if she 'were a nanny goat" (262); against
.Herzog's attack, however, Phoebe's eyes are as vigilant as though "he
were a wild pig, and those bangs of hers a protective hedge" (263).
Herzog's reactions to Madeleine are also revealed in beast im-
ages and metaphors describing othe:s. Although Herzog does not want
his own daughter to be "another lustful she-ass” (274) like Madeleine,
he uses a similar comparison for the two females. When he affection-
ately calls Junie '"'pussy-cat" (279), he repeats a part of an earlier
image,A"a saintly pussy-cat' (64), through which he questioned
Madeleine's religious and sexual qualities. There is no doubt in his
mind, however, about the results of Madeleine's interests. He remem~—
bers the kitchen in their country home as "foul enough to breed rats"
(131). A criticism of Madeleine's intellectual pursuits is involved
in the imagery describing as brutish the Shapiro who is obviously at-
tracted to her. 1In a letter Herzog calls Shapiro "that fat natty
brute" (315). A mad-dog image describes him on a visit to Ludey-
ville: '"That snarling, wild laugh of his and the white froth forming
on his lips as he attacked everyone" (70). Great numbers of singing

cicadas accompany Shapiro's voice: "The red-eyed cicadas, squat forms
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vividly colored, were wet after molting, sdpping, immobile; but drying;
they crept, hopped, tumbled, flew and in the high trees kept up the
continuous chain of song, shrilling" (71).

The beast imagery used to describe Herzog's relationship with Sono
is complicated as is his condition. He knows that he cannot afford the
pleasure and passion she gives; even her Siamese cats are "more passion-—
ate and hungry" (172) in their mewing than American cats. But he cannot
accept the role of concubine in the female game of interpersonal relation-
_ships. He explains the irony of the situation: "When a man's breast feels
like a cage from which all the dark birds have flown--he is free, he is
light. And he longs to have his vultures back again" (169). He remem-
bers that in trying to show him how a man should treat a woman, Sono
was instructing him that "The pride of the peacock, the lust of the goat,
and the wrath of the lion are the glory and wisdom of God" (188). He
suspects that thgre is, or should be, more to him than even the best of
the animals,

Beast imagery also shows Herzog's relationship with Ramona to be
complicated. The rude rough-skinned salesman from whom he buys clothes
to please her has "a meat-flavored breath, a dog's breath" (20). Herzog
fears involvement with Ramona because she might "lead him like a tame
bear" (23); there are times when he wants "to creep into hiding like an
animal" (27). However, the sexual reflex he experiences in New York
when he smells her perfume brings forth the expected animal response
of "Quack, quack!" (23). In Ludeyville, she evokes the same "pro-

genitive, the lustful quacking in the depths. Quack. 'Quack" (337).

Herzog even tells Ramcna that he is "one of the odder beasts" (151).

The contradiction of flight and sexual satisfaction that Ramona offers



is suggested when Herzog sees an escaped balloon '"fleeing like a sperm
black and quick into the orange dust of the west" (178). In the pleas-
ure of planning a meal for them to share, Herzog gets two "swordfish
steaks" (337); the image, however slight, is still sexual in its im-
plication. When Will is impressed with her attractiveness, Herzog
thinks, "He must have been expecting a dog" (337).. Even if Herzog no
longer looks at her in animalistic terms, the animal imagery is not
abandoned.

Herzog's fear that marriage to Ramona would be a 'web" (185), in
which he does not want to be entangled like a spider, is increased by.
the example of Hoberly, Ramona's former friend, who is appealing "like
the trained mouse in the frustration experiment'" (179). The failure of
individual existence in Hoberly suggests, for Herzog, a discrediting
of love and a preparation '"to serve the Leviathan of organization even
ﬁore devotedly" (280). However, Herzog's own scholarly work on the
individual is in a valise, "swelled like a scaly crocodile with his
uncompleted manuscript’ (207).

The beast imagery in Herzog shows the acceptance of animals that
Malin and Klein indicate. Back in Ludeyville, Herzog eats the slices
from half a loaf of bread even though a rat left its shape in the other
half; the narrator reveals that "He could share with rats too" (2).
There is other evidence. Herzog brushes away '"the debris of leaves
and pine needles, webs, cocoons, and insect corpses" (310). Before
he lights a fire, he thinks of the birds or squirrels who might have
nested in the flues, but remembers placing a wire mesh over the chim-
ney. The bark of the wood he places in the fireplace drops away and

discloses '"the work of insects underneath--grubs, ants, long-legged
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spiders ran away. He gave them every opportunity to escape" (310). In
the basement bathroom he sees '"damp~loving grasshoppers" (311) in the
same place where he is comforted by the sight of a rose that stimulates
his imaginatibn sexually. Dead birds in the toilet cause his heart to
ache. He gives the owls perched on the droppings-streaked red valances
in the bedroom "every opportunity to escape'" and looks for a nest when
they are gone; finding the young owls in the large light fixture over
the bed, he is "unwilling to disturb these flat-faced little creatures"
(312).

A series of animal images and the question of man's relation to
other animals are found in the parade of ideas through Herzog's mind.
In a remembered story of Scott's Antarctic expedition, the men drink
"the blood of one of their own slaughtered ponies' (315), but Amundsen
has more success through using dogs and feeding the butchered weaker
ones to the stronger ones; Herzog is amazed that the dogs will not eat
the flesh of their own kind until the skin is removed. ' After a strange
diatribe about Romanticism, Herzog is "perhaps somewhat sheepish" (318).
He tries to solve the problems of eliminating rats with contraception
in Panama City. The news of the discovery of a new tribe of apes as
the possible ancestors of man discredits one view of man; Dr. Morgen-
frue seems to have discovered that man was decended frém "a carnivorous-
terrestrial typé, a beast that hunted in packs and crushed the skulls
of prey with a club oc femoral bone" (320). Herzog thinks that the
new findings question long-held assumptions: about sexual and terri-
torial behavior. However unrelated some of these images may seem on
the surface, their consideration within such a short span points to

some relationship. Without reaching any final conclusions, Herzog
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'

seems to be probing relations within species--dog-to-dog and man-to-man--

and between species in order to understand the nature of man more fully.

A clue to his rejection of an exact identification of man and non-
human species is given when Herzog dismisses a project for an Insect
Iliad for Junie. He is "pale with this heartfelt nonsense" (324), as
he makes notes. He plans to turn all of the human characters into
animals—-the Trojans into ants, the Argives into water-skaters 'with long
velvet hairs beaded with glittering oxygen,' Helen into a beautiful wasp,
0old Priam into a cicada "sucking sap from the roots and with his trowel-
shaped belly plastering the tunnels" (324), and Achilles into "a stag-
beetle with sharp spikes and terrible strength, but doomed to a brief
life though half a god" (324-25). The reader begins to think of possi-
bilities--of Helen with Madeleine's waspish characteristics, of old
Priam with Shapiro's cicada sucking sounds, and of Achilles as a stag-
beetle with Gerbach's wooden leg for a weak spot. The narrator, how-
ever, gives no evidence that Herzog does this. He abandons the whole
project quickly because "he wasn't stable enough, he could never keep
his mind at it" (325).

Although his car has "Two Chinese fangs of vapor" (327) coming
from the rear, Will expresses genuine human love and concern for Herzog.
Herzog explains to Will, as they inspect the house, that a cat is nec-
essary in order to police the fieldmice, of whom he feelé "fond" (329)
even though they chew up everything, especially liking glue. Recalling
his father'é phony labels to be pasted on dark green bottles, Herzog
remembers that his own choice was White Horse (333). Accepting him-
self as "a throb-hearted character'" and recognizing that "you can't
teach old dogs" (330), Herzog decides his own life is no more fan-

tastic than his father's had been, and no one considered Father Herzog
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mad. The whole incident of comparing his wives, children, and his Berk-
shire estate with Father Herzog and his sons deciding the label of the
day is seen as gaily resolving the crisis in which Will wants to commit
Herzog for psychiatric treatment.’

The movemenf of blackbirds to their nests accompanies Herzog's
movement to insight. In the last hours of sunlight, "the hermit thrush-
es began, and while they sang their sweet fierce music threatening tres-
passers, the blackbirds would begin to gather in flocks for the night,
and just toward sunset, they would break from these trees in waves,
wave after wave, three or four miles in one flight to their waterside
nests" (339-340).8

The loudness of the birds punctuates the changing color of the
hills as the sun withdraws. Herzog recognizes the "Something that

produces intensity. . . . as birds produce heat" (340) as a prelude to

his acceptance of himself in life as it is. He asks, "Is it an idiot

joy that makes this animal, the most peculiar animal of all, exclaim

something?" (340) and then believe his reaction to be "a sign, a proof

of eternity?" (340).

Through the course of the novel, Herzog has moved from the posi-
tion of a caged beast to a human animal who can be in a loving relation-
ship with his fellow creatures——-a Ramona or a rat. He has acceptéd the
animality in his own nature, and the identification of certain secon-
dary characters with particular beasts.points to other human charac-
ters who also have a certain bestiality in their natures. What Herzog
.recogﬁizes and expresses is that an important difference distinguishes

the human from the non~human beasts.
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‘Mr. Sammler's Planet

In Mr. Sammler's Planet, the protagonist compares his relatives

and associates with animals, but he resists his own creatureiiness. He
is shown as a weak, retreating beast unable to reconcile his knowledge
of himself as a murderer who enjoyed his murdering and the brute force
in the world that may end civilization as it has been known. With par-
ticular force, the beast images reveal the three-way conflict that exists
among Sammler, the black pickpocket, and Eisen. An examination of these
- beast images and metaphors shows the animal-like characters who people
Sammler's world and the brutal lengths to which the conflicts among
them may drive man, whose human soul is a "poor bird, not knowing which
way to fly."9
Sammler compares the human beings around him with animals., Croze
stands '"like a thrush" (206) with his little belly far forward and 1ift-
ing his trousers above the ankles. Emil, Gruner's chauffeur, has "the
wolfish North Italian look" (271). Govinda Lal is a "birdy man" (206),
with the "sensitivity of a hairy creature" and "the animal brown of his
eyes" (215). Seeing Lal as an individual contrasts with Sammler's ear-
lier imagining of Hindus as always in crowds, "like mackerel-crowded
seas'" (180). Lal's ideas make him appear as a demon "mentally rebound-—
ing from limits like a horsefly from glass" (227). Sammler compares
the human inhabitants of a Puerto Rican slum with '"plucked naked chick-
ens with loose necks and eyelids blue" (283). Even Lionel Feffer's
ability to gather information reminds Sammler "of a frog's tongue. It
flips out and comes back covered with gnats" (117).
Sammler's experiences with certain members of the younger gen-

eration cause him to reject them, and the rejection is revealed through
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beast imagery. He no longer wants young readers and ''the helpless vital
pathos of young dogs with their first red erectioﬁs" (40-41). After the
rudeness of a part of his young audience in the lecfure hall, his re-
jection is even stronger: "All this confused sex-excrement-militancy,
explosiveness, abusiveness, tooth-showing, Bérbary ape howling. Or like
the spider monkeys in the trees, as Sammler once had read, defecating
into.their hands, and shrieking, pelting the explorers below" (47).

Members of his own family do not escape Sammler's comparisons of
thém with animals. His response to Gruner is a positive one. He has
been made comfortable by Gruner's financial success; in Gruner's home,
he uses "spermy-sandlewood soap,'" dries himself with a towel "thick a;
mink" (258) and sleeps under "the silken green luxurious wool of Elya's
own afghan'" (260). However, he does not see Gruner limited by business
considerations: ""He was not in that insect and mechanical state--such a
éurrender, such an insect disaster for human beings" (263). He does
dread the breaking of the blood vessel where it is '"weaker than cobweb"
(262). Gruner's clean-shaven appearance reminds Sammler of "The priests
of Apis the Bull, as described by Herodotus, with shaven heads and
bodies" (155). This comparison of Gruner with priests of those who
worship the animal is positive; however, the metaphor identifies Gruner
within the animal realm of which he is necessarily a part.

Other comparisons of family members are less favorable. 1In his
plane, Wallace is "A sultry beetle, a gnat propelling itself through

' and Sammler thinks

blue acres" (270). Shula is "a scavenger or magpie,’
he knows her ways "as the Eskimo knows the ways of the seal” (177). He
thinks she tries to bind him to her partly by what he calls "animal

histrionies" (201). Of her keen senses, he thinks "Idiot ingenuous
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animal, she had ears like a fox" (204). Her wig is "mixed yak and baboon
hair and synthetic fibers" (38). Sammler seems to agree with Gruner's
calling his daughter Angela "Bitch'" or "Cow!" Her sexuality is "all in
Angela's calves'" (82). Sammler thinks of her and "that color under the
lioness's muzzle'" (34) and of her hair "with its dyed streaks like racoon
fur" (73-74). Bruch is remembered as "Apelike" (287).

Walter Bruch's voice is described in animal terms: ''He gobbled,
he quacked, grunted, swallowed syllables' (60-61) His animal-like ap-
pearance is a reaction to sexual frustration: "Bruch raised the backs
of his short hands to his eyes. His flat nose dilated, his mouth open,
he was spurting tears and, apelike, twisting his shoulders, his trunk"
(63-64). But however animal-like his appearance and voice, as Sarah
Blacher Cohen recognizes, "Bruch's worth for Sammler lies not in his
intrinsic being, but as a psychological curiosity and as a catalyst

for reflection on more universal themes.10

Sammler thinks the very
ordinariness of Bruch's deviation is exceeded "by individuals like
Freud's Rat Man, with his delirium of rats gnawing into the anus, per-—
suaded that the genital also was ratlike, or that he himself was some
sort of rat" (65). He thinks of man's desire for the unusual and
"Kierkegaard's comical account of people traveling around the world

to see rivers and mountains, new stars, birds of rare plumage, queerly
deformed fishes, ridiculous breeds of men--tourists abandoning them-
selves to the bestial stupor which gapes at existence and thinks it
has seen something" (66). Sammler thinks of how many people seek to
view the extraordinary or themselves "to be the birds of rare plumage,

the queerly deformed fishes, the ridiculous breeds of men" (66). As

Sammler sees the persons around him, he sees many . who do not really
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participate in existence but who abandon themselves "to the bestial stu-

' Because they understand only the animal existence,

por which gapes.'
any variety must be achieved within it.

Wallace's negative view of his father is communicated in three
specific instanceé of beast imagery that reveal Wallace as well. He de-
scribes his father's aneurysm: "There's a bubble first. Such as lizards
blow from the throat, maybe. Then death" (100). He describes his fa-
ther's struggle against death: "Any fish will fight. A hook in the
giil. It gets jerked into the wrong part of the universe. It must be
like drowning in air" (102). Sammler objects to Wallace's use of the
ancient figure that is '"like a dog in the manger" (244) for his father's
refusal to tell the location of the hidden money. Wallace understands
his father to be withholding information about the money since he can-
not enjoy it; Sammler knows Grumner to be unselfish, but Wallace does
not perceive the humanAvalues in his father that Sammler recognizes.

Wallace's tendency to categorize information and people without
concern for the human element is also revealed in animalistic terms.
Wallace pursues his interest in the black man's penis even when Sammler
wants to drop the subject; he suggests that Sammler think of himself
as a zoologist who has never seen a live leviathan, but he knows Moby
Dick from the whaleboat, and he asks its specific length and weight.
Wallace says women are animals and Sammler agrees that there is "an
animal emphasis" (188).11 Wallace calls his own sister "a pig" and
"a swine" (189), and, for therapy, calls a whole list of people "swine."

ﬁogs and human animals pollute the enviromment for Sammler. 1In

his resistance of his own creatureliness as it returns to him with "[ilts

low tricks, its doggish hind-sniffing charm" (121),12 Sammler notes
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how much "this local branch of mankind" (119) has to do with dogs. He is
careful on the "invariably dog-fouled" paths of New York next to grass
plots, the green lights of which are "all but put out, burned by animal
excrements" (109). He thinks of the clergy as not beating swords into
plowshares, but "convexting dog collars into G-strings’ (110). He sees
old-fashioned derelicts, one "a female bum drunkenly sleeping like a
dugong, a sea cow's belly rising, legs swollen purple" (110). The
younger bums are "innocent, devoid of aggression, opting out, much like
Ferdinand the Bull" (110). He thinks how similar they are to the Eloi

of H. G. Wells' fantasy The Time Machine: "Lovely young human cattle

herded by the cannibalistic Morlocks who lived a subterranean life and
feared light and fire" (110).

Some of Dr. Lal's ideas about mankind, which are similar to
Sammler's are revealed in beast images and metaphors. Lal sees the
American role in space exploration as being "like a big crow that has
snatched our future from the nest, and we, the rest, are like little
finches in pursuit trying to peck it" (208). He sees the astronauts
as not very heroic, more "like superchimpanzees'" (220). Lal compares
the human brain capacity and its behavior with that of animals: Man's
inability to comprehend what goes on within his head is like the way "a
lizard or a rat or a bird cannot comprehend being organisms" (228). Be-
cause of his dawning comprehension, a human being may feel "that he is
a rat who lives in a temple'"; his adaptation as a creature "makes him
feel the unfitness of his personal human efforts" (228).

Sammler refers to H. G. Wells' comparisons of man and animals in
his statements about the human species. Sammler mentions Wells' book,

The War of the Worlds, in which the Martians 'treat our species as
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Americans treated the bison and othér animals, or for that matter the
American Indians. Extermination" (213). Sammler tells how unwise men
call for blood "or proclaim a general egg-breaking to make a great his-
torical omelet'"; he recalls that during World War II Wells despaired of
mankind and "compared humankind to rats in a sack, desperately strug-
gling and biting" (217).

Sammler also expresses some of his ideas about man, the animal.
He is amazed at man's ability to show up regularly for jobs; "for such
" a volatile and restless animal, such a high-strung, curious:animal, an
ape subject to so many diseases, to anguish, boredom, such discipline,
such drill, such strength for regularity, such assumption of respon-
sibility, such regard for order (even in disorder) is a great mystery;
too" (150). But man's lack of knowledge about death fascinates Sammler.
He compares the disappearance in death with birds. Man watches ''these
living speed like birds over the surface of a water, and one will dive
or plunge but not come up again and never be seen any more. And in our
turn we will never be seen again, once gone through that surface" (240).
At least, if there were no life after death, then, Sammler thinks, "One's
ape restiveness would stop" (240). However, in Israel, where he has
been drawn to view death, Sammler feels like "a camel among the armbred
vehicles'" (146). He sees dogs eating "human roasts" (253) and the low
Bedouin-style tents abandoned by '"poor creatures"; the tents are made
of plastic crate wrappings, styrofoam and 'dirty sheets of cellulose
like insect moltings, large cockroach cases" (254).

Animal imagery increases in intensity as Sammler, the black pick-
pocket, and Eisen move toward the violence that seems inevitable. The

relationship between Sammler and the black is complicated by the
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conflict of Sammler's emotional reactions to the black, but the complex-
ity of the three-way encounter among the three men, each of whom is seen
as animal, is so great that no single interpretation can be final.

Sammler is described in animalistic terms. One of his eyes sees
only light and shade; his "good eye was dark-bright, full of observa-
tion through the overhanging hair of the brow as in some breeds of dog"
(8). His fear is exhibited as his face colors, his short hairs bristle,
and his lips and gums sting (9). The action of bristling suggests an
animal in fright; a later description of him as "slightly cat-whiskered"
(79) suggests the kind of animal. Confronted by the elegant brute in
the bus, Sammler's response is "a dry, a neat, a prim face" (10) that
shows he is aware of the importance of knowing one's own territory.
Remembering the terror of the robbery, Sammler's heart pounds like "an
escaping creature racing away from him" (51). Sammler knqws that he has
not been completely restored fo the position of being able to take for
granted not being shot to death on the street, "nor hunted in an alley
like a rat" (52) as he had feared during his war experiences.

The black pickpocket is also described as an animal: His face
shows '"'the effroﬁtery of a big animal” (9). Sammler is attracted to the
"arrogant pickpocket, this African prince or great black beast who was
seeking whom he might devour between Columbus Circle and Verdi Square"
(18). But Feffer is concerned about the black, "a eat . . . who
sounds like a real tiger" (123). The animalistic images are a part of
the composite man that Robert R. Dutton thinks has been portrayed in
the black pickpocket, and he notes a "variety of Darwinisms (man's
animality, survival of the fittest, man's descent) whenever the thief

appears."13 Robert Boyers also recognizes the '"primary animal vitality"
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of the black thief and that he is "the most potent image of nature" in
the novel; however, Boyers concludes that none of the nature images is
"generated in a context that espouses the return to nature in an author-
itative way."14
In Sammler's lobby, the black man, in his "camel's hair coat,” is
silent: "He no more spoke than a puma would" (53). The black's exposure
of his penis is the center of a scene dominated by the power of the
black. Sammler sees the phallus through images of a beast, first as a
"tube, a snake" (53) and later in memory as '"the lizard-thick curving
tube in the hand" (69). Its movement suggests to him "the fleshy mo-
bility of an elephant's trunk, though the skin was somewhat iridescent
rather than thick or.rough" (54). After the exhibit, the black covers
himself and smooths '"the marvelous steaming silk salmon necktie . . .
on Fhe powerful chest" (54). 1In speaking of the exposure scene, Allen
Guttman writes: "The metaphors are like those of a primitive religion.
The man displays his sexual organs as if the moment were an epiphany or
as if he were a figure from a Greek vase depicting some Dionysian mys-

tery."15

Sammler is overwhelmed by the black and his exhibition, but
later he thinks of the "sensitive elongations the anteater' also has,
but that they are "uncomplicated by assertions of power, even over ants"
(59).

At the séene of the fight between the black man and Feffer,
Sammler sees the. "weight of the big body in the fawn-colored suit"
(289-90) crushing Feffer. Sammler's consciousness is overwhelmed by
the power of the black: "considering the Negro's strength--his crouch-

ing, squeezing, intense animal pressing power, the terrific swelling

of the neck and the tightness of the buttocks as he rose on his toes.
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In straining alligator shoes! In fawn-colored trousers!" (291). But

Sammler's request that Eisen do something about the fight culminates

in brutality beyond his ability to bear. Eisen tries to explain to
Sammler the full implication of going into the fight against the black,
but Sammler cannot face Eisen's action any more than he can deny the
pleasure he felt as the murderer of another man in the Black Forest,

on a day when he was '"mot entirely human'" (143). Daniel Fuchs points
out, "Considering the symbolic meaning this act has in Bellow, it strikes
uslwith shattering force, for it is an acknowledgement, as in King Lear,
that the world can present an animal pattern."16

Emil finds it necessary to remove Sammler from the scene of the
fight before the full consequences of calling on Eisen are known. Be-
cause of the amputation of Eisen's toes in the war and his consequent
crippling, Dutton suggests that Eisen walks "with a shuffling gait in
the familiar image of William Butler Yeat's beast in his 'The Second
Coming,'"17 The mindless and merciless violence of Eisen points to a
stage in human history to be dreaded, but the seeds of it are in Sammler
even though he is unable to face that knowledge.

All parties eagerly await the outcome of the fight, and even with
nothing to hear, Sammler has '"the sense that something was barking
away" (292). After Eisen strikes the black, Sammler's sympathies
shift from Feffer. In this switch of sympathies, Cohen sees Sammler
move from being the prey of the_ignoble savage to becoming the pro-
tector of the noble savage..l8 Guttmann sees the sympathy for the
black as mysterious. He notes the ambiguous responses, 'fear combined

with admiration, compassion tinged with terror," and recognizes: "He

is certainly attracted as well as repelled, despite the fact that the
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sexually potent pickpocket seems to represent all that has gone wrong with
modern civilization."1?

Sammler's response of rage is to wish that Shula and Eisen had been
a little less crazy so that they might have remained in Haifa, '"those two
cuckoos, in their whitewashed Mediterranean cage'" (297), but he also
pities the '"mormal" Eisen, "poor dog-laughing Eisen" (297). Sammler
moves from his contradictory feelings about Eisen to an expression of
~ general condemnation of the state of being human, and this must neces-
sarily include himself. Only the example of Gruner gives Sammler any
>encouragement to express a thought he often has, but which he does not
feel strongly: "There is still such a thing as a man—-or there was. There
are still qualities. Our weak species fought its fear, our crazy species
fought its criminality. We are an animal of genius'" (308).

As Sammler views the world aﬁd persons around him, he is like those
whom Bruch's sexual perversions cause him to consider, those who gape at
the world but do not participate. Sammler gapes. He is even attracted
to the black who seems most like the animal part of man's nature that he
resists, but he is then unable to acknowledge the particular way in which
he has been an actual participant in the brute animal world of man. The
ideas of mankind that result from intellectual detachment, real or at-
tempted, are nevertheless revealed in beast imagery. There seem to be
harmless ways in which man is like animals, but Sammler's experience
points to a brute force beyond the human's ability to conceive. That
brute force makes Sammler want to deny complétely his creatureliness.

Only the goodness of Gruner enables Sammler to see any possibility in

the human animal that would raise him above the beast.



Humboldt's Gift

An examination of the beast images and metaphors in Humboldt's
Gift shows Charles Citrine struggling within an existence viewed as
animalistic with human qualities not developed in any of the other
beasts. Two characters in particular, Humboldt and Cantabile, are used
to develop the action and the characterization of Citrine. A develop-
ment not seen to such an extent before this novel about two literary
figures is the increased use of animals from various stories.

Citrine's relations with other human beings reveal an attitude
toward man as animal. Citrine and his friends--male and female--are
compared with animals in mostly unfavorable ways. Although Citrine
could better understand himself and his species if he could see how
aggression affects the various species in the animal kingdom, very few
of his experiences point him toward that understanding. Wﬁen Humboldt
writes Citrine that men are more than natural beings, that they are
"supernatural beings,"20 he reinforces a hope Citrine has about the
nature of man that interprets man, in many respects a beast, as be-
longing to a species different from other animals.

All of the beast imagery connected with Alec Szathmar, Citrine's
attorney, contributes to a picture of an unpleasant character with un-
pleasant ideas about Citrime. Cantabile's unsavory description of him
is that he is "always kissing Scheiderman's ass, which is so low that
you have to stand in a foxhole t§ reach it" (169). Because of a
weight gain, "he tried to cover his broad can with double-vented
jackets. So he looked like a giant thrush" (206). To Citrine,
Szathmar suggests "an eighteenth-century cavalryman" with "mutton-

chop whiskers" (206). When Citrine objects to Tomchek as his

41
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laywer, Szathmar claims "Why he wouldn't put you in his fishtank for an
ornament" (207), that he took the job as a favor. Szathmar sees Citrine
as having no heart, "only a sort of chicken giblet" (209). Angry in the
bar for Alec's ineptitude in handling arrangements for him, Citrine calls
ﬁim "stupid, fucking baboon Szathmar' (212).

The court battle with Denise reveals the participants and their
actions through beast imagery. The fact that his.ex—wife Denise will
beat him "like a dog" (224) releases her affection. Pisces seems to be
the astrological sign of the judge: "He wore tiny fish cuff links, tail
to head" (231). Citrine fears that with his aging, "they wanted to
harness him to an even heavier load for the last decade or so'" (232).
Julius later advises him that if the judge is after him, he and his
money are going to be separated "like yolks and whites'" (383). Questions
are raised about "squirreling away money'" and money ''suddenly taking
wing" (234). Citrine compares Denise's knowledge of his actions and
his response to it with beavers visited in the far West: "Along the shore
the Férest Service has posted descriptions of the beaver's life cycle.
The beavers were unaware of this and went on gnawing damming feeding and
breeding" (236). Later he adds a comment about man: The beavers are not
affected by posted information about themselves, but "we human beavers
are all shook up by descriptions of ourselves" (258).

The animal imagery used to describe Thaxter reveals a complex
figure loved but not understood by Citrine. ‘Renata questions Citrine
about the animals he and Thaxter are going to save (249) with The Ark,
their unpublished magazine. Thaxter, she thinks, "himself is every
kind of an animal" (319). Renata correctly perceives that Thaxter,

with "his leopard eyes" (246), is Citrine's "private pet" (251).
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Citrine happily greets Thaxter, with his "distorted nose and leopard
eyes'" (252), waiting between the lions in front of the Art Institute, and
eagerly pays for sturgeon to feed him well. Thaxter is "either a kindly
or a brutal man" (252) and, for Citrine, deciding which is a torment;
Thaxter's "big-cat gaze heavier than before, gloomy, and even a touch
cross-eyed" (253) does not clarify the man for Citrine.

Citrine grieves to think of Thaxter "in a black cellar with rats"
(471) under the power of kidnappers. Thaxter writes during his kid-
napping of guns literally held at his head, but the way he writes sug-
gests another meaning for "muzzles," that of all of the brute force in
the world: "In these three muzzles I saw the vanity of all the mental
strategies for outwitting violence that I had ever entertained" (480).
Just as Citrine reaches the conclusion that his thoughts might be damag-
ing to him, so also Thaxter in a different context reaches a similar
conclusion about the danger of thinking apart from reality.

Although Denise does not appreciate George Swiebel as a human
being, Citrine thinks of him as a help. Denise sees Citrine as like
" "one of those overbred racehorses that must have a goat in his stall,
to calm his nerves' and that George is his "billy goat" (41). Without
Swiebel's help, Citrine feels "at the edge of a psychic pond" (49)
and that if crumbs were thrown in that his "carp" would come swimming
up; once he thinks that it would be civilized to make a park and a
garden for the phencmena inside him in which to keep his '"quirks, like
birds, fishes, and flowers'" (49-50). When George is not available,
Citrine's tension is expressed in beast terms: "the suspense claws"
(50) at his heart. -Citrine is speaking of himself as much as any beast

when he notes "odd natural survivals" in the heavy industry district
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near George's house: "Carp and catfish still live in the benzine-smell-
ing ponds. . . . Woodchucks énd rabbits are seen not far from the dumps.
Red-winged blackbirds with their shoulder tabs fly like uniformed ushers
over the cattails" (63).

Although Swiebel may seem an emotional help to Citrine, his under-
standing of aggressive tendencies in man does not help Citrine's car or
Citrine in his submission to Cantabile. George writes of his experiences
in Africa with Naomi's son and Theo, their guide, who is "built like a
- whippet" (446). George writes that he would rather "meet up with lions
than use public transportation' (447) in Chicago. After telling of
"two cats" attacking a man on the Jackson Park El and the inability of

"a

anyone watching to help, he describes a '"glorious" sight in Nairobi,
lioness jumping on wild pigs" (447). George appreciates the animal at-
tack in Africa but not in Chicago. He sees that there are interspecies
differences, but does not think through their significances.

Descriptions of Citrine's experiences with women are intensified
by the beast images used. Naomi tells Citrine that there is "no such
animal" (303) as the perfect woman he is seeking. Citrine thinks that
"on the biological or evolutionary side Renata was perfect. Like a
leopard or a race horse, she was a 'noble animal'' (191). Swiebel
advises Citrine that although Renata is a '"gorgeous chick" (314), she
is not a grown-up woman, and that as a race horse, he must use his
strength: "Now you're coming down the stretch and it's time to pull
ahead" (316).

With Renata in New York City, several beast images mar what were

to have been pleasant occasions for Citrine. Renata objects to Citrine's

saying of the "dog-catcher taxis" that "They make you feel that you have
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bitten someone and are being rushed to the pound, frothing with rabies
to be put down" (317). Renata says Citrine's brother sounds like "one
of those crazy brutes'" (355) entangled in Citrine's life. Renata's
sexual climax is "almost fish-like in its delicacy" (361). Citrine
sees the elevator in which he rides upstairs as "the luxurious cage"
(367).

The beast imagery related to flights from and to Renata reflects
Citrine's emotions. The TWA tunnel through which he walks as he leaves
for Houston is "like an endless arched gullet" (379). During their
trans-Atlantic phone call, Renata reminds Citrine of his remark "about
the British lion standing up with his paws on the globe" (403) and
that his paw on her globe was better than an enpire. His experience in
the flight to her is like being borne by an animal, "trundled out on
the bowed eagle legs of the 747, lifted into flight on the great wings,
the machine passing from level to level into brighter atmospheres whilé
. . . his head lay on the bosom of the seat" (404). Deplaning in Madrid
takes.the form of another beast: "The 747, with its whale anterior hump,
opened, and passengers poured out" (406)

Beast imagery reveals how Renata deceives the unsuspecting Citrine.
It is the old Sefora, with "a serpentine dryness about her eyes" (410)
and "the peculiar chicken.luster of her eyeballs" (411), who meets
Citrine. Even though "this tunicate withered bag" (417) knows his
situation, her "dry look" does not discourage him; her blink seems "to
come from the bottom of her eye upward, like a nicititating membrane"
(419). His impression upon arrival is "of a forest, and of a clearing
from which a serpent departed" (419). However the tempted Eve néver

meets him there.
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George calls Renata's mother "a real angler" (314). Another sug-
gested angler‘is Johnson at‘the Democratic convention in Atlantic City:
Huggins and Citrine watched Hubert Humphrey pretending to relax with his
delegation while Johnson "dangled him" (321). Even his own brother,
Julius suspects Charlie of "angling for some advantage' (354). However,
in spite of much evidence of such use of persons By others, Citrine is
not able to see how the Sefiora "dangled him" for the advantage of Renata.

In a novel about two writers, it is appropriate that a number of
images come from various literary forms. Two examples of beast imagery
relate to Citrine and one to Humboldt. Shocked at the changes in soci-
ety and the concern even of prisons for education, Citrine says, "The
tigers of wrath are crossed with horses of instruction, making a hybrid
undreamed of in the Apocalypse" (51). Worried about money, Citrine se-
riouély considers Gedrge's proposal for investing in a mine in Africa
because "No man ever knew what form his Dick Whittington's cat might
take" (243). When Humboldt's plan to get a Princeton chair seems to be
succeeding, Humboldt laughs "that nearly silent pant of his, through
tiny teeth while a scarf of smoke floated about him. He looked Mother-
Goosey when he did this. The cow jumped over the moon. The little dog
laughed to see such fun" (135).

Beast images from literature reveal something about Citrine's
relationships with three women and also some of his ideas about man.
Citrine's reaction to his wife is partly viewed through the beast images
related to a dramatic presentation of Rip Van Winkle, where Citrine sees
many mothers "being tigresses of the sublest sort" (292). Citrine a-
grees with those women who resent the portrayal of Mrsf Rip Van Winkle

as "the American bitch" (293). He thinks of the higher significance
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of Rip's existence and of his ordinary human American right 'to hunt and
fish and roam the woods_with his dog--much like Huckleberry Finn in the
territory ahead" (293). Rip's sleep leads him to consider how even semi-
conscious humans can hear 'the grunting of the great swine empires of the
earth" (294).

Renata's relationship with Citrine is clarified through two liter-
ary beast images. 'When Citrine cries in response to Humboldt's 1étter,
Renata reveals through a literary image her inability to deal with
his complexity: "These poor mysterious monsters. You work your way down
into the labyrinth and there you find the minotaur breaking his heart
over a letter" (341). Renata is able to appreciate the body of Citrine
that is man, but she cannot understand the head which is in the form of
a bull, or the heart. When Renata suggests that Citrine call a friend
to arrange for them to have a drink in the VIP lounge, she makes him

"feel like the fisherman in Grimm's Fairy Tales, the one whose wife sent

him to the seashore to ask the magic fish for a palace,'" but she denies
being a '"nag'" (378).

A third woman, Rebecca Volsted, the Danish lady who wants to go
to bed with Citrine, is rejected by a Citrine wiser in female rélation—
ships than he was with Denise or Renata. Shé challenges the voice coming
from his room as being his rehearsal of "the big bad wolf" (437).

Citrine has his own odd sense of what a human being is and does

"not have to live in the land of the horses, like Dr. Gulliver (89).

- He agrees with Walt Whitman's unfavorable comparison of man with animals;

he sees that animals do not whine about their condition (479). He reec-
ognizes animals as more limited than man, but feels that the series

does not necessarily end with man. He also cannot accept the idea of

(8
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being reincarnated as a bird or a fish: "No soul once human was locked
into a spider" (90).

In his relationship with the characters thus far indicated, Citrine
encounters combinations of the animal in other human beings and in him-
self as well. Both Thaxter and Swiebel, men who are special animals to
Citrine, face directly the violence of brutes, but their reactions differ.
The women in Citrine's life supply animal pleasures, because that appears
to be the level of his desire. Both Rinaldo Cantabile and Von Humboldt
Fleisher are also strong challenges to Citrine at the level of different
desires.

Beast images also permeate the accounts of Citrine's experiences
with Cantabile. Many of those exchanges are "translated into thoughts"
(465), and then the thoughts inform against Citrine. When Cantabile is
threatening Citrine with the baseball bats, Citrine remembers '"Konrad
Lorenz's discussion of wolves. The defeated wolf offered his throat
and the victor snapped but wouldn't bite" (81). Citrine knows that
humankind is different from wolves, but his memory fails him when he
tries to recall "The difference between man and other species such as
the wolves" (8l). One suggestion that Bellow seems to make with this
‘image is that his society has given this character much information
about man's animal nature, but very little, if any, to show how the
human species differs from nonhuman animal species. '"[T]he intermi-
nable universal electronic miaow of the phone" (46) after the threaten-
ing Cantabile hangs up and '"the usual foxy clauses" (48) in his insur-
ance policy that may prevent his protection against Cantabile's damage--
neither of these, nor the mechanistic and legalistic trickery that they

indicate about the nature of man, suggest any interspecies differences.



49

The Cantabiles were known in the Capone era to have been "bad eggs"
(64), and Citrine sees an animal in Rinaldo, the latest representative
of the family. Cantabile's mustache resembles "fine fur" (80): The
black fur of his mustache spread as the lips of his distorted face
stretched" (82). -Later Citrine calls Cantabile a "mink-mustached bas-
tard" (170) and again, in Stronson's office, notiées "his mink mustache"
(287). This Cantabile is the sort of low mobster "fished out" (99) of
sewers. His driving makes other motorists '"chicken out" (88), and he
weérs boots probably made of "unborn calf" and "equestrian gloves'" (99).
In the Bath, when Cantabile's pants are down, Citrine thinks of "Zucker-
man's apes at the London Zoo" (89).

Cantabile also sees the animal in Citrine, who recalls with pleas-
ure a day in his birthplace, "a day of marvelous spring and a noontime
full of the most heavy silent white clouds, clouds like bulls, behe-
moths, and dragons" (90) and what he takes to be the understanding of
the man then living in the house where he was born. Cantabile calls
Citrine a "bird-brain" (96) for not understanding what ordinary people
know about life.

Cantabile's test of Citrine is expressed in animal imagery. Be-
cause Citrine does not '"chicken out" (102), Cantabile remembers him
"on the catwalk" and admires his "guts" (452). As they drive to the
unfinished skyscraper, '"the sun like a bristling fox jumped beneath
the horizon" (101). The money thrown from the building by Cantabile
~goes "off like finches, like swallows and butterflies, all bearing the
image of Ulysses S. Grant" (102-103).

The mental strain in "the crow's-nest from which the modern

autonomous person keeps watch" begins to affect Citrine's appearances;
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he is "getting that look of a badly stuffed trophy or mounted specimen"
(171) associated with age. A part of the strain is the Cantabile who
forces himself on Citrine. He remembers Citrine's telling him of “some
pork chop" (172) chasing him down a street and expects Citrine would
"be thrilled to wéste the buffalo" (173) that chased him.

Citrine recognizes his weakness for persons like Cantabilé, since
the main character in his play is of his type. That play made money,
"the bloodscent that attracted the sharks of Chicago" (173). Humboldt
haa charged Citrine with stealing his own character for that role. The
suggestion seems to be that both men have the animal magnetism that
attracts a Citrine and also large numbers of people who enjoy them
vicariously through art. Citrine's movie scenario tells the story of
Amundsen in another example of an animalistic relationship among men.
The Russians exhibit the contents of the suspected cannibal's stomach
in Red Square with a huge sign: "This is how fascist imperialist capi-
talist dogs devour each other" (181l). The old man is exonerated by the
statement of the young man who loves his daughter: "Think of what our
ancestors ate. As apes, as lower animals, as fishes. Think of what
animals have eaten since the beginning of time. And we owe our exis-
tence to them" (182).

Citrine realizes that Cantabile is "a pet arbitrary,” which is
better than being "a mere nut" (185). Cantabile suggests a fatal acci-
dent for Denise: "Crazy buffaloes are doing women in.left and right, so
who's to know" (185). When Cantabile recognizes Citrine's response, he
calls himself "Wildass Cantabile, a joker" (185). Citrine realizes that
he has brought this kind of conversation on himself because he "had

rooted and sorted" (186) his way through mankind; he continues the



- 51

swine reference when he says his French decoration is "the sort of thing
that they give to pig breeders and to people who improve the garbage cans'
(187).

The individuals to whom Cantabile takes Citrine also evoke animal-
imaged responses. The underworld fence may be one of the '"spider-bellied
old codgers" with cabafas near the swimming pool to which "young chicks"
(98) might be invited. Citrine calls the fence "an old pelican" (100).

The beast imagery used in the Stronson office incident suggests
the animal responses of all of the participants. The detective wears
a wig which Citrine compares with the "hair pieces like '"Skye terriers"
(279) waiting for their masters in the changing booths at the Downtown
Club. When Cantabile draws a picture of Stronson's corpse being "'fished

from the sewer," Stronson, who is ''given to squealing,'" responds By
"erying in a kind of pig soprano voice" (283). It seems to Citrine that
Stronson's "true nature was quickly reclaiming him" (284), and he.wonders
if it is Stronson's terror that makes his beard suddenly rush out: "long
awful bristles were coming up from his collar. A woodchuck look was
coming over him'" (284). Cantabile is "a queer creature" who seems al-
most limber enough to twist his head about and preen his own back feath-
ers"; Citrine dismisses him "as ready for the bughouse" (287).

In Europe beast images continue to be associated with Cantabile.
In the dusty parlor in Madrid, where Cantabile in his "black lizard
shoes" (452) interrupts his peace, Citrine is "as dense in these motes
as an aquarium fish in bubbles" (451). Even Cantabile's claim of being
"just the breed of dog . . . to -protect things like that claim check"

-(465) reveals his animal nature. Until his mastery of the situation

in Europe and in himself, until he is able to function as a man, Citrine
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continues to experience the animal in and through Cantabile--to offer his
throat to the victor without questioning ''the difference betweeﬁ man and
other species such as the wolves" (81).

Citrine's memories of Humboldt also contain many beast images that
reveal the man and also the limited animalistic way Citrine sees him.
Citrine describes the young Humboldt as a whale: "A surfaced whale be-
side your boat might look at you as he looked with his wide-set gray eyes"
(11). The ambiguity of a Moby Dick is suggested by the rest of the de-
scription: "He was fine as well as thick, heavy but also light, and his
face was both pale and dark. Golden-brownish hair flowed upward--two
light crests and a dark trough. His forehead was scarred. As a kid he
had fallen on a skate blade, the bone itself was dented" (11). The image
of the whale recurs in a later description of Humboldt's gray eyes which
seem "more widely separated than ever-~the surfaced whale beside the dory"
(20). In a head "blearily similar to Humboldt's" (331), Uncle Waldﬁér's
eyes are also '"'gray and set wide. Within ten miles of Coney Island,
perhaps, sucking in and straining tons of water, puffing vapor from his
head, there was a whale with eyes similarly positioned” (331). In 1971,
the United States declared the commercially-exploited whales to be an
endangered species and attempted to protect them by prohibiting by law
the importation of all whale products. The poet Humboldt, however, did
not have proteétion in America.

Citrine has mauy pleasant memories of Humboldt in his earlier days
that are related to beast images: Humboldt and Kathleen playing football
and the ball in flight wagging "like a duck's tail" (23); the pouncing
and attacking of Humboldt's cats, which bounded with 'grenadier tails

«. « « to sharpen their claws on trees" (33); and a later sharp memory
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of the sight of Kathleen and Humboldt on their sofa, recalled so fully
that he sees "the cats, one with the Hitler mustache, at the window"
(368).

However, not all beast-imaged memories of Humboldt are pleasant.
There is a similarity between the return of Citrine's painful memories
of Humboldt and the revival of the old smells of the slaughter city in
the night heat of Chicago. The "stink" of animals "lowing and reeking"
haunts the place just as his thoughts of Humboldt haunt Citrine. Through
open windows, "the familar depressing multilayered stink of meat, tallow,
blood-meal, pulverized bones, hides, soap, smoked slabs and burnt hair
come back" (114). Much that Citrine recalls is painful to him, but he
stays "on the sofa sinking into the down for which geese had been rav-
ished, and held on to Humboldt" (131).

One memory of Humboldt at Princeton involves Humboldt's use of
Citrine. At times Humboldt viewed the pigeons outsidé his window as
Sewell's '"agents and spies" (123), and Humboldt's scheming to do some-
thing about the posts where Sewell had placed them is revealed in animal
terms: ''Under the shepherd's plaid of the blanket-wide jacket his back
began to look humped (a familiar sign). That massing of bison power
in his back meant that he was up to no good" (123). Citrine's lack of
concern about Sewell's use of them caused Humboldt to call him a '"Yid- "
disher mouse" (124). For Citrine, Princeton is "a sanctuary, a zoo,

a spa with its own choochoo and elms and lovely green cages" (133),

and also like "a Serbian watering place" (134). His memory of Ricketts,
to whom Humboldt sends him, is especially clear: "the white frieze of
his vigorous short hair, his brownish oxheart cherry eyes, the fresh-

ness of his face, his happy full cheeks" (134).. The word "frieze," in
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the sense of a woolen strip, suggests the shearing of Ricketts. In a
repetition of Citrine's action, "panhandling squirrels" (154) approach
him from all directions outside Rickett's office. Humboldt saw the
results as indicative of his idea that the phase of history in which
monopoly capitalism could treat creative men like rats was ending. As
he remembers his part in those days, Citrine is oﬁ his sofa wearing
"cashmere socks" (136); the contribution of the goat to Citrine's
comfort seems retribution for Citrine's earlier action.

However, the entire episode of the endowment of a chair of poetry
for Humboldt resulted in erotic frustration for the man and in creative
frustration in his role as poet in America. 1In approaching Longstaff,
a man "who owned a stable of poets," Humboldt hoped to "persuade Long-
staff, do in Sewell, outfox Ricketts, screw Hildebrand, and bugger fate"
(138). After Longstaff agreed to fund the endowment, Humboldt and Long-
staff, wﬁo had no feeling for literature, ironically concluded their
conversation by talking "about Dante's bird imagery" (139). In his
excitement to celebrate erotically, Humboldt rushed to Ginnie, but she
had greater concern for hér dachshund with a new litter of puppies than
for Humboldt's "big cock" (139).

Humboldt's personal life also showed his disintergration. A
jealous husband, he watched Kathleen and Citrine talk, "bulging out
the coppery webbing of the screen door like a fisherman's strange
catch" (149). The consumer of much self-prescribed medicine, he left
"[t]he cotton wads of his pill bottles . . . all over the place like
rabbit droppings" (150). His physical appearance deteriorated until
at the last "he was floundering" in a large suit and his "head looked

as if the gypsy moth had gotten into it and tented in his hair" (53).
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On that trip when he had last seen Humboldt, Citrine remembers him-
self in a helicopter like a May fly, "skirring around New York like an
ephemerid" (53-54) in a green jacket, and Kennedy playing basketball,
nodding "his ruddy, foxy head" (113). Humboldt's last letter to Citrine
shows Humboldt's recognition of how he had "loused . . . up" (339)
Charlie and his relationship, of his 'chattering" from the top of his
crazy head, and then. of days of depression and silence "in the cage.
Grim gorilla days" (339). Citrine sees the evil in the young Humboldt
_as very small, "an amoeba'" (341), but his aged appearance, "like an
old bull bison on his last legs" (341), repels Citrine.

As Citrine remembers the deterioration of Humboldt, the beast
images continue. Citrine sees Humboldt as an Oklahoma land grabber,

"whipping his team of mules and standing up in his crazy wagon,"

rushing
"into the territory of excess to stake himself a claim. This claim was
a swollen and quaking heart-mirage" (155). Then, arrested, Humboldt,
"fought like an ox" (154); as Citrine imagines it, the poet had probably
been "rushed off dingdong in a paddy wagon like a mad dog, arriving foul,
and locked up raging:" (155). When Citrine watches George Otway throw
himself at the cabin walls in the movie Caldofreddo, he remembers
Humboldt's struggle; both actions reflect what he had "éeen maddened
- apes do in the monkey house, battering the partitions with heartrending
recklessness" (462). Citrine thinks of the "poor character, poor
fighting furious weeping hollering Humboldt" (462).

But Citrine is not able to enjoy the success coming to him while
Humboldt's fortunes are going down: the psychiatrist to whom Demmie sent

him said that Citrine was depressive, "an ant longing to be a grass-—

hopper" (164), that he could not bear his success. He compares his life
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during the production of Von Trenck with that of "The little white terri-
er, Cato, [who] begged for crusts and snapped his teeth while dancing
backward on his hind legs'" (152). Citrine would prefer the life of
Demmie's pet to his of work, but in protecting and managing him, Demmie
was "a tiger-mother and a regular Fury" (151). He thinks that if he
were a locust, the sound of the scrape of Demmie's knock-knees would
send him soaring over mountain ranges (153). However, Citrine's loss
of creativity years after Humboldt's death must be met with more than
. animal satisfactions.

Humboldt's struggles with and limitations by his human nature are
repeated by Charles Citrine, but the two men are different. Citrine
has a number of experiences with friends whom he loves like pets. They
enable him to understand his own human nature. Both Thaxter and Swiebel
suggest responses to violence. Cantabile helps him come to a rejection
of a purely animalistic view of man, even as Citrine must come to a
rejection of the rather animalistic Cantabile. The most significant
help comes from Humboldt, who confirms Citrine in his belief that human

nature is different from animal nature.
Conclusion

Animal imagery and metaphor add distinctly to the textures of

Herzog, Mr. Sammler's Planet, and Humboldt's Gift. In each novel, the

protagonist sees man as animal, but questions the nature of man because
there appear to be qualities in him not like other animals. Herzog
perceives that difference to lie in man's ability to love. Sammler

has only the hint of one man's life left to remind him of the genius
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of the human animal; the action in which he is rather hesitatingly in-
volved touches upon the problems of territoriality and aggression.
Citrine recognizes man's animal nature, but perceives him to be more
than animal; he rggains the confidence that man is more than natural.

As a novelist, Bellow seems to question not the reality, but the inevi-
tability of war and conflict, and at the same time to recognize the
danger in the situation where many do not doubt certain animalistic,

even brutalistic, assumptions about man. The potential of man to create
can only be freed, Bellow seems to day, through man's use of powers not
within his animal nature. Man's human nature must control the animal .

nature, or brute forces will destroy human possibilities.
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