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ABSTRACY

Allegory and Nietzschean Values
in Kafka, Camus and Kazantzakis
by
Paul Kenneth Naylor
Master of Arts

Utah State University, 1981

Major Professor: Eugene Washington

Department: English

The purpose of this thesis is to explore Nietzschean
values as they appear in three modern allegories: Franz

Kafka's The Castle, Albert Camus' The Plague, and Nikos

Kazantzakis' Zorba the Greek. The intent is to illustrate
Friedrich Nietzsche's three stages of the overman as they

apply to Kafka, Camus, and Kazantzakis.

(91 pages)




INTRODUCTION

Why does man value what he values? In one form or
another, this apparently simple question has haunted and
provoked my thinking for the last six years--leading me to
wander into the labyrinths of theology, philosophy, and
literature in hope of finding a cogent, satisfying answer.

I soon learned that labyrinths frustrated me the most when

I felt I had somewhere to go, somewhere beyond the laby-
rinth--1like "heaven" or "truth." I also learned it is all
too easy to overlook the beauty of the labyrinth itself when
I focused my energy and value on something outside the maze.

Unlike. Theseus--who was given only one thread by Ariadne
to lead him through Minos' labyrinth--I have two threads
guiding and focusing me on a path through this thesis, my
present labyrinth: Angus Fletcher's theory of allegory and
Friedrich Nietzsche's philosophy of value. Fletcher taught
me that allegory fuses together art and philosophy into a
mode of expression which often transcends both disciplines.
Nietzsche taught me, above all, that we should seek to
uncerstand this labyrinth-like world for what it really
is--a labyrinth--and, then, embrace every part of it. My
intention is to wind these two threads, allegory and value,
into one by examining the value systems in allegorical 1lit-

erature, concentrating on modern works directly influenced by

Nietzsche's allegory, Thus Spoke Zarathustra.




Chapter One of this thesis is a definition of my first
thread, allegory. Based on Fletcher's seminal work on the

genre, Allegory: The Theory of a Symbolic Mode, it sets up

the criteria for determining if a work of literature is an
allegory or not. By emphasizing the double intention of
allegory, the daemonic, allegorical agent, and the cosmic,
allegorical image, we can then apply these three specific
aspects to the allegories treated in Chapters Two through
Four.

Chapter Two--my second thread--is a comparative study
of two distinct views of value, the Christian and the Exis-

tential value systems. In The Facrie Queene, Edmund Spenser

straps the values of renaissance Christianity on his charac-
ters for thé same reason Icarus straps on his waxen wings:
they both concentrate their energy on getting out of the
labyrinth--this world--because their values remain outside
the walls of the maze. Nietzsche's Zarathustra is Icarus
fallen to earth: he concentrates his energy on exploring,
fighting, and, finally, embracing the labyrinth. Spenser's
Christian value system provides the necessary foil, while
Nietzsche's Existential value system provides the essential
pattern for the study of modern allegorical literature in
the final two chapters of this thesis.

Chapters Three and Four weave the two threads through
three examples of modern allegorical literature: Franz

Kafka's The Castle, Albert Camus' The Plague, and Nikos

Kazantzakis' Zorba The Greek. The first thread, allegory,




supplies the criteria for determining if the three novels are
allegorical works. Nietzsche's philosophy of value, my second
thread, supplies an interpretive pattern--the three stages of
development his overman must pass through--which I apply to
the novels in the fourth, and final, chapter of this thesis.
To claim that the primary motive of Kafka, Camus, and
Kazantakis in writing their respective allegories was their
desire to portray a definite stage of Nietzsche's overman
would greatly over-simplify three richly diverse novels.
I contend, however, that all three writers were greatly
affected by Nietzsche's philosophy, and that they all had
Nietzsche's central question in their mind when they wrote

their allegories: what is man to do when he realizes that

the labyrinth is all there is?




CHAPTER I
A DEFINITION OF ALLEGORY
~- Aflegories are far fLess often the dull

systems that they are reputed to be than
they are symbolic power struggles. --

Angus Fletcher




Allegory, as Angus Fletcher so incisively put it, is a
"protean device,"1 able to change its shape and form without
losing the essential aspects which constitute allegorical
literature. Allegory is such an eclectic mode of expression
that defining it is about as easy as catching a fly with a
pair of forceps--but there are certain conventions which allow
the reader to determine if a work is allegorical or not. The
central reason for allegory's eclectic nature is that form is
not one of the conventions: allegory appears in all genres of
literature, from epic to lyric to romance to drama. Without a
formal criteria for allegory, the critic is forced to rely on
the content and intention of the work if he is to determine if
it is an example of allegorical fiction. Although the defini-
tion of allegory in this chapter mainly concerns the content
and intention of the mode, a discussion of the etymology and
history of the term is necessary to understand fully the

nature of allegory as it appears in literature.
Etymology and History of the Term

The term allegory compounds two Greek words: allos,
which means other, and agoreuin, which means to speak openly
in the assembly or marketplace. By prefixing agoreuin with
allos, the sense of the word is inverted; therefore, allegory

means to speak other than openly or "speaking otherwise that

one seems to speak."2 The connotative use of the word is to




speak of one subject in terms of another; this nuance of the
word is essential because allegory relies so heavily on
double intention, which I will discuss later in this chapter.

The first critical treatment of the term allegory appears
in 46 B.C., in Cicero's Orator:

When there is a continuous stream of metaphors,
a wholly different style of speech is produced ;
consequently the Greeks call it . . . "allegory."
They are right as to the name, but from the point
of view of classification Aristotle does better
in calling them metaphors.3
This statement lays the foundation for the traditional defini-
tion of allegory as an extended metaphor. If metaphor is a
comparative "transfer" of meaning between two unlike classes,
usually moving between the concrete and abstract levels,
then the assertion that allegory is a continuous metaphor
extended throughout a given work is not only justified but
essential to any definition of allegory.

Quintilian, the next rhetorician to discuss the term,
accepts Cicero's definition as fundamentally true, but he
expands on this foundation by adding the essential point
that "Allegory . . . either presents one thing in words and
another in meaning, or else something absolutely opposed to
the meaning of the words."4 Quintilian recognized the im-
plied, connotative meaning of the term (that it very often

says one thing while meaning another), an insight that takes

into account both the double intention and the use of irony

in allegorical literature.




Cicero's and Quintilian's classical definition of alle-
gory as an extended metaphor remained virtually unquestioned
throughout the Middle Ages and the Renaissance, not receiving
much attention until the Romantic period and Samuel Taylor
Coleridge. Although Coleridge does not disagree with the
traditional definition of allegory, his expansion (and judg-
ment) of the term set the tone for most of the criticism to

follow:

We may then safely define allegorical writing as

the employment of one set of agents and images

with actions and accompaniments correspondent, so as
to convey, while in disguise, either moral qualities
or conceptions of the mind that are not in them-
selves objects of the senses, or other images,
agents, actions, fortunes, and circumstances so

that the difference is everywhere presented to the
eye or imagination, while the likeness is suggested
to the mind; and this connectedly, so that the

parts combine to form a consistent whole.5

Three aspects of Coleridge's definition merit attention:
first, the idea that a set of images and agents will corre-
spond to a parallel set of abstractions of the mind; secondly,
that this correspondence will express a moral or philosophical
value system; and finally, that all the separate parts of the
work will "combine to form a consistent whole."

Although Coleridge's definition of the term raises few
problems, his judgment that symbolic writing is preferable
to allegorical writing has given the genre of allegory more
notoriety than it deserves.6 This judgment is based on his

decision to value art that flows uninhibited from the uncon-

scious over art that is filtered through the mental faculties.




Many contemporary critics--Frye, Honig, and Fletcher parti-
cularly--have pointed out that Coleridge's decision is a value
judgment based on taste rather than critical insight, but
his opinion influenced many of his contemporaries to assume
that allegorical writing was inferior to symbolic writing.
This prejudice became so entrenched that the genre received
little of its deserved treatment--causing many fine, modern
works not to be recognized and appreciated as allegories,
something this thesis seeks to remedy.

One major, modern critic who has not slighted allegory
is Northrup Frye. His brief yet lucid entry on the topic

in The Princeton Encyclopedia of Poetry and Poetics is one

of the best general descriptions of allegory:

We have allegory when the events of a narrative
obviously and continuously refer to another simul-
taneous structure of events or ideas, whether
historical events, moral or philosophical ideas,
or natural phenomena.
Again, the emphasis on the double intention of allegory, the
narrative and the ideal level, is the central point of concern
here. When a critic of Frye's stature devotes as much of his
thought and praise to allegory as Frye has, the door for a

more thorough treatment of the genre is wide open: Angus

Fletcher's seminal work Allegory: The Theory of a Symbolic

Mode is just such a treatment, easily the most incisive and
insightful exploration of the subject to date.

Most critics prior to Fletcher have been content with

providing a general, abstract definition of allegory with-




out a thorough analysis of the particular elements of the
mode, but Fletcher moves beyond these somewhat superficial
definitions by ferreting out the individual aspects that
comprise allegorical literature. His analysis of the content
of allegory provides a solid, in-depth foundation for deter-

mining if a given work can be considered an allegory.

The Centent of Allegory

For the most part, Fletcher accepts the traditional
definition of allegory as an extended metaphor, but he uses
Coleridge's definition as his springboard, devoting a sepa-
rate chapter of his book to an analysis of the five elements
of allegory that Coleridge mentions: images, agents, actions,
fortunes, and circumstances. Fletcher adds an essential

qualifying point to the traditional definition:

. « . no "pure Allegory" will ever be found.
There is therefore no harm in drawing instances
from borderline cases. Even The Divine Comedy,

which most readers would assume to be the great-
est Western example of allegory, seemed to Cole-
ridge, and has more recently been shown by

Auerbach, to be quasi-allegorical work. With such
a major example in mind one cannot help wondering
if borderline cases are not going to be the norm.8

Fletcher first takes up the question of the nature of
the agents (or characters, in allegorical literature. He
asserts that the major distinguishing mark of an allegorical

agent is that it is daemonic:

Daemons, as I shall define them, share the major
characteristic of allegorical agents, the fact
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that they compartmentalize function. If we were
to meet an allegorical character in real life, we
would say of him that he was obsessed with only
one idea, or that he had an absolutely one-track
mind, or that his life was patterned according to
absolutely rigid habits from which he never allowed
himself to vary.
The threc main points here are that allegorical agents "com-
partmentalize function," that they are "obsessed with only
one idea," and that their lives are "patterned according to
absolutely rigid habits."

To understand what Fletcher means by "compartmentalize
function," we need to examine his definition of daemon, which
is based on Schnewies' Angels and Demons. Fletcher defines
daemon as: "Coming from the term that means to 'divide,'
daemon implies an endless series of divisions of all the im-
portant aspects of the world into separate elements for study

w10 If the daemonic agent divides his world

and control.
into "endless divisions" and treats the events in his world
accordingly, then his function as an agent will be compart-
mentalized in the sense that his goal will be segmented into
some type of hierarchy: the "endless divisions" and stages
in Dante's spiritual journey are the most obvious examples.
Portraying the allegorical agent as being obsessed with
a single idea is a necessary component of allegory if the
author is to represent an abstract principle through his

character, which is one of the main intentions of allegory.

The author of an allegory is usually concerned with making

one moral or philosophical point, and his main character will
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share that same concern: Dante's concern with "the state of
souls after death," Spenser's intention of fashioning a "gen-
tleman or noble person in vertuous and gentle discipline,”
Melville's "overwhelming idea of the whale," Nietzsche's
"overman," and Kafka's "urgent wish . . . to get my business
with the authorities properly settled" are all excellent
examples of this daemonic obsession with a single idea. One
quality of the ideals that obsess allegorical agents is that
they all have an "impossible desire to become one with an

et Whether it is Dante's Para-

image of unchanging purity.
diso, Spenser's Court of Gloriana, Nietzsche's Day of the
Overman, or Kafka's Distant Castle, the agents are all
striving for an ideal that is outside of their grasp in this
life.

Fletcher contends that when a person is obsessed by an
abstract ideal it will be expressed in ritualistic behavior,
characterized by a 1life ruled by "rigid habits." These
rituals and habits vary according to the constraints of the
ideal, but they all have the same effect: "it would seem
that hel:the characteerwas driven by some hidden, private
force . . . it would appear that he did not control his own
destiny . . ."12 Because the agent is ruled by an ideal,
his actions will be determined by his attitude towards the
rules of the ritual, so his behavior will seem somewhat me-

chanical: Dante's actions are prescribed by the hierarchy

of his journey; Spenser's knights are controlled by Provi-

dence; Kafka's "K." is bound by the regulations of the Castle;
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and the repetitive, ritualistic plague treatments and checks
in Camus' The Plague are all situations and circumstances when
the agent is compelled to express his reaction towards the
ideal through ritualistic and mechanistic actions.

Because the allegorical agent compartmentalizes function,
is obsessed with one idea, and is controlled by rigid habits,
he will appear to be a "flat" or "two-dimensional" figure,
more of a caricature than a "real," fully developed character.
Furthermore, Fletcher asserts that "agency becomes confused
with imagery, and action becomes a diagram";l3 therefore, the
imagery that an author surrounds his agents with will be in-
dicative of both the nature of the character and the nature
of the ideal in an allegorical work.

Fletcher bases his description of allegorical imagery
on the Greek conception of Kosmos; he argues that "Kosmos
has a double meaning, since it denotes both a large-scale
order (macrocosmos, and the small-scale sign of that order

wld This double function of the cosmic image

\microcosmos) .
is perfectly suited for allegory since the essence of the
mode is the parallel development of the ideal (macrocosmic
level) and the narrative {(microcosmic level).

For an image to be considered an example of Kosmos, ac-

cording to Fletcher, it must exhibit the following character-

istics:

First, it must imply a systematic part-whole re-
lationship; second, it should be capable of in-
cluding "personifications"; fourth, it should

suggest the daemonic nature of the image; fifth,
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it should allow an emphasis on the visual modality,
specifically on visual or symbolic "isolation,"
not to say surrealism; finally, it should be such
that large-scale double meanings would emerge if
it were combined with other such images.

Since the third and fourth characteristics have been examined,
the first, second, fifth, and sixth are the most important
elements to be considered regarding the nature of cosmic,
allegorical imagery.

If the cosmic image includes both the microcosm and the
macrocosm, then Fletcher's first two characteristics--that
it imply a part-whole relationship and that it be capable of
metonymy and synecdoche-~will naturally appear in allegorical
imagery. Since the cosmic image must serve the double function
of referring simultaneously to both levels of meaning, there

must be a "symbiosis of part and whole. . . . The whole may

determine the sense of the parts, and the parts be governed

by the intention of the whole":16 This relationship is known
as synecdoche. "Behold, the steers / Bring back the plough
suspended from the yoke," is the example Quintilian gives of
synecdoche.17 Metonymy. which occurs when one word is sub-

stituted for another bearing a close relationship, is very
common in allegory because of the necessity of equating the
symbol with that which it symbolizes. Perhaps the most ob-
vious example of this is the naming of allegorical characters:
Spenser's "Red Crosse Knight," Nietzsche's "Zarathustra," and
even Kafka's "K." are examples of metonymic substitution.

The key term in Fletcher's fifth characteristic of an
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allegorical image is "isolation." Visually, allegories will
"present bits and pieces of allegorical 'machinery,' scales
of justice, magic mirrors, crystal balls . . . These devices
are places on the picture plane without any clear location

WiED Fletcher distinguishes between three types of

in depth.
cosmic, iselated images: the first is the talisman, which is
a source of power or magic for the agent (Zarathustra's eagle
and serpent); the second is the insignia or banner (Red Crosse
Knight's red cross); and the third is astral symbolism ("It

,,19) .

is the stars, / The stars above us, govern our conditions
If the cosmic image is isolated from normal situations
and contexts, then it is essentially a non-mimetic mode of
expression, Jleading the reader to treat the work in an ab-
stract, interpretive manner which results in Fletcher's final
characteristic of cosmic imagery: the emergence of large-
scale double meanings. These large-scale, macrocosmic mean-
ings--conveyed through the cosmic image--are the moral,
ethical, and philosophical ideals that constitute the content
of allegorical literature, and they also provide the reader

with insight concerning the author's intention and purpose

in writing allegories.

The Intention of Allegory

Why write an allegory? Keeping in mind that allegory
is admittedly non-mimetic and Coleridge's judgment that

allegory is inferior to pure symbolism, why would an author
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choose this ambivalently received mode to express his art?
Fletcher argues that "The price of a lack of mimetic natural-

ness is what the allegorist . . . must pay in order to force

n20 If this is

his reader into an analytical frame of mind.
correct, then the purpose of the daemonic agent and the iso-
lated cosmic image is to cause an intellectual, interpretive
response in the reader, bringing us back to Coleridge's
"disjunction of the faculties." Coleridge declared allegory
inferior because he disliked this disjunction; to others, it
is one of the most appealing aspects of literature: it all
boils down to a matter of taste. Fletcher takes both points

of view into account in his final appraisal of the purpose

and intention of allegory:

In a word, I suspect they are the monuments to our
ideals. They do not mimetically show us the human
beings who need these ideals, but they examine the
philosophic, theological, or moral premises on
which we act, and then they confront us with the
perfection of certain ideals, the depravity of
others.?21
Since the author seeks to "force his reader into an

analytical frame of mind," then his pimary intention would

be, as Fletcher said, to "examine the philosophic, theological,

or moral premiscs on which we act," leaving the narrative

or plot level as secondary in intention. Even though the

best allegories can be appreciated solely for the ornamental

beauty of their narrative level, the primary intention of

the author is to present a system of ideals, which reveals
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itself 1in the use of the daemonic agent and the isolated cos-
mic image.

The allegorical agent and image act as catalysts, forcing
the reader into "an analytical frame of mind." The allegorist
will then "confront us with the perfection of certain ideals,
the depravity of others." Fletcher's statement clearly places
allegory in the category of epideictic rhetoric, which is
rhetoric in either praise or blame of something; therefore, we
can expand the scope of the intention of allegory to include
both the didactic and persuasive functions. If the primary
intention of allegory is to present a system of ideals and
values, then the author would naturally use a didactic tone.
Allegories are persuasive because they "raise questions of
value directiy, by asserting certain propositions as good

0= and the author intends for us to accept

and others as bad,
his system. These systems are traditionally dualistic in
essence, so the author uses the tensions between good and
evil, heaven and hell, health and sickness (among others) as
persuasive tools to convince us to embrace his particular
hierarchy of ideals and values.

Edwin Honig--in his excellent book on the genesis of
allegory, Dark Conceit-- captures the essence of the intention
of allegory when he states that the allegorist "attempts to
frame an ideal that defines an age's highest aspirations."23
The focus of this thesis is on the primary intention of alle-

gory, which is to express, through literary expertise, the

inherent value system of a given age. By studying the value




systems of a culture, we begin to discover the diverse and
manifold ways man seeks to explain the labyrinth to himself.
The next chapter compares two different and opposing value
systems—--the traditional "Christian" system and the modern
"Existential" system--by exploring the expressed ideals in

Spenser's The Faerie Queene and Nietzsche's Thus Spoke Zara-

thustra which give meaning to the aspirations of the people
and society they represent. Zarathustra's words set the

stage: "Through esteeming alone is there value: and with-
out esteeming, the nut of existence would be hollow."24

Through allegory, we can make a "pleasing analysis" of what

man esteems. Through allegory, we can feel the value-pulse

of culture.

17
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CHAPTER II
ALLEGORY AND VALUE IN
SPENSER AND NIETZSCHE
-- Once one sa4d God when one Looked upon
distant seas; but now 1 have taught you
to say: overman. God 44 a conjfecture,

but 1 desire that your confectures should
not reach beyond your creative wilf. --

Nietzsche's Zarathustra
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Allegory in "The Faerie Queene"

Edmund Spenser laid to rest any serious debate concern-
ing the allegorical nature of The Faerie Queene by explicitly
stating in his prefatory letter to Raleigh that the poem is
"a continued Allegory, or darke conceit.”" Still, it is im-
portant to analyze The Faerie Queene according to the defini-
tion of Chapter One to establish a solid foundation for com-
paring and contrasting the other allegories in this thesis.

Spenser also leaves no doubt that his primary intention
is to "examine the philosophic, theological, or moral premises
on which we act." 1In the same letter to Raleigh, Spenser
states:

The generall end therefore of all the booke is to
fasion a gentleman or noble person in vertuous

and gentle disipline: . . . perfected in the twelve
private morall vertues, as Aristotle hath devised,
the which is the purpose of these first twelve
bookes .25

This letter also indicates that Spenser's main charac-
ters are daemonic because they represent and are obsessed with
one idea. Spenser makes it clear that he means the Queene to
represent both glory and Elizabeth, that Arthur represents
magnificence (which is all twelve virtues combined), that
Redcrosse represents holiness, Guyon temperance, and Brito-
martis chastity. He also sets up daemonic foil characters

which represent the evil opposition of his heroes: Redcrosse

battles with Archimago and Duessa, Guyon with Mammon and
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Acrasia, and Britomartis with Argante and Ollyphant.

As pointed out in the previous chapter, when characters
are daemonic, they tend to be flat or two-dimensional, causing
them to appear as nearly static images--cosmic images. Spen-
ser's characters and images fit Fletcher's six-fold defini-
tion of cosmic imagery; the first four points are fulfilled
by the ability of the agents and images to function on the
two levels necessary for allegory.

Fletcher's fifth characteristic of the cosmic image is
that it is "isolated." Spenser uses the device of the talis-
man with most of his major agents: Redcrosse has his armour
and Guyon has his Palmer. The best example of the insignia
or banner as a cosmic image is the red cross of the Redcrosse
Knight; the magical power of his cross saves him more than
once in The Faerie Queene. Spenser also relies heavily on
astral symbolism, the third characteristic of an isolated
image, throughout his poem so that his characters can "read
aright / The course of heavenly cause."26

The sixth characteristic of a cosmic image, that it
"should be such that large-scale double meanings would emerge,"
leads back to the central distinction of all allegories: they
function on both the ideal and narrative level simultaneously,
and Spenser's poem easily fits this and all the other charac-
teristics of allegorical literature.

With the issue of the allegorical nature of The Faerie

Queene settled, we can now explore the expressed ideals of

the Christian value system in Spenser's poem.
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Spenser and the Christian Value System

As Edmund Spenser wrote The Faerie Queene, the sixteenth
century came to its close and the Christian value system
reached its apex. Spenser fused the essentially Christian
values of the renaissance and thec reformation together in
his allegorical masterpiece by combining the renaissance image
of the courtly gentleman with the reformation doctrines of
John Calvin. In doing this, he defined his "age's highest
aspirations." Spenser's value system in The Faerie Queene
revolves around three main axioms of Judeo/Christian thought:

1) There exists a God--omnipotent, providential,
teleological--who assigns an external, extrinsic
value to all things; an entity has value by virtue
of its relation to this deity and its chosen, pre-
destined course.

2) If value is determined by God, then actions
which adhere to God's design are GOOD; actions
which oppose this design are EVIL: dualism is

the essential nature of reality in the Christian
world view.

3, Man's course is then set for him: to choose
either good or evil, to say either yes or no.
Man's purpose, his meaning, is to live in the
present in a way which will insure his fate in

the future, which is the "other world," which is

of more value than the "present, apparent world.'
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There exists a God: this presupposition is the founda-
tion of all Judeo/Christian thought. All subsequent premises
of this system flow directly from it:

Well did Antiquitie a God thee deeme,
That over mortall minds hast so great might,
To order them as best to thee doth seeme,
And all their actions to direct aright;
The fatall purpose of divine foresight,
Thou doest effect in destined descents,
Through deepe impression of thy secret might,
Which the late world admyres for wonderous moniment .27
Spenser asserts that God possesses great and secret might
(omnipotence) through which he inspires and directs man to
high intents, consisting of doing God's will and God's will
alone. With this omnipotence, God designs his predetermined
plan for his creation, which is "The fatall purpose of divine
foresight." Since Spenser wrote within the Calvinistic frame-
work of predestination and determinism, it is natural that he
would portray God as the director and instigator of all men's
actions.

Since God is doing the planning, he necessarily assigns
value to all entities within his system "as best to thee doth
seeme." If value is assigned from a source outside and ex-
ternal to the entity--from outside the labyrinth--then it is
an extrinsic value system rather than an intrinsic system,
which is one of the main qualities of the existential value
system. In an intrinsic system an entity has value in and of

itself instead of receiving its value from outside of itself.

If value is assigned extrinsically, then entities within
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the sgystem, in the case "of The' Paerie-Oueene; de¥ive their
value by virtue of their relation to the value judgments of
the assigner, God. The renaissance Christianity of Spenser
illustrates how his culture perceived God's value judgments
in relation to themselves and the world around them. When
Arthur says "Full hard it is . . . to read aright / The course
of heavenly cause, or understand / The secret meaning of th'
eternal might / That rules mens ways, and rules the thoughts
of living wight,"ZSSpenser gives his quintessential evalua-
tion of man's situation in his culture: to read from the
heavens the value judgments of God that rule men's ways and,
then, adhere to them. His sole task is to accept or reject
the value judgments of God, not to choose his own values but
to say yes or no to the values chosen for him.

This tension between the yes and the no produces the
dualism of good and evil which is at the heart of Christi-
anity. With this neatly divided dualism, man's course is
clearly defined for him, so Spenser can send his Redcrosse
Knight forth:

Upon a great adventure he was bond,
That greatest Gloriana to him gave,
That greatest Glorious Queene of Faerie 1lond,
To win him worship, and her grave to have,
Which of all earthly things he most did crave;
And ever as he rode his heart did earne
To prove his puissance in battell brave
Upon his foe and his new force to learn;

Upon his foe, a Dragon horrible and stearne.

The dualism is now set: Gloriana represents the good, godly

way, and the Dragon represents the evil, satanic way. Based
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on this dualism of good and evil, an intricate hierarchy of
ethical values arises from the interplay of the opposing
forces: God and Satan, heaven and hell, heaven and earth,
law and lawlessness, spirit and flesh, soul and body, reason
and instinct, reason and passion, sobriety and excess.

The dualistic tension between heaven and hell acts as
a prod for the Christian value system because the hope of re-
ward in heaven and the fear of punishment in hell motivate
the actions of the adherents of Spenser's Christianity. The
fifth Bead-man in Spenser's House of Holinesse attends to

those on the verge of death, facing either heaven or hell:

For them most needeth comfort in the end,

When sin, and hell, and death do most dismay

The feeble soule departing hence away,

All is but 1los, that 1iving we bestow,

If not well ended at our dying day. 30

O man have mind of that last bitter throw, . . .
The implication of this statement is clear: man is to live
in the present so that on his dying day he will receive eter-
nal reward rather than eternal punishment. If the present is
sacrificed for the future, then the future must be of more
value than the present. Spenser's "saint," then, concentrates
his energy and value on getting out of this 1life for the same
reason Icarus concentrates his energy and value on getting
out of the labyrinth: they both value something beyond their
particular labyrinth more than the labyrinth itself. Again,
the value of an action in this system has extrinsic value

because its value is determined not by the action in itself

but by a future, external evaluation by God at the moment of
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death. Since this decision of God's is eternally binding, it
would be wise for man to sacrifice immediate, temporal con-
cerns for future, eternal concerns. The Christian hierarchy
of value stems from this tension between the here and the
hereafter; therefore, the goal in Spenser's value system is
to become what you will be, which, as we will soon see, is
the opposite of Nietzsche's goal to "become what you are!"31

If heaven is the ultimate goal in Spenser's Christi-
anity, then what type of ethics and values will his charac-
ters strive for and exhibit in their earthly life so they can
achieve this goal? The most important virtue would certainly
be obedience to the laws of God, and the Redcrosse Knight
realizes the importance of this when, in the House of Holinesse,
Fidelia "taught celestiall discipline, / And opened his dull

1132

eyes, that 1light mote in them shine. If a man sticks to

the "Narrow path" and avoids "the wandering wood, this
Errours den,“33he will enter heaven in glory.

Again, the spiritual realm is of more value than the
physical realm in Spenser's system, so another Christian
value would be to emphasize man's spirit over his fleshly
body. Not only does Christianity give priority to the spirit,
but it places the blame for most deviations from the "narrow
path" directly on the sinful nature of the body. When Red-
crosse goes to the House of Holinesse to be healed, "sad
Repentance" bathes "His bodie in salt water smarting sore, /

34

The filthy blots of sinne to wash away." To enter heaven,

Man must bridle the sinful desires of his body, controlling
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his immediate, earthly passions by the grace of God and the
use of his reason.

The powers or reason were of great importance to the
renaissance culture in which Spenser lived, and he asserts

throughout The Faerie Queene that reason is the means to over-

ride the desires of the sinful body: "Flesh may empaire,

. . but reason can repaire."35 Man's reason, according to
Spenser, will lead him away from excess and towards modera-
tion in all things earthly, an idea directly related to
Aristotle's golden mean. Spenser uses the whole of Book II
of his work and the allegorical agent of Sir Guyon to illus-
trate this value, which he calls temperance. Guyon's com-
panion is the Palmer, who represents the controlling power

of reason:

Then Guyon forward gan his voyage make,
With his blacke Palmer, that him guided still.
Still he him guided over cdale and hill,
And with his steedie staff did point his way:
His race with reason, and with words his will,
From foule intemperance he oft did stay,
And suffred not in wrath his hastie steps to stray.36

So the basic character of an adherent of Spenser's Christian
value system would be sober, grave, obedient, heavenly minded
and temperant; he would always disregard the instincts and
passion of his fleshly body to gain his spiritual goal of

eternal reward in the after 1life.

This Christian value system of Spenser's The Faerie

ueene was the dominant theological and sociological system
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throughout the renaissance and reformation, and it is still
one of the most influential ethical value systems today. But
an antithetical value system began to arise, fostered by the
new discoveries of science. Friedrich Nietzsche was one of
the first men to recognize this shift in values, and his

philosophical allegory Thus Spoke Zarathustra is his most

complete and influential formulation of the new "Existential"

value system.
Allegory in "Thus Spoke Zarathustra

Is Thus Spoke Zarathustra an allegory? Since Friedrich

Nietzsche is known primarily as a philosopher and since Zara-
thustra is clearly a narrative work, it easily falls within
Frye's statement that "We have allegory when the events of a

narrative obviously and continuously refer to another simul-

taneous structure of events or ideas, . . . Nietzsche's
primary intention was a revaluation of all values in light
of the death of God, and he used the narrative line in Zara-
thustra to convey this central concern.

The principal character in Nietzsche's allegory is, of
course, Zarathustra, and he is an excellent example of a
daemonic agent because he represents and is obsessed with a
single idea: "I have the overman at heart, that is my first
and only concern . . ."37 Nietzsche's choice of Zarathustra

as his central symbol was intentionally ironic: the original

Zarathustra, or Zoraster, was a Persian prophet in the sixth
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century B.C. whowas one of the first truly dualistic thinkers,
influencing both Greek and Christian thought. The irony of
Nietzsche's choice lies in the fact that his Zarathustra
sought to overthrow this dualistic thinking and replace it
with a monism revolving around the "will to power" and its
expression by the overman. Nietzsche also ironically sets
up his Zarathustra as a type of Christ with his many biblical
allusions, especially in "The Last Supper" section in part
four. The characters that surround Zarathustra at this sup-
per represent single aspects of Nietzsche's vision of the
nature of the overman, making them daemonic also: the leech
is the "conscientious in spirit," the ugliest man is the
murderer of God, etc.

Nietésche's agents and images also fit the description
of cosmic imagery because they function on both the narrative
and ideal level that is essential for allegory. The main
characteristic of the cosmic image--its "isolated nature'"--
is seen throughout Thus Spoke Zarathustra, with Nietzsche
providing his protagonist with two central talismans:

An eagle soared through the sky in wide circles,
and on him there hung a serpent, not like prey
but like a friend: for she kept herself wound
around his neck.

"These are my animals," said Zarathustra

and was happy in his heart. "The proudest animal
under the sun and the wisest animal under the
sun-- . . ."38

The eagle is a positive talisman, signifying Zarathustra's
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desire to soar above the values of his culture, but by
choosing the serpent as an insignia and talisman for his hero,
Nietzsche shows his opposition to the Judeo/Christian system
where the serpent is associated with Satan and evil. Nietz-
sche also reverses the use of astral symbolism: Spenser
wanted man to look to the stars and heavens for his "heavenly
cause" and value, but Zarathustra loves "those who do not first
seek behind the stars for a reason to go under and be a sacri-

."39 Instead, he uses the sun, which gives the

fice,
earth its life and energy, as his central astral symbol: "You
great star, what would your happiness be had you not those
for whom you shine?”40

Yes, Nietzsche's Thus Spoke Zarathustra clearly fits
the definition of allegory in Chapter One, but what type of

values does Nietzsche advocate through Zarathustra, and why

are they opposed to Spenser's Christian value system?

As Nietzsche wrote Thus Spoke Zarathustra, the ideas of
Darwin were just taking hold, and the Christian value system
was at low tide. Nietzsche, writing some twenty years after
the publication of The Origin of the Species, was one of the
first men, if not the first, to sense the full impact of
Darwin's theory on the theological, psychological, and socio-

logical values of his culture. Since Thus Spoke Zarathustra

is a herald of the decay of an "age's highest aspirations,"”
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Nietzsche's intent is to diagnose that decay and provide a
remedy: he must redefine and revaluate his "age's highest
aspirations."”
In 1883 Nietzsche wrote what serves as a preface to

Zarathustra; entitled "The Madman," this parable contains

the central axiom of Nietzsche's value system:

. +« . "Whither is God" he cried. "I shall tell
you. We have killed him -you and I. All of us
are his murderers. But how have we done this?

How were we able to drink up the sea? Who gave
us the sponge to wipe away the entire horizon?
What did we do when we unchained this earth from
its sun? . . . Do we not hear anything yet of the
noise of the gravediggers who are burying God? Do
we not smell anything yet of God's decomposition?
Gods too decompose. God is dead. God remains
dead. "4l
God is dead: with this proclamation, Nietzsche eliminates
the foundational premise of all Judeo/Christian thought,
chopping off the vital root of a value system such as Spen-
ser's. Just as Spenser takes God's existence as axiomatic,
so Nietzsche takes God's death as axiomatic. Neither writer
attempts to prove his position because neither writer is con-
cerned with metaphysics: they are both concerned with how
to live their lives in light of these axioms