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A STUDY OF AESTHETIC DISTANCE IN THOREAU'S WALDEN
CHAPTER I
Introduction

Numerous commentaries have been written on Waiden con-
cerned either with the major themes and ideas oxr with the
technical aspects of the book, most of which are a variety
of appreciative criticism which prove to be valuable anal-
yees for serious readers. Cenerally, the criticism has
been channeled into three approaches to the works commeants
on the meaning by offering something in the way of an
explanation of the imagery or symbol interpretation; com-
ments on the reaning by f£inding the significance or the
work as it is related to Thoreau himself, thus dealing with
its gspecial revelation oi the psychological forces, bio-
graphical incidents, and particular motivations that
determine the character of the wbook: and comments on the
meining by giving interpretations in the light of the
work's relation to the social and intellectual milieu which
lies in its background, the main currents and characteristics
of which it registers. To see how valuable and significant

in understanding and appreciating Walden the insights oifered
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by these approaches are, one need only read such com-

mentaries, to mention only a few, as F. O. Matthiessen's
American Renaissance, R. W. B, Lewie' The American Adam,
J. L. Shanley's The Making oif Walden, Sherman rzaul's The
Shores of America, and C. R. Anderson's The Magic Circle
of Walden.

F. 0, Metthiessen thought oi Walden, at least in one
of its meaninys, as being social criticism. “His contri-
bution to our social thought, " he wrote, "lies in his
thoroughgoing criticiem of the narrow msterialism of his
day. It is important to remember that when he objected
to the division of labor, he was vriting trom an agrarian
and cratft economy where the torces oif industrialism were
=till an encroaching minoxitya"l Such a view of Wslden iz
supported by the zirst half of the book and vsluable to the
understanding of its meaning, but the second nust remain
a puzzle in the light of it. In The American Adam, R. W. B.
Lewis examines Walden from the point of view oi image
patterns and symbolic reiference, discovering it to deal
with a2 kind of "organic renewal,  a ritual burning of the
past so that the new seli could emerge. “Probably nobody
of his generation had a richer sense of the potentiality
for a fresh, free, and uncluttered existence, " he wrote,
“certainly no one projected the need for the ritual burning
of the past in more varied and captivating metaphors. This

is what Walden is about; it is the most searching con-
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temporary account of the desire for a new kind of life."?

J. L. Shanley traces the development of Walden through
the successive versions the manucscript underwent betfore
publicatien, pointinc out as he speaks of the author and the
manuscript that, "it was not only the story of the experience
which settled his life or him but also & statement of his
beliefs which had flourished under the test of time."3

In The Shores of America, Paul approaches Walden
kiographically, concluding that it is concerned with seli-
discovery. Thoreau "went to the pond to recover the reality
he had lost," he wrote, "to find it again by reducing the
problem oi perception to its simplest terms--man and nature.
Simplification, in this csense, w2s his ascetic, the severe
discipline by which he hoped to concentrate hics forces and
puritfy the channels of perception; and because of this he
often substituted ‘'poverty' for ‘simplicity,' thereby
hallowing the process with religious associations of re-
nunciation and higher dedication."? Ppaul was also interested
in walden from the point of view of the currents of the
intellectual milieu it registered. Of Thoreau's description
of the spring thaw in the sandy banks of Deep Cut, a passage
he thought to be particularly indicative of the philosophical
temper that informs the book, he wrote, "Indeed, his descrip-
tion of the thaw, one of the most brilliant and best susztained
analogies in transcendental writing, was a myth of creation as

expression, an elaborate metaphor of the organic process oi
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art and nature and self-reform, of the creative and shaping

power oi Idea, and the renewal that proceeds irom the
inside out. And it was more than that: a metaphor o:
birth, and a metaphor of purification."5 As transcendental
doctrine, Paul thought Walden passed beyond autobiography
and dealt with the possibilities for a new, creative lire.
C. R. Anderson's The Magic Circle of Wslden ofrfers a con-
clusion about the meaning of Walden much like that of
Sherman Paul; that is, it sees Walden as being concerned with
self~discovery. But Anderson approaches his study of
Walden in a different way from Paul. APaul bases most of
his conclusions upon investigation of the psychological
forces and particular motivations that determine the
character oi the book and produce its mearing. Anderson locks
into the languaye, the structure of images, and the meaning
of the eymbols in order to arrive at hi:c conclusions. He
proposes that Walden e read as a poem, and concludes that,
"Viewed . . as a poem, Walden reveals itself as an experi-
ence recreated in words for the purpose of routing the world
altogether and discovering the Self. Its real theme i: the
search for perfection, for a life of holinese, though it is
certainly not rendered in Christian terms ,"©

Walden doubtless is biographical, social, and symiolic,
and any approach based upon one o0f these assumptions is of
value. Biographically, Walden spanned the years of Thoreau's

spiritual struggle between 1845 and 1854 (though some mate-
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rial was taken from the journals as early as 1837), chroni-

¢ling hiz search for an organic life in nature and his
strong resistance to the drudgery necessary to succeed in
the material world, a resistance which was linked to his
belief that man should pursue his higher nature and discover
his inner self through meditation in a time of leisure,
Intellectually considered, it is a description of an experi-
ment in Transcendentalism which explores the nature of reality,
based on the search for reality through =ome kind of spirit-
ual intuition. From this point of view, it is a social
and philosophical commentary which opposes a kind of ideal
life informed by a doctrine of simplicity to the life most
people of the nineteenth century were living in a material-
icstically geared social order which encouraged apathy, com-
placency, passivity, and moral cowardice.

All these approaches to Walden are significant
to the serious reader and form a body of very valu-
able commentary on the work., But almost to the ex-
clusion of other matters they have been centered around
the possibilities of interpreting the meaning of the work
focusing mainly upon the work oi art itself as it is
related to the artist znd the times in which it was written,
with the conseguence that little has been said about such
things as the reader's relationship to the work or the
technical task of the artist's manipulation of the reader's

responses, directing him to his point o0f view, The v&lue
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OLf an essay which takes as its subject aesthetic distance

in Walden may be perceived when one realizes that the
aesthetic dinension of a work of art depends upon the
observer's orientation to it. According to most aestheticians
who have probed the problems associzted with asesthetic
distance, an orientation which eliminates as much of the
disparity ac possible botween @ work oi art and the observer
is desirable for maximum aesthetic enjoyment. But the
degree of distance which a work of art must maintain in
order to be ca:st in the proper perspective for aesthetic
orientation has been a point of controversy from the beginn=-
ing of the history of aesthetics that has left the subject
in shambles. Every artist h:s doubtless had his own

orinion of the m

bt}

tter, and any very thorough study of
aesthetic distance in a work of art will involve not only
& study of the work itself in terms of the artist's control
of perceiver responcse by creating controlled occasions
which provide possibilities for reader response, but also

a2 study of the technical devices by which the artist's
rhetoric is shaped.

Walden i: a superb example of what an artict can do
with his medium when he is aware of the implications of point
of view, genre, structure, and style, and can nmake all of
these aspects 0of technique work toward not only defining,
but also exploring and evaluating his subject metter. The

central object of this essay will be to interpret technique
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in Walden as a method of offering an approach to meaning.
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THE NARRATOR AND PERSPECTIVE
CHAPTER II

"Aesthetic distance” is a term used to describe the
general relationship between a reader and a text in liter-
ature, but the relastionship it dercribes, though general, is
concerned with thvee categories o:i distance. There wmay be
distance between & reader and the narrator, distance between
the reader and the events of a work, or distaunce between
the narxrator and the events of a work. So far, criticisn
has not formulated adequate terms with which to describe
these categories of distance. For lack of existing terminol-
ogy, in this essay the dictance between a reader and the
narrator will be rererred to as "“sympathetic distance, "
the distance between the reader and the events oif the work
will be called “"evaluative distance, " and the distance
between the narrator and the events oi the work will be

described as "proportional distance." 8o far

F)}

s sympathet-~
ic distance is concerned, the more coancord of belief and
opinions there is between the reader and the narrator, the
less the distance between them will be. Evaluative distance
ie involved with the way in which a reader responds to

the events of a work of art psycholowically, thet is,

9
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emotionally and intellectually. The more strongly a

readexr ieels the events of a work oi art to be & per-
sonal emotional and intellectual afiair, the more likely
his reaction to the work will be a neaninuful experience,
and, if the event: of the work do not offend but satiszy
his sensibilities, evaluative distance will be minimel.
But if the ncture of the events is not compatikle with the
emotional and intellectual norms of the reader, evaluative
distence will be maximal. Proportional distance is con-
cerned with the nerrator's orientation in regard to the
point of view from which he sees the event+ of the work of
art. He may stand outside the events, viewing them from a
detached, critical position. Or he wmay stand inside the
events, participating in them. In the former case, pro-
portional distance is maximal in varying degrees; in the
latter case proportional distance is minimal in varying
degrees. Both evaluative distance and proportional distance
are concerned with point of view, and sympathetic distunce
with wanipulation of point oi view,

Though these three categories of distance are distinct
in the sense that they describe three different sets of
relationships in matters of aesthetic distance, they are
also interrelated. 1I: the mnarratoxr can induce the reader
to his point of view, thus minimizing svrpathetic distance,
then reduce or increase proportional distance while main-

taining the reader's sympathy with his point of view,
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evaluative distance will be recuced or increased according-

ly. But this is puttirng it much too simply. The very nature
of literature oziten prevents control of distance irom
runctioning =0 smoothly as an artist might wi:zh it. Wwhen
such abstract concepts as love, patriotism, religion, etc.,
are dealt with, they are either =0 general as to have littie
immediate meening to a readexr, or, if theyv are brought into
a perspective where they are conceived personally, they are
so personal as to become a part of a reader's own mode of
being and subject to bias. Thus, distance nearly always
becomes involved with a reader's personal emotional and
intellectual sensibilities, and point of view is only one
aspect 0f narrxative technique with which an artist must

deal. Genre, structure, and style are also important aspects
of his rhetoric.

But to a greater or lesser degtee, according to a
reader's susceptibility to a work of art in general, an artist
may control the sensibilities of a reader with such artistic
factors as point of view of the narrator, structure, genre,
and style. Any very thorough study of aesthetic distance
in a work of art as complicated as Walden must at last con-
cern itself with each of these artistic factors. It is
through them that the skilful artist creates the kind of
reader, metaphorically speaking, it takss to appreciate
his work and the kind of work a reader can apprecicte.

When a reader becomes conscious of the meaning of
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aesthetic distance and the variou: artistic factors by wnich

it is achieved in Walden, he will discover the important

fact that Thoreau does not try to convince his reuder by

mere expository means to accept hir position on the matters
with which the work is concerned, but to induce him aesthet-
ically to accept his premises., This is an important discovery
s0 iar as reading and appreciating Walden is cvoncerned, for

it i+ to discover that Walden is a work oi art the principal
object oif which is to offer a system of values that ic
aesthetically appreciable and not wmerely by means of ex-
pository persuasion. What determines whether a piece of
writing is art or mere exposition, 1if expository writing
can indeed be excluded irom the realm of art, is finally
a mattexr of whether the materials from whicihh it is made
are presented according to come aesthetic schema capable of
inducing an aesthetic response Or presented without regard
to variou:s artistic iactors. Walden is not merely exposi-
tion, giving information about a subject, explaining things;
1t is art, appealing to the imagination, giving a sence
oi somethiny happenin¢g concretely before the reader's eyes.
It gives a sense 0of life in motion, and portrays liie in
transformation from one moment to another.

Since the role oir the nerritor, in regard to hic
determining point of view in Wziden, is possibly the most
important artistic factor involved in a study of aesthetic

distance, an interesting place to beuin such a study is with
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& rather inZormztive paragraph which occurs in the middle

of chaptexr five in which the narrator discussec the relation-
ship between perceiver and object, and, in doiny so, says
something about proportional distance by suggyesting possible
orientatione a perceiver can assume in the face of an

object oi contemplation. In the peragraph the narrator says,

With thinking we may be beside oucrselves in a sane
sense, By 2 conscious effort of the mind we c&n
ctand aloof £from actions and their consequences:
and all things, good and bad, ¢o by us like a
torrent. We are not wholly involved in Mature.

I may be either the driftwood in the stream, or
Indra in the sky looking down on it. I may ke
afiected by a theatrical exhibition; on the other
hand, I may not be affected by an actual event
which appears to concern me much more. I only
know myself as a human entity; the scene, so to
speak, of thoughts and afifections; and am sensible
of a certain doubleness by which I can stand as
remote from myself as from another. However intense
my experience, I am conscious of the presence and
criticism of a pert of me, which, as it were, is
not & part of me, but spectator, sharing no experi-
ence, but taking note of it; and that i- no more

I than it is you. When the play, it wmay be the
tragedy, of life is over, the spectator goes his
way. It was a kind of fiction, a work of the
imagination only, so far as he was concerned, This
doubleness may easily mike us poor neighbors and
friends sometimes. ’

In the sentence, "I may be either driitwocd in the stream,
or Indra in the sky looking down on it, " the narrator sug-
gests the two possible orientetions a perceiver may acsume
in terms of proportional distance if the perceiver is the
narrator and evaluative dictance if the perceiver i: the
reader. He may assume the detached position of @ cpectator
in which case his view of things would tend toward critical

analysis, or he may be involved in the events of the work,
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participating, <wotionally perhaps, in the action of the

events. Indra was a Hindu god who had the power to
interchange perceiver and perceived, and it may be possibile
that Thoreau hints at claiming & similar power as an
artist, The "doubleness" of wirich he spezkes in this
paragzaph, though probably an autobiocuraphical pun reierr-
ing to what Thoxesu must have believed the people of
Concord thought of him living at Walden Pond, way be under-
stood as an indirect reierence to the two poszsible orienta-
tions from which Walden is to be viewed, an inside view of
which the drirtwood is indicative and an outside view of
which Indra is a symbol. Further, the paragraph is possibly
& subtle comment on the creation of Walden which is itself
“a kind of fiction, a work of the imagination only." I
Walden is a work o: the imagination and thu- fictional,
Thoreau's comments on himcelf as a spectator of himwel<
suggests that the "I" of the work may be a modified version
of the real Thoresu which includes sowme fictional as well
as autobiographical elements.

What the careful reader who irs aware of point of view
and the role it plsys in regard to aesthetic distaace in
Walden will notice is that at the beginning of the book,
the reader is aligned, because 0f his association through
familiarity, with the events of the work (the subject
is the sccial ordex”cf which the reader is a member} and

ovaluztive distance is minimal. But the narrator stands
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outeside the events of the work, distanced rrom both the

reader and the events and proportional distance is rather
great. Since evaluative distance is minimal and propor-
tional distance is maximal, sympathetic distance is great.
In the first chapter, the narrator launches hic major attack
upon the social ordex with which the reader is aligneaq,
condemning its materialistic values and unthinking work
hakite. Proportional distance iniorms the point of view as
the narrator stands alooi in the orientation of a spectator,
full of wit, sophisticated, clever, desling in satire,
castigating the hypocritical, materialistic-minded citizens
of Concord. From his detached position, he looks down like
Inédra from the sky, obserxrving of the masses who live

desperately, "It is very evident what mean and snezking

lives many of you live, for my sight ha&s been whetted by
experience . . . lying, flattering, voting, contracting your-
selves into & uutshell of civility, or dilating into an
atmosphere of thin and vaporous geherosity, that you may
persuade your neighbor to let you make his shoes, or his

hat, or his ceoat, or his carriage, or import his groceries
for him . . ." (II, 7).

This: attack upon materiélism launched from his outside
view prepares the ground ior the narrator's own stripping
down of materialistic values through defining what the
actual nececsaries of life are. He goes on to explein how

the pursuit of luxuries gets in the way of man's finding his
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own higher nature. Of the matter he says, "Most of the

luxuries, and many of the so-called comforts of life, are
not only not indispensable, but positive hindrances to the
elevation of mankind. With respect to luxuries and com-
forts, the wisest have ever lived a more simple and meagre
life than the poox" (IXI, 15). Throughout the first chapter
of Walden, the narratoxr aésumes a rather hostile social orxder.
Thic order will heve opposed to it the ideal ordex oi the
awakened man told of in the lagt chapter of the work. Aas
it is evident iu the opening paragraph o! the first chapter,
the narrator h-= made the journey from the diseaced social
oxder of which he speaks to the ileal ordexr first, and in
the work itself the narrator will lead the reader on the
journey the narrator h#s already made. But beiorxe the
narrator can lead the reader along familar pathways the
narrator has already trod, he must persuade the reader to
accept his point of view., Technically, this means that
sympz Thetic dirtance must be raduced to nearly zero if the
author's enterprire is to succeed,

As sympathy develops between the narrator and the
reader, a gradual process that is carried out through
chaptexrs one, two, and three in which rerunciation and
withdrawal are worked out, the reader i: drawn outside
the social order to the narrator's outside, critical view.
This view, as it is opposed to the reader's previous view

inside the social order is emblenized »v the image of
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Walden Pond, in particular, as a retreat outside the

social order, and of the narr:tor at that retreat in &
kind oif spiritual withdrawal. In the first three
chapters of Walden, the reader who is the postulated common
manp is carefully drawn out of his position within society
by the narrator's manipulation of sympethetic distance, a
part of which includes the narrator's own attractive
personality, kut also a part of which includes the appeal
of the retreat focused upon in chapter two, with its
promises of new chances for a new life. Once outside the
social order, the reader is led by means 0f various
rhetorical devices to observe his own institution:s, be-
liefs, etc., at a "distance," critically, as he becomes
aware. Sympathy with the narrator places the reader in
nearly the same position of the narrector who in the e~
ginning chapters and periodically throughout the book

ig a rfocial critic. The reader, once he has aligned

his own view with the outside view of the nasrrator, comes
to see frowm hi: detached position what the narrator has
already seen, and he cGues €0 reject what the narrator
has already rejected.

The process of renunciation and withdrawal that marked
Thoreau's building his hut on Emerson's woodlot necr Walden
Pond and going to live there on the fourth of July, 1845, in
the actual experiment, is carefully worked out in the first

three chaptercs of Walden in such a way that the reader may,
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through a kind of sympathy, fuse with the events and

experience the same process. In chapter one the social
world irom which Thoreau withdrew is described with such
terms 28 to make the reader who is a part of it wish to
renounce his place in it and turn toward something better.
What Thoreau describes is a kind of wasteland where the
inhabitants appear "to be doing penance in a thousand
remarkable ways" and laboring under a mistake, plowing

the better part of themselves "into the soil £for compost."
The reader, rezlizing the truth of what Thoreau says, is not
difficult to convince that it i: a "mean and sneaking" life
he lives. The psychology of the first chapter i: to
describe the social order in such @ wey as to point out its
woret aspects and mrke the reader digssatisiied with hi:
place in it. This prepares the ground ior the =econd chapter
in which is unfoli2d & plan fox a better life through a kind
of simpliiied existence. The reader's desire for something
better than he has is wvhetted and gratified by Thoreau's
plan ior a ketter 1ife told of in chapter two.

Thoreau beging unfolding hi: plan for a better life
tarough simplified existence by sayinyg, ". . . a man is xich
in proportion to the number of things which he can afford
to let alore." He proceeds to tell in the most inviting
terms how, in his retreat at Walden Pond, living the
simplified life, "Every morning was a cheerful invitation

tec make my life of equal simplicity, and I may say innocence,
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with Nature herseli." Each dav he awakens to a higher life

than he fell asleep from. Living deliberately in the woods,
fronting only the essential facte of life and sucking out
all the marrow appeals to the reader's vearning for primal
experience. When Thoreau, near the end of the second chapter,
calls directly upon the reader to "Simpliry, simplify,"
the attractiveness of Thoreau's plan ior life is so strong,
when his plan is contrasted to the life described in the
social order in chapter one, that the reader is ready to
do whatever i: necessary to have the better way.

The transition of the reader from involvement in the
social order to a position outside the order is worked
out in chapters one and two a«c he metaphorically follows
the narrator who gives up his place in the social orxder end
goes to live in the woods. Chapter three adds the finishing
touches to the trancition. The reader realizes all alony
that he has been perticipating in a kind of artictic illusion
made posvible by his own "willing suspencion of disbelief "
But his illusion is given some coucrete validity &s the
narrator convinces him that, "A written word is the choicest
oi relics, It is something &t once more intimate with us
and more uaniversal than any other work oi art. It is the
work of art nearest to life itseli" (II, 114). A&Accepting
the narrator's hypothesis (for by this time the reader has
drawn near the narrator becau:e o0f his desire to escape

the world of ch:pter one and the appeal of the retreat in
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chapter two), the reader i: willing to believe thet, as the

narrator puts it in chapter three, "There are probably words
addressed to our condition exactly, which, if we could
really heax and understand, would be more salutary than the
morning or the spring to our lives, and poscsibly put a new
aspect on the face of things for us” (II, 115-20). He
speaks oi Walden, of course,

Though the major attack or the social order is launched
in the first chapter, the second continues to lament how
"inhabitants oi New England live this mean liie," and the
third points out such things as how more money iv spent
on "almost any article oif bodily aliment or ailment than
on . . . mental ailment." Beginning with the fourth chapter
oi Walden the subjzct, generally speaking, cshiftc from con-
crete comments upon the social orxrder to philosophical
speculation about an ideal oxder the narratoxr hes formulated
in his mind. withdrawal and renunciation have been by this
time nearly completed and a period o: meditation begins and
continues through cthe wmiddle chapter: oi the work. Chapter
four begins with the narrator telling how sometimes on &
summer morning he sat in the doorway of his hut "rapt in a
revery . . . in undisturbed solitude and stillness." Of
such times, he goes on to say, "I grew in those geasons
like corn in the night." This all suggests that @&n aware-
ness of nature meditated upon is a pathway to the spiritual

world which is linked with nature. At this point, the place
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of retreat at W:lden Pond becomes a sanctuary outside

space and time, much like that of which the fable of the
artist of Kouroo tells in the last chapter. Commenting
upon the matter of solitude and stillness the narrator
says,

My days were not the days of the week, bearing

the stamp of any heathen deity, nor were they

minced into hours and fretted by the ticking

oi a clock; for I lived like the Puri Indians,

o: whom it is said that 'for yesterday, today

and tomorrow they have only one word, and they

express the variety of meaning by pointing back-

ward for yesterday, forward for to-morrow, and

overhezd for the passing day.' This was sheer

idleness to my fellow-townsmen, no doubt; but

if the birds and flowers had tried me by their

standard, I chould nrot have been found wanting
But the retreat is subject at all times to intrusions from
the world outside. "The whistle of the locomotive penetrates
mv woods summer and winter, sounding like the scream of a
hawk . . ." (II, 128), the narrator says. The train is a
metaphor of the world the narrator has rejected, and the
only way to deal with it is to get off its track. Of this
the reader has already been convinced, but this reminder
has the eifect of encouraging his critical angle of vision
once he hes assumed an outside, critical view orf the
social order of which he has at the beginning of the work
a part.

Chapter five continues the idea of communion with

nature. "I go end come with a strange liberty in Nature,

a part of herseli" (II, 143), the narrator says, emphasizing
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hir feeling of kinship with elemental things. Neture is

portrayed as a beneificent mother in whose bosom the dualities
of the human psyche may be resolved. Oiten when the narrator
felt it was unpleasant to be alone, he explains, ". . . I
wae at the same time conscious of @ slight insanity in my
mood, and seemed to Loresee my recovery. In the midet of

a gentle rain while these thoughts prevailed, I was suddenly
sensible of such sweet and beneficent society in Nature,

in the very pattering of the drops, and in every sound and
sight around my house, an infinite and unaccountalle friend-
liness all at once like an atmosphere sustaining me, &s made
the fancied advantages of human neighborhood insignificant,
and I have never thought of them since” (II, 146). There

is a strong sense of affirmation in this passage that will
culminate in chapter eight where the narrator's becoming
lost in the woods is a metaphor of losing the sel:i to the
social world in withdrawal to the woods in order to find the
spiritual self., This metaphorical action recalls the
reader's attention to the process of withdrawal and re-
nunciation worked out in the first three chapters of the
work and emphasizes the meaning of that earlier action.

The passage just gquoted, speaking of the "gentle rain, "
probably suggests that nature is a link between deity

and man, if the reader can assume that Thoreau knew and
hints at the medieval concept which held that Christ was

imaged in the spring rain which brought with it opportunity
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for new life.

A kind of philosophical speculation continues in the
following five chapters. In chapter six the society of
visitors is contrasted to the solitude of nature in the
previous, and one visitor, a Canadian woodchopper, ic
presented as a kind o:i archetypal man in nature. He was
"a true Homeric or Paphlagonian man" who knew that "Homer
was a great writer, though what his writing was about he
did not know." The model for the woodchopper was Alek
Therien, and in his simdlicity anrd naturalness he
suggests, as he is presented in Walden, a portrait of the
primitive and natural qualitiecs the narrator appreciated
in mankind. The effect on the reader of the seven page
portrait of the woodchopper is to work toward a better
understanding of the narrator, thus reducing sympathetic
diztance. The woodchopper possessed most 0L the qualities
that are generally appreciated in persons; he was humble,
he was "a well of good humor, " he was natural and simple,
he was honest, and he was original. Except for his lack
of education and undeveloped spiritual side, a reader may
feel these gualities all add up to a man much like the
narrator.

In chapter seven the narrator's work in the beanfield
when farming becomes metamorphized through mythology into
a sacred art, is a ritual suggesting a religious exercise,

which, in turn, makes the narrator's relationship with his
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beanfield a kind of communion with nature as a method of

spiritual discovery. Chapter eight emphacizes the necessity
of giving up the social world of chapter one in ordex to

have the spiritual world of the final chapter. "Not till

we are lost, in other words, not till we have lost the world,"
the narrator zays, "do we bhegin to find ourselves, and realize
where we are and the infinite extent of our relations® (II,
190). In chapter nine the narrator describes the scenery

of Wilden and other ponds in the vicinity of Concord.

Typical of natural phenomena becoming associated with

aspects of inner being under the influence of the forces

of the artist's shaping mind, the season:s of Walden Pond
become a metaphor of the seasons of the narrator's own
spiritual mode of being, and the pond becomes, as is

commonly known among readers of Walden, a symbol of the
narrator's inner self. Chapter ten places the theory of

the simplified life of meditation =nd communion developed

in chapters two through nine (the life of which the narratoxr
is the chief representative) in contrast to the complex, anx-
ious life of the social world told of in chapter one (the

life of which the poor Irish bog-trotter, John Field, is the
victim and representative). The effect of the contrast is to
produce a satire in which John Field's miserable life is a
travesty of the narrator's beautiful life. Though chapter nine
is generally considered th= middle chapter, this chapter which

is, in effect, a summary as well as a contrast of the two
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ways oi life spoken of to this point sumc up the first half

of Walden (or at least assists chapter nine in doing so)
and clears the way for the second half which begins with
spiritual man, in cowplete contrast to the first chapter
beginning with puysical man. C. R. Anderscn notes, "In
term: of the quest for perfection, the entire first half
of Walden is caevoted to renunciation of the world . . . .
Having completed the period of novitiate, he proceeds in
'Higher Laws' to take his vows renouncing the flesh--only
symbolically because as @ humanist he is £€ill mindful of
the classical ideal; a sound mind in a sound body."2

As the events shift from the social order to philosoph-
ical gpeculation during all this commentary on solitude,
meditation, ritual, and communion in chapters four through
nine, rfollowing close upon the renunciation and withdrawal
of chapters one through three, the norrator steadily moves
to a central position inside the events, But the common
reader, to whom the mystical business c¢i meditatiorn, ritual,
communion, etc , is unusual, unable to very readily identiiy
with the unfawilar philosophical speculation, is leit out-
side the event and both eveluative and sympathecic distance
are eminent, as there is a recognizable vista lying between
the reader and both the narrator and the events of the
work. The narrator's task once again, if he is to persuade
the reader to accept his systom of values, is to reduce

sympathetic distance so that the reader will see things
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from the narrator's point of view. Through various

methods of rhetorical persvasion the narrator is able once
again, especially in the last three chapter.: of the work,
to draw the reader into alignment with his own view by
establicshing a sympathetic bond between himself and the
reader. Once the reader assumes the narrator's point bt
view, sympathetic and evaluative distance are reduced and
the reader is inside the events himself,

But the process of drawino the reader back into the
events of the work once the nature of the events has shifted
from the social order with which the reader was aligned at
the beginning of Walden to the new, simplified order of the
awakened man most clearly defined in the last chapter is
really no easy tacsk. It was, perhaps, casy enocugh for the
narrator to assume & position outside the social order of
chapter one and draw the reader to his point of view, for
about all he had to do was to articulate the ways the
social order had failed human beings, and the reader,
recognizing the truth of the mattew, does not hesitate much
in repnouncing it and withdrawing as th: narrator points out
the way by retelling his own experience of renunciation and
withdrawal. But the new, unfamiliar order, the foundation
of which is laid in "Higher Laws,® is not soO easy with its
severe austerity program for the common man to accept. It
is only after a long process oif redefining and educating

that the reader can be convinced of its validity and cone
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to accept the narrator's point of view which, of course,

bring:. with it the author's system oi values.

Both definition and education ovegin in chapter eleven.
There is a kind of definition oy contrast as the reader
comes to realize that just as chapter one dealt with laws
for econowic man, chapter eleven deals with laws for spiritual
man. Through definition the educational program is given
a footing. It is clear from the bLeginning of the chapter
that the simplified liie o0f the aware man is not altogether
transcendeatal. The narrator, exemplifying the simplified
life in his own being, begins by saying that he £inds
himself drawn toward a higher, spiritual life on the one hand,
while on the other he is drawn toward a rank, primitive

13

| de
I3

e. He says, in the opening paragraph of “"Higher Laws,"

e

“I Zound in myseli, and ctill find, an instinct toward a
higher, or, as it is named, spiritual life,.as do most men,
and anothcr :toward a primitive rank and savage one, and 1
reverence them both" (I¥, 232). Though the narrator says
he revercs both instincts, he makes it clear in what
follows that the lower, sensual part of life must be con-
trolled so that the higher, spiritual may flourish. 1In &
kind of admonition he says, "We are conscious of an animal
in us, which awakens in proportion as our higher nature
slumbers" (II, 242). When the animal is referred to in the
next sentence with the word "reptile," the narrator's atti-

tude toward it is unmistakable. "Higher Laws" closes its
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educational lesson with a vignette in which a man namegd

John Farmer sits at his door in autumn "to recreate his
intellectual man." A flutist plays in the distance, and
though John Farmer does not listen, he hears. “Certain
faculties which slumbered irn him® are awakened The music
of the flute gently does away with the phenomena of the
world, the toil, the village, the state. A voice speaks
to the meditating man sayirig, "why do you stay here and
live this mean and moiling life, when a glorious existence
ie possible for you? Those same stars twinkle over fields
other than these" (II, 246). John Faruer'’s problem was
how to get away from his actual condition and "migrzte
thither.” All that he could think of to do was to practice
some new aucterity, "to let his mind descend into hi: body
and redeem it." Here is a little parable, much like the
parable of the artist of Kouroo told of in the final
chapter, of Thorezu and his erfort in Walden. The reader
is John Farmer. The flutist is Thoreau. The flute music
iz Walden. The guestion the voice asks is Thoreau's quecstion
to the reader. The promise given is the promise of Walden.
The message of the parable is the message 0f Walden: though
the human body can never escape the limitations of finitude,
the mind can redeem it in its finitude.

Once this parable is understood by the reader, the way
is opened for the reader to begin taking his place beside

the narrator inside the events oi the work. It is a very
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convincing lesson and sympathetic distance once again be-

gins to become wminimal. This, of course, is the psychology
of the episode, from the technical point of view.

Tﬁe parable of the fluti:st also provides a transition
into the following chapter which works further towarad
minimizing sympathetic distance as it draws the reader to-
ward accepting the narrator's‘point of view, Evaluative
distance is also affected by beinyg minimized since to accept
the narrator's point or view and sympathize with his position
within the events he accepts ics to accept the events of the
work. Chapter twelve begins with a dialogue between a hermit
and a poet. The theme of the dialoyue and, perhaps, the
whole book is how one might accommodate both the higher
instincts oi the spirit and the lower instincts of the
animal The poet, representing the sensuous, animal in-
stincts, has customarily been identiried as Channing; the
hermit, representing the higher, spiritual instincts has
been identified as Thoreau. But, as C. R. adnderson points
out, ". . . both roles fit Thoreau, who was poet as well as
hermit."> Once the recader sees that the awakened man of the
simplified life possessec a sensual nature as well as a
spiritual, he «an more easily identify with him and his
order, for the reader shares a common humanity with him.

The chapter has the effect of acting as a descent from the
spiritual abstractions oif "Higher Laws" (in which Thoreau's

doctrine of chastity becomes, perhaps, a little too austere
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for the average man) back down to the things of earth

agéin. The quest for a life that will offer complete ful-
fillment, as it takes place in the natural world among

brute neighbors, when contrasted to the quest as it took

place among human beings in chapters six ('Visitors®),

eight ("The Village'), and ten ('Baker Farm '), suggests that
it must begin in nature not in society. This helps to
explain the renunciation and withdrawal of the first chapters.
Chapter twelve ends with the fable of the loon which suggests
man's kinship with nature and the idea of nature as a

source of meaning for human life.

Chapters thirteen, fourteen, and fifteen round out the
chapters of solitude and contemplation begun in chapter
four. In chapter thirteen the narrator begins preparation
for winter. The narrator stores food, builds his chimnney,
and plasters his cabin. These activities carry with thenm
sybolic overtones which suggest the narrator's moving
deeply into his own inner life in contecplation. Chapter
fourteen is filled with solitude and werory, recalling
forwer inhabitants and a few winter visitors. The narrator
waits for the visitor who never cores. Chapter fifteen is
another chapter of solitude and contemplation disturbed
only by the sounds of winter animals and occasional hunters.

These chapters of solitude and meditation are prepara-
tion for the three concluding chapters of Walden which are

ar+ed by discovery. Chapter sixteen begins with the narrator
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saying, "After a still winter night I awoke with the impres-

sion that some question had been put to me, which I had
been endeavoring in vain to answer in my sleep, as what--
how--when--where?" (II, 312). The question is answered by
nature and dawn, The narrator then relates his surveying

of the ponds in the Concord vicinity, discovering not only
their depth, width, length, etc., but also that their measure-
ments react upon the minds of men. Of this discovery he
comments, speaking of Walden Pond, "I am thankful that this
pond was made deep and pure for a symbol. While men believe
in the infinite some ponds will be thought to be bottomless"
(II, 216). what all the surveying amounts to, the reader
will f£ind when he looks back over the events of the chapter,
is a metaphor of the narrator's search for faith and the
revelation: he found in nature (the guestion to which he
awakened at the beginning of the chapter is answered by
nature). This chapter is marked by a sense o discovery.
What is to be discovered is the way to the =simplitied life
that John Field had not "arithmetic enough to carxry through"
and John Farmer meditated upon. The discovery in this
chapter brings about awareness for the narrator of a life

in nature that prepare:z the cround for rebirth in the
forthcoming chapter. Under the image o0if the Walden water

in the c¢losing paragreph is gathered the affirmation of

the sensuous instincts; the sacred water of the Ganges

gathers in its image the aiffirm:tion of the spiritual
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instincts., When the narrator says, “The pure Wolden water

is mingled with the sacred water of the Ganges," he makes
a metaphor of the two way:s of life flowing together in a
kind of harmonious relationship. This iz the principal

discovery oi the chapter.

In chapter seventeen, the coming of spring is deccribed.

The ice on the ponds breaks up, and the frost comes out of

the gyground, Watching the coming of spring the narrator says,

. . « I am affected as ii in a peculiar sense I stood in
the laboratory of the Artist who made the world and me . .
(I, 337-8). It is commonly known among the readers of
walden thcet in hic description of the +pring thaw the
narrator makes a metaphor of hi: own inner purification

and rebirth. The episode of the chapte

-

ir an acting out
of the old myth oi creation to his mind. When he says,
"Walden wars dead ond is alive agoin, " what he means is that
his owWn being, dead in the social order of the first
chapter, is alive &gain, this time in the world oi the a-
wakened man living the simplified life. &11 this discovery
and yebirth in the last three chaptexs iz attractive and
convincing to the reader who, because of this attraction
and conviction, clowly coies to take the point of view of
the narrator, thus moving to a position inside the events
where the narrator is and accepting them as nearly as

one can accept events ir art.

The final chapter of Walden directly addressed to the
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reader is an effort trying to get him to accept the new life

of the awakened man. The narrator opens the chapter telling
the reader to, ". . . explore your own higher latitudes ,
be a Columbus to whole new continents and worlds within

you . * (1I, 353). He justifies his own exploration of

which Walden is presented as a record by saying,

I learned this, at least, by my experiment; that
if one advances confidently in the direction of
his dreams, and endeavors to live the life which
he has imagined, he will meet with a success un-
expected in common hours. He will put some
things behind, will pass an invisible boundary;
new, universal, and more liberal laws will be-
gin to estaklish themselves around and within
him; or the old laws be expanded, and interpreted
in his favor in a more liberal sense, and he will
live with the license of a highex order of beings.
In proportion as he simplifies his life, the laws
o: the universe will appear less complex, and
solitude will not be solitude, nor poverty
poverty, nor weakness weakness. If you have
built castles in the air, your work need not be
lost; that iz where they should be. Now put the
foundations under them (II, 356).

This affirmation is followed by the fable of the artist of
Kouroo which is a parable of a man (perhaps the narrator of
Walden himself, for the artist, like the narrator, goes to
the woods for material) who transcends time in hiz art and
creates a new way of life. "He had made a new system in
making a stafi," the narrator says, "a world with full and
fair proportions; in which the old cities and dynasties

had passed away, fairer and more glorious ones had taken
their places" (1I, 360). When the reader parallels this
fable to Thoreau's own work, it is clear that the new

life of the awakened man of which the chapter speaks
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is "a new system . . . a world with full and fair pro-

portions ."

Walden closes with the fable of the beautiful bug in
the appletree table which is commonly held to be a metaphor
of organic renewal and transcendental hope. What the
experience at Walden Pond has meant to the narrator is
summed up in this fable. It is what the artist has sym-
bolized in Welden Pond, made deep and pure for a symbol
of the imner self, in the cycle of the seasons signify-
ing the cycle of life, in the thaw, itself a symbol of
awakening, and in the coming spring, a symbol of rebirth.

It can be seen that the lact threé chapters of
walden form a unity marked by discovery, iollowing the
long process of meditation and solitude of the middle
chapters which serves as preparation for what happens
in the last three. Psychologically, the effect of the
concluding chapters i: to draw the readexr, with the
attractiveness of their discovery and promise, into the
events. The subject matter functions to support point
of view as the narrator draws the reader into alignment
with his own point of view,

Cenerally, in this second process of Walden, the
reader is drawn by sympathy out of his position outside
the events of the work and made to share and participate
in philosophical speculation focused on an ideal order

transcending the earthly social order rejected in the
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beginning process. This new order is envisioned by the

narrator, made believeable through his rhetoric, and
symbolized in nature, In the two processes the reader
is, through the manipulation of aesthetic distance, taken
from being an unaware participant in a diseased social
order where worldly pursuit iz the chief end of liie to
being ar aware critical observer, critically observing
worldly pursuit, to being an observer of philosophical
speculation on a better way of life, to, finally, being
an interested participant in speculation upon spiritual
realities. In this way, the reader is made to accept the
narrator's system of values. But the process of leading
the reader alony highly selected pathways toward accepténce
is not merely a matter of expository persuasion; it is an
artistic process, the central feature of which is control
and manipulation of aesthetic distance.

I¢ walden is "a kind of fiction, a work of the
iragination only" as most commentators believe it to be,
while, oi course, it remains, in a sense, autobiography,
real, the question is raised regarding the extent to
which the narrator of the work is the real Thoreau and
to what extent the informing "I" is & fictionalization.
Though the question might be answered by supposing that
it really does hot matter to what extent the narrator
is the real Thoreau or a fictionalized creation since the

narrator holds the same opinions and is an exponent of
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the same values as Thoreau himself, the question is

legitimate, for Walden ig one of those works in which
complete identification with the narrator is a precon=-
dition for its ‘success; and it 1s necessary to know some-
thing about the reliability of the narrator's point of
view in order to make judgments upon identification. But
unless a reader feels it easier to identify with a real
flesh and blood person than a fictional creation, the
answer to‘the question would not be of much importance,
for if a reader has any susceptibility to the illusion

of art, the ideal self that Thoreau presents in Walden is
as readily identified with as the real Thoreau would be.
If a reader is susceptible to the illusion of art as it is
formulated in Walden, sympathetic distance is not affected
by the fictionalization of the narrator.

The idealized version of himself Thoreau creates for
Walden is a highly refined, intelligent, sensitive and
perceptive being much like the real Thoreau must have been.
But it is a contemplated, highly selected modified version
of himseif with which the reader becomes acquainted in
Walden that, in truth, is no doubt more easy to identify
witﬁ than the real Thoreau would have been. When the narra-
tor identifies himnself near the beginning of the work,
modified, and no doubt idealized, as a kind of sywbolic
keeper of nature, he becomes endeared to the reader. 1In

a paragraph in which he speaks of his cwn past in order to
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inform the reader about himself, the narrator says,

I have looked after the wild stock of the town,

which give a faithful herdsman a good deal of

trouble by leeping fences; and I have had an

eye to the unfrequented nooks and corners oi the

farm; though I did not always know whether Jonas

or Solomon worked in a particular field to-day;

that was none of my business. I have watered the

red huckleberry, the sand cherry and the nettle-

tree, the red pine and the black ash, the white

grape and the yellow violet, which might have

withered else in dry seasons (II, 20).
Such a person as the narrator in this passage presents
himself to be is easy to identify with, znd such portrai-
ture as this goes a long way toward the reduction of
sympathetic distance in the opening pages of the work.

Since all the events of Walden pass through the con-
sciousness of the narrator alone, the only view the reader
ever gets of the events and ol the narrator is the view
he obtains from seli-portraiture and from the narrator's
relation to what he presents. But the view is a very
impressive one. Thoreau, very conscious of himself as
narrator, as the opening paragraphs of the work suggest,
dramatizes himself with great fullness and gives the im-
pression that he is quite capable of providing an adequate
and relizlLle point of view [for understanding the events of
which he will speak. Because of the naxrator's apparent
adequacy as a point of wview character for his own work,
the reader is generally willing to align himself with him

and be an observer of action where the narrator observes

or participate in the action where the narrator participates.
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Sympathetic distance, because of the narrator's apparent

trustworthiness, ic adequately controlled uy the narrator.

From the very beginning of Walden. it is evident that
Thorezu was acutely consciou: of himcelf as narrator. On
the first page of the work he explains his use of first
person narration rather apologetically saying, “I should
not talk so much about myself if there were anybody else
whom I knew ac well. Uniortunately, I am confined to this
theme by the narrowness of my experience" (II, 4). Thoreau's
remarks about the use of first person narration are clearly
exaggerated, ifor he knew the value oif the "I" in developing
an atnosphere ¢f authenticity and directness. But he was
intent upon introducing the mildly ironic tone near the
beginning that would be sustained throuchout the work.
When he speaks orf the "narrowness" of his experience, the
reader recognizes the irony latent, for Thoreau apparently
believed the experience about which he was writing in
Walden to be the broadest experience of his whole life,
Thoreau no doubt also knew that as soon az the reader
encountered the "I" in a work of art he would de conscious
of an experiencing mind that would be at work shaping and
unifying the events.

Thoreau's uce of first person narration is a time-
honored and effective unifying device which Thoreau must
have known would hold materials together that might other-

wise be a little incoherent. Portions of chapter three in
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which Thoreau discusses reading and chapter fifteen in

which he discusses winter animals he observed at Walden
Pond fit into the narrative of Walden at places only be-
cause of Thoreau's presence as narrator.

First person narration also does more than any other
single thing in Walden to assure aesthetic participation
and acceptance. The controlled view of things first person
narration provides, as it manifests itself in Walden where
the knowledge of the narrator is unlimited so far as the
world of the work of art is concerned, gives an inside track
for the reader in regard to the author's mind and purpose.
The open consciousness into which the reader is invited
has the effect of gaining the reader's confidence for the
narrator. WwWnen, in the second chapter of the work, the
narrator states nis purpose for going to live in the woods,
the reader is interested. The narrator explains,

I weat to the woods because I wished to live

deliberately, to front only the essential facts

of 1life, and see if I could not learn what it had

to teach, and not, when I came to die, discover

that I had not lived. I did not wish to 1live

what was not 1life, living is so dear; nor did X

wish to practise resignation, unless it was quite

necessary. I wanted to live deep and suck out

all the marrow of life, to live so sturdily and

Spartan-like as to put to rout all that was not

life, to cut a broad swath and shave close, to

drive life into a cornexr, and reduce it to its

lowest terms, and, if it proved to be mean, why

then to get the whole and genuine meanness of it,

and publish its meanness to the worid; or if it

were sublime, to know it by experience, and be

able to give a true account of it in my next

excursion (II, 100-1).

When the reader encounters such forceful and deliberate
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personal statements ac this, and they are to be found

throughout the work, he feels that it ic thoughtful of the
narrator to take him willingly and unabashedly into his
confidence. The eftect of this thoughtfulness is to make
the reader conceive the narrator as a helpful and @lemental
man who is basically right in going to live in the woods or
doing whatever it iz he has explained as having done.

A reader has only to think of what Thoreau's story would
have been from a point oI view becides hisc own, the point of
view oi the villagers, for instance, to see the artistic
eifects of the controlled inside view first person narration
makes possible. Thoreau himselil ackunowledgyes in the second
paragraph of Walden foxr reasons well known to him that some
would have called his mode of life "impertinent." In the
spectator paragraph of chapter five quoted above, the
re:2orences to being "beside ourcelves" and "doubleness" are
probably careifully integrated punc upon Thoreau's own life
as others saw it. He explains in the lacst sentence of that
paragraph, "Thi< doubleness may eacily ntke us poor neigh=-
bors and friends sometimes." The villagers, with no access
to Thoreau's inner nind as the reader of Walden has, probably
thoughit of Thoreau as a crank who withdrew to live alone
at Walden Pond and as a loafer who went there to get out o
working at some vocation appropriate for a Harvard graduate.
But the view of himself Thoreau creates in Walden, which is

a kind of idealized inside view, allows the reader to become



41
more intimately acquainted with him than perhaps the average

villagerever could heve, and to know Thoreau intimately

is to love him and to trust him. The confidential view the
reader gets in Walden acquaints him with a wan who has been
inspector of snow-stormc and rain-storme and who has watered
the sand cherry and the yellow violet that would heve withered
othervire. It also accuaints him with 2 man who is deeply
and sincerely interested in human life.

The nrrrator ic rich and provocative in Walden not only
becaure he ic informed and becaure he is interested in the
bect of possible worlds for the readex, but also because
he is sincewe and reliable. When Thoreau, speaking more
as author than idealized narrator in the opening paragrsphs
of Walden says, "Moreover, I on my side, require of every
vwriter, first or last, a simple and sincere account of his
ovn lire, and not merely what he has heard of other men's
lives . . ." (II, 4), he suggests a whole theory of art that
he continues to comment upon in ~cnapter three in which he
discusses reading which supports the claim to reliability.
"The writer, " the narrator says, "speaks to the intellect
and the heart of mankind, to all in any age who can under-
stand him." Literature, he continues, is the "art nearest
to life itself." It may not only be read, but “actually
breathed from all human lips;--not be represented on canvas
or in marble only, but ke carved out of the breath of life

itselsi® (II, 114).
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When Therezu said he required oi every writexr "“a

simple and sincere account of his owu life, " he suggested

@ theovy that led rather inevitaily to writing autobiography.
Lrt for him Gemanded not a sublime periormance according to
the preveiling iashion or to precoriceived rules, bat
subklime human life., "The true wpoei iz not that which the
public read, " he wrote in the book he worked on while living
at Walden Pond. "There is always a poem not prinucd on
papex, coincident with the productioi oI this, sterectyped

in the poet's lilZe. It is whet Lo has become through his

o

work. Not how is the idez expressed in stone, or oun canvas

T

or paper, is the question, but how Zur it has obtained iforxrm
and expression in the lire of the artict® (I, 365). If the
artist's life is his subject, art will rellect life and be
valuakle. "He iz the true artist whose life is his material,"®
Thorecu concluded; "every stroke of the chisel must enter
his own flech and bone and not grate dully on marble"”

(VII, 14%). Thoreau worked toward what G. F. Whicher called
a "technique of sincerity, ® adding, "what Thoreau aimes

at from first to last in all his writing was the expression
of ultimate truth."?

art is relevant to a study of the

Fh

Thoreau's theory ©
role of the narrator in Walden, iox thé naxrator o:f VWalden is
the artist who time and again said in his journal that writ-
ing was his business and who had written a number of essays

and one whole booi: Lefore hile appearance in Walden. If a
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reader knows that Thoreau in his attitude toward art was

very mnuch concerned with salvation for mankind and that

he rejected all theories of art that led away from life in
grt, clinging only to.?hose that were instrumental, then
the reader will rezlizs that Iﬁoreau, presenting himself

a little modified and idealized as narrator in Walden, is
infinitely reliable.

The place where Thoreau's artistic productions started
was actual experience occurring within the range of his own
practical being. Gradually, ac he pondered his experiences,
they condenrsed themselves in his own mind into eituations
that were partly objective end partly imaginative. In the
process of imagiration, the actual man who hfd the experiences
boating on the Concord and Merrimzck, livirng by Walden Pond,
valkince on Cape Cod, and journeying in the Maine Woods,
became subordinated ond the srtist who told of them took
over, with the result of a kind imaginative autobiography
being produced with definite aesthetical possibilities.

For Thorezu, the art of living was the most important
of the fine arte, and he thought it vital that a person
recognize and accept the interdependence of aesthetic
and moral values. In his thinking one should never be
divorced from the other., Thie hypbthesizing led to an
instrumental theory of art which considered art as a social
role, and he would have agreed with Archie J. Bahm when

Bahm wrote, "If enjoyment, i.e. intuition of intrinsic
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value, iz the ond of life, then the practical or the moral

is properly defined in terms of its szervice to the aesthetic;

isol=zte one from the other, e:xcept momentarily, is, in

ct
o

effect, to destroy them."® According to Thoreau’s theory,
art ir intimately involved with instrumental values. Ethics,
as he zaw it, was concernad with vhat is good =2nd what should
be done to achieve the good: the good ethics seeks is an
intrincic huwman value which is to be appreciated and to be

experiencad aesthctically and to be dealt with in art.

(V)

Hence, Thoreau's belief that the greatest art is that which
leads to the greatest good.
Azt that wasz thoroughly engaged with 1life wasz tho

%ind that intere-ted him. For Thoreau, art was a serious

#

Zusinezs, Ian chapter three of Welden, at the beginnin

w

»

0of a polemic against novels, of which "The result iz dulness

gnt, a stagnation oI the vital circulations, and a

g

o

jenex2l deliguium and sloughing off of all the intellectual

facultiss, ” Thoreatu wrote, "A written word is the choicest
of relice., It ir comething at once :ore intimate with us
and wore uaniversal than any other work of art., It is the
work of art ncarest to life itself® (II, 114). In order to
be good, Thoreau suggests, art had to b2 inutrumental in
the development of human life. In a passage already

quoted in this essay, he closed the attack on novels

by saying, "There are probably words addressed to our

cbndition exactly, which, if we could really hear and under=-
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stand, would ke more salutary than the morning or the spring

to our lives, and possibly put a new aspect on the face of
things for us. How many & man has dated a new era in his
life Zrom the reading of a book” (IX, 119-20).

Sincerity, element 1 truthfulness, and forcefulness
were the qualitiers Thoreau most 2dmired ip writine, His
declamation agrinst the wesk, artificial novels of his time
pla

ig nnch 1ilk

(8]

+

o's cencuring of drama. Of the readers
oZ the wovels, the rovelistz, and the heroes, he wrote,

They read the nine thousaudth trle about Zebulon
and Sephronia, and how they loved as none had

ever loved hefore, and neither did the course of
their true love run smooth,--at any rate, how it
Gid run and stumble, and get up 2gain and go on!
how some poor unfortunate got up on to a steeple,
who had better never have cone up as far as the
belfry: and then, having needlessly got him up
there, the happy novelist rings the bell for all
the world to come together and hear, O deaxr. how

he did get down again! For my part, I think thet
they had better metamorphose all such aspiring
heroges 0. universal noveldom into man weather-cocks,
as they used to put heroes among constellations, and
let them swinyg round there till they are rucstv, and
not come down at all to bother honest men with
their pranks (II, 116-7).

This is a cutting little satire against art that did not,

in Thoreau's opinion, £ulfill some of the needs for sincerity
and truth that life creates but, perhaps, cannot supply., Not
that novels were fiction, but that they were generally
insincere and untruthful to lire is what Thoreau had

against them. The fact that the book Thoreau is writing
when he commentz on novels is partly fictional indicates

this, The love he had for Chaurer's tales, as he expresses
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it in the lacst digxession in & Week on the Concord znd

Mexrimack Riveis, also indicates that he wa: not nerely
opposea O fiction., art thnat ro=e fLrom actual living,

art that was wosi integrated with lile was, he felt, the
highest art.

with ity emphacsis dpon sincerity and elewmental truth-
fulness, Thoreau's theory £or art zupporis the narritor's
claim to relianility iun wWualden. It ic essential that the
reader oe coavincea oL the narrator's veliawvility in order
taat the narratox's point of view will be accepted and con-

sed by the author in

e

trol oif sympathetic distance be exexrc
walden where the xiud of values that must iaterest the
reader is intellectual and cognitive. Tae narrator in
waiden must make the rLeader have stronyg intellectual curios-

ity about "tne facts, " about the truz interpretation,
origins, and wotives of life itsclf., Ii the narrator is
successful in coutrolling sympathetic distance, the quest
for truth akbout how a person saould live ia of intere:t,
Since there i: no plot in the seunse that plot is Zound

in the aovel and drawa, it is necessary that the readex
rely on a desire for intellectual completion out of which
will rise some kind of fulfillment in hiz encounter with

h

e

1]

Walden. The more strongly a reader .2els aifairs of
the kook to we his own, the greater hic feeling for it
will be. But only if control oif sympathetic distance is

in the hands of the nurrator can the author guide the



47
reader to his system of values.

In the first paragraph of Walden, Thoreau creates an
atmosphere of credibility by beginning with autobiographical
facts which go a long way in suggesting to the reader that
the narrator is reliable. "When I wrote the following
pages, or rather the bulk of them," he begins, speaking in
his own person, "I lived alone, in the woods, a mile from
any neighbor, in a house which I had built myself, on the
shere of Walden Pond, in Concord, Massachusetts, and earned
my living by the labor of my hands only. I lived there two
years and two months. At present I am a sojourner in
civilized life again" (II, 3). Feeling from the beginning
that the narrator is reliable and that the view of things
he will offer can be trusted means a great deal to the
reader,

The chief aberrations the narrator meskes from what
is to be considered fact are found in such incidents as in
chapter six where the nsrrator speaks of visitor:z who came
to his hut among which were included a Canadian woodchopper
and, a half-witted pauper. It isz believed by C. R. Anderson
in The Magic Circle g£.Wa1den6 thet these visitors are
fictional types through whom the narrator could make
satiric comments upon society. There are also frequant
excursions away from the facts in such trivial matters as
the location of events in time. For example, the battle of

the ants told of in chapter twelve, described as having taken
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place in Thoreau's woodlot by his hut at Walden Pond in the

summer of 1845, actually did not take place as a journzl entry
shows until in the summer of 1852, long after Thoreau had
left Walden Pond. Also, there are probably a few unintentional
deviations from the truth in some of Thoreau's ironic comments
which the reader may not readily understand, thus taking the
narrator to say one thing when he means quite another.
But this is the reader's fault. No one could read very
deeply into Walden without discovaering the mildly ironic
tone Thoreau establishes at the beginning when he, speaking
of writing about himself, says, "Unfortunately, I am con-
fined to thic theme by the narrowness of my experience."
But it is entirely possible to suppose, as many readers
have, that the statistics Thoreau gives on the cost of
living the f£irst year at Walden Pond are the facts instead
of the witty satire they are on the high cost of living
about which every generation eternally complains., "Yes,
I 4did eét $8.74, all told . . ." he says in ircny.

But even when the actual facts are somewhat different
from what is said, as in the instances spoken cf above,
the poetic truth of the vision the book offers is not
altered. Nor are the incidents confusing for the reader.
It really does not matter that some of the biographical
events are transformed and elaborated upon and some things
fictional. Richard Rutland explained the matter well when,

in the introduction to a collection of essays on Walden he
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edited, he said,

As he labored over his notes and the successive
versions of Walden, the book steadily became
less limited to the specific time and place of
his adventure in the woods. The concrete de-
tails of his experience, lifted from the journal
pages and carefully set into the flow of his
prose, lost the close tie they had had with an
experiment in living conducted several years be-
fore. Thoreau the naturalist and Thoreau the
transcendental scout reporting from the bush all
but disappeared before an artist exercising the
most precise tonal and structural control. As

a result, we cannot take the simplest word in
Walden for granted. The "I" we meet on the
first page is Henry Thoreau the woodsman, the
student of society and of his own soul, but it
iz also Henry Thoreau the artist, manipulating
and coloring the experience of the woodsman in
ways th9 earlier Henry could hardly have antic-
ipated.

After all, in the face of Walden considered as a work of
art, it is useless to argue about how well the work follows
the actual biographical event upon which it is ‘based.

Though the argument becomes somewhat tedious in its
development, what might be considered as being more
detrimental to the sympathetic relationship between the
narrator and the reader than the little departures from
fact iz the frequent direct address to the reader through-
out the work. Though it was a rather standard convention
of the age, addressing the reader as reader at various
intervals in the narrative of the work has the eifect of
isolating the position of the reader and meking him aware
of himself as a reader. Though no reader ever supposes

he is anything else in his relationship with the text of
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a work, if he ir not frequently reminded of hic position.

throuvgh a kind of "willing suspension of disbelief" he
forms a remarkable illusion of cempanionship with the
narrator of a work where the narrator is so impressive

as the "I" of Walden is. ﬁuf he becomes acutely aware of
himself as reader whenever he is directly addressed,
especially when he is addressed with the word "reader."
There are several such instances of direct address in
Walden. Thoreau opens the second paragraph of the first
chapter by saying, "I should not obtrude my aitairs s¢ much

on the notice of my readers if very particular inguiries had

not been made by my townsmen concerning my mode of life . . .
(11, 3). Thisindirect address of the reader at the beginn-
ing of the work, coming before much sympathetic feeling
could possibly be established between the reader and the
narrator is not so noticeable so far as much alteration of
sympathetic distance is concerned. But, later in the same
chaptex, after a great deal of sympathy has been established
between the narrator and the reader, when the narrator,
speaking of the superfluous luxuries of food people generally
think necessary, says, "The reader will perceive that I am
treating the subject rather from an economic than a dietetic
point of view . . ." (II, 68) the reader is abruptly made
aware of his position and the sympathetic union between the
reader and the narrator is somewhat altered by becoming

more distant. Such instances of direct address of the reader
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could be multiplied as in chapter seven where the narrxator,

lamenting that he has not lived up to hitc ideals, having
previouzly decided to plant seeds of virtue, innocence,
truth, sincerity, rfaith, and the like, says, "Alas! I said
this to myself; but now another summer is gone, and another,
and another, and I am obliged to say to you, Reader, that
the ceeds which I planted, if indeed they were seeds of
those virtues, were wormeaten or had lost their vitality,

and so did not come up" (II, 1i8l).

Since it is apparent what addﬁessing the reader directly
does in regard to sympathetic distance, the question to be
asked is for what purpose does Thoreau address the reader?
The logical answer, if it were possible to find evidence
to substantiate it, would be to say that Thoreau wanted
to separate the narrator and the reader with enough
distance so that the reader would be forced to formulate his
own point of view for whatever is to follow the direct ad-
dress. One might even turn to the third paragraph of the
sixth chapter of Walden where Thoreau speaks of the size
of his hut and the visitors who came to see him and £find
a metaphor of Thoreau's feeling it a necessity to push the
reader away from time to time when something important was
about to be said, Of this matter, Thoreau wrote, in the
paragraph mentioned above,

One inconvenience I sometimes experience in so

small a house, the difficulty of getting to a
sufficient distence from my guest when we began
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to utter the big thoughts in big words., You

want room for your thoughts to get into sail-

ing trin and run a course or two before they

make their port. The bullet o: your thought

must have overcome its lateral and ricochet

motion and fazllen into its last and steady

course before it reaches the ear of the hearer,

else it may plow out again thrcugh the side of

his head {(1II, 156).
If the book Thoreau is in the process of writing can be
thought of as the "c¢mall house® of which he speaks in this
brief paragraph (at the beginning of the book Thoreau said
he would talk about his own "narrow" experience), then what
he says here about physical distance can be taken as a comment
upon sympathetic distance and a reader may easily draw the
conclusion that Thoreau pushes the reader back from the narra-
tor occasionally for the sake of uttering "big thoughts.," When
one examines what follows the direct addresses of the reader
where the reader is referred to as "reader, " this hypothesis is
veriiied in all but the fixst instance. There are four places
in the text of Walden where the narrstor addresses the reader
with the word "reader."” Following the first address (p. 3)
is an explanation of the use of first person narration in
the work. This is not exactly an earth-shakinug "big
thought" in the light of what Thoreau wants to do in his
hook. PFollowing the second address (p. 68) is a passage
explaining the matter of making bread and eating it at
Walden Pond. Some case could be made for this incident to-

be called a "big thought" in the sense that Thoreau's

rather ritualistic making and eating unleavened bread in
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the sanctity of his retreat suggests a kind of private

version of the celebration of the holy eucharist. Con-
sidering that Walden is deeply involved throughout with a
kind of religious exercise, this passage is integral to

its meaning. If Thoreau thought that distance was
necessary between the speaker and the spoken to in order

for the "big thcughts"® to get into "sailing trim" before
they made their "port, " his address to the reader immediate-
ly before the passage which suggests holy communion can be
explained as an intentional distancing device.

The pattern of uttering big thoughts is suificiently
worked out after the two following instances where the
reader is made acutely aware of himself ac reader to support
the idea that Thoreau used the device of addressing the
reader by calling him “reader" to intentionally increase
sympathetic distance szince he thought there needed to be
a distance between the speaker and the person spoken to
when big thoughts were uttered.

The third address of the reader comes near the beginn-
ing of an irony-filled disquisition on philanthropy with which
Thoreau closes the first chapter of his work. Thoreau be-
gins tha disquisition speaking of his own mode of life,
living alone with & great deal oi leisure time, by saying,
"But all this is very selfish, I have heard some of my
townsmen say. I confess that I have hitherto indulged very

little in philanthropic enterprises" (II, 80). Setting up
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the laughter for the satire that is to follow, he con-

tinues, "However, when I have thought to indulge myself
in this respect, and lay their Heaven under an obligation
by maintaining certain poor persons in all respects as
comfortably as I maintain myself, and have even ventured
so far as to make them the ofier, they have one and all
unhesitatingly preferred to remain poor." Then, shifting
from humor to satire, he says, "As for Doing-good, that
is one of the prefessions which are full. Moreover, I
have tried it fairly, and, strange as it may seem, am
satis fied that it does not agree with my constitution."”
The irony of the disquisition becomes clear at this point.
Thoreau spent nearly a decade working on Walden which may,
indeed, be taken as one of the greatest of philanthropic
enterprises. Thoreau addresses the reader at this point
in the disquisition, calling the reader's attention to
himself and increasing sympethetic distance. Immediately
followiny is the narrator's serious commentary on
philanthropy, in which is pointed out just what is wrong
with most philanthropic enterprises. They do not go far
enough in their philanthropy. "“If you give money, "
Thoreau writes, "spend yourself with it, and do not merely
abandon it to them" (IX, 83).

The importance of this disquisition on philanthropy
can be seen when it is understood as being a transition from

the first to the second chapter in Walden. To the material-
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istic grounded life of economic man in the first chapter,

Thoreau opposes his own life of beauty and simplicity told
of in the second. His doctrine of simplicity is what he
offers as a solution for the problems of men that keep
them poor spiritually. The way of life told of in "Where
I Lived, and What I Lived for" is given as a kind of
illustration of the doctrine of simplicity. 1In this sense,
Walden is a kind of spiritual philanthropic enterprise,
The disquisition on philanthropy is, in a way, "big thoughts"
that need room to get in "sailing trim, " for Thoreau did
not want them as they reached the reader to "plow out
again through the side of his head."

The final address of the reader as such comes near the
end of chapter seven in which Thoreau's beanfield is dis-
cussed., Immediately following the address of the reader
in this particular section of Walden, farming is discussed
as a sacred art, and the narrator concludes, "This broad
field which I have looked at so long looks not to me as the
principal cultivator, but away from me to influences more
genial to it, which water and make it green, These beans
have results which are not harvested by me" (II, 183-4)

The beans are a link between man and nature, a symbol of a
connection with an order of experience that will 2llow man
to transcend his own finitude. What Thoreau suggests in the
language of the closing paragraphs of this chapter is indeed

"big thoughts" and needs some room to get into "sailing
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trim.,"

Thus, it can be noticed that a pattern is formed in
which sympathetic distance is increased by calling the
reader's attention to himself after which something Thoreau
felt important follows .8 Possibly, Thoreau's only purpose
in this manipulation of distance, which in each case has
the effect of forcing the reader to see certain things from
a point of view the reader feels is his own, is to assure
acceptance of certain ideas. The psychology of this process
is probably based upon the belief that whatever a person
chooses for himself to accept is more seriously and com-
pletely accepted than it would be if he were persuaded by
another to accept the thing. The fact is, though, in each
of the cases mentioned where the reader is forced to
formulate his own point of view, he is thoroughly conditioned
beforehand by the narrator so that it would be unlikely that
he would assume any point of view other than the one the
author would have him assume anyway. Previous to the
episode dealing with the ritualistic meking and eating of
unleavened bread, statistics are given on the cost of
living at wWalden Pond that suggest the religious exercise
of fasting. The suggestion is made in such a way that the
reader approves of what is suggested. Allowed his own
vision of things, the reader, in the following passage
dealing with unleavened bread, would likely understand it

in its religious connection because he hzs been conditioned
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to do so by the preceding passage. The reader's under-

standing the passage in its religious connection would
lead him with a little reflection to see it as an inte-
gral part of a book that in a large measure deals with
a kind of religious ritual leading toward the best of
possible lives. The reader's coming to see this for himself,
insomuch as he does, being distanced from the narrestor and
forming his own point of viaw, is aesthetically satisfying.
Preceding the passage dealing with philanthrophy,
the narrator reflects upon his own life, stressing the ad-
vantages of living a simple life, Of his own experience
with matters of getting his living he says, "I found that,
by working about six weeks a year, I coculd meet all the
expenses of living" (II, 76). When a reader examines these
figures, he will discover that the time Thoreau spent earn-
ing his living is about equal to the average person's time
spent in vacation and Thoreau's time of vacation "free and
clear for study" is about equal to the average person's time
spent earning a living. Thoreau's doctrine of simplicity
as it is suggested here provides for a way of life that makes
philanthropic enterprises which consist of giving material
gifts to the poor almost unnecessary. But this does not im-
ply that philanthropy is unnecessary. It suggests that
another kind of philanthropy is needed. The kind needed
is suggested when the narrator says, in a pascage quoted

above, "If you give money, spend yourself with it, and
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do not merely abandon it to them." Walden was Thoreau's

gift to the spiritualiy poor. The doctrine of simplicity
immediately preceding the disquisition on philanthropy
establishes the framework for a point of view., When the
sympathetic distance is widened (at the beginning of the
discourse) between the reader and the narrator by the
narrator's direct address of him and the reader is, in a
sense, placed upon his own to formulate a point of view,
the reader has been thoroughly conditioned for the point of
view he will almost inevitably ascume,

Inmediately before the narrator in chapter seven csays,
addressing the reader, ". . . I am obliged to say to you,
Reader, that the seeds which I planted, if indeed they were
the seeds of those virtues, were wormeaten or had lost their
vitality, and so did not come up, * and concludes the chapter
by suggesting that nature, as it is symbolized by the bean-
field, is a link between man and a higher order of experi-
ence, a subject of ultimate importance to Thoreau in Walden,
immediately before all this, Thoreau speaks cf his labor
in the beanfield which he is sure will become ", . . tropes
and expression, to serve a parzble-maker one day."
Thoreau's labor in the beanfield ic a kind of ritual "to
know beans"; and his comments leading up to the address of
the reader are such as to assure that what will follow will
be seen in the light of the ritualistic labor. Thus, once

again, before he is put upon his own to formulate & point



59
of view, the reader is conditioned.

If these addresses of the reader occurred in a work
of art that depended upon a sustained artistic illusion
for its effect, they would no doubt be considered as faults
in narration because of their tendency to break the illu-
sion the work offers. But such intrusions (if indeed they
can be celled "intrusions") are acceptable in Walden.

The intrusions in Wulden tend only to show how deeply the
narrator cares about what he is doing and how sincere he
is about his business. In this sense, the narrator's
intrusions are appropriate and useful.

Closely related to direct address of the reader is the
ftrequent use of a kind of pronoun address in which the readex
and the narrator share. The efrfect of shifting from the
customzry "I" in Walden to "we, " "us," "our," etc., is, if
the subject matter corresponds to the emotiomnal and intel-
lectuel sensibilities of the reader, to reduce sympathetic
distance toward minimal. A kinship between the narrator
and the reader is established by the pronoun usage, the
result of which is, generally speaking, to align the
reader more completely with the point of view of the narrator.
The reader, in a sense, feels that he is taeken into the
confidence of the narrator and allowed to share a special
view of the events of the work of art when he finds him-

self included in a pronoun that also includes the narrator.



60
The use of personal pronouns tends to personalize

matter. Scattered throughout Walden, they make it a2 very
personal work. Generally, the personal pronouns are used
in passages where the narrator wants sympathetic distance
to be minimal so that whatever is to be dealt with will

be seen from his own point of view. A few examples will
illustrate. 1In the second chapter of Walden where the
narrator tells where he lived and what he lived for in his
withdrawal, he turns from his own life to the condition

of men in general and says, in a paragraph the first part

of which illustrates the foregoing thesis,

Still we live meanly, like ants; though the
fable tells us that we were long ago changed
into men; like pygmies we fight with cranes;

it is error upon error, and clout upon clout,
and our best virtue has for its occasion a
superfluouzs and evitable wretchedness, Our
life is frittered away by detail. An honest
man has hardly need to count more than his

ten fingers, or in extreme cases he may add

his ten toces, and lump the rest., Simplicity,
simplicity, simplicity! I say, let your aifairs
be as two or three, and not a hundred or a
thousand; instead of a million count half a
dozen, and keep your accounts on your thumb-
nail. In the midst of this chopping sea of
civilized life, such are the clouds and storms
and quicksands and thousand and one items to be
allowed for, that a man has to live, if he would
not founder and go to the bottom and not make
his port at all, by dead reckoning, and he must
be a great calculator indeed who succeeds,
Simplify, sinplify {(II, 101-2).

This is an important passage in Walden, for it exemplifies
Thoreau's doctrine of simplicity which is the foundation
for the way of life about which the whole book is concerned.

In another passage, speaking of the "shams and delu-
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sions" men commonly mistake for reality, the narrator

says, "I perceive that we inhabitants of New England live
this mean life that we do because our vision does not
penetrate the surface of things" (II, 107). Immediately
tollowing, the author offers what he thinks may be a
solution to the mean life most men live. It is involved
with becoming aware. Employing personal pronouns that
take the reader in, the narrator says,

Let us spend one day as deliberately as Nature,
and not be thrown o0ff the track by every nutchell
and mosquito's wing that falls on the rails

. « » «» Lt us settle ourselves, and work and
wedge our feet downward through the mud and
sluch of opinion, and prejudice, and tradition,
gnd delusion, and appearance, and alluvion

which covers the globe, through Paris and Lon-
don, through New York and Boston and Concord,
through Church and State, through poetry and
philosophy and religion, till we come to a

hard bottem and rocks in place, which we can
call rezlity, and say, This is, and no mistake;
and then begin, having a point d'appui, below
freshet and frost and fire, a place where you
might found a wall or a state, or zet a lamp-
post safely, or perhaps a gauge, not a Nilometer,
but a Realometer, thet future ages might know
how deep a frecshet of shams and appearances had
gathered from time to time. If you stand richt
fronting and face to face to a fact, you will see
the sun glimmer on both its surfaces, as if it
were & cimeter, and feel its sweet edge dividing
you through the heart and marrow, and so you
will happily conclude ycur mortal career. Be

it life or death, we crave only reality. If

we are really dying, let us i rar the rattle in
our throats and ieel cold in the extremities;

ir we are alive, let us go sbout our business
(IX, 108-9).

If Walden was to mean as deeply and as completely as Thoreau
wanted it to, in such passages as this the author must com-

municate as completely 2= possible with the reader. Thoreau
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must have known that use of personal prenouns, among oOther

things, that assured a sympathetic bond between the reader
and the narrator went a long way towsrds complete communi-
cation.

The pattern of minimizing sympathetic disteénce in
important passages where it is imperative thet the narra-~
tor and the reader shrre nearly the same point of view on
certzin important matters could be traced through numerous
other passages. One example occurs in the closing parc-
graph of chapter eight in a passage already quoted in this
escsay where, at the center of the work, the narrator
points out that ". . . not till we have lost the world, do
we begin to find ourselves, and realize where we are aund
the inrinite extent oif our relations" (II, 190). But
perhaps we have amply illustrated the point. ‘The use of
personal pronours in important passages as a means O:
minimizing svapathetic di:ztance so that the reader's
roint of view will be aligned with the narrator's may
appear to be contradictory to addressing the reader
directly in other important passages so that the reader
will be forced to formulate his own point oi view, How-
ever, whether the matter is actually so contreédictory as
appearance suggests is questionaile. It ic noticeable
in the illustrations given above that the subject diifers
somewhst in passages in whi-h the reader is directly ad-

dressed from pascages in which personal pronouns are used
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which include the reader. Passages in which the reader

is addressed seem to deal generally with the possibili-
ties for a way of li:e that can be filled with meaning and
beauty. In the :first of these passages, the making and
eating of unleavened bread suggests the ritual of reli-
gion, hinting at the good li:e in religious terms. 1In

the second, the disquisition on philanthropy tuggests
gsomething about the good life in secular terms. 1In the
third, in which the beanfield becomes a symbol of nature,
the link between man and a spiritual order ot being, the
seculer and the religious come together.

Passages in which personsl pronouns are used deal
generally with problems in life and their solutions. The
first passage illustrated above tells how men live "meanly,
like ants, " though they have been created for better
things, and laments that "Our life is frittered away by
detail." The answer to the problem is "Simplicity,
simplicity, simplicity." The second passage illustrated
speaks oL a starting poin{ ior a meaningful lite. What
men need to do about the "shams and delusions" that “are
esteemed :ior soundest truths" is to "work and wedge . . .
downward . . . till we come to & hard bottom . . . which
we can call reality . . . ." The final pacsage deals with
finding the self, ". . . not till we have lost the world,
do we begin to find ourselves . . ." the narrator says.

The iact that subj - ct matter does differ in the
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passages in which the reader is directly addressed from

the passages in which he is included in personal pronouns
may possibly explain Thoreau's manipulation of sympathetic
distance =0 that in the i{ormer case it is relatively meoxi-
mal while in the latter it is relatively minimal. When
Thoreau dealt with possible ways o' liife, he wanted the
rezder to have genercl direction:, but he wanted him to
choose his own way. "I would not have any one adopt my
mode of living on any account, " he wrote, ". . . but I
would have each one be very care:iul to :ind out and pursue

his ownwav . . . ." Thus, when ways o li‘e are dealt

with in walden, the reader is forced through manipulation
o: sympathetic distence to formulate his own point of
view. But when problems of life and their solution: are
dealt with, Thoreau apparently preferred that his own
point of view be accepted, and he manipulated sympathetic
distance in such a way that it would be accepted (after
all, he had spent two years and two months at Walden Pond
£inding out what the problems were and working out solu-
tions; this gualified him for a point of view that was
perhaps a little better than the average reader'=).
Direct address of the reader by referring to him as
"reader" and using personal pronouns in which the reader
and the narrator are named together might be considered
by some as a faultin the narrative of a work in which the

author tries to su.tain @n artistic illusion and in which
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the aesthetic elements of art are at a maximum. But in

Walden, a work that is partly a one-sided dialogus with the
reader anyway, in which the human element is meant to domi-
nate, such address seems appropriate and it is userful., It
goes a long way toward creating the proper orientation
of the reader in regard to the point of view chrracter on
the one hand and the events of the work of art on the oth:r.
But the guestion that must ke answered is how is all
thi: manipuletion of distance in variou:s episodes through
point of view relevant to the general pattern of distance
described earlier? The general pattern of distance in
Walden involves drawing the reader out of the events of
the work at the beginning so that he can get &n outside,
critical view of things. Then h- must be drawn back into
the events of the work, which, in the process o:i the book,
shifts from the diseased social order to speculation about
an ideal order, so that he will come to participate in
the system of values that is offered by the author. The
personal pronoun usacge is easily explained as being
relevant to the larger design of distance manipulztion.
If the narrator's task is to first draw the reader out of
the events into alignment with his own outside view and
then, after shizfting his position to within the events,
draw the reader back into the events, agein into align-
ment with his own view, it can readily be seen that the

use of personal pronouns that work toward a reduction of
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sympathetic distance is importunt, for the almost con-

stant effort of the narrator ic to get the reader to see
things from his point of view, outside or inside, as the
case calls for, throughout the whole work.

The matter o:r addres-ing the resder in such a way
as to increcse sympathetic distance is more difficult to
explain in the light of the whole pattern o: distance which
involves an almost constant efiort toward reducing sym-
pathetic distance. It is noticeable that instances of
addressing the reoder directly are rare, occurring only
four times in the entire text of Walden, three of which
occur in the first chapter and the fourth in the seventh.
Perhaps Thoreau felt that the cubject matter o the first
chapter, much of which is a polemic against the diseased
social order, would be sufficient to insure the reader's
movingy outside the events to @ distanced, critical posi-
tion without necessarily needing some functional artistic
kinship with the narrator who is also outside the evente.
Thus, through presentation o: subject matter and control
o: evaluative distance, making it function in such a way
as to properly orient the reader, Thoreazu could manipulate
distznce in terms of point of view without the necessity
of manipulation 0: sympathetic distance in such a way
as to be somewhat more aesthetically pleasing. In this
way, address of the reader does not much alter the over-

all pattern of distance as it has been de-cribed above.
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Though point of view is, perhaps, the chief factor

in casting the events of Walden into a perspective the
relativity of which is most mesthetically promising to

the reader, control of sympathy through point of view is
not enough alone to accomplish this nor to explain the
achievement o: the work. Genre, stru:ture, and style

must som2how support point of viw,., The following chapter

will discuss mattersof genre in this light.
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Footnotes

1Henry Thoreau, The Writings oi Thoreau (Boston,
1906), II, p. 149-50. All quotations :irom Thoreau's
writing from this point onward in this essay will be taken
from the standard edifion edited by Brediord Torrey and
published in twenty volumes in 1906 by Houghton Mifflin
and Company. For the sake of expediency all quotations
from Thoreau will be identified by volume and page number

enclosed in parentheses immediately following each quote-

tion.

27he Magic Circle of Walden (New York, 1968), p.

27

W3

3p. 179.
“Walden Revisited (Chicago, 1945), p. 82.

Surhe Resthetics of Organicism, " The Journal of

desthetics and Art Criticism (Summer, 1968), XXVI, p. 454.

6p. 62

Tmwentieth Century Interpretacions of Walden (Engle-

wood Clif{fs, 1968), pp. 4-5.

8This whole hypothesis regarding the direct address

of the reader might be questioned on the grounds that the
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thoughts following the various direct addresses are no

"bigger" than many others where no such address precedes
them. But the fact that direct address o: the reader
does call the reader's attention to himself and this in-
creases sympathetic distance cannot be easily challenged.
To say that Thoreau was not aware of what happened when
he addressed the reader directly is itseli questionsble,
especially when it is remembered what h» said in chapter
six about "the difficulty of getting to a su:ificient
distance :irom my guest when we began to utter the big
thoughts in big words" (II, 156). When they are collect-
ed, the facts seem to suggest that he lelt tho thought:
followiny the direct addresses of the reader to be rather
"big thoughts." This matter will be explained in the

following pages.



THE FUNCTION O GENRE

CHAPTER IIIX

When Thoreau wrote Walden, with such ratter as
he wanted to present in his book, about the only thing
he could do was to gather up his experience, work
out a vision of it as it was foraulated in his :1ind,
and offer that vision to the reader as experience re-
flected upon. In the book, the narrator recalls, con-
tenplates, and suwrarizes the experience, all for the
benefit of the reader's understanding it. Almost all
of the story rests upon the narrator's experience;
only his voice is heard as his consciousness lies
open before the reader and the book becomes a search-
ing exploration of the author's own consciousness,
told in his own words. Though Walden is a report
of an experience in life, Thoreau .:ust have nown
that merely “"reporting” would not do, that he wust manage
the affairs of the book in such a way that the action of
the narrative would pass in review before the reader's
eyes as if he were on the spot watching all the events
of the story unfold. He nust have known, as Perxrcy Lubbock
put it, speaking of the author's presentation of material

70
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in fiction, that "Far better it would be to see him while

his mind is actually at work in the agitation . ., . .“1
That Thoresu was interested in casting his work into &
perspective which would be aesthetically satisiying as
well as informative is shown not only by his long labor
over the text which went through seven toilcome revisions
is nearly a decade, but also by the meticulous care he
spent upon genre, structure, and style. When he finished
his work, aesthetics and exposition worked together to
form Walden, and the actual autobiographical event was
the basis for the art iorm, the pastoral.

In the study of aesthetic distance in Walden, genre
becomes an important factor. As René’Welleck and Austin
Warren point out, "The literary kind is not a mere name,
for the aecsthetic convention in which a work participates
shapes its character."? Genre is an attempt at classifi-~
cation of literature which is based upon grouping and
naming according to the kind of organizational patterns
evidant or latent in particular works,., 1In the classical
genres such as pastoral, there are two aspects implied:
the outward organizational schema around which the events
are structured and the inward informing attitude which
defines the tone. The value of genve, when it can be
recognized by the reader (and the writer can insure that
it will be if he uses an existing, familiar genre), is

that it calls attention tc both the external pattern or
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development in the course of a work of art while, at the

same time, it establishes an attitude. As quickly, for

instance, as the reader recognizes that the genre to

which Walden belongs is the pastoral, he can begin to

underst nd the three-part structure of the work and the

basic significance oi the events as they occur within

that frame informed by the typical attitude characteristic
£ the genre.

But the question to be asked and answered in this
study is how genre works toward the establichment of the
overall pattern of artistic distance. An answer may be
brieily suggested, and then plotted out more ifully. To
begin, in the first part of Walden, where the subject is
the time-bound materialistic social order, just enough
of the ideal world of the pastoral is charted to set up
a contrast between the two worlds. Establishinc an at-
titude favorable for such a contrast, the narrator says,
in a passage that, as C. R. Anderson points out in The
Magic Circle of Walden, combines mythical fable (what is
not believed, unreal) with biblical allusion (what is be-
lieved, real), "I see younyg men, my townsmen whose mis-
fortun: it is to heve inherited farms, houses, barns,
cattle, and farming toéls; tor these are more easily ac-
cuired than got rid o:. Better it they had been born in
the open pa: ture and suckled by a wolf, that they might

have seen with clearer eyes what field they were called
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to labor in“® (II, 5). The better "open pasture’ suggests

that pastoral is latent, while the fields where it is later
said that “men labor under a mistake' suggest the social
order that is indicated in the first chapter.

The greater part of the initial chapter of Walden is
centered around a description of the actual world where men
‘s « . are employed, as it says in an old book, laying up
treasures which moth and rust will corrupt and thieves
break through and steal.’' But almost from the beginning
the narrator reminds the reader that ‘It would be some
advantage to live a primitive and frontier life, though in
the midst of an outward civilization, if only to learn
what are the gross necessaries of life and what rethods
have been taken to obtain them . . .' (II, 12). It is
suggested that if men would live primitive and ifirontier
lives in the midst of outward civilization (which ironical-
ly enough describes the pastoral life, partially primitive,
partially civilized) and learn what is necessary in life
and what is not, then they would not have to gpend the
better part of  their lives acquiring ". . . the luxuries,
and many of the so-called comforts of life" which are
‘not only not indispensable, but positive hinderances to
the elevation of mankind" (II, 15).

Apparently, Thoreau believed that men could discover
the meaning of life if they could reduce living to the

essentials, and, having simplified the problen of making



74
a living, come to consciously understard their relation to

these essentials. This wae the tack he set ior himsel: at
Walden Pond. The econony that he pra<ticed in his experi-
ment ot Walden Pond set him free ifrom the stifling condi-
tions o: the diseesed soci:l order, and the natural environ-
rment provided him with the opportunity to porticipate in
the regenerative processes 0oi life (Thoreau's connecting
his name with "thaw" ic suggestive 01 participating in the
regenerative process since spring is suggested by the thow
and, in turn; suggests regeneration). Alienated by the
economics of the social orxrder (as the title o:- the iirst
chapter of Wzlden suggyests), Thoreau felt it necessary to
search for a new identification with a new order; hence,
the experiment at Walden Pond was directed toward discover -
ing whether or not a person could find a way o. life where
men did not have to become, as he szid, "tools 0of their
tools." But liie in nature, as every rezder knows, was
not Thoreau's goal; it was the means by which another

goal might be accomplithed By going to nature #nd living
the simplified life he hoped to discover the ioundations
of a2 higher, organic society shaped by the principles he
recommends in Walden. "You think that I am impoverishing
myself by withdrawing from men," Thoreau wrote a few veéars
after the Walden experiment, "but in my solitude I have
woven for myself a silken web or chrysalis, and, nymph-

like, thall 2re long burst forth a more perfect creature,
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£itted for a higher life" (Xv, 246).

Thoreau's use o. pastoral in Walden which emphasizes
man's link with nature probahly resulted from his belie:l
that man in his highest state oI existence is organically
related to his environment, and man's own nature is éurest
and most comprehensive when it is most closzely related to
the natural phenomena around him. "In the wildecst of
neture, ” he concluded in the book he wrote while living
at Walden Pond, "there is not only the material of the
most cultivated life, and & sort of anticipation of the
last result, but a greater reiinement already than is
ever attained by man" (I, 337). The orgznic life Thorezu
recommended in Walden and strove for in his own li:fe
called “or more than civilized life. As Sherman Paul

points out in The Shores of America, it asked that mzn

live by his highest consciousness, that he work towazd
trensforming a physical relationship with the natural
world into a spiritual one., Thus, Thoreau's study of
nature was sel:~reflexive, a study of the sel:, based
upon the belief that any meaningful reiorm in society
mu: t begin with the individual. When Thoreau came to tell
of hi: study of nature made in his two year residence at
Walden Pond, the pastoral :itted his needs as an artist
perfectly.

Throughout the :irst chapter of Walden, there is a

running contrast between the actual and the ideal with the
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actual lLeing represented by civilization and the ideal

by the primitive which alway: ofifers some advantage,
“The very simplicity and nakedness of man's life in the
primitive ages imply thié advantage, at least," the
narrator says at one point, "that they left him :till
but a sojourner in neture. When he was refreshed with
food and sleep, he contemplated his journey again . . . .
But lo! men have become the tools of th:ir tools" (II,
41). It is typical of the pastoral to presenit the atti-
tude that csocisty has somehow rfailed the individual,
bringing him only complexity and anxiety, that "In
civilization . . . a men degenerates at length" (I, 56).

By

Thoreau closes his chapter on “"economy" by saying, "I,
then, we would indeed restore menkind Ly truly Indian,
botanic, magnetic, or natural means, let us Ffirst be as
simple and well as Nature ourselves, dispel the clouds
which hang over our own brows, and take up & little life
into our pores" (II, 87).

The second chapter ofl Welden ie filled with renuncia-
tion and withdrawal which, in effect, works toward a defi-
nition of the pastorzl ideal which is characterized in
Walden by a2 kind of philosophical speculation concerned
with the order of the awakened man. As the reader comes
to understand the pastoral world through the de:inition

worked out in the middle chapters, he begins more and

more to accept it and to participate in it. Evaluative
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distance (that had become great when, in the beginning,

the disceased social order spoken of as “civilization"

weo the principal subject of the text and the recder
tended toward rejecting it in favor o. the pastoral ideal
which had been offered by contract) becomes minimal as
the subject becomes the pastoral ideal. As evaluative
distance diminishes because of the concord developed
hetween the reader an§ the subjact, point of view is
supported by genre in the process ol the reader's align-
ing his own view with that o the narrator who stands
in:ide the events of the work once the subject has shifiz2d
from the rejected social order to speculation zbout the
ideal order of the awakened man.

In these two processes, genre works toward supporting
and deiining the overall pattern of aesthetic distance.
Genre ic related to aesthetic distance, as can be seen when
one realize:; that the genre an author chcooses is determined
by his methods of aesthetic perceivirg and that genre
largely determines a reader's metﬁod o aesthetic perceiv-
ing. The pastoral superimposed upon autobiography allowed
Thoreau to do zomething he could not heve done with auto-
biography alone. It 2llowed him to present an idyllic
view Oi experience in Walden outside that experience (the
first pcragraph indicates that the actual act of living
alone in the woods where the experience took place is

over), the chief moed of which is a contemplative with-
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drawal that itself is a sequel to the action o the nar-

rative. If this was Thoreau's artistic goal in Walden,
generically, autobiographv was insufficient to accomplish
it.

Because 0i the necessity of achieving the proper per-
spective, the real facts oi autobiOgraphy.used as an in-
forming method of precentation would be a ditiicult matter
to handle efiectively aesthetically. I an artist is
merely factual in creating autobiography, hi:+ resders are
likely to react to hics art much as they might reaczt to
history. If the autobiographer deals with fantacies,
especially fantasies like the primal fantasies 0i regres-
cion Thoreau deals with in Walden, reesders may call forth
their own deienses agaihst them and respond negatively
hecause of either anxiety or boredom. Dangerous fantasies
(thet is, rantasies which tend for some reason to throw
a work o:i art out of the intended perspective) and
provocative concepts presented in fictional literature zre
usually easily tolerated because a reader, regardless of
how involved he may be with the events, always realizes
that it is not reality with which he is involved

But when dangerous fantasiec or provocative concepts
are embodied in non-fictional writing lik: autobiogr:phy,
they may distort the intended perspective. Whet the
autobiographer must do, as Norman Holland points out,3

is thic: he must precent his fantasies and hic concepts in
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order to create his art, but along with them he must pro-

vide derensive structuring and transiormation so that
theAprimal unconscious fantesies can be treénslformed into
conscious, objective meaning that is accentable, When
the fantasy is balanced with deiencse, pleasure results
from the work, 1In order totransform the unconscziou-
fantasics with adequate de._.ensive structuring, Thoreau
took the pastoral end superimposed it upon &utobiography,
producing a rather unigue generic hybrid for Walden, the
novelty of which is aecsthetically satisfying once it is
understood. Many of the fantasies in Walden are related
to a kind of regression acs the basic theme oI renuncia-
tion and withdrawal with which the book begins indicates.
The defense for the :santasies is the artist's invocation
of pastoral as a fictional mode which throws the fantasies
out of gear with the real facts of autobiography psycho-
logically, putting them at & distance, s0 to speak, but
still recognizing and articulating them. Thus, the super-
imposition of pastoral upon autobiography creates a proper
perspective for Waléen whereby on the cne hand a reader
may teel the events of the work in a real sense, autobio-
graphically, while on the other, he may perceive them &t
2 distonce, fictionally, in terms o: the pastoral.

The pastoral is one of the oldest and wmost -requently
used genres known to art. It was in existence when

Theocritus wrote his poetry in ancient Greece and has been
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used irom time to time down through the ages by various

artists to the present. The myth of the pastoxcl itself
invites the reader to participote in the events of the
work in such a way as to put him into contact with &n
order of experience much more compatible with his psycho-
logical needs :for order and simplified existence then

any he might know in real life, The way Thoreau uses

it in Walden is especially provocative. He takes the
pastoral pattern and myth and superimposes them upon the
real facts of autobiography, giving them a kind o wvalid-
ity and vitality they never had before. Much of the
success of Walden springs from this innovation, for it
allows a kind of interplay between two possible orienta-
tions, one in the fictional world of myth, the other in
the re&l world of avtobiographical fact. This gives the
reader the opportunity to experience the events o: the
work from the point of view 0f a spectator at times and
irom the point of view oi a participant at others., This
process adds up to a rich and valuable aesthetic experi-
ence as the pattern oi the book unfolds itsel:. When the
subj2ct of the book @t the beginning is the diseased social
order, the reader may escape it by aligning himsel: with
the pastoral order that is offered in contrast and view
the events of the work from the point of view Of spectator.
When the subject of the book is the pastoral order, the

reader may align himself with the events o: the work,
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become a participant in them, and enjoy the working out

of some of his deepest wishes to return to some kind o:f
primal experience. It is a wonder:ul experience to
participate in the escape told of in chapter eight when
the narrator, among " . , the houses . . €0 arranged
ac to make the most of mankind, in lanes and fronting
one another, so that every traveller had to run the
gauntlet, and every men, womaén, &nd child mig:i.t get 2
lick at him . . " bolts suddenly without standing "much
about grace" and not hesitating "at a gap in a fence,"
being "let cut through the rear avenues," so escapes "to
th: woods again."

The success or the genre at this point with its
emphasis upon escape is remarkable, allowing the reader
to take on a new kind ox lire, the life the work oi art
suggests aifter the annulment or the spontaneous li:e of
reality. As Jose Ortega y Gasset once observed, "This
new life, a life invented after the annulment o:r spontane-
ous life, is precisely what we may call artistic under-
standing and pleasure. This liie does not lack sentiment
and passion but evidently these passion: and sentiments
belong to a psychic flora very different from that which
covers the landscapes of our primary and human lifie. They
are secondary emotions which those ultra-objects provoke
in the artist that is within us. They are sentiments

specifically aesthetic,"?
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If the fantasy that lies deep within the escape into

the woods were presented as autobiographical :act, it would
suggest that the predictable world was so grotesqgue and
terriiying that one must ilee its horrors, and negative
responses might be ascribed to the fantasy becauce of the
anxiety and frustration that would be associated with it.
But the world of the pastoral (that is, the fictional mode
of the pastoral) provides a protected situation charac-
terized by barriers of psychic distance which render the
readexr safe from the disorienting phenomena of the events
of the work at this point, thus allowing him o be aware
of the disparity between the real world and the one in
the art. The pastoral makes it poscible for the reader
to view and experience with safety a world of disorienta-
tion where patterns o: behavior must often be remodeled or
n=w patterns Jformulated.
When @ respons ive reader i: con.ronted with the text

£ Walden, the self, psychologically speaking, is split
into two distinct parts, the part that remains associzted
with the real events oi autobiography and the part that
becomes linked with the pastoral. The mira-le of the work
is thet the reader can participate through the pastorzl in
events and adventures that are either wholly imvossible,
or at least impractical, in real life, while, at the szme
time, he can proceed with the normal and acceptable order

of the experience ol autobiography. The dual self is
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possible because the work of art is itself dual. Norman

Holland says, "In effect, a literary text has implicit in
it two dimensions: one reaches 'up,' toward the world of
social, intellectual, moral, and religious concerns; the
other reaches 'down,' to the derk, chthonic, primitive,
bodily parts 0f our mental life."5 1In We lden, Thoreau
creates th: duzl dimension through the use 0: two genres,
pastoral and autobiography. But one cannot very wa:ll say
that when Thoreau deals with social, intellectual, moral,
or religiou: matters, his work turns largely upon autobio-
graphy, and when he deals with the primitive, bodily part
of mental life, the work turns upon thc pastoral, for the
pastorel and the autobiogrzphical are so thoroughly in-
tegre ted (the autobiographical experience takes as its
in:orming pattern the pastoral) that they are inseparable,
Nevertheless, the reader realizes th:t when Thoreau desls
with social, intellectual, moral, and religious matters,
he deals with the facte of rezl life, while when he deals
with fantasies ard deferses, ths pastoral comes into its
full right. It is throuch autobiography that the reader
is actively engaged in seeing the text and in translating
what he discovers into intellectual mcaning. It is
through the pastoral that he explores the field o:f
responses more closely linked with pleasure, beauty,
interest, etc., wherein lies the major source of aesthetic

experience.
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The perspective provided by Thoreau's innovation

achieved by the combination oi¢ the rfiction:l mode of the
pastoral with the non-fictionzl mode of autobiography not
only supports point of view through genre as has been
explained, but it also allows Thoreau to transrorm deep,
primitive fantasies thet might arouse anxiety into meanings
that can be accepted on the conscious level. In this

way, dalden achieves much .: its special meaning.

When skilled analycests sometimes make :ools oZ them-
selves by trying to diagnose works of art psychologically,
it iz needless to say that psychologizing by laymen is
dangerous business, Nevertheless, it is necessary to risk
being wrong or even ioolish in order to investigaote very
thorcughly @ genre like the pastoral that works toward
expressing some of the deepest and most persistent wiches
of human life. Untrsnsiormed fantasies, psychologists
point out, are infantile, primitive, bodily, end usually
charged with fear and desire. For example, Thoreau's
movement toward the primitive and child-like in nature
could, on the untranstormed level, possibly be understood
as a wish to regress to the warm security oi the womb.
Such fantocsies involve the deepest wishes and moments o:
life. But if they are charged with ifear and decsire, in
their untrancformed state they may bring anxiety and thus
be frustrating to the psyche. For this reason if a work

like Walden is to be successful, it must transform the
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fantasies with which it deals into something that can be

kxnown with pleasure. Norman Holland points out that,
", . . the writer expresses and disguises childhood
fantasies. The reader unconsciously elaborates the
fantasy content oi the literary woxk with his own ver-
sions of these ifantasies . . . . And it is the nanage-
ment of these fantasies, both his own and the vork's,
that permits their own partial gratification and given
literary pleasure,"®

In the psychological sense, Walden trans:orms: a child-
hood, primitive desire to get back to what Holland called
the "oral stage" in development. Here, in the infant who
has not recognized his being as distinct irom other things,
the ego hus established between it and all else in the
world an intimate bond. .Thorezu provides an environm:nt in
Walden where it is somewhat diifficult to distinguish be-
tween inner and outer being., With such an environment
present, it i« sasy to regress to childhobd fa tasies when
the seli was not so Jdistinctive from all else as in adult
life. The boundarie: between the self and all else in the
artistic illusion of Walden tend to be broken down in :
fusion of the self with the environment. Such is often
the case in Walden as is illustrated at the beginning of
chapter five, a chapter dealing with solitude and medita-
tion, where Thoreau says, in a passage part of which has

peen quoted earlicor, "This is a delicious evening, when
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the whole body iz one zense, and imbisxes delight through

avery pore, I go and comz with & strange liberty in
Nature, @ part of hersel." (II, 143). Lapsing into a
nurturing, meternal environment has the effect of coming

to participate in a lorger order of experience than the
sel? in its socinrl surroundings could ever provide. In

the: widsc oF a gentle rain, the narrator continues, "I

was suddenly sensible of such cweet and benelirent society
in Nature, in the very patteri: s o7 the drops, and in avery
sight and cound around my house, an iniinite and unccuount-~
able friendliness all at once like an atmouphere sustéining
me, a: made the fancled advontages of humza.. neighborhood

insiguificant, and I have never thoucht ol them &ince”

(I, 146). Thoreau's tranucendental desire to achivve a

=i

kind of onenvse with nature in symbolic withdrawal remi-
uiscent of regression can poscsibly be explained as the
Yantavy of an inifant gilded with intellectucl meaning.
Coing to the primitive ("It would be to come advintage (o
live @ pripitive eand .romtier life,® Thoreau wrote ncex the
beginning of Welden) in the Walden enperiment may ke equiv=
alent to going bick roward the childlike. The Zanteésy of
losing the koundaries of the self in a bkenevolent rexrcgex
with nature iz Thoresu's way o articulating the fantecy
o &n intellectual and acogptable level in hi. wozk.
Apparently, in Thoreau's tihiinking, the natural environment

wvas a source o2 sriritual therupy ready to be utilized by
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anyone perceptive enough to recognize its value. “The

voice of nature is always encouraging” (XVI, 304), he
once said.

Psychologically concsidered, Wolden is a variant of
the death-rebirth ritwal. Thoreau withdraws to the womb
of nature, achieves rebirth, then re-emerges into the
real world at the end ready to make a new start. Hinting
at the matter, near the end of chapter eight, after re-
nunciation and withdrawal heve been completed, he says,
in a passage already quoted in thic essay, ". . . not till
we have lost the world, do we begin to find ourselves, and
realize where we are and the infinite extent of our rela-
tions" (II, 190). Thoreau's withdrawal is a preparation
fox rebirth. It begins with rejection of the materialistic
social order told of in the first chapter and ende with the
achievement of the new life told of in the last chapter.
Nature is a kind mother that he can trust at the moment he
is regrining hie grip on lire and finding his own identity.
In the womb-like environment of nature he is neighbor to the
birds *. . . not by having imprisoned one, but having caged
myself near them . . ." and his hut site ". . . 0 low in the
woods that the opposite shore, half a mile o.i,like the
rest, covered with wood, was my most distant horizon . . ."
csuggests the warmth and security of the mother's womb.

Many elements in wWalden are concerned with the primal

unit of nurturing mother and sucklinyg child. Thoreau
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described his hut site as a "rare and delectable® place,

sfar from noise and disturbance® in a "forever new and
unproianed part of the universe, " remote from the life he

had left behind. It was a place where “Every morning

was & cheeriul invitation¥ to make life 0f equsl simplicity

and innocence with nature. Thoreau goes on to say that
"Children, who play liie, discern its true law and re-
lations more clearly than men, who :fail to live it
worthily, but who think they are wiser by experience,
that is, by failure" (II, 106). &all this leads up to &
significant passage which occurs in chapter five that
suggests the role Thoreau conceived himself to be play-

ing as @ child of nature. The passage explains,

I hrve occasional visits in the long winter
evenings, when the snow falls fast and the

wind howls in the wood, from an o0ld settler

and original proprietor, who i: reported to

have dug Walden Pond, and stoned it, and

fringed it with pine woods; who tells me

stories or old time and of new eternity; and
between us we pass a cheerful evening with
social mirth and pleasant views of things, even
without apples or cider,--a most wise and humorous
triend, whom I love much, who keeps himself more
secret than ever did Gof:e or Whalley; and though
he is thought to be dead, none can show where he
is buried An elderly dame, too, dwells in my
neighiborhood, invisible to most persons, in

whose odorous herb garden I love to stroll
sometimes, gathering simples and listening

to her fables; for she has a genius of un-
equalled fertility, and her memory runs back
farther thon mythology, and she can tell me the
original of every :able, and on what fact every
one is founded, for the incident:r occurred when
she was yourng. A ruddy and lusty old dame, who
delight:z in all wcathers and seasons, and is
likely to outlive all her children yet (II, 152-2).
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Thic passage suggests that Thoreau, the child, is not only

provided for by the keneficence of nature where he strolls
“"gathering simples, " but also is taught by nature who
instructs her child with fables, much as a mother would
instruct 2 child, in the ways of life.

When a work of art makes the reader feel that he i=
lapsing into a protective, nurturing, maternal environment
which is pleasurable or necessary, myth of some kind is at
work deepening and enriching experience, Through the
pastoral myth, the reader c&n merge with the text of
Walden, and conscious awareness of the myth provides a way
for the reader to gratify an unconscious wish to return to
an old timeless union with something more enduring and more
elemental than the evanescent experience he knows in real
life. Thus, the reader cén'relax and find felease in the
security oi the nurturing and sustaining role thet ic told
of in Walden when he fuses with the pastorel illusion of
the work. |

Psychologically, the pastoral myth in Walden allows thu
reader to participate in a merger with a realm of experi-
ence that is described in the last chapter as the order
of the awakened man. With its emphasis vpon rebirth and
a second chance to begin life anew, the book is the physi-
cal embodiment 0f a dream almost every sensitive and
intelligent reader will have had. It dreams the reader's

dream and confirms the dream with its optiicism. At one
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point in the text, Thoreau explicitly urges, in a passage

referred to earlier, "If you have built castles in the
air, your work need not be lost; that i: where they should
be. No. put the foundations under them" (II, 356).

Since Walden is autobiographical, psychologically
considered, the fantasies of Thoreau's life are worked
out in the art, But this does not mean that the book is
limited to Thoreau's personal mode o: being. His use of
the pastorusl provides a way ior an interaction to occur
between the psychic traits in the reader and the psychic
process embodied in the work by setting efrf the autobio-
graphical fantasy through the fictional mode at a dist&nce
where it can be participated in saifely and seen as the
reader's own. Walden, considered in this sense, becomes
a kind of dress rehearsal for life, and the model -or
interpreting the work is to be found in life itself. The
cearch of the pastoral in Walden is the search of the
libido for some kind of fulfillment that will set it free
from the £frustrations and anxieties of reality, but which
will s%till retain reality through the autobiographical
attachment. Through psychology as well as pattern Walden
has its link with pastoral, and the pasteoral provides
a perspective for the work. Thus, Thoreau's pastoralism
in Walden is dual: on the one hand it defines a method
while on the other it offers an attitude.

When the organizational schema around which the
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events of the work are structured is considered, it is

noticeable thet there are patterns of pastoral in Walden
that suggest its link with the traditional genre in ad-
dition to tho psychological connection. Not much has
ever been written about the patterns of pastoral in
Welden except for Leo Marx‘s bricef commentary upon Walden
in The Machine in the Garden. Marx mentions that Walden
iz a "trancscoendental eclogue, " but he is not so much
interested in patterns of pa=ztoral in Walden as he is in
comment ing upon the effects of th: machine (represented
by the train) upon the green landscape.

It is commonly known that at the basis of the pastoral
ideal ic the motive to withdraw from the chaos of the com-
plex world of civilization and begin life apew in a frech,
green lindscape. Apparently, Thoreau thought of W:lden
Pond as being such & place arnd his mind was intoxicated
with the prospect of a new experiment in li:e. "I went
to the woods," he says in the second chapter of Walden,
in a passage quoted earlier in anoth2r connection, "be-
cause I wished to live deliberately, to front only the
essential fact. of life, and see if I could not learn
what it had to teach, and not, when I came to die,
discover that I had not lived. I did not wish to live
what was not life, living is so dear; nor did I wish to
practise resignation, unless it was cuite necessary"

(1I, 100-1). Unwilling to 2llow his life to be "frittered
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avay by detail," Thoreau went to Walden Pond, a place he

felt to be unsullied by ties of the past where a man
eager to stand in the moment where two eternities inter-
sect might actually put into practice in li“e whot had
been only an aspect of art. In this way, Thoreau dis-
lodged the :ontasy of the pastoral from its traditional
literary context and embodied it in actual life. The

record of that experiment provided Thoreau with the frame-

work for Walden. The radical withdrawal associated with the

pastoral in Walden sucgests, in one cense, rejection.
However, it can be seen, when cn2 understands thet the
natural imagery of the pastoral is indicative of a kind of
trensformation through ~piritual growth, that the with-
drawal is only a symbolic equivalent oI th: purification
process that is necessary when life in society becomes
co fixed that spiritual growth is impossible.

But the redemgtive journey away from the complex
social order does have about it a sense Of renunciation
as the hexo renounces his place in the social oxder and
withdraws. One remembers that Thoreau had signed oil
from the church when he became 0f age, and his going to
live by Walden Pond, July 4, 1845, suggests that he signed
otff from the social order renouncing his place in it.
Though Thoreau says, "when I first took up my abode in the
woods, that is, began to spend my nights as well as my

days there, which by accident, was on Independence Day . .
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it is noticeable that he emphasizes that he was "more

independent than any farmer in Concord* and could freely

"follow the bent of my genius . . . every moment."” Thic

ward nature.

The traditional landscape oI the conventional pastoral
is a place free irom the struggle and deprivation of both
the primitive wilderness and the civilized world. It is
a "middle ground, " to use the words o Leo Marx, lying
somewhere between the oppcsing forces of the complex social.
world and the natural environment of nature, yet transcend-
ing both. Thoreau's beanfield may easily Le seen as a
symbol of the pastoral middle ground. It was a field
"not in Mr. Coleman's report" (indeed pastoral fields in
the traditional sense never exist except in the mind of the
pastorelist--though it is to be noted thit Thoreau had a
real beanfield), and of it Thoreau said, "Mine was, as it
were, the connecting link between wild and cultivated
fields; as some states are civilized, and others half-
civilized, and other savage or barbarous, so my field was,
though not in a bad sense, a hali-cultivated field" (II,
174) . This comment suggests that the beanfield was to
be a symbol of the pastoral middle ground, the retrect
that is somehow connected with purification of the mind
=0 that it can be brought closer to ultimate truth. The

beans he raised attached him to the earth, he said, and
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gave him "strength like Antaeus." The beanfield in his

description becomes a "fabulous landscape" which finally
reaches beyond civilization and nature. In closing the
chapter concerned with the beanfield, Thoreau says, in

a passage already referred to earlier, "This broad field
which I have looked at so long looks not to me as the
principal cultivator, but away from me to influences more
genial to it, which water and make it green. These beans
have results which are not harvested by me” (II, 183-4).
As a symbol of the pastoral landscape the beanfield is a
repository of values. One of the most anxious moments

in Walden occurs in chapter four when the smoke from the
train, a symbol of the antagonistic forces of civiliza-
tion, casts the beanfield into the shade.

The place of withdrawal in the conventional pastoral
is generally not an ideal place (it is usually buffeted on
the one hand by raw nature and on the other by civiliza-
tion--the angry gods of a rainstorm send Thoreau hurrying
from his fishing to Baker Farm for shelter, the bitter
winter drives him inside his hut and the woodchucks eat
the young bean sprouts; he is jailed in Concord for not
paying a poll tax), but it is a place that is in some ways
uncontaminated by civilization and thus offers some hope.
Thoreau's retreat, typically pastoral, was a place where
“the very dew seemed to hang upon the trees later intc the

day than usual, as on the sides of mountains" (II, 96).
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The conventional retreat is a place where one may be

absolved of his sins (Thoreau bathes in Walden Pond, a
symbol of baptism in the Christian sense, and he eats
unleavened bread, symbolic of celebrating the Euchsrist).
It is also a place where most of the psychological and
economical superctluities are stripped off and a direct
relationship with elementzl essentials can be made.
Thoreau's voluntary poverty at Walden Pond may be seen
as a stripping off process. Speaking from his own experi-
ences at Walden Pond, Thoreau says, “"The necessaries of
life for man in this climate may, accurately enoughk, be
distributed under the several heads of Food, Shelter,
Clothing, and Fuel; for not till we have secured these
are we prepared to entertain the true probliems of life
with freedom and a prospect of success" (II, 13). This
may be seen as suggesting that with the necessaries only,
a direct relationship with the elemental essentials of
life can be made and anything more gets in the way of
finding a higher nature. But Thoreau realized that it
was almost inevitable, especially in modern life, to

get invelved in the pursuit oi luxuries. Even in the
struggle to obtsin the basic things such as iood and
shelter, Thoreau knew from his own experience that men
are often forced to use up life striving after the
necessities at the expense of the aesthetical.

Walden is also linked with the pastoral through the



96
kinship of the n-rrator to the pastoral hero. The nar-

rator of Walden is the physical, conscious embodiment of
the pastoral ideal which makes him an object of sympzthetic
attraction {or the reader, This fact points to another
way in which genre works toward supporting point of view,
for the reader is drawn by sympathy toward the narrator's
position @s hero of the pastorz2l., The conventional
pastoral is concerned not only with a symbolic landscape,
but alcso with a hero who is free from the restrictions

and complicationcs of civilization, while, at the same
time, he is not the victim Of nmatur2l uncertainties. He
lives a simplified life, but his mind is cultivated; thus,
he enjoys both the contentment and comiort of nature and
the arts of the civilized world. The key to thz relation-
ship with the landscape is his oneness with the naturzl
world. In the chapter on solitude, the narrator of W:lden
inquires, "Shall I not have intelligence with the earth?
Am I not partly leaves and vegetable mould nyself?" (II,
153) Nature supplies the pastoral hero's practical needs
while the arts supply his aesthetic desires. One need
only think of Thoreau living the simplified life at
Walden Pond, cultivating his two and one half acres of
beans, corn, potatoes, and turnips, fishing and reading
the Iliad, in order to get the periect picture of the
pastoral hero incarnate. The attractiveness of the hero,

from the peoint of view of pastoral, gncs a long way toward
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control of distance.

In the retreat, the hero can become an integrated
being following a course back and forth between his
desires for society and his instincts for the natural
self. Living in his seli-imposed exile, the hero or
the pastoral can have an integrated experience or
psychic renewal, the thing Thoreau appears to have desired
wvhen he went to live by Walden Pond. After renewal, the
hero may return to society where he can be relied upon to
restore hermony and values to & culture that has become
fragmented by civilizatioﬁ. The hope oif the hero is that
what has been discovered bout life in th.: pastoral re-
treat can be applied to the world. On September 6, 1847,
Thoreau left Wazlden Pond ". . . for as good & reason as
I went there,” he said. Six years and eleven month: later
he published Walden {the manuscript having gone through
the toilsome labor of seven revisions ir the meantime),
The publication of Walden was apparently his way of carry-
ing out the pastorzl design upon his return from the re-
treat.

Walden, from the point of view of pactoral, may thus
be seen as Thoreau's effort to restore harmony and values
to a society that had become frustrated by civilization.
Of the book he said, ". . . I do not propose to write an
ode to dejection, but to brag as lustily as chanticleer

in the morning, standing on his roost, if only to wake my
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neighbors up" (II, 94). He ends Walden with an image of

morning and wakening, renminding his reader that, "Only
thet doy dawns to which we are awake" (II, 2¢7). The
only thing Thorceau worried about in his effort to com-

nmunicate his vision in Walden was that, as he said,

“. . . ny expression may not be extra-vagant enough, may

not wandex far enough beyond the narrow limits of my
daily experience, so0 as to be adeguite to th: truth of
which I have been convinced" (II, 257). The thing
Thoreau wanted to do in Walden was to create a work oOf
art analogous to that of the artist of Kouroo.

What Thorecu sought from the pastorcl ideal in his
actual life at Walden Pond and in writinc Walden was not
only a way of liie for himself, but also a social policy
which would combine man's primitive instinctual values
with the basic achievements of civilization. A hundred
pages deep into Wulden, in a passage already quoted in this
essay, he said, "I went to the woods because I wanted to
live deliberately, to front only the essentials of life,
and see if I could not learn what it had to teach . . ."
indicating by this that the experiment was besed upon
personal desires. But it i:s t0 be remembered that eighty-
one pages before that he said, "So many zutumn, ay, and
winter days, spent outside the town, trying to hear what
was in the wind, to hear and carry it express!" indicat-

ing that he was interested in the social order as well as
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in himself, for what he wanted to "carry express" was

what he had learned about life living in the woods, and
he wanted to carry it to others. At the center of th-
pastoral ideal as it is given in Walden is the hope that
the nossibilities for a simplified and mecningful exist-
ence that have been discovered by th:» vactoralist and
represented in his art might actually be achievad in
real liZe,

Thoreau was acutely aware of the possibilitics of the
pastorzl ideal as a plan for rezl life and, hence, a foun-
dation for social theory. He belicved that the society of
the pastoral ideal was possible, and toward thic gocal he
directed two years, two months, and two days o his life,
not to mention th: six years and eleven months he spent
after the experiment was over iformulating it into art.
When he went to live by Walden Pond, he hoped to prove the
validity of the pastoral life as it is described in his
doctrine ©f simplicity and to show that it wa: possible
and right.

The pastoral design, as it is embodied in Walden is
not merely a descriptive idyl depicting a tranguil pasto-
ral scene. It engages a larger, more compli-ated order
0 experience than the typical idyl (it is more like the
cclogues of Virgil than the idyls o:f Theocritus, for
example) in which the ideal pastoral vision is brought

into contrast with the vicsion for life the real world
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offers, the real world being a place th» pastoralist be-

lieves to be [illed with repression ¢nd coniusion, all

of which he has fled. It is through the contrast between
the ideal world of the pastoral anl the real world that
the pastorol artist iz able to make his commentary upon
the real world, and, oflen, pres.ribe comething to efiect
a cure for its ills,

J. E. Congleton notes thct ". . . a constant element
in the pastoral as knowin to literature is the recogni-
tion of a contract, implied or exprezsed, hetwecen pasto-
ral life and some more complex type of civilization . . . 7
The contrast neiween the .complex life ol chapter one in
Walden‘where a farmer, in ordexr "To get hic shoestrings
« « « Speculatec in herds of cattlie,” is almost constantly
contrasted to the simple life of chépter two where "The
morning wind forever blows" and “the poem 0. creation is
unintorrupted. ® Thus, the pastorsl world in Walden is
not only a source for a subject, but a iramework within
the metaphor oi which the artict can comment upon reality
az he understands it. It providec both ths objects of
discussion (Thoreau wanted "to hear whai was in the wind,
to hear and carry it express.") and the point o view
irom which they are seen. The pastoral becomes latent:
whenever an artist adopts its special point of view by
identifying himself in the role of a country dweller,

as Thoreau does in W lden, and writes about life mainiy
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in terms of the contrast between the rural world with its

simplicity and psychological security and the anxious,
cemplex world of civilization. 1In this way the pastoral
evaluates the complex social world by what is said about
the simple pastoral world.

Thoreau loses no time in availing himsel{ of the
contrast to comment upon "civilized life" to which he
telle in the first paragraph of Walden he has returned.
No later than the third paragraph he begins, looking
back upon his own successful life at the pond, by saying,
“X would fain say something, not so much concerning the
Chinese and Sandwich Islanders as you who read the:e
pages, who are said to live in New England; something
about your condition, especially your outward condition
or circumstances in this world, in this town, what it is,
whether it is necessary that it be as bad as it is,
whether it cannot ke improved as well as not" (II, 4).
with thi:, Thoreau launches his major attack upon New
Englend civilization~-its materialistic values and its
work ethic that cause men to labor under é mistake~-~
which prepares the way for his discussion oif the
essentials of life.

The special point of view which characterizes the
pastoral as it is used in Walden, a point o: view that
creates an artistic perspective in which the objectivity

of the fictional mode is almost perfectly balanced with
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the subjectivity achieved through the genre's natural

exploitation of a psychological fantesy common to every-
one, comes to lire when Thoreau assumes a rural posture and
comments on the aifairs of the real world through the con-
trast between the ideal world, as it is symbolized by
his residence in the environment of Walden Pond, and the
civilized world of sophistication, as it is represented
by Concord. The perspective of the pastorzl in Walden
creates an orientation for the reader that is far enough
removed ifrom the subjectivity of the phenomena of the
narrative to allow an objective view of the events of
the work, but close enouch t0 the events to allow them to
be experienced subjectively. It is in this way that the
use o pastoral in Walden works toward creating that
personal detached point of‘view imperative in aesthetic
appreciation, and it is in this way that genre supports
point of view and contributes to the overall pattern of
aesthetic distance.

The pastoral world created in Walden is a world
of symbol, and Thoreau's method as an artist involves an
exploration oi the rezl world of human experience throuéh
the imaginative world oi the pastoral, which, it must be
remeﬁbered, ig anchored to reality by the autobiographical
dimension of the work. In this sense, the rural setting of
Walden is used for much more than a point of view, though

it is used for that, too. 1In his usual way, Thoreau con-
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fronted nature directly in Walden as a means of investi-

gating the human condition and of discovering what man can
know of ultimate truth about himself and the world in which
he lives. Thus, Thoreau's effort in the Walden experi-
ment as it is symbolized in chapter seven where he "was
determined to know beanz" was, partly at least, to becone
acquainted with himself and with the spiritual world as

it was latent in himself, not merely to know outward nature
as the scientist might wish to know it. “Going to Walden
for Thoreau, " Sherman Paul suggested, "was comparable to
Melville's going to sea, an economic act, certainly, but
more profoundly an attempt to recast his own life: to
measure society, to f{ind himsel:i, and, above all, to meet
the ungraspable phantom Of life."8 Thoreau returned to
nature to become more cultivated and civilized, to live
the simplified life of the philosopher, not to escape
civilization in a return to primitivism. That Thoreau
was conscious of the difierence between the simplified
life of the philosopher and the merely primitive life

can be illustrated by a journal entry he wrote while he
was at work on the Walden manuscript in which he says,
“The savage lives simply through ignorance and idleness

or laziness, but the philecscpher lives simply through
wisdom, In the case 0f the savage, the accompgniment of
simplicity is idleness with its attendant vices, but in

the case of the philosopher, it is the highest employment
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and development® (XI, 410).

But the object of the pastoral, as Thoreau uses it
in Walden, is not merely to point out the conflict be-
tween the peaceful simplicity of the pastoral life and the
confusion and anxiety of civilization or to merely critize
civilized life. Once Thorezu has pointed out the contrast
by opposing the life viewed in the first chapter as it
is lived by the materialistic-minded New Englanders to
the life he has lived in his retreat at Walden Pond about
which he tells in the remainder of the book, he attempts
to offer a resolution for the ills of society in terms
of an alternative. He was not content with dismissing
the fact that the real world exists and resting in the
fantasy of pastoral illusion. He strove in Walden to
awaken the masses to their lives of desperation and
pointed out ways by which something could be done about
their condition.

Thoreau's effort to oifer an alternative to the
condition of society in the metaphor of the pastoral in
Walden is admirable, and it endears him to the reader
in such a way that through genre a close identity is
established with him as narrator, an identity thst as-
cures some measure oi control of the distance between
the reader and, the narrator through control o: sympathy
and of the distance between the reader and the events o:f

the work through control of sentiment for the subject.
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what makes his effort admirable is that he is practical

and truthful about things. He is not altogether an
idealist who believes he offers an answer to social prob-
lems by merely offering an artistic illusion to his
reader, He knows that at hest whet he can oifer in the
suggestion in hic art will be a kind of 2dmonition con-
cerning the direction life hee taken in &n age given to
materialism. 1In the train episode in chapter four where
the train is a symbol oi technology and all the things
that lead men to lives of quiet desperation, he says,

"o do things ‘'railroad fashion' is now the byword; and
it is worth the while to be warned =0 often and so
sincerely by any power to get off its track. There is

no stopping to read the riot act, no firing over the heads
o¢ the mob, in this case. We have constructed a fate, an
Atropos, that never turns aside” (II, 1321). The only way
to avoid catastrophe is to get oif the track. If the
pastoral does not of:er concrete solutions to social
problems (though Thoreau seem: to offer something.rather
concrete in his doctrine of simplicity), it at least
suggests thst alternatives are possible.

Perhaps the important thing the pastoral does is to
offer a kind of integrity by asserting man's individuality
(something he largely loses in the conformity of civiliza-
tion) and his unique capacity for creativity which in-

cludes his akility to influence his own destiny. In Walden,
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Thoreau repudiated the notion that deprivation and suifer-

ing must be accepted as an unavoidable part of civiliza-
tion, as his visit to Baker Farm illustrates. Speaking

to John Field, he tries to persuade the poor man to ac-~
cept his recommendation for a better life through simpli-
fied existence. Thoreau offered John Field the pastoral
alternative, but John Field had not "arithmetic enough

to carry it through." That men unaware, unthinking, gave
their lives over to the valuec of materialism was what
troubled Thoreau, and he wanted to tell them it was not
necessary to do so. "It is not necessary that a man should
carn his living by the sweat of his brow, unless he sweats
easier than I do" (II, 78), he =aid.

Because of Thoreau's sincere interest in the reczl
world where the reader must at last reside, the reader
tends to trust hi: conclusions and Thoreau is able to
control sympathy and sentiment effectively throuch the
reader's conlidence in him. The John Field episode draws
the reader very near as he receives his instructions ior
a better life along with him. Thereau must have worked
hird on this episode, 16z it is one o those central
scenes where he had a chance to do what he so seldom got
to do in the Concord lyceum hall. In 1842 Thoreau wrote
in his journal, "I would fain communicate the wealth of
ny life to men, would really give them what is most

preciocus in my gift. I would secrete pearls with the
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chellfish and lay up honey with ths bees for them. I

will eift the sunbeams for the public goed. I know no
riches I would keep back" (VII, 250). No other statement
oi Thoreau's characterizes his effort in Walden better
than this one. But even while he was in the'prOCess of
writing Walden, he acknowledged in a lecture which was
published the year after his death under +the title of
"Life Without Principle, " "commonly, if men want any-
thing of me, it is only to know how many acres I can make
of their land . . . . They never will go to law for my
meat: they prefer the chell" (IV, 455). The John Field
scene in Walden gave Thoreau an opportunity to give men
his meat if only they have "arithmetic enough to carry it
through" which he tries to assure by careful control of
distance.

Objectively considered, Walden presents a beautiful
illusion in the light oi pastoral that fashions an ideal
utopia outvide space and time. From this point of view,
the resder senses a tealing of detachment :rom the events
o: the work in the keginning where the social order is the
dominant subject, and the phenomena of it can be con-
sidered apart from the self in order to be contemplated
critically. But when the reader becomes involved with the

ctual text of Walden in the reading encounter and dis-
covers that Thoreau went to the woods with the attitude

of an empiricist, assuming, like the pastoralist, that
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natural phenomena properly understood would yield truth,

but determined to prove it much like the empiricist, the
credibility of the genercl tone estubliczhes a personal
factor between the seli and the art. The empirical atti-
tude superimposed upon the illusion of pastor:l convic-
tions creages a latent contrapuntal theme; thore is an
attitude which afiirme pactoral possibilities, while
cimultineously, there is another attitude thet is skepti-
cal, This gives the impression that Thorecu will tell
exactly what happened in his experiment at Walden Pond,
giving both the pocitive and negative aspects ol his
dizcovery whatever each might be. »An atmosphere of

credibility is thus estiblished.  Thoreau constantly

o

ssumes the attitude oi the pastoraliet ¢nd empiricist
¢t once in such passages as the one alrecdy cuoted at
grester length in this essay in which he says,

I wanted to live deep and suck out all the
marrow of liie, to live so sturdily and
Sperten~like as to put to rout all that was
not life, to cut a broad swath and shave
close, to drive life into a corner, and re-
duce it to its lowest terms, and, if it
proved mecn, why then to get the whole genuine
meanness oI it, and publish its meanness to
the world; or if it were sublime, to know

it by experience, and be able to give a true
account o:f it in my next excursion (II, 101).

The bacgic henesty of the goneral tene crcated by a combina-
tion of the empirical attitude with the ideclism of the
pastoral makes Thoreau's account oif his experiment iniinite-

ly more credible than it would have been ii¢ he had merely
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written a book praising and advocating the pastoral li‘e.

It i< in this way that genre shapes not oniy outwox
structure, but inwerd tone, and the croedibility the empiri-
cal tone givesz to the work of art elicits a willingness

on the part ol the rveader to join with the events the

work tells of, and, in this way, evaluative distence is
reduced to a mininum, while, at the same tine, *the reader

iz kept &t a sufiicient distance by his rerognition of the
illusion of the fictional pastorzl mode to view the event.
objectively enough to apprehend them aesthetically.

The title o: the Iirst chapter o’ Walden, among other
things, suggests in its ovn ironic way the empirical under-
tone of the work. The word "Econouy" carries with it a
suggestion of the kind of pragmatic attitude usually
associated with Benjamin Franklin, but the chapter, while
no douit refarring to the basic economy Thoreau practiced
at Walden Pond, the thing that liberated him from having
to spend too much of his iime obtaininy the necessaries

while attempiing to live, suggests also the spiritucl

n

gconony that he took upon himsel? in his withdrawal out
o: which it was hoped would come revitalization of spirit
and recognition o: inner self. The empirical tone is
sustained throughout the book in the licts of statistics,
in the recognition of the failure of the primitive li‘e
as it is exemplified in the episode oZ the Canadian wood-

chopper in chapter ¢ix ("I did not know whether he was
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as wise as Shakespeare ovr a&£ simply ignorant ac a child, "

Thoreau said of the woodchopper, ™ hether to suspect him

07 a fine poctic consciousnecs or of stupidity"), in the
failure of the nimple lifo as it is suggested by John

Field in chapter ten who had not enough arithmetic to live
the outwardly simple but inwardly complex life, and in

the nzrrator's own sense of failure as it Iis suggested

in various passages such as one in the closing paragraphs
o” the first ~hapter wherxe Thoreaun writec, "I nevex
dreamed o7 a2ny enormity greater thon I have committed.

I never knev, end never shall know, a worre men than my-
s 12" (IX, 88).

Wh.at Thoreau really wanited *o do in KWelden by assum-
ing the pastorcl pervspective and tenpering its idealism
with the realism o the empirical tone (the whole Walden
experiment i: miach like a controlled laboratory experi-

ment) was to awaken his readers to wlhiat he referred to ac

Q]

the crisis of their lives He did not czll upon men to

P

give up their placzec in the social order aud <o to places
like Walden Pond and bkuild themselves huts with borrowed
axes ("I would no:t have any one adopt my mode of living
on any account . . I would have each one be very care-
ful to find out ard pursue hic own vay . . ." II, 79},
but he did ask men *o0 get rid of the complacency in their
lives that smot! ered out all mecaning by =llowinc thom-

selves to become shackled to a sozial ordexr where "men
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have become tools of their tools.' A siuplified exist-

ence was, in his opinion, the answer to many social prob-
lems. The pastoral was a perfect ready-made aesthetic con-
vention in which to embody the doctrine of simplicity, and
the empirical tone Thoreau imposes upon the genre gives a
credibility to the artistic illusion commonly associated
with it the effects of which establish a sympathetic bond
between the reader and the events of the work.

In order to write a book like Walden based upon an
autobiographical experience, it was necessary for Thoreau
to assume a point of view from which he could comment ipon
huranity critically without losing artistic perspective
and merely presenting extracts from life in the form of
undisguised polemic. He chose a rural posture as a
particular point of view in order to see and comment upon
scciety from a detached position. In this sense, the
rural setting of Walden is a deliberate device for a
particular literary method, in which case Thoreau adopted
the pastoral not altogether as an escape fron the world
but as a means of giving opinions upon it. The reader,
aligning himself with the narrator, shares the detachment
the pastoral makes possible, thereby gaining a certain
amount of objectivity for a clear-headed view of things.

Aesthetically considered, much of the richness of
Walden depends upon a knowledge of the generic tradi-

tion with which it has an affinity. If a reader is ac-



112
guainted with the pastoral tradition in literature, with

its artistic conventions, its limitations, and its idioms,
Walden is moxre comprehensive and aesthetically appreciable
thsn it would be otherwise, Participation in the myth the
pastoral in Walden opens up allows the reader to come

into contact with a range oif experience that lies beyond
possibility in real life,

The basic metaphor of the pastoral is a fortunate
one for Walden. It evolves around a penetration into
space and time which, in efiect, produces an attitude of
illimitable spacelessness and timelessness, Thoreau
seems to have been troubled even in the conclusion of
W.lden that the informing attitude of Walden provided in
part, at least, by the generic attitude of the pastorcl
might not be understood. 1In a passage, part of which hess
been quoted above on page ninety-~eight, he wrote,

It is a ridiculous demand which England and

America make, that you shall speak so that

they can understand you . . . I fear chiefly

lect my expression may not be extra-vagant

enough, mey not wander far enough beyond the

narrow limits of my daily experience, so as

to be adequate to the truth of which I have

been convinced., Extra Vagant! it depends on

how you are yarded . . . I desire to speak

somewhere without bounds; like a man in &

waking moment, to men in their waking moments;

for I am convinced that I cannot exaggerate

enough even to lay the foundation of a true
expression (II, 356-7).

Psychologically, the reader's own claustrophobiac tendencies
rising from his being subordinated to the conventions of

social traditions and the recognition of his own natural
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humen finitude can find release in the pastoral world,

for there are few barriers in its realm to frustrate the
psyche,

When Thoreau chose to use th: pastoral myth as the
informiny generic element in Walden, he knew well what
kind of art object the culture required as the occavion
for artistic perception. The general failure of the pre-~-
vailing industrial social order to oifer an adegquate
theory for a way of life was apparent to more people than
Thoreau alone. The pastoral myth, recognized as an
artistic "illusion," would likely have been considered
inadequate also for such a profound purpose as offering
a way of life had it been presented untransformed as just
an illusion, But Thoreau's effort in Waslden was to pull
the myth out of what he would himself have considered
the ineffectual land o: dreams and give it a basgis in
real life, As has been suggested earlier, whet Thoreau
does in Walden is this: he takes the myth of a fictive
mode and applies it to realistic content. 1In this
sense, Walden is a blend of myth and realism, of»ideal and
actual, telling of a mythical movement within actual |
experience. Thus, there is the myth that makes the
reader constantly aware of art and the éxperience that
makees him tend to believe what is said in the art. Here
is the scheme for the personal orientation of the reader,

Thoreau's superimporsition of the pastoral upon autobio-
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graphical experience creates a perspective with the

pastoral that satisfies the aesthetic sense, while,
at the same time, the actual autobiographical experi-
ence has the effect of making the events of the work
remain true to real life.

The pastoral world in Walden and the autobiographical
world overlap each other and work together in such a way
that the autobiographical content with its aspect of
verisimilitude is a means to the pastoral illusion. Walden
is just enough of the mythic to allow the reader to intro-
ject his 1ibido into the whole affair and just realistic
enough to keep the introjection in a real and familiar
world. By using autobiography, Thoreau confronts the
reader directly, and much of the intense and meaningful
quality of Walden results from the fact that what the
reader observes in the events of the work is a real
flesh ané blood human being like himself acting. The
vividness, the intensity, and the basic humanity of the
experience a reader derives from the work is a result
of his awareness and rapport with the art object of which
a real human being is the central part. His affinity
with the narrator and the events is thus established and

~ genre works toward perspective.
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FORM AS AN AESTHETIC PRINCIPLE
CHAPTER IV

The importance of form to the aesthetic principle

in Wolden will be realized when a reader understands that
it is through form that Thoreau directs his readerxs to
aesthetic recognition by processes of separating and
uniting the events in various selected combinations which
work toward the center oI the subject deslt with. 1In
2 sense, the insluence of form in Walden is as power-
fully asppealing to the mind o= the subject matter, end
more definite, so far ac zesthetics is concerned, than the
subject matter itczeli, rfor the meaning of the subject de-
pends, to come extent, at least, upon personal experience

£ the reader. The subject matter of Walden, as the many
commentaries written on Walden show, ¢dmits oi many
difierent interpretations., But the way in which Thoireau
makes his reader think by use of form does not admit of
many dif.erences, for form can never be anything else
but what it is in a work or art. This is not to =ay, of
course, that cesthetic velues are limffed to formal as-
pects alone; aesthetic values are bound up in both form
and subject. Collectively, form and subject work toward

116
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a kind o: higher mental action in @esthetic experience.

In Welden, as in all works of art, values are expressed
by the creative activity of the author when he provides
in his art the mecns through such things as form of
aesthetic valuation, But form and subject are egually
related to the aesthetic process and are not easily
separated. Any change in one necessarily involve:s some
change in the other, Form is partly objective and partly
subjective. So far as it is a structural framework ror

a work of art it ic objective., But form, as every reader
knows, shapes responses, and, in this sence, it is gub-
jective.

Among other things man desires @ predictable,
ordered world, a world toward which he can orient himself
comfortably. Much o:f his desire for an ordered world is
the motivation behind the pleasure he finds in the formal
sspects oi art. This is not to say that ort alweys o:iers
order to man, but if it does not it at least ofiers pro-
tected situctions characterized by barriers of psychic
insulation which allow him to be aware of the disparity
between his desire for order and what he may ectually
receive in art. Psychologically, form in art is thus
very important, fox, as Norman Holland points out in his

chapter on form in The Dynamics of Literary Responcse,

the ordering and structuring powers in art can be felt

by the reader to be equivalent to orderin¢ powers of his
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own. In the face of the disjointed experiences that

daily life offers, the psychological desire for form and
order is satisfied by the structure of a work of art like
Walden

in idea or an emotion as a human possibility is a
kind of momentary, one-dimensional thing of keing. But,
as Robert Zimmerman has conjectured, when it is embodied
in an appropriate form in art, it may expand and assume
other dimensions by being set into an artistic situation
within which there occur various interactions, opposi-
tions, and modifications. He goes on to say, ", . . form
bhecomes the consciously created and objectified schema
or organizational arrangement within which matter as
material or content is pnlaced. It ic 2 mode of relating
and realizing the material comnonents, 0f setting them
against each other and igniting the aesthetic tension.“l
When content begins to live within a formal pattern, &
work.of art becomes an aesthetic object for a reader.
Form, in this sense, serves to actualize metter, to aid
in releasing whatever potentialities it has by placinc
it in new and perhaps fertile relationships. 1In this
way, an appropriate form heightens and stimulates the
process 0O: presentation drawing out from the material all
the latent phenomenal qualities it possesses. Form creates
relationships and produces tensions by fusing various

qualities into relaztional patterns capable of dreining
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them of their aesthetic qualitiesz. The organic life-

process Thoreau presents in Welden is in thic very way
made a phenomenal experience for the reader. But, as
Mark Schorer points out, form is a great deal more than
merely an organizational schema around which the vririour
materiels are centered; it is an artict's means ol ex-
ploring and developing his content, and the means of his
conveving its mecaning and evaluxtinc it 2

The central purrose of this chapter will be to
discuss how form works toward percpoctive and definition
0f a theme through its support of the pattern o:r distance .
in Welden, as that pattern has earlier been described. The
form Thoreau createc for W.lden (a form that is, to & de-
gree, suggected by the genre he uses) both enriches and
renews the reader's apprehension of the whole range of
action told of in the work. The exact accounts of sur-
veyiny the ponds, the building of the hut, the lists of
statistics given, etc., in Walden are all a part o:
Thoreau's method which corprises a pert of the structure
which, in turn, goes a long way toward defining the tone.
Form not only discovers values to the reader as the work
progresses, but, by establishing «n atmosphere, along
with other elements, evaluates them for him.

In order to menage the autobiographical materizl in
Walden that could have been extremely monotonous, Thoreau

had to find a method of narration, a point of view, a



120
genre, a structure, and a style, all of which would work

toward creating a proper prospective that would elicit
aesthetic responses. Structure iz very importent in this
process as can be seen when & reader discovers the signi-
ficance of the central movement in Walden which i: in-
volved with a2 passing from the world of the diseased social
order told of in the first chepter to the warld of the
awakened man described in the conclusion. But this is not
to say that Thoreau was a formalist who would exclude the
human element from art and reduce art to =such things as
genre, structure, etc, Such zn artist would have received
Thoreau's scorn, for he felt that by szuch principles ". . .
are made the belle-lettres and the beaux-arts and their
pro:essors, " for which, he felt, we have no use.

According to what Thoreau had to say about art, &
reader could get the idea that he thought the most impor-
tant aspect of a work of art was the idea that iniormed it
rather than meatters 0f genre, structure, etc His theory
£or art suggests that idea is to dominzte formzl aspects
of medium. It supports self-expression oi the artiut,
which includes a subjective origin of artistic concepts
and an organic theory for the growth of a work of art.

In 1840, deifining his position on art theory, he wrote
in his journal, ". . . the highest condition of art is
artlessness"” (VII, 153): in 1852 he continued in his

journal, "I do not know but thoughts written down thus
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in a journal might be printed in the same form with

greater advantage than if the related ones were brought
together into separate essays. They are now allied to
life, and are seen by the reader not te be far-fetched.

It is more cimple, less artful. I feel that in the other

3

for my sketche

2]

case I should have nC proper fram

é

(IX, 229). Art in which the exprescion was vital and
natural was best, he thought, as an 1859 journal entry
shows, where he continues,

wnen I hear the hypercritical quarrelling
about grammar and style, the position of

the particles, etc., etc., stretching or
contracting every speaker to certain rules

of theirs,--Mr., Webster, perhaps, not having
spoken according to Mr. Kirkham's rule,--I
see that they forget that the first requisite
and rule is that expression shall be vitel
and natural, as much as the voice 0f a brute
or an interjection: first of all, mothor
tongue; and last of all, artificial or :ather
tongue. Essentially your truest poetic
csentence is as free and lawless as a lamb's
bleat. The grammarian is often one who can
neither cry nor laugh, yet thinks that he

can expres:c human emotions. So the posture-
mzsters tell vou how you shall walk, --turning
your toes out, perhaps, excessively,--but so
the beautiful walkers are not made (XVII, 386).

These journal entries, spanning almost Thoreau's whole
career as an artist, clearly illustrate thet his theory
for art was somewhat anti-formal. But, in practice, it
can be seen that Thoreau was very much interested in
creating a perspective through formal devices out of
which would rise the greatest aesthetic possibilities

for his art. He was very careiul with such things as
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arrangement and unification, the presence of which en-

force artistic perspective by distinguishing art from
th2 confused and disjointed forms of actual experience.
Thoreau's theory and practice meay thus appezr to be con-
tradictory; perhaps a brief explanation o: his aesthetics
will aid in understanding the matter better.

Believing that aesthetic contemplation was an
integral part of the normal order oif actual lirfe, Thoreau
opposed a priori theories of art thut made art a thing
divorced from life and reality. The thing Thoreau found

wrong with Ruskin's Modern Painters, for example, was that

it lacked the very litfe of which it spoke. But rhetorical
devices thzt created perxrspective for art were condoned;

he praiced Gilpin's casting a certain tint of coloring over
his completed paintings, giving them an appearance of
distance, and he enjoyed looking at the landscape through
the bottom of a tumbler or observing a sunset with his

head inverted between his legs because it added an "unusual®
perspective to things.

True to the principles of Transcendentalism, Thorezau's
zesthetics began by aszuming thet ncture was the proto-
type of all beauty. This conception of beauty was ocbvious-
ly based not upon the static, inanimate formsz of art o:
various kinds, but, being based upon nature, was based
upon dynamic, organic forms. The eifect of such a theory

of art and of aesthetics was a passing beyond conceiving
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form as an object to thinking of form in terms of a func-

tion and passing beyond limiting aesthetics to admiration
of isolated entities to thinking of aesthetics as a part
of the norm:1l order of life itself,., The cuestion to be
asked about art then was not whether it was an object to
be admired aesthetically, but whether it performed a
function in relation to life. If it periormed a function
in life, then it was aesthetically admirable. Such a
concept of art and aesthetics required the perceiver o:
beauty and the creator of art to deal with both the form
and the function of the art object. This concept allowed
the artist to think of his work as an aspect of life
itself. This is probably what Thoreau had in mind when
he wrote Walden where the cycle of seasons underscores
the three-part structure modeled on the typical religious
ritual oi purification that will be discussed later.
Though form was carefully attended to in his works, his
dynamic theory did indeed put more smphasis upon concep-
tion than execution, and the aesthetical attitude that
iniormed his works included the ethical, the scientific,
and the aesthetic, all bound up together, ior he believed
that the good, the true, and the beautiful were all
inseparably related.

Art created according to the dynamic formula Thoreau
prescribed has the psychological effect of minimizing the

artistic distance between the reader and the art, making
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the reader less aware of the rhetoric of genre, struc-

ture, etc. Because of his nearness to the work, the
reader's investigation of the events of the work of art
such as Thoreau created was the equivalent of investigst-
ing life itself. It would =zeem, with Thoreau's opposi-
tion to established theory, that the inspiration for
creating a work of art from the point of view of identi-
fying art with life was not to be found in the annals oi
established artistic tradition but rather in life itself,
It would also seem that the aesthetical possibilities of

a work of art were to be judged by whether the work
participates in tﬁe goals of life itself rather than in
ancien% artistic tradition or in antiguated aesthetic
theories, and that the proper drientation of the per-
ceiver leads not to some kind of detached aesthetical
admiration, but to participation in the fullness of a kind
of imaginative life that was in many ways equivalent to
real life. But this is not so, as the technique of Walden
clearly illustrates. His use of the pastcral for genre
and his elaborate structure in Walden indicate his interest
both in artistic tradition and in life itself.

In theory and in practice, Thoreau seems never to heve
separated the beautiful from the useful. As his comments
upon Greenough's theory of architecture show, outward
embellishment in any thing meant very little to him. Of

Greenough's theory Thoreau wrote,
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But as for Greenough, I £felt as if it was
dilettantism, and he was such a reformer in
architecture as Channing in social matters.
He began at the cornice. It was only how to
put & core oi truth within the ornaments, that
every =sugar-plum might in fact have an almond
or carroway seed in it, and not how the inhabit-
ant, the indweller, might be true and let the
ornaments take care of themselves. He seemed to
me to lean over the cornice and timidly whisper
this half truth to the rude indwellers, who
really knew it more interiorly than he., What
of architectural bezuty I now see, I know hss
grzdually grown from within outward, out of the
character and necessities o0f the indweller and
builder, without even a thought for mere orna=-
ment, but an unconscious nobleness and truth-
fulness of character and life; and whatever
additional beauty of this kind is destined to
be produced will be preceded and accompanied,
aye, created, by a like unconscious beauty of
life. One of the most beautiful buildings in
this country is a logger's hut in the woods,
equally beautiful will be the citizen's suburban
box, when the life oi the indweller shall be as
simple and as agreeable to the imagination, &nd
there is as little straining after effect in
the style of his dwelling (IX, 182-3).

This comment suggests that Thoreau would have challenged
any system of aecsthctics that separated the aesthetic from
the useful and a sense of reality, and it also suggests
that art should always have an organic structure, be fitted
-to sexrve life. He believed the foundation of whatever is
beautiful was located in the movements, sentiments, ang
sensations of daily life, and he probably would have re-
jected any explanation of the aesthetic attitude by nega-
tion which holds that it is something other than the
useful, the moral, the elemental, etc., which characterizes
aesthetic experience.

For Thoreau, art and beauty and imagination were
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integral parts of normal humaen experience. Beauty wac

to be identified with whatever is desirable and good;
things ranging all the way from ordinary censual satis-
faction (standing in a swamp up to his chin) to the
highest moral demands such as he describes in "Higher
laws" were possikle aspects of beauty. Instecrd of some
abstract external existence, the zesthetic was & part of
the normal order of existence itself, and wher Thoreau

strives after a form in A Week on the Concord and Merrimack

Rivers and Walden that will reilect life, he means to make
his art a part of the normal order of experience. He felt
thzt the aesthetic sentiments had theirbasis‘in.life; nence,
his belief that art should not be a luxury of the imagina-
tion merely, but an integral part of daily experience.

It follows from such an aesthetic posifion that it i= a
far richer experience when instrumental values can be
combined and enjoyed with what is usually thought of as
aesthetic values. Becausz Thoreau was interested in the
aesthetic finding its fruition in real life, he was
disappointed with the social order where the best pert

of a man isc plowed intc the soil ior compost. The tragedy
of humanity, as he saw it in Walden, was that it was un-
awvare of the possibilities for living a good li:e. For
this reason Thoreau concluded Walden reminding his reader,
“Ciiiy thet day dawns to which we are awake. There ic more

day to dawn."



127
thoreau's theory of aesthetic perception ie relevant

to = discu.sion of his aesthetics becauce its subjectivity
indicates his requiring & functional relationship between
liie and such things as art. As he explained it, "There
is no beauty in the sky, but in the eye thet sees it"
(Xv1I, 267-8). Linked to hies theory of perception was
the notion that the perception o the aesthetic was de-
pendent upon the virtue of the perceiver. Writing of
this matter he said, "The constant ingquiry which nature
puts is: "Are you virtuous? Then you can behold me.'
Beauty, frangrance, music, sweetness, and joy of all
kinds are for the virtuous" (X, 80). In Walden Thoreau's
bleaching and purifying the bhoards of hi: hut before
building, his bathing in Walden Pond, etc., are symbols
of purification linked with becoming virtuous enough to
perceive the aesthetic in life.

From the reader's point of view thiz hypothesis
indicatesg, to use Thoreau's own words, that, "Nature is
fair in proportion as the youth i: pure. The hravens and
the earth are one flower. The earth is the calyx, the
hezvens the corolla" (XI, 225). From the artist's point
of view it means that, ". . . the perception end love of
the beautiful and a delicate moral sense betrays what kind
of beauty the writer has been conversant with" (IX, 31).
The perceiver must be wirtuous if he is to discover beauty

in life or in anything else such as art. ‘The artist nmust
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be virtucus if he is to be able tO crecte art with aesthet-

ical possibilities. The structure of Walden, as it will
later e pointed out, followe the typical religious
pattern of purification through renunciation, withdrewal,
meditation, and vrenewal. Though a reader need not neces-
sarily be virtuous in order to see this, it wight help
to be virtuous in order to feel it az Thoreau wanted him
to feel it. Of Gilpin, who apperently did not share
Thoreau's view, he wrote, "Gilpin talked as if there
was some food for the soul in mere physical light and
shadow, as 1%, without the suggestion of a wmoral, they
could give a man pleasure or pain!" (XII, 102). By this,
Thoreau seems to suggest that formal aspects 07 art should
provide "food for the soul." The structure, by exploring
and developiﬁg the content o7 Walden, does this,

When Thoreau's theory of perception is considered
in any detail, it will be founi to be somewhal ambivalent
from the point of view of philosophy if not from the point
of view of art. Wwhen Thoreau was fronted with the Romantic
dilemma regording whethox» the world of natural phenomena
was actually real or only a symbol of the real, he appar-
ently attempted to balance both views, In one of hic early
essays, aligning himself with those who felt the natural
world was real, he wrote, "Let us not underate the value
of a fact; it will one day flower intc a truth" {V, 130).

In "Natural History of Massachusetts" Thoreau was
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surveying a number of scientific articles on natural

history at Emerson's request. 2 journal entry, under

a heading simply listed, "Goethe," and dated December 8,
1837, further indicates Thoreau's propensity for factual
evidence. In the entry he praises Goethe by saving,

He is generally satisfied with giving an

exact description of objects as they appear

to him, and his genius is exhikited in the
points he seizes upon and illustrates. His
description of Venice and her environs as seen
from the Marcusthurm is that of an unconcerned
spectator, whose object is faithfully to describe
what he cees, and that, too, for the most part,
in the order in which he saw it. It ic this
trait which is chiefly to be prized in the Look:
even the reflections of the author do not inter-
fere with his descriptions (VII, 15).

These comments illustrate how Thoresu differed :irom the
idealists such as Emerson who apparently thought that the
ideal theory o existence was superior to the more or less
instinctive beliel in thie absolute existence of external
phenomena. Emexson, voicing his opinion on the matter,
wrote in the chepter on idealism in "Nature, "

Culture inverts the vulgar views of nature,
and brings the mind to call that apparent
which it uses to call real, and thct real
which it uses to c¢all wvisionary. Childxen,
it is true, believe in the external world.
The belief that it appears only, is an after-
thought, but with culture this faith will as
surely arice on the mind as did the first.
The advantage of the ideal theory over the
popular faith is this, that it presents the
world in precisely that view which is most
desirable to the mind. It is, in fact, the
view which reason, both speculative and
practical, that is, philosophy and virtue,
take. For ceen in the light of thought, th-»
world always is phenomenal; and virtue sub-
ordinates it to the mind. Idealism sees the
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world in God.

Evidently, Emerson subordinated th: idea of absolute exist-
ence to the ideal theory of existence. In contrast to
Emerson, Thoreau sought to maintain a halance between the
two views. April 2, 1852, Thoreau recorded in his journal
after an excursion to Sudbury meadows, "Too late now for

the morning influence and inspiration. The birds sing

not so earnestly and joyously; there is a blurring ripple

on the surface of the lake. How few valuable observatious
can we make in youth! What if there were united the sus-
ceptibility of youth with the discrimination of age? Once

I was part and parcel of Nature: noew I am observant oi her"
(IX, 378).

From what he savs in "Nature," It is apparent that
Emerson thought the artist needed only to see the world
of actual phenomenr from the right angle of viszion and
simply record what he saw in order to create valuable art
with symbolic potentialitie=, This is the hypothesis to
which hi= theory of idezl existence rather naturally led.
But Thoreau's actual experience with nature had taught
him that the artist himself had to create the symbols
that went into his art if his art was to be symbolic.
However, he did feel that the artist must draw upon n:ture
for the source of his symbols. His various revisions of
Walden, Lyndqn Shanley illustrates in The Making of Walden,

was a struggle for symbols as he transformed his autobio-~
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graphical recording into a work of art. "He is the

richest, ® Thoreau recorded in his journal while he was
at work on the Walden manuscript, “who has the most
use for nature as raw material of tropes and symbols
with which to describe his life . ., . If I am over-
flowing with life, am rich in experience for which I lack
expression, then nature will be my language £full of poetry,.
--all nature will fable, and every natural phenomenon be
a myth" (XI, 135)., Perhaps Thoreau's point is made more
lucid in walden, where, spéaking of his labor in the bean-
field, he says, ". . . some must work in fields if only
for the sake of tropes and expression, to serve & parable-
maker one day" (II, 179).

When 2 reader surveys the works of Thoreau, he can
sec that as an artist Thoreau took advantage of both sides

of the Romantic dilemma. In A Week on the Concord and

Mexrimack Rivers, the idealistic position is generally
presented. Near the ending o0f the work Thoreau sums up
his position by explaining,

We need pray ior no higher heaven than the
pure sensez can furnish, » purely sensuous
life. Our present senses are but the rudi-
ments of what they are destined to become

« « « The eyes were not made for such grovel-
ing uses as they are now put to and worn out
by but to behold beauty now invisible, May
we not see God? Are we to be put of:f and
amused in this life, as it were with a mere
allegoxry? Is not Nature, rightly read, that
of which she is commonly taken to be but the
symbol merely? (I, 408)

But even in his idealistic argument, Thoreau was: a little
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uneasy. To read nature rightly was no easy thing. "It

is easier to discover another such a new world as Columbus
did . . ."™ Thoreau said, but quickly added, ". . . there
is only necessary a moment's sanity and sound senses, to
teach us that there is a nature behind the ordincry, in
which we have only some vague preemption right and western
resexve as yet. We live on the outskirts of that region®
(I, 409). 1In Walden, as C. R. Anderson has illustrated,
Thoreau turns from philoscphic idezlism to the other side
of the dilemma. Actually, only once does Thoreau concern
himself at much length with philosophic idealism in
Walden when near the ending 0of the second chapter he writes,

Shams and delusions are esteemed ior soundest

truths, while reality is Zabulous. If men

would steadily observe realities only, and

not allow themselves to be deluded, life,

to compare it with such things &s we know,

would be like a fairy tale . . . I perceive

that we inhabitants of New England live this

mean life that we do because our vision does

not penetrate the surface of things., We

think that is whi-h appesrs to be" (II, 106-7).
The "reality" of which Thoreau speaks in this passage is
probably a kind of transcendental reality, the reality
of idealism. But following immediately upon this passage
is another already quoted near the end of the second chapter
of this essay, which is a passage that exploitc the other
~ide ¢f the dilemma in which "reality® refers to the

reality of absolute existence. Thoreau concludes in it,

Let us spend one day as deliberately as
Nature, a2nd not be thrown off the track by
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every nutshell and mosquito's wing that falls

on the rails . . . Let u: settle ourselves,

and work and wedge our feet downwaxrd through

the mud and slush of opinion, and prejudice,

and tradition, and delusion, and appearance,

that alluvion which covers the globe . . = till

we come to a hard bottom and rocks in place,

which we can call reality, and say, This is,

and no nistake; and then begin, having a point

d'appui, below :reshet and f£rost and fire, a

place where you might found a wall or a state

e o ." (II' 108"9) .

Thoreau knew that an artist needed the vision to look
beyond the world of actual phenomena, but he felt that he
needed ‘the actusl world, *too, in order to make his images
concrete, It was, in his opinion, the prerogative of the
artist to declare the limits of th: world in his artistic
creation. "The boundaries of the actual, " he recorded in
his journal in 1852 while he was at work on the final
manuscript revisions of wWalden, "are no more rixed and
rigid than the elasticity of our imaginations" (%I, 203).
Thus, Thoreau's theory of perception indicates not a
struggle to prove some philosophical hypoth=sis, but an
effort to balance reality and ideality.

Perception for Thoreau meant a great deal more than
mere seeing; it meant looking into a thing and discovering
its relevance ({9 the perceiver's own mode of being. For
thic reason such views as the scientific vision of things
Thoreau felt to be inadeqguate. Thoresu was concerned over
the scientific exclusion of value from the world of fact.

He felt that fact deprived of value could never contribute

much to human experience. He believed thrt things must be
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known aesthetically as well as factually, and one oi Thoreau's

most valuakle recognitions as an artist was that the world
ie not merely a material to be uzed, but an object to
be enjoyed; it was not & means to som=thing elce, but of
'great value in its own offering. To know anything in any
worthwhile fashion meant not only to experience 2 vivid
apprehension of the outward features of the object, but to
go further and apprehend a reality that lies far deeper
than the face ol things. For this reason, the scientific
way of knowing was only a partial way of knowing, and the
chief problem with the scientiric view is that science
does not concern itself with the inward nature of the
object; it cares only for casual and logical relations
to other things. The reality of the obijiect was thus,
from Thoresu's point of view, left undisclocsed. In one
of his late journal entries, Thoreau, summing up hic
position, wrote,

The scientitic differs from the poetic or

lively description somewhat as the photogrzphs,

which we so weary of viewing, from paintings

and sketches, though this comparison is too

favorable to science. All science is only a

makeshift, a means to an end which is never

attained. After all, the truest description,

and that by which another 1living man can most

readily recognize a ilower, is the unmecsured

and eloguent one which the sight of it inspires.

No scientific description will supply the want

of this, though you should count and measure

and analyze every atom that seems to compose

it (XX, 117).

Apparently, Thoreau thought th:=t by turning the

subject's attention irom the object to things to which it
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is merely related, science obscures the reality of the

object with substitutes for it. Art comes nearer to the
true reality of the thing, he thoucht, by penetrating
appearances and dealing with its deeper lire. "A written
word is the choicest oOf relics, " he wrote, “. . . it

is . . . nearest to life itself" (II, 114). Thoreau
realized what every artist has known, that, to use the
words of Hugo Munsterberg, ". . . the scientist analyzes
where the artist interprets, the scientist seeks elements
where the artist 2ims at the meaning, the scientist works
towards laws where the artist seeks values, the scientist
explains where the artist appreciates; but both . . . aim

to give us an understanding of the objective world, both

-

give us truths." fThoreau believed thaot the scientist
had endangered his capacity for understanding the meaning
of phenomena by trusting too much in his analytic methods
of knowing. Of the matter he said,

I witness a beauty in the form or coloring

of the clouds which addresses itsel:i to my
imagina tion, for which you account scientif-
ically to my understanding, but do not co
account to my imagination, It is what it
sucgests and is the symbol of that I care

for, and if, by any trick of science, you

rob it of itc symbolicalness, you do me no
service and explain nothing. I, standing
twenty miles off, see a crimson cloud in th-
horizon. You tell me it is a mass of vapor
which absorbs all other rays and reflects the
red, but that is nothing to the purpose, for
this red vision excites me, stirs my blood,
makes my thoughts flow, and I have new and
indescribeble fancies, and you have not touched
the secret of that influence. If there is not



something unexplainaéig to the understanding,

some elements of mystery, it is quite insuffi-~

cient. If there is nothing in it which speaks

to my imagination, what boots it? What sort

of science is that which enriches the under-

standing, but robs the imagination? (IX, 155-56).

The problem with the scientific view, as Thoreau understood
it, was that it was non-aesthetic. This is why he feared
in hic later years, as comments in his journal indicate,
that his observations were becoming more scientific, 1less
artistic. "I fear that the character of my knowledge is
from year to year becoming more distinct and scientific:
that, in exchange for views as wide as heaven's cope, I
anm being narrowed down to the field of the microscope. I
cee details, not wholes nor the shadow of the whole, 1
count som: parts, and say, 'I know.' The cricket's chirp
nowv £ills the air in dry fields near pine woods" (VIII,
406), he wrote.

Thoreau believed th&t natural phenomena and natural
processes coualdn't be understood unless they were closely
studied in their actwval living connecticnz . AS one com-
mentator hars pointed out, "His spirit rebelled against
artificial classifications, against the uvnreal isolation
o the dissecting room and the laboratory, against the
rigid application of formulas to naturzl phenomena.”4
Still, like the scientists, he observed closely acs his
journal shows where page after page iz rilled with re-

cording of minute observatiorn. But what he sought to do

as an artist was to somehow go beyond obsexrvation or
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facts to the meaning of facts as they are related to human

life, while at the same time recognizing the validity of
facts.

From Thoreau's own experiments, it is evident thet
he knew the analytic ability of science could contribute
to aesthetic experience, but he ifeared it might stifle
it also. From his personal experience, he knew that it
was an easy step to move from the aesthetic way oi cee-
ing things to the purely ccgnitive. "Man cannot af.ord
to be a naturclist, to look at Nature directly,"™ he wrote,
"but only with the side of his eye. He must look through
and beyond her, To lock &t her is fatal as to look at
the head oif Medusa., It turns the man of science to stone.
I feel that I am dissipated by so many okLservations®
(XI, 45). Whut he believed was that in order to ever know
reality in all its aesthetic uniqueness and novelty, one
had to get beyond th: practical observation of science,
to go beyond being a spectator mrrely, and penetrate by
a kind of sympathy to the real nature of phenomena, to be-
come a participant, thus discovering its beauty and the
multiplicity of its qualities. It is observable thrt vhat
Thoreau believed about nature, so far as aesthetics is
concerned, he believed about art also. This means that
the aspects 0of narrative technigue, genre, structure, and
style would have to function toward revelation of the

vital forces latent in the material of art, else they
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would be the stufif out o: which belle-lettres are made.

Thoreau's theory of art and aesthetics suggests that
no form of artistic beauty can be confined to a work of
art alone, thet the work oi art itself must somehow par-
ticipate in th: visionary goal toward which a social order
is working, or ought to work. In Thoreau's reconstruc-
tion of the world (as it is created in Walden) the most
characteristic feature cf the imaginative process, whereby
it is distinguished from practical activity and ordinary
experience in the everyday world of actual life, is the
creation of an artistic pattern or Zorm that works toward
conveying meaning and evaluating it. Whereas the story
of the experiment at Walden Pond, as the narrator relates
it, coppecls to the reader's curiosity and the genre to
hie intelligence, the pattern appeals to his aesthetic
csense, for it is through the pattern th:t the events of
the book are discovered as a whole. "‘'Pattern,'"as E, M,
Forster once said, "which seems so rigid, is connected
with atmosphere, which seeme soO £1uid."d tThe basic
symmetry of the pattern created in Wolden isc memorable and
beautiiul long aiter many of the detzils have been iorgotten.

Most of the commentaries written on the structure of
Walden have been concerned with pointing out that,
generzlly, the book is patterned after the cycle of the
seasons of @ year. The unfolding of the year's experi-

ence in the woods suggests, in turn, the PRomantic ideal
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of organic form, and it is generally supposed th:t the

structure of Walden is to be explained in terms of
orgenic form. It is commonly known that the organic
theory of form suggests that literary invention involves
the natural, unplanned, and unconscious process by whi~h
things grow, and that the parts of a work o: art should
be interrelated like the various parts of{ a living organ-
ism. The theory further suggests that form and content
should have an internal aesthetic relationship, that
ideally form should exist through and in content and that
content should exist in and through form. Assuming that
the beauty of nature was the highest kind of beauty and
that natural forms constituted the highest art, Thoreau
patterned the structure oi Waldei, to some degree, aifter
the model of the seasons of the year. He believed that
the best way Ifor an artist to lezrn how the mind creates
the forms for its ideas was by observing natural Zorms

in nature, Thus, it appears as if Thoreau was conscious
of the romantic theory of organic form and employed its
method in his own artistic creation,

Thoreau's journal entries, as well as his art practice,
illustrate that he felt man might relate his art to nature
and create a higher form of art than would otheiwise be
possible by imitating nature directly or, as Charles
Metzger put it, speaking of Emerson, ", . . by creating

forms in terms of natural principles of growth and adapta-
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tion; in short, by consciously relating the various forms

of art to their significant function."® For Thoreau, as
every reader knows, nature was the thing that drew out
the best in men, and the beauty 0f the natural environment
constituted a2 major resource that was unavailable to those
who were oblivious to the natural world. The universe
conceived as an organic entity, evolutionary, vitalistic,
and immanent with spirit, offered a way to revitalize
human experience through a kind of participation with
nature. Thoreau, believing that the laws that governed
nature and the laws 0f the mind had a common source in
the Creator, felt that nature understood correctly provided,
as he once said, "tropes and expression, to serve a
parable-maker one day." PFor this reason, the scenery in
Walden is highly symbolic and the form is functional
since it is modeled upon the seasons. Thus, such natural
phenomena as the passage 0i the seasons around which Walden
is structured have deep psychological signiiicance. "In
the seasons of Walden," Sherman Paul said, "he could
trace his metamorphoses; the passage from servitude to
liberation, and thc self-transcendence o: his transior-
nation from impurity to purity--the rebirth of new life
out of the old."”

What actually took place at Walden Pond during
Thoreau's residence there is Jdifficult to discover. It

is known that he was trying to put into practice the
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doctrine of simplicity illustrzted in We lden, that he was

keeping journal notes and writing A Week on the cConcord

and Merrimack Rivers, and, perhaps, preparing the first

rough draft ©f Walden. But the external events are not
told in Walden; instead, there is given an account of a
kind of inward exploration of the author's soul, and the
chapters of the work that tell of that exploration are
arranged in such a manner that they suggest a rather
casual unfolding of the year's experience in the woods.
This manner of narration suggests, of course, the Romantic
ideal of organic form., But the chronicle aspect of the
autckicgraphical experience is more oi an artistic device
from ordering various materials than it is a strict form.
It is notable that the account of the two years spent at
the pond ic reduced into a single year and the material

£ the work is expanded to include incidents all the way
from 1827 to 1854. But Thoreau went to the woods to live
the organic life, and it is only natural thet the autobio-
graphical account of it would suggest an orgznic form.
sherman Paul points out that, "Walden . . . follows the cvle
of developing consciousness, a cvcle that parallels the
change oi the seasons. It is a recapitulation of Thoreau's
developnent . . . a development from the sensuous, active,
extern2al (unconscious and out-of-doors) summer 1li e,
through tho stages of autumnal consciousness and the

withdrawal inward to the self-reflection 0: winter, to



142
the promise of ecstatic rebirth in the spring.'® Ppaul

goes on to say that Walden not only advocated the organic
life in its theme and structure, but it also filled
Thoreau's need for self-therapy. and that by creating an
organic form for his work he effected his zim resolution
for rebirth,

The structure of Walden shows that Thoreau, as an
artist, was trying to create a pattern which would embody
for contemplation and recognition the idea of renewal he
had discovered in his experience in nature. Thoreau
thus structured Walden, to an extent, arcund the seasons
of the year in an attempt directed toward achieving the
unity and crder for his work that he observed in the
natural cycle, He knew that human beings need order
because it, to use Morse Peckham's words, “. . . is an
adaptational necegsity for us that we experience order. 2
In a sense, the basic pattern of Walden is expressed by
alluding to the seasons. Technically speaking, this
pattern would give great balance and a sense of steady
progression if the seasons were worked out so that each
was allotted about the same proportion of the text. Most
readers feel that, anyway, the pattern works toward a
sense of comupletion, as regards feelings and logical pro-
cesses, and that there is a natural discipline and coordi-
nation of function achieved in the formal arrangement.

The sense of moveinent in time constantly present in Walden
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resulting from its being structured around the passing

phenomena of the seasons does give a sense of progress
as well as process to the narrative. This creates
interest in what is happening and keeps the reader in-
volved in the events o: the work ac the reader looks
forward to the outcome of things.

By arranging the events of Walden around the passing
phenomena oi the seasons, Thoreau does achieve a kind of
symmetrical form. Thic makes the facts of his subject
more easily exhibited, but it produces, contrary toc much
critical opinion, a rigidity of form that is not very
relevant to life, for the fact: o0f life do not exist in

such neatly arranged form, and neither do feelings. But

(e

the form o Walden is logical, and logical activity is
emotionally pleasurable to the reader who is sensitive
and intelligent enough to grasp the aesthetic possibilities
of form.

When Lyndon Shanley made hi: study of the structure
cf Walden, he noticed that the cycle of seasons was in-
adequate to explain the balance and proportion of the whole
work, for it is summer from the first chapter through the
twelfth, sutumn in only one chapter, the thirteenth, winter
in the following three, spring in the seventeenth, and the
conclusion falls outside the time cycle. Shanley goes on

to explain the structure of the work by pointing out thst

the general :ramework for the structure rests in the
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zutobiographical narrative Thoreau wrote to explain

what his life was like at Walden Pond, adding, "With-
in this frame, Thoreau ordered the story of his experiment
in three ways: by topics, describing various qualiti=s
and aspects oi his life; by the cycle of the day, tell-
ing of the eventr and occupctions of typical days; and by
the cycle of the year, narrating the changes in his sur-
roundings and his doings that the progress of the seasons
brought about. These factors do not operste separately,
but together or in turns, 10 Though this i=z a tfairly
accurate analysis of the structure of Walden, it hardly
neads to be said that it is vastly complicated and sug-
gests that steady progression of the central theme and bzl-
auce of the whole iz next to impossilble to comprehend fer
the average reader, the postulated common man, to whom,
after all, the book was probably directed.

In his attempt to explain the structure of Walden,
C. R, Anderson notes that the annual cycle is important
to the total design of the work, but that it is no mere
mechanical formula as is illustrated by the way in which
the contents are proportioned in the light of the seasons.
Beneath the autobiogrephical chronicle and annusl cycle,
he saw two structures of "much greater subtlety 2nd
significance." The one more apparent is a set o’ patterns
in chapter groupings, "beginning with the dualities that

plagued all transcendentalist: in their search :for unity."
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The old problem of civilization as it is opposed to nature

with man as a product of both is worked out, Anderson
points out, in the structure, as Thoreau, for in:tance,
balances éhapter three, which deals with the language and
instruction of men, against chapter four, which deals with
the language o: nature. 1In this way (throucgh contrast)
the first six chapters of Walden (exclusive of the initisl
chapter which does not fit into this scheme for structure)
"are woven into a design of contrasting threads of society
and solitude but with the latter dominant . . ."” he con-
cludes. The other scheme for structure which comprises
the last halzi of the Look "“can be shown to follow transcen-
dentzl patterns, " Anderson say:s, and continues to point
cut how it does s0 beginning with the triad formed around
chapter eleven where the hero orf the work begins to work
his wsy up through nature toward the higher life of the
spirit.

Both Shanley's and Anderson's commentaries on the
structure of Walden are very helpful to the serious
student who is interested in the iformal aspects 0f the
work, for their comments on structure offer valuable
insights into the arrangement and presentation of the
materials of Walden. However, when their commentaries
on structure are con:idered, along with those of other
critics like Lauriate Lane, Jr., who is primarily in-~

terested in the organic structure of Walden in the sense
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that all parts are carefully interrelated, and John C.

Broderick, whose comments on structure are primarily
interested in the contrast between night and morning,
sleep and awakening, it is evident that the structure
of Walden i such thet it admit: to a number of wvarious
analyses, Considering that Walden is a carefully de-
gigned work o: art calculated to illustreste a system of
values throuch rhetorically managed materials, it i-,
perhaps, possible and logical to assume that one aspect
of rhetoric would support another, and that just as
genre functions towards supporting point of view, it also
suggests a particular structure.

The genre in which Walden participates is the pasto-
ral, a classical aesthetic convention which shapes much
of the structure of the work, The structure that the
genre suggests is a three-part structure which embodies
withdrawal and renunciation in the beginning, meditation
and renewal in the middle chapters, and discovery and
rebirth in the ending. It will be noticed that the
structure of Walden with its symbolic passage orf seasons,
etc., follows ths form suggected by the classical pasto-
ral tradition in which nstural phenomena :-onsistonily
suggest psychological and spiritual nhenomena. The
autcbiographical chrohical also sug:ioris this organiza-
tional schema. Thoreau's act of withdrawing irom the

complex life of civilization in order to merge with the
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life of nature, thus leaving the artificial for the real,

is told of in the first chapters. 3In the middle chapters,
his life of meditation at Walden Pond is reported. A
kind of triumphant rebirth is narrated in the last three
chapters, When a reader realizes the structural signifi-
cance of the pastoral in Walden, he can see thst the form
becomes the artist's means 0f exploring and developing the
content, 0: conveying and evaluating its meaning. It is
commonly known that the form ¢f the pastorzl is the ex~-
pression of instincts and impulses deeply rooted in the
nature of humanity which form an important part of humen
thought.

Considered as being linked with the three-part
pastoral connotation cf form, Waelden divides up struc-
turally in precise proportions. Chapters one, two, and
three describe 2 spatial movement away from the complexi-
tics of the social order toward noture, caiefly character-
ized by an atmosphere oY withdrawal and renunciation;
chapters four through fifteen describe life in nature,
the main characteristic of which i< contemplation and
renewal; the final three chapters are marked by diccovery,
rebirth, and return. This organizationzl schema suggects
precise balance and proportion of material, and it func-
tions in such a way that the principal theme of the work
(the renovation of man in nature) is discovered and

explored through structure., In this sense, structure be-



148
comes much more than a mechanical device for orderingy

naterials; it functions rhetorically in =uch a way as to
support both point of view, as it has been explained, and
genre, all of which work toward the central meaning of
Walden.

In chapter one Thoreau tells of building hig hut from
timbers he hewed with a borrowed axe and from boards he
calvaged out of 2 shanty he had bought from James Collins.
He tells of digging his cellar on the =side of a sloping
hill and of, at last, on the 4th of July, 1845, beginning
the occupancy of his hut, This movement away from Concord
toward the green landscape is, symbolically considered,
an act of withdrawal and renunciation. Thorezu makes it
clear in the first three chapters of Walden that the effort
iﬁ th: experiment will be to merge with nature, to get rid
of the world so faxr as that is possible and to diszcover
the self. But nature is not the goal of his experiment;
it is the means of attaining it. Through anticipating
nature's ways and living a life of simplicity in nature,
Thoreau hopes to regain his grip on life by regaining the
acquaintance with nature that has heen lost in civiliza-
tion. As the structure suggests, he will participate in
nature's cycle. Explaining why he went to Walden Pond
he said; “To anticipate, not the sunrise and the dawn
merely, but, if possible, Na:ture herself!" (II, 19).

Living the organic life close to nature at Wclden Pond,
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Thoreau is able in the first chepter to set up a contrast

between the mechanistic image of man as he is in the
diseased social order and oppose to it an organic image

o: man as he might be and &as Thoreau believes he should
be. It becomes clear from what Thoreau says in the first
chapter of Walden that the purpose o: hi: experiment at
Walden Pond is to discover whether man, once he hos secured
the things which are necessary to life, can really have
another choice other than to work toward the superfluities.
He meant to live his own life in such a way that he might
make this discovery, believing that ". . . the cost of a
thing is the amount of what I will call life which is re-
guired to be exchanged for it, immediately or in the long
run" (II, 34).

Thoreau's boasting about the enjoyment of his life-
of simplicity in the early pages of Walden becomes a kind
of satire on the materialistic economy thzt places its
values in & philosophy of akundance. This prepares the
way for chapter two which he begins with a metaphor ot
prope rty owning, suggesting that the readexr should live
free and uncommitted as long as possible. "But I would
cay to my fellows, once for 2ll," the narrator zays,

"As long as possible live free and uncommitted. It makes
but little Adiiference whether you are committed to a farm
or the county jail" (II, 93). Thoreau goes on in chapter

two opposing his free, simplified life to the imprisoned,
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complex life of civilized me¢n, and an atmosphere ol renun-

s n the process oi the opposition.

{2

us te ined

o

ciation

6]

Chzpter three is concerned with man's debt to man
and to the pacst illustrated in the metaphor of reading.
It is admitted that reading calls forth the past to
provide a fourdation for the present and make it more
meaningful. Reading oifers much revelation for 1living,

Zinally

w

but, as the¢ next chupter shows, the decision i
to turn from the language of men toward the langu:ge of
neture. The beginninc of chapter four makes it fairly
clear that with the ending of chepter three renuncia-

tion and withdrawal have been completed as the life of

iy

contemplaticn hegins. Thus, the {izst three chaptezs o
Wrlden form a block of the structure that is =zounded out
with the ending of the third chapter.

In his journal, two days after Thoreau tock up his
residence at W.lden Pond, he recorded, "I wish to meet
the facts of life-~-the vital facts, which are the phenomena
of actuality the gods meant to show ue~--face to face, and
0 I came down here" (VII, 263). The long process o=
"meeting the facts" and of renewalvbegins in chepterx
four, and in the course of the following eleven chapters
lengthens into a trial of discipline, o©f endurance, and of
hope in the long procecss of meditation that cheracterizes
these middle chapters. Just as reeding is the language

of men and a symbol of society in chapter three, sounds
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is tha language of nature and a symbol of the beginning

ih

of meditation in chapter four, ". . . the language which

all things and event=z speak without metcphor . . . .

o~
-

T, 123).

What Thoreau worked toward in Walden was to f£find a

form that would express his experiment in life and sum

]

8]

up the materials of that experiment. At the baginnine

(U
8

of chapter four, thz structure o Walden hegins to closely
chronicle Thoreau's search for the regenerative forces

0of nature, th> first three chapters having told of the
renunciation of and withdrawal Irom the old life. Thoreau
began chapter four by saying, "I love a brvoad margin to

nmy life. Sometimes in a =ummer morning, hsving takan ny

vl

ccustomed bath, I sat in my sunny doorway from sunrice
till noon, rapt in a revery, amidst the pines and hickories,
in undisturbed rcolitude and ctillness . . .% (IX, 1232-4).
Listening to the sounds of nature, he says that he ", | .
grew in thoze sezsons like corn in the night." Thi.
chapter, ac has been stated earlicr in this essay, sug-

geste thot =n awareness oi nature (brought about by liv-

achieve a relationship with the epivituzl world which

iz linked with nature., This fact is emphasized time after
time in the middle chapters, notably in chapter seven
where Thoreau is determined fto "know beans" and where the

beanfield becomes a symbolic link with nature, and 2t the
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close of chapter eleven in the John Farmer episode in

which John Farmey, lictening to the music of the Slutist

(Thorecau':» music in Walden) is able to escape his own

finitude by practicing some "new austerity" and letting

". . his mind descend into his bedy and redeem i: . . . "
To briefly rveview the middle chapters which form the

block on meditation (this discussion has alreadv lLieen ex-

plored to some extent in the second chanter o’ this essay),
chapter five continues the meditational communion wiih
nature as the narrator informs the reader, "I come and go
with a stringe literty in Hature." He h.s penetrsted far
enough into nature through his contewmplation in chapter
four that he an feel a direct relationship with ti:i:

ne tursl world, "a part of herself, "™ as he say:. This

chapter asserts the narrator's Kinship with nature which

t

e

offers him "such rweet and beneficent societv" th=t he

inguires, in a vassage guoted earlier in this essay,
"Am I not partly leaves and vegetisble mould myseli?"
(LI, 133). The =zociety 07 visitors in the following

b

chapter furiiishes a contrast to the solitude o, chaptex
Jive, a contrast which emphasizes the importance ol medi-
t=tion that will lead to discovery in the concluding

chapters. In chapter seven the daily lakor in the bean-

field hecomes a kind oif ritnal of participatiorn in nature

s
m

as farming linked through mvthology with & sacred art.

B}

Communion is thus emphasized and & o' ™ - step toward
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discovery is worked out as action is added to the inactiv-

ity of meditation.

Chapter eight is another excursion into society
designed, apparently, to underscore the necessity of be-
coming lost to the world in order to find oneself in the
spirit. The metzphor of the village (where the houses
are arranged in lanes in such an order as to make the most
of mankind, a place where everyone may get a lick at those
who pass through them) emphasizes the necessity of becom-
ing lost in_the woods near Walden Pond as a prerequisite
to discovering the spiritual world, and thus underscores
the validity of the process of meditation. Chapter nine
takes an objective look at the spiritual self in the
middle of the meditational process. The description
of the seasons of Walden Pond becomes a metaphor of the
seasons of the narrator's spiritual life, metaphorically
recalling in the image of the passing phenomena of the
seasons his spiritual progress to the present and preview=
ing what is to come. Thoreau evidently thought ot the
pond as his essential self. It lies "between the earth
and the heavens" partaking of the color of both.

Chapter ten is another excdrsion into society in
which the active life of the impoverished John Fi-:ld is
set over against the meditative life of the narrator.

John Field goes on ". . . without arithmetic, and fail-

ing so" while the narrator run: "down the hill toward the
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reddening west" with the rainbow over his shoulder, and

some faint tinkling sound tells him to "Go fish and hunt
far and wide day by day,--farther and wider, --and rest
thee by many brooks and hearth-sides without misgiving"
(II, 230). 1In chapter eleven the austerity program for
the gond life to which th: meditative ritual in nature
will lead is outlined. The rules for it are very tran-
scendental, but even in his transcendental meditation,
the spiritual journeyer recognizes that the primitive,
bodily part of life is a fact also. The chapter ends
withk the notion that though the human body cannot escape
its own limitations, the mind can redeem it in its
finitude.

Chapter twelve begins with a dialogue between a hermit
and a poet. The unmistakable identification of Thoreau
with the hermit underscores the fact that the middle
chapters deal with the life of spiritusl meditation.
Hermits have been trsditionally associated with the in-
active life of contemplation, and Thoreau's identifying
himself with a hermit at this point in the text of Walden
suggests more than accident. The problem in the little
drama is concerned with whether the hermit should go
a-fishing with the poet with whom he converses or go to
heaven. Typical of Thoreau's humanism, he decides to go
fishing. What this says is important to the understanding

Of Walden. Here, in the center of the chapters concerned
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with meditation, it suggests that the end of the medita-~

tion will be the good life on earth, not merely a prepa-
ration for some after-life. The quest is, after all, a
quest for perfect man, not merely for spiritual perfec-
tion.

Chapter thirteen is the beginning of the final stage
of meditation as the narrator prepares for winter by
gathering and storing food and f£irewood and moving inside
his newly-plastered hut. These activities are highly
symbolic, suggesting a deeper internalizing of the nar-
rator's life which, at this point in the ritual of con-
templation, may be analogous to the second stage of the
archetypal religious experience sometimes called the
"dark night of the soul" which, in turn, precedes illu-
mination. The restrictions winter brings are symbolic
of leaving the world without (becoming "lost to the
world, " as the narrator says in chapter eight). Chapters
fourteen and fifteen continue the intensified withdrawal
and renunciation begun in chapter thirteen as the narra-
tor recalls the past and discusses winter animals with
which his living suggests total imm=rsion in nature.

With the ending of chapter fifteen th= block of
structure dealing with meditation is completed and an
abrupt shift occurs that will continue throughout the
remaining chapters. The movement is from an atmosphere

characterized by meditation to an atmosphere permeated



156
with discovery and illumination. Chapter s=ixteen begins

with the image oif awakening as the narrator awakens with
the impression that he has been asked a question as,
"what--how--when--where?" ‘he title of this chapter
("The Pond in Winter") suggests that Thoreau has returned
to the subject of his essential self. The careful survey
of the pond is analogous to & survey of the soul, and
when the narrator saysz, "I am thankful that this pond was
made deep and pure for a symbol. While men believe in
the infinite some ponds will be thought to be bottomless"
(II, 316), it is clear that the guestion asked at the be-
ginning of the chapter, a question about the spiritual
life, no doubt, is answered by the revelations found in
nature through the survey of it.

Thoreau's awareness of the spiritual life in nature
through his discoveries in meditation prepares the way for
rebirth and return in the next chapter. Spring comes bring-
inc with it new life, and out of the spring thaw Thoreau
makes a metaphor o his own illumination and rebirth.
*Walden was dead, and is alive again, " he says. The
chapter closes with Thoreau leaving Walden Pond: "Thus
was my first year's life in the woods completed; and the
second year was similar to it. I finally left Walden
September 6th, 1847" (II, 351). In this casual remark
about his departure, Thoreau sums up in a suggestion of

return the three-part structure of the work.
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The final chapter rounds out the structure of Walden

as the hero speaks to society after his return, prophe-
sying in & passage quoted earlier that ", . , if one
advances confidently in the direction of his dreams, and
endeavors to live the life he has imagined, he will meet
with a success unexpected in common hours" (II, 356).
There follows the fable of the artist of Kouroo which ig
a summary of what Thoreau was trying to do in writing
Walden. The fahle recapitulates the structure of Walden
almost exactly in its three-part structure characterized
by withdrawal and renunciation, meditation, and return.
The book closes with a restatement of the theme in the
fable of the beautiful bug in the appletree table which
is a metaphor or organic renewal and transcendental hope.
The structure of the work carefully underscores the theme.
In going to the woods Thoreau had given himself up to an
experiment of purification, designed to discover his own
divinity. The three-part structure of the book is a
rhetorical symbol nf the way that was done as it suggests
the typical religious purification pattern of withdrawal,
contemplation, and, finally, illumination.

Since technique objectifies the material of art,
since only through technigue can materials be okbjectiiied
and evaluated by an artist, and since Wulden does such a
superb job with these matters, it is evident that when

Thoreau says such things as "The highest form of art is
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artlessness, " he must not mean that technical matters of

form, etc., should not be an integral part of art. He
must mean that art should not "appear" contrived though

it really is. 1In fact, the virtue of Thoreau as an
artist in Walden is to be found in the meticulous care
spent on technicalities such as the role of the narrator,
genre, structure, and style, all forming his medium into
art. It is especially noticeable that structure in Walden
is no mere external mechanical affair, but a deep and
primary operation. In a sense, it enbodiez the moral and
intellectual implications, and it elucidates and evaluates
them for the reader.

In a book like Walden, which is a kind of self-
analysis, technique had to function properly if the work
was to have an aesthetic dimension. Otherwise, looking
into the heart and writing, which autobiography could have
so easily become, would have led to presenting mere
extracts from life. But in Walden, Thoreau's form is an
almost perfect embodiment of subject, and it gives the
subject a range of meaning that is effective and comprehen-
sive.

It is notable that the "I" in Walden is a version of
the investigating analyst who must be objective so far as
form is concerned since the narrator spins out the struc-
ture. The "I" as an analyst who spins out the s*tructure

defines the value and quality of its experience through
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the Zorm it creates as well as through expository com-~

ment, At first, the "I" is the artist, alienated from
his environment, but exploring the environment from which
he is alienated and evaluating it. Then, as the narra-
tive progresses, the environment impinges directly upon
the consciousness as the "I" moves to the center of
things. But the environment is still analvzed and judged
as the survey of the ponds illustrates in chapter sixteen.
Walden reaches a climax in chapters thirteen, fourteen,
and fifteen as the pacstoral world is substituted for the
real world in the total rejection of the domestic and
religious values of the materialistically diseased society.
In the next chapter, the facts of discovery are considered
intellectually as the intellectual search for faith is
worked out in the metaphor of the survey of the pond.
Essentially what happens in Walden, so far as tech-
nique is concerned, is thiss: a highly self-conscious use
of method defines the quality of experience. There is a
progressive alienation from contemporzry life and a
progressive initiation into the new life of the awakened
man. Thus, Walden, with its technical operation directing
the imaginative forces ©cf the reader, developes a pattern
with immediate human situations at its center which passes
beyond the ordinary vision of experience almost to the
limits of the human imagination. And Walden is aestheti-

cally appreciable because of Thoreau's technique which
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orders within a single work the greatest amount of human

PR RO, Ry nd = enmenre AL s -~ - - ~ PR
experience. Since Thoreau did not have a point of view

i

beyond his own that separated his material and its
effect, he had to make form do that job for him. This
is not to say that Thoreau did not know what his subject
was, It is to say that his theory of art, in order to
be adequate, had to employ &1l the devices of point of
view, genre, form, and style in order to be effective.
One of the things that makes Walden so great is that its

form is almost exactly equivalent to its subject.
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CHAPTER V

CONCLUSION

Since an artist intends to create a work of art that
will embody aesthetic possibilities, he endeavors to create
a work toward which the reader's aesthetic perception can
be sensitive. Mainly, the creation of such a work is a
matter of casting the work into a perspective, the rela-
tivity of which is accommodative to the perception of
the reader. Aesthetic distance is one of the prime factors
involved in the process, for it determines the position
from which the reader grasps the norms that are embodied
in a work of art. The position from which a reader views
a work of art determines, to a degree, at least, the mean-
ing of the work. If distance is maximal, the position of
the reader will be that of a spectator in which case the
work of art will be comprehended critically and its values
will be weighed and accepted or rejected more or less ac-
cording to tne dictates of the reader's reason. But if
distance is minimal, the position of the reader will be
that of a participant in which case the work will be under-
stood emotionally and its values will be accepted cr re-

jected more or less according to the reader's emotional
162
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sensibilities. This is not zo say that critical judgment

rules out all emotion or that emotional judgment is de-
void of reason. In the former case, there is always some
emotion involved; in the latter, some reason. That is
human nature. But predominantly, where the distance is
maximal, judgment will be chiefly characterized by reason.
Where distance is minimal, judgment will be mainly
characterized by emotion. In a sustained piece of
literature, aesthetic distance varies from event to event,
offering different points of view in the process of be-
coming acquainted with the object of the work.

With the successful manipulation of aesthetic distance,
the artist provides enough prescriptions to control the
behavior patterns of the reader (by controlling his re-
sponses to the work of art) in such a way as to make him
respond to the artist's own wishes. If one reviews the
pattern of distance in Walden (as it was surveyed in the
second chapter of this essay), it is noticeable that at
the beginning of the work, the reader is aligned with
the events of the work because of his familiarity with
the social order, which is the subject. The object of
the author is to draw the reader outside the events, to
put "distance" between the events and the reader, so to
speak, in order that the reader may view the events of
the work critically. Once outside the events of the

work, the reader is led by rhetorical devices (point of



164
view, genre, structure, style) to observe critically what

has been his own institutions, beliefs, customs, etc.

The reader thus assumes tha attitude of the author, seeing
from his detached position what the author has already
seen, and rejecting what the author has already reject-
ed. Then the subject shifts and the events of the work
become concerned with philosophical speculation about

an ideal order that the author wants to discuss. Hs
shifts his own position from a critical outside view to
an inside view of things. But the reader, unable to very
readily identify with the unfamiliarxr philosopnical abstrac-
tion, remains aloof. The object of the author is to draw
the reader into the events, to minimize the distance be-
tween the reader and the subject. Through a kind of
rhetorical persuasion, his efforts bring the reader near
as the reader comes to trust the author's conclusions

and to participate in the philosophical speculation that
is focussed on an ideal order which transcends the earth-
ly order rejected in the beginning.

In the process of manipulation of distance, the
reader is taken from being an unaware participant in a
diseased social order to being a critical observer of
that order, to being an observer of philosophical spec-
ulation on a better way of life, to, finally, being an
interested participant in speculation upon spiritual

realities. It is not merely through expository means,
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as this essay has attempted to illustrate, that the

author convinces the reader of his system of values,

but through aesthetical inducement by using various de-
vices of art such as point of view, structure, genre,
and style. This chapter will discuss style, since style
in Walden helps to achieve the objectives of point of
view, genre, and form.

Critics seem tc agree that style may not only be con-
sidered as a grammatical category, but as a linguistic
means Of an author's expressing his creative intentions.l
Rene Welleck and Austin Warren suggest that, "Stylistic
analysis seems most profitable to literary study when it
can establish some unifying principle, some general aes-
thetic aim pervasive of the whole work."2 If style can
be related to the aesthetic effects of a work in regard
to larger units of matter than grammatical constructions
generally suggest, the features of an author’s style may
be interpreted in terms of the whole aesthetic purpose
of a work. Style thus regarded may be seen as a re-
flection and an extension of the basic vision of life
offered by a work, and it can be examined in the light
of evidence for an author's system of values.

When style is considered in Walden in terms of the
general aesthetic aim pervasive of the whole work, it is
apparent that Thoreau has formulaied a stylistic pattern
which works toward creating a proper perspective. As a

reader infers the personality of the narrator of Walden
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from the language he uses (style viewed as an index to

the personality of the narrator is an important element
in the determination of distance between the reecder and
the narrator), he discovers the narrator to be casting
himself in the first pzrt of the work in the role of a
rather subtle prosecutor who indicts the social order
before the reader who sits as jury. The language of
polemic he uses in his indictment is a carefully formulat-
ed part of his whole stylistic plan which involves moving
from the language of polemic as the work unfolds to the
language of poetry, thus shifting the aesthetic appeal
from the rational level to the emotional level which is
accomplished by shifting from a more or less verbal effect
in language to an imaginative effect, The process is not
nearly so simple as a summary statement may suggest, a
fact which calls for further comment on the matter.

To begin, words mav be thought of as being either
exact and denotative or suggestive and connotative.
When they are exact and denotative, words are, generally
speaking, prosaic and explanatory with rational effects.
When they are suggestive and connotative, words tend
to be evecative and afiective. They are poetic and
demand a response tO an impression rather than a re-
action to a fact. When a reader notices how Thoreau uses
words in Walden, how, generally, he begins with exact,

denotative words and, in the long process of the book,
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shifts his use of language so that he ends with suggestive,

connotative words, the reader will notice that style is
not static in Walden, but dynamic, moving from the irony
and satire of the somawhat exact language of polemic in
the beginning to the poetry of the ending.

The pattern that developes in Thoreau's language in

Walden suggests that the pattern of aesthetic distance out

of which rises the possibilities for aesthetic apprecia-
tion is not only worked out through point of view, genre,
and structure, as the earlier chapters of this essay have
indicated, but through style also. It is apparent that
the language used at the beginning of Walden is intention-
ally the caustic, ironic language of satire, tough and
biting language; it is also apparent that there is an
intentional progression toward the lyrically beautiful
poetic language of the ending. If a reader asks why this
is g0, the answer is to be found in the fact that Thoreau
wanted his style to support the cther elements of his
rhetoric he employed in his composition; and it does.

At the very beginning of Walden (with the opening

of the third paragraph, to be exact), Thoreau suggests

the kind of language he will employ in the first part of
his work when he addresses his audience saying, "I would
fain say something . . . about your condition . . . whether

it is necessary that it be as bad as it is . . ." (II, 4).
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The sense of immediacy and the basic attitude embodied

in the language of- this address tend t¢ proveke anxious
feelings in the reader. Thoreau continues, "I have
travelled a good deal in Concord; and everywhere, in shops,
and offices, and fields the inhabitants have appeared

to me to be doing penance in a thousand remarkable ways"
(II, 4). Here, the language of humor and of polemic is
mixed. The psychological effect is to make the reader
look more objectively at the subject (the social order)
of which he feels himself to be a part. Thoreau, to the
further anxiety of the reader adds, in a passage guoted
earlier, "I see young men . . . whose misfortune it is
to have inherited farms, houses, barns, cattle, and farm-
ing tools . . . Better if they had been born in the open
pasture and suckled by a wolif, that they might have seen
with clearer eyes what field they were called to labor
in. Who made them serfs of the so0il?" (II, 5). The
condition has become such, as Thoreau sees it, that

"e o o men labor under a mistake" and "the better part
of the man is soon plowed into the soil for compost."
"It is a fool's life," (II, 6), he concludes.

Though somewhat caustic, the reader realizes that
what Thoreau says is, for the most part, truth. It is
difficult to refute him when he gones on to say, ". . -
most men, even in this comparatively free country, throuch

mere ignorance and mistake, are so occupied with the
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factitious cares and superfluously coarse labors of life

that its finer fruits cannot be plucked by them" (II, 6).
The pointed exactness of the language and the basic truths
that it embodies work toward forcing the reader to align
himself with the prosecutor-narrator who stands detached
from the events. 1Two things are accomplished when this
happens: psychologically, the reader finds comfort by
aligning himself with the narrator and reason, thereby
escaping much of the polemic; technically, distance is
reduced between the reader and the narrator to a degree
which enables the author to control reader responses
effectively through control of sympathy. I£f the reader
were not aligned with the narrator, a classic example
of what Edward Bullough once described as "under-distanc-
ing"3 would occur when Thoreau goes on to say, in a sen-
tence referred to earlier, "It is very evident what mean
and sneaking lives many of you live . . . lying, flatter-
ing, voting, contracting yourselves into a nutshell of
civility, or dilating into an atmosphere of thin and vapor-
ous generosity, that you may persuade your neighbér to let
you make his shoes, or his hat . . . or import his gro-
ceries for him; making yourselves sick, that you may lay
up something against a sick day" (II, 7).

Not to allow anyone guilty of propagating the diseace
of materialism with wnich Thoreau believed the social

order to be generally infected to escape his prosecution
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(since presumably the young who have inherited farms and

the middle aged who have plowed themselves into the soil
for compost have been dealt with), Thoreau continues,
"Practically, the old have no very important advice to
give the young, their own experience has been so partial,
and their lives have been such miserable failures . . ."
(II, 9). Then his attack brozdens to include various
social classes as he says in his digression on clothes,

"We know but few men, a great many coats and breeches . . .
It is an interesting question how far men would retain
their relative rank if they were divested of their clothes"
(II, 24~5). The farmer receives his blow ("The farmer

is endeavoring to solve the problem of livelihood by a
formula more ccmplicated than the problem itself. To

get his shoestrings he speculates in herds of cattle,"

II, 36), industry is included ("Our inventions are wont

to be pretty toys, which distract our attention from
serious things. They are but improved means to an un-
improved end . . ." II, 57-8), and even the shepherd is
brought under attack ("I am wont to think that men are

not so much the keeper of herds as herds are the keepers
of men, the former are so much the freer," II, 62).
Thoreau's general conclusion is that ". . . men have come
to such a pass that they freguently starve, not for want

of necessaries, but for want of luxuries . . ." (II, 58).

It is noticeable to the reader of Walden that suach
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comments as those quoted above occur much more frequently

in the first part of Walden than in the last, and that the
effect of the language used in them is to distance the
readef from the subject. 1In this way, style works toward
supporting point of view, genre, and structure, which work
in the same direction. Much of the rinetoric in the first
part of Walden is thus consciously designed to force the
reader to take an outside, critical view of the events of
the work.

When the subject shifts from the social order in the
first chapter against the follies of which Thoreau in-
veighs to philosophical spoculation about an ideal crder
of the awakened man, the basic temper of the language
changes. In the sacond chapter of Walden the language of
polemic begins to be replaced by language the basic beauty
and effect of which suggests poetry, as, for example, when
Thoreau contrasts his hut by Walden Pond to the houses
of the first chapter, by saying, "The winds which passed
over my dwelling were such as sweep over the ridges of
mountains, bearing the broken strains or celestial parts
only, of terrestrial music. The morning wind forever
blews, the poem of creation is uninterrupted" (II, 94).

It is noticeable that as the narrative progresses the |
poetry generally deepens. "We must learn to reawaken . . .
by an infinite expectation of the dawn," Thoreau con-

tinues, speculating upon the life of the awakened man,
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"which does not forsake us in our soundest sleep" (II,

109). Even alliteration, one of the oldest poetic de-
vices in English, is noticeable in the close of this
sentence as it is in other especially poetic utterances
in the work. Just as the first chapter closes on a

note of invective, reminding the reader that "Our manners
have been corrupted by communication with saints. Our
hymn~books resound with a2 melodious cursing of God and
enduring him forever" (II, 87), the second chapter ends
in language which, by contrast, suggests poetry, thus
setting the pattern for the dynamic drift of the style.
"Time is but the stream I go a-fishing in," Thoreau says
near the close of the second chapter, and continues, "I
drink at it, but while I drink I see the sandy bottom and
detect how shallow it is. Its thin current slicdes away,
but eternity remains. I would drink deeper; fish in the
sky, whose bottom is pebbly with stars" (II, 109).

The chapters centered around the ponds ars notable
for their poetic language. They call forth some lovely
sentences. Speaking of the two ponds he thought
most beautiful, Thoreau says, "White Pond and Walden
are great crystals on the surface of the earth, Lakes
of Light. If they were permanently congealed, and small
enough to be clutched, they would perchance, be carried
off by slaves, like precious stones, to adorn the heads

of emperors . . ." (II, 221). Later, writing of Walden
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Pond he said, "I am thankful that this pond was made deep

and pure for a symbol. While men believe in the infinite
some ponds will be thought to be bottamless” (II, 316).
Even of the hard Massachusetts winter, Thoreau had some-
thing poetic to say: "Many of the phenomena of Winter are
suggestive of an inexpressible tenderness and fiagile
delicacy. We are accustomed to hear this king described
as a rude and boisterous tyrant; but with the gentleness
of a lover he adorns the tresses of Summer' (II, 342).
The seventeenth chapter of Walden turns almost con-
stantly upon a delicate lyrical beauty. The sounds of
birds returning with the spring leads Thoreau to express
his sentiment by saying (in what could well be a beauti-
ful lyric poem), "The first sparrow of spring: The year
beginning with younger hope than ever: The faint silvery
warbliugs heard over the partially bare and moist fields
from the bluebird, the song sparrow, and the red-wing,
as if the last flakes of winter tinkled as they fell.
The brooks sing carols and glees to the spring" (II, 342).
Of a young nighthawk he saw sporting in the spring sky,
he wrote, "The tenant of the air, it seemed related to the
earth but by an egg hatched some time in the crevice of
a crag;--or was its rative nest made in the angle of a
cloud, woven of the rainbow's trimmings and the sunset
sky, and lined with some soft midsummer haze caught up

from eaxrth® (II, 349). The poetic passages in the last
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part of Walden illustrate a style that is elegant and

touching. The poetry Thoreau employs enriches language,
making it an aspect of the life-~-process itself. The
living language has a tendency toward eliciting sym-
pathetic reaction in the reader, thus leading the read-
er to join with the events of the work and t> move to=
ward aesthetic experience as he participates in the
philosophical speculation focussed upon the ldeal order
of the awakened man. Distance becomes minimel as aes-
thetic experience is enrichad by the use of poetic
language. Thoreau knew that the language of poetry is
not factual statement by which an artist merely relays
his thcughts; he knew that it is an art medium that sets
the reader’s mind and emotions to work, urging him to
imaginative living for a time. He knew that poetry is
a stimulus, not a statement, that has the power of trans-
muting a literal setting into an imaginary world of the
beautiful. By no accident Walden ends in the most beauti-
ful of poetry, echoing what the whole work has been about,
reminding the reader that "Only that day dawns to which
we are awake. There is more day to dawn. The sun is but
a morning star."

But the general aesthetic aim Thoreau's style works
toward in Walden involves more than mere utterances of
poiemical and poetical language. When one examines the

gtyle of the passages quoted above in this chapter in
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terms of the grammatical category, the first thing he will

notice is Thoreau's use of verb tense. Thoreau was apparsnt-
ly more than casually conscious of the fact that, as one
modern grammarian says, "Tense is a set of responses to
tamporal cocnditions.”? Thoreau's consciousness of time

is suggested not only by his careful use of tense in his
distancing patterns, but also by the fresquency with which

he mentions time in Walden. In the opening pages of the
work, he warns those who use up valuable mc.anents of iife

in pursuit of materialistic ends against doing =g, “"As

if you could kill time without injuring eternity" (II,

8). A few pages later, speaking of his own endeavor in
life, he says, "In any weather, at any hour of the day or
night, I have been anxious to improve the nick of time . .
to stand on the meeting of two eternities, the past and
future, which is precisely the present roment . . "
{(II, 13). Returninglto the topic pages later, he con-
tinues, "In eternity there is indeed something tru=z and
eublime in the lapse of all ages" {II, 107), and con~
cludes by saying, "Time is but the stream I go a-fishing
in" (II, 109). Examples of Thoreau's concern with time
could be multiplied, but perhaps these few illustrate
his desire to stand in the immediacy of the present.
Feeling that he had escaped the clutches of time by going

to live in the woods, at one point in Walden he savs, in

a passage gquoted near the beginning of this essay, "My
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days were not the days of the week, bearing the stamp

of any heathen deity, nor were they minced into hours
and fretted by the ticking of a ciock . . .* (II, 124).
Thoreau's awareness of time probably made him unusually
conscious of verb tense, and it appears that it is thus
by no accident that in passages such as those quoted
earlier in this chapter the tenses used generally suggest
the immediacy of the present, often taking the "ing" end-
ing of the progressive form. In a book the genre of
which generally suggests the use of past tense, there
must be a special reason why some vassages are character=-
ized by verbs that suggest present time the effect of
which is to create a sense of immediacy.s

In the passages where the lancuage of polemic is
characteristic of the general atmosphere, the psychologv
behind the use of verbs as predicateg that indicate pre-
sent moments may be to evoke a sense of immediacy in the
face of a subject that is somewhat unacceptabie (the sen-
tences in these Massages speak of "f£actitious cares,"
"superfluously coarse labor," "mean and sneaking lives,"
“miserable failures," etc.). Brought directly into the
presence of an unpleasant subject, the reader tends to
recoil from the events. In this way, distance between
the reader and the avents of the work is increased, and
style works toward the general pattern of aesthetic dis-

tance outlined above. If Thoreau had used some form of
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pazt or futurs tengs i
of polemic and thus presented the matter with which they
deal as having taken place in the past or as a prediction
of the future, the reader would not react toward them as
he does, for he would feel safely distanced from the events
through time. But through the use of tenses suggesting
.the immediacy of the moment, Thoreau is able to effect a
strategic maneuver in the control of distance.

The use of verbs generally suggestive of present time
as predicates in the passages marked by poetic ianguage
has the sams psychological effect of producing a sense of
immediacy as similar verbs used in the passages character-
ized by the language of polemic. But there is obviously
one important difference. The sense of immediacy is evoked
in the face of a subject that is generally acceptable to
the reader (these sentences gpeak of "celestial mv=zic,"
"morming wind," “tresses of Summer,” etc.). Brc _nt
directly into the presence of a pleasant subject, the
reader senses a pleasure from his involvewment, and the
distance between him and the subject is reduced. When
one notices that most of the poetic passages come in the
latter portion of the work, ne can see that style once
again works toward the overall pattern of aesthetic dis-
tance pervasive of the whole work.

But it must be admitted that the movement from the

rather exact language of polemic that characterizes the
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first part of Walden to the somewhat suggestive language
of poetry in the last is actually not so uniform and com=
plete as the discussion presented may suggest. Indeed,
there is some poetry in the first chapter and a great

deal of polemic in the lést. Near the beginning of the
first chapter, the vocaticnless Thoreau, perhaps defend-
ing the life he has lived, says that he has always "been
anxious to improve the nick of time . . . to stand on the
meeting of two eternities, the past and future, which is
precisely the present moment” and adds, in what moves

very close to lyricism, that it has been his intention,
"To anticipate, not the sunrise and the dawn merely,

but, if possible, Nature herself.” 1In a very beautiful
sentence, he continues, "I never assisted the sun material=-
ly in his rising, but, doubt not, it was of the last im=-
portance only to be present at it" (II, 139). When a few
gentences later he casts himself in thz role of the faith-
ful shepherd and 3ays, in a passage quoted at greater
length earlier, "I have watered the red huckleberry, the
sand cherry and the nettletree, the red pine and the black
ash, the white grape and the vellow violet., which might
have withered else in dry seasons" (II, 20), the buceclic
vein of classical pastoral poetry is latent. Just as many
examples of the lyrical can be found in the first chapters
of Walden, numerous instances of the polemical can be found

in the last. As a matter of fact, six of the concluding
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seven pages of the book, starting with the paragraph which
begins, "However mean your life is, meet it and live it . . "
(xx, 36lj, are a tirade against the average man, telling of
the hurry and waste of the modern world. But even if there
are lyrical passages in the first part of Walden and polemic~
al passages in the latter part, the careful reader will
notice that the language of polemic far outweighns the
language of poetry in the first par% and the language of
poetry is dominant cver the langauge of polemic in the last
part.

That Thoreau was aware of the possibilities for a
functional, dynamlc style need not necessarily be argued
at length. Perhaps it does not stretch a point too much
to say that his awareness of the possibilities for such a
style is suqgested in the organic terms he uses when he
speaks of style. In A Week on the Concord and Merrimack
Rivers there is an essay on style in which Thoreau says that
Virnil's sentences ". . . were written while grass grew
and water ran" (I, 23). He continues with his comments on
style by saying thathaleigh's style has about it a "natural
emphasis" which suggests "EBnglish parks" or a "Western
forest." In fact, all the distinguished writers of Raleigh's
period, he points out, ". . . possess a greater vigor
and naturalness than the more modern," and when readers
come upon a quotation f£rom one of them within the text of

a mors modern writer, ". » o We sSseem to have come suddenly
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upon a greener grcund, a greater depth and strength of

soil. It is as if a green bough were laid across the
page, and we are refreshed as by the sight of f£resh

grass in midwinter or early spring" (I, 107). Their
sentences are ". . . verdurous and blooming as evergrzen
and flowers, because they are rooted in fact and ex-
perience . . " (I, 107). This organic theory for style
suggested by the comments on Virgil and Raleigh is to be
okserved at work in Walden as Thoreau moves from criticism
of a social order he disliked to a record of his life in
nature.

Style is a conscious part of Thoreau's rhetoric in
Walden. It functions, like point of view, genre, and
structure, toward a realization of the overall pattern
of distance in the work, and, in deoing s¢, supports those
other aspects of meaning, all of which induce the reader
through aesthetic means toward the set of values Thoreau
wanted the reader to accept.. In a pagsage from his journal
quoted earlier in thies essay, he said, "I would fair com-
municate the wealth of ny life to men, would really give
them what is most precious in my gift. I would secrete
pearls with the shellfish and lay up honey with the bees
for them. I will sift the sunbeams for the public good.
I know no riches I would keep back" (VII, 350). That
was his effort in Walden.
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Footnetes

lshiv K. Kuman and Keith McKean, editors, Critical

Approaches to Fiction (New York, 1968), pp. 163-174.
Jaroslav Hornnt's essay on stylemihéiﬁéed in Kuman and
McKean's collection of easays on fiction makes a number
of comments which define style, not merely as a grammat-
ical category, but as a linguistic means of embodying
an authocr's intentions. She suggests that style becomes

one € the chief aspccts of an author's rhetoric.

ggggarz'gg Literature (New York, 1942), p. 132.

3"'Psychical Distance' as a Factor in Art and an

Aesthetic Princigle," British douznal of Psychology, V

{(June 1912), p. 95.

A
“J. R. Kantor, An QObjective Psvchology of Grammar

(Bloomington, 13852), p. 247.

5It is assumed in this discussicn of Thoreau'’s use of

verb tense that the present perfect tense evokes a gzense
of immediacy, not so completely as present tense, of course,

but to a degree, as it is opposed to past and future tenses.
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