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The vpurpose of this thesis is to consider Camus's use
of the death metaphor znd its probable meaning for him., He
aquated death with nihilism. Nihilism had infecved European
culture, and Camus Telt that the patient was in his death
throes and would die if zn antidote were not found soon and
vut to use. It was necessary to find a way out of this
cul-de~-sac of death.

Camus's works can be divided into three pericds; and the
works in each pericd form a cycle dealing with a certain

guestion which Camus had proposed tc himself. This thesis
evezmines the first two cycles. Camus s death left the third
cycle unfvnlﬁh 4.

The first cycle was called the cycle of Sisyphus and

contained The Stranger, Caligula, The Misundergtanding, and

The Myth of bisyphus. The two plays of this period, Caligula

s emiaa e o ot .

and The Misunderstanding, are analyzed in detail in order to

see how Camus felt about death and about the importance of
1ife. This first cycle asks the question, "Why live?" The
second cycle was the Promethean period and contained The

Plague, State of Siege, The Just Assassing, and The Rebel.

The two plays in this section are State of Siege and Tho

Just Assassins; they attempt to probe the guestion of murder--

was another person's life important?
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The overall analyvsis shows how Camus' world view. was
developed by his sensec of tragedy in our century. The deathn
metaphor was used by him to poritray his feeling of tragedy

vithin his society: a
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caused by widespresd scceptance
of nihilistic attitudes within his culture.

The death metaphor 1s invoked within the pattern cof
ninilism, thereby showing that acceptance of its principles
can only bring a death in life--a sterile existence and

A

destruction. Camus states in The Myth of Sisyphus that each

man, at some time, gains an awareness of the absurd, but the
5 2 O 3

vision of this abyss of "nothingness” should not lead to
cespalr. Men must search for a way beyond nihilism-~--nis
alienavion from the universe and man. Even if ne cannot
krow whether there ic or is not an afterlife, man should

not accept the principle that all is permitted. There must
be limits to a man's freedom. It is not nor can anything ever
be absolute; and a man must rebel against anyone or anything
that tries to negsate human love or respect for another's
beliefs or feelings. Man is destroyed by hate, lies, and
cowardice, and also when ne allows anyone to use him as an
obiect. Man creates his happiness by altruistic love,

'"'and a love for this world. Camus

humility, "poverty,'
accepts the Tact that there is no logic that will ever
explain the human condition. These themes are repeated in

mest of his works as he unfolds the meaning of tragedy in

his time. Camus' thought develons by accrstion--by wdding



layer upon layer to the meaning of his original vision of
life.

Camus' own evaluaticn of his thirteen~year search for
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truth in his time was that man must learn bto fac

reality of death and have this awareness give meaning to

" ibility for
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nis 1life. He must learn to take "the respon

n

his own life with &ll its weight of errors and greatness.”
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CHAPTER I
INTRODUCTION

The death theme is a central metaphor in most of Albert
Camus ' works. Rachel Bespaloff in an essay entitled "The
World of the Man Condemned to Death' contends that all of
Camus ' works search for an answer to the question, "What vaiue
abides In the eyes of the man condemned to death who refuses
3 L k) l
the consolation of the supernatural?"” Thomas Hanna states
that Bespaloff's essay is one of the most penetrating analyses
yet written on Albert Camus' thought. bul he does not agree
that Camus' works can be related to one question. Instead
Harina contends that each cycle is undergirded by Camus'
awarensss that

our century has been characterized by sickness

of spirit, nihilism, and the feeling

absurdity. . . . We shall not come to terms

with our times until we have analyzed and

understood these phenomena for what they are.
gnificance of death "until

Camus probes deeply into the =i

the personal dinmenzion gives way to the social dimension,

1 -
3achv- Bespeloff,

P
Death,” in Camus: A Col

: @l Esgavs, edited vy
Germaine Brde (Bnglewood

sey, 1l9062), p. 92.

Thomas Harma, The Thouzht and Art of Albert Camus
(Chicago, 1958, p. 21,



wherein the significance of death becomes the guiding prin-
ciple for a social and political philosophy."
It is readily apparent upon a perusal of most of the

critical evaluations of Camus' works that the death metaphor
is at the core of his art, even though the critic may not
discuss its possible meaning or significance within the
pattern éf Camus' thought. For eiample Beynon John states
simply that "His thought / Camus'/ is centered on death."&
And Justin O'Brien briefly comments that Camus "throughout
his work . . . constantly returned to the contemplation of

. / - -
" Germaine Brée describes

]
-

death; he was a death-haunted man
Camus as 'preoccupied with death."6 She elaborates that he

is in a sense the "man-sentenced~to—death”;7 and at the root
of his writings in his early period was "an emotional and
intellectual confrontation with the finality and inevitability
of death."  Robert de Luppé in his essay on the development

of Albert Camus' ideas sumnerily explains the death theme's

pervading presence; "All real experience brings one face 1o

*Ibid., p. 6.
4

S. Beynon John, "Albert Camus: A British View," in
giggn. A Collection :i Critical Lzesays, edited by Germaine
Prde {Englewood Cliffs, New dersey, 19562), p. 9i.

Justin O0'Brien, "Albert Comms: Militant,"” in Camuss A
ilection of Oritical Fssays, p. 20. o

o}

ermaine Brée, Albert Cemus (New York, 1964), p. 21,

"Toid. 8rpia.



face with death: this is the basic consideration in Camus'

9

work."

The basic experience which turned Camus' thoughts
constantly to death was his contracting of tuberculosis at
the age of seveniteen. He was aware of imminent death:

Death was faithful at my bedside: 10
I used to gev up with it every morning.

In regard to this probable controlling influence of disease
upon the author's writings, Philip Thody comments in an

explanatory footnote about an entry in Camus' Notebocks:

This entry . . . supports the views of

those critics who see Camus's early work as

strongly marked by his reaction to tuber-

culosis. He first fell ill in 1930, and

never seems to have been completely cured,

since he had relapses in 19306, 1942, 1949,

The tone here 1is almost that of a man

seeking some consolation for a fate which 11

he knows 1s inevitable and which he detests.

Germaine Brée reiterates that "it was Camus's illness that
seemed to have awakened his mind to questions he might other-

12
wise have ignored." And Camus, himself, revealingly

9

Robert de Luppé, Albvert Camus, translated by John
Cumming and J. Hargreaves (New York, 1968), p. 88.

10
Alvert Camus, The Fall, transiated by Justin O0'Brien

(New York, 1956), p. 91.

llAlbert Camus, Notebooks l935~l9@25 translated by
Philip Thody (¥ew York, 1965), p. 17.

12

4 - \
Bree, Alvert Cemus, p. 10.




testifies "for any artist . . . there is a single source of
inspiration."

Brée, alsa, emphasizes the fact that it was Camus'
confrontation with disease and impending death which led him
to "his discovery of his need to write and his decision
to become a w:m'ft:enr'.”:LA}'L This important decision occurred in
1936, following a second virulent attack of tuberculosis. The
recurrence of the disease permanently interrupted his doctoral
studies at the University of Algiers. All his hopes for
career as a professor of philcsophy were smashed. This second
admissicon to a state sanitarium was almost terminated in

death.l5 It Is this near-death experience which is reflected

in his writings; as a youth, he feared death, and he had a

}..—h

passionate desire to live. In order to live and to remain

sane, he found that he needed to externalize his phantom of

-

death. This could be accomplished by exposing it in the lignt

=

of his art. This need for exorcism forms the bhase of all hi

u:

art. Camus refused to accept passively his fale of death,

because he explains:

P

I love life--that's ny real weakness.
I love it so much that I am incapable
of imagining what is not life.t

.

Camus' need to find a reason for life is apparent:

» s - b 1
13gernaine Brée, Camus, rev. ed. {(New York, 1964), p. 60.

14

Ibid., p. 23.
1 ) o £4
Sﬂaﬁﬁﬁ} The Thousht and Art of Albert Camus, p. xiii.

164 1 nl = by
Camus, The Fall, p. 70O,



His Notebooks in these earlj vears reveal
his intense concern with ethical values,
his need to establish a passionately
Joved life on intellectual foundations
that seemed valid to him. Camus was
never to abandon this search. It wac

the strongest driving force behlnd is
work, and it made a writer of him. 7

Camus copied into his Notebocks an image which richly

describes why he constantly placed the death metaphor in the

center of his basic writings:

The last of the Carraras, a prisoner in
a Padua emptied by the plague and besieged by
the Venetians, strode through all the rooms
of his palace shouting at the top of his voice:
He was galling on the devil and asking him for
death.

Philip Thody includes Camus' explanation of this imagery in
"The Myth of Sisyphus, p. 90, as a means of surmounting death.”
Another important passage found in the Notebooks illuminates

why Camus believed his research on death in his art weuld

him to surmount physical death; he underlined the quotaticn
from Tolstoy to stress its importance:

The existence of death compels us either to
give up life of our owrn free will, or to
change our life in such a way as to give it

& meaning that cannot oe taken from it by
death.<0

In other words, Camus created his works in order to make life

meaningful for himself,

19

17 -
(Brée, Camus, pp. 26-27.
18
Camus, Notebooks 1935-1942, p. 183. P pia.

)

0
Ibid., p. 203.



In The Myth of Sisypnus’ Camus candidly discusses and

explains his method and reasons for writing. It would seem
after reading his confessions in this essay that his ability
to write had saved him from suicide. Moreover, the. essay
shows that his need to be understood and accepted by cther
humans was almost cobsessional. His fear of death forms the
web from which this thought constantly struzgles to escape.
His art allowed him to look at himself in a mirror of his
refracted experiences. This projected image gave him the
comforting illusion of being able to escape his fate; for in
this way, he could push the experience from a specific adventure
into the imperscnal universal. Camus always remained ironically
honest with himself; he fully acknowledged to the world that
his art was a form of therapy—-—an absolution, washing him
free of his nihilism. His art kept him from despair:

It / the work of art 7/ does not offer an escape

for the intellectual ailment. Rather, it is

one of the symptoms of that ailment which reflects

it throughout a man's whole thought. But for the

first time it makes the mind get outside of

itself and places it in oppositions to others,

not for it to get lost but to show it cleag}y

the blind path that all have entered upon.<*
He emphasized that "the idea of an art detached from its
. . . 1122
creator is not only outmoded; it is false. To him art was

a sacred commitment which might give him a world of hope and

meaning.

wes and Other Essays,
translated by Justin 0'Brien (New York, 1955), p. T71L.

227p14.

21
Albert Camus, The Myth of Sisyphus an
=



The difficulty arose when he attempted to objectify his
experiences. He admits that "the artist commits himself and

becomes himself in his work. That osmosis raises the most

23

important of aesthetic problems." But "to create is . . .

to give a shape to one's f‘za.te."g4 For art, he explains,
"gives a shape to hope . . . . It /1life 7 is not the tragic
gane it was to be. It /art / gives meaning to the asuthor's
.’Life.,"25 His art was a revolt against acceptance of his
human condition:

It is also the staggering evidence of man's

sole dignity: the dogged revolt against his
condition, perseverance in an effort considered
sterile. .. . . But perhaps the great work of

art has less importance in itself than in the
ordeal 1t demands of a man and the opportunity

it provides him of overcoming his phantoms and 25
approaching a 1ittle closer to his naked reality.

He desperately wanted

to know whether, accepting a 1life without
appeal, one can also agree to work and
create without appeal and what is the way
leading to these liberties. I want to
liverate my universe of its phantoms and
to people it solely with flesh-and-blged
truths whose presence I cannot deny.

Camus assumes that when there is nc God or knowable meaning,
man must create myths in ovder to establizh an order of

meaning. For writing "is Tirst of all the individual

_ ol -
#31pid., p. 72. “*Tpid., p. 86.

3
29Tnid., p. 85.

251bid., p. 100.

#l1osa., p. 75.

-
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adventure of a soul in quesi of 1te grace. His individual
adventure was his Journey from the void of nothingness, from
nihilism. Dealth had, at first, Jeft him

nothing on which to hang a mytholozy, a

Iiteraturb, an ethic, nr a religion, but

stones, flesh, stars2 and those truths

the hands can touch.

scuch,” he procesded,

D

And from these things that "the hands can t
in effect, to create mythe in order to find an ethical basis
for his be;iefs

Therefore, he questioned whether there was a meaning to

- -

his experiences by creating a fictional world where he could

r\

)

view I1ife with sharper understandi hg, 7 Tor he believad that

{L
as)
mn

awareness of the real world was keenest in a created world of
31
art. To ereate a fictional world was the fulfiiliment of a

nead to clothe an abstract thought in "its props of flesh."
v 3 O P 11ty nic otnerwicge 1t W Is!

Art also gave a unity to reality which otherwi it woul

lack. For him, creative expression began whnere thought

could not explain clearly,”

s Ayt allowed Camus "to examnine,
135
h,?

to enlarge, and envic nis experiences vicariously. It
Fey o * 3 b i 6 ]
was "living aoumly.“3 In his works he sketched ths landscans

.EEEE-: p. 9h. 9Tb1a., p. 112
Ibid., p. 76.  OIbid., p. 7h.

jjﬁlbert Camus, The Rebel, translated by Anthony Bower
(New York, 1950), D, 253.

.

34 . . 1 ) Ay i
T Camus, The Myth of Sisyphusz and Other Eesays, p. 73.
35

Joid., p. 70.
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of an absurd37 confrontation with reality. For Camus, art

39

existed only because tiie world was not clear; art was the

nostalgic search for meaning which was incapable of being
Lo
known except through symbvols. He multiplied his experiences

by creating a succession of works which were "but a series of

approximations of the same thought.”ul Each of his works was

a piece cut out of the author's experience in which he

reconstructed the world to his plem:)'L2

an imaginary world . . . which is created by the
rectification of the actual world--a world where
suffering can, if it wishes, continue until death,
where passions are never distracted, where people
are prey to obsessions and always present to one
ancther., Man 1is finally able to give himself the
a]lev1at3ng form and limits which he pursues in vain
in his own 1ife. . . . In this way it compeﬁeu with
creation and, provisionally, conquers death.

His fiction was "a facet of the diamond in which the

Lk

inner luster is epitomized without being limited." For
him literature was an aid in finding a middle path; for only
e

i
the middle road led "to the faces of men." - He believed

that he could recognize his course by examining "the paths

.

DT"The 'absurd' was used in a wide variety of con
to designate the incomprehensible, the unpredictable,
purpobbleoo, incongruous, 'impossible! aspecis of :ife.
Brée, Albert Camus, p. 23.

38Camus, The Myth of Sisyphus and Other Essays, n. 84,
o A I

39;§;g,, p. 73. * Ibid., p. 70. 31n[g,, p. &84,

A?;ggg., p. 72. MJCamus, The Rebel, p. 26M4.

bl

5

Camus, The Myvh of Sisyphus and Ot ey Essays, p. 73.

45Ib1d.
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L16
that stray from it,"  and that "art can never be so well

nlt?

served as by a negative thought. After he described and
examined his experience in the closed universe of his novels
and plays, Camus presented in an essay the approximations of
truth which he had uncovered in his research.

From the preceding review of Camus' feelings about
artistic creation, the ambiticus scheme upon whicnh the young
writer was to embarkx can be readily undersiocd. Apparently,
around 1937, he outlined the course of his lifels works and
did not vary greatly from the original plan. His project was
an investigation into the metaphysical meanings of man which

would result in finding an ethical basils

)
O

r 1ife. It was of
-utmost importance to him to search for a valid knowledge éf
man. Fate would not cheat him of his vocation, for through
art he could still be a metavhysician. The evidence ol tThis

48

outline can be found in his Notebooks, interviews, and
essays. His other works cutside of this outline lie marginal
to its major themes.

He divided his research into three stages

.
}-

r .,
[¢4
i
!_J.
o)
62}
[

stage was an Investigation of man's relationship to the

u6 | L7

Ibid., pp. 83-84. (;g;g*, p. &k,
L8

Camus, Notebooks, pp. 182, 189.

bg. .
7711 of the following duﬁ&j75 aboul the cycle develounent
in Camus' works are taken from Dfec Albert Camus, pp. 11-12.
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universe, or as Camus simply stated, "Why live?" The second
was a search into the background of social living, or as he
summarized, "How live?" The third phase was to have been an
investigation for an ethical basgis for man; but this last
effort was interrupted by his death. The research of each
stage or cycle was to be subdivided intoc three parts,
consisting of a novel, a play, and an essay. To each of the
first two cycles an extra play was added., In the third cycle
he completed only two first drafts, one for a novel, The
First Man, and the other for a play, Don Juan.

When he was guestioned about the relationship of his
essays to his novels, Camus explained the formation of his
cycles:

I write on different levels precisely to

avoid mixing genres. So I wrote plays in

the language of action, essays in & rational

form, novels about the heart's cbscurity.

True these different kinds of books say the

same thing. But, after gll, they were written

by the same author and together, they form a

single work. oY
His novel was & detailing of the sense experience which had
given the awareness of the metaphysical problem. Canus
called his novels récits, indicating that the contents were
& narration of an event., The narrvalicr releates o certain
experience which has caused a great change in his 1ife; the
results of this ewperisnce or the reason behind the experience

is never clearly comprehended by the narrator, for he is




entrapped within the wen of his own story, and he is unable
to bring the tale to a definite conclusion. Death, which
could give the recitation an ending and a possible knowable
meaning, is never reached. These stories without an end will

remain forever ambiguous. Withou® Death, there are no fixed

D

relationships of facts. Tn Tne Stranger "Camus leaves

Meursault on the threshold of a new awareness and & new

o
oy

(@8]
Y
=
Q..
Y
]
51;
ot
vy

assion, suspended between 1if
3

e
O
"]
©
3

Rieux is lef{ on the streets o
of the plague's retreat: he krows that the plague never dies,
and that one day "it would raice up its rats again and send

[l
- [ . .
them to die in a happy city."”® And in The Fall Clamence is

last seen in his "

cell of littie ease,” "on the brink of =
leap he will never lake.
His novels present the symphtoms of an aiimsnt from which
a probable diagnczis can be mode, but they do not make that
diagnosis themselves. In contrast to the world in his novels,
Camus'! plays present a world that is roundad and completed by
the death of the hero., The symptoms are noted in detall, and

a diagnosis 1s given. His plays form a laboratory from which

he regearched his factls for the essays. Camus uses

-

Ihid., p. 19.

)
£%
ot
[8%3
e
ot
o
0
et

2 , - .
5 Albvert Camus, The Plague, translated by Stua
(New Yorx, 1943), p. 270.

53

4 A
Brée, Albert Camus, p. 42.
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the theatre to carry out his experiments; . . .
he allows the absurd loglc to teake its way,
observe the resulis . . . and then loocks for the
fault: the tragic flaw. Calimula is a reseaxrch
lavoratory for the theoretician of The Rebel.

Canmus chooses the drama as his labvoratory, for tragedy has
set rules and purpose--a fixed universe. "The drama's whole
effort 1s to show the logical system which, from deduction

n25

to deductlon, will crown the hero's misfortune. Within

the world of the drama hz could test and experiment with the
problem and bring it to a conciusion, thereby gaining an
understanding and a possible solution to the guestion proposed.
The esgsay that concludes each of the cycles is a
discussion cf the artist's conclusions, which he had gained
from his experiments. He compares his results with his own
rersonal feelings and expounds upon the revelance of his

ccnelusions.

. s . .
Trne first cycle ccatains a reclt, The Stranger; a play,

Caligula: an essay, The Mytn ol Sisyphus; and an added play,

*

The Misunderstanding. He "grouped them together under a

C . 56
single label--Sisyphus: Cycle of the Absurd.” He uses

,‘

Sisyphus as a symbol for the Tirst series because "Sisyphus

iy

. 57
ad put Death in chains." Also, Sisyphmus rejects the god's

[,

54
55 " f £ N2 . -

Camus, The Myth of Sisyphus and Other Essays, p. 95.
6

T~

de Luppé, Albert Camus, p. 79.

\

Brée, Alpbert Camus, pp. 11-12.

U‘!

Camus, The Myth of Sisyphus and Gther Essays

o

p. 88.
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demand for him to return to darkness because he loved this
world toc well. It was necessary for the god to snatch him
from his Jjoys and to take him forcibly to the underworld and

: : 58 e . :
to his punishment. "Sisyphus is the absurd hero" because
of "his scorn of the guds, his hatred of death, and his
1959
passion for life. The first series was then a question of
metaphysical revolt; it is a "'man's protest against his own
condition as well as all creation; 1t is metaphysicali because
. s e - . w60
its protest concerns the uitimate ends of man and of creation.

In the essay of this {irst cycle, The Myth of Sisyphus,
Cemus states his thesis Ffor the series: "that the meaning of

1

1ife is the most urgent of gquestions.” This first cycle
attempts to resolve the problem of suicide:

The answer . . . is this: even if one

does not believe in Ged, suicide is not

legitimate. . . . Even within the limits

of nihilism it is poseible to fing the

means to proceed beyond niniliism.

The

~

1]

b
[42]

econd eyecle contains o récit, The Plague; two plays,

The Just Assassing and Stave of |

P P e i o s

§te
@
Q

|iD

e

and an essay, The Rebel.

- meeso

tea

o

"He grouped them under & single label--'Prometheus: Cycle of
' 103 ‘ . . L .
Revolt. Prometheus is the symbol for this series, for he

rebelled against Zeus beczuse ¢f his love for mankind.

53bid., ». 89. 291pi4.

60
° Hanna, The Art and Thought of Albert Camus, p. 105.

1 . o e
Camus, The Myth of Sisyphus and Other Essays, p. 4.

s 63_ 4 :
foid., p. v. “Breée, Albert Camus, p. 12.




As in the time of Prometheus . . . /men 7

entertain blind hopes / a faith in God and

eternity¥7. They need to be shog& the way

and cannot do without preaching.
This gospel of God's death becomes the prime mission of
Prometheus. In God's place he will enthrone the tyranny of
man. "In absurd terms . . . revolt against men is also
directed against God: great revolutions are always mnmeta-

. “65 s ~ - . .
physical. And "if he /[ Cod / does not exist, everything

66
depends on us.' Unfortunately, "with God dead, there
67

remains only history and power." The world of history is
the story cf rebellicn and tyranny. The nihilism resulting
from God's death has infected western culture for the last
century, and this same nihilism has spawned a destructive
series cf revolutions and crushing despotisms. Camus felt
that if this nihilism remained predominant in Furope, its
negative philosophy would destroy western civilization.
The negative element within the historical spirit is its
irability to furnish any limits:

The historical spirit and the artist both want

to remake the world. But the artist . . . knows

his iimits, which the historical spirit fails to

recognize. This is why the latter's aim is 8
tyranny whereas the former's passion is freedom.

MCamus, The Myth of Sisyphus and Other Essays, p. 80.

5ibid., p. oh. 6 1bid., p. 8.

N e s

"Ipia., p. 136. %8 1p1d., p. 137.
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Without a positive moral system enforced by a beliel in
code, one falls into the hell of the rule of master and slave:

Since nothing is either true or false, good or

bad, our guilding principle will be . . . the

strongest. Then the world will no longer be

divided into the just and the unjust, but into

masters and slaves. Thus whichever way we turn,

in our abyss of negation andégihilism, murder

has 1ts privileged position.

With the nightmarish experience of Hitler's humiliating
oppression in the background, Camus had full awareness of the
need to expose and exorcise the pnantoms of nihilism still

existing within his culture. As Doctor Rieux in The Plague

states, one must be able to recognize the disease for what it
~is before a cure can bve found.7o Therefore, the gquestion
proposed in the second cycle was to describe the disease of
nihilism in order to know how to prepare an antidote--a
renaissance of ethical beliefs. "The important thing, there-
fore, is not, as yet, to go to the root of things, but, the
world being what it is, to know how to live in‘it,"Yl Camus'
conclusions in The Rebel, published in 1951, were that Europe
was in the midst of changing values which had caused a
century of bloodshed and imprisonment for man. The third

cycle, labeled "Nemesis: Goddess of Limits,"

would have been
an attempt to establish a positive moral view within a world

that contained no promise of a future utopla or a heaven.

*Scamus, The Rebel, p. 5. 7OCamus, The Plague, p. 278.
71

Camus, The Rebel, p. 4.
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The purpose of this theegig 1g to considef Camus' use of
the death®metaphor and its prcbable meaning for him. He
equated death with nihilism; nihilism had infected European
culture, and Camus felt that the patient was in his death
throes and would die if an antidote were not found soon and
put to use. It was necessary to find a way ocut of this

cul-de-sac of death. This study attempts to clarify Camus'

world view or Weltanschauung. It 1s concerned with the first

two cycles and analyzes in detall the four plays. The over-
all analysis shows how Camus' worlid view was developed by
his sense of tragedy in our century, and that he used the

[§!

Q

of tragedy within his

foe

death metaphor to portray his feel

n

society: a tragedy of nihllism.

This thesis is limifed mainly to a close textual analyéis
¢f primary sources. However, for interpretation, the thesis
relies heavily on three kay secondary sources: Germalilne Bree,

Camusg; Thomas Hanna, The Thcougnt and Art of Albert Camus; and

Rachel Becpaloff's essay, 'The %orld of the Man Condemned to

Death."



CHAPTER TZI

CALIGULA

In Europe for the last century a trend of thought which
begins with the awareness "of an impossibility of finding a
rational Jjustification for any system of moral values"l has
developed into an intellectual crisis equaled only at times
of a great historical transition such as the breakdown of
the Roman Empire. This crisis is characterized by the wide
acceptance of nihilism. In his first cycle Camus reveals an
intense concern to establish a reason for a love of life, on
a solid intellectual foundation, that would seem valid to
him. He rejects nihilism because he can not passively accept
his illness and death. Why live? This guestion was to
become "the strongest driving force behind his works."

Camus notes at the begimnning of The Myth of Sisyphus
that "the pages that follow deal with an absurd sensitivity

n3

that can be found widespread in the age. The essay was an

investigation of existential philosophies which contained

1Gemﬂaine Brée, Camus, rev. ed. {(New York, 1964), p. 26.
®Ivid., pp. 26-27.

BAlbert Camus, The Myth cf Sisyphus and Other Essays,
translated by Justin O'Brien (New York, 1955), p. 2.
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certain negative aintitudes that, if developed fully and
accepted, would lead to negating life. Camus' answer wWas a
refutation. Even thcough he could not give any defin

regsons to support his belief that their negative attitudes

were wrong, he could not accept the idea that 1life had no

M-&

im 2z continued his search:

‘J %

orianca, i

*u

There is but one truly serious vhilosophical
problem, and that is suicide. Judging whether
1ife is or is not worth living amounts to answering
the fundamental guestion of philosophy. . . .
These are the facts the heart can feel; yet they
call for cmreful tudy cefore they become clear
to the intellect.

The search tc refute the prevalent ideas contained in certain

existentialist philosophies begins with The Strangzer. In The

Stranger Meursaull is sentenced to death, not for his murder
of an Arab, tut for his indifference fo life -- for his not
showing any apparent concern for his mother's death nor any
2ep feeling for anyone. He has drifted through iife feeling
only the pleasure of the moment. It 1s only after he has been

sentenced to death that h2 geins an awareness of the importance

ts answer

o

of and the necessity for his life. The heart gives
when e is confronted by the priest in his prison cell.
Meursault for the first time in the novel shows strong emotiong
he becomes very angry. The priest offers tc him the consolation

of an afterlife in place of this one which he is so soon to lose.

Ibid., p. 3.
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But all Meursault wants is this i1ife on ecarth--to feel this
sun and wind, to feel these stones and this water, and to
feel these passicns of love and of joy; no promise of any-~
thing unknown will satisfy or console him for tne loss
of this 1life,which is all that he i1s capable of grasping.
Even though there is no understandable meaning to death or
life, the heart knows that life is worth clinging to with a
passionate tenacity; for this life is the only tangible thing.
Mesursault rejects the priest and all that he represents. He
turns instead to the consolaticon of nature and to his memorie
of past happiness.

The indifference of a world devoid of God, where nothing
has any importance or value, leaveg C[or Meursault only the
feeling of the need to 1lve with all of his senses atiuned to
the beauty of living. But Camus was bothered by Meursault's
acceptance that to klll or not to kill the Arab was equally
logical. Meursault apparently fell from innocence intc guilt
through an indifference to the value of life, as he comments
t0 himself iIn hig cell:

. Yes, this was the evening heour when--how

long ago it seemed!~-~T always fellt so well

content with 1ife. Then, what awaited me was

& night of easy, dreamless sleep. This was

the same hour, but with a dirference; I was

returning to a cell, and what awaited me was

a night haunted by LOTPOOQ ngs of the coming

day. And so I learned that familiar paths

traced in the dusk of summer evenings may lead as 5
well to prisons as to innoccent, untroubled sleep.

SA“berL Camdg, The Stranger, transiated by Stuart Gilbert:
(¥ew York, 1246), ». 123,
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This same thought of "ramiliar paths" leading into a

&

wrong choice in lifle becomes the background of Caligula.

When faced with death, Caligula, like Meursault, chooses the

6

wrong path which leads him tc a "superior / form of /suicide."

According to Camus, a superior form of sulcide exists when one
of his characters dies for an idea. Caligula strays from the
right path; he is an absurd man who "catches sight of a
burning and frigid, transparent and limited universe in which
nothing 1s possible but everything is given, beyond which all
is collapse and nothingness.”7

When Caligula opens, Caligula has come face to face with
the absurdity of the world. Caligula's sister Drusilla has
died, and Caligula is filled with horror and fear. He is
faced with the awareness that life has no meaning; as he
leaves the palace, all he can repeat is ”Nothing."8 But
vefore Drusilla's death, Caligula had believed in a knowable,
ratlonal universe. He was artistic and well educated. He
tried te do good and to be just. He believed that the only
mistake a man could make in life was to cause others to suffer.

He was an idealist and was a misfit because of his idealism.

And now, "Nothing."

Camus, The Myth of Sisyphus and Other Essays, p. 78.

T1via., p. bb.
81-‘

Albert Camus, Caligula and Three Other Plays, translated
by Stuart Gilbert (New York, 1958), p. 8.
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Caligula wanders for three davz in a private hell with
his vision of '"nothing." During these three days when
Caligula faces the absurdity of wman, he finds the worid
intolerable. His anguish separates him from the werld. He
cannct stand his aloneness, but he gtill is an idealist.
He has found truth, and ne wants others to know and to
understand it: "Men die; and they are not happy."g Since
he possesses The power and since he bhelieves that he knows
the basic truth, he will give the people the awareness of
this truth. He will clear away their self-deceptions and
lies and he will expcse thelr naked selves in order that each
may know the ncthingness of life. Caesonia unknowingly points
out the flaw in Caligula's plan: "And Caligula, of course,
sees ﬁothing but his own idea."C

Caligula's first mistake is to think that he can give a
logical reason to the universe. "The only way to give
meaning to anything is to foilow every idea to the end at
all costs.”ll Caligula wants the moon because it is
symbelic of the impossiple. 1f he can make the impossible
.possible, tnen his world will once again have meaning and
this taste of nothingness will bz gcne. He will have

confronted the irrational ard will have derived from it

happiness and a ccherent unity with meaning in a knowable

9Camus, Caligula and Three Other Plays, p. 8.

10
Ibid., ». 10. ll;g_’i_a,j;gn, p. 8.
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universe. "And when all fs leveled oul, when the impossible
has come to earth and the moon 1s in my hands--then, perhaps,
T shall be transfigured and the world renewed; then men will
die no more and at last be happy.”le
The only way to give a reasonable meaning to the universe
ig through vower, his power as emperor. He will impose his
will upon man and will recreate another worlid. Caligula turns
his back on friendship, love, mcrality, religion, and art; and
he decides to put an ena to memrories. Instead he will
exploit the impossible. From now on the only existence is
his own; the rest of the universe he rwust £ill with his own
reason. His revolt takes the form of evil; as he looks in
the mirror, it is filled with a grotesgue, distorted vision .

of h

j=do

mself. As the curtalin fails on the first act, Caligula
has decided +to be free and to live passionately in a
succession of present morments. In the mirrer he realizes
that he wants to become nct himselfl but an actor, for an
actor recreates varying images of 1life, Acting a2 role,
like looking in the mirror, gzives a comforting illusion of
self; also, it is a means of self-evasicn. Caligula acts a
part in the rest of the play; he hopes to elude reality by
playing multiple roles.

In the second act Caligula carries out his program to

instruct the populace in the truth, For three years he has

21p1a., p. 17.
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preached his gospel, but all his acts of violence only
increase the size of the originel wound within his soul.
His loneliness is filled with torment. The only fact that
becomes apparent to Caligulsa is that he cannot change this
world of sheep; he 1s filled overflowingly with scorn for
humanity.

In the third act Caligula has dropped the role of
teacher and has decided to become a god in this godless
universe:

There's no understanding fate; therefore

I choose te play the part of fate. I wear the

foolish, unintelligible face of a professional god.
Any man can play lead in the divine comedy
beccme_ g
heart.13

od. All he needs to do is to hardeiﬂgis
If men will not learn his truth then, perhaps, through

adoration of his godliness, they will reccgnize the absurdity
and meaningless of the universe. He plays his absurd

part to perfection and almost loses himself in his role. But
faced with Cherea's plot to assassinate him, Caligula once

again faces the mirror and sees Caligula the man. He recognizes
his mistakes and his eternal guilt in taking the lives of others.
In this recegnition scene Caligula has the choice of averting
his death and taking the right freedom. He has recognized his

"fatal flaw," but he refuses %o change:

l3Ibid., pp. Lh-ys5,
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Logic, . . . follow where logic leads.

Power to the uttermost: willfulness without end.
Ah, I'm the only man on earth to know the
secret--that power can never be complete without
a total self-surrender o the dark impulse of
one's destiny. No, there's no reﬁurniu I must
go on and on, until the consummation.

This speech 1s the turning point of the play. Caligula's

o}
Ly
4]
Y]
]

]
1

declision that power 1s everytaing 13 his fate and leads
to his inevitable death.

In the action rising to his death, Caligula's conver-
3

[97]

ation with Cherea shows him the right road to freedom, but
Caligula still refuses to change; for he no longer is a
creator of an ideal world, but a destroyer. Cherea says:
Were logic everything, I'4 kill or fornicate. . . .
But I consider that these passing fancies have no
great importance. If everyone set to gratifying
them, the world would be impossible to livi in,
and happiness, too, would go by the board. 5
Scipio, the poet, also chastizes Caligula; "one may deny
something without feeling called upon to besmirch it, or i
C s . s s s, ulD
deprive others of the right of beiieving in it." He warns ﬁ
i
Caligula: "Hatred does not compensate for hatred. Power is

no solution. Personally I know only one way of countering

the hostility of the world we live in."l? Caligula asks what
is Scipio's answer to life; Scipio replies ”Poverty.“la To
Y1via., pp. #9-50. B1vig., p. 52.
1
1pid., pp. 42-43. T1pid., p. 43.
18

Ivid., p. 44,



Scipio this symbol of poverty means ridding oneself of all

the trappings of civilization which have sstranged man from

erie

his universe and made him an alien in his own worid. Poverty
wipes away all the entangling things that keep a man from
seeing and knowing well the sun, wind, sea, and stars. Man
must learu to love his world again and not to destroy it with
his hatred arising from his feeling of alienation from it.
Death for Scipio is only sleep bhefore the renewal of life.

Caligula aprarently realizes that Cherea and Scipio are
right and that he has been wrong to create his lonely vision
of a dead world. A1l is not permitted, and he cannot play
the part of a god on earth; for no matter what he does, he
cannot attain the impossible--freedom from death. Thereforg
Caligula burns the evidence of the assassinaticn plot; he
chooses "a superior form of suicide' and he allows Cherea to
return to the plotters, thereby allowing the plan for his
death to pe fulfilled.

:

In

ot

he fourth act Caligula makes another re-evaluation
of his truth. He realizes that he is at home only in the

company of his dead. UWo living person is near him; he has

completely isolated himself from mankind. Caesonia is the
only witness, and with her death he frces himself from the
living. After killing Caesonia, he again Taces the Caligula
in the mirrcr, and he sees that in the last role as a

destroyer of 1life he has destroyed himself; he breaks the



mirror. Even though the asgassins kill him, Caligula knows
that it is he who is the real murderer. The play cnds with
Czsligula's death as a form of community sacrifice. And
Caligula shoutz, "I'm still alive.”lg
In his plays, Camus highlights the need for a positive
set of values in a world devoid of meaning. Caligula displays
the extreme destruction that will accompany the acceptance
of a negatiﬁe set of values carried to the very end. Caligula
in his wild urge for life, and more life, to the uttermost,
uses up everthing. Yet he wants desperately to regain his
"nostalgia for unity";go this desire for a knowable unity is
~an "appetite for the absolute.”gl Caligula, in order to
understand the world, has to reduce it to human terms by
"stamping it with his own seal."o2 Camus believed that any-
thing was absurd only if it were unknowable; and the only way
to rid oneself of the absurdity was either through hope~-that
eaps into failth--or through death. Caligula, unable to find
any cther way to scale the absurd walls in which he has
imprisoned himself, chooses death. He recognizes at the end

the tragic error he has committed: he has rebelled against

fate by denying his bond to mankind; he has destroyed the

l9Camus, Caligula and Three Other Plays, p. 74.
20

Camus, The Myth of Sisyphus and Other Essays, p. 13.

?lrpia., p. 38. 221514, , p. 13.
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lives of others. Caligula accepts death because he understands

"that no one can save himself all alone and that one cannot be

23

free at tha expense of others.”
All of Camus' heross in his plays, in a way, commit this
superior” suicide; knowingly they choose death. They die

for an idea, but it 1s an idea that contains a false doctrine.

Camus invokes the Christ image in order to imply

o

hat the idea

for which the hero dies may be false. In The Myth of

- et s s A S

Sisyphus Camus explains the background of this symbolism of

e

the crucified Christ. Hig explanation of the Christ sym-

bolism occurs in an explanation of Dostoyevsky's Kirilov, and
why he committed suicide:

It might ve thought that this springs from concern

te distinguish himself from Christ. But in reality
it is a matter of annexing Christ. Kirilov, in fact,
fancies for a moment that Jesus at his death 4id not
find himself in Paradise. He found out then tThat his
torture had been uselzss., "The laws of nature,” says
the engineer / Kirilov 7, "made Christ live in the
midst of falsehood and die for a falsehood.” Solely
in this sgsense Jesus indeed personifies the whole
human drama. He is the complete man, being the one
who realized the mest absurd condition. He is not
the God-man but the man-god. And, like him, each of
us can e crucified and victimized--and is to a certain
degree.,

2 e s ‘
3Camus, "Author's Preface,” in Caligula and Three Other
Flays, p. vi.

"Christ came to solve two major prcblems, evil and
death, which are precisely the problems that preoccupy the
rebel." Albert Camus, The Rebel, translated by Anthony Bower

pauwve'

(Vew York, 1956), p. 32.

5Camus, The Myth of Sisyphus and Other Essays, P. 79.
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Caligula's shout at the moment of nis death, "I'm still

3]

! orm of evil freedom--hnis

alive," probably implies *that his
avsolute will to power--still survives in all of us. A
Caligula lies dormant within each personj; and each one longs
for the impossible and for an absolute freedom from all morals
and from retribution. Each one, at times, would like his own
world of power without any enforced controls. And it is
necessary to keep this form of evil hidden and to keep it

from gaining possession of his soul, lest he be like Caligula

5

. 26 .. .
who bemosns the "darkness"™~ which occurs if there are no
. ) . 1" 03 ”27
limits, and is "forever guilty.
Camus' major themes are well stated in Caligula. The
death metaphor is invoked within the pattern of nihilism,
thereby showing that acceptance of its principles can only

bring a death-in-life--a sterile existence and destruction.

Moreover, Camus states in The Myth of Sisyphus that each

man, at some time, gains an awareness of the absurd, but the
vision of this abyss of "nothingness" should not lead only to
despair; instead, man must search for & way beyond nihilism--
his alienation from the universe and man. Even if he cannot
know whether there is or is not an afterlife, man should not

accept the principle that all is permitted. There must be

o]
“6Camus, Caligula and Three Other Plays, p. 73.

~
“T1pig.
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limits to a man's freedom: 1t 1s not nor can it ever be
absolute. Individual man must rebel against anyone or any-
thing that tries to negate human love or respect for another's
beliels or feelings; man is destroyed by hate, lies, cowardice
and by allowing anyone to use him as an object. Man creates

nis happiness by altruistic love, humility, "poverty,”
N 2 3 )]

and a
love for this world. Camus recognizes that the human condition

cannot be logically explained. These themes recur in most of

AV

his workss; Camus'! thought develops by accretion--by adding

I

layers to the meaning of his original vision of 1life.



CHAPTER III

THA MISUNDERSTANDING

Camus had not planned to include The Misunderstanding
in the fTirst cycle, and, in truth, it does not belong to
any of the three cycles. He had considered the first perilod

closed with the completion of The Myth of Sisyphus, or so

, . . . 1 . : ;
he states in his notebooks.” Although a first draft of The

Iy

Plegue was ceompleted in 16L3, Camus was too involved with
the war *to proceed with work on the Promethean cycle; conse-
guently, he laid it aside until after the war.

Camus had been interested in the possibilities of the

Y

plot material in The Misunderstanding as <arly as 1938, when

it appeared in The Stranger. Meursault has found an "old

ra3

yellowed newspaper article in the mattress of his bed in
rison. It contains

. . . the story of a crime. The Tirst part was
missing, but I gathered that i1ts scene was some
village in C b,hoslovakla. One of the villagers
had left his home to try his luck abroad. After
twenty-five years, having made a fortune, he
returned to his country with his wife and child.
Meanwhile his mother and sister had been running
2 small hotel in the village where he was born.
He decided to give them a surprise and, leaving

lAlbert Camus, WoLebo & 3

oks
Philip Thody (New York, 19065),
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his wife and child in sanother inn, he went to stay
at his mother's place, booking a room under an
assumed name. Hig mother and sisfer completely
failed to recognize him. At dinner that evening
he showed them a large sum of money he had on him,
and in the course of the night they slaughtered
him with a hammer. After taking the money they
flung the body into the river. Next morning his
wife came and without thinking, betrayed the
guest's identity. His mother hanged herself.

Higs sister threw herself into a well. I must
have read that story thousands of times. In

one way it sounded most unlikely:; in another,

it was plausible enough. Anvhow, to my mind,

the man was asking for trouble; one shouldn't
play fool tricks of that sort.é

Essentially, this is the story of The Misunderstanding except

for a few details: the mother and sister drug the son and
drown him in the river; there is no child; the mother drovns
" herself; the sister commits sulcide by hanging herself; and
the brother is identified by a passport first instead of by
his wife.

"For a while Camus considered making a comedy of it,"3
but in 1943, the time of the play's composition, Camus was
incapablie of feeling anything but stark tragedy. The time
was the height c¢f the German occupation in France, and their
rule seemed endless. Like his character Meursault, Camus
doubted that there would be any loophole from the death
sentence of tuberculosis he faced. He was very 111 again at

a saniterium within the mountains in the middle of France.

eAlbert Camus, The Stranger, translated by Stuart Gilbert

(New York, 1946), pp. 99-100.
3 -

Germaine Brée, Camus, rev. ed. (New York, 1G46), p. 151.




No wonder then that the theme of exile plays such a poignant

role in The Misunderstanding., This play presents the most

bleak, hopeless, enclosed, and suffocating world view in any

1

of his works. In a preface written by Camus in 1957, he
proposed that the play was

a very dismal image of humen fate. But it
can be reconciled with a relative optimism
as to man. For, after all, it amounts to
saying that eﬂwzykn“uu would have been

different if the son had saild: "It is T
. n . 3
here is my name. Tt zmounte to saying
. [ ]

Al

that in an unjust or indifferent world man
an save hirself, and save Ouperg, by

practicing the most basic sincerity an

pronouncing the most appropriate word.,
But the play does not present any means to reconcile itself
.with optimism; tThere is no hope in the world of the inn.
Death is the main performer in the »lay; it permeates and
nullifies all action, The mother, Martha, and Jan seem as
masked Greek characters; they perform their marionette dance

n

of death to the horror of the choral figure, Maria the wife

And the old manservant, a mock version of the deus ex machina,
ignores and refuses help to any of the characters entangled
in the tragedy of the inn.

The Misunderstanding is entirely symbolical.
The land-locked inn in the center of Europe
wnere mother and daughter so reluctantly carry
out their self-imposed duty of murder; the silent
servant; the son Jan, who brings with him a

Alvert Camus, "Author's Preface,” in Caligula and Three

Other Plays, translated by Stuart Gllbert (New York, 1958),
p. vii.




wealth of love and Lml in his wife, his
fortvne, and his experience of happiness--all
these are uymbOTIC rather than human. . . .
It 19 Jan's adventure which : u1nishes the
meaning hehind the spectacle--a meaning not
easlily or quickly gravped

U‘!

The land-iocked inn presents the attitudes and actions that
led up to the Second World War, It portrays vividly the
atmosphere of the evenls which pre ated western civili-

zation 1nto tne charnel house of the European war.

Jan represents that segment of Europe's citizenry who
foolishly belleved that "war was impossible in our times."
He has had happiness, lcve, and freedom, but, because he has
been prodigal of his duties to his mother, he is culpable.
And although Jan recognizes that he has certain duties and
obligations to his mother, he is carried away by the force
of things. He blindly believes that there is plenty of time
to straighten out everything. He knows that he must atone
for his guilt, but he delays--the delay is fatal for him. He
wants his mother to recognize him and his worth. He yearns
for the feast of the prodigal. Ironically, this anticipated
feast turns out to be a drugged cup of tea which 1s served to
him by Martha that she might more easily murder him.

Jan's awareness of man's condition contains half-truths.

He is blind to the other side of the truth, and he stubbornly

refuses any advice from Maria, nor will he gee the true import

5Brée, Camus, p. 179.
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of his wmother's and Martha's words. This refusal to change
his concept of the world directly results in his death. He
never gains the awareness that his return to his mother's
home has occurred at the thirteenth hour. From the beginning,
Maria warns Jan not to play his game of deception if he really
wants his femily's acceptance:

If one wants to be recognized, one starts by

telling one's name; that's common sense.

Otherwise, by pretending to be what ona is

not, one simply muddles everything. How

could you expect not to be treated as a stganger

in a houge you entered under false colors?
Jan stubbornly repsats that he is right. His methed of play
acting is the only way of finding out whether or not he was
correct in having dreams of a perfect tomorrow in a home where
he, his wife, nis mother, and his gister would exist in
harmony. Jan explains:

Only~-no one can be happy in exile or estrangement.

One can't remain a stranger all one's 1life. It is

guite true that a man ne=d:s happiness, btut he also

neede to find his true place in the world. And 1

believe that coming back to ny country, making

happy theose I love, will help me to do this.?

Tragically, Jan delays too long saying to his mother and
his sister the words which would have put everything right.
He wants them to take the first step in open recognition and

friendship; only then wili he offer them his love and help

v o s

6A1bert Camus, "'Th

e
Three Other Plays, p. 83.
7Tvid., p. 87.

1

Misuncerstanding, in Caligula and
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and money. He foolishly thinks that there is plenty of time

to accomplish his ends, but events are already too far

advanced; murder has long been an accepted way of 1ife for-

the mother and her daughter. Jan's Talse actions,which mask
his true intentions and his appearance of wealth and loneliness,
make of him the perfect victinm. Martha can think only about
the murder; it is the lever which will cpen the door to her

own freedom and happiness. With his money she will finally
have enocugh wealth to attain her dreams.

Marths represents those people or nations whose selfish
passions and will to power lead them to belileve that anything
can be justified by the end it gains them. In the thirties,
the Fascist camps had fully embraced this philosophy. They
assumed

that everything was eguivalent and that good and

evil could be defined ezcovding to one's wishes.

« » . In the absence of any human or divine code

the only values were those of the anipal world--

in other words, violence ana cunning.

Martha is very frank about 211 her actions; she does not care
for sentimentalitly or illusions but strictly observes the
principles which she does acceopt. ©She calls things by their
names and expects to accomplish anything by dint of her will

powar. She tells her mother not to rationalize but to call

things by their names: "Crime is crime, one should always

Alvert Camus, "Letters to a Gevman Friend,
Resistance, Rebellion, and Death, t lated by Just

n O'Brien
(New York, 1060), p. 21.
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know what one 1s doing. Also, from the first, she warns
Jan of the true situation he faces; she wants to destroy any
delusion or misunderstanding which he might have:

But remember you are in a housge where the
heart isn't catered to. Too many bleak
vears have passed over this 1ittle spot

of Central Europe, and they'vae drained

all the warmth out of this house. They
have killed any desire for friendliness,
and, let me repeat it, you won't find
anything in the least like intimacy nere .10

Martha excuses her crimes by the fact that they will allow
her to gain her dreams of a "garden of Eden." She commits
them "not for money, but for a home beside the sea, and
. - s . 11
forgetfulness of this hatefvl country."” Her dreams of
happiness have obsessed her. She harshly tells Jan that
what you call human feeling is not the
nicest part of me. What is human in
me is what I desire, and to get what
I desire, I'd stick at nothing, I'd 4,
sweep away every obstacle on my path.
All of Jan's talk of his homeland only serves to arouse
Martha's desire to gain her own ends by his murder. As she
tells her mother after the murder, "Thus innocerice 1is
: nl
rewarded. ">

After throwing Jan's body in the river, Martha is

ecstatic; "I feel like crying out for joy."lu But then the

9Camus, The Misunderstending, p. 79.

10 11
Ibid., p. 96. Tpbid., p. 99. 121014., p. 105.
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131bid., p. 117.  **ibid., p. 118.
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manservant finds Jan's passport and hands it to her, insisting
silently that she rcad it. A passport, symbol of safe-conduct,
is the means used to acauaint Martha and her mother with the
fact that they have killed their last hope for a reprieve from
their crimes. The mother takes the passport and stares at it
for a long while, then she toaelessly says: "Yes, I always
knew it would turn out like this one day--and that would be
the end. The end of all!”lB With dzspair and grief she now
has her certainty. In a world emptied of all meaning, one
thing is sure--"a mother's love for her son."16 She realizes
she has banished all hope from her world, and she is too
weary tc atitempt a new beginning. The mother Xnows that "by
one act I have ruined everything. I have lost my freedom and
my hell has begun,”l7 She cannot face the world without the
love of the son. Sne turns he:r back on Martha and goes to
Join Jan in death in the river.

The mother represents the rninilistic attitudes which had
infected western culture. The most crucial attitude in the
‘play is that of the mother; she allows thne tragedy to happen.
Her guilt is the sin of omission; habit and indifference have
dominated her life until her soul is dead within her. Although
the mother does not want Martha to kill the guest, she does not

interfere, but only complains. And later she helps Martha to

dispose of the body.

1 14 X
®Ipid., p. 120. 1pid, 1vid., p. 121,




Martha never acknowledges that she has besen wrong in
anything which she has dene. She is angry and scornful that

her mother has deserted her. She

o

commits suicide only
because she cannot fulfill her dresms. Martha tells Maris,
when she appears the next morning at the inn to inguire after
Jan, that what has happened was not an accildent, but that it
was in the normal order of things. Why cry out for freedom
or for love when all is futile, when there 1s nothing beyond,
when dreams are doomed to Jailure?

Maria is left with this desclate conclusion. And in a
low voice che says:

I knew this play acting was bound to end in

tragedy and we'd be punished, he and I, for

@aving lent ogrselves to ;t. .I fe}t danger 18

in the very air one breathes in this country.”
Maria cannot accept the calamity she has stumbled upon in
this inn, and she wails "Oh, CGod, I cannot 1ive in this

119

desert.' In answer to her cries to God, the old servant,

a symbol of a mock god, appears, but he refuses her any help.

Maria is left kneeling, crying for aid that will never appear.

The extreme pessimism of The Misunderstanding shows

everyone entrapped by death except Maria, and she is left only
with the choice of suicide or of "turning her heart hard as
stone."20 The overwhelminryg presence of the death metaphor
portrays the condition of Europe, Camus' illness and the war

had completely defeated him; he felt helpless and exiled from

s 19, . 20_
Ibid., p. 129. ibid., p. 133. Ibid., p. 131.
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31l the things that seemed important to him. Far from the
sunny, sea-swept lands of his home, he was enclosed in an
atmosphere of suffocating mountains and death with no view
but straight up to the silent heavens.

Death and 1life were equally humiliating and sterile.
Camus no longer could rebvel against dezth as Caligula had,
nor accept the beauties of death and of life contained in
nature as Scipio had; death to him now seemed only a sterile
rottenness. ILike Maria he lad innocently come from the south,
leaving behind his happiness and lovz. Innocently, he had
become a spectator to an ovarwhelning catastrophe of Europe,
a mother who murdered her zons and daughters., In this meta-
physical world of the inn and literally in the sanitarium,
Camus could foresee no hope or dignity in life. All was

contained in a senseless drams of death,



CHAPTER IV

STATE OF SIEGE

During the war years of the forties Camus came to realize
more fully the sickness of nihilism and why he must reject it.
Nihilism destroyed the motivation to live; "Nihilism is not
only despair and negation hbut, above all, the desire to
despair and to negate."

When he first began to write in 1938, he considered
nihilistic philosovhy only as a personal experience. He knew
that one must define the meaning of 1ife in order to maintain

" and he knew that man's work"

the motivation to "keepr goirg,
provided the psychological commitment to life: hence, his
need to write and to investigate the "Why" became compulsive.
The first cycle presented the guestion of-suicide and the
importance of the individual's life. But when he confronted
National Socialism, Cemus cane to the full awakening of man
‘in his social environment. e saw that it was impossible to
live in a vacuum; and although man was not a social animal,

he found that he must learn tvo live as one. Therefore, the

Prcomethean cycle was an ianvestigation of the reason that

m—

lAlbert Camus, The R*b@l, translated by Anthony Bower
(New York, 1956), pp. 57-5
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Europe wallowed in this mire of self-destruction, in this
plague of nihilism.

The novel of this cycle, The Plague, chronicles the

experiences of the struggle of European resistance against
Nazism. It was, nonetheless, to be read on several levels
of meaning:

The plague . . . symbolizes any force which
systematically cuts humaa beings off frcm the
living breath of 1life: the physical joy of
mcving freely on this earth, the inner Jjoy of
love, the freedom to plan our tomorrows. In

a general way 1t is death and, in human terms,
all that enters into complicity with death:
metaphysical or political systems, bureaucratic
abstractions, and even Tarrou's and Paneloux's
efforts to ftranscend their humanity. In the
fight against the plague there are neither
heroes nor victories, there are merely men who,
like Dr. Rieux and Grand, refuse to submit to
evidence. However useless their actions, how-
ever insignificant, they continue to perform
them. It matters 1iittle for wvhat reasons sO
long as they testify o man's allegiance}%n
men and not to abstractions or absolutes.

Thus with this experience began Camus' idea of the rebel. A
rebel is a man who says "No." Beyond certain limits one
cannot go; there is scmething within man that must be
respected and loved, and anyone or thing that tries to destroy
or to warp man's soul must bhe opposed.“ For if death ig the

end for all, then one nust glve his death a meaning in order

that his 1ife will have had nm2aning and beauty. A man must

2 e
Germaine Brée, Camus, rev. ed. (Wew York, 1964),
pp. 128-129. :

BCamus, The Rebsl, pp. 14-15.
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live with honor and without fear. Man must rebel against his
fear of death and not allow his fear to enslava hin.

Insofar as man is capable, he must cling to love and
friendship. Camus believed that man's freedom existed on the
foundations of love and within the limits which that love
imposed:

When one knows of what man is capable, for
better and for worse, one also kncws that it is
not the human being himself who must be protected
but the possibilities he has within him--in other
words, his freedom. I confess, insofar as I am
concerned, that I cannot love all humanity
except with a vast and somewhat abstract love.
But I love a few men, living or dead, with such
force and admiration that I am always eager to
preserve in others what will someday perhaps
make them resemble those I love. Freedom is
nothing else but a chance to be better, Hhereas
enslavement 1s a certainty of the worst.

If man does not build a firm foundation on Friendship and love,
and 1f he allows himself to be controlled by his fear, he will
live in a state of siege. Within this context Camus embarks
on a discussion of morals for the modern man in his play

State of Siege. "If, after all, men cannot always make

history have a meaning, they can always act so that their own

5

lives have one."

State of Siege is added to the cycle written at the

P

request and suggestion of Jean Louis Rarrault who was

L

Albert Camus, "Homege to an Exile," in Resistance,
Rebellion, and Death, translated by Justin O'Brien (Wew York
1960), pp. 75-76.

51pid., p. 79.
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fascinated by Camus' use of the plague symbolism. The play

has the same thematic material as The Plague except for two

factors: the symbol of the plaguc is narrowed to the totali-

tarian state; and The Plague is what was, while State of

Siege is what Camus wished to be.
Camus believed that, of all his writings, State of Siege
was the most representative of his thought.6 He patterned
the play after the plays called mgzg&i}ég in the French
Middle Ages; for his play was the ultimate subject of his
hopes of salvation for modern man. In his spectacle he
wished to show how to find a door through the absurd walls
~of nikilism that would lead a way to a renaissance in Europe.
"I focused my play on what seems to me the only living
religion in the century of tyrants and slaves--I mean
liberty. Hence it is utterly useless to accuse my characters
of being symbolical. I plead guilty."7 Therefore, State of
Slege is to be read as a moral allegory of modern political
realities. Camus defends and summarizes his view of the play
as a defense of the individval and human love against a civi-
lization which has become infested by abstractions and terrors

inherent in totalitarian states, whether of the Left or of the

Rights

Albert Camus, "Author's Preface,"” in Caligula and Three

Other Plays, translated by Stuart Gilbert (New York, 1958),
p. viii.

T1pid., p. ix.



The evil of our times can be defined by its

effecps rather than by its causes. That evil 1is

the State, whether a police state or a bureaucratic

state. Its proliferation in all countries under

cover of the most varied ideological pretexts, the

revolting security granted 1t by mechanical and

psycholegical means cf repression make of the

State a mortal danger for everything that is best

in each of us. From this point of view, contem-

porary political socisty, in any form, is despicable.

Camus believed that Hegel's philosophy of the State's
supremacy had sown dragon's teeth by replacing God with the
"dialectic" god of history, and that each tooth had risen up
in this century as a full-blown nihilistic concept of a
destructive ideological form of government. To Camus all
ideology failed, and he condemned it because man himself was
"not an ideal. When one is confronted with the psychology of
man, one clearly realizes that man contains evil within
himsgelf; therefore, man cannot be abstracted into a principle

9

of absolute goocdness. Man cannot be placed in an utopia of
absolute values because man himself 1s never absolutely
blameless; and in order for an idealist "to ensure the
adoration of a theorem for any length of time, faith is not
enough; a bolice force is needed as well."lo

The idea that the path to an utopian state 1s by way of

a totalitarian government and all its forms of slavery have

1

8Camus, "Why Spain,'

in Resistance, Rebellion, and
Death, p. 58.

9Camus, The Rebel, p. 131.

O1pia., p. 122.
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infested large populations of modern man. This idea is a
o

i,-h

form of plague, and in State of Siege Camus represents

totalitarian government by a Tat, bald-headed man who wears

a plain uniform adorned by a medal. This character is called
the Plague and embodies a negative attitude like that of
Caligula which, 1f accepted, stifles man's 1life and deprives
him of his freedom. The Plague enforces kis rule by man's
fear of death. Death 1s his secrztery, who in a uniform with
vhite cuffs and collar, carries & notebook containing every
citizen's name; and at each reguest of the Plague, she strikes
a mark through the name of the victim, who immediately falls
dead.

The Plague already infests some portions of the town
before he officially takes orXfice. He exists in the
inequality of Jjustice. He existes in the iies, the immobility
to change, and the inefiiciency of the present government to
cope with the warnings of their impending danger. He exists
in the townspeople's preoccupation with "business as usual"
and their own persona. happiness. He 2xists in the Christian

'religion where the members ignore their Christian duties of
loving and of helping their fellow man, and instead turn
their backs on people in nead of help, condone any govern=-
mental action, and retreat into the church instead of taking

effective action in the streets where the trouble runs amuck.



h?

The Plague takes over the reins of government by use of
threats, force, lieg, and the cooperation of some of the
officials within the government. Immediately after taking
office, he begins to rescind all of the liberties of the
people. He takes away economic freedoms first, then freedom
of expraession; finally, through yards of red tape, he completely
controle their lives. Bach citizen has tc have a "certificate

11
. H .
of existence,' snd he exists

O
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generosity of the
Plague. Not one aspect of a citizen's Llife depends upon the
individual and his struggle; all rests on the whim of the
master.

Hatred and fear are spread by making each citizen become
an informer on his own family and friends. This good behavior
is repaild by extra focd rations to tne informer. Anyone who
gives the slightest nod of disagreement is imprisoned,
depcrted, or eliminated. At last there is no longer any form
of dialogue, only a monologue of government propaganda. No
ornie will cffer aild to ancther for fear of the disease and

1"

.death. In this "best of all possible worlds," the citizens

have efficient organization. In a manner of speaking, the
trains run on time. Each person is a statistic, and thereby,
each cne serves a purpose Tor the government.

Nada, a drunken and crippled man, represents nihilism.

He welcomes the Plague and his secretary; for it is only

1 l 3 il "~
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within the definite walls of restrictive goverrment that he
feels secure and knows what to do and what to believe., To
a woman who mistakenly comes to him for help, he expiains
the utopia of slavery that has come to pass:

We want to fix things up in such a way that
nobody understands a word of what his nelghbor
says. And, let me tell you, we are steadily
nearing that perfect noment when nothing
anybody says will arouse the least echo in
another's mind; when the two languages / the
obscure official language of the government
and the simple language of the veople 7 that
are fighting it out here will exterminate each
other so thoroughly tha®t we shall be well on
the way to that ideal consumation--the
triumph of death and silence. £Choose to live
on your knees rather then to die standing;
thus and thus only will the world acquire that
neat, nicely ordered layout whose template is
the gibbet, and be shared Letween well-~-drilled
ants and the placid dead: a puritan paradise
without food, fields, or flowers, in which
angel police float around on pinions of red
tape among beatific citizens nourished on
rules and reguiations and groveling before
this decorated God, whose delight it is to
destroy and doggedly to dissipate the dear
delusions of a too delicious age. Down with
everything! Nobody knows what anybody means--
the golden age has come.l2

Diego, an everymen, refuses both the Plague's rule and
‘Nada's outlook. In the begiining he did not believe the
portents of the Flague nor heced Nada's warnings; he was too
busy with his own perzcunal happiness created by his fiancée,
Victoria, daughter of Justice and Freedom. Then when Diego

at last recogrizes the infection, his fear of death and his

12
Ibid., p. 186.
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fear of losing his own happiness and freedom lead him into
the gtalemate of inactivity against the disease. Diego
degcribes the gickening fear and helplessness that invade a
man when first confronted with the full awareness of a police
state:
I feel like another man, a stranger to

myself. DNever have I been afraid of any human

being--but what's happening now is too big for

me. Even honor is no help; I'm losing grip of

everything I cling to. . . . All this will end,

like a bad dream. It mustl T am too young,

and I love you / Victoria /' too much. I loathe

the very thought of death. . . . T believe that

I'm afraid.
At last, after the Plague has a complete, tightly controlled
prison of a gtate, Diegn challenges the tyrant. But when
the Plague calls his guards, Diego fearfully flees to the
house of Justice hoping for asylum. But Justice cannot give
him sanctuary; for the Judge ic a servant of the law, and
even though the new lawg are identical with crime, they will
be right. When "Crime becomes the law, it ceases being

: 14 .

crime,"”  and the judge dces not "serve the law because of

. . 15 .
what it says but because it is the law." The Jjudge also
locks up his wife, Freedom, for the duration of the occupation
by the Plague. Diego is forced to flee the Jjudge's house
taking with him Victoria, his individuzl happiness.

Fear now completely overtzkes Diego; he can think only

of saving himself by ruaning away. He turns from Victoria in

b '
1bid., p. 189. T Ibid.
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fear and hatred, refusing her love. He decides to try to
escape across the barbed wire and fo join the othevr
outside the city. But before Diego leaves Victoria, she
pleads with him to understand that love 1s stronger than

hatred and tyrants are. She warns him that his flight is

w

only a pretext in order to avoid the most important strugglie
which is between himself and his own fear. She tells Diego
that he is evading ". . . the one strugzle that is truly
arduous, the one victory of which ycu could be rightly proud.

. . . The anguish that you have within yourself. Master that,

and all the rest will follow."l6

Victoria goes on to explain
that Diego's fear 1s caused by his devotion to self, and that
no one is benefited by that type of freedom. Diego cries out
against Victoria's pleas, "Why should I be singled out for
this ordeal?"l7 Rejecting Victoria and her advice, he runs
to the docks to escape.

But before he can escape, Death meets him on the wharf.
When Diego finalily faces Death, and wvhen he realizes that
there is no retreat from her, his fear disappears; he rebels
by slapping her face. With his loss of fear he has conquered
Death. She laughs and tells him that he has found the weak
point in the Plague. "The machine has always shown a tendency

to break down when a man congquers his fear and stands up to

them. I won't say 1t stops completely. But 1t creaks, and

Y1pia., pp. 198-199. 171pia., p. 199.
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sometimes 1t actually begins to feold up,';l8 Death moves
slowly away from him. Dicgo, at last, begins to organize a
rebellion to overthrow the Plague. He unties his fellow
townsmen's gags so that they too can fearlessly speak out
against this menace. They are now rebels and brothers in a
fight agsinst the Plague,

The FPlague and Death try to buy off the rebels with
concessions and appeasements with the promise of new powers
of life anad death over their fellow townsmen, but Diego
refuses the bribe, The Plague cunningly offers Diego a
compromise, Victoria and power, if Diego will return the city
to the Plague's rule. But Liego refuses these satanic temp-
tations; he chuoses'to die rather than to betray his love for
his fellocw citizens. He cannct accept his freedom at the
expense of other men's literties. His sacrifice frees the
town of the Plague. The Plague ncves on to another city with
the parting threat that he will return in force someday when
there are no more rebels to oppouse him. The old forms of
inefficient government return. Nada is furicus; he loudly
wails that there 1s no Jjustice in any state. The chorus
affirms Nada's remark; it now knows that there may be no
justice ". . . but there are limits. And those who stand for
no rule at all, no less than throse who want to impose a rule

»19

for everything, overstep the 1imit. Now that love and a

-

lB;_p_:;g., p. 207. Y1pig.., p. 231.
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sense of Jjuatice with limits are precent in the town, Nada
commlts suicide; nhe has no place in this society.

The women's chorus presents Camus' conclusion of the way
to form & stable life-pattern in his morality play. The women
conclude that the community can be saved by safeguarding the
home where love should flourisn. Then if war comes, man can
undergo the hardships with the love of his neighbors to
support him. But i1f man goes whoring after ideas, if he runs
away from mother and love, he will find himself in an earthly
hell which 1is caused by men who divorce themselves from
human love in cearch of a cold abstract love of ideas. He

.« « . starts rushing upon adveniture, wounded

without a scar, slain withcut a dagger, a

hunter of shadows or a lonely singer who

invokes some impcssiblile reunion under 3,

gilent sky, and makes nhis way from solitude

to solitude, toward phe final isolation, a

death in the desert.c
He will find himself in the world of nihilism and the cold
utopia of tyrannous government. <The only way to avoid this
cold dream of hell is for man to be transformed. Power, first,
must be controlled within esch man, and each man must struggie
to overcome his own evil and must strive toward self-perfection.

He must eliminate all temptations to rule over others. Love

is the corrective view. As Tarrou states in The Plague, in

this world without God, the prcblem is to learn how to become

a saint. But Rieux's repiy is that he does nct want to be a

201p1d., p. 229.
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saint but a man; Rleux instinctively knows that sainthood
removes one from the brotherhood of man. Man longs for unity
and perfection; but if he 1s not careful, he accepts the
ideal and refuses man. Somewhere, he must learn to settle
for the golden mcan. The twentieth century is a period that

. . : ; . . . 21
is looking for a "Grace" and a "Justice" without God.

2lcamus, The Rebel, p. 225.
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CHAPTER V

THE JUST ASSASSINS

Camus named the second cyele "Prometheus: Cycle of
Revolt " because Prometlieus, in his attempt to help man, was
a rebel against a god. Eurcpe's history, in one sense, was
a series of rebellions; "But to kill men leads to nothing but
killing more men."l There was a need to re-evaluate this
history and to see if one could find an answer which would

lead to a way out of thic cul-de-sac of murder and sacrifice,

Camus' research ended with the following conclusions:

The rebel does not ask for life., but for
reasons for living. He rejects the conse-
quences implied by death. If nothing lasts,
then nothing is justified; everything that
dies is deprived of meaning, To fight against
death amounts to claiming that 1ife has =&
meaning, to fighting for order and unity.

The insurrection against evil is, above

all, a demand for unity. The rebel cbsti-
nately confronts a world condemned to death
and the impenetrable obLscurity of the human
condition with his demand for 1ife and
absolute clarity. He is seeking without
knowing ift, a moral philosophy or a religion.

- . 3 . L] . . . -
ol

Tt is not rebellion itself that is noble,

1
Albvert Camus, The Rebel, translated by Anthony Bower
(Wew York, 1956), p. 109.
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its aims, even though ivs achlevements
are at © S

lgnoble.=
One must learn how to recognize rebellion, and when it turns
to ignoble ends, Lo avoid them. Tt becomes ignoble when

"it deifies the total rejection, the absolute negation, of

4

what exists / and 7/ each time that it blindly accepts what

3

exists and gives voice to absolute assent.” In both cases

when it resorts to absolutes, revellion becomes nihilistic
and destructive. TFreedow and justice for man exist only
within limits; these linits are destroyed when rebellion

becomes revolution. In order to maintain each new government,

more and more individual freedom has been lost with each
revolution, and the rebel has become a Caesar ruling over

cattle surrounded by barbed wire:

Rebellion is, by nature, limited in scope.

It is no more than an inconerent pronouncement.
Revolution, on the contrary, originates in the
realm of ideas. Whlle even the collective
nistory of a movement of rebellion is always
that a fruitless stiruggle with Tacts, of an
obscure protest which involves neither methods
nor reasons, a revolucion is an attempt to
shape acticneg to ideag, to fit the world into
a theoretic frame. That is why rebsllion kills
mnen while rﬁvolution cdestroys both men and
principles.

Camus believed that the period of rebellion in history ended
in 1793, when the French Revclution deposed God and put

Reason in His place. And, with the Age of Reason, the period

2Ipig., p. 101. 37pia.

s ., p. 106.
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of revolutions began. Sinca then Furope has been involved
in revolutions for one hundred and fifty years.

In order to present his ideas of the rebel, Camus once
again chose, as he had done in Caligula, an historical

character to present his theories. In The Just Assassins he

was able to pose the complex and ambiguous problem of the
rebel in modern times. He found the script for this play in-
a diary written by a Russian terrorist, Boris Savinkov. The
book describes the activities of a combat organization of the
Socialist Party during the first years of this century.5 In
fact, Camus even retains much of the actual dialogue and the
.real name of the man who assassinated the Grand Duke Sergei,
the Russian Minister of Justice, in 1905. Camus centered his
theme on what he considered the only living religion in this
century of masters and slaves, namely, freedom. But freedom
itself had linits; there was no goodness or Jjustice for man
if he did not recognize these limits to his freedom.

In the historical events which occurred in Russia in
1905, Camus found the perfect example to represent his ideas
of the rebel, or of Prometheus. Terrorists were martyrs of
a reVolutionary religion; "In the universe of total negation,
these young disciples try with bombs and revolvers and also
with the courage which they walk to the gallows, to escape

from the contradiction and to create the values they

SGermaine Brée, Camus, rev. ed. (New York, 1964), p. 159.
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6 .
lack."  They aimed "to create a community founded on love

H?

and justice once they had toppled the govermment, and "thus

to resume & mission that the church had tetrayed."

With "0 love! C 1life! not 1life, but love in death

from Romeo and Juliet, Camus beging hic ironic tale of the

Rebel in The Just Assassins. The play 1s the story of "a pair

of star-crossed lovers"

who give their lives for an ideal.,
Dora and Kaliayev are innocents who believe that they can
change thelr world into & bettér one; this pride of theirs
brings about their downfall and death. Dora and Kaliayev
belong to a combat group in the Socialist Revolutionary Party,
and the incidents of the play vortray Kaliayev's assassi-
nation of the CGrand Duke Sergei and the aftermath, Kaliayev's
imprisonment and his hanging.

The tale is fillea with dramstic irony; the audience
knows what becomes of Dora's and Kalliayev's ideals--they are
perverted into the rationalizations of the Russian Communist
credo. They sought the Jdownfall of Czarist despotism for
their people; instead, the ubopia for which they give their
lives will be pushed into some far-off future. Thelr demand
for justice ends in injustice; they have lived and died for
nothing.

Kaliayev 1s a young pocet rassionately in love with life;

"

he bubbles over with emotions. He has joined the revolution

Camus, The Rebel, p. 1065.

7Ibid., p. 166. 81biq.
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because he wants everybody tc bhe zble to enjoy 1life with
freedom and Justice. He 1is willing to destroy the hated
Czarist regime, and he hopes to help establish a utopia for
his fellow Russians. His belief in the brotherhood of the
Russian people and his willingness to sacrifice his life for
his brothers justify his actc of tervorism. He will throw
the bomb which will hely to liberate his brothers, and then
he will die. XKaliayev explains his views {o Dora. He is

. « » convinced that life is a glorious thing.

I'm in love with beauty, happiness. That's

why I hate despotism. The trouble is to make

them / his comrades_/ understand this,

Revolution, by all means. But revolution

for the sake of 1ife-*t8 give 1ife a chance,

if you see what I mean.
Kaliayev defends his murder of the Grand Duke:

When we kill, we're killing so as to

build-up a worldd in which there will be

no nore killiing. We consent to being

criminals so that at last the 1nnocen+lo

and only they, will inherit the earth.
And when Dora asks him to suppose that his dream may not
work out the way he has plannad, Kaliayev refuses the possi-
bility that his dream of a new world could fail. Dora warns
Kaliayev that when he comes face to face with his victim, he
will see, instead of a symbol of tyranny, & man; for a man

is a man, not merely an abstraction. Faliayev confidently

9a1

lbert Camus, "The Just Assaseins,” in Caligula and
Three Other Plays, translated by Stuart Gilbert (New York,
1958), p. 245.

lOIbid.
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rcfuses all of Dora's warnings and replies: "It's not he
I'm killing. I'm killing degpotism. . . . I shall kill him.
With Joy!"Tt

But the night comes when Kaliayev 1s to throw the bvomb
at the Grand Tuke. In the carriage are two children. He
hesitates; he cannot kill innocent victims. Kaliayev does
not kill the Grand Duke, dbut instead he returns to the other
waiting conspirators to receive their decision about his
failure. Stepan, who represents the views of the future
Communist credo, chastises KXaliayev for his decision.
Kaliayev had been ordered to kill and nothing should have
interfered with his orders; for all is allowed when one is
trying to bring about a revolution. Kaliayev will not
accept Stepan's assumptions of any means to accomplish their
ends. He angrily answers:

Stepan, I'm ashamed of myself--yet I

cannot let you continue. I am ready to shed

blood, =so0 as to overthrow the present despotism.

But behind your words, I see the threat of

another despotism which, if ever it comes into

power, will make of me a murderer--and what I

want tizbe is a doer of justice, not a man of

blocod.
Kaliayev cannot accept Stepan's idea that one can repudiate
everything in order to bulld for a future. For Kaliayev,
there is only one generation--his. It is for today that he

iz fighting, not for some future tomorrow. He refuses to

add to the living inJjustice all around him for the sake of

-
M1pia., p. 248, P1pid., p. 259.
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gome Jjustice which he never can he sure will exist. The
other coanspirators agree with Kaliayev's decision of not
killing innocent bystanders, saying that one should conserve
life and kill only the immediate danger. The assassination
is cancelled until they can find the Crand Duke alcne. Two
nights later XKaliayev kills the Grand Duke.

But during the interim Kaliayev is very depressed;
during his "dress rehearsal" he had discovered that to kill
for an idea is not so simple as 1t had seemed. Dora was
right; the Grand Duke was not an abstract principie to be
destroyed, but a man of flesh and blood. It is at this
point that Ksllayev chooses wrongly; he refuses to turn back
from his path of destruction. He d=2liberately decides to
follow his idea through by kiiling the man, hoping that by
sacrificing his own life immediately afterwards he himself
will be brought from hatred bvack into the world cof love.

But Dora warns him that there is nothing beyond hatred, and
she points out the mistake that she and Kaliayev have made.
There are two types of lcve: one kind is what they have,

"an absolute ideal love, a pure and szolitary joy";lB the
other 1s a simple human love, Dora begs Kaliayev to reject
their cold, half-frozen, abstract love of mankind before it
is too late and to love her simply. In her heart, Dora knows

that this abstract love four mankind is impossible and that




61

the only love is human love for individuvals. They have become
so entangled with words, mere symbols of non-existent ideals,
that they are rejecting real life. Kaliayev does not heed
her, filled as he is with thoughts abcut the murder; he
brutally tells her to "Keep r:1111:'Le’c,!"1)1L He believes that they
are committed to this action and can see no turning back.

Mistakenly, Kaliayev and Dora have isclated themselves
from the comunity of men by their act of murder; Dora is
equally gullty with Kalliayev, having made the bomb. She
acknowledges the closing of the last door tc thei; freedom:

It's never-ending winter here. We don't belong

to the world of men. We are the just ones. And

outside there is warmth and 1light; dbut not for

us, never for us! Ah, pity on the justldd
Kaliayev agrees with Dora, but he will doggedly follow the
plan. "Yes, that's our 1ot on earth; love is . . . impossible,

But I shall kill the Grand DTuks, and then at last there will

16

be peace for you and me."

After Kaliayev's trial ard execution, Dora has full
awareness of what thelr acts have accomplished--nothing.
‘She knows that they have chosen wrongly; the right decision
would have meant life and hapviness together. The moment
that their rebellion ended in murder, they were removed from

the community of men and onded their lives:

1
“1p1d., p. 271. Y1oia., ». 272.

manmonim st &

WO1pi4.



With the first murder youth enas forever.

One throws a bomb and in the next second

a whole lifetime f%&shes by, and all that

remains 1s death.l
Dora and Kaliayev had mistakenly substituted an impossible
ideal for human love. First, one must learn to control the
evil within himself and to love what is around him. There
is no short way to Jjustice that does not lead to injustice
and enslavement of others. Camus concludes in The Rebel that
this is the tragedy of the rebel. He revolts against an
injustice done him and others. He tells his masters that
there are limits which are to be respected. He can not
allow them to make of him a slave, nor will he allow suffering
and injustice to be done to his brothers. He is awakened to
his unity with all men; he knows he must help them, even if
they do not want hig help. He will awaken their need for
love and respect; and he will give them the gift of freedom
and justice. If the masses will not accept his gospel, and
if they do not welcome his sacrifices done in their behalf,
the rebel develops scorn for them, and he proceeds to force
his religion of man upon them. For the god of history, he
builds his church of barbed wire and concentration camps in
order to protect his fold. He, who was to deliver mankind

from oppression, becomes a Caesar.

171pid., p. 296.
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Dora and Kalilsyev weve the wmariyrs of this new religiong

UJ

and Stepan and fufure comnissars will erect their church
arcund their cacrifice of love:

The demand for Justice ends in inJustice

if it 1s not primarlily based on an etnhical

Justification of Jjustice; without this,

crime 1tsell one day becomes a duty. When

zood and evil are reintegrated in time and

confused with events, nothing 1s any longer

good or bad éut only either premature or

out of date

Camus stresses that history does not provide a good
foundation for basic ethics. Hthics based on history will
lead only to tyranny. Tnils century is one where many men
deny God and any moral Jjudgment. They reserve the right to
" be their own Jjudges over thelr actions. An action that a man
might congider subjectively inoffensive or even advantageous
for the future of Justice may in reality become harmful; and
he is culpable cut of the innocence of his rationalizations
of what 1is right or wrong. The traglic modern Tfallacy is that,
without God, each man has become his own judge and can twist
the facts any way he wisheg. To Camus this cenfury has become
a court of trial where man constantly presents his case to the
auvudience of his peers and to the Jjurors of the future. Today
one might be guilty; but tomorrow, when the case is reviewed,
he may be reprieved.

Kaliayev was guilty in 1905, but today in Russia he

might be considered a saint. In The Faell Camus was to

18Camus, The*Rebel, p. 209.
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present this view of & circular hell, in wnlch Judgment was
always put off until some future date and in which the
culprit longed for a vnliceman to pronocunce sentence; and

he draws his own John-the-Bapiist presching to all men their

4}

culpability in theilr acceptance of sgell-judzment, a prophet

longing for a Christ who never returns.



CHAPTER VI
CONCLUSION

Camus apparently saw the twentieth century as one of
tragedy; certain values within his culture were being lost,
changed, or destroyed. The main symptom of these events was
the widespread acceptance of nihilistic attitudes. And since
he equated nihilism with death, the use of the death metaphor
became his symbol of this tragedy.

His century was a culmination of changes in his culture
that had begun in the eighteenth century, the Age of Reason.
Sclentific enlightenment seemed to negate all beliefs in God.
For some people, the emptiness was replaced by z new religion--
that of men--and they marched toward an earthly utopiaj
others filled the void with a belief in power. Both groups
ended their philosophies with the excuse that history ruled
and decided the courses of men's lives. But most Europeans
were filled with apathy and a belief in nothing; they wandered

in a cul-de-sac of black emptiness.

Carrus assumed that one of the basic causes of the tragedy
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Barbarians and whom they fought to death in the waters of
Salamis."! Europe had finally defeated the Greeks, at Salanis
and now the Barbarians rule. Instead of being like the Greeks
who had a positive moral code where values exist before all
actlon and set the limits of each action, European man has
placed himself in this dilemma because

modern philosophy places its vaelues at the end
of action. They are not but are becoming, and
we shall know them fully only at the completion
of history. With values, all limit disappears,
and since conceptions differ as to what they
will be, since all struggles, without the brake
of those same values, spread indefinitely,
today's Messianisms confront one another and
their clamors mingle in the clash of empires.
Disproportion is a conflagration, according to
Heraclitus. The conflagration is spreading;
Nietzsche is outdistanced. Europe no longer
philosophizes by striking a hammer, but by
shooting a cannon.

To clarify one of the basic causes of the acceptance of such
a large number of negative attitudes within his culture,

Camus cites Hegel:

. - . One must turn to him among our philosophers
who is the true rival of Plato. "Only the modern
city," Hegel dares write, "Offers the mind a field
in which it can become aware of itself." We are
thus living in the period of big cities. Delib-
erately, the world has been amputated of all that
constitutes its permanence: nature, the sea,
hilitops, evening meditation. Consciousness is

to be found only in the streets--this is the
edict. . . . History explains neither the

Ta1vert Camus, "Helen's Exile," in The Myth of Sisyphus
and Other Essays, translated by Justin O'Brien (New York,
955), p. 135.
2



natural universe that exlisted before it nor the

beauty that exists above it. Hence 1t chose to

be ignorant of them. Whereas Plato contained

everything-~-nonsense, reason, and myth--our

philcsophers contain nothing but nonsense or

reason because they have closed their eyes to

the rest. The mole is meditating.

Science and the change from an agrarian society to a
complex urban society have alienated man from his culture;
anomy exists In large segments of the population. Because
of this anomy, the Twentieth century has been characterized
by a sickness of the spirit, by nihilism, and by the feeling
of absurdity. Camus maintained the only exit through the
apsurd walls within which modern European man has enclosed
himsel? is by recognizing two problems, nihilism and sclen-
tific socialism; men must analyze these problems, come to
tarms with them, understand them for what they are, and then
rind a solution. Camus saw clearly that if European culture

were to survive, these negative elements must be uprooted. A

society which invents and does riot control lethal customs is

S

Tt occurs when drastic change causes
moral orders to lose their bonding and nmotivating effect,

or when segments of the population are left behind--~alienated
becauge no satisfying place exists for them in the changing
social structure. The resulting anomy is marked by '. . .
the retreat of the individual into his own ego, the skeptical
rejection of all social bonds. . . . It signifies the state
of mind of one who has hesn pulied vp from his moral roots,
who no Longer has any standards but only disconnected urges,
whe no longer has any senge of continuitys of folk, of

obligations.'" Z. Adamson Hecebel, Anthropolegy: The Study
of Man, Zrd edition (New York, 1966), p. 529.
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doomed. A "meaning of 1ivTe" and z motivation for survival
must be sought to replace what has been lost. This wag the
work Lo which Camus dedicated himself., He began by trying

to understand a wmeaning to 1iTe through a search fTor a meaning

Q.

in destl a don -3
LI KR2a LIl 2 a0

led that one can elther accept a positive

£

N v e rd e 4 ) -~y T
sude toward daeath and

-
i

attls ioor for what will make it mean-~

ingful, oy one can accept a negative attliiude toward death

Sizyohean oycle, IT was imperative to know what view to

nave of the world and what meaning there zould be Tor life.

Meursault too laete reallizes that he has neg
not plocing any velue on human 1ife. The cause of his tragedy
wes that he Talsely thought it was of little conseguence
whether or not he killed the Arab., 1In Calipgula the emperor
makes the same mistake as !Meursauvlt. Caligula, by negating
everything that makes 1ife mearningful, in truth, kills him-
gself by ellowing the assassination to take place. 1In The

Misunderstanding the mother through her indifference allows

the murders to te committed. And in concluding his cycle on
suicide in "The Myth of Sicyphus,” Canus rejected the philos-
ophies of cxistentiallsm which he believed negate life. At

this polint he could not give any reason why he was right
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and these philosorhers were wrong, bult he knew that the
important thing was to live in harmony with the universe and
to love it in all its diversity.
In the second cycle, which followed the Second World
War, Camus presented the individual who was not allowed to
make a choice to accept or to reject 1ife, whose will unfortu-
nately was often subject to that of the group. For Camus the

imperative ncw was for man to learn how to be a social animal:

I do not think that man is by nature a social
animal. To tell the truth, I think Just the
reverse. But I bellieve, and this is quite
different, that he Cd“ﬂ&u Jive henceforth out-
side of soclietly, whose laws are necessary to
his physical survival. Hence the Te\p“nbl“
bilities must be estnablished by societly itself
according to a reasonable and workable scale.
But the law's final justitication is in the
good it does or fails to do to the scoecicty of
a given place and time.

The second cycle was & search for what constituted
Justice; and in an age of murderasrs who can Jjustify their
acts by rationalizing, Canus conclucded that man must find
some means of establishing & positive society without the
ald of either ”Justicg” or "Grace." He found that principles

cf bot

&

"Justice" and "Grace" can be twisted to fit any
definition; they were no longer a reliable basis for a positive
ethic which would allow men to lead meaningful lives. There-

fore he concluded that the basic fact was mazn. He saw that

SAlbert Camus "Refleztions on the Guillotine," in
Reslstance, Rebell {gg‘ggg th, translated by Justin O'Brien

2
esi ion,
(New York, 1060), p. 134
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it was necessary for man to get away from abstractions and
confront

« « . the blood-stained face history has taken
on today. The grouping we nesd is a grouping
of men resolved to speak out clearly and to
pay up personally. When a Spanish bishop (
blesses political executions, he ceases to be
a bishop or a Christian or even a man; he is

a dog Jjust like the one who, backed by an
ideology, orders that execution without doing
the dirty work himself. We are still waiting,
and I am waiting, for a grouping of all those
who refuse to be dogs and are resolved to pay
the price that must be paid s¢o that man can

be something more than a dog.

n? and that a

Camus concluded that "we are faced with evil
éociety can be evil if a man does nothing to correct it.

But attempts at correction can lead also to evil. Thus Camus
saw the necessity to develop his philosophy of limits. The
only way to reduce evil was not to add to it; the discussion
of ways to avert and not add to the existing evil within
society would have constituted Camus' third cycle, concerning
Nemeslis, goddess of limits.

In The Plague a few men led by the doctor attempt to

assuage the ills of their society. Finally, the disease
recedes, but Rieux, the doctor, knows it will return, and
all he can do is to record their attempts to defend their

city against plague in hopes it might help others. In State

PRV

Albert Camus, "The Unbeliever and Christians,” in

Resistance, Rebellion, and Death, pp. 53-54.

ta
"1vid., p. 55.
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of Siege, Diego finds that it 1s necessary to fight the
Plague; but the biggest temptation, after winning the battle
against one form of tyranny, is for him to become a form of
the Plague. Dilegc recognizeg that he himself must shun
Caesarism. The most important thing to him is to be allowed
to make his own decisions about his happiness and freedom.
He rebelled for this end; but he knows also that he cannot
make these same decisions for other men. He would rather die
than detract from another man's selfhood. The Plague can be
contained by rebels who respect 1life and who refuse to let
others destroy it.

In The Just Assassins, tne example of Russia, which

rapidly changed from a feudal agrarian society to a modern
urban one, shows how nihilism can destroy a society. Russia
made the transition from nihilism to military socialism in

the manner explained by the policeman, talking to Kaliayev in
his prison cell: "One begins by wanting justice--and one ends
by setting up a police force.”8 Kaliayev wants to pay for

his crime with his life, for he recognizes the 1limits of his
action. When he killed the Grand Duke, he separated himself
from the society of men; and the world would have been loath-
some to him if he did not die, thereby establishing those

values in which he believed:

Alvert Camus, "The Just Assassins,” in Caligula and
Three Other Plays, translated by Stuart Gilbert (New York,
1958), p. 281.
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Murder is thus a desperate excephlon or it is
nothing. The disturbance that it brings to

the crder of things offers no hope of a future;

it is an exception and therefore it can be

neither utilitarian nor systematic as the

purely historical attitudsz would have it. It is
the limit that can be reached but once, after
which one must die. The rebel has only one way

of reconciling himself with his act of nurder if
he allows himself to he led into performing it:

to accept his own death and sacrifice. He kills
and dies so that it shall be clear that murder is
impossible. He demonstrates that, in reality, he
prefers "We are" to the "We sh2ll be.”" The calm
nappiness of Kaliayev in his prison, the serenity
of Saint-Jdust when he walks towerd the scaffold,
are explained in their turn. Beyond that farthest
frontier, contracdiction and ninilism begin,9

Only by his dealh could Kaliayev expiate his crime and hope
for peace. In The Rebel, absclute freedom is shown to be
impossible; it is an abstraction., By Caligula's similar
quest for the moon and Martha's longing for the land of the
south, the passionate search for absolute freedom leads onl
to the path of destruction. What man in a society must
legarn is that every human frceedom at its roots is relative.
The only lasting value is man nimself.

Camus evaluated his thirteen-~year search for truth in
‘his time: Man must learn to face the reality of death and
have this awareness give a nmeaning to his Jife. Fe must

.

learn to take the responcibhility for his own 1life "with all
10

its weight of errors and greatness.”

72
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: 9A1bert Camus, The Regbel, translated by Anthony Bower
(New York, 1956), p. 282.

Camus, "The Wager of Our Generation," in Resistance,
Rebellion, and Death, p. 18%,
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Camus completed his search by preaching of a renalzsance

i)
i

for Eurcope. He felt that man's morals cculd be recreated,
he had recreated his own personal values from the death-
thioes of negativism. In a speech delivered in Sweden
shortly bvefore his death, he explained his main thoughts
about this awakening of modern man's morals:

Some will say that this hepe / of a renaissaunce /
lies in a nation; others, in a man. I helieve
rather that it is awakened, revived, nourished

by millions of solivary individualcs whose deeds
and works every day negate frontizrs and the
crudest 1mplwcaulono or history. Ls a result,
there shines forth flsetingly the ever threatened
truth that each and cvery man on the Loundatlcnll
of his own surferings and Jjoys, builds for all.

This passgage in a sense concludes Camus' search for the

z

ignificance of his living, aying, and writing. Canus had

built "on the foundations of his owa suffer
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a world of hope for all.

11 . . R
Camus, 'Create Dangerously,'" in Resistance, Rebellion,
and Death, p. 209.
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