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EDGAR ALLAY POE'S “IHE FALL OF THE HOUSE OF USHER"
- THE THEME OF THE PHYSICAL POWER OF WORD3

“T'he mathematios afford mo more sbsolute damonstrations than
the mentiment of his art ylelds the a@tiﬂt“ja Aocording to EBdgar
4llen Poe's principles of composition, Ygonstructing” a tale or
B poem, with the wultimate object of producing "a certain unique
or single e £ f e o t“g, is a matter of rasson and loglc. It i@
precise mnd imeginative,which is "naver otherwims than annlyti@“3,
like the game of whiat discussaed in the opening paragraphs of
"'he Lurders in the Rue Morgue". The rules are invariably strici
and the effect depends on “the genius of obaervation (of the
partner's or the reader‘'s response to emotional stimuli} and the
validity of inference. The anslyiical faoculty of a mathematlclan,
argues E.A, Poe in "The Power of Words“, is the "faculty of
referring et & 11 epochs, a1l 1l effects toc a )l 1 causea®™,
“.+s the prerogative of the Deity alone", "but short of the
absolute perfection ... exercised by the whole hoat of the Angelic
intwllig@ngaaﬂﬁg that is, poets.

We read in "The Foetic Prinociple™:

! Phe Domain of Arnheim, {ins] Complete Stories and Poems of
Edgar Allan Poe, New York 1966, p. 575 (all quotationa from
Poe's tales come from: “Complete Stories,.."j number of pagea
§@;t§ﬁhe Pall of the House of Usher” followe quotations in the

a .

a Ehe Poe on¥. Hawtheornos, "Mvite-Tald Taleas",
[in:] The Works of Edgar Allsn Poe, vol. VII, Hew York 1971,
Dp. 36=39 (all quotations from Foe*s literary oriticism come Irom.
@h@ E@rkﬂ @f Eﬂgﬁg Allm P@ﬁwﬁgo@‘ vola,. VI, VII' MIIJ-

. ligmhg Murdors 1n the Rue Morgue, [im:] Complete Stories...,
& ¥ »
4 e Power of Words, ibid., p. 593

{138])
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I make Beauty, therefors - uaing the word as inolumive of the
sublime - I make Beauty the province of the posa ainply because
it 4i» an obvious rule of Art that effects should be made to
spring as dirsotly sa posasible from their causes; - no one as yot

ha been weak enough to deny that the peoculiar elevation in
;2;5; on 1ix &t lesst mo st readily attainable in the
L. ]

Onoe the p@ct.hau mastered, however imperfeotly, the faoulty
of retrogradation = of referring effects to their causes - he oan
deliberately and responsibly oreate, that is, perform the reverse
act of converting cnuses (artistic medium) into effeots { visions
of Besuty and Sublimity), his skill in handling "the physioal
power of words® manifesting itself in the immediacy and intensity
of the "pre-established™ effeck. As Poe mystioally elaborates on
his theory in "The Fower of Worda", word-impulses given the air
will radiste in their multiform modifioatlons, or, in other words,
in their oreation of the novel and the original, until, finally,
the poet would find them "refleoted - unimpressive a t las t
- back from the throne of the Godhead*®, Through poetry and musio,
in "a wild effort to reach the Beauty above", we experience that
"pleasurable elevation, or exoitement of the soul", "brief and
indeterminate glimpses™ of "divine and rapturous Joys ... beyond
the grave"!, And though, or becsuss, the poetio intelleot is "the
most exalted of ail“B, it is never free of the soute awarsness of
its own limitations. The searoch for the absolute perfection of
art is "the desire of the moth for the atar"”. What the artist
ultimately achieves is but "a glimpse of the spirits'outer world"
and there he must stop, es the narrator of “The Fall of the House
of Usher™ stops at tha edge of ihe tarn, contemplating his inabi-
1ity of encompassing the whole significance of his vision.In aon=
tradiotion to his “philosophy of composition® Poe has to admit

gwh@ Poetic Prinoiple, [int] The Works..., vols VI, p. 15.
" The Power of Yords, [in:] Complete Storles..., p. 593.

- T 2he Poetie Principle, [in:] The Works..., vel. VI, pp. 12-
=15,
Sgéwhoiaﬁllmquy of Monom mnd Una, [in:] Complete Storiem...,
Fe 233 . .
3 The Poetic Principle, [in:] The Works..., vol. VI, ppa 12-

=13,
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that the final product of the most imaginative act of creation
cannot be fully and rationally accounted for, even by the oreaior
himself.

"A sense of the fullest satisfaction™ in recognitlon of the
besutiful, the original, thé harmonious, can also be attained in
& "tale of effect". Poe's insistence on the "unity of effect" and
"totality" - the oompactiness of thought and expression, "delibar-
ate care" in chooeing imaeges and arranging them in climactic
order = places his oonception of the tale proper in the nearas®
vicinity of what he conceives to be the purely Pﬂﬂﬁi@1°~

Thus in both, e poem and a tale, it is through what we may
oall after Poe essentislly "earthly" elements of medium and
method = words with thelr more or less easily reocognizable
external equivalents and their artistic adaptation "with the
precision and rigld consequence of a mathematioael prﬂblﬁmwj1 -
that the reader arrives at the visionary, the spiritual and the
ideal, belonging no more to the world of loglo and deduotion,
esoaping all analytical faculties and attempta at definition,
and consequently the reader, like the narrator of "The Fall of
the House of Usher™, is "forced to fall back upon the unsatisfac-
tory oonclusion, that 'while, beyond doubt, there & r e combi-
nations of very simple natural objects which have the power of
thus affecting us, still the analysis of this power liea among
considerations beyond ouxr depth™ (p. 177).

Such seems to be the dilemma of Ellison, a landscape-gardener
and "in the widest and noblest sense a poet":

In truth, while that vwirtue which ocnsisis in the mera
avoidance of vioce appeals directly to the underatanding and can
thus be oircumscribed in r u 1 e, the loftler virtue,shiph flames
in oreation, can be apprehended in its results alone. [...] We
may be instructed to build a "Cato”, but we are in vain told
how %o ooncelve a Parthenon or an “Imi@rma“ﬁ .

o 99 However, "bemuty oan be better trealed in the poem” and
the writer "who aims at the purely beaufiful in & prose tale ia
laboring at a great diaaﬂﬁa@gagaﬂ a3 he muat reject these modes
bf sxpression ("the retiooinative, for example, the sarcastic, or
the humorous®) which are “"absclutely forbidden® by the quality of
I‘hﬁm K,ibi‘deg ¥ol. MID Ps 4@}0

1 e Philosophy of Compomition, ibid., vols Vi, Pe. 39.
12 the Domain of Aroheim, [ini] Complete Stories..., p. 573,
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The reslization of Ellison’s visione of the "purely physioal
loveliness® 1s nede possible not after he inheriis "a fortune
of four hundred and fifty millicns of dollars™ but after death =
"1t 1a,0f course, needless toc say whers was the looality" 1. and
the nervator's voyage on Aynheim's Lethe in "ar alr of funereal
gloom®, ahut Gut from "the light of day" to enter regions of “ex-
quisite sleanness” and “orystal™ streams which remind us of the
ideal ‘Yorystal aprings® of "The Poetic Principle™, this voyoge
munt stop, at the "gigantie gate or rather door of buraished gold,
elaborately carved and fretted” ¥, the gate to Blysiws. When "the
whole Paradise of Arnheim burets upon the view", “here on earth®
we ocan proceed no further and the tale enda. Both Poe*a fascina-
tion with the theme of irrationsl powers overcoming man+s will
and dreawing him into uanfathomable precipices and posaibly the
moat favourable climectic denouement it offera in the composition
of a tale oeen to mooount for the reasppearnnce of similar type of
endings in many of Poe's works. His narrators often resemble Her-
man Melville's "standers-of-mest-heads" who put to their poet for
the simple resson of watching and “singing out®™ lndulge 1n uncon-
scious reverlea, lose their identities, "become diffumed through
time and spaoce", and finally drawn into the vorticea, "no more to
riss for ever" %

Phere is a close thematis and struotural enalogy batween “The
Domain of Arnheim™ and "The Pall of the House of Usher”, In both
of theas tales, the subjeot of which is artistic sensibility, the
artist manages to put his utterly ideslistic theory into practioe,
which ultimately ends in his death, mnd in both the narrator
sndeavoure to maintain rationelistic view in order to tell us
about experiences having the quality of & dream or ocatalaptie
visicn. The narrator of "The Pall of the House of Usliex", lika
Ishmael, 18 the one whose "identity comes bask in horzor”, the
one "Emcaped Alome to Tell Thea", Both Ellizon and Roderiok Usher
seek so0litude in thelr art, yet Ellison's medium makes him Happy

Y3 Ibid., p. 579.
' 1p14,, p. 582.

Y H. Melville, Moby-Dick, ur tihe White Whale, London
1969, p. 177.
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e

("He admitted but four elemantary principles, or more strictly,
oonditions of bliss. That which he considered chief was - strange
to sayl = the aimple end purely phyeical one of free exerclse in
the open ﬂiﬁ“ié), while the medium of Roderick separates him from
the external and healthy and belonge solely to the imaginative
world of the delirious mind.

"The Pall of the House of Usher"™ is the expression of both
Poe's theory and method of artistic creation. Constructed accord-
lng to the rules of "Phae Philosophy of Composition", bearing
otrong structural effinity with "The Raven™ and, if succesaful
enough, evoking the pre-established effect of horror, the tale
remains, sbove all, an ingenious illustration of Poe*s idealistic
congeption of the wultimate limits of postry, when poetry 1s
tonceived 1in the images of madness and death. Its domlnant thome
is that of "the physical power of worda" and of art in general,
As I have mentioned before, the primary paradox in Poe's theory
of oreation seems to oonsist in the poet*s belief that art attains
its 1deal (Beauty and Sublimity) through essentially "physical"
8nd " "materialistic™ means. Another paradox, with which Poe desls
in "The Fall of the House of Ugher", is that the state of the
1deal o0an be recognized by its power of "materializing", evoking
immediate physical affects, the objective experience or sensation,
which, when art approaches its purest form, become destructive to
the oreator, as it then "appartains to eternity alone™. In other
words,the last stage in the spirituslization of the poetic medium
is, according to Poe, the destructive realization of ita ildeal,

The politery rider paseing "through a singulerly dreary
tract of the country™ appears in the opening rentence of the tale
&3 the image of the poet, whom the winged borse of poetry leads
through the hasunted worlds of his imagination into regions ef
extremal sublimity of spirit, the highest sphere %o which poetry
ean a@epire, where ocauses and effecta become magically one and
Belie rational and analyticsl powors = the "melancholy House of
Umherﬂ1To Critics have often observed that throughout the text

16 phe Domain of Arnheim, [in:] Complete Stories..., p. 571.

17 Loneliness 4is, acecording to Poe, the necesaary condltion
Tor experiencing intense poetic moods., We read in "The Island
of +the Pay": "My wenderings amid such scenes have been many, and
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there reappear allusions to the essential physiocal and epiritusl
identity of Poe and his protagonist, In the desoription of Ro-
derick's lineaments they recogaize most characteristioc features
of Poe's ocountenance from the famous daguerreotype of Mathew
Brady. We read in another passage:

It was this deficiency, I considered, while running over in
thought the perfect keeping of the ohexmcter of the prexises with
the acoredited chareocter of the E@ﬁpli,nnﬁ while speculating upon
the possible influenoce which the one, in the long lapse of cen=
turies, might have exercised upon the other = it wans this de-
fiolenc perhaps, of oollatoral iseue, and the oconsequent
undﬂviﬂiing transmission, from sirs to son, of the patrimony with
the name, which had, at imy@fh; s0 identified the two as to merge
the original title of the estate in the quaint and equivooal ap~
pellation of the "House of Usher® = an appellation which seemaed
to inolude. in the minds of the peasantry who used it, both the
family and the family mansion. (p. 178) :

The "equivooal appellation® may be read as an allusion to
the neme of Poe and the most immediate association it has with
the words "poet" and "poetry", of which he had always been aware.
The House of Usher is Poetry, and Roderiok, "in tha direot line
of descent" the last of "the ancient race of the Ushers"'®, with
their burialeground “remote and exposad", is the last of the
poeta, as he attains the last, the 1deel stage in the perfection
of his art, whioh is at the same time the end of all art.

For the jJustification of the elements of soenery as well as
of the whole situational ocontext and the atmosphere in "The Fall
of the House of Usher"™ we may, thersfore, sesrch in Poe*s essay
on the composition of what he believes $o be "the poem written
pgolely for the poem's sake", "the poem p e r ‘s e", "Melancholy
is thus the most leg timate of all the poetical tones"1? . the
mord "melancholy™ is used in the firat sentence of the tale as
the attribute to the House of Usher and then obsessively reappears

far-gpearching, and always g@lit;rg; and the interest with whioh
I have strayed through many a dim, gag.yalllgégom gazed into the
reflected heaven of meny a bright lake 1 been an interest
greatly deepensd by the thought $hat I ﬂa‘@ strayed and gazed
a1l on e" (1bid., p. 565). :

7%5 In his essay on Longfellow's ballads Poe wrote: "Man being
what he is, the time could never have been in which Poesy was potv
({The ﬁ@?’kﬂm” vol. WI‘@ P 153).

12 The Philosophy of Composition, ibid., p. 43.
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in & variety of images to become its "only legitimate™ tone
"0f all melancholy topios, what, mccording to the uni v e r-
8 &1 understmanding of mankind, is the m o s ¥ melancholy?
Death - was the obvious reply”, and "[.J/.] the death of a beauti-
ful woman 4s, unquestionably, the most poetical topic in the
worla*?! . in "The Pall of the House of Usher” it is the death of
lady Madeline,Roderick's mimter; when viewed as devold of all the
sexual, "earthly“ psassion, their relationship embodies the truly
postioal, while passion, Poe claims, is antagonistic to Besuty?;
*oireumsoription of ﬁgaaa is absolutely necessary to the effect
0f insulated incident"®? - in the tale it becomes the predominant
feature of the atmospheric conditions, of the interior of the
house and, significantly, of those works of Roderick's imagina-
ticn which he shows direotly to the alarmed narrator; "the room
(in "™Phe Raven"™) iz represented as richly furnished ~ this in
mere pursuance of the ideas I have already explained on the
subject of Beauty"?# . 1n Roderick's room, books and muaical
instruments, "scattered about®, are reminiscent of the heritage
of his ancestors who "by multiform combinations among the things
and thoughts of timo® struggled to "[...] attain & portion of
that Loveliness whose very slement, perhaps, appartains to eter-
ity alone"??, %

Speculations. on the nature of tha novel and the original
constitute a large portion of Poe's oriticism, since it 1is
originality, he believes, that the artist should always and
unreservedly adhere to,The poetic medium affords but one possible
way of its accomplishment - the poet must find new modes of com-

3 20 wpna  thus, as a closer and still ocloser intimacy admitted
me more unreservedly into the rscesses of his spirit, the more
bitterly did I perceive the futility of all attempt at chesring
8 mind from which darkness, as if en inherent ﬁﬂﬂitiFQ quality,
poured forth upon all objects of the moral and physical universe,
in one uncemsing radiation of gloom". ("The Fall..., Lin:] Com-
Dlﬂ‘t@ Sf@l‘i&ﬂg “wg pi 182 }g

4;1‘The Philosophy of Composition, [in:] The Works..., vol.VI,
P D

22 mhe Poetic Principle, ibid., ps 33.

23 The Philosophy of Composition, ibid., p. 50.

%4 Ib1a., pe 51,

25 fhe Poetic Principle, ibid., p. 13.
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bining forms which have already existed as "previoum combina-
tiona™. The wecond element of Poetry, the first being "the thirat
for supernal BEAUTY™, ieg "the attempt to setisfy this thirst by
novsl combinations among those forms of beauty which already
sxist - or by novel combinations of those combinationa which our
predecessors, tolling in the ohase of the same phantom, have
nlready set in @rdar”zsg As Poe writes in his appreciation of
Hatheniel Hewthorne's tales, the reader will recognize the novel
with "[...] a calm astonishment that ideas so apparently obvious
have never ocdured or been presented to us bafarﬁ'ETQTha observa=
tions which the narrator of "The Pall of the House of Ushar"
makes on his way to Roderick's room illustrate the same idea:

While the @h%n@t@ around mae - while the carvings of the
coellings, the sombre tapestries of the walls, the ebon bleckness
of the floors, and the phantasmagoric amoriel trophies which
rattled as I strode, were but matters to which, or to such as
which, I had been accustomed Irom my infancy - mhi%a I hesitated
not to ecknowledge how familiar was all this = I s%11l wondered
to find how uuﬁfmiliar ware the fanocies which ordinary lmages
were stirring up.<® (p, 179)

When the narrator gives a short presentation of Roderick®s
theory of the pgentience of all inanimate nature, he actually
definea postry as the gollocation ‘of forma end specifies its
intrinsic thematic and tonal charaoteriatics.

The belief, however, was oonnected (as I have previously
hinted ) with the gray stones of the home of his forefathers. The
conditions of the sentience had been here, he imagined, fulfilled
in the method of colloocation of these stones = in tﬁ@ order of
thelr arrangement, as well ms that of the many f un g i whieh
overspread them, and of the decayed trees whioch stood around -
above all, in the long undisturbed endurance of this arrangement,
and its reduplication in the still watere of the tarn.Its eviden~
ce = the evidence of the sentience - was to bhe meen, he said,{and
I here started as he spoke)}, in the gradual yet certain condensa-
tion of an atmosphers of theilr own about the waters and the walls.
The result was discoverable, he added, in that silent, yet im-
portunate and terrible influence which tor centurles haa moulded

- 26 pog on Longfellow's balleds,ibid., ppe 153=154.
a7 Poe on Hawthorners tales, ibid., vol. VII, p. 35.

28 We read in another passage: "l looked upon the sgene before
me « upon the mere house, and the simple lendscepe festures of
the domain [v..)® ("The Fall,..", p. 177).
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the dentinies of his femily, and vhich made h i m what T now
gzgg him - what he was. Such opinion need no comment, mnd I will
none.

It is tempting.to identify "the gray stones" of "forefothers”
wlth the image of the medium of poetry = words, and "the method
of colloocetion of theas atones® = the method of the colloeation
of words into poetic combinstions. The “orumbling sonditlon of
individusl stones® as wall as the algzag fissure which the
narrator secs on approaching the House of Usher ars tokens of
the growing epirituslizetion of the medium of poetry, whioh,
in the "excited and highly distempersed ldeality" of its mantar,
shekes loose of the natursl, logical bonds of objective squive-
lents. The fungt, the decayed trees end, nbove all, the tarn
becomg symbolas of death®?. The =tones of the House of Ughor
are reduplicated in "the still waters of the tarn" like poetry
brooding over its most melanchely, that is, ite mest intrinsio
tople = death, The ortistts sensitivity mnkes him creative but
&t the sane time most recaptive - open to the subtlest influences
thet his art would exert on his spirit.

[ese] the poetic sentiment (even without reference to the
poetie power) implies n peguliarly, perhaps, an sbnormally keen
&ppreclation of the besutifui, with a longing for its sasimila-
tion, or abasorption, into the poetic i1dentity. What the poet
intensely admires becomes thus, in very faet, although only
partially, a portion of his own intellect™® .

And 1f the highest, the most sublime manifestation of art ias
conceived in the image of death, its influence must be "gilant,
yet importunete and terrible™.

Uusis 48, sccording to- Pee, the prototype of all art. In
music effects "spring as direetly as possible™ from their ceunsesi
it i thet kind of impulses given the alr which through their
physical power lead to the most 4mmediste, snd esmcoping sll
analysis, ldentificetion of the mtimulus snd &he experience
(the elevation of the soul). It seams maturdl then that in its

29 4 [ CaA R T
Geston B eachelsaprd argues 1in hig esapay ". Hak L
lez Raves" (Wyobrafnia postyoka, Jarasave 19'75) that stagnant
waters becoms the dominant aymbol of death.in Foe's work,

24 30 4 Reply to*Outslaj {in:] The Works..., VOls VI, pps 243=
- ‘40

e e ——
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purasuance of +the eaxalted end the perfeot, poetry should seek |
aasistance in purely musical techniques. '

1 wes nware, however, that his very anoient family had been
noted, time out of mind,for e peculiar sensibility of temperament,
displaying itself, through long ages, in many works of exalted
art, and manifested, of late, in repeated deeds of munifiocient
yet wunobtrusive onarity, as well as in a passionate devotion to

he intricacles,perhaps even more than to the orthodox and easily
recognicable beauties, of musical solence. (p. 183)

Roderick's painting is again the realiration of the ultimate
alm of art as Poe understands it - "If ever mortal painted an
idoa, that mortal wae Roderiok Usher" (p. 183), Yet to the degree
that the artist attains hims gorl, he dangerously loosens his
contacts with objective reality and beocomes insane, In fact,
Roderick makes that one step further over the edge of the
precsipice; in a desperate effort of his art to reach the "spirits'
outer world", he irespasses the 1limits of the natursal and the
healthy. Devoted no longer to the "orthodox and easily reoogniza-
ble bemuties™, his musioc becomes "wild fantasiea™ ("to a discord-
ant melody"), his paintings and paam&jﬂ = obsessive visiona of
the emblems of death,"partaking rigidly of the aspirit of abstrac-
tion"™,

When the narrator reached the House of Usher, "m sense of
insufferable gloom pervaded { his) spirit™:

I say 4inpufferable = he ocommenta - for the feeling wes un-
relieved by any of that half-plemsurable, beceuse poetic, sentli-
ment, with which the mind usually receives even the sternest
natural images of the desolate or terrible. (p. 177)

There 1is nothing natural 4in the House of Uasher, as it is
sctunlly the produst of Roderick's imagination in its "highest
artificlal excltement® = the product of Roderdock's medium, and
M ..Jto view natural objects asm they exist, and to behold them
through the medium, of words, are different thinga"><,

31 wphe Haunted Palsse” has the form of a ballad and is
recited by Roderiak to the scoompaniment of guitar, "Certain ef-
fects of siringed instruments®™ can most readily-embody the pale
pltating state or his nervous system. -

32 posts review of Drake and Hslleok, ibdd., wvol., VILI,
PP 3@1®3@2@
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Roderick is amare of unusual, unnaturael creative pomer of his

Bpirit. He fearp its physiocal embodiment.

I dread the events of the future, not in themselves, but in
their results. I shudder at the thought of any, even the most
ﬁ?i?iﬁlu Incident, which might operate upon this intolerable
agitation of soul. (p. 181)

It 1is the fear of converting the ideal into its physlcal ef-
fect in the final, extreme, God-like aot of poetic imegination.
The idesl 1s Sublimity and Beauty, the goal of art, tha effact is
Death, the wultimate and the only possible satiation of man‘s
thirst for the ideal. The realization of the moot poetical is
the realization of death’-.

This explains the nature of the relationship between Roderick
and his sister. "A p@ettled apathy" and "frequent although
transient affeotions of a partially oataleptical charactaer”(p.182)
moke lady Madeline a mediator between the two worlds and, oonse-
quently, the agent in the fulfillment of Roderick's destiny.
The kinship of the poetic &mnd the spirituel acoounts for the
Presentation of Roderick and Wadeline as twins ~ "I learned that
the deceased and himoelf hpd been twins, and that sympathies of
& scarcely intelligible nature had always exlisted between them"
(p. 186). With the help of the narrator, who aince that moment
is no longer a detached obaerver but an active though still
uneonscious c¢ollaborator, Roderick buries his sister allve and
thus, in accomplishing what Poe belleved to ba the most intense
and horrifying of ell humen experiences ("The Prematurs Burisl"),
he makes the ™“ideal"™ vision of his abstract painting r e a 1,
In egreement with my interpretation of "The Fall of the House
of Usher", the neme Madeline may also be read symbolicellyes
coneipting of two words: "mad" and "line", and meaning "insone
Verse" ~ the poem of insane imagination.

Roderick's mind remains <1n a state of nervous agitstion. At
the beginning of the tale, we readt -

- 33 s Charles Peidelsonh writez in “ﬁ%mhﬂli@m and
American Literature" (Chlcago 1969, p. 42)1 "Just as Usher simul-
tansously exploits and loathes his desesse, he longs for death
and fears it - longs for the state of "real dr@@%“ to whioch he
tends mnd fears the annihilation which that entaila".
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fiie v/olce varied rapidly from & tremulous indecision ( when
the animal apirits seemed ufﬁexig in abeyance) to that species of
snergeiic concinlon = that abrupt, weighty, unhurried,and hollow=
~gounding enuncliation - that leaden, sﬂli—ﬁalan@ad and perfectly
modulated pguttural utierance, which may be observed in the lost
drunkerd, or the irreclaimable sater of oplum, duringz the periods
6f his moot intense excitement. {pp. 180=181)

This dntense excitement of "loot drunkerds™ or "eaters of opium"
is the metaphor of poetic intellect in the act of oreation, the
metaphor which Poe's great sdmirer, Charles Baudelmire, develops
into & whole theory of oreative atimulenta. After lady Madeline
is put to her tomb in the vaults of the house, Roderick's “mental
oullectedness and concentration™ becoma atill more powerful:

There were times, 4indeed, when I thought his unceasingly
agitated mind was lebouring with some oppressive aecret, to
divulge whioh he struggled for the necessary courage.(p. 187)

"The gradual yet ocertain condensation of an atmosphere of
thelr own about the waters and the walle", which at the olimactie
end of the story turns into "exceeding density", represents this
agitation of Roderlick's imagination "in extremis™ and his inabi=-
lity to withstend its annihilating powera.

The night of Roderick's finaml "materialization" of his poetic
vigion %8 "a t{empoatuous yet sternly besutiful night, the one
wildly singular in its terror and its beauty" (p. 1@%)34. glowing
with Tunnatural” 1light in which the reader recognizes unique
traits of Usher's painting, the light which, like all art in its
highest refinement, haa no external scurces and beoomes self-con-
tained and absirsct - originates from the artist's imegination
and exists for i1its own sake. The narrator redds poasagea from
"™ad Trist" of Sir I wuncelot Canning, a work of "uncouth and
unimaginative prolixity”, "the only book immediately at hand".
Yot in the oondensation of the spiritual and the poetic - in
Roderick's presence ("a whirlwind had apparently collected its
force in our vicinity™), the s i m p l & words of the moe r e
romance acquire the power of converting themselves into lmmediate

34 In Poe's review of Longfellow*s ballaeda we read: "There
areé pointy of » tempest which afford the loftiest and truast
posetical fhemea - pelnts in whlch pure postry is found, or hetter
atlll, beauty heightened into the sublime by terror" ("lhe
Workse.s.", vol., VI, pp. 157=158).
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phyeical affecta, It is not surprieing to find that in the
climactic =scoene of the +tale, the "key-noie™, "gmome pivei upon
whioh +the whole structure might turm“gs iz an elaborated vorsion
of an aessentinlly musical effect of refrain - the images of the
text are echoed by the sounds of Madeline's movements in the cof-
fin, It may not be without signifioance that the motlon of Row=
derick's body 1s easily associated with the regular pulsating
beat of the metronome.

I saw that his 1lips trembled as if he were murmuring inaudibly.
His head had dropped upon his breast - yet I knew thai he was not
8sleep... The motion of his body, too, was et variance with thiv
idea - for he rocked frop side to side with a gentlae yet conatant
and uniform &way. Less] I lemped %o my feet; but the measured
rocking movement of Usher was undisturbed.(pp. 189-130)

In the aot of artistic crestion, Roderiok creates reality
itself, "[...] as if in the superhuman energy of his utterance
there had been found tho potency of a spell [..s)™s The last of
the poets 1s the poet of the extreme.The abaolute and the perfect
realization of his ideal is the "materialization” of death - art
and spirit bacome one, "[...] with a low moaning ory (lady Hade-
line) fell heavily inward upon the person of her brother®.

And thus the narrator's vision is sscomplished. Roderick was
his guide or his "usher™ to the "precipitous bpink" of the poet*n
idenl, He alons "survives the wreck" in coming back to the world
of reason and logio,inwhich causes and effects can ba considered
separately and yationally acoounted for = nT found myself crosg=
ing the old ocaussway" (the choice of the word "aounewny"” 1z
evidently not accideéntal). The "blood-red moon" 1= the firat
natural source of light while “the deep and dank tarn [oa) cloged
sullenly end silently over the fragments of the »House of Usher="

Instytut
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