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Bé{énrénF"Eureka": A Touchstone for the
Characteristic Motifs in the Tales
of Edgar Allan Poe

What I here propound is true:--therefore,
it cannot die:--or, if by any means it be
now trodden down so that it die, it will
'rise again to the Life Everlasting.'l
Edgar Allan Poe presented "Eureka" as a lecture on February 3, 1848, in New
York and published it as a separate piece in June, 1848. He prefaced this,
his last prose publication, with a prophecy of its eternal importance. "“Eureka"
was of such importance to him that, in a letter to Maria Clemm, July 7, 1849,
he said: "'l have no desire to live since I have done "Eureka." I could accom-

IIl2

plish nothing more. Representatives for two New York newspapers attended the

February 3 lecture. On February 4, 1848, the New York Tribune praised the work,

reporting that Poe's "'remarks on the subject were characterized by the strong

analytical powers and intense capacity of imagination which distinguish him.'“3

The New York Courier and Enquirer, on February 11, 1848, also expressed a high

opinion of the work. This paper referred to Poe's essay on the universe as "'a

4

nobler effort than any other Mr. Poe has yet given to the world.'"" Twentieth-

1Edgar Allan Poe, "Eureka," in Edgar Allan Poe: Selected Prose, Poetry
and "Eureka," ed. W. H. Auden {New York: Rinehart, 1950), p. 484. Al1 refer-
ences to "Eureka" are from this edition. Hereafter, references will be made
parenthetically, citing page.

2John Ward Ostrom, ed., The Letters of Edgar Allan Poe (Cambridge: Harvard
Univ. Press, 1948), p. 452.

3Quoted in Arthur Hobson Quinn, Poe: A Critical Biography (New York: D.
Appleton-Century, 1941), p. 541.

%uoted in Quinn, Poe: A Critical Biography, p. 539.
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century opinion, summarzied by W. H. Auden, also cites "Eureka" for its great
accomplishment. In his introduction to the 1950 edition of Poe's work, Auden
says that Poe did, for the nineteenth century, what Lucretius had done centu-

ries before, offered an Heltanschauung for his age. In addition, Poe intuited

what "subsequent scientific discoveries have confirmed."5 Auden sees "Eureka"
as & synthesis of Poe's passions:

...it combines in one work nearly all of

Poe's characteristic obsessions: the pas-

sion for merging in union with the one...,

the passion for logic..., the passion for

a final explanation and reconciliation...--

all are brought together in this poem of

which the prose is as lucid, as untheat-
rical, as the best of his critical prose.

As a culmination of Poe's effort, "Eureka" is important because it serves
as a touchstone for three characteristic motifs, developed in "Eureka," and
found in the design in Poe's tales. These motifs are: 1) the power of the
imagination, from which one may intuit truth and which may lead to a state of
heightened sensibility, 2) the nature of the universe, which is diffused matter
and spirit, and 3) the end of the universe, or the progress to original unity.
Each of these motifs will be defined and specified according to its use and
development in "Eureka." They will then be applied to individual tales. The
first motif will be discussed as a design in "Berenice" (1835) and "The Gold
Bug" (1843); the second, in "Ligeia" (1838) and "William Wilson" (1839); and
the third, in "The Colloguy of Monos and Una (1841)."7 Finally, "The Fall of

SH. H. Auden, ed., Edaar Allan Poe: Selected Prose, Poetry, and "Eureka"
(New York: Rinehart, 1950), p. xi.

6Auden, Edgar Allan Poe, p. xi.

7“The Colloquy of Monos and Una" is frequently referred to as one of the
cosmic romances or discourses. Nevertheless, it is included in The Complete
Tales and Poems of Edoar Allan Poe, ed. Hervey Allen (New York: Modern Library,
1938). In addition, "tale"™ is an appropriate term for the "Colloquy" for the
term denotes something which is told or discoursed.




of the House of Usher" (1839) will be discussed as the embodiment of all three
motifs. In each, the motif or motifs are central to an understanding of the
inherent reality operating as the thematic and conflictive design in the tale,
and thus, each serves as an example of the touchstone quality of "Eureka."

To facilitate my discussion of "Eureka" and its motifs, I will briefly
state the premises of the entire work. In a letter on February 29, 1848, to
George W. Eveleth, Poe summarized the general proposition underlying "Eureka":

The General Proposition is this:--
Because Nothing was, therefore A1l Things
are. :
1--An inspection of the universality
of Gravitation--i.e., of the fact that
each particle tends, not to any one common
point, but to every other particle--sug-
gests perfect totality, or absolute unity,
as the source of the phaenomenon.

2--Gravity is but the mode in which
is manifested the tendency of all things
to return into their original unity; is
but the reaction of the first Divine Act.

3--The law requlating the return--
i.e., the law of Gravitation--is but a
necessary result of the necessary and sole
possible mode of equable irradiation of
matter through space:--this equable irra-
diation is necessary as a basis for the
Nebular Theory of Laplace.

4--The Universe of Stars (contra dis-
tinguished from the Universe of Space) is
limited.

5--Mind is cognizant of Matter only
through its two properties, attraction
and repulsion: therefore Matter is only"
attraction and repulsion: a finally con-
solidated globe of globes, being but one
particle, would be without attraction,
i.e., gravitation; the existence of such
a globe presupposes the expulsion of the
separative ether which we know to exist
between the particles as at present dif-
fused:--thus the final globe would be
matter without attraction and repulsion:--
but these are matter:--then the final
globe would be matter without matter:--
i.e., no matter at all:--it must disap-
pear. Thus Unity is Nothingness.

6--Matter, springing from Unity,
sprang from Nothingness:--i.e., was created.




7--A11 will return to Nothingness,
in returning to Unity.3
From Poe's summary, it is clear that the second and third motifs under
consideration, the nature and end of the universe, are central to the premises
of "Eureka." The process by which Poe arrives at his understanding of the uni-
verse is the power of the imagination, the first motif to be discussed in this
" study and the first to be introduced in Poe's philosophy.
In the "Preface" to Eureka," Poe dedicates the work:
To those few who love me and whom I
love--to those who feel rather than to
those who put faith in dreams as in the
only realities--1 offer this Book of Truths,
not in its character of Truth-Teller, but
for the Beauty that abounds in its Truth;
constituting it true. To these I present
the composition as an Art-Product alone:--
let us say as a Romance; or, if I be not
urging too lofty a claim, as a Poem (p. 484).
Poe offers his "poem" to those readers who have faith in fancy or to those who
have faith in imagination. To call the essay a poem is not too lofty a claim
if one accepts Poe's basic critical and artistic assumptions. "The range of
the Imagination is unlimited," Poe writes in "Marginalia"; "even out of deformi-
ties it fabricates that Beauty which is at once its sole object and its inevi-
table test."9 And Beauty, Poe asserts in "The Philosophy of Composition," is

»10 Thus, the imagination is that

"the sole legitimate province of the poem.
power which enables man to create beauty and to create beauty is to be poetic.

Poe held that beauty, an effect arising from the imagination, elevates

805trom, The Letters of Edgar Allan Poe, pp. 361-62.

9auden, Edgar Allan Poe, p. 435.
10

Auden, Edgar Allan Poe, p. 422.




the soul and further develops the imagination.l1 Man perceives supernal loveli-

ness, or that which is spiritual, through imagination because it fosters a height-
ened sensibility which directs men to an apprehension of truth.

Following the "“Preface," Poe states his intention for "Eureka": to speak
of the universe in a manner which is imaginative. He uses the image of a man
rapidiy "whirling on his heel" (p. 485) at the top of Aetna in order to perceive
the whole universe. Poe believes that no one has ever thought of this. It is
not physically possible; it is an imaginative exercise. In short, Poe believes
that imagination is necessary to perceive the whole universe, to reveal its one-

ness which is, for Poe, supernal loveliness. It is his truth to be demonstrated,

arrived at through imagination.
The controversial letter portion of "Eureka" follows the statement of in-

12 The letter

tent and is another demonstration of the power of imagination.
serves as a vehicle to satirize reasoning, past and present. In a letter to

Charles Hoffman, editor of The Literary World, Poe stated that his main intent

in this portion of "Eureka" had been not to ridicule reason, but to defend in-

. tuition as a "'conviction arising from those inductions or deductions of which

ZI;Poe writes in "The Philosophy of Composition" (Auden, Edgar Allan Poe,
p. 422):

That pleasure which is at once the most
intense, the most elevating, and the most
pure, is, I believe, found in the contem-
plation of the beautiful. When, indeed,
men speak of Beauty, they mean, precisely,
not a quality, as is supposed, but an ef-
fect--they refer, in short, just to that
intense and pure elevation of soul--not
of intellect, or of heart--...which is
experienced in consequence of contempla-
ting "the beautiful."

12The controversy centers on the satire of the letter portion ("Eureka,"
pp. 486-95). To some, its presence is evidence for satire in the whole of
"Eureka.” This is not a question in this discussion, though, without doubt,
the letter itself is satire. For a discussion of the letter as satire and its
relationship to the whole, see Harriet Holman, "Hog, Bacon, Ram and Other
"Savans" in Eureka,'" Poe Newsletter, 2 (1969), 49-55.




the processes are so shadowy as to escape our consciousness, elude our reason,

] lll3

or defy our capacity for expression. The letter of "Eureka" echoes this

defense:

...You can easily understand how restric-

tions so absurd on their very face must

have operated, in those days, to retard

the progress of true Science, which makes

its most important advances--as all His-

tory will show--by seeming intuitive leaps...

No man dared utter a truth for which he felt

himself indebted to his soul alone (p. 488).
Reason is valued less than the imagination. Reason retards while the soul,
elevated by the imagination, apprehends truth. The "Eureka" letter offers a
truth, attained by imagination. The truth is gravitation.

Yes:--these vital laws Kepler guessed--

that is to say, he imagined them. Had

he been asked...[how he attained them,

his _reply might have been--...I grasped

it [the machinery of the universe] with

my soul--1 reached it through mere dint

of intuition (p. 494).

Poe demonstrates his belief in the power of the imagination by employing
it to discover the truths of "Eureka." It is a power, however, which is aided
by reason. The knowledge attained through reason is beneficial, although lim-
ited. To understand the nature of the universe, one must ultimately rely upon
the imagination, for one cannot apprehend infinity, God, or oneness by reason
alone. But reason is an aid and, as such, is affirmed.

The power of the imagination, then, is a pervading motif of "Eureka,"
central to its design of discovery. It is a power which elevates the soul,

fosters heightened sensibility, and empowers man to apprehend the truth--the

truth about the universe in which he Tives.

13Robert D. Jacobs, Poe: Journalist and Critic {Baton Rouge: Louisiana
State Univ. Press, 1969}, p. 419. In Poe's usage, intuition is a synonym
for imagination. See the "Kepler" excerpt from "Eureka" which is cited on
this page.




The nature of the universe, its laws and properties, dominates the
"Eureka" essay. Gravitation, a necessary result of equable irradiation, is
the natural law which substantiates this vision. But to appreciate fully the
nature of the universe as Poe perceived it, it will be necessary to summarize
the entire cycle, creation to end.

E. H. Davidson organizes the philosophy of "Eureka" in terms of a three-
part division or the resolution of three questions:

First, the concept of creation (or, how

did matter become what it appears to be?);

second, the nature of matter (or, what is

matter and how is the observed physical

universe energized?); and third, the pros-

pect for the natural world (or, toward what, ,

end is the ever changing universe moving?).
Poe's answers in "Eureka" to these three questions affirm the order and the pur-
pose of the universe. The universe was created from nothing through divine vo-
lition, which diffused matter, in the form of atoms. A spiritual being created
the principle of diffusion; thus, the creative idea as well as the creation of
matter stems from a unified center. Matter and spirit, consequently, are uni-
fied in their origin.  And both are diffused. This, then, is the resolution
of the first question: the initial state of the universe was nothingness from
which spirituality created the principle of diffusion.

The nature of matter is understood through the principles of attraction
and repulsion, of equable irradiation, and of gravity. These principles account
for the energy within a limited universe. If diffusion, accomplished by the
principle of equable irradiation, were not limited, no worlds could exist; the

dispersal of matter and spirit could then have no end. There is an end:

infinite, temporal and eternal. Atoms attract and repulse one another, forming

14E. H. Davidson, Poe: A Critical Study (Cambridge: Harvard Univ. Press,
1957), p. 244.




infinite patterns on earth. Yet, there is a desire to return to the original,
eternal unity of the creation. Divine will repulses this desire, which is man-
ifested in gravity, until a point in time when the desire may be satisfied.
Therefore, the nature of the universe is dualistic and conflicting. Both mat-
ter and spirit are diffused. Unity attracts each. Yet, each is repulsed.
Thus, the conflict of the universe is matter against spirit, the temporal a-
gainst the eternal.

The nature of man is similar. Man, too, is one of the "infinite indi-
vidualizations of God" (p. 590). He is diffused matter and spirit as well, at-
tracted to unity which is nothingness. Critic Dennis W. Eddings summarizes
Poe's views nicely:

...While the material world is an uncom-
fortable place in which to exist, it para-
doxically offers man the means of trans-
cending its confusing nature.

Such transcendence is possible be-
cause the duality of the universe is du-
plicated in the psyche of man. Man's
counterpart to Spirit is the imagination,
the perceptive ideal through which man
becomes aware of the Ideal, the perfect
Unity which 1ies both in and behind the
physical world.15

We are now able to redefine the second and third motifs of "Eureka."

The nature of the universe is one of conflict, created by the dual operation
of material and spiritual essences or the principle of attraction and repulsion.
In addition, both matter and spirit desire unity; all things progress toward
ultimate nothingness for that is unity and the final end. As Eddings noted,

each of these motifs is, of necessity, associated with the power of the imagina-

tion motif. Imagination elevates the soul so that man may apprehend the "Ideal,"

15Denm‘s W. Eddings, "Poe's 'Dream-lLand:' Nightmare or Sublime Vision?",
Poe Studies, 8 (1970), 6.



truth. So, the man of imagination has a heightened sensibility, one which
transcends the material and surpasses reason.

To exemplify the development of the power of the imagination motif, we
will now turn our attention to two tales, "Berenice" and "The Gold Bug." In
contrasting ways, each story utilizes the power of the imagination.

The central figure and narrator of "Berenice" is Egaeus. It is neces-
sary to determine his character in order to come to terms with his story: the
desecration of a tomb and a living burial. Of his heritage, he says:

Our line has been called a race of vision-

aries; and in many striking particulars--

in the character of the family mansion--

in the frescoes of the chief saloon--in

the tapestries of the dormitories--in the

chiselling of some buttresses in the ar-

mory--but more especially in the gallery

of antique paintings--in the fashion of

the library chamber--and, lastly, in the

very peculiar nature of the library's

contents--there is more than sufficient

evidence to warrant the belief.16
Egaeus' "race of visionaries" recalls the dreamers to whom "Eureka" is dedica-
ted. Moreoever, the evidence cited recalls the arts: architecture, painting,
sculpture, and literature, with particular emphasis on literature. Though Poe
devoted much attention to the poem and the tale as a means of apprehending the

17 Egaeus' heritage is consistent

truth, he did not exclude other art forms.
with the power of imagination. Furthermore, Egaeus, by his own testimony, is

born into imagination, bringing with him a dream of previous existence.

leAuden, Edgar Allan Poe, p. 376. Hereafter, all references to "Berenice"
are from this edition and will be noted parenthetically, citing page numbers.

17”The Domain of Arnheim" (1842) includes landscape gardening as an art
form, superior from the landscape artist's point of view, which represents the
whole, supernal loveliness of the world. In fact, the narrator of that tale
says: "In the widest and noblest sense he [E11isoi] was a poet" (Auden, p. 395).




- 10

Thus awakening from the long night [his
birth] of what seemed, but was not, non-
entity, at once into the very regions of
fairy land-- [the library) into a palace
of imagination--...,the realities of the
world affected me as visions, and as vi-
sions only, while the wild ideas of the
land of dreams became, in turn, not the
material of my every-day existence, but
in very deed that existence utterly and
solely in itself (p. 377).

Egaeus does not operate within the material, reasoning world. His realm is
that of the imagination completely.

Yet, his imagination is distinct. His is monomaniacal; it "consisted
in a morbid irritability of those properties of the mind in metaphysical sci-
ence termed the attentive" (p. 378). Egaeus is particularly sensible to friv-
olous objects: marginal design, typography, shadow and light, scents, and mo-
tionlessness. He attends to these ordinary objects and states of being with
little result.

The undue, earnest, and morbid attention
thus excited by objects in their own na-
ture frivolous, must not be confounded in
character with that ruminating propensity
common to all mankind, and more especially
indulged in by persons of ardent imagina-
tion. It was...primarily and essentially
distinct and different...In my case, the
primary object was invariably frivolous....
Few deductions, if any, were made; and
those few pertinaciously returning in

upon the original object as a centre....
In a word, the powers of mind more par-
ticularly exercised were, with me....

the attentive, and are, with the day-
dreamer, the speculative (p. 379).

By his own admission, Egaeus apprehends no truth beyond the object of his atten-
tion, in and of itself. His distinct power of imagination, indeed, separates
him from the material, but it does not elevate him.

- - - ’
Berenice, Egaeus' cousin and financee, serves as a contrast to Egaeus
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and as an object for his monomania. In youth, she is an opposite. She is
healthy and enjoys the material world, "with no thought of the shadows in her
path, or the silent flight of the raven-winged hours" (p. 377), whereas Egaeus'
world is solely spiritual. Yet, Berenice deteriorates physica11y.18 Egaeus
could never love her; his feelings "had never been of the heart" (p. 380). She
was, for him, an object and an abstraction whose deterioration attracts and re-
pulses him more than her vigorous youth had. Egaeus becomes obsessed with her
teeth; he feels "that their possession could alone restore...[him] to peace,

in giving...[hiqﬂ back to reason" (p. 383). His obsession leads to the dese-
cration of Berenice's grave, the horror of which is enhanced by the revelation
that she is still alive.

It is significant that Egaeus longs for the teeth as if they were a tal-
isman which will return his reason to him. We must recall that the imaginative
powers of "Eureka" included the use of reason. Poe utilizes inductive and de-
ductive reasoning processes in combination with imagination to apprehend truth.
But Egaeus is, as shown by his self-characterization, divorced from this process.
His power of imagination exorcises reason and apprehends nothing. It is self-

20

destructive as such. It is a power abused in the contemplation of frivolous

and earthly objects with no transcendence. Egaeus apprehends no truths. In

fact, his dream state inhibits an awareness of his horrible act. His heightened

18Her illness may be interpreted as an elaboration of the progress to noth-
ingness motif. See Alice Chandler, "'The Visionary Race:' Poe's Attitude To-
ward His Dreamers," ESQ, 60 (1970), 76.

19Living burial is a recurring image in Poe's tales; "The Cask of Amontil-
lado" and "The Fall of the House of Usher" are familiar examples. Once again,
it is an example of the progress to nothingness motif in its most frightening
form for it is progress with inescapable awareness enforced upon the victim.

20Egaeus is frequently seen as a study in abnormal psychology. See Vincent
Buranelli, Edgar Allan Poe (New Haven: College and Univ. Press, 1961), p. 76.
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sensibility is only a heightened sensitivity to objects, sounds and shadows.
Egaeus represents an inversion of the true power of the imagination; the read-
er's awareness of this fact is central to an understanding of the tale's com-
plexities and Egaeus' exceptional state of being.

In "The Gold Bug," a tale of ratiocination, the power of the imagination
motif is much in evidence and probably is the story's chief appeal. Certainly,
it is the strong suit of the story's central character, William Legrand, who,

21 is considered odd or somewhat unbal-

like his counterpart, C. Auguste Dupin,
anced by men of lesser intellect.

Legrand's story, which begins with the discovery of the gold bug, is told
by a close friend. The narrator is a physician, a man of science, one who is
most comfortable in the realm of empirical evidence and verifiable fact. As
such, he serves as an opposite to Legrand, the man of imagination in this tale.
Taken together, they represent the dualism of man.

The setting of the story also serves as a symbol of a dualistic world.
On his visit to Legrand's isolated home, the narrator recalls that because Le-
grand lost his inheritance, he moved away from the city to an island character-
ized by contrast. On the western extremity of Sullivan's Island is a military
post, Fort Moultrie, which is described as the barren exception on the island:
"...the whole island, with the exception of the western point, and a line of
hard, white beach on the seacoast, is covered with a dense undergrowth of the

sweet myrtle so much prized by the horticulturists of England. The shrub here

...forms an almost impenetrable coppice, burthening the air with fragrance.“22

21Dupin is the central character of three tales of ratiocination: "The
Murders in the Rue Morgue" (1841), "The Mystery of Marie Roget" (1842} and
"The Purloined Letter" (1844).

22Auden, Edgar Allan Poe, pp. 337-38. Hereafter, all references to "The
Gold Bug" are from this edition and will be noted parenthetically, citing page
numbers.
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The contrast is more specific between Legrand's small hut and the military fort
than between the island and the city. Nevertheless, it is clear that the west-
ern extremity and the city represent places of discipline, order, and law as
perceived by rational man. On the other hand, Legrand lives among wild growth,
undisciplined and beautiful; such a setting suggests the realm of imagination

by its beauty., in contrast to the barrenness and the "miserable frame dwellings"
(p. 337) of the western tip. The island, then, is a sort of dualistic world,

an imaginative setting in which to seek the truth of the gold bug.

From the narrator's point of view, Legrand's mental capability is as
much a part of the story's mystery as the significance of the bug. The narra-
tor says of Legrand: "I found him well educated, with unusual powers of mind,
but infected with misanthropy, and subject to perverse moods of alternate en-
thusiasm and melancholy" (p. 338). He has no trouble believing Legrand unbal-
anced, and hopes to avoid provoking him by humoring him. In fact, the narrator
answers Legrand's appeal to visit and follows him on his search for the treasure
only because he is concerned for his friend's health and thinks it best to "hu-
mor his fancy" (p. 348). Of cooperation in digging for the "imaginary" treasure,
the narrator says, "...I concluded to make a virtue of necessity--to dig with a
good will, and thus the sooner to convince the visionary, by ocular demonstra-
tion, of the fallacy of the opinions he entertained" (p. 354). But he under-
goes a change in mood as he labors:

I was dreadfully weary, but, scarcely under-
standing what had occasioned the change in

my thoughts, I felt no longer any great aver-
sion....I had become most unaccountably in-
terested--nay, even excited. Perhaps there
was something, amid all the extravagant de-
meanor of Legrand--some air of forethought,
or of deliberation, which impressed me. I
dug eagerly,....for the fancied treasure, the

vision of which had demented my unfortunate
companion (p. 356).
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The narrator associates Legrand with "fancy," "vision," and "dementia," as if
they were synonymous. Yet, the narrator himself moves from condescending pa-
tronage to an elevated state of excitement, the process of which is beyond his
realm of understanding. It is unaccountable. Such Tanguage and change height-
en the suspense, and the reader may well wonder about the ultimate outcome:
will the narrator lead a demented visionary home, or will Legrand unearth a
treasure?

Legrand, at this point in the narrator's understanding, is seen as a fig-
ure divorced from reality. Just as Legrand is separated from the ordinary oper-
ations and dwellings of other men, he is also distinguished by extraordinary be-
havior. But, significantly, it is the imaginative, fanciful Legrand who discov-
ers the solution and the treasure. Not, however, without the aid of reason, the
aid of logic and the rational narrator.

As Legrand explains the solution of the mystery to the narrator, it is
clear that the process by which Legrand apprehends the truth is intuition, and,
as we have seen, intuition is another name for the power of the imagination.
Legrand says:

Here was indeed a mystery which 1 felt it
impossible to explain; but, even at that
early moment, there seemed to glimmer,
faintly, within the most remote and secret
chambers of my intellect, a glow-worm-
like conception of that truth which last
night's adventure brought to so magnifi-
cent a demonstration (p. 361).

The description here calls to mind Poe's definition of intuition in "Eureka:"
It is but the conviction arising from
those inductions or deductions of which
the processes are so shadowy as to es-

cape Our consciousness, elude our rea-
son, or defy our capacity of expression (p. 501).

Both Legrand and the narrator have experienced feelings that are, to a large
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extent, unaccountable through the normal reasoning process and inexpressible
in ordinary language.

Legrand's interest in entomology makes him value the gold bug. To car-
ry it home, he wraps it in a piece of parchment, which he believes is a mere
scrap of paper. Legrand's intuitive power enables him to imagine good fortune
from the gold bug, sense significance in the parchment, and fancy a treasure.

He guesses about the parchment, but he must exercise reason to decipher it. Its
close proximity to a wrecked hull, when found, suggests pirates, who were thought
to have buried treasure near his home. The picture of a goat and a death's-head
on the parchment suggest a connection with the notorijous pirate, Captain Kidd.
Logically, then, the code on the parchment is in English for Legrand realizes,
"The pun upon the word 'Kidd' is appreciable in no other language than the En-
glish” (p. 367). Thus, intuition or imagination, aided by reason, lead Legrand
to the treasure. His truth is the solution to a puzzle less grand than that of
the design of the universe, but its apprehension has required the keen percep-
tion of the power of the imagination.

The narrator has been of assistance. The man of reason is supportive to
the man of imagination. In this tale, however, it is ironic that the help he
brings is accidental or physical. He is a catalyst for an investigation of the
parchment because he inadvertently holds the parchment near the fire, exposing
the death's-head. Primarily, though, he carries equipment and provides the
strength of his muscles, not his mind. Certainly, the narrator does not have
the parchment from which Legrand works to solve the mystery. Nevertheless, it
seems equally certain that had he possessed it, it would have remained a mere
scrap of paper, rather than the means to truth. It is only after Legrand has
explained, step-by-step and in great detail, that the narrator can say, "'Yes,

I perceive'" {p. 375). Even then, he must wait on Legrand to explain the two



