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ABSTRACT 

AN AESTHETIC ANALYSIS OF THE CONFIDENCE-MAN 

by 

TERRY L. RUGELEY 

Since F. O. Matthieson's American Renaissance the 

standard critical approach to Herman Melville is to see 

his creativity as the child of irresolvable Manichaean 

conflicts. However, this view can distort The Confidence- 

Man, for though the novel builds on the clash of art and 

reality, it nonetheless establishes regularities in their 

relationship: Art makes life comprehensible by removing 

practicalities and fobusing instead on elements that are 

common to the whole of experience. Considered as such, 

the Confidence-Man embodies the aesthetic object. His 

maneuvers are often mysterious (impractical) and hence 

suggest the indirect and puzzling meanings of art; his 

arguments appeal not to particulars but force the victim 

to consider general principals. This critical amendment 

is no less nihilistic than the traditional viewpoint, 

though, for the picture the Confidence-Man clarifies is 

always the purposelessness and duplicity of experience. 
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I. Introduction 

We have established within the past fifty years a 

critical line about Herman Melville which insists that his 

work springs somehow from the clash of opposing forces and 

ideas, from Manichaean inner conflicts. Though in his 

letters Melville's editor Evert Duyckinck seems familiar 

enough with Melville's paradoxical "sea dog philosophy, 

copyright for this view within the space of the Melville 

revival must go to F. 0. Matthieson; in his American 

Renaissance he calls our attention to the Manichaean 

struggle between the spirit of Good, Ormazd, and his 

wicked brother Ahriman, and convincingly argues that 

"Melville revealed the strong impression which their myth 

had left upon his imagination.Matthieson asserts that 

Melville expanded this myth into a vision "not so con¬ 

cerned with individual sin as with titanic uncontrollable 

forces which seem to dwarf man altogether.Within this 

vision allegories of Truth contrast with detailed, factual 

exposition of ships and whales; Ahab's mad pursuit of 

meaning opposes Ishmael's whimsical speculations. 

Matthieson's critical line has stood sturdy over the years, 

and to his credit has been reworked in sexual terms (by 

Martin L. Pops in The Melville Archetype^), in existential 

terms (by Leon Seltzer in "Camus' Absurd and the World of 

Melville's Confidence-Man"^) , and in the form of strange 

mythologies (in R. Bruce Franklin's The Wake of the Gods : 

1 
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Melville's Mythology**). 

When applied to The Confidence-Man, this line locates 

the Manichaean battle in opposing ontologies of fiction 

and reality. As the Confidence-Man remarks about a story 

he himself has told: 

. . if it seems strange to you, the strange¬ 
ness is the romance; it is what contrasts it with 
real life; it is the invention, in brief, the 
fiction as opposed to the fact."^ 

Fiction must continually be sorted from fact, for each 

time a character is through with him the Confidence-Man 

returns in a different disguise, ready to test his victim 

anew. Joel Porte, writing of the element of Romance in 

The Confidence-Man, is singularly pithy when he names as 

the book's essential questions, "does the existence of 

literary constructs, of words, necessarily imply realities? 

and can realities themselves deceive? 

To be sure, The Confidence-Man abounds in paradoxical 

dualities, and as William James says of the Hegelian meth¬ 

od, often so suggestive of Melville, "Once catch well the 

knack of this scheme of thought and you are lucky if you 

ever get away from it."^ A part of the novel is supposed 

to be "real life," as opposed to the fiction of the Con¬ 

fidence-Man; but Melville also reasons that unity of 

character is falsity, and that capricious change is closer 

to our experience, so that the characters of "real life" 

are the greater fictions. The novel purports to show 
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human beings coming into contact with a story-teller, but 

these same people are themselves units in a fictive con¬ 

struction of words. The Confidence-Man shatters our ideals 

by upholding them, and proves our deepest fears by denying 

them. In sum, Melville works the same shell game as that 

later trickster Henry Adams, who could criticize his con¬ 

temporaries either for failing to understand the twentieth 

century, or, if they did understand it, for going on in the 

face of that knowledge. The question which Adams sets for 

himself in The Education, how to teach people "to react 

with vigor and economy"^ in a world where people are 

mere helpless victims of incomprehensible forces, is un¬ 

answerable by reason of the mutually exclusive terms it 

uses. Similarly, if the Herb-Doctor's medicines are only 

lies that will victimize his patients, while the real 

truths are a "cold cave," a misanthropic void, where does 

one go? These are a merely partial listing of the many 

contradictions we might unearth from the novel. 

However, we would be well-advised now to heed James' 

warning, for over-attentiveness to Hegelian antitheses can 

obscure the fact that there is a reciprocity of art and 

factuality underway in The Confidence-Man. Its art is a 

functional art in that it illuminates for.the characters 

their own psychology and can potentially help them under¬ 

stand how they conceive of their world. The final con¬ 

clusions of this point of view are, unfortunately, no less 



4 

terrible than the interminable Manichaean clash of Good 

and Evil. The idea that art functions in such a way mere¬ 

ly gives it the capacity to illuminate its world, not to 

rectify its tragedies. 

To illustrate this notion of art, let us look for a 

moment at Pierre, for it has a rather clear case (by com¬ 

parison) of art being incorporated into factual consider¬ 

ations. The portrait of Pierre's father is at first rather 

innocuous and gives the impression- that Mr. Glendinning 

was a happy soul. But Isabel's story and its attendant 

ambiguities revises the portrait's meaning for Pierre; 

consequently, it becomes emblematic of the tyranny he is 

enduring from his mother. At the novel's end, Pierre sees 

a portrait in the city gallery which also resembles 

Isabel, therefore suggesting that Pierre's second impres¬ 

sion was as false as his first. His reading-into the 

portrait was purely a self-deception. 

Nevertheless, and despite its ambiguity, the portrait 

has a specific relationship to Pierre's life, and as such 

it deserves comment. 

First, Melville has chosen an overtly mimetic work in 

as familiar a medium as possible, so that his example of 

art does not seem incongruous to the world around it, but 

rather a normal, accepted activity. As subject matter 

what could be more familiar to a child than his own 

father? In fact the appearance of Mr. Glendinning is 
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familiar to the whole social milieu in which Pierre moves, 

and to frame that appearance on canvas would be as common 

as for a tribesman to inscribe antelopes in the sand. Fur¬ 

thermore, one must suspect that Melville chose painting 

because there is something disarmingly convincing about 

the visual image. It wields a persuasiveness that the 

linguistic code, particularly if clumsily employed, often 

lacks. It is a sense of "there-ness" (this "there-ness," 

incidentially, being shared by film; thus Lenin and Eisen- 

stein were entirely correct in recognizing film as the 

greatest of propagandist tools), so that it seems to par¬ 

take impartially of the things around us. The last dimen¬ 

sion of "art as the familiar" involves the genre itself. 

Portraiture stands alongside of sermonizing and furniture¬ 

making as a great early American art form, and many of its 

representatives, including Copley, West, the Peale family 

and Gilbert Stuart, all acquired reputations pre-eminent 

even among Europeans. In conclusion, Melville spares no 

strokes in creating an art familiar in form, content, and 

genre, a normal activity which—theoretically—should 

mimic without equivocation the world around us. 

But the artwork, if born of the world, returns to it 

as an influence; it clarifies our feelings and in so doing 

either intensifies or releases them. Obviously, the por¬ 

trait shows Mrs. Glendinning's blue-nosed disapproval of 

her husband's youth, since she shuts it up in the closet. 
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In her case, thè portrait almost becomes the scapegoat of 

the traits she despises, for after locking it away she 

can satisfactorily manipulate the public image and personal 

memory of her husband. In Pierre's case it not only 

affirms his rebellion but in a strange twist causes that 

rebellion, since it takes on Pierre's dissatisfactions 

before they are allowed into Pierre's conscious mind (and 

we can assume their dwelling in his subconscious, given 

the abruptness of his rebellion). Pierre's tragedy, 

accordingly, is that he sees art not as a tool to self- 

analysis, but as proof of some sort, as vindication of his 

wildly emotional flights. 

We have stated before that such a view is no less 

nihilistic than any other, but now it would seem that this 

is because the conditions on which art must draw for its 

meanings, that is, life as Melville saw and drew it, are 

nihilistic enough when examined in depth. Art merely 

provides the means for self-examination (be the fruits 

of that self-examination what they may) and does not 

necessarily dispense with Melville's Manichaean struggle, 

but only serves to locate it more succinctly. 

So Pierre bequeaths a notion of art cdming from the . 

elements of daily experience and providing the world with a 

certain mirror. The Confidence-Man uses this same pattern, 

only it spreads the notion into a long series of small, 

interwoven sketches. In order to round out this claim an 
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analysis of The - Confidence-Man must pursue three aspects 

of the novel. It must first examine the mise-en-scene, 

the world-scene, in which the Confidence-Man will play 

out his masquerade. Paradoxical though it may be (for 

this world too is a fiction), it is the world as Melville 

for some moment and in some way conceived it. Secondly, 

the analysis would have to show how the aesthetic experi¬ 

ence appears within the world, how it both disguises 

itself as part of the world and yet calls attention to 

itself as something distinct and unique. This section 

must deal with the Confidence-Man's methods of introducing 

himself. And lastly, the analysis must lay bare the ruses 

in such a way as to show how they can invest the victim 

with an understanding of his world by forcing him to see 

it as a whole. 

But before launching into the novel with these strat¬ 

egies, the question might be raised as to whether or not 

we can assume so readily that the Confidence-Man is really 

metaphor for the artist. 

Three points, three responses to this doubt, need to 

be mentioned here. The first is that the novel is incred¬ 

ibly formalistic, and in general formalism calls attention 

to the fact that we are witnessing an artwork; conse¬ 

quently, the questions of what are artists and artworks 

must surface. And our recognition of this is doubly de¬ 

manded by the fact that The Confidence-Man's study of form 
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is unique in the Melville canon. For all of its genius, 

much of Moby-Dick seems to have visited Melville from on 

high at the very moment of setting pen to paper. The 

problem of its form arises only when its ungoverned energy 

forces it to violate conventional story-telling procedure. 

But The Confidence-Man has a measured, methodical pace, 

and an air of almost cunning preconception. Puns planted 

in the first chapters are expanded later; a disguised 

list of the characters appears; whimsical chapter titles 

remind us that a narrator is sharing in the fun; and that 

narrator himself intrudes to expound the problem of novel¬ 

writing. Indeed, the element of careful formalism can 

hardly be denied. 

Secondly, it would seem beyond question that Mel¬ 

ville's Confidence-Man goes beyond being a mere con-man. 

Rather, he is drawn with enough ambiguity to invite in¬ 

terpretation of him as metaphor for the artist. As 

R. G. Collingwood points out in his Principles of Art,-*-^ 

"In order to take the first step toward a sound aesthetic, 

it is necessary to disentangle the notion of craft from 

that of art proper"^ (flim-flamming in this case being 

the craft), and that such a distinction nearly always lies 

in the relationship of means to ends. "Craft," Collingwood 

informs us, "always involves a distinction between means 

and ends, each clearly conceived as something distinct 

from the other but related to it."^ The craftsman will 



distinguish "between planning and execution"; and precise 

foreknowledge of his product will be "absolutely indis- 
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pensible." In planning, the craftsman's end will be 

prior to his means, in execution the reverse. "There is 

a distinction between raw material and finished product 

or artifact.But The Confidence-Man slyly blurs these 

distinctions, suggesting that its main character is up to 

something more than simply making his living. He garners 

precious little money for his pains, and in several cases 

(with Pitch, Egbert, and the Poe-like beggar) either offers 

or gives money away. Instead, his end seems to be the 

sowing of discord, and that in itself is vague enough, 

since it comes to the characters in so many different 

forms. Nor can his method always be distinguished from 

his ends; would it not be more accurate to say that he 

takes a fiendish delight in the whole process? Like an 

artist (like Faulkner, for example, whose rhetoric often 

overtakes his tale) the process of his work is part and 

parcel of the whole, not secondary as in craft-proper. To 

conclude this point, we see that enough of the craftsman's 

traits are subtracted to leave the Confidence-Man seeming 

more of an artist than otherwise. 

The final point here concerns a curious trend in the 

past thirty years of criticism, and that is the tendency 

to rather triumphantly identify the Confidence-Man as the 

Devil. Elisabeth Foster, whose introduction to the 1954 
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Hendricks House Edition^ remains the most excellent study 

of the novel ever, nevertheless lapses into identifying 

the Confidence-Man as Satan out to destroy the Christian 

world, and her view is seconded by James E. Miller, Jr. °, 

Paul McCarthy^, and (in a blatantly interpretive fashion) 

by the notes to the Norton Critical Edition (19 71)^, 

edited by Hershel Parker. After surveying this body of 

criticism there can be little doubt that Melville laid 

on his Satanic metaphors rather liberally; and as Daniel G. 

Hoffman demonstrates, Melville "had immersed himself in 

Hawthorne's and Mather's witchcraft writings just as he 

was about to begin The Confidence-Man."^ Nevertheless, 

applying a Manichaean vision with the Confidence-Man at 

one end and everyone else at the other simply doesn't 

wash. Too often the Fidele's passengers show themselves 

the more sinister of the group, and more importantly, the 

"Satan" argument ignores one half of the novel's dialec¬ 

tical basis; namely, that the only thing keeping us from 

nihilistic despair is the Romantic lie that the Confidence- 

Man purveys. Finally, to put the matter more expressively, 

it profits us little to say that the Devil is an artist, 

but to say that the artist is something of a devil is quite 

a different story. 

To conclude this preparatory discussion, there is 

every reason to read the Confidence-Man's masquerade as 

the artist's, and no reason to leave it as either a pleas- 
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ing tale of trickery, a satiric sketch, or the Devil's 

handiwork. An orderly examination of the novel's issues 

can now begin. 



II. The World Around the Art Object 

An instructive commentary to the first part of our 

analysis is the thought of the American pragmatists 

William James and John Dewey. 

William James maintains as his basic doctrine that we 

must see consciousness as a whole. Breaking from the 

Kantian tendancy toward logical categories, which he feels 

have reduced the mind to an inflexible filing cabinet, 

James substitutes for these partitionings his famous 

"stream of consciousness," wherein consciousness is con¬ 

ceived of as a whole, while individual ideas form over¬ 

lapping units within that whole: 

Consciousness, then, does not appear to itself 
chopped up in bits. Such words as 'chain' or 
'train' do not describe it fitly as it presents 
itself in the first instance. It is nothing 
jointed; it flows. A 'river' or a 'stream' are 
the metaphors by which it is most naturally 
described. In talking of it hereafter,'let us 
call it the stream of thought, of consciousness, 
or of subjective life.20 

There are no breaks within its contents (for example, we 

still know who we are after waking up from a nap, and a 

change in subject of thought does not change the thinker's 

identity; hence unity of consciousness is an immediate 

fact). But there are heightened moments of consciousness 

when our attention is drawn to particular facts or percep¬ 

tions, such as when we are groping for answers to a puzzle 

or making important realizations. These events tend, as 

it were, to swell the stream of consciousness higher and 

12 
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higher, and they stand out in the memory against duller 

moments of mental activity. 

John Dewey, in Art as Experience, profitably builds 

an aesthetic theory on James' conceptions. In his typi¬ 

cally rabid hostility to all dualities, Dewey argues that 

consciousness and experience are one, for we must be con¬ 

scious of what we experience and must experience all that 

we are conscious of. Hence, Dewey hopes to establish an 

"organic" unity between the mind and the physical world, 

and like James, he finds that the continuum of experience 

is perpetual. The "stream" flows as long as we live. 

But, there are certain complete movements within that 

experience and these movements possess clear demarcations. 

For example, the act of climbing a stairs has a beginning, 

middle, and end. So does eating one's dinner. Dewey calls 

these movements "consummatory experiences," for, as op¬ 

posed to something perpetual like earning a living, they 

are not a lifelong process. And most importantly, the 

consummatory experience is not just an intellectual brack¬ 

eting. The act of completion carries a strong emotional 

charge, so that we feel satisfied at the finish of some 

job or journey. 

Now for the aesthetic twist. Dewey proposes that art 

recalls the consummatory experience, because we invest in 

an art object the memory and emotional charge of the whole 

experience. A knife may commemorate the hunt, a postcard 
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one's trip to Florida, and so on. Consequently, through 

art we know what "completion"—of a love affair, of a 

hunt, of the settling of a problem—feels like. T. S. 

Eliot's "Four Quartets", for example, don't teach us 

"why" to believe the Christian doctrines, or even neces¬ 

sarily advocate them. Rather, they make us feel the act 

of coming to believe. 

The effect of the artwork does not end merely with 

the recall of past deeds, though, for the invested emo¬ 

tional charge remains long after the actual experience is 

forgotten. Because the artwork is impractical (you can't 

skin buffalo with a picture-knife, etc.) and because the 

founding experiences soon diminish in the memory, the 

artwork's associations become general; they can apply to 

all hunts, to all love affairs. 

Now we come to the real bone of Dewey's theory. Hith¬ 

erto we stood in the vast stream of consciousness with our 

attention and feelings focused on whatever ideas were 

floating by. Suddenly we have an object which, being 

divorced from any experience in particular, binds itself 

to experience in general so that we get a coherent emo¬ 

tional picture of how we feel about the whole of our lives. 

It is as if the stream but for a moment becomes an organic 

whole in which we can locate ourselves: 

Things, objects, are only focal points of a here 
and now in a whole that stretches out indefi¬ 
nitely. This is the qualitative "background" 
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which is defined and made definitely conscious 
in particular objects and specified properties 
and qualities. There is something mystical 
associated with the word intuition, and any 
experience becomes mystical in the degree in 
which the sense, the feeling of the unlimited 
envelope becomes intense—as it may do in the 
experience of an object of art.21 

In effect, the artwork turns the stream of consciousness 

into a consummatory experience: 

A work of art elicits and accentuates this 
quality of being a whole and of belonging to 
the longer, all-inclusive whole which is the 
universe in which we live.22 

In certain ways the Pragmatist viewpoint clarifies 

the relationship of the Confidence-Man and his tricks to 

his world. For instance, there is a sharp contrast between 

the Fidele1s chaotic and hectic world and the brief en¬ 

counters with the Confidence-Man. These encounters tend 

to mimic the stream of experience in that they incorporate 

characters, business, and stories which one might well 

have known. But these characters, etc., transcend their 

own particular circumstances and become questions of gen¬ 

eral interest (for example, the question of the Herb- 

Doctor concerns not his particular medicine but the sym¬ 

pathy of Nature to Mankind). As such, these encounters 

give their victims the full emotional picture which Dewey 

had identified as the aesthetic experience. The underlying 

nature of Melville's experience, however, happens to in¬ 

volve disappointment, outrage, and crisis. 

Our first objective must be to explain the novel's 



16 

mise-en-scene. The Confidence-Man asserts an "open" world, 

that is, a world in which the story can transpire and 

which by implication extends beyond the first and final 

pages, and in this sense is comparable to the "open 

cinema" of the Italian Neo-Realist film-makers. Where 

The Bicycle Thieves lingers over the scene of a pawn¬ 

broker's shop long after the central character has de¬ 

parted, hence showing that his story is but one of many, 

The Confidence-Man drops verbal clues to a world around 

it. But for all their splendid results the Neo-Realists 

were involved in an epistemological naivete. Their 

rectangular image could not be real life, no matter how 

many pawn-brokers it was to linger on. Melville, to the 

contrary, is astonishingly aware of the separate ontolo¬ 

gies of art and reality; his "open" novel teases the dia¬ 

lectical theme, for it maintains the illusion of the 

external world against what is obviously a literary fic¬ 

tion. 

His open novel depends on both allusion and setting. 

Like Moby-Dick, there is no restriction of topics, no 

adhesion to a spot of life. But unlike Moby-Dick it has 

neither a line of dramatic unity nor an emotional crescendo 

to leave one with the emotional exhaustion of Ishmael. 

A complete annotation of the allusions in The Con¬ 

fidence-Man would be instructive but book-length. Instead, 

let us consider a sampling of those used by the narrator 
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himself. In the first chapter the phrase "suddenly as 

Manco Capac at the lake Titicaca" looms out at us as an 

ironic application of the open novel; it seems to invoke 

a discordant element, for we suppose that this Manco Capac 

will not really be a character in the novel. But on one 

hand, few readers would grasp the allusion without research 

(hence its path to the external world is a thorny one) and 

on the other, Manco Capac turns out to be a mythological 

reference, an Inca legend, and is therefore hardly more 

concrete or factual than the incident it purports to 

clarify. The allusion playfully returns us to artifice 

while seeming to invoke something beyond artifice. More 

tangibly, we find comments on historically-verified char¬ 

acters like "Measan, the bandit of Ohio, Murrel, the 

pirate of the Mississippi, the brothers Harpe, the Thugs 

of the Green River country. . ."23 And a perfectly en¬ 

cyclopedic description of the Fidele1s passengers com¬ 

prises the end of Chapter II: 

. . . Mormons and Papists; Dives and Lazarus; 
jesters and mourners, teetotalers and con- 
vivialists, deacons and blacklegs; hard¬ 
shell Baptists and clay-eaters; grinning 
negroes, and Sioux chiefs solemn as high 
priests. In short, a piebald parliament, 
an Anacharsis Cloots congress of all kinds 
of that multiform pilgrim species, man.24 

Elsewhere, there are mentions of "Canada thistles," "The 

World's Fair" (in this case, the legendary Crystal Palace 

exhibit), the poetry of Wordsworth, Sir Humphrey Davy, 
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butterflies and caterpillars, and the platypus (very 

charmingly styled "the duck-billed beaver"). To close on 

this point, we see that through uninhibited display of al¬ 

lusion the novel by no means confines itself to the meta- 

nymic details of a steamboat, but instead makes us aware 

of bodies of facts outside of it, of people and things 

beyond its own narrative, and so asserts that it exists 

within a larger stream of experience. 

The second part of its "openness" is The Confidence- 

Man's indefinite and directionless structure. Probably 

more blarney has been written about its structure than 

about any other single aspect (excepting possibly the 

identity of the masquerader himself), and critics have 

found in it traces of everything from Edmund Spenser^ 

to, more believably, American folklore.R. Bruce 

Franklin's The Wake of the Gods: Melville's Mythology,27 

though laudable for its enthusiasm and attentiveness to 

detail, poses a rather free-wheeling interpretation with 

Hindu mythology as the main structuring principle. More 

instructively, Elisabeth Foster has noted the portentious 

lapse of day into night midway through the book. But 

certain elements long the most obvious to criticism point 

to a disavowal of structure. It is part of a voyage on 

the Mississippi, but unlike the travels of Huckleberry 

Finn it lacks a definite beginning or ending. That we 

should start in St. Louis on April Fool's Day is at least 
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capricious, and that we should end before reaching the 

announced destination, New Orleans, is equally so. And 

of course, the celebrated ending, so abrupt yet so irreso¬ 

lute, reminds us that this grim business could go on for¬ 

ever. All dealings in this world will be under the con¬ 

ditions stated in Chapter II: meetings with mere "types" 

rushing along in a "cosmopolitan and confident tide." 

We have spoken of a departure from Moby-Dick1s 

emotional coherence, but what is the alternative? It 

would seem that Melville opts for a kind of contrapuntal 

structure; a vague story line, strolled along by its 

utterly flat and non-committal narrator, swells and de¬ 

flates in emotional intensity according to the tempo of 

identity-changes, and all the whole cleverly dodges its 

denouement. The dramatic and emotional direction of 

Moby-Dick and Pierre (akin to Greek tragedy in their 

unity of movement) are abandoned in favor of something 

resembling White-Jacket and Redburn in its loose plot 

line. Yet even those works had an actual voyage in an 

actual ship dictating gently to their structure, while 

The Confidence-Man sheds even that (imagine the early 

Melville describing an infinitely long ship). 

Concerning this counterpoint: its different voices 

are the identities of the Confidence-Man, the identities 

of his victims, and their business with each other. In 

the first section, Chapters I through III, the existence 
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and to some extent the nature of the Confidence-Man are 

established. While he appears as two distinct characters 

his opposition remains vague. For example, the Man with 

Flaxen Hair meets only with "the elbows and toes of a 

crowd." And though characters trickle out in Chapter III 

in order to examine Black Guinea, they remain two-or-three- 

line caricatures. Two are ministers, one a crusty "churl" 

calling himself the "Canada thistle," and the rest whisper 

and call in anonymity. This first section is extremely 

novel, an attention-getting opener brimming with clever 

techniques (even Newton Arvin, otherwise hostile to 

The Confidence-Man in his biography Herman Melville, 

acknowledges a "genuine ingenuity" in many of the book's 

initial details^). There are the brilliant opening 

paragraphs; following them we get the slate with change¬ 

able slogans, the wanted-poster, the "No Trust" sign, 

Chapter II's torrent of allusion, the "many-minded" re¬ 

marks of the passengers, and the clever puns of Black 

Guinea (ably detailed in the notes to the Bobbs-Merrill 

edition^) , and a playbill of characters to appear. Thus 

Melville minimizes other characters while serving us the 

Confidence-Man in grand gimmicky fashion. 9 

The second section, recognizable as Chapters IV 

through XXIII, employs a series of brief encounters with 

both parties as clear, individual, and identified. How¬ 

ever, the participants change relationships rapidly, and 
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they change partners almost as rapidly. To Mr. Henry 

Roberts, the Man with the Weed is first a stranger, then 

an object of pity, then an object of discussion, then a 

lesson in nihilistic truths. To the sophomore, he is 

first a surprise, then an object of scorn. Both these 

gentlemen meet the Confidence-Man in two of his guises, as 

does the old miser. All this is reminiscent, perhaps, of 

the fugal style in music, in which the fugal answer is 

spotlighted in rapid sixteenth notes while the counter¬ 

subject yields in contrast with prolonged quarter-notes. 

As one gains momentum (in this case, in changes of iden¬ 

tity and aspect) the other slows. Or they may alternate 

major and minor keys; first the Confidence-Man is pitiable 

to his victims, then he becomes a calm, assured man of 

respect. Now the last thing on anyone's mind is to sug¬ 

gest that Melville knew anything of fugues, let alone 

patterned his novel on one. But the fugue provides a 

useful example of certain aesthetic principals of balance, 

coordination of themes, methods of variation, that are 

shared by all sorts of arts, and as such it makes a telling 

analogy to The Confidence-Man. 

Analogy to the fugue can be further extended through 

Chapters XV through XXIV (still part of a rough "second 

section"). The change from Man with the Big Book to 

Herb-Doctor is "bridged" by the continuing character of 

the miser. Once disguised as the Herb-Doctor the Con- 
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fidence-Man can entertain a long series of victims, but 

the arrival of Pitch forms another "countersubject" and 

during its exposition two more "answers"—the Philoso¬ 

phical Intelligence Office Agent and the Cosmopolitan— 

appear. 

A dazzling introduction and more relaxed second 

section are then followed by a third, Chapters XXIV through 

XLI, that sustains both the Cosmopolitan and (to a lesser 

extent) his adversaries, and finds variety in story, dis¬ 

cussion, argument, pleadings—in general, variety is now 

provided by the type of interchange. Melville eases 

into this via the section dealing with Pitch and his dia¬ 

lectical battles. Then comes the "Metaphysics of Indian- 

Hating," then a disavowal of the same by the Cosmopolitan, 

more chat and trickery, the story of Charlemont, the 

parsimonious Transcendentalists and their story of China 

Aster. 

Chapters XLII through XLIV recapitulate the pace of 

the second section with an increased "seriousness" and 

darkening of tone, as the Cosmopolitan speaks with the 

barber and the old man. Just as some apocalypse seems 

eminent, the novel capriciously ends. 

Amidst all of this Melville evenly positions autho¬ 

rial intrusions and omniscient forays into some of the 

characters' minds, adding to the effect of a "polyphonic" 

work. 
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More could be done with this line of analysis. But 

immediately pertinent is the fact that The Confidence-Man 

is not a novel of dramatic unity but one that prefers a 

casual rise and fall of intensity. Unity is obtained 

without closure, for presumably the emotional pitch could 

continue to waver indefinitely, whereas, in the opposing 

form of Greek tragedy, the tragic hero could hardly be ex¬ 

pected to return to his old demeanor after the final act. 

We must conclude that the work does have a feel of 

freedom and openness. But are we in a contradiction now? 

After all, there is just as much evidence to label it self- 

referential and self-contained. Its themes tend to accu¬ 

mulate meaning through repetition, rather than through a 

pre-existing context. Surely this is the case with words 

like "cosmopolitan," "confidence," and "charity." Fur¬ 

thermore, characters discuss one another, episodes build 

on one another. Perhaps the term "open novel" has been 

glibly applied. 

The solution to this doubt depends on precise assess¬ 

ment of Melville’s intentions. The Italian Neo-Realists 

like Zavattini and de Sica hoped to create through "open 

cinema" an art*that showed without distortion the reality 

of the lower classes—a man looking for his stolen bicycle 

was a mere sampling of that reality. Melville has no such 

intentions. Rather, it is his novel and specifically his 

Confidence-Man that force thematic development and artistic 
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order upon a world, while that world threatens at each 

moment to lapse back into its mindless meandering chaos. 

Thus any comparison to the openness of conventional realism 

is only partly applicable, and our conclusion must be that 

Melville uses similar techniques for wholly different ends. 

The Confidence-Man comes into this amoral and nebu¬ 

lous mish-mash as a challenger; he shocks his world by 

enacting its greatest absurdities, and consequently 

clarifies for them the fact that they are living amidst 

sheer absurdity. For example, few are prepared to donate 

to a "World Charity," few can tolerate a slate incribed 

with the basic slogans of virtue, few can abide a man of 

"continental" dress who claims to be "a true citizen of 

the world." These pantomimes, so ethical in spirit, prove 

suspicious and unacceptable in practice. But for an au¬ 

dience the pantomime must not only shock but must first 

show itself, even if superficially, to be a part of that 

world. 

Methods by which the Confidence-Man ingratiates him¬ 

self into the riverboat community and which make him seem 

a familiar part of it must by definition be subtle and 

deceptive. Outrage is simple, but seduction demands 

guile. He man assume a familiar type—a tactic allowing 

people to both see him and not see him (the paradox is 

fully explored in Ralph Ellison's Invisible Man). He may 

carry with him a physical token of normality which like a 
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ticket lets him circulate unhampered. Lastly, and most in¬ 

teresting of all, he may establish himself as part of a 

series of past incarnations, thus setting up a whole net¬ 

work of fictions which by its extensiveness and intricacy 

serves to convince. 

The first point, concerning familiar types, is the 

most self-evident. Travelling to New Orleans one could 

expect to see herb doctors, manumitted slaves, stock in¬ 

vestors, and so on. 

The Man with the Weed, though, brings along with him 

a token of his place within the victim's experience—the 

business card of Mr. Henry Roberts, retrieved by Black 

Guinea. Similarly, John Truman of the Black Rapids Coal 

Company, "subpoenaed as witness in a stock case on the 

docket in Kentucky, has his transfer book with him."30 

The "ledger-like volume" gains him quick admittance to 

others' confidence, and it should be noticed that while 

the rest of the avatars have to push themselves onto 

people, both Roberts and the brash sophomore rush to 

Truman for investment. 

But the most sophisticated of his methods, and the 

one most pertinent to a discussion of the role of art, is 

the way the characters identify themselves to their victims 

by way of reference to previous avatars. Doubtlessly the 

process begins when Melville in Chapter II gives us two 

lists: appositives for the Man with Flaxen Hair and a 
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voluminous description of the passengers themselves. With¬ 

out actually making the book "real" (impossible, of course, 

as Melville is well aware) the allusions seem to place 

the novel within a realm of knowledge and activity outside 

it, and the point that this is being worked on us is clear 

when we see the same thing being pulled on the Fidele's 

passengers. Black Guinea gains time and amusement by 

giving his interrogators a list of "vouchers" who haven't 

yet appeared. The Man with the Weed, who mourns for his 

Goneril, meets Henry Roberts of Wheeling and claims to 

know Guinea: 

"Oh, the cripple. Poor fellow, I know him well. 
They found me. I have said all I could for him. 
I think I abated their distrust."31 

In same fashion, John Truman of the Coal Company is al¬ 

ready known to Roberts and the sophomore through Ringman's 

hints : 

"But you are connected with one in particular.— 
The 'Black Rapids,1 are you not?" 

"How did you find that out?" 

"Well, sir, I have heard rather tempting infor¬ 
mation of your Company." 

"Who is your informant, pray," somewhat coldly. 

"A—a person by the name of Ringman."^ 

Truman may or may not acknowledge Ringman, but his being 

has been pre-announced by Ringman, and he in turn will pre¬ 

announce the being of the Herb-Doctor. Speaking to a 

sickly miser he says: 
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"What a shocking cough. I wish, my friend, the 
herb-doctor was here now; a box of his Omni- 
Balsamic Reinvigorator would do you good." 

"Ugh, ugh, ugh!" 

"I've a good mind to go find him. He's aboard 
somewhere. I saw his long, snuff-colored sur¬ 
tout. Trust me, his medicines are the best in 
the world."33 

And to the same hapless miser, the Herb-Doctor speaks of 

Truman in subtle, satanic overtones: 

"... you mean my worthy friend, who, in pure 
goodness of heart, makes people's fortunes for 
them—their everlasting fortunes, as the phrase 
goes—only charging his one small commission of 
confidence."34 

A last little nuance played on this device is em¬ 

ployed throughout the second half of The Confidence-Man 

insofar as a series of characters introduce themselves as 

having just overheard the previous conversation. The 

Cosmopolitan remarks to Pitch: 

"I confess that when you were muttering here I, 
passing by, caught a word or two, and, by like 
chance, something previous of your chat with 
the Intelligence-office man . . ."35 

Much the same excuse is proferred by Charles Noble, as 

Pitch himself sulks off: 

"Queer 'coon, your friend. Had a little skrim- 
mage with him myself. Rather entertaining old 
'coon, if he wasn't so deuced analytical."3° 

In Chapter XXXVI, "In which the Cosmopolitan is accosted 

by a mystic,"37 Melville plays the trick once more, now as 

a warning: 

As, not without some haste, the boon companion 
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withdrew, a stranger advanced, and touching the 
cosmopolitan said: "I think I heard you say you 
would see that man again. Be warned; don't you 
do so. 

In these cases Melville's technique has a rich sug¬ 

gestiveness apart from its function of character intro¬ 

duction. Its line of cause-effect might remind us of 

Stubb's dream of a kick that travels round the world, a 

kick that must presumably have originated from God him¬ 

self. Melville caustically traces a similar lineage in 

the case of the young Platonist on the masthead; his rhap¬ 

sody springs from the rolling ship, which takes it from 

the ocean, which takes it from the tide, which must take 

it from God. And The Confidence-Man itself relies on a 

formula of Chinese boxes; the characters' deceitfulness 

must come from the author, who sees it in Nature, and who 

is the author of Nature but God? Thus, whether considered 

as the art-object or not, the very being of the Confidence- 

Man, like the world that surrounds him, is rooted in the 

far, far past, and were any of the victims to trace the 

Confidence-Man's path he would find not solutions but an 

aesthetic recreation of the obscure causes shaping his own 

life. 

Denuded of divine origins there remains a sardonic 

replica of the literary tradition. We frequently accept a 

work on the basis of its having been taken as an art form 

in the past, as in the case of the epic, or the verse 
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tragedy, or the tone poem. If an artist but put his work 

within a recognizable genre, or allude heavily to some 

previous work, as Virgil does to Homer, or as Melville 

does to Milton, then he has gone a long way toward making 

himself meet subject for critical consideration. Assuming 

that our anti-traditionalist biases haven't yet taken over 

we feel that such an artist by acknowledging precedent is 

at least attempting a continuation of major issues. The 

Confidence-Man in a prolonged exegesis of Art-as-Deception 

shows merely that one aspect of the heralded literary 

tradition is one long masquerade. 

The plenitude of literary allusion among the novel's 

characters buttresses this point. Tacitus, either as 

"moral poison" or "gossip," makes common ground for a 

meeting of the Confidence-Man and the sophomore. Words¬ 

worth's "Immortality Ode" is mentioned in both the satiric 

handbill and in Chapter XXII, when Pitch admonishes the 

Intelligence-Office Agent: 

"Boys outgrow what is amiss in them? from bad 
boys spring good men? Sir, 'the child is father 
of the man;' hence, as all boys are rascals, so 
are all men."39 

Intellectual essayists like Fourier ("Yes, I am no 

Fourier . . ."40) and St. Augustine also figure into the 

web of literary precedent, so much so that the Confidence- 

Man is labelled one who "puns with ideas." And in the 

final chapter, the Bible itself comes under discussion. 
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In brief, both literary and intellectual tradition can 

serve the Confidence-Man as a means of establishing and 

prolonging his existence aboard the Fidele. 

To summarize thus far: the essential facts of the 

world without the Confidence-Man are its indeterminacy and 

flowing chaos. On one level those facts appear in the 

transient nature of the characters themselves. Their 

destinations are, with scant exception, unstated, and once 

in contact with the Confidence-Man they reveal that their 

self-knowledge is minimal. On the next level, the novel 

itself is constructed in such a way as to mimic that 

flowing quality. The narrator's allusiveness is both 

endless and endlessly surprising, suggesting a source of 

knowledge beyond the novel. Furthermore, The Confidence- 

Man 1s structure is one that imitates life's steady but 

inconclusive modulations of emotional intensity; that is, 

Melville rejects the Aristotelian shape of beginning-to- 

climax-to-end so elemental to story-telling. 

Amidst this confusion the Confidence-Man enters. His 

demeanor is a blend of familiarity and strangeness—famil¬ 

iar enough in a superficial way, but strange in its insis¬ 

tence on ideals of charity and philanthropy. In most 

cases he takes advantage of his victim's faith in the 

stream of experience by creating a long succession of dis¬ 

guises which by its intricacy and number serves to "prove" 

the individual disguise. 



III. The Function of the Aesthetic Experience 

We have arrived at a notion of the novel which in¬ 

cludes both a streaming, rushing world ignorant of itself 

and its destination and one who worms his way into that 

world by mimicking it in his behavior. Now we must see 

that his ruse is metaphorical of the aesthetic experience. 

It allows the victim to stop momentarily from his business 

and see himself not in terms of routines (following the 

stream without understanding it) but in relation to his 

world as a whole. Should someone, for instance, refuse 

to donate to the World Charity, by implication his sus¬ 

picions extend beyond the fictitious investment into the 

whole of human ideals; so that if he doubts the charity, 

he is tacitly admitting that altruism is a pretense. 

Needless to say, this is not the enrichment which Dewey 

had hoped art would provide, but it does involve his 

translation of general experience into "consummatory 

experience." 

The Confidence-Man produces some "thing," either a 

story, object, argument, or even his own person, in order 

to precipitate the crisis. His wares are of course' 

fabrications, lies, but the victims may not immediately 

realize that. His method is to apply his fictions as 

truths, asking people to participate in them, to accept 

them in exchange for money, etc.; in sum, he pushes the 

fictions to an absurd in order for them to provoke con- 

31 
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sidération, and consequently give off their nihilistic 

charge. It is the Confidence-Man's pre-occupation to 

inject such symbols into his world, and it is the prin¬ 

cipal assignment of criticism to explicate their usage. 

A. The Person as Symbol 

In Chapter XXII the Agent from the Philosophical In¬ 

telligence Office makes a unique statement regarding boys; 

you can't condemn them if they're good boys, obviously 

enough, but you can't condemn them if they're bad boys, 

either, because you can't tell what kind of adult sensi¬ 

bilities are lying dormant in them. Of course, the un¬ 

voiced implication of all this is that you can't really 

call them good with any certainty, because some Calvin- 

istic depravity might be just as dormant in them. So you 

can't say anything with certainty about a person. 

This worried state is applicable enough throughout 

the novel; its prima facie is that people immediately 

suspect the optimistic stranger of having ulterior motives, 

and its persistency elevates it to a general malaise of 

society. 

However, there are a few incidents where the Confi¬ 

dence-Man specifically makes himself the issue, instead 

of focusing attention on either his stories, his gim- 

cracks, or his sophistical arguments. In these cases 

he assumes even without speech or apparent objective a 
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capacity for allowing speculation and interpretation. 

The case of the Man with Flaxen Hair (Chapter I) best 

illustrates a human being involved in something akin to 

performance art. Within the first three paragraphs we 

read a perfect description of one who is severed from the 

daily concerns around him, one without destination or 

identity: 

He had neither trunk, valise, carpet-bag, nor 
parcel. No porter followed him. He was un¬ 
accompanied by friends. From the shrugged 
shoulders, titters, whispers, wonderings of 
the crowd, it was plain that he was, in the 
extremest sense of the word, a stranger.^ 

Such a man is a stranger not only to business junkets 

downstream but also to the normal, superficial gamut of 

communication. He is mute, possibly deaf. He seems one 

with an odd, unsuitable conviction of duty: 

. . . he stepped aboard the favorite steamer 
Fidele . . . .Stared at, but unsaluted, with 
the air of one neither courting nor shunning 
regard, but evenly pursuing the path of duty . . .^2 

Beside the poster which the reader must suppose refers to 

this very gentleman, he holds his placard bearing slogans 

of Christian charity. But this is no normal communication. 

Do the slogans refer to the Eastern imposter, seeking for¬ 

giveness for him? Are they directed toward society as a 

whole? Are they sarcasms? Endorsements? None of these 

questions can be answered by the riverboat mob, nor do 

they even regard them as worthy of consideration, but only 

feel him "somewhat inappropriate to the time and place, 
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and inclining to the notion that his writing was of much 

the same sort."43 Such is his extreme strangeness and 

"singularity, if not lunacy." 

Clearly enough Melville plies the Mute and his slate 

as a parable of art's chilly reception by the mob—that 

which neither speaks in cold declarative sentences nor 

pertains to immediate profit is elbowed out of the way, and 

communication in a medium of subtlety is deemed "lunacy." 

The barber's "No Trust" sign has none of this obliqueness, 

though, and its sentiment is one the mob can readily 

digest. We can assume then that the Mute's contrast to 

the mob is the first aesthetic statement of the novel. 

The Mute continues his performance for another page 

or so, and oblivious to other purposes lies down at the 

foot of a ladder (an aesthetically-considered placement, 

it seems, inténded to evoke the image of "Jacob Dreaming 

at Luz," or a figure of lamb-like innocence, or the image 

of an indifferent March snow, "softly stealing down over 

night"). Although this concludes his act, the conclusion 

is sufficient to elicit response. There follows a list 

of nineteen "epitaphic comments, conflictingly spoken or 

thought, of a miscellaneous company." In some way they 

all apply to the scene or the following action, but: 

Meantime, like some enchanted man in his grave, 
happily oblivious of all gossip, whether chiseled 
or chatted, the deaf and dumb stranger still tran¬ 
quilly slept, while the boat now started on her 
voyage.44 
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There the matter ends with the Mute as an inspired, dream¬ 

ing artist, indifferent to any particular audience, who 

states nothing declaratively. 

Black Guinea repeats this process but now speaks free¬ 

ly with equivocating puns and quips. Initially the crowd 

is well-disposed toward Guinea—obviously a lame Negro 

beggar—but a mysterious reversal takes place. One of the 

crown questions Guinea: 

. . . this shallow unfortunate, after sundry sorry 
observations of the negro, began to croak out some¬ 
thing about his deformity being a sham, got up for 
financial purposes, which immediately threw a damp 
upon the frolic benignities of the pitch-penny 
players.45 

Now there is something curious about their outrage, since 

Guinea is already in the abysmally lowest of social sta¬ 

tions; furthermore, his "sham" of catching pennies in his 

mouth is more personally debasing than profitable: 

. . . and only once or twice did he wince, which 
was when certain coins, tossed by more playful 
almoners, came inconveniently nigh to his teeth, 
an accident whose unwelcomeness was not unedged 
by the circumstance that the pennies thus thrown 
proved buttons.^6 

Whence the outrage? A vague, almost metaphysical question 

of identity settles over the interrogating crowd, sug¬ 

gesting that the Confidence-Man's real aim (given the fact 

that he is usually successful in his aims) is to present 

himself as an ambiguity sufficient to dislocate the crowd's 

smugness, like Discord throwing her golden apple to the 

fairest goddess. The mere question of whether he is or is 
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not crippled launches a search that is religious in nature, 

for as R. Bruce Franklin points out4?, the Methodist and 

Episcopalian ministers set out to resolve the question 

by methods of their differing creeds: the former by 

personal conscience, the latter by higher authority. 

Questions of trust versus misanthropy arise. One who with 

his phrase "Jeremy Diddler" might well be Pitch rejects 

with Pitch-like animosity both Guinea and his questioners: 

"... yonder churl," pointing toward the wooden 
leg in the distance, "is, no doubt, a churlish 
fellow enough, and I would not wish to be like 
him; but that is no reason why you may not be 
some sort of black Jeremy Diddler."4® 

Blanket dismissal of mankind and the paradoxical implica¬ 

tions of that dismissal will continue to unfold through¬ 

out. As a final point to this, Guinea is unable to prove 

himself; that must be done by others, by deferring the 

problem, by alliance with a network of fictions. But 

like a consummate artist the Confidence-Man refuses to 

fully develop his theme in its first or second statement. 

At the bell for tickets, the crowd disbands in an aura of 

uncertainty. 

Nowhere else does the Confidence-Man figure so strong¬ 

ly as a symbol of ambiguity by his own person, although to 

a lesser degree he maintains his mystery throughout. Prob¬ 

ably the closest thing to a reprise is in the midsection 

of the novel, when he accosts Pitch three times—as Herb- 

Doctor, Agent, and Cosmopolitan—with considerable hint 
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that all three are the same character. Pitch himself 

says "You are another of them,"^ but the matter is left 

undeveloped. The Cosmopolitan may be a wealthy philan¬ 

thropist, or he may be a beggar. The Man with the Grey 

Coat may be soliciting for the World Charity, or he may be 

a cheat. Although their emphasis is on their stories or 

proposals, both, cases recap the question of finding means 

to identify Guinea, or summoning descriptions adequate to 

the sleeping Mute. 

B. Stories 

Stories are the most distinct sub-genre within the 

realm of the Confidence-Man's wordy games (subtract them 

and you are left with the sprawl of theories, cajolings, 

arguments, and so on). Moreover, they are a fine example 

of an aesthetic experience tailored to many functions. 

Like money, they may be traded for time and interest, or 

used as an investment to garner more money'from the lis¬ 

tener. They may be offered to one another as explanations, 

something like parables. Or the mere telling of them may 

be an emotional release, that is, they may be a therapy 

for the troubled soul. But to clarify these points we 

must examine the stories individually. 

First, the Man with the Weed tells Henry Roberts the 

story of his wife Goneril. Many characteristics of this 

tale can be appreciated by the reader only; it expands on 
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the earlier reference to "clay-eaters," it touches on 

Melville's fascination with Shakespeare (particularly 

with Shakespeare's sensitivity to evil), and its main 

character is left a wandering outcast like Ishmael. To 

Mr. Henry Roberts it must raise the question of innate 

evil : 

It appeared that the unfortunate man had had 
for a wife one of those natures, anomalously 
vicious, which would almost tempt a meta¬ 
physical lover of our species to doubt 
whether the human form be, in all cases, con¬ 
clusive evidence of humanity . . .50 

But the story has a cash value besides, since it earns the 

unfortunate "husband" some charity. Furthermore, it is 

an explanation for the bizarre behavior of the Man with 

the Weed, which, in Chapter IV, both the reader and 

Mr. Roberts must feel to be so puzzling (this, incidently, 

is one of Melville's tricks to push the reader out of 

complacency; we have to wait five chapters for the story, 

thus forcing on us some of Roberts' perplexity). Goneril's 

story is of course an emotional one: 

Judging from his auditor's expression, it seemed 
to be a tale of singular interest, involving 
calamities against which no integrity, no fore¬ 
thought* no energy, no genius, no piety, could 
guard.51 

• 

and the fact that Roberts feels compelled to repeat the' 

story suggests that telling it is a kind of discharge for 

its horrible contents. The tale has a strange footnote, 

too. After discussing it with the Black Rapids Coal 
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Company Agent, Roberts falls into a despair for "The 

Truth" ("Truth will not be comforted,"52 he declares), but 

exactly what this truth is remains unspoken. However, he 

could hardly be expected to be so annihilated simply be¬ 

cause he thought that the story of Goneril had been a mere 

tale; rather, we return to our discussion of the aesthetic 

experience. Art supplies a kind of general understanding, 

in this case the understanding being a realization of 

innate depravity. 

In Chapter XVII the Soldier of Fortune, Thomas Fry, 

unveils against the Herb-Doctor a story, every bit as 

calamitous as Goneril's, in an effort to justify his own 

cynicism. It even shares the former story's theme of an 

unavoidable and fundamental malice. Happy Tom's tale may 

be termed "financial," for it increases the price of his 

confidence. However, the teller is irresolute and too 

eager for pity, while his opponent knows perfectly the 

evil soul and what disguises may be draped upon it, so 

that the "shock of recognition" can hardly be a great 

matter to him (incidently, compare Thomas Fry with Black 

Guinea; the truly lame beggar gets tricked, while the 

imposter gets charity and curiosity). 

Undoubtedly the most complex in construction and 

motives, the story of Judge Hall/John Moredock succeeds 

as a piquant tour de force that could be lifted wholly 

from the novel itself and stand proudly in anyone's anth- 
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ology. In terms of the novel's construction (and to ex¬ 

pand momentarily on our idea of contrapuntal structure) it 

relieves the preceding chapters, which were built mostly 

around vehement confrontation, with a relaxed narrative 

cast in the driest of humor. Moreover, it serves as a 

financial voucher for Charles Noble, proving that he's 

worth the price of a drink. Nevertheless, the Judge Hall/ 

John Moredock episode is primarily a masque which allows 

Noble to say things which he believes, which pertain di¬ 

rectly to the novel's themes, but which could not be per- 

missably endorsed within the little pretense that he and 

the Cosmopolitan are enacting. Call it a "sounding" of the 

victim. If the Cosmopolitan were to like the story, to 

approve Moredock's character, Noble could easily slip 

through the satiric masque and ingratiatingly agree. But 

if, as he does, the Cosmopolitan disagrees, Noble can main¬ 

tain the masque and join him in disapproval. Either way 

he has a tool of ingratiation. Hence the little fiction 

has a number of practical applications. 

Judge Hall's narrative had both the detached quality 

of an artwork (as the Mute has an aura of detachment from 

the riverboat crowd) and a group of themes in common with 

the rest of the novel. Noble hastens to tell us that even 

in its original telling the story was directed to no one 

in particular, but offered to the world in general: 

"In every company being called upon to give this 
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history, which none could better do, the judge 
at last fell into a style so methodic, you would 
have thought he spoke less to mere auditors than 
to an invisible amanuensis; seemed talking for 
the press; very impressive way with him indeed."53 

and in addition, the narrative is determined to stay that 

way: 

"And I, having an equally impressible memory, 
think that, upon a pinch, I can render you the 
judge upon the colonel almost word for word."54 

It becomes something like poetry in Roman Jakobson's lin¬ 

guistic scheme; because there is no specified receiver, 

the message itself takes on special qualities. All this 

lends the story an air of independence from the text 

around it, as if it were a gimcrack held up for general 

perusal. 

But simultaneous to this, the opposite tendancy is 

working. Noble's story is loaded with themes that make it 

an organic part of the novel. First, the idea of speaking 

through a masque is the Confidence-Man's chief method. 

Secondly, it further exercises the novel's theme of mis¬ 

anthropy, here taken to an extreme and submitted to exam¬ 

ination, for the Indian-hater in his mad pursuits must 

live the misanthrope's paradoxical life. On one hand, 

there is a total isolation: 

"'Next, he declares himself and settles his 
temporal affairs. With the solemnity of a 
Spaniard turned monk, he takes leave of his 
kin; or rather, these leave-takings have some¬ 
thing of the still more impressive finality of 
death-bed adieus. Last, he commits himself to 
the forest primeval; there, so long as life 



42 

shall be his, to act upon a calm, cloistered 
scheme of strategical, implacable, and lonesome 
vengence.1"55 

The similies of this aspect are those of death and dying— 

of sealing off one's spirit forever, like Bartleby the 

scrivener—and for that reason, the Judge tells us, there 

could no more be a biography of the Indian-hater par ex¬ 

cellence than "one of a dead man." 

On the other hand, though, there is a drive toward 

compassion and fellowship: 

"The judge, with his usual judgement, always 
thought that the intense solitude to which the 
Indian-hater consigns himself, has, by its over¬ 
awing influence, no little to do with relaxing 
hi s vow ."56 

upon which influence the Indian-hater walks into an Indian 

camp to his certain death. Hence confidence, foolishly 

given, is as destructive a force as misanthropy. 

Colonel Moredock finds a comfortable compromise; his 

"vortex" of hatred is specifically apportioned to the In¬ 

dians, while to others he is "juicy as a peach," "cour¬ 

teous in a manly fashion; a moccasined gentleman, admired 

and loved.And it is his partitioning of fellowship 

and hatred, so very arbitrary, which Moredock shares with 

the Fidele world, for in its sphere the fellowship has 

been supplied by a kind of social disguise (through po¬ 

liteness, subscription to charity, and so on) while the 

"Indian-hating" corresponds with the Fidele's atmosphere 

of hidden motives and backstabbings. Such divisions are 
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perceived only when someone like the Mute with his proverbs 

of charity applies the wrong standard to a situation. 

Thus, the Moredock story, while decidedly aloof and in¬ 

dependent, has a general application to the world in 

which its auditor and its narrator live. 

"Charlemont" is a quick, beautiful story, subtle in 

style and playful in meaning. Again, the function is some¬ 

what formal. Noble has just been bested in his own game, 

and has exploded into a tantrum. Subsequently, this simple 

anecdote concludes the long (eleven chapters) encounter, 

much like the little songs conclude episodes in Pilgrim's 

Progress—upbeat, almost merry, signal to the Cosmopol¬ 

itan 's mood of triumph. 

To summarize: Charlemont, happily prosperous, sur¬ 

rounded with friends, abruptly sours and scorns these 

same friends; thereafter his bankruptcy is published, and 

Charlemont disappears. Years later he returns, once more 

wealthy and cheerful. When questioned about the past, 

Charlemont gloomily implies that he acted thus to spare 

his friends the shame of revealing what they really are— 

friends of his money. 

Now the ambiguities of this story, placed in the con¬ 

text that it is, are manifold. It might suggest that ' 

Charles Noble himself, in his wild outburst, was like 

Charlemont, sparing Frank the sin himself, or at least 

such is the face-saver Noble will be granted. Or it might 
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imply that Frank was like Charlemont, pleading poverty to 

spare Charles the same disgrace. Charlemont himself might 

symbolize either a blanket hatred or distrust of mankind 

(he knows too well what his friends are really like) or a 

humanity in the face of that, since he spares them from 

showing their perfidy. The paradox is Kafka-esque, but in 

any case it implies a low opinion of mankind. 

To heighten its play of meaning and applicability, 

"Charlemont" incorporates elements of the brief, inconclu¬ 

sive friendship. The name "Charlemont" is of course 

"Charles Noble" Latinized. Mirth, drink, friendship and 

money are the building blocks of the relationship, as they 

are of the tale. Thus, it can play upon the association 

without directly speaking of it. Finally, the Cosmopolitan 

discusses it with the reminder that the aesthetic exper¬ 

ience is fundamentally separated from practicality: 

". . . it is a story which I told with the pur¬ 
pose of every story-teller—to amuse. Hence, if 
it seem strange to you, that strangeness is the 
romance; it is what contrasts with real life; it 
is the invention, in brief, the fiction as op¬ 
posed to the fact."5° 

But whose amusement is never made clear. 

The "Story of China Aster" has little of Judge Hall's 

acid, witty understatement and none of "Charlemont"'s 

brevity. Instead, it generates interest by its juxta¬ 

position of Yankee shrewdness and Transcendental philo¬ 

sophy . 
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Like the other tales, "China Aster" has its practical 

functions and chief among these is its price tag, since it 

figures into the hypothetical loan just like collateral. 

Egbert tells the story in order to explain exactly why he 

can loan no money: 

"You may deem all this idle talk, Frank; but con¬ 
science bids me show you how fundamental the 
reasons for treating you as I do."59 

Furthermore, "China Aster" is erected as part of the im¬ 

penetrable barriers of the Transcendentalist philosophers. 

Whatever his own relationship to that philosophy, the Cos¬ 

mopolitan is quite exact in his estimation of those de¬ 

fenses : 

"Pray, leave me, and with you take the last dregs 
of your inhuman philosophy. And here, take this 
shilling, and at the first wood-landing buy your¬ 
self a few chips to warm the frozen natures of 
you and your philosopher by."60 

Despite its practical applications, though, "China Aster" 

is primarily an aesthetic work. It depends not on logical 

arguments, although the reasoning behind the story is 

neatly worked out in the preceding chapter. However, the 

immediate juxtaposition of reasoning to story merely re¬ 

awakens the question of "proving" or communicating through 

art, for this reason: the story can be taken as proof 

both for and against Egbert's theory. Egbert has proposed 

that borrowing can only debase Man's spiritual nature, 

and will certainly end friendship by pricing what should 

be an inviolate and noble relationship. That is, by pos- 
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tulating Man's true self as a good and noble one, Egbert 

can prove that borrowing is in fact contrary to Nature. 

And this much he claims the tale of China Aster, a poor 

candle-maker whose life was ruined by "a friendly loan," 

to evidence. However, "China Aster" can also be taken to 

prove the reverse, namely, that Aster's demise was caused 

by innate depravity, not innate virtue. As soon as friends 

get power over him, they use it to the fullest, revealing 

the wickedness latent in them. Furthermore, the thought¬ 

less Orchis, loaner of the money, belongs to a sect savage¬ 

ly parodie of the Transcendentalists: the Come-Outers. 

One of Aster's friends, whose judgement is shown by his 

prophesy of Aster's ruin, remarks about the Come-Outers: 

. . . if some men knew what was their inmost 
natures, instead of coming out with it, they 
would try their best to keep it in . . .61 

Hence the artwork, though ostensibly offered as proof, 

might be fundamentally ambiguous. Though it may provide a 

certain general understanding, the direction of that under¬ 

standing can escape the artist's control. 

To finish our analysis of the stories, we might wonder 

whether there is some contradiction in finding them to have 

practical functions, while at the same time insist that art 

prospers from being impractical and oblique. However, this 

contradiction vanishes when we remind ourselves that the 

Confidence-Man's method is to push his audacities as far 

as possible toward acceptance. If the victims reject him, 



47 

then he has shocked them by showing the incongruity of 

their own ideals and practices. If they accept him (if, 

for 'example, they let his stories have a cash-value), then 

he has the job of swindling them. Either way the Confi¬ 

dence Man has an upper hand. We should not be surprised, 

therefore, to see his stories taking on practical applica¬ 

tions . 

C. The Persuasions 

To a great extent the Confidence-Man's persuasions 

(this being a catch-all term for his arguments, orations, 

and so on) have an aesthetic quality. This should not 

strike us as novel. Plato, a solid precedent indeed, 

found the craft of the Sophists to be more aesthetic and 

emotional than logical, and as such he condemned it along 

with many other arts that he felt to be unhealthy for the 

state. Melville accurately perceives the weak boundary 

between intellectual judgement and aesthetic appeal; 

therefore we find his Confidence-Man crossing that bound¬ 

ary with jaunty aplomb. 

Many of these transgressions involve the distinction 

between generals and particularities; specifically, the 

Confidence-Man understands that ideals are best reserved 

for generalities, and that they have little place in prac¬ 

tice. By taking advantage of the victim's shock and con¬ 

fusion when principle and pragmatism are taken from iso- 
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lated dichotomy and disarmingly blended, the Confidence- 

Man creates the right atmosphere for his tricks. To evi¬ 

dence this point, let us consider Chapters VII ("A chari¬ 

table lady") and XVIII ("Inquest into the true character 

of the Herb-Doctor"). 

To the "charitable lady," the Man with the Grey 

Coat applies the logic of confidence: if she has confi¬ 

dence in him let her prove it by lending him twenty dol¬ 

lars. The ensuing scene is both comic and revealing: 

The lady was, in an extraordinary way, touched. 
She sat in a sort of restive torment, knowing 
not which way to turn. She began twenty dif¬ 
ferent sentences, and left off at the first 
syllable of each. At last, in desperation, she 
hurried out, "Tell me, sir, for what do you want 
the twenty dollars?" 

"And did I not—" then glancing at her half¬ 
mourning, "for the widow and the fatherless. 
I am traveling agent of the Widow and Orphan 
asylum, recently founded among the Seminoles. 

The brilliant comic reversal of this scene operates en¬ 

tirely on shifts from generality to particularity and back 

again. Initially the woman is seated comfortably with 

Paul's First Epistle to the Corinthians (the very passage 

from which the Mute drew his proverbs of charity). Her 

comfort is not only with the sofa but with the abstract¬ 

ness and generality of the charity she considers; locked 

away in the Bible, it demands little from her. But she 

is unnerved when unexpectedly demanded to act upon those 

ideals for a particular individual, and her only reply is 
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the "twenty different sentences . . . left off at the 

first syllable of each." Having unseated her this far, the 

Man in the Grey Coat returns charity to a state of semi¬ 

generality by remarking that the money is not for him but 

for a fund. The woman finds herself much relieved to be 

giving to unseen "Indians" rather than to an individual, 

evincing that charity is best applied long-distnce, for 

at close range it too much resembles gullibility. Hence, 

the Confidence-Man's persuasions are not so sheerly log¬ 

ical as aesthetic, in that they allow a free play between 

concept and perception, and give as much room for imagina¬ 

tive play as for intellectual distinction (for in the 

lady's mind, the occasions for charity are more imagined 

than experienced). 

A more extensive and complex version of this series 

of reversals takes place between the Herb-Doctor and his 

audience. The doctor's claim of a sympathetic Nature, so 

appealing in principle, becomes difficult to believe when 

the passengers are asked to buy said sympathy by the 

bottle. Consequently, a revolt against the Herb-Doctor 

and his methods sets in. After being struck by a "giant" 

and labelled a "profane fiddler on heart-strings," the 

doctor vanishes. Thus far the revolt against principles 

would seem to be complete. 

However, the Herb-Doctor makes a dramatic reappear¬ 

ance in Chapter XVIII, with a ploy that reverses the pre- 
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vious action and returns him to a confident superiority 

over the crowd. He announces: 

"I was called away so hurriedly, I forgot this 
part of my duty. With the propietor of the 
Samaritan Pain Dissuader it is a rule, to devote, 
on the spot, to some benevolent purpose, the half 
of the proceeds of sales. Eight bottles were 
disposed of among this company. Hence, four half- 
dollars remain to charity. Who, as steward, 
takes the money?"63 

In this case the crowd is once again confronted with the 

particulars of charity, now appearing to them as an exam¬ 

ple, and an unnerving example at that. On one hand the 

Herb-Doctor's generosity shames them; none dare take the 

money. On the other hand, the charitable rebates, like 

the request for charity, have an air of suspicion, and 

the crowd's silence is as much a display of prudence as 

shame. Whatever the case, the Confidence-Man's ruse has 

had the desired effect. It casts doubt on the applica¬ 

bility of ideals (trust in Nature, faith in a charity that 

seems honestly given), and in addition spawns the anxiety 

of interpretation seen previously with Black Guinea; the 

"true character" of the Herb-Doctor remains a metaphysical 

puzzle, and discussions of him are emblematic of the im¬ 

possibility of comprehending the world around us: 

"Aye, and where's your fine knavery now? 
Knavery to devote the half of one's receipts 
to charity? He's a fool I say again." 

"Others might call him an original genius." 

"Yes, being original in his folly. Genius? 
His genius is a cracked pate, and, as this age 
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goes, not much originality about that." 

"May he not be knave, fool, and genius alto¬ 
gether?"64 

Hence the persuasions the Confidence-Man practices 

are not always ably-reasoned arguments but are instead 

aesthetically-calculated spiels, designed to create an air 

of ambiguity and doubt rather than certainty. The truths 

they do impart are a realization that no interpretation is 

true certainty, and a sense that the more one probes our 

ideals the less workable one finds them. 



IV. Conclusions 

In retrospect, then, we see that The Confidence-Man 

makes considerable sense when we read the Confidence-Man 

himself as an artist of sorts and his tricks as a kind of 

"performance art" designed to shock those aboard the 

Fidele into seeing the paradoxes of themselves and their 

world more clearly. We may summarize our analysis in the 

following points. 

1. The Manichaean vision so evident in Moby-Dick 

and so influential in Melville criticism can 

be misleading when applied to The Confidence- 

Man. Such an analysis would dictate that art 

in some way falsifies life, when, to the con¬ 

trary, the Confidence-Man reveals to his vic¬ 

tims their deeper natures. 

2. Speculation which labels the Confidence-Man 

as Satan, the Devil, and so on, is not ter¬ 

ribly useful except when seen as a metaphor¬ 

ical layer that gives depth to the character 

and to the work. In most cases it is the 

victims themselves who are morally question¬ 

able; the phrase "innate depravity" crops up 

frequently in relation to the inner human 

character. Thus, the idea of a "tempter of 

men" is not very applicable. R. Bruce Frank¬ 

lin's theories of Hindu mythology merit the 

52 
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same qualification. 

3. The world of the Confidence-Man is one of 

bustling activity, but that activity is never 

closely examined by either the narrator or 

the characters. The shadowy impressions that 

it does give are of being predatory and du¬ 

plicitous . 

4. The novel imitates this chaos by assuming an 

"open" quality. We are continually reminded, 

often playfully, of a body of facts outside 

the novel. Melville tries to escape from a 

set of self-contained symbols which, it seems, 

would be characteristic of fiction but quite 

inappropriate to real life. Melville employs 

a structure that cleverly avoids climax; 

rather, it assumes the flow of life. 

5. The Confidence-Man introduces himself to his 

victims through a balance of familiarity (in¬ 

sofar as he is a recognizable type, or in- 
t 

volved in a recognizable profession) and 

strangeness (an inability to keep ideals in 

their proper sphere—that is, highly re¬ 

spected, but never personally encountered). 

6. His method is to introduce something with 

the subtlety, ambiguity, and power of the 

aesthetic experience. This "thing" may 
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involve stories, arguments, or even his own 

person, and its ability to disconcert the 

victim depends on its forcing him to con¬ 

sider principle rather than pragmatism (or 

rather, to consider the role of principles 

in practice), or, like the sleeping Mute, 

to communicate in symbols. 

This summary provides a skeletal version of the theme 

of art in The Confidence-Man. But there is also a cluster 

of secondary points unearthed along the way, each of 

which would make rewarding study on its own. These 

points need only be glanced over in concluding, but they 

too show our reading to be a rewarding one. 

First, The Confidence-Man has yet to be fully ex¬ 

plored in terms of reader response. But if we think of 

the Confidence-Man as an artist and the victim as- the 

audience, then the next logical step is to find their 

relationship repeated in the relationship between Mel¬ 

ville and his reader. Melville himself signposts these 

parallels by reminding us that his Confidence-Man's 

trickery is much the same as a writer's fiction, but not¬ 

withstanding, little has been done in the way of detailed 

critical followup. 

Secondly, more complicated aesthetic questions than 

our brief space permits are raised by The Confidence-Man. 

For example, Melville brilliantly perceives that language- 
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as-art and language-as-practical-communication may be vir¬ 

tually identical; they may involve the same words, the 

same sentence structures, the same authors or speakers, 

and yet be worlds apart in nature. So, wherein is the 

heart of that which we call artistic language—in the 

language or in our minds? Or, if the difference depends 

on a pre-recognized context, is it possible for the fic¬ 

tion at some point to break through its original context 

and speak to us in a different way, as when Jean-Paul 

Belmondo directly addresses the camera in Godard's 

Breathless? For these and other aesthetic questions the 

novel is an inexhaustible source of discussion. 

Thirdly, this reading explains something of the mo¬ 

tives behind the Confidence-Man. Melville as an artist 

had the thankless job of digging up ugly truths about his 

species, for which he was revi'led and misunderstood by 

that species. The only satisfaction left to him may have 

been to imagine a world where the artist might travel 

among his revilers, paying them back in kind. To push 

that despair off to someone else may indeed have had a 

certain satisfaction. 

By a strange mix of all these factors—the need to 

invoke the reader more than ever, the need to plumb the 

mysterious relationship of art and reality, the need to 

state truths he himself found almost unspeakable, and the 

need to find the little satisfaction remaining to him— 
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Melville was led to write The Confidence-Man, a work that 

is in no small measure the father of American black humor. 

At one point in the novel one of the characters remarks 

to an old man: 

"You are a late sitter-up in this life; past 
man's usual bed-time; and truth, though with 
some it makes a wholesome breakfast, proves 
to all a supper too hearty. Hearty food, 
taken late, gives bad dreams."65 

It was Melville's singular discovery, so late in his 

career as a novelist, that nihilism taken with mirth was 

the only supper remaining for him. 



NOTES 

•1 "To George Duyckinck," 31 March 1857, in Herman 

Melville's The Confidence-Man: His Masquerade, ed. 

Hershel Parker (New York: W. W. Norton and Co., 1971), 

p. 267. 

2 F. 0. Mattheison, American Renaissance (New York: 

Oxford University Press, 1946), p. 439. 

3 Matthieson, p. 441. 

4 Martin Leonard Pops, The Melville Archetype (Kent, 

Ohio: Kent State University Press, 1970), pp. 162-168. 

5 Leon F. Seltzer, "Camus' Absurd and the World of 

Melville's Confidence-Man," PMLA, 82 (1967), pp. 14-27. 

6 R. Bruce Franklin, The Wake of the Gods: Melville's 

Mythology (Stanford: Stanford University Press, 1963), 

pp. 153-187. 

7 Herman Melville, The Confidence-Man: His Mas¬ 

querade (New York: Signet, 1964), p. 193. All quotes from 

The Confidence Man found in this essay are taken from the 

Signet edition, which is a reprint of the 1954 Hendricks 

House edition. 

8 Joel Porte, The Romance in America: Studies in 

Cooper, Poe, Hawthorne, Melville, and James (Middletown: 

57 



58 

Wesleyan University Press, 1969), p. 116. 

8 William James, "Hegel and His Method," in The 

Writings of William James, ed. John J. McDermott (Chicago: 

University of Chicago Press, 1976), p. 516. 

10 Henry Adams, The Education of Henry Adams (Boston: 

Houghton Mifflin Co., 1961), p. 314. 

R. G. Collingwood, The Principles of Art (London: 

Clarendon Press, 1938; rpt. Oxford University Press, 1978) 

12 Collingwood, p. 15. 

12 Collingwood, p. 15. 

14 Collingwood, p. 16. 

12 Elisabeth Foster, introd. The Confidence-Man: His 

Masquerade, by Herman Melville (New York: Hendricks House 

1954), pp. xlvii-lv. 

12 James E. Miller, Jr., "The Confidence-Man: His 

Guises," PMLA, 74 (1959), pp. 102-111. 

17 Paul McCarthy, "The 'Soldier of Fortune' in Mel¬ 

ville's The Confidence-Man," Emerson Society Quarterly, 

No. 33 (IV Quarter 1963), pp. 21-24. 

18 Hershel Parker, ed., The Confidence-Man: His Mas¬ 

querade, by Herman Melville (New York: W.- W. Norton and 

Co., 1971). ’Perusal of Mr. Parker's footnotes reveals 

his interpretive biases. 

18 Daniel G. Hoffman, Form and Fable in American 

Fiction (New York: Oxford University Press, 1961), p. 292 

20 William James, "The Stream of Thought," in The 



59 

Writings of William James, ed; John J. McDermott (Chicago: 

University of Chicago Press, 1967), p. 33. 

21 John Dewey, Art as Experience (New York: Minton, 

Balch, and Co., 1934), p. 193. 

22 Dewey, p. 195. 

23 Melville (Signet edition), p. 10. 

24 Melville, p. 15. 

25 Mildred K. Travis, "Spenserian Analogues in Mardi 

and The Confidence-Man,11 Emerson Society Quarterly, No. 50 

(I Quarter 1968), pp. 55-58. 

25 Hoffman, pp. 279-313. 

27 Franklin, pp. 153-187. 

28 Newton Arvin, Herman Melville (New York: William 

Sloane Associates, Inc., 1950), p. 247. 

29 R. Bruce Franklin, ed., The Confidence-Man: His 

Masquerade, by Herman Melville (Indianapolis: Bobbs- 

Merrill, 1967). Franklin's edition is by far the most 

comprehensively annotated, although one must at times 

suspect Mr. Franklin's "explanations." 

20 Melville (Signet edition), p. 29. 

31 Melville, p. 25. 

22 Melville, p. 62. * 

22 Melville, p. 80. 

24 Melville, p. 108. 

25 Melville, p. 141. 

25 Melville, p. 147. 



27 Melville p. 194. 

38 Melville p. 194. 

29 Melville p. 125. 

40 Melville p. 47. 

41 Melville p. 9. 

42 Melville p. 9. 

42 Melville p. 10. 

44 Melville p. 13. 

45 Melville p. 18. 

46 Melville p. 17. 

47 Franklin ed., The Confidence-Man, 

48 Melville (Signet edition), p. 23. 

49 Melville p. 144. 

20 Melville p. 65. 

21 Melville p. 28. 

22 Melville p. 73. 

22 Melville p. 150. 

24 Melville p. 150. 

25 Melville p. 158. 

28 Melville p. 158. 

57 Melville p. 162. 

28 Melville p. 193. 

29 Melville p. 230. 

60 Melville p. 231. 

61 Melville p. 224. 

82 Melville, p. 52. 



63 Melville, p. 97. 

64 Melville, p. 98. 

65 Melville, p. 117. 

61 



BIBLIOGRAPHY 

Primary Sources 

Melville, Herman. The Confidence-Man: His Masquerade. 

Ed. Elisabeth S. Foster. New York: Hendricks House, 

1954. 

Melville, Herman. The Confidence-Man: His Masquerade. 

New York: Signet, 1964. 

Melville, Herman. The Confidence-Man: His Masquerade. 

Ed. R. Bruce Franklin. Indianapolis: Bobbs-Merrill, 

1967. 

Melville, Herman. The Confidence-Man: His Masquerade. 

Ed. Hershel Parker. New York: W. W. Norton and Co., 

1971. 

Secondary Sources 

Adams, Henry. The Education of Henry Adams. Boston: 

Houghton Mifflin Co., 1961. 

Arvin, Newton. Herman Melville. New York: William 

Sloane Associates, Inc., 1950. 

Collingwood, R. G. The Principles of Art. London: Clar¬ 

endon Press, 1938. rpt. London: Oxford University 

Press, 1978. 

62 



63 

Dewey, John. Art as Experience. New York: Minton, Balch, 

and Co., 1934. 

Franklin, R. Bruce. The Wake of the Gods: Melville's 

Mythology. Stanford: Stanford University Press, 

1963. 

Hoffman, Daniel G. Form and Fable in American Fiction. 

New York: Oxford University Press, 1961. 

James, William. "Hegel and his Method." In The Writings 

of William James. Ed. John J. McDermott. Chicago: 

Chicago University Press, 1967, pp. 512-529. 

James, William. "The Stream of Thought." In The Writings 

of William James. Ed. John J. McDermott. Chicago: 

University of Chicago Press, 1967, pp. 21-74. 

Matthieson, F.O. American Renaissance. New York: Oxford 

University Press, 1946. 

McCarthy, Paul. "The 'Soldier of Fortune' in Melville's 

The Confidence-Man." Emerson Society Quarterly, 33 

(IV Quarter 1963), pp. 21-24. 

Miller, James E., Jr. "The Confidence-Man: His Guises." 

PMLA, 74 (1959), pp. 102-111.' 

Pops, Martin Leonard. The Melville Archetype. Kent, 

Ohio: Kent State University Press, 1970. 

Porte, Joel. The Romance in America: Studies in Cooper, 

Poe, Hawthorne, Melville, and James. Middletown: 

Wesleyan University Press, 1969. 

Seltzer, Leon F. "Camus' Absurd and the World of Mel- 



64 

ville's Confidence-Man." PMLA, 82 (1967), pp. 14-27. 

Travis, Mildred K. "Spenserian Analogues in Mardi and 

The Confidence-Man." Emerson Society Quarterly, 

No. 55, (I Quarter 1968), pp. 55-58. 


