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ABSTRACT

This thes is  is  intended as a reading of the Poesies  of I s id o re  Ducasse 

with in  the d iscurs ive  context of Second Empire poetics  and, beyond 

t h a t  context ,  in the w r i t in g s  of post-Ducassians (from Decadents and 

S u r r e a l i s t s  to  T e lq u e l i s t s ,  S i t u a t i o n is t s  and New P l a g i a r i s t s ) .  I t  

a lso presents prev ious ly  unknown sources to  the te x t  and to  Ducasse's 

b e t te r  known work, the Chants de Ha l dor or  (with p a r t i c u l a r  re ference  

to  te x ts  by Lamart ine,  A l f red  de Musset, G au t ie r ,  Baudela ire  and S u l ly  

Prudhomme). In the process I discuss the th e o r e t ic a l  premises of 

s o u r c e - a t t r i b u t io n , r e f e r r i n g  to the theor ies  of i n t e r t e x t u a l i t y  and 

in f luence  s p e c i f i c a l l y  associated with R i f f a t e r r e  and Bloom.
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Note

Poes i es ,  the l e t t e r s  and the apocrypha are reproduced as appendices to  

t h i s  t h e s is .  The paragraphs of P o i s i e s  I  are numbered 1 to  53,  those  

of P o i s i e s  11 , 1 to 159. For a l l  re ferences I have used the nota t ion  

P o i s i e s  1 .1 ,  Poesies  11.159,  e tc ,  unless the re fe rence  i s  between 

parentheses,  when the nota t ion  is  abbrevia ted to  P I . l ,  and so on.

For re ferences  to  s p e c i f i c  strophes of the Chants de H a l d o r o r , I  have 

used the nota t ion  Chant  1.1 ( fo r  canto I ,  strophe 1 ) ,  V I . 10 and so on, 

unless the re fe rence  i s  between parentheses,  when the nota t ion  i s  

abbrev ia ted to  C h I . l ,  e tc .

# *  *

' P r e - t e x t '  i s  used to  designate an i d e n t i f i a b l e  source of any kind 

(conscious, unconscious, dubious, contestab le ,  imaginary,  e t c ) .  I t s  

own, un-hyphenated p r e - t e x t  i s  used as a source of secondary 

s i g n i f i c a t i o n s  (motive,  pretence,  e t c . ) ,  of ten without acknowledgement 

and in an e f f o r t  to  give the word a resonance deeper than,  or at lea s t  

d i f f e r e n t  from, th a t  of the obvious a l t e r n a t i v e .

' I n t e r t e x t '  i s  used for  the corpus of p o te n t ia l  p r e - t e x t s  (p re -1 8 7 0 ) , 

and occas ional ly  fo r  the reader ly  i n t e r t e x t  that incorporates te x ts  

published only a f t e r  1870.

For want of a s u i ta b le  English e qu iva len t ,  the French word for  the 

Pascal ian 'pens£e' has been preserved, and is  used u n - i t a l i c i s e d , 

without inver ted  commas.

'Po6tique'  i s  used, i t a l i c i s e d ,  instead of the English 'p o e t ic s '  to  

designate the s p e c i f i c  t e x t  of a p o e t ic ia n .

'Lautr£amont' i s  used, i f  at a l l ,  as a name for  the ' s c r i p t e u r '  of the  

Chants de Ha l doror  (as Maldoror i s  t h e i r  ' c h a n t r e ' ) ,  and does not 

designate the author of tha t  t e x t ,  who is  ca l le d  'Ducasse'.
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INTRODUCTION

Ce l i v r e  e s t - i l  done un -fragment? Non. I I  e x is te  A par t .

L 'au tonom ie . . .  ou bien qu'on me change en hippopotame.1

This th e s is  i s  premised on the quest ionable  hypothesis t h a t  the 

Poesies  of Is idore  Ducasse can be t re a ted  as a te x t  a p ar t .  That i s ,  in  

the - f i r s t  instance,  apart  -from the Chants de H a l d o r o r , to  which, 

e v id e n t ly ,  i t  i s  c lo s e ly  bound, and -from which such a severance must 

seem - fa ta l .  Whose a t t e n t i o n ,  i t  might be asked, could the te x t  

possib ly  a t t r a c t  were i t  not -forever l imping along behind i t s  

w e l l —formed s ib l i n g s ,  the runt of the l i t t e r .  I w i l l  have to  concede 

e ve n tu a l ly  th a t  reading the Chants e lu c ida tes  a reading of Poes i es ,  

but t h i s  w i l l  be on the grounds th a t  my i n i t i a l  premise would be

quest ionable  in regard to any t e x t .  No te x t  can be read ' a p a r t ' .  I f  I 

myself begin with a review of those readers since 1870 who have been 

unable to  read Poesies  apart  from i t s  immediate context ,  I am doing no 

more than reading the t e x t  w i th in  a d i f f e r e n t  and wider context .  As I 

take in to  cons idera t ion ,  among other th ings ,  the condi t ions of

l i t e r a r y  production in 1870, I cannot for long r e s i s t  reading the  

Chants de H a l d o r o r , so implicated are they in Ducasse's own sense of 

those condi t ions.  Moreover, since I wish to  review both the l i t e r a r y  

context  of Ducasse's w r i t in g  and his s p e c i f i c  c i t a t i o n a l  p ra c t ic e  in  

P o e s i e s , i t  would be tendentious indeed to  ignore the va r io u s ly  over t  

and c r y p t ic  a l lu s io n s  to the Chants de Ha l dor or  in tha t  t e x t .

Nonetheless,  t h i s  thes is  i s  about the Po4sies  of Is id o re

Ducasse. I t  i s  e i t h e r  the f i r s t  or the second, to my knowledge, to  be

so e x c lu s iv e ly  preoccupied with t h i s  one t e x t . 2 Very r a r e l y  i s  P o i s i e s  

granted any kind of autonomy in c r i t i c a l  w r i t in g  on Ducasse. Beyond 

a l l  too few and too b r i e f  reviews or a n a ly t i c a l  a r t i c l e s ,  only the  

prefaces and commentaries of the t e x t ' s  two c r i t i c a l  e d i t io n s  and one 

book consider i t  independently of the Chants de Ha l doror  with anything  

l i k e  an appropr iate  span of a t t e n t io n .  Usual ly i t  i s  published as an 

appendix to  the Chants and considered as such in books on the author.  

The consequence of t h i s  has been i n t e r p r e t a t io n  of Poesies  e n t i r e l y  in  

the l i g h t ,  or shadow, cast by the e a r l i e r  work, and disregard fo r  i t s  

s p e c i f i c i t y .  I shal l  attend p r i n c i p a l l y  to  P o i s i e s , reading the Chants



de Ha l dor or  by i t s  l i g h t ,  and though the - famil iar  discussions around 

the  supposed rupture  between the two must a r i s e ,  the issue w i l l  not be 

made a necessary p re l im ina ry  to  a discussion of the l a t e r  t e x t .  This  

th e s is  fo l lows Ducasse himself  in reading the Chants as ju s t  one in  a 

heterogeneous ensemble of p r e - t e x t s  to  Poes ies .

While obvious neglect in  the past seems j u s t i f i c a t i o n  enough 

fo r  a ttending to  Poesies  now, there  remains an apparent d isproport ion  

in  devoting f i v e  years work to  a te x t  only t h i r t y  or so pages long.  

That d is p ro p o r t io n , however, i t s e l f  suggests a p a r t i c u l a r  claim  

Poesies  has on our sustained a t t e n t i o n ,  i t s  claim to  a c e r t a in  

uniqueness: Poesies  may be unique to  l i t e r a r y  i n t e r p r e t a t io n  p re c is e ly  

in manifest ing so great a d isproport ion  between the s iz e  of the  te x t  

i n te rp re t e d  and the q u a n t i ty  of  per iphera l  materia l  necessary to  i t s  

i n t e r p r e t a t io n .  I f  an i n t e r t e x t  i s  'one or more te x ts  which the reader

must know in order to understand a work of l i t e r a t u r e  in terms of i t s

o v era l l  s ig n i f ic a n ce  (as opposed to  the d is c re te  meanings of i t s

successive words, phrases,  and s e n t e n c e s ) ' , 3 Poesies  has,  

proport iona l  1 y , one of the biggest i n t e r t e x t s  around. Of course, no 

l i t e r a r y  te x t  can be exhausted by in t e r p r e t a t io n ;  the r a t i o  of t e x t  to 

i n t e r p r e t a t io n  is  always 1 : i n f i n i t y .  To th a t  ex ten t ,  the claim to  be 

unique can be as convincingly made of any t e x t .  Poesies  becomes then 

an exemplary case at  l e a s t ,  one where the conspicuousness of the  

d isproport ion  exempl i f ies  the premise that in t e r p r e t a t io n  w i l l  always 

q u a n t i t i v e l y  exceed i t s  o b jec t .  One p a r t i c u l a r  excess of my

i n t e r p r e t a t i o n , however, w i l l  be to contend that Poes i es , inso fa r  as 

i t  i s  i t s e l f  a work of i n t e r p r e t a t i o n , i s  also unique in  not 

exempl ify ing that  premise. I t  i s  a te x t  that c r i t i c i s e s  other te x ts  

with  extreme concis ion,  often reproducing exac t ly  the proport ions of 

the object  in te rp re te d :  ' I I  serre  de pres l a  phrase d'un auteur ,  se

s e r t  de ses ex p re s s io n s . ' (PI 1.59)

This thes is  i s  about i n t e r p r e t a t i o n , necessar i ly ;  about how 

P o e s i e s , as a work of c r i t i c i s m ,  defines  in t e r p r e t a t io n  and how 

ensuing c r i t i c a l  in t e r p r e t a t io n s  have defined Poesies.  I t s e l f  a work 

th a t  ' reads'  or 'misreads' other te x ts  by a v a r ie t y  of means, Poesies  

and i t s  various misreaders since 1870 give together an ob ject lesson 

in the problematics of reading.  Among several  vexed questions fac ing  a 

reader ,  one r e l a t i v e l y  simple problem, tha t  of '£ tabl issement  de



3

t e x t e ' ,  i s  emblematic of the whole, and was the reason I chose to  make 

t h i s  te x t  the ob ject  o-f my research.  Having read through the Chants de 

Haldoror  in the L iv re  de Poche e d i t io n  of the Oeuvres Completes , *  I 

read on to  discover the appended Poesies.  The second part  of the te x t  

consists  of t h i r t y - s i x  pages of o r ig in a l  re f l e x io n s  mixed with  

correct ions  of Pascal ,  Vauvenargues, La Rochefoucauld and La Bruy£re,  

through which I was helped by the e d i t o r ' s  accompanying footnotes,  

reproducing the o r ig in a l  t e x t s  of those m ora l is ts .  Reading:

L'homme est un s u je t  vide d 'e r re u rs .  Tout lu i  montre la  v 6 r i t 6 .

I  found a t  the bottom of the page Pasca l 's  contrary  asser t ion  t h a t :

L'homme n ' e s t  qu'un su je t  p le in  d 'e r r e u r  n a t u r e l l e  et 
in e f fag ab le  sans l a  gr3ce.  Rien ne lu i  montre l a  v £ r i t 6 .

Fresh from classes on La Rochefoucauld's Haximes,  I was a t t r a c t e d  by 

Ducasse's new approach to  the 'genre des moral i s t e s '  and by i t s  

im p l ica t ions  for  a poet ics  of the maxim. Three paragraphs on from that  

correc t ion  of Pascal ,  Ducasse warned against  attending too c lo se ly  to  

mere d e t a i l s ,  fo r  f e a r ,  perhaps,  of ignor ing the general:

Pour savoir  les  choses, i l  ne fau t  pas en savoir  le  d e t a i l .
Comme i l  est  f i n i ,  nos connaissances sont so l ides .

I t  was, however, a knowledge of d e t a i l s  tha t  in v i t e d  my c loser

a t t e n t i o n ,  since I knew th is  un-footnoted remark to be the correction

of some aaxime or pens£e I had only re ce n t ly  read.  The b ib l io g rap h ic a l

note at  the f r o n t  of S a i l l e t ' s  e d i t io n  r e f e rs  the reader to  Goldfayn

and Legrand's c r i t i c a l  commentary on Poes ies .  Their  curious note on

t h i s  passage begins:

'Pour savoir  les  choses i l  fa u t  en savoir  l e  d e t a i l . '  Cette
pens£e qui doi t  6 t r e  de Pascal ,  mais que c e r ta in s  d ic t io n n a i re s  
a t t r ib u e n t  A La Rochefoucauld . . .3

How to read Ducasse's remark seemed unavoidably to turn on whether i t

was a correc t ion ,  and i f  so of whom. Three other annotated e d i t io n s

l e f t  i t  unmarked; a four th  reproduced Goldfayn and Legrand's comment 

th a t  i t  was sometimes a t t r ib u te d  to  La Rochef oucauld .A The index 

provided with the 1678 e d i t io n  of that au thor 's  Haxiaes e t  r e f l e x i o n s  

d i v e r s es  l i s t s  two maxims under the heading ' D e t a i l ' ;  the f i r s t ,  no. 

106, reads:



4

Pour bien savoir  les  choses, i l  en -faut savoir  l e  d e t a i l  e t  
comme i l  est  presque i n f i n i ,  nos connaissances sont tou jours  
s u p er - f ic ie l le s  et  i m p a r f a i t e s . T

S u p e r f i c ia l  or imperfect knowledge was e v id e n t ly  widespread among 

e d i t o r s  of P o i s i e s ,  and my in te r e s t  in  Ducasse's ' c o r r e c t i v e '  method 

was now accompanied by an i r r i t a t i o n  with e d i t io n s  unable to  supply an 

accurate  t e s t  of those correct ions .  No e d i t io n  yet s a t i s f i e s  th a t  

need, and one concern of t h i s  the s is  i s  to  examine the problematics  of 

' £ tab l issement de t e x t e '  in  r e l a t i o n  to  Ducasse's correc t ions .  These 

e n t a i l  not only the a t t r i b u t i o n  to  each passage of i t s  corrected

author and, where possib le ,  the s p e c i f i c  e d i t io n  of  the author used 

(most problemat ic  in the case of P as c a l ) ,  but a lso the problems ra ised  

when an a t t r i b u t i o n  seems ca l le d  fo r  and cannot be made. When a 

passage with a l l  the formal and thematic p roper t ies  of a corrected

maxim or pens6e c a l l s  up no memory of Pascal ,  Vauvenargues or La 

Rochefoucauld,  and when no index or concordance i s  of any help ,  with  

what do you f i l l  the gap l e f t  by the untraced p r e - te x t?  In t h i s  

t h e s is ,  the necessary supplement is  conjecture .

This problem i s  emblematic because i t  begins as a local  one,

so lub le  w i th in  the pages of the Oeuvres coap l &tes  de L a u t r e a n o n t , and 

ends up sending the reader on f r a n t i c  searches through volumes upon 

volumes of mora l is ts  and maxim-wr iters,  through the in termin able  

annals of ' l a  sagesse des n a t io n s ' ,  a l l  in a la r g e ly  f r u i t l e s s  pursu i t  

of the b r i e f  and banal expression of a commonplace sentiment. This 

passage from the l e t t e r  of the tex t  in to  an excessive i n t e r t e x t  i s  

e f fe c te d  throughout t h is  th e s is .  In reading Ducasse as m o r a l is t ,  I t r y  

to  s i t u a t e  his  w r i t in g  in r e l a t i o n  to an establ ished canon of 

m o ra l is ts ,  tak ing the corrected p r e - te x ts  of Poesies 11 as e x p l i c i t  

models of r e la t i o n s  between author and precursor .  In reading him as 

p o e t ic ia n ,  there  are no formal correct ions  to r e fe r  to ,  but there  are 

p r e - t e x t s  of a d i f f e r e n t  kind,  serving to s i t u a t e  Ducasse's w r i t in g  in 

r e l a t i o n  to a d i f f e r e n t  canon.

Though the functions of a mora l is t  and a p oe t ic ian  can be 

e a s i l y  d is t ingu ished ,  in r e l a t i o n  to  Po6si.es the d i s t i n c t io n  is  an 

a r t i f i c i a l  and a deceptive one. I t  i s  maintained as a convenience in  

some chapters of t h i s  th e s is ,  but in as many others i t  i s  broken down 

or simply re je c te d  as untenable.  When I began to w r i te  I had intended



to  deal - f i r s t l y  wi th Po i s i es  1 and then with P o i s i e s  11 , in the - f i r s t  

place  wi th Ducasse's theory o-f L i t e r a t u r e  and in the second with h is  

p r a c t ic e  as M o r a l i s t .  The idea was th a t  in the - f i rs t  part  o-f the t e x t  

he co r rec ts  ' l i t e r a r y '  w r i t e r s  by passing judgment on them, whereas in  

the second he correc ts  the ' n o n - 1 i t e r a r y ' m ora l is ts  by r e - w r i t i n g  

t h e i r  t e x t s .  These qu ick ly  revealed themselves to  be s u p e r f i c i a l  

d i f fe r e n c e s  d isguis ing a deeper u n i fo rm i ty  of purpose between the  

m o ra l is t  c r i t i c  and the c r i t i c  of l i t e r a t u r e ,  a u n i fo rm i ty  more 

evident to  a French reader in  the Second Empire, and one which makes 

Ducasse more e v id e n t ly  of h is  time.

Much of t h i s  thes is  is  devoted to  p lacing Ducasse in h is  

t ime ,  to  the paradoxical  task of s i t u a t i n g  h i s t o r i c a l l y  a t e x t  that  

sought to  address i t s  age and f a i l e d .  Beyond the 'd is c r e te  meanings of 

i t s  successive words, phrases,  and sentences' ,  I seek to e s ta b l is h  the  

discu rs ive  context of P o i s i e s , in p a r t i c u l a r  the l i t e r a r y - h i s t o r i c a l  

context w i th in  which the te x t  f a i l e d  to take charge of i t s  own 

s ig n i f i c a t i o n s ,  and the contemporary context wi th in  which the h is to r y  

of th a t  f a i l u r e  i s  s i g n i f i c a n t .  Representing both contexts has meant 

loading t h i s  th e s is  with c i t a t i o n s ,  perhaps to  excess. I make no 

excuse fo r  t h i s ,  however; I might even suggest tha t i t  i s  a measure of 

economy. Through the accumulation of i n t e r t e x t s  two cases are argued 

at once: th a t  Po6 s i e s , despite i t s  overt  otherness and the d i f f i c u l t y  

of a s s im i la t io n ,  i s  a tex t  of i t s  t ime; and that  i t  i s ,  by v i r t u e  of 

th a t  otherness and d i f f i c u l t y ,  deeply at  odds with the conventions of 

l i t e r a r y  production in lS60s Par is .  This i s  an attempt f i r s t l y  to  

dispel  some a va n t -g a rd is t  mythologies that have formed around P o 6 s i e s , 

and secondly to  present Po6sies  as a te x t  s u f f i c i e n t l y  'o t h e r '  to  

s a t i s f y  the needs of the most, exigent avant-garde.

*  * *



1. My - f i r s t  epigraph i s  -from V ic to r  Hugo's preface to  La Lkgende des 
S i k c l e s .  The passage in i t s  e n t i r e t y  might be appl ied more or less  
d i r e c t l y  to  Poks i es i

Les personnes qui voudront bien j e t e r  un coup d 'o e i l  sur ce 
l i v r e  ne s 'en f e r a ie n t  pas une id£e p re c ise ,  si e l l e s  y voyaient  
autre  chose qu'un commencement.
Ce l i v r e  e s t - i l  done un fragment? Non. I I  e x is te  k p a r t .  I I  a,  
comme on le  v e r ra ,  son expos i t ion ,  son m i l ie u ,  et  sa f i n .
Mais, en meme temps, i l  e s t ,  pour a insi  d i r e ,  la  premiere page 
d'un autre  l i v r e .
Un commencement p e u t - i l  £ t re  un tout? Sans doute. Un p e r i s t y l e  
est un E d i f i c e .
L 'a r b r e ,  commencement de la  f o r £ t ,  est  un to u t .  I I  a p p a r t ie n t  k 
l a  v ie  i s o l£ e ,  par la  r a c in e ,  et k la  v ie  en commun, par la 
s£ve. A lu i  s e u l , i l  ne prouve que l ' a r b r e ,  mais i l  annonce la  
f o r e t .
Ce l i v r e ,  s ' i l  n 'y  a v a i t  pas quelque a f f e c t a t i o n  dans des 
comparaisons de c e t te  nature ,  a u r a i t ,  l u i  a u s s i , ce double 
cara c t£ re .  I I  e x is te  s o l i t a i re m en t  et forme un to u t ;  i l  e x is te  
sol ida irement et  f a i t  p a r t i e  d'un ensemble.
Cet ensemble, que s e r a - t - i l ?

The second epigraph is  from Chant  V .3 .

2. I have not been able to see Michel Pierssens'  Iters une l e c t u r e  
des poks i es  d ' I s i d o r e  Ducasse (th£se de 3e cycle  univ.  A ix -M a rse i11e 
I ,  1972) in  order to determine whether by 'poesies '  he means 
' P o k s i e s ' .  I f  he has fol lowed the usual pa t te rn  of producing a book 
from h is  th e s is ,  then the book in question would be h is  Eth ique  k 
h a l d o r o r  (19S4),  which is  l i t t l e  concerned with Poks i es .  But twelve  
years seems an unusually long time to spend convert ing a th es is  in to  
a book, and I am more in c l in ed  to th ink  that  the pr in ted  s p in - o f f  of 
t h i s  th e s is  i s  A d m n i s t r a i  ion des s i gnes  e i  s km i o t i q ue  de l a  
c o n p l e x i t k , his  1978 a r t i c l e  in C r l t l q u e , which is  about P o k s i e s .

3. Michael R i f f a t e r r e ,  'Compulsory reader response: the i n t e r t e x t u a l  
d r i v e ' ,  in I n t e r  t e x t u a l i t y : t h e o r i e s  and p r a c t i c e s , ed. Michael  
Worton and Judith S t i l l ,  Manchester, 1990, p . 56.
References in te x t  h e re in a f te r  are given with a short t i t l e  and page 
number. For f u l l e r  d e t a i l s  the reader i s  re fe r r e d  t o  the  
Bib l iography .
General references to s p ec i f ic  te x ts  are also unfootnoted,  and again  
d e t a i l s  can be found in the Bib l iography.
Some of my re fe rences (e.g.  note 2, page 14) are to the most widely  
a v a i l a b le  p u b l ica t io n s  of the te x ts  c i t e d ,  but others  are not.  As a 
general  r u le  I have t r i e d  to use the f i r s t  published instance,  in 
p a r t i c u l a r  with te x ts  that may be p r e - te x ts  to Ducasse's work, but 
t h i s  has not always been p r a c t i c a l .  My r e s u l t in g  b ib l iography  is  an 
e m p i r i c a l l y  determined mix of whichever te x ts  I have been able to 
work from (and put penci l  marks i n ) .

4. Oeuvres c omp l e t es , ed. S a i l l e t ,  1963. The three c i t a t io n s  that  
fo l lo w  are from p p .409-410.  •

5. P o k s i e s , ed. Goldfayn & Legrand, 1960. p . 166.

6. Oeuvres c o mp l e t e s , ed. P . - 0 .  Walzer 1970, p.2S5; Oeuvres
c o n p l k t e s , ed. Marcel Jean & Arpad Mezei , 1971, p . 363; Oeuvres
comp l e tes ,  ed. Daniel  Oster,  1977 p . 270; Poksies and complete
n i sce  1 l a n e a , ed. ?< t rans .  A lexis  Lykiard ,  1973, p. 108, n.99.

7. La Rochefoucauld, Haximes et  r e f l e x i o n s  d i v e r s e * ,  1977, p . 54.
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1.1 1870—1919

A h is to r y  o-f the var ious misreadings su-f-fered by Poesies  s ince i t s

p u b l ic a t io n  in  1870, were i t  chrono log ica l ,  would begin s u i t a b ly

enough wi th the -fact of  i t s  no t -be ing - read .  I t  took twenty years for

readings  to  appear,  with Ftemy de Gourmont's re -p re s e n ta t io n  of the

t e x t  in  1891, Val6ry  Larbaud's 1914 account in  La Pha lange , fol lowed

fo u r  years l a t e r  by a p a r t i a l  r e - p u b l i c a t io n  of Poesies  in  L ' A r v o i r e

du C i t r o n n i e r , an almanac fo r  the year 1919, and the next year by

B re to n 's  presenta t ion  and p u b l ic a t io n  of the complete t e x t  in

L i t t k r a t u r e  ( reviewed in La Hinerve f r a n g a i s e  and the NRF). These were

the  only readings,  tha t  i s ,  i f  reading i s  def ined s t r i c t l y  as an act

so socia l  as to generate  i t s e l f  something to be read,  a corresponding

t e x t ;  i f  only readable readings c o n s t i t u t e  Reading. We may be warned

by Larbaud's te x tu a l  response,  descr ib ing i t s  own genesis in another 's

read ing ,  against so s t r i c t  a d e f i n i t i o n :

Le seul amateur de Hal dor or  qui a i t  abord6 m£thodiquement
1 '§tude de Ducasse e t  son oeuvre est L . - P .  Fargue, qui a f a i t  
une enqu£te p a t i e n t e ,  a vu M. H in s t in  e t  a trouv£ les  traces  de 
quelques amis de notre  auteur ,  mais nous attendons encore -  
i n u t i l e  de l e  d i r e :  avec impatience -  l e  r £ s u l t a t  £ c r i t  de ses
recherches.  C 'es t  l u i ,  du r e s t e ,  qui a en quelque sor te  
d^couvert 1 'a u t re  oeuvre,  les Poesies  d ' I s id o r e  Ducasse, e t  qui 
l e s  a s ignal£es  k 1 'auteur de cet e s s a i . 2

That the f i r s t  a r t i c l e  devoted s p e c i f i c a l l y  to  Poks ies  r e f e r s  us back

to  an inaccess ib le  other reading (Fargue's unpublished researches) i s  

appropr ia te  fo r  a te x t  that since i t s  incept ion  has been so d i f f i c u l t  

of access for  readers ,  and i f  s ig n a l l i n g  Poksies  to  o th e r ,  more 

assiduous readers seems to have been the f u l l  extent  of Fargue's ro le  

in p u b l ic is in g  i t ,  he i s  due at le a s t  some of the c r e d i t  Larbaud gives  

him .3 Moreover, Larbaud was probably not alone in seeking out ‘ k l a  

B ib l io th6que  N a t iona le ,  les  deux p e t i t e s  p laquet tes ,  r£unies dans l a  

m£me r e l i u r e ' ,  and a p o te n t ia l  readership can be imagined th a t  

predates i t s  p u b l ic a t io n  by S u r r e a l i s t s ,  const i tu ted  by those of 

Fargue 's  acquaintances -  h is  lover  J ar ry  amongst them -  w i th in  

distance of and with access to  the B ib l io th£que  Nationa le .
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Admittedly ,  such a readership is  l i m i t e d ,  but the  

c o n s t i tu t io n  o-f a t e x t ' s  readership does not necessar i ly  depend on the  

t e x t ' s  -free c i r c u la t io n  to as wide a publ ic  as possib le .  The very 

notion o-f an avant-garde suggests the contrary .  Nor need a -full or 

co r rec t  -form o-f the te x t  c i r c u l a t e  -for readings to be produced,  

witness the success of Young's Hi gh t  Thoughts  in Le tourneur 's  ' b e l l e '  

but ' i n f i d £ l e '  vers ion ,  p r e t t i f i e d  and expurgated but an in f luence  on 

a l l  of French Romanticism, up to and including Ducasse. This al lows us 

to  consider the p a r t i a l  vers ion of Poesies  made a v a i l a b l e  by de 

Gourmont in 1891 as a l e g i t im a te  t e x t ,  c i r c u l a t i n g  in p u rs u i t  of 

readers  in  i t s  own r i g h t .  Though i t  fo l lows de Gourmont's a r t i c l e  iLa 

l i t t k r a t u r e  M a l d o r o r ) i t  i s  not o f fe re d  by the i l e rcure de France as a 

simple appendage to i t .  The contents-1 i s t  fo r  the month and the  

a lp h ab e t ic a l  t a b le  from the end of the year both fe a tu re  ‘Poes ies  by 

Lautr£amont (Comte d e ) ' as an autonomous c o n t r ib u t io n ,  and Lautr£amont 

(Comte de) is included alongside Rachilde,  Laurent Ta i lhade ,  and de 

Gourmont in the l i s t  of those who 'ont col labors A ce tome'.

This is  not to  say th a t  de Gourmont has no in f luence  on the 

reception  Poesies  i s  given by readers of the jo u rn a l .  His own reading  

mediates between them and the Eubliotheque N a t io n a le 's  h y p o th e t ic a l ly  

pure o r ig in a l , " *  most obviously in the way the te x t  is  described and 

c i te d  in h is  a r t i c l e .  There Poesies  i s  read e x p l i c i t l y  in r e l a t i o n  to 

the Chants de Ha l dor or  as a re cu e i l  de pensOes et  de notes c r i t iq u e s

d'une l i t t O r a t u r e  moins exaspOrOe et meme, ga et l a ,  trop sage' .  A

descent in to  madness is  discerned from the l a s t  pages of the Chants :

On sent ( . . . )  que la conscience s ' en va, s'en va -  et quand e l l e  
l u i  est  revenue, quelques mois avant de mourir ,  i l  red ige  les  
P o e s i e s , ou, parmi de t r £ s  curieux passages, se rOvOle l ' O t a t  
d ' e s p r i t  moribcnd qui rdpOte, en les dOfigurant dans la  f iO v re ,  
ses plus lo in t a in s  souvenirs,  c ' e s t - a - d i r e  pour cet enfant les  
enseiqnements de ses professeurs! (p .97)

The a r t i c l e  quotes from Poesies  tw ice,  once in def in ing  more c lo se ly

the kind of madness being a t t r ib u t e d  to Ducasse:

Une f o l i e  lu c ide ,  une f o l i e  do.nt les p a t ien ts  ont re la t ivement  
conscience,  qui ne t roub le  qu'une ou une s £ r ie  de leurs  fa c u l t £ s  
( 'Apprenez,  d i t  1 'auteur dans ses P oe s i e s , que 1 'ame se compose 
d'une v in g ta ine  de f a c u l t £ s ' )  ( p . 102)
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And once to spec i fy  in f luences  on the Chants  with the testimony of the  

author himsel f:

Meme dans 1 ' inconscience,  i l  y a des in f luences  possib les  A 
determiner:  ' 0 Hu i t s  de Young, s 'exclame auteur en ses Poes ies ,
que de sommeil vous m'avez coti t£ ! '  (p.?3)

The misreading in t h i s  l a s t  remark ( f o r :  ' 0 H u i t s  d ' Young/  vous m'avez 

cause beaucoup de migra ines ')  i s  one sign tha t  de Gourmont was not 

himse lf  the close reader one might expect.  Another is  t h a t  having 

enumerated other possible  in f luences  on the  Chants  ( R a d c l i f f e ,  

Mathur in ,  Byron, ' l e s  rapports  raedicaux sur des cas d 'e ro t ism e ,  puis 

l a  B i b l e ' )  he adds: ' I I  a v a i t  certainement de l a  l e c t u r e ,  et  l e  seul

auteur q u ' i l  n ra l l£gue  jamais,  F la u b e r t ,  ne deva i t  jamais f i tre lo in  de 

sa main' (p .9 8 ) .  In Poesies  1.39 Ducasse includes F lauber t  between 

F£val and Baudelai re  in a l i s t  of ' l e s  e c r iv a s s ie rs  fu n e s te s ' .

De Gourmont proposes a second reading by the s e le c t io n  he 

makes. This vers ion of Poesies  consists  of the t i t l e  and t h i r t e e n  

sections of t e x t ,  two of them made up from consecutive paragraphs in 

the o r i g i n a l .  They are kept more or less  in t a c t  and in t h e i r  o r ig in a l  

order.  Missing are a l l  the per ip hera l  fea tures  which fo r  readers since  

de Gourmont are so d i s t i n c t i v e :  the d iv is io n  in to  two p a r ts ,  the

epigraph, the dedication and the  ' a v i s ' .  He even suppresses from the 

t i t l e  page the re tu rn  to the patronym 'Ducasse' in to  which so much has 

been read.® His b ib l io g ra p h ic a l  note decl ines to exp la in :

Des P o e s i e s , brochures rares  e t  inconnues, on a copie pour 
i l l u s t r a t i o n  et preuve, quelques pages, en les  signant du 
pseudonyme de 1 'auteur ,  desormais admis, Lautreamont. ( p . 104)

L ike  Valery  Larbaud twenty -three  years l a t e r ,  de Gourmont's s e lec t io n  

concentrates on Poesies  I ,  copying from i t  1357 words, to  117 from the  

second p a r t ,  om it t ing  in the process most of the famous remarks which 

readers w i l l  come to i d e n t i f y  with Poesies.  The Ducasse of 1891 does 

not say that ' i l  n 'v  a n e n  d ' incomprehensibl e ' , that  ' l a  poesie do i t  

avoir  pour but l a  v e r i t e  p r a t i q u e ' ,  nor tha t  i t  should be ' f a i t e  par 

tous.  Non par un. We are not to ld  that ' l e  p la g ia t  est  n £ c e s s a i re ' ,  

nor in v i te d  to draw tha t  conclusion from the evidence before  us, since  

only one of the seventy or so famous c o r re c t iv e  p lag ia r isms is  

included among the six  paragraphs taken from Poesies 11. De Gourmont 

uses the one about Cleopatra ( P I I . 2 1 ) ,  one of only two Larbaud w i l l
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h i g h l ig h t  in  1914. He makes no comment on the c o rrec t ions ,  and no 

doubt shares Larbaud's view that th is  i s  l i t t l e  more than a l i t e r a r y  

par lour  game: 'des passages humorist iques,  des Pens£es de Pascal

c o n t re d i te s ,  des Maximes de La Rochefoucauld retourn£es ( l e  jeu n 'e s t  

pas nouveau). Dans ce genre,  i l  y en a de bonnes!' Not be-fore 1920 

w i l l  the game be read as something more, by Jean Paulhan, -for example, 

reviewing Soupault 's - f i rs t  e d i t io n  of PoGsies in book form:

Le jeu n 'e s t  pas neuf. I I  n ' e s t  pas in o f f e n s i f  non plus  
( . . . )  Exactement i l  implique que les  phrases -  et en p a r t i c u l i e r  
c e t te  esp£ce, que l 'o n  appel le  s inguli£rement  des pens£es -  sont 
de m£me pa te  que les  id£es,  de sor te  q u ' i l  s u f f i t  de re tourner  
1 'ordre  des mots pour avo ir  leur  sens retourn£ .  Une nouvel le  
maxi me porte  un t^moignage oppose au premier ,  mais qui ne peut 
manquer d ' e t r e  aussi pressant,  aussi pregnant -  n '6 t a n t  pas
a u t re ,  mais l e  meme. ( . . . )  C 'es t  au m i l ie u  de c e t t e  confusion  
que Ducasse pose sa machine i n f e r n a le .  ' I I  n 'y  a r i e n ,  d i t - i l ,  
d ' incomprehensible.  ' I I  s 'e n su i t  a peu prds que l ' o n  n 'a  plus a 
penser, les  phrases y s u f f i s e n t .  (pp. 953-4)

I f  Poesies  i s  a time-bomb, i t s  f i r s t  commentators did not so much 

defuse i t  as leave out the explosives.

To recover the t e x t ' s  autonomy and some semblance of i t s  

fo rce  would re q u i re  the reader in 1G91 to ignore de Gourmont's

a r t i c l e ,  to r e s i s t  the temptation to a s s im i la te  i t  to the Chants and, 

i f  comparisons had to be made, to  make them beyond the confines of ' l a  

l i t e r a t u r e  h a l d o r o r ' .  I t  could be compared with Bloy, fo r  instance ,  

whose hyperbol ic  c a s t ig a t io n s  of the cen tury 's  s e n t im e n ta l is t

l i t e r a t u r e  sound closer to Poesies  than to the s ty le  of the Chants , 

which Bloy himself  had read as, 'une sorte  de poncif  configure £ la  

divagante  passion d'un dement'.  Or with Laurent Ta i lhade,  whose

de scr ip t ion  of Leconte de L i s l e  as 'ce b i b l io t h £ c a i r e  pasteur  

d 'a iapha nts '  would belong in Ducasse's pantheon of the 'Grandes-Tetes-  

Molles de notre apoque' alongside Chateaubrland ' l e  Mohican- 

M aiancol ique ' ,  Lamartine ' l a  Cigogne-Larmoyante ' , and Byron,

' 1 'H ippopotame-des-Jungles-In fe rna les ' .  Nor would the memory of V a l les  

or Barbey d 'A u r e v i l l y  at t h e i r  most scathing be inappropr la te .  And i f  

the 1390s' reader is to make something of Ducasse's two re fe rences to  

Elohim, the necessary e so ter ic a  is  a v a i l a b l e  through the p e r io d 's  

re v iv a l  of in t e r e s t  in the Kabbalah and Gnostic ism.*
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Though i t  is  possib le  to imagine a s p e c i f i c  readership -for 

Poes ies  in  1391, one whose reading would not be a function  of i t s  

knowledge of the Chants de H a l d o r o r , proving the existence of any kind 

of const i tuency fo r  the t e x t ,  s p e c i f i c  or not ,  is  somewhat more 

d i f f i c u l t .  With Ducasse re -ch r is ten ed  Lautr£amont by de Gourmont, 

anyone's passing re fe rence  to the author of Poesies  i s  

in d is t in g u is h a b le  from one to the author of the Chants.  C e r t a in ly  

Poes ies  must have found readers in the Hercure ,  i f  i t  was only the  

l a u t r i a m o n t i s t e s  among the other contr ibutors :  Tai lhade,  who had used

a passage from the Chants as epigraph to h is  Bal l ade  sur l e  propos  

d ' i mnanen t e  s y p h i l i s ; Camil le Lemonnier, whose preface to R ac h i lde 's  

La Sang lante  l r o n i e  (published in the same issue of the Hercure  as 

Poes ies)  opens with fulsome praise of the Chants;  Rachilde h e r s e l f ,  

who i s  included by Paul Fort  in a l i s t  of Symbolist devotees of 

Ducasse7'; her husband A l f red  V a l l e t t e ,  who signs a note in the January 

issue  announcing Genonceaux's ed i t io n  of the Chants and de Gourmont's 

a r t i c l e .  None of these authors,  however, shows any trace  in l a t e r  

w r i t i n g  of having read Poes ies .  More disappointing s t i l l  i s  de 

Gourmont's evident lack of in t e r e s t  in his  discovery.  Twice he 

dec l ines  to  develop h is  analys is  of Poes ies ,  re v is in g  the Hercure de

France  a r t i c l e  for r e - p u b l i c a t io n  in Le L i v r e  des Masques (1896) and

in the s ix th  volume of his  Promenades 1 i t t e r a i r e s .  Nor does he draw on

Ducasse fo r  headings, epigraphs or c i t a t io n s  in the several  t e x ts  

produced between 1391 and h is  death in 1915 where an a f f i n i t y  of s t y le  

or a t t i t u d e  might have led us to e;;pect i t :  not in Le Joujou

p a t r i o t i s rae, w r i t t e n  simultaneously with the Maldoror a r t i c l e  and 

published the fo l lowing month in the He r cu r e , not in La C u l t u r e  des 

i d e e s , Physique de 1 ' amour, Le Probieme du s t y l e , nor in any of the  

l i t e r a r y  c r i t i c i s m  included in the Promenades.

There i s .  however, one proven Lautr^amont is t , a would-be

c o n t r ib u to r  to and eventual s a t i r i s t  of (as the l odure  de Hava r r e0 ) 

the Hercure de France,  who not only read Poesies  but also t e l l s  us of 

someone e lse  who had read them. In a l e t t e r  dated 3th September 1894 

to  his  f r iend  Edouard J u l i a ,  Al fred Jarry  includes a copy of de

Gourmont's a r t i c l e  from the H e r c u r e , saying: 'Mon cher ami, j ' ai £t£

vous porter  chez vous ( . . . )  sinon tout 1 ' a r t i c l e  sur Lautr£amont, du 

moins ce que j ' a i  pu re t rouv er :  les  Poesies  c i t i e s ,  que vous
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connaissez sans doute d6j£.  ' U n fo r tu n a te ly , ne i ther  J u l ia  nor Jarry  

show any other sign o-f t h e i r  acquaintance with Ducasse's t e x t ,  and are  

of as l i t t l e  use as t h e i r  contemporari es. In an account of the ways 

Poes ies  has been read,  the leas t  useful  of readers are those whose 

readings leave no w r i t te n  t ra c e .

I acknowledge the m i t ig a t in g  circumstances.  De Gourmont's

Poesies  had los t the axiomatic force of the o r i g i n a l ,  reducing the

l i k e l ih o o d  of c i t a t i o n s  turning up as epigraphs or in  manifestos,  even

i f  both genres p r o l i f e r a t e d  at the t ime.  In the f i f t y  years before i t s

career as a source-book fo r  manifestos takes o f f  in the tw e n t ies ,  the

only h i th e r to -d e te c te d  passing a l lu s io n  to Poesies  is  made in a f a r

less  l i k e l y  context .  In Hotre-Dame de l a  B u t t e , a novel from 1908 by

Oscar M£t6nier and Delphi Fabr ice ,  one of the characters  shows his

f a m i l i a r i t y  with a passage from Poesies  1.29 (one th a t  de Gourmont did

inc lude in h is  1891 s e l e c t i o n ) , transforming:

Oui , bonnes gens, c 'e s t  moi qui vous ordonne de b r d le r ,  sur une
p e l l e  rougie au feu ,  avec un peu de sucre jaune,  le  canard du
doute, aux 16vres de vermouth . . .

in to :
Ah le  Doute!
Le Doute!

Ce canard aux l£vres  de vermouth!10

The route  from Poes ies  to  M £ t£ n ie r 's  ce le b ra t io n  of ' l a  v ie

montmartro ise' is  not an obvious one. He was a n o v e l is t  and dramat ist  

a l l i e d  to  natura l ism,  with a ta s te  for  low l i f e  and a t a l e n t  fo r  

argot .  He knew Tai lhade ,  but T a i lhade 's  own avowed h o s t i l i t y  towards 

Lautreamont by t h i s  time makes i t  u n l i k e ly  that the c i t a t i o n  was made 

fo r  h is  a p p ro v a l .11 I t  may have been jus t  an unconscious reminiscence  

of a casual reading.  I t  means l i t t l e  to M£t£nier ,  no doubt,  but fo r  

Ducasse t h i s  trace of a reading is the only sign that before 1919 

Poesies  could be seen as something more than a b ib l io g ra p h ic a l  

c u r io s i t y .

I t  is a f a i n t  t rac e ,  c e r t a i n l y ,  but not so f a i n t  as the

t races  l e f t  by an e a r l i e r ,  c le a r ly  defined consti tuency of whom more

might have been expected,  not lea s t  by Ducasse h imsel f .  To an innocent  

reader -  though I am suggesting of course that such a monster- is  hard 

to conceive of; to the h y p o th e t ic a l1y innocent reader ,  then -  the
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■ f i r s t  s i g n  t h a t  P o e s i e s  i s  n o t  l i k e  o t h e r  t e x t s  i s ,  on pag e  t h r e e ,  t h e  

number  o f  d e d i c a t e e s ,  d i s p r o p o r t i o n a t e l y  l a r g e  f o r  so s l i g h t  a t e x t :

A G eorges  DAZET, H e n r i  MUE, P e d r o  ZUMARAN, L o u i s  DURCQUR,

J o s ep h  BLEUM3TEIM, J oseph  DURAND;

A mes c o n d i  s c i  p i  es  LESF’ES, G e o r g e s  M IN VIE LL E,  A u g u s t e  

DELMAS;

Aux D i r e c t e u r s  de R ev u es ,  A l f r e d  SIRCOS, F r d d b r i c  DAME;

Aux AMIS p a s s e s ,  p r e s e n t s  e t  f u t u r s ;

A M o n s i e u r  H IN S T IN ,  mon a n c i e n  p r o f e s s e u r  de r h £ t o r i q u e ;

s o n t  d d d i  £ s . . .

These  t w e l v e  names a r e  D u c a s s e ' s  h a n d p i c k e d  c o n s t i t u e n c y ,  t h e  o n l y

r e a d e r s h i p  o f  w h i c h  he can be s u r e ,  s i n c e  i t  i s  t h e  d e d i c a t e e ' s  

p r i v i l e g e  t o  be s e n t  h i s  copy d i r e c t l y . 12 These t w e l v e  have  s i n c e  

become a p r i v i l e g e d  s i t e  o f  t h e  b i o g r a p h e r ' s  e n d e a v o u r s ,  b u t  be tw een  

t h o s e  l i k e  D a z e t ,  Damd and H i n s t i n  w i t h  a f u l l  b i o g r a p h y  and p u b l i s h e d

w o r k s  t o  t h e i r  name, and t h e  D u r a n d s  and D u r c o u r s  who r e m a i n  e n t i r e l y

o b s c u r e  t o  t h i s  d a y ,  none l e a v e s  a w r i t t e n  t r a c e  t o  show i f  o r  how he 

i s  an a p o s t l e  d i f f e r e n t  f r o m  t h o s e  who come a f t e r .  I t  i s  o n l y  f o r t y -  

n i n e  y e a r s  l a t e r ,  w i t h  A r a g o n ,  B r e t o n ,  E l u a r d ,  S o u p a u l t  and T z a r a ,  

t h a t  a c o n s t i t u e n c y  o f  r e a d e r s  d e c l a r e s  i t s e l f ,  o f f e r i n g  up i t s  

r e a d i n g s  t o  be r e a d .

*

1. Poesies  1 . 32.

2. L a r b a u d ,  c i t e d  i n  t h e  1933 e d i t i o n  o f  t h e  Oeuvr es  c o m p l e t e s  de 
L a u t r e a a o r i  r ,  p .  395 .

3. L a r b a u d  i s  w rong  t o  a t t r i b u t e  t h e  d i s c o v e r y  of  P o e s i e s  t o  F a r q u e ,  
when i t  was de Gourmont  who i n  1391 f i r s t  came a c r o s s  i t ;  no d o u b t  
he p asse d  t h e  word t o  F a r g u e ,  who p a s s e d  i t  t o  L a r b a u d .

4. T h a t  p u r i t y  r e m a i n s  h y p o t h e t i c a l  s i n c e  t h e  B i b l i o t h d q u e  
N a t i o n a l e ' s  c o p y  i s  s t i l l  s u b j e c t  t o  s t r i n g e n t  m e d i a t i o n :  a
p h o t o g r a p h i c  c o p y ,  r e p r o d u c i n g  e x a c t l y  e v e r y  d e t a i l  o f  t h e  t e x t ,  has  
been p u b l i s h e d ,  p r e c l u d i n g  any need t h e r e a f t e r  f o r  u n m e d i a t e d  
c o n t a c t  w i t h  t h e  o r i g i n a l .  H o w e y e r , t h e  d e t a i l s  o f  t h e  c o v e r  have
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n o t  been r e p r o d u c e d  w i t h  t h e  same a t t e n t i o n ,  t h o u g h  t h e r e  a r e  
s p e c i f i c  c o n c l u s i o n s  t o  be drawn  f r o m  such d e t a i l s  ( i n  p a r t i c u l a r  
t h e  e x t e n t  t o  w h i c h  D ucasse  s o u g h t  t o  e m u l a t e  t h e  s t y l e  o f  L e m e r r e ' s  
P a r n a s s e  Con t empor  a i n  i n  h i s  c h o i c e  o f  a ' r o s e - s a u m o n ' c o v e r ) .  
U n f o r t u n a t e l y ,  my r e g u e s t s  t o  see t h e  p r e c i o u s  o b j e c t  f o r  m y s e l f ,  so 
t h a t  I m i g h t  d ra w  su ch  c o n c l u s i o n s ,  have  been r e p e a t e d l y  d e n i e d .

5. See S o l l e r s  & De Haes,  L ' A u g u s t e  C a s t e ,  i n  T e l  Quel  7 9 ,  p . 42 :

L a u t r A a m o n t ,  c ' e s t  q u e l q u ' u n  q u i  a b e s o i n  de p a s s e r  p a r  une 
o p e r a t i o n  p s e u d o n y m iq u e  p a r t i c u l i A r e m e n t  c o m p l e t e  p o u r  r e -  
t r o u v e r  son nom e t  quand i l  s i g n e  l e s  P o e s i e s  ( p u b l i c a t i o n  
p e r m a n e n t e  q u i  n ' a u r a i t  pas  de p r i x ) q u ' i l  i n t e r r o m p t  t r A s  v i t e  
p a r  l a  m o r t , comme une s i g n a t u r e  de 1 'A p o q u e ,  i l  r e p r e n d  son 
nom.

6. See E l i p h a s  LA v i  , Le Dogme e t  r i t u e l  de l a  h a u t e  t a g i e ,  r e ­
p u b l i s h e d  1894,  and V i c t o r  C h a r b o n n e l , Les M y s t i q u e s  dans  l a  
1 i t t e r a t u r e  p r e s e n t e , ed .  M e r c u r e  de F r a n c e ,  1897.  T a i l h a d e ' s  
d e s c r i p t i o n  o f  L e c o n t e  de L i s l e  i s  f r o m  t h e  A p r i l  1891 i s s u e  o f  t h e  
H e r c u r e  de F r a n c e  ( p . 2 5 5 ) ,  and B l o y ' s  d e s c r i p t i o n  o f  t h e  Chan t s  i s  
f r o m  h i s  s h o r t  a r t i c l e  on L a u t r A a m o n t , Le Cabanon de Pr o me t hb e  i n  La 
Pl ume ( 1 . 9 . 1 8 9 0 ) .

7. 'De Schwob A G o u r m o n t ,  de J a r r y  a Kahn,  de G r i f f i n  a R e a m e r ,  de 
R a c h i l d e  A K r y s i n k a . . .  ' , c i t e d  i n  De Haes,  Images de L a u t r e a m o n t , 
p . 7 3 .  R a c h i l d e  asked  Jean L o r r a i n  f o r  an a r t i c l e  on t h e  C h a n t s ;  t o  
s e v e r a l  d i s p a r a g i n g  r e m a r k s  made i n  h i s  r e p l y  he a d d s :  'Gn a beau
s ' i n t i t u l e r  L a u t r A a m o n t ,  on n a pas  l e  d r o i t  d ' e t r e  e m b e t a n t  comme 
ga.  ( C i t e d  i n  F a u r i s s o n ,  1972,  f r o m  Jean L o i c e ,  Jean L o r r a i n  c o n t r e  
H a l d o r o r , i n  A r t s ,  2 2 . 8 . 1 9 5 1 . )

3. Les J o u r s  e t  l e s  n u i t s  ( 1 8 9 7 ) ,  c i t e d  i n  F i a ,  R o m a r i c i e r s , p o e t e s r 
e s s a y  i s t e s  du XI Xe  s i b c l e , p . 561 .

9. For  t h e s e  n o n - r e f e r e n c e s ,  see G t u o b s ,   ̂ i n f l u e n c e  d ‘ I s i d o r e  
Ducasse  s u r  l e s  d e b u t s  l i t t e r  a i r e s  j A l f r e d  J a r r y ,  i n  RHLF, 1935.

The l e t t e r  f r o m  J a r r y  to  J u l i a  i s  q u o t e d  i n  Noe l  A r n a u d ,  A l f r e d  
J a r r y T d ' U b u  r o i  au D o c t e u r  F a u s t r o l l ,  1974,  p p . 1 2 2 -1 2 3 .

10. See P i a ,  o p . c i r . ,  p . 449.

11. In De Haes,  op .  c i t .  p . 79.

12. E v i d e n c e  t h a t  Ducasse s e n t  c o p i e s  o f  P o e s i e s  t o  t h e  d e d i c a t e e s  
emerged w i t h  t h e  d i s c o v e r y  i n  1973 o f  a copy  o f  P o e s i e s  1 i n s c r i b e d  
' A H e n r i  Mue ' ,  b r i n g i n g  t h e  t o t a l  number  o f  e x t a n t  c o p i e =  t o  one and 
a h a l f .  (See L e f r e r e ,  . e  V i s a g e  :e L a u t r e a s o n t , p.  1 - 3 . )
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1.2 PASSING REFERENCE.
On ne juge pas M. de LautrAamont. On l e  reconnaft  au 
passage et  on salue jusqu'A t e r r e . 1

1,  ' I L  N'Y A RIEN D' INCOMPREHENSIBLE'

In a taxonomy of t ra c e s  l e f t  by reading,  the next order up from the  

absence of a l l  t r a c e  i s  the passing a l lu s io n ,  unmarked. In  

im p l ic a t io n ,  however, i t  i s  at the other end of the sca le .  Implied in  

the  reader i s  a knowledge o-f the s ource - tex t  the equal o-f the 

a u th o r 's ,  so complete as to  dispense with commentary or footnotes.  

When Ducasse c i t e s  one of the Chants de Ha l do r o r  without naming his  

source, he adds: 'Tout ceci se passe de commentaires' ( P I I . 6 2 ) .  From

w r i t e r  to  reader the a l lu s io n  is  a coded password to d is t in g u ish  both 

from those unaware of i t s  passing.  This s u p e r io r i t y  might also be 

imputed to  MAtAnier when his  character a l ludes  to a phrase from 

FoAs-ies, and to the ra re  reader s e n s i t iv e  to ju s t  how sophis t ica ted  

the  a l lu s io n  i s .

The unmarked a l lu s io n  is  a c la s s ic a l  trope,  the sign of the  

a u th o r 's  confidence in a s e n s i t iv e  and educated readership .  Ducasse's 

' I I  n 'y  a r ien  d ' incomprAhensible' (Poesies  11.33) w i l l  f ind  readers  

who know the la s t  word a l ludes  to  the passage from Pascal corrected in  

the preceding paragraph, where man was o r i g i n a l l y  not ' l a  soeur de 

l ' a n g e '  but 'un monstre incomprAhensible' .  There w i l l  be readers who 

see in ' l a  soeur de l ' a n g e '  an a l lu s io n  to a passage from Lamart ine 's  

La Chute d ' un ange. 2 When Ducasse dismisses l i t e r a t u r e  as nothing but 

' t i c s ,  t i c s ,  et  t i c s '  {Poesies  11.88) sophist ica ted  readers may be 

expected to hear Hamlet 's 'Words, words, words'. By May '68 ,  with  

Poesies  once again 'au serv ice  de la  r A v o l u t i o n ' ,  there  was some part  

of the publ ic  f a m i l i a r  enough with the te x t  to spot the a l lu s io n  when 

' F l i c s ,  f l i c s  et f l i c s '  appeared as g r a f f i t i  an the wal ls  of the  

Sorbonne.3 By 1979, the c lassic ism of an a l lu s io n  to Poesies  is  

consecrated by P h i l ip p e  S o l le rs  in the pages of Tel  Gue l :

. . .  c 'e s t  q u ' i l s  savaient que les fous auxquels i l s  p a r la ie n t  
pensaient Atre ro is  et empAreurs i l s  sont done entrAs dans leurs  
pr inc ipes  pour modArer leur f o l i e  t i c s  et t i c s  i l  n 'y  a r ien  
d ' incomprAhensible et ainsi  de s u i t e  chaque fo is  qu'un maximum 
de connerie est  a t t e i n t  l a  pensAe reprend son e n t r a i n . . :

(P a r a d i s , Tel  Quel  79, p . 4)
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Consecration o-f t h i s  kind i s  the end r e s u l t  o-f a process o-f

■ fam i l ia r isa t ion ,  a h is tory  beginning with the is o la t io n  of a phrase

from i t s  context ,  marking i t  out as re pea tab le .  The l i n e  from Hamlet

had i ts e l - f  to be isolated for  the reader (c i te d  as epigraph or

apophthegm, in quotat ion marks with the a u th o r 's  name attached) be-fore

i t  could become the tex t  of a c la s s ic a l  a l lu s io n .  A re a d e r 's

f a m i l i a r i t y  with a text  depends also on s i t u a t io n .  In August 1920, in

the  pages o-f the Houvel l e  revue f r  a ng a i s e , Breton must ascr ibe  a

c i t a t i o n  from Poesies  s p e c i f i c a l l y  to  i t s  author:

C 'es t  & t o r t  qu'on. assimile Dada A un subjectiv isme. Aucun de
ceux qui acceptent aujourd'hui  c e t te  e t iq u e t t e  n 'a  l 'herm£t isme  
pour but.  ' I I  n 'y  a r ien  d ' incomprehensible ' ,  a d i t  LautrAamont.

(Pour Dada, HRF 83,  in Les Pas p e r d u s , p . 77)

In the same year but to readers of L i t t e r a t u r e , where Poesies  had been 

published a year before, a review of de Ch ir ico  begins to  loosen the  

g r ip  of the ascr ip t ion  by dropping the quotat ion marks:

De nos jours quelques sages: LautrAamont, A p o l l in a i r e  ont vouA
le  paraplu ie .  la  machine A coudre, l e  chapeau haut de forme A 
1 'admirat ion un iv erse l le .  Avec c e t t e  c e r t i t u d e  q u ' i l  n 'y  a r ien  
d ' incomprAhensibl e et que t o u t ,  au besoin,  peut s e r v i r  de
symbole, nous dApensons des trAsors d ' imagination.  Se f i g u r e r  le
sphinx comme un l ion  A t e t e  de femme fu t  a u t r e fo is  poAtique.
J 'est ime qu'une v e r i t a b le  mythologie moderne est en formation.

( L i t t e r  a i u r e  11, p . 28)

Two issues l a t e r ,  riOl,  the f i r s t  of the 23 nan i f  es tes  du Bouvenent  

Dada ( p . l ) ,  opens with th is  remark:

Tout ce qui n 'es t  pas moi est  incomprehensible,  

and closes:

Tout ce qui est moi est incomprehensible.

F i n a l l y ,  ten years spent fami 1i a r i s i n g  the publ ic  with t h i s  

'mythologie moderne' allow Eretcn and Eluard to  use the phrase 

unascribed as a section heading of L ' i rmacu l ee  concept i on  (1930),  a 

book t h a t ,  however, was prevented from reaching the wider publ ic  

addressed . A

In the nineteen-seventies  the axiom's s to ry  resumes, again on 

the issue of access. Pour un avan t -garde  r ^ v o l u t i o n n a i r e , an exchange



18

between Jacques Henric and Ph i l ip p e  S o l le rs  in Tel  Quel  40, i s  

accompanied by t h i s  'note de la  re d ac t io n '  ( p . 58) :

Ce te x te  n'a  pas At£ public  par l e s  L e t t r e s  f r a n g a i s e s .  ' I I  n 'y  
a r i e n  d ' incomprehensible' ( I s id o r e  Ducasse).

The c la s s ic a l  standing o-f Poesies  accorded by the unmarked use of t h i s  

axiom in  Parad i s  i s  the re su l t  of such accumulated instances.  I t  i s  

not accident or coincidence but the t ra ce  of the ' v e r i t a b l e  mythologie  

moderne' whose formation Breton advocated and enabled,  and i t s  

s t r a t e g ic  acce le ra t ion  by in te res ted  p a r t i e s  did not cease with  

Breton 's  death:

Nous ne sommes r ien  d 'a u t r e ,  en de rn iere  analyse,  que notre  
systAme A c r i t u r e / l e c t u r e ,  e t  ce la  de fagon concrete e t  p ra t iq u e ,  

proposit ion qui nous p e r m e t t r a i t  de comprendre sans les  
rAduire  les  declarat ions Anigmatiques de LautrAamont,  
de c la ra t ions  q u ' i l  ne fa u t  pas se lasser  de r e f a i r e  entendre:  
'La poesie doi t  avoir  pour but l a  v 6 r i t e  p r a t iq u e ' ;  ' l a  poesie  
d o i t  e t re  f a i t e  par tous, non par u n . '

(S o l le rs ,  in L og i ques , p . 2 4 8 ) °

2.  ‘ LA POESIE DOIT ETRE FAITE PAR TOUS. . . '  ( I )

As frequent as passing references are to  Poesies  in  S u r r e a l i s t  and 

' T e l q u e l i s t '  w r i t in g ,  hardly ever i s  the a l lu s io n  unmarked. Like the  

name 'Lautreamont' inscribed on the S u r r e a l i s t  banner, the a s c r ip t io n  

to  LautrAamont i s  i t s  own trope. I t  appeals to  the a u th o r i ty  of  the  

name as f o r c e f u l l y  as the marked a l lu s io n s  to Sade, Marx, Engels,  

Lenin and Freud that are everywhere in  S u r r e a l i s t  jo u rn a ls ,  or l a t e r  

of the same names plus MallarmA, Mao and Nietszche in the pages of Tel  

Quel  (even tua l ly  to be joined by the Name of God).*  These names are  

the w r i t e r s '  c redent ia ls ;  re fe rences,  in both senses of the word.

Unlike these already establ ished a u t h o r i t i e s ,  LautrAamont i s  

a god of the S u r r e a l is t s '  own making. They could see, however, in  

c e r t a in  phrases from Poesies  a concordance with t h e i r  own model of 

Marxist-Len in ism, and even, s u f f i c i e n t l y  glossed, of Freudianism. The 

axiom most in accord with these doctr ines  was the one they most 

f re q u e n t ly  c i ted  in passing, the second of the two 'dAc la ra t ions  

Anigmatiques' singled out above by S o l le rs .  Though n e i th e r  de Gourmont 

nor Larbaud gave i t  in presenting P o i s i e s ,  from the ' tw e nt ie s  on, the

I
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•force of the axiom became i r r e s i s t i b l e .  A common gloss,  more common in

re t r o s p e c t iv e  overviews of Surreal ism where raw m a te r ia ls  coalesce

b e t t e r ,  i s  as r a t io n a le  fo r  c o l l e c t i v e l y  produced S u r r e a l i s t  te x ts :

As with Dada, the a r t i s t  submerged h is  own i n d i v i d u a l i t y  in to  
th a t  of the group. This 'poetic  anonymity' was f u r t h e r  developed 
in  R a l e n t i r  t r avaux ,  a c o l le c t io n  of poems w r i t te n  by Breton,  
Eluard,  and Ren6 Char, in which i t  i s  impossible to  t e l l  which 
l i n e s  were w r i t te n  by which poet.  This was p r e c is e ly  the  
in te n t io n  of the three who were t ry in g  to fo l lo w  the Comte de
Lautr6amont's dictum that poetry should be made by a l l ,  not by
one. 7

More often  i t  i s  read as a f u l l  r e v o lu t io n a ry  programme fo r  poetry ,

coming proper ly  into i t s  own with Tzara in Le Sur rea l i sme au s e r v i c e

de l a  R e vo l u t i o n ,  in his 1932 Essai  sur  l a  s i t u a t i o n  de l a  po4s ie .

Tzara t rac es  poe try 's  progress from ' l a  po£sie-moyen d ' expression ' to

' l a  p o £ s i e - a c t i v i t £  d ' e s p r i t '  (through N e rv a l , Baudela i re ,  Rimbaud,

J a r ry ,  A p o l l in a i r e ,  Breton and E luard,  amongst others)  to  envisage the

po in t  where the former is  superseded by the l a t t e r .  That moment is

seen as a q u a l i t a t i v e  leap,  in terms derived v ia  Engels from Hegel,

brought on by a l i k e  progression on the level  of the so c ia l :

De m£me que le  t r a v a i l  dans une soc i£ t6  s o c ia l l  s6e n e s t  plus ce 
qu'aujourd 'hui  nous nous repr£sentons comme t e l ,  de meme que le  
p r o l £ t a i r e  n '£ ta n t  plus e x p lo i ts  perd le sens que nous lu i  
accordons, peut-on pr£d i re  que la  po£sie,  qui perdra jusqu ’ a son 
nom en poursuivant son devenir  h is to r iq u e ,  se muera en une 
a c t i v i t y  de 1 'e s p r i t  c o l l e c t i v e  (comme le reve en est une),  
suivant l a  lo i  de la  l igne  nodale des rapports  de mesure e t  que 
sous c e t te  forme la  formule de Lautr£amont ' l a  po£sie f a i t e  par 
t o u s ' deviendra une r £ a l i t £ ? °

Tza ra 's  use of the axiom is  prospective.  U n t i l  such t ime as poetry  can 

be produced c o l l e c t i v e l y ,  the task of in d iv id u a l  poets is  to  purge 

t h e i r  work of any v e s t ig ia l  'po£si e-moyen d ' expressi  o n ' and make i t  

pure ' a c t i v i t y  de 1 ' e s p r i t ' ,  s e t t ing  an example thereby to  those other  

a c t i v i t i e s  corrupted by bourgeois ideology: ' I I  fau t  organiser  le

r£ v e , l a  paresse,  le  l o i s i r ,  en vue de la  soc i£ t£  communiste, c ' e s t  la  

tache la  plus ac tue l le  de la po£sie.  ' His conclusion i d e n t i f i e s  

Ducasse's phrase with the f u l f i lm e n t  of Surrea l ism 's  social  mission 

and makes i t  thereby the motto of Le Surr e a l i s n e  au s e r v i c e  de l a  

R i v o l u t  i o n :
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Tendre,  de toutes ses -forces, k 1 'accomplissement de l a  
Revolut ion,  en poursuivant p a r a l 1 element 1 ' a c t i v i t y  poetique qui 
se ju s t i - f i e  du point de vue du mat£ria l isme d ia le c t iq u e ,  v o i l e ,  
me s e m b le - t - i 1, l e  r t i le  h is to r iq u e  du Surr£al isme: organiser l e
l o i s i r  dans la  socie te  -future, donner un contenu k la  paresse en 
preparant sur des bases sc ient i - f iques  l a  r e a l i s a t i o n  des 
immenses p o s s i b i l i t e s  que cont ien t  l a  phrase de Lautreamont:

'LA POESIE DOIT ETRE FAITE PAR TOUS. NON PAR UN. '

Evidence o-f th is  a r t i c l e ' s  impact i s  o f fe re d  in  the next issue of Le 

Sur r k a l i s me  ASDLR: J . -M.  Monnerot's A p a r t i r  de quelques t r a i t s

p a r t  i c u l i e r s  k l a  m e n t a l i t y  c i v i l i s k *  proposes the re - in v e n t io n  of ' l a  

s o r c e l l e r i e '  in order to prepare poetry  fo r  i t s  new c o l l e c t i v e  r o l e  in  

post-Revolutionary  socie ty .  There,  according to  Engels,  the

r e d i s t r i b u t i o n  of wealth would al low ' tous les  membres de l a  soci6 t£  

de d£velopper, de maintenir et et  d 'exercer  leurs  fa c u l t £ s  autant que 

possib le  dans tous les  sens' .  And, adds Monnerot:

Lautreamont a joute:  'La po£sie d o i t . . . '

In the same year,  in response to  Tzara,  Eluard f ix e d  the  form

of h is  own essay on the s i t u a t io n  of poetry and gave i t  t h i s

ded icat ion:  'Ce manuscrit appar t ien t  k mon ami Tzara dont l a  po£sie

m'est tous les jours u t i l e ,  p rdc ieuse . '  This te x t  becomes a source­

book for  a l l  l a t e r  statements of E lu a rd 's  pos i t ion  on poetry ,  even

beyond h is  death. The key paragraph re tu rns  in more or less  the same 

form six or seven times in E luard 's  w r i t i n g ,  each time bearing w i th in  

i t  Ducasse's axiom:

Podsie pure? La force absolue de l a  po£sie p u r i f i e r a  les  hommes, 
tous les hommes. 'La podsie do i t  e t re  f a i t e  par tous.  Non par 
un' (Lautreamont) .  Toutes les  tours  d ' i v o i r e s  seront d£molies , ’ 
toutes les  paroles seront sacr£es e t ,  ayant enfin  boulevers£ l a  
r e a l i t e ,  1 'homme n ' 3 u r a  plus qu'£  fermer les  yeux pour que 
s 'ouvrent les portes du M erve i l leux .

(Oeuvres c o&p l k t es ,  p .1 439 10)

Donner k v o i r , from 193?, i s  a montage of E luard 's  own te x ts  and 

passages from many other authors (Nerva l ,  Baudela ire ,  Rimbaud, Jar ry ,  

A p o l l i n a i r e ,  Breton and Tzara,  amongst o th e rs ) .  In what amounts to  a 

medita t ion on poetry through memories of other such medita t ions ,  

Ducasse's statements on poetry  play a large  p a r t , in  p a r t i c u l a r  

'La po£sie do i t  avoir pour but la  v £ r i t §  p r a t i q u e , '  and, of course,



'La po6sie d o i t  £ tre  f a i t e  par t o u s . . . '  ( i b i d .  pp. 966, 976,  977,

999 ) .  Eluard precedes th is  la s t  c i t a t i o n  with a long passage tha t  

reproduces the movement of Poks ies  1 .13 ( 'Les  p e r tu rb a t io n s ,  les  

anx ie te s ,  les  depravations,  l a  m o r t . . . ' ) ,  the hundred-item enumeration 

of a l l  that  was wrong with modern l i t e r a t u r e .  E lu a r d '5 twenty- i tem  

l i s t  ( 'L 'h a l lu c in a t io n ,  l a  candeur, l a  f u r e u r ,  l a  m £ m o ir e . . . ' )  i s  an 

expansion of the ' r £ v e ' ,  'paresse'  and ' l o i s i r '  which, according to  

Tzara,  i t  w i l l  be poetry 's  job to  organise a f t e r  the Revolut ion.  For 

Eluard these a c t i v i t i e s  are the components here and now of ' 1 'harmonie 

d'un po£me', so when he fo l lows the enumeration with Ducasse's axiom 

he suggests a d i f f e r e n t  reading of the ' t o u s ' ,  not the  everyone of a 

fu t u r e  'e s p r i t  c o l l e c t i v e '  but the every th ing out of which ' l a  po^sie  

d o i t  § t re  f a i t e ' .  But Eluard adds:

I I  ne t i e n t  qu'A la  conscience humaine de se r e v o l t e r  contre  
ce qui veut lu i  f a i r e  c ro i re  q u ' e l l e  n ' est  pas un t o u t  pour en 
f i n i r  avec la  degotltante i n e g a l i t e  qui 1 'o b l ig e  k se s e r v i r  des 
philosophes et  des pontes pour se prendre au ser ieux.

Toute v e r i ta b le  morale est poetique,  la  po£sie tendant au 
r£gne de 1 'homme, de frous les  hommes, au r£gne de notre  j u s t i c e .

( i b i d .  p . 977; my emphasis)

This sounds again l i k e  Tzara's  c o l l e c t i v i s t  app l ica t ion  of the axiom, 

with  the d i f fe re n c e  that the ' tendency'  of poetry  towards the re ign  of 

man seems to imply that poetry should be involved here and now in 

achieving that end. This would c o n f l i c t  with Tzara 's  in ju n c t io n  that  

poets eschew the expressive use of poetry  in order to  preserve i t  as a 

s c i e n t i f i c  instrument for the fu tu re .  What Tzara means by Revolut ion,  

Eluard c a l l s  the revolt  of ' i a  conscience humaine',  with poetry i t s  

best means of expression. This is  most c le a r l y  expressed in h is  

conclusion to the 1936 version of ( . 'Evidence p o k t i q u e :

La podsie v e r i ta b le  est inc luse  dans tout ce qui a f f r a n c h i t  
1 ‘homme ( . . . )  E l le  est aussi bien dans 1 'oeuvre de Sade, de Marx 
ou de Picasso que dans c e l l e  de Rimbaud, Lautr£amont ou Freud.  
E l le  est ( . . . )  dans la  mervei l leuse defense contre ses ennemis 
et b ie n td t ,  dans sa v i c t o i r e  d e f i n i t i v e .

Depuis plus de cent ans, les  pontes sont descendus des 
scmmets ( . . . )  I 1s sont a l i e s  dans l a  rue ,  i l s  ont in s u l t e  leurs  
mai'tres, ( . . . )  i l s  ont appris les  chants de r e v o l t e  de la  fo u le  
malheureuse e t , sans se re b u te r ,  essaient de lu i  apprendre les  
leurs .  ( . . . )  I l s  ont maintenant 1 'assurance de p a r le r  pour tous.  
I l s  ont leur conscience pour eux. ( i b i d .  p . 521)
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'La s i t u a t i o n  de l a  poasie' has changed. This i s  not poetry  as an 

a c t i v i t y  in p a r a l l e l  with re vo lu t io n ary  act ion; in  the  serv ice  of  

in t e r n a t io n a l  revo lu t io n ,  Eluard has returned to  the 'poasie-moyen 

d 'e x p res s io n ' castigated by Tzara.

With the h i s t o r i c a l  s i t u a t i o n ,  the a p p l ic a t io n  of  Ducasse's 

axiom has changed, from fu tu re  p ro jec t  to  an urgent r e - d e f i n i t i o n  of 

poetry  in the present.  By 1942 the s i t u a t i o n  i s  again d i f f e r e n t .  The 

d i r e c t  i d e n t i f i c a t i o n  of poetry with re vo lu t io n  has gone 

underground;11 in France under the Occupation poetry  i s  in  the serv ice  

above a l l  of  n a t io n a l i s t  Resistance.  In  Aragon's preface t o  Les Yeux 

d ' E l s a , Ducasse's axiom becomes the r a l l y i n g  c a l l  to  a l l  French poets,  

past and present,  that  none be excluded from the h is to r y  of the  

n a t io n 's  poetry:

J 'a i  chercha, dans les  condi t ions dramatiques de l a  poasie 
e t  du monde modernes, a donner corps a c e t te  voix e r r a n t e ,  a 
incarner  l a  poasie franga ise  dans 1 'immense c ha i r  f ranga is e  
martyr isae.

Je t iens  a r£p£ter  q u ' i l  n 'y  a aucunement l a  de ma part  l e  
d a s i r  d 'a c l ip s e r  quelque poasie que ce s o i t ,  quelque poate que 
ce s o i t ;  e t  que j 'a im e  trop mon pays pour ne pas c h a r i r  ses 
poates.  Je reconnais l e  bien- fonda de passablement d 'aventures  
poatiques,  encore trop mal comprises, e t  trop souvent dacr iaes .  
J ' a t t e s t e  q u 'e l le s  m'ont ata pracieuse,  e t  je  p roteste  contre  
qui voudrai t  amputer de la  plus f o l l e s  de ces fumaes l ' h i s t o i r e  
de notre  poasie: i l  l a  t u e r a i t  toute  e n t i a r e .  Mais c 'e s t  du cdta  
mame oQ sans doute ma voix r isque le  mi eux de se perdre qu'on a 
accoutuma de c i t e r  l a  phrase d ' I s id o r e  Ducasse: La poasie do i t  
a t re  f a i t e  par tous. Phrase admirable,  e t  fac i lement  datournae  
de son sens. Qu'en ces jours ou l a  France nous u n i t ,  b poates, '  
l a  France nous danne done la  mesure de ce f a i t e  par tous ,  et  que .
comme la  France la poasie var i tablement so i t  f a i t e  par tous,  des
profondeurs des temps a nos jours malheureux. Sachons a t r e  l a  
voix qui sort de cet orchestre  des fa b le s ,  et chante.  12

The dis tance from Tzara's 'p o a s i e - a c t i v i t a '  was not recovered e i t h e r

by Eluard or Aragon. For them both, the war and s im i la r  contingencies

j u s t i f i e d  the 'datournement de sens' of Ducasse's axiom, which was not 

a 'datournement' in  the S i t u a t i o n i s t s ' sense, inspired by Tzara and 

def ined ,  in 1967, by Vaneigem in the T r a i t s  de s a v o i r - i ' i v r e  a l ' u s a g e  

des j eunes gene ra t i ons :
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Le datournement, qui est  l a  t a c t iq u e  du renversement de 
perspect ive ,  bouleversai t  l e  cadre immuable du vieux monde. La 
p o i s i e  f a i t e  par tous  p re n a i t  dans ce bouleversement son 
v e r i t a b l e  sens, bien 61oign6 de 1 ' e s p r i t  l i t t £ r a i r e  auquel les  
s u r r ^ a l i s t e s  f i n i  rent par succomber p i teusem ent .13

Vaneigem's reading restores  the c o l l e c t i v i s t  -force diminished in

Aragon's l i t e r a r y  app l ica t ion  of  the axiom, adding to  i t  the force  of

m i l i t a n t  in d u s t r ia l  sabotage:

I c i  l a  po6sie est nettement l ' a c t e  qui engendre des r 6 a l i t £ s  
nouve lles ,  1 'acte  du renversement de perspect ive .  La ma t e r i a  
pr ima  est  a l a  portae de tous.  Sont pontes ceux qui en 
connaissent l 'u sage ,  savent 1 'employer e ff icacement.  Et que d i r e  
d'une mati£re de deux sous quand 1 'ex is tence quotidienne o f f r e  a 
profusion une 6nergie d isponib le  et  sans p a r e i l l e :  volont£  de
v i v r e ,  d£sir  e f f ren £ ,  passion de 1 'amour, amour des passions,  
force  de peur et  d'angoisse,  gonflement de l a  haine et  retomb^es 
de l a  rage de d£ tru i re?  Quels bouleversements po^tiques n 'e s t  on 
pas fond£ d'esp^rer de sentiments aussi un iverse l lement  
ress ent is  que ceux de la  mort,  de 1 'Sge,  de l a  maladie? C 'est  de 
c e t te  conscience encore marginale que do i t  p a r t i r  l a  longue 
revo lu t io n  de la  v ie  quotid ienne,  la  seule po£sie f a i t e  par 
tous,  non par un. ( i b i d .  p . 207)

Between Tzara and Vaneigem the axiom has been c i t e d  

s u f f i c i e n t l y  fo r  readers in 1967 not to need a name ascribed to  i t ,  

and Marcel in Pleynet (C r i t i q u e , June 1968) can give an a r t i c l e  on 

Denis Roche the t i t l e  La poasie d o i t  a v o i r  pour b u t . . .  without once 

r e f e r r i n g  to Ducasse. This i s  the nee p l u s  u l t r a  of the passing  

re ference  to Poes i es , c i t a t io n  a t  i t s  most economical. Therea f ter  i t  

decl ines  in favour of more d iscurs ive  readings: commentaries, source-  

c r i t i c i s m ,  c r i t i c a l  theory,  theses. When re vo lu t io n a ry  fervour  and 

poetics  par t  ways, the s u s c e p t i b i l i t y  of c e r ta in  Ducassian phrases to  

axiomatic c i t a t io n  i s ,  at least  in  France,  no longer a v i r t u e .  Their  

economy is  a provocation to excess.

*  *  *
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1. P h i l ip p e  Soupault, 'Mon cher ami Ducasse', in  Le Disque v e r t ,  
p . 11, reproduced in E n t r e t i e n s  30, 1971, p . 44.

2. See Chapter 5 .1  below, section 1.

3. Max C h a le i l  (Avant -p ropos  to  E n t r e t i e n s  30, 1971) s i tu a te s
Ducasse w ith in  th is  contexts

La jeunesse de mai 68 en ten d it  c e t te  in v i t a t io n  irrEvErencieuse:  
au h it -p a ra d e  de la  c o n te s ta t io n ,  LautrEamont -figure au 
tro is iEm e rang des gEnies in s p ira n ts .  Pourtant, n'Evoquons pas 
les  c i t a t io n s  encore au jourd 'hu i sur toutes les  lEvres pour ne 
plus E tre  sur les  murs du Q u art ie r  L a t in ,  raais p lu t t i t ,  6 i r o n ie  
du d e s t in ,  le  grand parod iste  en-fin parodies quand les  'T ic s ,  
t i c s ,  t i c s '  changent de nom e t  q u 'a p p a ra is se n t, en Echo au r i r e  
du poEte ( ' l a  p o l ic e ,  ce b o u c lie r  de la  c i v i l i s a t i o n '  Chant 
V I .  2 ) ,  rageuse s ig n a tu re ,  le s  'F l i c s ,  - f l ic s ,  - f l i c s '  de 
1 'inso lence .

See a lso Frans de Haes, Inages de L a u t r e a n o n t , p. 206, who mentions 
the  slogan 'C a ch e-to i ,  o b je t ! '  as a co rrec tio n  of Poes ies  I I . 81 
( 'C a c h e - to i ,  g u e r r e ' ) .  For a photograph of the wall bearing th is  
in s c r ip t io n ,  see RenE V ien et, Enrages e t  s i t u a t i o n n i s t e s  dans le  
mouvenent des o c c u p a t io n s , 1968, p . 98. For a reading of 'C a c h e -to i ,  
guerre ' as slogan, see my a r t i c l e  in  Box Space , specia l issue on the  
language of war, ed. E llim an , 1992.

4. Aragon, Le S u r r e a l i s t s  e t  le  d e ve n i r  r e v o l u t i o n n a i r e , in Le
S u r rS a l i s n e  au s e rv i c e  de la  R e v o lu t io n  I I I ,  p . 3:

D 'a i l l e u r s  si par s u ite  d'un dEfaut de l 'a p p a r e i l  s o c ia l ,  i l  y a
quelque chose de notre pensEe qui f i l t r e  a t ra v e rs  le  rEseau
perfectionnE des cochons e t  des gros sous, voyez ce qui s 'e s t  
passE pour 1 'Age d 'O r ,  p lus ta rd  pour 1 ‘ lnnacu ie e  Concept ion  
(qu'on a f a i t  r e t i r e r  des E ta la g e s ) .

Aragon goes on to  explain why the S u r r e a l is t s '  expensive l im ite d
e d it io n s  make th e i r  work accessib le  only to  a bourgeois p u b lic ,  
whereby they have come to be c a l le d  'E c r iv a in s  pour les  snobs':

Si on nous confine (par des moyens c o e r c i t i f s  dans le  domaine 
pEcunia ire) a ce public  que nous n'avons jamais considErE 
qu'avec raEpris, ce confinement mEme est une forme perfectionnEe  
de la  repression.

5. S o l le r s '  remark ignores, or is  a re b u ff  to ,  B re ton 's  re ference  in  
1949 to:

1 'u t i l i s a t i o n  forc£e a la q u e l le  c e r ta in s  ont voulu soumettre  
t e l l e s  autres propositions d'un ouvrage dont la  legon demeure 
en tre  toutes  Enigmatiques ( 'La  poEsie do it  avo ir  pour but la  
vE r itE  p ra t iq u e ' ,  e t c . ) .

(La n u i t  du Rose-Hote1 , in La c ie  des champs, p . 315)

6. For an example of the r a t io n a le  of these c o l lo c a t io n s ,  see 
J . - L .  Baudry in 'E c r i tu r e ,  F ic t io n ,  Id E o lo g ie ':

Si l 'o n  peut rEunir les noms de Marx, Nietzsche e t Freud, si 
1 'on s a is i t  mieux ce qui le s  rapproche de MallarmE, de 
LautrEamont, c 'e s t  en fo nction  de ce geste r a d ic a l ,  Equivalent  
chez tous qui a fondE dans une E c r i tu re  un c e r ta in  ordre de 
l e c t u r e . '  (Theor ie  d 'ensemb le ,  p . 130 )
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7. Lewis, Dada Turns Red: the P o l i t i c s  o f  S u r re a l  i s m , 1990, p . 21.

8. Tzara in Le S u r re a l i s n e  au s e r v i c e  de la  Rdvo lu t  ion  IV , p. 21 and, 
below, p . 23.

9. J .-M . Monnerot in Le S u r re a l  i s  we A .S .D .L .R ,  V, p . 37.

10. A l l  c i t a t io n s  of Eluard are from the P ie iad e  e d i t io n  of the  
Oeuvres comple tes,  v o l .  I .

11. See Lewis, Dada Turns Red, p . 162.

12. Araqon^ 'Arma virumque cano ',  p reface  to  Les Yeux d ' E l s a , 
E d it io n  Horizon -  La France L ib re ,  Londres, 1943, p .xxv .

13. Vaneigem, T r a i t s  de s a v o i r - v i v r e  £ 1 'usage des jeunes
g e n e r a t i o n s ,  ed. NRF, 1967, pp. 185-6. -For a more p r a c t ic a l
a p p l ic a t io n  of the Ducassian dictum, see my f r o n t is p ie c e ,  taken from 
an English adaptation of a French S i tu a t io n is t - in s p i r e d  te x t .  'Th is  
imaginary in te rv iew  appeared in a poster/broadsheet c a l le d  Bash 
S t r e e t  School Magazine Ho, 1 '  (S ta n s i l l  & M a irow itz , BAHH, By Any 
Means Necessary , pp. 147-150). B r i g i t t e  is  shown co rrec tin g  the  
'ought' of Ducasse's o r ig in a l  to  in s is t  that 'Poetry  wi l l  be made by 
a l l  not by one'. The legend around the edge of the photograph i s  a 
t r a n s la t io n  of a remark from Chant  V . l :

De nouveaux frissons parcourent 1 'atmosphere i n t e l 1e c tu e l le :  i l
ne s 'a g i t  que d 'a v o ir  le  courage de les  regarder en face.

S ta n s i l l  & Mairowitz also reproduce a f l y e r  issued 14.2 .1968 by the  
'enrages' of Nanterre th a t  c i t e s  Poes ies  11.58 ( 'L es  idees  
s 'amei io r e n t . Le sens des mots y p a r t ic ip e .  ') and then co rrec ts  
Ducasse's position  in  P I . 2 & 31 by dec la r in g : 'Tout ce qui est
d iscu tab le  est £ d is cu te r '  (op. c i t . p . 138).
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1.3 COMMENTARIES

Quoi que puisse le  commentaire, en regard du po£me, i l  d o i t  
tou jours  se te n i r  pour super-flu, e t le  d e rn ie r  pas de 
1 ' in t e r p r e t a t io n ,  le  plus d i f f i c i l e ,  est ce lu i qui l'am£ne £ 
d isp ara i 'tre  devant la  pure a f f i rm a t io n  du po£me.1

1. LA P0ES1E DOIT ETRE FAITE PAR TOUS. . .  (11)

Commentary on Ducasse has not fo llowed Heidegger's  p re s c r ip t io n ,  

paraphrased here by Blanchot. Far from disappearing , commentaries have 

accumulated around the pure but enigmatic a f f i rm a t io n s  of Poes ies .  

Even as the a f f i rm a t iv e  fo rce  of the Ducassian axiom was being 

appealed to  by S i tu a t io n is ts  and T e lq u e l is ts ,  Poesies  had f a l l e n  in to  

the hands of commentators in te n t  on re s to r in g  meanings occulted by i t s  

conscrip tion  in to  the serv ice  of R evo lu tion . The commentary, i f  

fo rm a lly  a c lose r e la t iv e  of the c i t a t io n ,  is  p o l i t i c a l l y  i t s  

a n t i th e s is .  L ike i t ,  the commentary is o la te s  te x t  from context; u n l ik e  

i t ,  the commentary t re a ts  each te x t  e q u a l ly ,  since each depends

eq u a lly  on the commentator's a b i l i t y  to  make sense of i t .  That

dependence makes the fa ta l  d i f fe re n ce :  with c i t a t io n ,  a fo rc e fu l  te x t  

is  brought in to  supplement a d e f ic ie n t  discourse; with commentary, 

the commentator's discourse supplements the d e f ic ie n t  t e x t .

The d e f ic ie n c ie s  of Poes i es  are b r u t a l ly  exposed, one by one, 

in Georges Goldfayn and Gerard Legrand's 'premiere e d it io n  commentee' 

from 1962. This has been jo ined by a commented e d it io n  in Eng lish , two 

e d it io n s  of the complete works with commentary and one complete

commentary published independently of the te x ts .  Add to  these several 

less systematic or incomplete commentaries th a t c a l l  themselves 

'e s s a i '  or ' l e c t u r e '  or ' t h e s i s ' ,  and i t  is  unsurpris ing th a t the

Ducassian axiom has lost i t s  a f f i r m a t iv e  power. In the most notorious  

ins tance , an exegetical urge has gripped Ducassians since the f i r s t  

close reader set out to reveal the tru e  meaning of Poes i es  11.83. Even 

when a w r i te r  has not engaged to  comment on Poes i es  in d e t a i l ,  

suggestions w i l l  be o ffered  as to  how, according to  Ducasse, ' l a  

poasie d o it  e tre  f a i t e . . . '
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Faced with the most -famous words in Poes ie s ,  the - f i r s t  th ing  

the  ty p ic a l  exegete w i l l  do i s  assume the ro le  o-f a dem ysti- f ie r , 

unperturbed by the phrase's apparent ob scu rity .  This w i l l  be -followed 

by a r£sum6 and repudiation  o-f previous exegetes and a re v e la t io n  of 

the  tru e  sense, genera lly  based on a c loser a t te n t io n  to  co n text .  The 

manner can vary and the ru les  are not always observed, but the p a tte rn

is  always fa m i l ia r ;  the same t i c s  recu r .  Blanchot deigns not to

comment on h is  predecessors, but he de m ystif ies  and c o n te x tu a lis es :  

'La formule fameuse n 'a  pas un sens myst^rieux: comme d 'a u tre s  pens^es 

qui 1 'accompagnent, e l l e  p ro p o s e . . . '  A year l a t e r  in  1950, Marcel Jean 

and Arpad Mezei f in d  th e i r  own reading of Poesies  p e r fe c t ly  expressed 

in  ' l a  maxime devenue fameuse -  encore que, presque immanquablement, 

e l l e  a i t  § t£  c i t£ e  A faux. Une t e l l e  d e c la ra t io n  ne s ig n i f i e

pas: and without naming names, they l i s t  the many erroneous

a p p lic a t io n s  predecessors have made of the axiom. Goldfayn.and Legrand 

p re fe r  not to  describe every previous reading: ' I I  s e r a i t  fa s t id ie u x

de f a i r e  1 'h is to r iq u e  de tous le s  commentaires de c e t te  phrase 

c e ie b re ,  ' s e lec t in g  only two to  comment upon and r e je c t :  ' . . .  mieux

vaut rapprocher 1 'o r ig in a l  de son c o n te x t e . ' The most important of the  

conventions they observe i s  th is  a t te n t io n  to  c on text ,  s ince by i t  

they become the f i r s t  to read the ' to u s ' as a re ference  anaph orica l1y 

to  the 'ph£nom£nes de l'&me' of the preceding paragraph. This is  the  

blow th a t  even tua lly  proves f a t a l  to  the axiom's re v o lu t io n a ry  

a s p ira t io n s .

H erea fter  the convention of r e fe r r in g  to  preceding

commentaries is  superseded by the convention of e i th e r  subscribing to  

Goldfayn and Legrand's reading, or ignoring i t .  In t h e i r  1971 Oeuvres 

completes  cosven tees,  Jean and Mezei re tu rn  to  ' l a  maxime la  plus  

c61£bre des Poes ies '  but, choosing to  disregard t h e i r  r i v a l  double 

a c t ,  they simply re s ta te  more e lo quently  t h e i r  reading from 1949. 

S im i la r ly  d isd a in fu l of the Goldfayn and Legrand th e s is  is  Robert

Faurisson, whose e n t ire  book (A - t -o n  l u  L a u t r i a v o n t ? )  i s  founded on

the premise th a t  a l l  previous readings are erroneous. His  

d e m ystif ica to ry  reading i s  th a t  Ducasse h im self was a w i l f u l

'm y s t i f ic a te u r ' .  He does, however, c o n te x tu a lis e : 'On rapprochera

c e t te  fo r t e  pens£e de quelques autres ^parses dans les  deux fa s c ic u le s  

des Poes ies .  '
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The reading in Goldfayn and Legrand has s ince become

a u th o r i ta t iv e .  Daniel O s te r 's  r e f l e c t io n  upon h is  predecessors

consists  in quoting th e i r  commentary and th a t  of B lanchot, addings

Ces deux commentaires nous p ara issen t ju d ic ieu x  e t  de nature  A
en f i n i r  avec la  t r a d i t io n n e l le  absurd ity  qui consiste  & f a i r e
souhaiter par Is idore  Ducasse que tous les  &tres humains so ient  
en mesure, on ne s a i t  par q u e l le  grace , d '£ c r i r e  des po£mes. 
Comme si c e t te  ambition d'une d^m ocratisation de ' l a  poasie '
a v a i t  quelque chose a v o ir  avec la  D6mocratie!

2. 'LE PLAG1AT' :  C1TAT10H & COMMENTARY

□ne Ducassian axiom has come in to  i t s  own as a slogan in  the

'e ig h t ie s ,  not in  France but in  p a r ts  of the  English speaking world.

For a l l  i t s  p o te n t ia l  shock value , ' l e  p la g ia t  est n £cessa ire ' never 

took on any polemical force in the n in e te en -tw en t ie s  and ' t h i r t i e s .  I f  

p lag ia r ism  was practised  in  Dada and Surrealism  (with Duchamp's ready­

mades, E rn s t 's  collages and, by Breton and E luard , in  Notes sur  la  

P o4 s ie ) no attempt was made to develop a general theory of p lag ia r ism  

from Ducasse's remark.

Eluard c ite s  i t  in  Donner 5 v o i r  , where he amasses examples 

of w r i te rs  who have borrowed from other w r i te rs  ( inc lud ing  Sade from 

Vauvenargues, Jarry  from Ducasse and a l l  of Ducasse's borrowings from 

Vauvenargues), ending the chapter and the volume, u n s u rp r is in g ly ,  w ith  

Poesies  11.88 ( 'La  poasie d o it  e t re  f a i t e  par t o u s . . . ' ) .  His  

presenta tion  of the Vauvenarguian p r e - te x ts  to  Poesies  is  s c h o la r ly  

research of a kind with Maurice V iro u x 's  exposure of p lag ia r ism  in  the  

Chants de Ha ldoror  , and when Eluard c i te s  the famous axioms he is  

o f fe r in g  p h i lo lo g ic a l  evidence in te rn a l  to  Ducasse's work to  account 

fo r  h is  p ra c t ic e ,  and not a theory of p la g ia r is m .2

When such a theory is  developed, Ducasse is  e n l is te d  as ch ie f  

precursor of the theory and i t s  a p p l ic a t io n .  Poesies  I I .S B  has been 

d e -ra d ic a l is e d  beyond rescue but 11.59 survives to  becomes the  

th e o ry 's  f i r s t  axiom. A r t  as Coznod i t y  and S t r a t e g i e s  f o r  i t s  

N e g a t io n , 3 a pamphlet published to accompany a F e s t iv a l  of P lag iarism  

held in London in  1987, brings together d ivergent te x ts  ar.ound the  

theory and p ra c t ic e  of p lag ia r ism . P l a g i a r i s z , by Stewart Home, 

estab lish es  Ducasse's relevance to the F e s t iv a l :



At the beginning o-f the tw e n tie th  century, the way in which 
p re -e x is t in g  elements were used in ' a r t i s t i c '  productions  
underwent a q u a l i t a t iv e  leap w ith  the 'd is co v e ry ' o-f 
co llag e . This development was pre—figured  in  the 'w r i t in g s '  
of Is id o re  Ducasse (1846-1870),  who is  b e t te r  known by h is  
pen name 'LautrEamont'.
In h is  'Poems', Ducasse wrote: 'P lag ia r ism  is  necessary.
Progress im plies i t . '  This maxim summarises the use to  which 
plag iarism  has been put ever since. Two or more d ivergent  
elements are brought together to  c rea te  new meanings. The 
re s u lt in g  sum is  greater than the in d iv id u a l  p a r ts .
The l e t t r i s t e s  and l a t e r  the s i t u a t io n is t s  c a l le d  th is  
process 'dEtournement' ,  but the a c t i v i t y  is  s t i l l  popu larly  
known as p lag iarism  -  the term LautrEamont used. ( p . 11)

P l a g i a r i s e ,  by Tex Beard, attempts a h is to ry  of the p ra c t ic e  through

examples from Coleridge and De Quincey:

(who were) p lag ia r ised  by A lfre d  de Musset and B aude la ire , two 
w r i te rs  whose 'o r i g i n a l ' outpourings were i r o n ic a l l y  attacked by 
LautrEamont -  whose ap h o r is t ic  'P lag ia r ism  is  necessary. I t  i s  
implied in  the idea of progress' has been taken up rep ea ted ly  
since: fo r  example by A lfred  Ja rry ;  by the s u r r e a l is ts  ( . . . )  and 
by the s i t u a t io n is ts .  (p .6)

Beard adds E l io t  ( T .S . ) ,  S travinsky, Bloom's A n x ie ty  o f  I n f l u e n c e ,  

OuLiPo, George Harrison, Princess Michael of Kent and Salvador D a li  to  

h is  s e r ie s  of th e o r is ts  and p r a c t i t io n e rs  of p lag ia r ism .

In Hhy P l a g i a r i s a ? , Bob Jones (a m u lt ip le  name fo r  an 

invented id e n t i t y ,  a v a ila b le  to  anyone who cares to  use i t ) 4 is  more 

s p e c i f ic  about the s ig n if ic a n ce  of LautrEamont:

In the Poesies  he uses p lag iarism  (drawing on the e th ic a l  maxims 
of Pascal and Vauvenargues) to  reduce arguments, through  
successive concentrations, to  maxims alone. However Viroux s t i l l  
managed to cause considerable astonishment in  the '50s by 
demonstrating that 'Na ldoror' i s ,  among other th in g s , one vast 
plag iarism  of Buffon and other works of n a tura l h is to ry .  That 
Viroux saw th is  as ju s t i f i c a t io n  fo r  disparaging LautrEamont was 
less surpris ing  than the fa c t th a t  c e r ta in  of h is  'ad m irers '  
thought i t  necessary to defend him by p ra is in g  h is  insolence!  
There w i l l  be no social transform ation  u n t i l  the slogan  
'P lag iarism  is  necessary, progress im p lies  i t ' ,  i s  w idely  
understood. Once such an understanding occurs, in d u s t r ia l is a t io n  
and inform ation technology w i l l  be l e f t  looking l i k e  le f t - o v e r s  
from the stone age. (p .8)
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Once again in  the service of a re v o lu t io n ,  these marked a l lu s io n s  to  

Poes ies  are exceptional only -for t h e i r  recent date and -for the  

p o s s ib i l i t y  th a t  th is  w i l l  be the  la s t  polemical use to  which they are  

put. The dependence o-f the theory on h is t o r ic a l  evidence and the  

f r u i t s  of s o u rc e -c r i t ic is m  (Viroux and Eluard) devolves r e s p o n s ib i l i t y  

fo r  i t  onto scholarsh ip , which may w ell determine th a t  ' l e  p la g ia t '  in  

Poesies  was not practised as an instrument of soc ia l upheaval. To 

preserve the Ducassian axiom fo r  the th eo ry , the p ra c t ic e  e f fe c ts  

S i t u a t io n is t  'd£tournements' ,  w i l f u l l y  m is tra n s la t in g  'datournement' 

as 'p la g ia r is m ' (p p .10-11) and, more d i r e c t l y ,  tak ing  the  axiom i t s e l f  

as the te x t  of a Ducassian 'p l a g i a t ' .

The two te x ts  from the pamphlet th a t make unmarked a l lu s io n s

to  P o is ie s  are unrestr ic ted  by the demands of s c h o la r ly  accuracy,

demonstrating th a t  the te x t 's  fu tu re  l i e s  more in  being the ob ject of

p l a g ia r i s t ic  p ra c t ic e  than the premise of i t s  theory. P la ge r is m  (s ic )

by John Berndt says nothing about Ducasse but begins: ' Ideas improve.

P lag iarism  im plies  i t . '  A p r e - t e x t ,  Ducasse's o r ig in a l  maxim, has to

be constructed out of the la s t  two phrases of Poesies  11.58 and the

f i r s t  two of 11.59:

Les id£es s ' am£l i o ren t. Le sens des mots y p a r t ic ip e .  Le p la g ia t  
est n^cessaire. Le progr£s l ' im p l iq u e .

This i t s e l f  is  un-Ducassian in th a t  a l l  save one of the p r e - te x ts  

taken in  Po$si&s  preserve th e i r  o r ig in a l  form as c o rre c t io n s .  The 

exception is  11.11, where Pasca l's  o r ig in a l  two paragraphs are made 

in to  one.3

Berndt's  Ducassian s h i f t  of the verb from one sub ject to  

another (see Pascal's  'tout 1 'abuse' and Poesies  11.87: 'Rien ne

1 'abuse') is  re ta ined  in an expansion by Karen E l i o t *  of the  

c o rre c t iv e  p lagiarism :

Progress is  necessary. P lag ia r is m  im plies  i t .  Ideas improve. The 
meaning of words p a r t ic ip a te s  in th is  improvement.

(Empty Words)

In reversing the order of Berndt's  two phrases E l io t  takes h is  te x t  as 

her own p r e - te x t ,  but she re fe rs  back also to  the p r e - te x t  in Poesies, 

re s to r in g  the reference to  'th e  meaning of words' missing from 

Berndt's  c o rrec t io n . Her p lag ia r ism  is  thereby Ducassian to  the extent  

th a t ,  in Poesies  a lso , the p r e - te x t  of a co rrec tio n  can be a
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c o r r e c t io n ,7 but un-Ducassian in r e fe r r in g  back to  the o r ig in a l  behind 

the immediate p r e - te x t .  O v e ra l l ,  of course, i t  i s  as Ducassian to  

c o rre c t  the method o-f correc tion  as i t  is  to  co rrec t u n c o rre c t in g ly .

The new P la g ia r is ts  jo in  the S u r r e a l is t s ,  S i tu a t io n is ts  and 

T e lq u e l is ts  in a ss im ila t in g  theory to  p ra c t ic e .  A ll  claim descent from 

Ducasse and use c i ta t io n s  -from P o is ie s  as evidence thereo-f. The 

a s s im i la t io n  o-f h is  presumed b e l ie fs  to  t h e i r  own is  enabled by the  

very nature  of c i t a t io n ,  the necessary separation  of the te x t  from i t s  

exp lanatory  context, which passes in to  the  hands of the commentators. 

The p ra c t is in g  descendants in h e r i t  a p i l e  of accumulated axioms, not a 

d i s t i l l a t i o n  of theory but the residue of p ra c t ic e  th a t  has made 

theory  serve i t s  ends. The re s u l t  may be the poverty of P la g ia r is m 's  

th e o re t ic a l  w r it in g  (Bob Jones) and the s o p h is t ic a t io n  of i t s  p ra c t ic e  

(Karen E l i o t ) ,  i f  value is  measured by my own, wholly p a r t i a l  

c r i t e r i a :  which of the two o f fe rs  the more scope fo r  commentary.

*  *  *
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1. Blanchot, 'Qu'en e s t - i l  de la  c r i t iq u e ? ' ,  pre-face to  Sade e t
Lau t rGaeon t , re -e d ite d  1963, p. 10. References to the commentaries
c ite d  are as fo llow s: Blanchot, op.  c i t .  p . 185; Jean & M ezei, Gen£se
de l a  pens ie moderne,  p . 85, and Oeuvres co m p le te s , p . 361; Goldfayn &
Legrand, P o i s i e s , p . 164; and O ster, Les Chants , p p .365-6 .

2. Oeuvres c o e p l t t e s ,  vo l.  I ,  p p .996-999. On p lag ia r ism  in the  
Chants de h a ld o ro r  see V iroux, 'LautrEamont e t  le  Docteur Chenu', in  
Mercure de F ran ce , December 1952, p p .632-642, and N esselro th ,  
'LautrEamont's p lag iarism s; or the P o e t iza t io n  of Prose T e x ts ' ,  in  
P r e - t e x t ,  T e x t ,  C o n te x t , 1980, p p .185-195.

3. P l a g i a r i s e :  A r t  as Coeeod i ty and S t r a t e g i e s  f o r  i t s  N e g a t i o n , ed. 
Stewart Home, Aporia Press, 1987. ('No copyright: please copy and
d is t r ib u te  f r e e l y . ' )  Page re ferences to  a l l  c i t a t io n s  given in  te x t .  
Many of the passages from th is  pamphlet c ite d  here are in fa c t  
unmarked appropriat ions  of re ferences  to  Ducasse from the w r i t in g s  
of Guy Debord.

4. M u lt ip le  names are tags which avant-gardes of the seventies  and 
e ig h t ie s  have proposed fo r  s e r ia l  use. They have taken a number of 
forms, but are most commonly 'invented personal names' which, t h e i r  
proponents c la im , anyone can take on as a 'c o n te x t '  or ' i d e n t i t y ' .  
The idea is  usua lly  to  c reate  a body of a r t i s t i c  works using the  
invented id e n t i t y .  M u lt ip le  names are connected to  ra d ic a l  th e o r ies  
of p lay .  The idea is  to create  an open s itu a t io n  fo r  which no one in  
p a r t ic u la r  is  responsib le. Some proponents of the concept a lso  claim  
th a t  i t  is  a way to p r a c t ic a l ly  examine, and break down, western 
philosophic notions of id e n t i t y ,  in d iv id u a l i t y ,  o r i g i n a l i t y ,  value  
and t r u th .

5. Twice in h is  1891 version of Poesies  REmy de Gourmont does the 
same th in g , making s in g le  u n its  out of d is t in c t  paragraphs.

6. 'Karen E l io t  is  a name that re fe rs  to  an in d iv id u a l  human being 
who can be anyone. The name is  f ix e d ,  the people using i t  a r e n ' t .  
The purpose of many d i f fe r e n t  people using the same name is  to  
crea te  a s i tu a t io n  fo r  which no one in p a r t ic u la r  is  responsib le  and 
to  p r a c t ic a l ly  examine western philosophic  notions of i d e n t i t y ,  
in d iv id u a l i t y ,  value and t r u t h . '  -  Karen E l io t .

7. Poesies  11.87 is  a c o rre c t iv e  p lag iarism  of Pascal, who had' 
p la g ia r ise d  Montaigne, but Ducasse inc ludes no re fe ren ce  to  
Montaigne. His reversal of P a s c a l ian values means t h e i r  replacement ' 
with h is own and not the r e la t i v i s a t i o n  of a l l  values implied by a 
chain of successive correc tions .
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1-4 E> I SCDURSE

1. THE SURREALIST CONTRIBUTION TO POESIES STUDIES

The -few te x ts  w r i t te n  by Aragon, Breton or Eluard on Ducasse are  

always b r ie - f ,  po lem ica l,  and motivated by the s i tu a t io n :  a p reface  to  

a new p u b lic a t io n  (Breton 1919), a p u b l ic is in g  review (Aragon 1922), 

or an angry r ip o s te  to  an a ttack  on Ducasse 'from o u ts id e ' (Eluard  

1925, Breton 1951). The concomitant of t h is  a t t i t u d e  i s  an a n tip a th y  

towards the  s ch o la r ly  reading of Ducasse, well-expressed in the  t i t l e  

of Aragon's C o n t r i b u t i o n  £ I  ' a v o r t e a e n t  des i t u d e s  a a ld o r o r i e n n e s .  

Unaborted s tud ies  (of the kind Fargue f a i l e d  to  d e l iv e r ) ,  once they do 

appear, should not be the work of S u r r e a l is t s .  When, in  1927, Soupault 

steps out of l in e  to  publish an 'E tude, commentaire et notes ' w ith  h is  

e d it io n  of the complete works, he i s  expelled  from the movement. The 

charge, s ta ted  in  a pamphlet by Aragon, Breton and Eluard c o l le c t iv e ly  

( L a u t r i a n o n t  envers e t  co n t re  to u t )  i s  a ttem pting to  s i t u a t e  the  

author of the Chants de Maldoror  and Poesies  in  l i t e r a r y  h is to ry :

Nous nous opposons, nous continuons A nous opposer & ce que
LAUTREAMONT entre  dans l ' h i s t o i r e ,  A ce qu'on lu i  assigne une
place en tre  Un Tel e t Un T e l . 1

The ir  h o s t i l i t y  to  l i t e r a r y  biography as ide , the  p u b l ic is ts  of P o i s i e s  

do perform sch o la r ly  tasks. For Breton to  w r i te  out by hand the  te x t  

from the copy in  the Bib lioth^que N a tio n a le  and publish i t  in t a c t  i s  

to  take  i t  more s er io u s ly  than does de Gourmont, an appointed  

l ib r a r i a n  th e re ,  who only copies out what appeals to  him -  'de t r£ s  

curieux passages' -  and dismisses the  re s t  as fe v e r is h  de lusion . I t  is  

Eluard who, in  L i t t i r a t u r e  10 (nouve lle  s £ r ie ,  1923) publishes th ree  

l e t t e r s  from Ducasse to  P o u le t-M a lass is ,  and h is  discovery of a copy 

of N a v i l l e 's  Le Problbme du mal annotated by Ducasse i s  the f r u i t  of 

an e n t i r e ly  sch o la r ly  resolve to read through every te x t  mentioned by 

the author of P o e s ie s .2 Moreover he is  the f i r s t  to  publish together  

passages from Vauvenargues and t h e i r  Ducassian c o rre c t io n s ,  fo l lo w in g  

a recommendation made by Aragon:
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I I  fa u t  c o l l ig e r  chaque phrase calquEe sur un auteur cElEbre, 
avec l 'a u t e u r  q u 'e l le  co rr ig e .®

The c o n tr ib u tio n  made by - f i r s t  generation S u r re a l is ts  to  the  

autonomous study o-f Poesies  adds up to : Bre ton 's  re p u b lic a t io n  o-f the  

t e x t  in  1919 and h is  de-fence of Ducasse in Sucre Jaune , 1951; in 1920, 

S oupau lt 's  f i r s t  ed it io n  in  book form of the t e x t ,  w ith a seven-page 

'b io g ra p h ic a l '  preface; Aragon's C o n t r i b u t i o n  E l ' a v o r t e m e n t  des 

i t u d e s  aa ld o r o r  ie n n e s , a close reading of the  te x t  in th ree  pages and 

one of the  few th a t  does not reduce i t  to  a r e f le x  of the  Chants de 

Mai dor o r ;  and E lu ard 's  c o l lo c a t io n  of Vauvenarguian o r ig in a ls  with  

t h e i r  Ducassian correc tions  (1937). We may add to  th is  the responses 

generated from outside of S u r r e a l is t  m ilieux as a r e s u l t  of t h e i r  

in te r e s t :  an unfavourable review by Marius AndrE of the  L i t t i r a t u r e  

te x t  (Minerve f r a n g a i s e , 1919), and a favourable  one by Paulhan of 

S oupault 's  book, in  the  N o u ve l le  revue f r a n g a i s e , 1920 .*  An

a t t r a c t i v e l y  t i t l e d  a r t i c l e  by Charles-Henry Hirsch (Un b r i s e u r  de 

d ie u x  des l e t t r e s  en 1870,  in  Mercure de F rance , A p r i l  1919) is  s t i l l  

l i s t e d  in  b ib l io g ra p h ie s ,  despite  Frans De Haes' assertion  th a t  'aucun 

a r t i c l e  sur LautrEamont ne f ig u re  dans ce numEro'.®

2. ARTICLES ON POESIES

The twenty or so a r t ic le s  published between 1914 and 1990 and devoted 

p r im a r i ly  to  Poesies  come in  th re e  modes: the re v e la to ry  or

e xp o s ito ry ,  the  responsive or c r i t i c a l ,  and the sp e c u la t ive  or 

t h e o r e t ic a l .  A l l  three  are a v a i la b le  to  w r i te rs  a t  any time in  these  

seventy -s ix  years but w r i t in g  in  the  f i r s t  genre tends to  occur near 

the  beginning of the period and th a t  of the  la s t  near the end. The 

f i r s t  category depends on the re a d e r 's  ignorance, whether of the te x t  

(Larbaud 1914, Breton 1919), i t s  p r e - te x ts  (Eluard 1937) contexts  

(Vaneigem 1958), or in te r te x ts  (Steinmetz 1989); the a r t i c l e  e x p lo i ts  

the appeal of the unknown. A less seductive sub-section of t h is  genre 

is  the  re v is io n a ry  a r t i c l e :  no new in form ation  i s  made known but the  

c o rrec t reading of the a v a i la b le  m a te r ia ls  i s  revealed fo r  the  f i r s t  

time (Haac 1950, Mourot 1984). A r t ic le s  of the second kind are  

g e n e ra l ly  review s, a c t ive  responses to  externa l s t im u li  (Paulhan 1920, 

P a tr i  1950). W rit ing  in the la s t  category , though i t  may o r ig in a te  as
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a c r i t i c a l  review (Guerlac 1987), adopt a re v is io n a ry  stance (Guerlac  

1988) or attempt to  seduce the reader by re ve a lin g  unknown sources 

(Lack 1 9 8 9 /9 0 ) ,  is  p r in c ip a l ly  t h e o r e t ic a l ,  an examination o-f the  te x t  

through the  a p p lic a t io n  of p re -es tab lish ed  c r i t e r i a .

The w r i te r  on Poesies  could be a c re a t iv e  a r t i s t ,  a 

jo u r n a l is t  or an academic, but th e re  is  no d i re c t  correspondence 

between profession and the genre of reading p ractised ! n o v e l is ts  may 

be jo u r n a l is t s  (S o l le r s ) ,  and poets academics (P le y n e t) .  Possib le  

modes of appeal include the panegyric of the  poet (B re to n ) , the  

polemic of the revo lu tio n ary  (Aragon), the se lf-assurance  of the  

r e v is io n is t  (Haac) and the t r a d i t io n a l  reserve  of the  c r i t i c a l  

th e o r is t  (K r is te v a ) .

The genre, the w r i te r  and the  mode adopted may determine who 

i s  addressed by the a r t ic le :  a g e n e ra l ly  l i t e r a t e  pub lic  in  l e  Monde 

and L i b e r a t i o n , the more p a r t ic u la r  readerships  of l i t e r a r y  and poetry  

reviews {NRF, L i t t e r  a tu re )  or jo u rn a ls  of p o l i t i c a l  c u l tu re  

(S yn theses , l a  n o u v e l le  C r i t i q u e ) , or the s p e c ia l is t  markets fo r  

Romance or French Studies (Modern Language N o tes , Yale French S t u d i e s , 

French S tu d ie s  B u l l e t i n )  and fo r  c r i t i c a l  theory { C r i t i q u e , P arag raph , 

Sub-S tance) .  Much w r it in g  on Ducasse has been published in  the  mid­

range of th is  sca le ,  often in  a spec ia l 'LautrEamont' issue of a 

magazine (Cah ie rs  du Sud, L ' A r c , E n t r e t i e n s , Europe).  Though these  

in e v i ta b ly  concentrate on the Chants de M a ld o r o r , with pages to  f i l l  

and an impression of v a r ie ty  to  convey there  is  o c cas iona lly  space fo r  

an a r t i c l e  revea lin g  the 'unknown' Poes ies  (Rochon, J u in ) .

A fte r  beginning as the preserve of c re a t iv e  a r t i s t s  (de 

Gourmont, Larbaud and the S u r r e a l i s t s ) , the re v e la to ry  genre i s  now 

dominated by academics: as the 'unknown' recedes the pub lic  in te re s te d  

in  the  exposition  of such minutiae as 'which p a r t ic u la r  e d i t io n  of 

Pascal Ducasse owned' (Croquette) i s  in e v i ta b ly  more and more 

s p e c ia l is e d .

The responsive mode has added l i t t l e  to  the  sum of discourse  

on Poes ies .  The f i r s t  review of the te x t  in book form was fo llow ed up 

tw e n ty - f iv e  years la te r  by i t s  f i r s t  ever review in  I t a l i a n  (Piccone 

1945), both reviewing ed it io n s  with the same 'p re faz io n e  di F i l ip p o  

S o u p a u lt ' .  A two-page review of Jean and M eze i's  Genese de l a  pensee
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aoderne,  reading t h e i r  reading o-f Poesies  (P a tr i  1950), appears to  be 

the sum t o t a l  of the a t te n t io n  the French press gave the te x t  between 

1920 and 1989. That Goldfayn and Legrand's c r i t i c a l  e d i t io n  from 1962 

seems not to  have been accorded a s in g le  review is  astonish ing when 

every o ther p u b lica t io n  on or of Ducasse in  the s ix t i e s  ( S a i l l e t ,  

S e l l i e r ,  P leyn e t,  Blanchot) was guaranteed a re ce p tio n . Whether 

Poesies  was deemed too obscure a te x t  to  in te r e s t  the l i t e r a r y  public  

or i t s  e d i to rs  too fa n a t ic a l  in  t h e i r  advocacy to  be c r e d ib le ,  the  

next review  of Poesies  in French a f t e r  1920 is  by S o l le rs  in l e  Monde

(1989 ),  h is  f i r s t  reading of i t  as autonomous t e x t .  The e d it io n  

S o l le rs  reviews i s  e n t i r e ly  u n - c r i t i c a l ,  un-commented, un-ed ited  in  

f a c t ,  but the publisher compensates by having the in tro d u c tio n  th a t  

might have accompanied the te x t  p r in te d  as an a r t i c l e  in  L i b e r a t i o n  

(G a i l lo t  1989), adding considerably  to  the  w o rld 's  reserves of 

jo u r n a l is t ic  discourse on Poes ies.

□nee a due sense of the th e o re t ic a l  com plex it ies  of the te x t  

had been i n s t i l l e d  by Goldfayn and Legrand, one might have expected 

c r i t i c a l  th e o r is ts  to  redress the wrong done i t  by a n e g le c t fu l  French 

press. In the event, of the eminent th e o r is ts  w i l l in g  to  w r i te  on the  

Ducassian oeuvre (S o l le rs ,  P leynet, D err id a ,  Deguy, R i f f a t e r r e )  only  

K ris teva  (1968) f e l t  able to  wrest her gaze from the  Chants  long 

enough to  publish a separate paper on Poes ies .  Added to  Pierssens  

(1978 and 1988), Guerlac (1987 and 1988), Romney (1989) and myself

(1990 ),  t h is  might ju s t  be enough to  f i l l  a specia l issue of a 

jo u rn a l.  I t  cannot compensate fo r  the general in d i f fe re n c e  of c r i t i c a l  

theory to  Poesies.  For a l l  f i v e  of the  above, t h e i r  a r t i c l e s  are the  

by-products of theses or d is s e r ta t io n s ,  (K r is teva  on LautrEamont and 

MallarmE, Guerlac on LautrEamont and Hugo, Romney on the  Chants , 

Pierssens and myself on P o e s ie s ) but even i f  w r i t in g  a th e s is  seems 

excessive, a short,  complex and not overly  exposed te x t  l i k e  Poesies  

would seem to  be p e r fe c t  fo r  the  d i l e t t a n t e  th e o r is t  w ith an 

occasional paper to  d e l iv e r .  Poesies  i s  id e a l ly  su ited  to  an economy 

of w r i t in g  th a t requ ires  of the  reader enough p r io r  knowledge of the  

subject to  know they d id n 't  know before whatever the reading has now 

revea led , a llow ing the seductive appeal of the  expository  to  soften  

the  r igours  of the s p ec u la t ive .
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3 . POESIES AS AFTERTHOUGHT

This order would be rated the lowest in  a taxonomy of readings were i t  

not fo r  i t s  p o te n t ia l  fo r  reaching a f a r  wider public  than most. The 

necessary a fte r th o u g h t of w r ite rs  on the  Chants de H a l d o r o r , th a t  they  

ought to  g ive the  other te x t  some a t t e n t io n ,  has the r e s u l t  th a t  

w r it in g  on Poesies  f inds  i t s  way s u r r e p t i t io u s ly  onto the shelves of 

unsuspecting readers . I f  they only bought the  book to  have the enigmas 

of the Chants e lu c id a ted , a t  le a s t  they have in  t h e i r  possession a

reading of the  o ther t e x t ,  a so lu tio n  to  i t s  enigmas. Of course i t  may

never be discovered th e re ,  l i k e  the  vers ions of Poesies  i t s e l f ,  

lu rk ing  unread a t  the back of e d it io n s  of the  Complete Works, never

reached by the reader who began a t  the  beginning and flagged before

the end. But, p o te n t ia l ly ,  readers have access to  Poesies  and to  

readings of i t .

Such readings, however, have not been generous. The equal

consideration  accorded both of Ducasse's te x ts  by S u r re a l is ts  has been 

the exception. Elsewhere i t  i s  overwhelmingly the tendency to  match 

the proportions of the reading to  the proportions  of the  oeuvre, 

reproducing, more or less , the 8s 1 r a t i o  between the s iz e  of the  

Chants de H a ldo ro r  and that of Poes ie s .  From the f i r s t ,  academic,

book-1ength study of Ducasse's oeuvre, LE»on Pi e r re -Q u in t 's  1928 Le 

Comte de LautrEamont e t  D ie u , (111 pages on the Chants , 11 on PoEs ies ) 

to  the most re c e n t ,  L i l ia n e  D urand-Dessert's  La Guerre S a in te  (a 

thousand pages, fo r ty - th r e e  passing re fe rences  to  PoEsies  and a te n -  

page d ig re s s io n ) ,  th is  s l ig h t in g  of th e  shorter t e x t  has been 

co n s is ten t.  B lanchot's  LautrEamont e t  Sade (1949) devotes 120 pages to  

the Chants , tw elve to  PoEsies.  P leynet (Lau t rEamont , 1967) redresses a 

l i t t l e  of th is  imbalance with a r a t i o  of 4:1 in  favour of the  longer 

t e x t ,  the same r a t io  applied in  M o n ta l 's  LautrEamont  (1973).  Among 

those w ithout even a separate section  on PoE s ies , Durand-Dessert is  

jo ined by Bachelard (/LautrEamont, 1939), who mentions what he c a l ls  

the PrEface k un l i v r e  i u t u r  tw ice in  150 pages, Zweig (LautrEamont ou 

l e s  v io le n c e  du H a rc is s e , 1967), F6dy, P a r is ,  Poiron and Rochon 

(Quatre l e c t u r e s  de LautrEamont , 1972), de Jonge (Nightmare C u l t u r e , 

1973), and Avni ( T i c s ,  t i c s  e t  t i c s , 1984).

The o rd inary  p re - te x t  of those who deny PoEsies  any autonomy

is  th a t  t h e i r  reading is  only of th e  C han ts , or of some part of th a t



3S

t e x t .  D ec la r ing  th is  p a r t i a l i t y  -from the outset absolves Bachelard, 

though h is  id e n t i f i c a t io n  of the  Chants w ith  ' 1 'oeuvre dans son 

ensemble' remains problematic:

V o ic i a lo rs  notre double but: dans les  Chants de M a ld o r o r , nous 
voulons en premier l ie u  determiner 1 'etonnante u n ite  ( . . . ) .  Nous 
voulons, en second l i e u ,  degager un complexe p a r t ic u l ie re m e n t  
energique. Et c 'e s t  par c e t te  seconde t£che q u ' i l  nous fa u t  
commencer, car c 'e s t  precisement le  developpement de ce complexe 
qui donne £ 1 'oeuvre, dans 1 'ensemble, son u n ite  e t sa v i e . *

S im i la r ly ,  n e ith e r  Alain P a r is '  study of Le B e s t i a i r e  des Chants de 

Maldoror  nor P h il ip p e  Fedy's La Comparaison dans l e  p rem ie r  Chant

(Quatre l e c t u r e s  de LautrEamont)  can be reproached fo r  t h e i r

p a r t i a l i t y .  The c h ie f  offenders are those who o f f e r  overt readings of 

the Chants  th a t are enabled or a t  le a s t  f a c i l i t a t e d  by re fe ren ce  to  

PoEsies.  They have co vert ly  read PoEsies as a p re lim in ary  to  r e ­

reading the  Chants , but t h is  f i r s t  reading i s  not i t s e l f  o ffe red  to  

t h e i r  readers . An extreme case is  A vn i, who takes her t i t l e  T i c s ,  t i c s  

e t  t i c s  from PoEsies as i f  to  suggest i t  were the ob ject of her

a t te n t io n ,  but keeps the s u b t i t l e 's  promise to  p r iv i le g e  the Chants.

More or less thoroughly these ' le c tu re s  des Chants '  fo l lo w  

the p a tte rn  la id  down by the te x t  i t s e l f ,  beginning with l in e  one and 

working canto by canto, in  some cases strophe by strophe, through to  

the la s t  page. With the task so well completed, moving on to  give  

PoEsies  i t s  due would be an a n t ic l im a x ,  witness P ierssens' E th ique  E 

Maldoror  (1984). A fte r  an exhaustive 170-page strugg le  through the  

Chants , a seven-page chapter on PoEsies  i s  ju s t  a superfluous

d is t r a c t io n ,  the same kind of unexpected supplement to  h is  reading as 

PoEsies  i t s e l f  is  to  the Chants i

Aussi les  PoEsies ne m £ r i t e n t -e l le s  pas plus que de se f a i r e  
£ p in g le r ,  fragment par fragment, El la  marge du grand te x te  dont 
el le s  ne sont E to u t  prendre que l e  s a t e l l i t e  un peu 
extravagant. E l ie s  en ont 6pous6 les  mouvements, e l l e s  sont n£es 
de sa naissance, et ne se sont condens£es E l ' 6 c a r t  que de fagon 
a r t i f i c i e u s e ,  en supplement in a tte n d u . 7

The separate  p a rts  of the Ducassian oeuvre are not always so 

u nassim ilab le  to  the whole. The chapters put aside fo r  PoEsies  by 

Blanchot and Pleynet fo llow  smoothly on from the cen tra l reading of 

the C h an ts , but tha t smoothness is  bought at a p r ice .  However r e a d i ly
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they condemn biographical c r i t ic is m ,  the p a tte rn  fo llowed by these  

readings is  th a t  o-f the t r a d i t io n a l  ' l i f e  and works': i f  not a chapter 

of biography, one on the im p o s s ib i l i ty  th e re o f;  an extended study of 

the  longer f i r s t  te x t  then a b r ie f e r  look at the  b r ie f e r  la s t ;  to  end, 

a prospective  chapter on the impact and in f lu en ce  of the  whole. 

V ario u s ly  m odified, t h is  chronological p a t te rn ,  w ith the  im plied  

precedence of one te x t  over the o th e r ,  has become the pedagogical 

r u le ,  observed in u n iv e rs ity  handbooks, in tro d u c tio n s  to  the  t e x t ,  

chapters of l i t e r a r y  h is to ry ,  anthology and d ic t io n a ry  e n t r ie s .

A lesson taught in P le y n e t 's  LautrEamont  (but not learned

th e re )  i s  applied seven years l a t e r  in  two academic works on Ducasse.

BouchE's LautrEamontT du l i e u  commun k l a  pa rod ie  (1974) has one

declared purpose from the beginning:

I I  v ise  k rendre compte, le  plus systEmatiquement p o ss ib le ,  
d'une hypothEse precise, posEe k t i t r e  de p rE a lab le  thEorique:  
c e l l e  du caractEre parodique de 1 'E c r i tu r e  de LautrEamont.®

The s u b s t i tu t io n  of 'E c r i tu re '  fo r  'oeuvre ' in  French c r i t i c a l  theory ,  

in  P le y n e t 's  work fo r  example, bears f r u i t  here. Where the 'oeuvre ' is  

a physical object with components th a t  can be separated out and 

a l lo t t e d  the c r i t i c ' s  a t te n t io n  p r o p o r t io n a l ly , 'E c r i t u r e '  i s  a 

p r a c t ic e ,  in d iv is ib le  and in d is c r im in a te ly  evident in  the Chants  and 

in  PoEsies.  A systematic reading fo r  BouchE does not mean a l in e - b y -  

l i n e  progress through the te x t ,  but i t s  re s t ru c tu ra t io n  to  enable the  

a p p l ic a t io n  of the th e o re t ic a l  premise to  each d is cu rs ive  r e g is t e r .  

The te x ts  can be d istinguished g e n e r ic a l ly ,  according to  the  

asso c ia t io n  of d i f fe r e n t  re g is te rs  w ith  d i f f e r e n t  genres, but t h e i r  

separation  does not imply the p r i o r i t y  of one over the o th er .  That the  

Chants re q u ire  e ighty  pages to  the t h i r t y  given PoEsies  is  a function  

of the  p r o l i f e r a t io n  of re g is te rs  in  a f i c t io n a l  work and n o t,  th is  

t im e , of a reductive  view of the more d is cu rs ive  t e x t .

K r is te v a 's  doctoral th e s is ,  La REvo lu t io n  du langage poE t ique  

(1974 ),  is  640 pages long: 180 pages of 'p rE l im in a ire s  th E o r iq u e s ',

n in e t y - f i v e  pages on MallarmE, seven ty -four on Ducasse (tw en ty -s ix  

s p e c i f i c a l l y  on the Chants and seventeen on PoEsies ) ,  fourteen pages 

of b ib lio graphy; the re s t  is  context.

Despite these proportions t h is  is  an important stage in  the  

development of PoEsies Studies. K r is te v a 's  rep u ta tio n  and the wide
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coverage given the book in the press has brought th e o re t ic a l  discourse  

on Poesies  onto many shelves. The s l ig h t  q u a n t i ta t iv e  -favour shown the  

Chants i s  not, as with Bouch6, only a -function of th a t  t e x t ' s  dual 

a r t ic u la t io n  o-f 'espace - f ic t i - f '  and 'ins tances  du d iscours ', but also  

o-f the  economy achieved by using the  language o-f t ra n s f  ormati ve 

grammar to  express re la t io n s  of te x t  to  p r e - te x t  in Poes ies .

Thanks to  the most s e lf -a s s u re d  re v is io n a ry  manner 

im aginable, and to  h is  untenable view th a t  both the Chants and PoEsies  

are ' 1 'oeuvre d'un joyeux fa r c e u r ' ,  Faurisson 's  A - t -o n  l u  LautrEamont?  

(1972) is  a popular candidate fo r  worst book ever on Ducasse (de 

Jonge's Nightmare C u l tu re  being r e l a t i v e l y  unknown to  French 

la u tr^ a m o n t is te s ) . Nonetheless, i t  i s  e x c e p t io n a lly  v ir tu o u s  in  

t r e a t in g  Ducasse's two works e q u a l ly ,  each eq u a lly  misunderstood by 

c r i t i c s  before Faurisson. I t  is  a lso notab le  fo r  h is  attempt a t  a 

thorough commentary of PoEsies and h is  d i l ig e n t  research in to  i t s  

context.  Otherwise i t s  reputa tion  is  deserved.^

The most s ig n if ic a n t  advance in  the p roportiona l  

rep resen ta tio n  of Poesies  i s  G uerlac 's  recent The Impersona l  Sub l ime:  

Hugo, B a u d e la i r e ,  LautrEamont  (1 9 9 0 ) ,  a book produced from her 

doctoral th e s is .  Not only i s  Ducasse b e tte r  represented than e i th e r  

Hugo or Baudelaire  (59 pages to  t h e i r  55 each), but PoEsies  gets an 

equal share of an exce llen t reading of the Ducassian oeuvre. The wide 

c i r c u la t io n  t h is  book is  due w i l l  do more fo r  the  prospective  autonomy 

of PoEsies  than most of the c r i t i c a l  w r i t in g  th a t  has preceded i t .

These instances show th a t  th e re  is  no p ro p o rt io n a l  

correspondence between a t e x t 's  dimensions and the span of c r i t i c a l  

a t te n t io n  appropria te  to i t .  B re v ity  may equal d e n s ity ,  a f t e r  a l l ;  the  

2600 l in e s  of G a u tie r 's  Emaux e t  CamEes have not received f i f t e e n  and 

a h a l f  times more c r i t i c a l  a t te n t io n  than the 168 l in e s  of N e rv a l 's  

ChimEres , and the economical PoEsies  does not necessar i ly  take  up less  

of an exegete 's  time than the more p r o f l ig a t e  Chants de M a ldo ro r .  I  do 

not disapprove of reading the Chants exhaustive ly  (excepting Durand- 

D es sert 's  tedious thousand pages), but I re g re t  how often  such a 

reading leaves the reader too exhausted to  tu rn  to  PoEsies.
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4.  BOOKS ON POESIES

Excepting the two commented e d it io n s  o-f the  t e x t ,  the one possib le  

th e s is ,  and the seventy pages in a book th a t  ignores the Chan ts , th e re  

i s  only one book in  the b ib l io g rap h ie s  e x c lu s iv e ly  devoted to  PoEs ies.  

U n fo r tu n a te ly ,  Valery  Larbaud's I s i d o r e  ducasse,  Conte de LautrEamont  

(Dynamo, c o l l .  Brimborions, L i£ge, 1957) i s  a re -p u b l ic a t io n  in  book 

form of h is  1914 a r t i c l e  in  La Phalange  on Les Poesies d ' I s i d o r e  

Ducasse.  My heading was o p t im is t ic .  The traum atic  e f fe c t  of reading  

the  Chants  has taken i t s  t o l l  on would-be 'p o £ s is te s ' .  Even the  

authors of the four book-length exceptions were obliged to  take  

serious  measures to  o f fs e t  the dangers. Jean and Mezei d iv ided the  

labour on t h e i r  Maldoror  and were able to  cut s u b s ta n t ia l ly  the  usual 

recovery t im e , ta c k lin g  PoEsies together th ree  years l a t e r  in  GenEse 

de l a  PensEe aoderne (1950). Another team, Goldfayn and Legrand, 

avoided w r i t in g  on the Chants a lto g e th e r  in  order to  be f i t  fo r  t h e i r  

exhaustive 'E d it io n  commence' of PoEsies  (1962).  A rested  Lykiard  

achieved h is  1978 commented e d it io n  e ig h t years a f te r  h is  t r a n s la t io n  

of the  Chants , and Pierssens seems to  have reversed the usual o rder,  

beginning w ith a thes is  th a t  d e a lt  with PoEsies  and producing h is  

Eth ique  k Ma ldoror  twelve years l a t e r . 10

The dearth of extended w r i t in g  on PoEs ies , i f  i t  ends th is  

section  a b ru p tly ,  a t  le a s t  i s  proof of my case th a t reading PoEsies  

a p a r t  from Ducasse's other te x t  i s  a s a lu ta ry  exerc ise . Too few have 

heeded the  warning given of the aw aiting  dangers on the f i r s t  page of 

the  Chants.  A premise of th is  th e s is  is  th a t  a p re lim in a ry  reading of 

those 'pages sombres e t p le in e s  de poison' i s  not demanded of i t s  

readers . Bearing th e i r  hea lth  in  mind, the  fo l lo w in g  chapters  

e la b o ra te  a l t e r n a t iv e  p re l im in a r ie s  to  the  reading of PoEs ie s , keeping 

to  the p e r ip h er ie s  of i t s  noxious p r e - t e x t .

*  *  *
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2-1 PRELIMINARIES

1. MALDOROR

The p e r ip h er ie s  of Ducasse's oeuvre are  w e ll-trodden  paths. The te x ts  

are c irc le d  by predators apprehensive of t h e i r  prey, keener to  examine 

t h e i r  own predatory natures than to  s t r i k e .  The more daring cut l in e s  

or make dashes across the arena, p r o l i f e r a t in g  p e r ip h e r ie s  as they go, 

reducing thereby the dimensions of the  unass im ilab le . I t  may be proper 

and n a tura l to l in g e r  thus at the thresholds of a t e x t ,  i f  the  

argument is  th a t c erta in  p re l im in a r ie s  are necessary to  any serious  

c r i t i c a l  e n te rp r is e .  Where, the s to ry  goes, a t r a d i t io n a l  c r i t ic is m  

assumes the need to  e s ta b l is h  an a u th o r 's  biography and the  

l i t e r a r y / c u l t u r a l  context of h is  w r i t in g  before  i t  plunges in to

a n a ly s is ,  i t  is  natura l fo r  the modern c r i t i c  to  question such

assumptions, and to  question the assumption of the a u th o r i ty  th a t  

makes them. The periphera l c o n fig u ra tio n s  of Ducasse's oeuvre u s e fu l ly  

expose those of t r a d i t io n a l  c r i t ic is m :  the Chants/Po&sies  dichotomy 

mimes in  m in iature  the b i o - c r i t i c a l  c l ic h e  of the s u b je c t 's  s p i r i t u a l  

conversion (£ l a  B audela ire , Rimbaud, V e r la in e ,  C la u d e l) ;  the  

tr ichotom y: Maldoror/Lautr§amont/Ducasse -  the  sequence of s ig n a to r ie s  

to  the te x ts  -  reproduces, in  reve rse , the usual sequence of

b iograph ica l p e rs o n a l i ty ,  w r i t in g -s u b je c t  and f i c t io n a l  n a r ra to r .  This  

correspondence with contemporary c r i t i c a l  questions is  a fe a tu re  of 

the oeuvre th a t i s ,  i f  not in h e re n t ,  now inseparable  from i t ,  and 

m anifest throughout.

As the t e x t 's  f i r s t  th resh o ld , the Name (s ig n a tu re  and 

designation) is  a p r iv i le g e d  s i te  of c r i t i c a l  p e r ip h ra s is .  'M a ld o ro r ' ,  

the  designated signature of the 'C h a n tre ' ,  i s  h a b i tu a l ly  glossed on 

the  l in e s  of 'mal d 'h o rre u r '  or 'horreur du m a l' ,  as 'mal d 'a u r o r e ' ,  

or (by Ren£ C reve l3 ) as 'aurore du m a l ' .  One re s u l t  of these  

d e r iv a t io n s  is  the thematic c r i t ic is m  i t  can generate , where the  

Chants become, fo r  example, 'une Epopee de la  m asturbation ':
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Les Chants de Maldoror  apparaissent comme une immense 'c o u le e ' ,  
comme un ' j e t '  po§tique transposant, en m i l le  symboles d iv e rs ,  
la  m£me experience fondamentale, c e l le  du Mal d 'a u ro re .

(Jean-Paul Weber, Donaines th i i s a t  i q u e s , p . 240)

A tte n t io n  has a lso been drawn to  the  monetary theme transposed in  the  

(repeated) occurrence of the word fo r  go ld , ' o r ' ,  m irro r in g  ' le s  

miroitem ents de l ' o r '  of Chant I I I . 1. This gloss can be expanded to  

accommodate the proper name 'Ducasse', a near—homonym of 'd u c a ts ' ,  

gold coinage with a l i t e r a r y  connotation. In these examples the name 

is  the  m atrix  from which the commentator's gloss is  generated, e i th e r  

by conversion or expansion, as R i f f a t e r r e  would s a y ,3 though the non­

v a r ia b le ,  the  name, is  supposed to  be the r e s u l t  of the  process and 

not i t s  premise. The verbal behaviour of the  glossographer parodies  

the p o e t 's ,  d e r iv in g  more or less  complex transform ations  from a pre­

e x is te n t  t e x t ,  with 'Maldoror' standing fo r  the c u l tu ra l  c l ic h e  and 

the Chants fo r  the c u ltu re  in  which i t  is  in scrib ed .

The s o u rc e -c r i t ic  in  search of p r e - te x ts  doesn't draw such 

a t te n t io n  to  h is  behaviour, t r u s t in g  f a i t h f u l l y  in  the eventual 

discovery of the matrix from which the name was derived in the f i r s t  

place: some close combination or other of s te re o ty p ic a l  Romantic semes 

( ' l e  m a l ' ,  ' 1 'a u ro re ' or ' 1 'h o r r e u r ' ) ,  buried somewhere in  the work of 

any p oet, major or minor, w r it in g  before 1870. For a b r ie f  moment a 

poem dated 1854 by the age's g re a tes t poet seems to  provide the  

p e rfe c t  s o lu t io n :

0 s a in te  horreur du mal! devoir fun£bre! G haine!
Quand V i r g i l e  ( . . . ) ^

This i s  the  opening of V ic to r  Hugo's paean to  the  great poets who have 

opposed e v i l .  Generating the Satanic  Maldoror from t h is  s a in t ly  

'horreur du mal' would have given the appropria t ion  of p r e - te x ts  a 

thematic resonance to  r iv a l  onanism and v e n a l i ty ;  i t  might well have 

provided the in te r p r e t a t iv e  key to  Ducasse's p ra c t ic e  as both m o ra lis t  

and poet. I say might have been th a t  key, s in ce , although Hugo's poem 

was w r i t te n  in 1854, i t  wasn't published u n t i l  1880, in Le l i v r e  

s a t i r i q u e  of Les Quatre Vents de I ' E s p r i t , coming too l a t e  fo r  P o is ie s  

and fo r  the  searcher a f te r  p e r fe c t  s o lu t io n s .
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More promising is  a phrase embedded in  Lam artine 's  Hymne de 

l a  H o r t , a poem as th e m a t ic a l ly  consonant as Hugo's and 

c h ro n o lo g ic a l ly  -far more - f i t t in g .  On the threshold o-f death, the poet 

addresses h is  own soul:

D £ te s ta is - tu  la  tyrannie?
A d o ra is -tu  la  l ib e r ty ?
De 1 'oppression impunie 
Ton o e i l  6 t a i t - i l  r6 vo lt6 ?
A v a is -tu  s o i f  de la  ju s t ic e ,
Hor re u r  du mal ,  honte du vice?
V e rs a is - tu  des larmes de sang 
Quand 1 'imposture ou la  bassesse 
L i v r a i t  l ' in n o c en te  -faiblesse  
Aux serres  du crime puissant?*

Qr the name might have been generated anagrammatically -from a 

l in e  in  Lam artine 's  paraphrase of Isa iah :

tfaiheur A vous qui d£s 1 ' auro re  
Respirez les  parfums du v in ,
Et que le  so ir  retrouve encore
Chancelants au bord du fe s t in !  (La p o i s i e  s a c r i e * )

This may even be the p r e - te x t  of an analogous in s c r ip t io n  of the name 

in  the  Chants , where the rebus i s  fo llowed immediately by i t s  

s o lu tio n :

' j e  re s te  seul A c6t6  du roaiade, jusqu'A 1 'a p p a r i t io n  de 
l ' a u r o r e  e t  du chant du r o s s ig n o l . '  M a ld o r o r , cach6 d e r r i^ re  la  
p o r te ,  n 'a  perdu aucune p aro le . (ChVI.4)

The commentator who f i r s t  noted t h is  anagrammatic in s c r ip t io n  

of the  proper name also notes the  presence in  Baudelaire of the  

ubiquitous 'horreur du m a l ' ,  concealing h is  disappointment th a t  the  

te x t  in  question, the Motes e t  Documents pour mon a v o c a t , wasn't 

published u n t i l  1887 and, l i k e  Hugo's use of the phrase, was 

u n ava ilab le  to  Ducasse:

Mais je  pretends, au cas m£me oil on me c o n tra in d ra i t  A me 
reconnattre  quelque t o r t s ,  q u ' i l  y a une sorte  de p re s c r ip t io n  
g6n£ra le . Je pourrais  f a i r e  une b ib l io th eq u e  de l i v r e s  modernes 
non poursu iv is , e t  q u i  ne r e s p i r e n t  pasf  comme l e  m ie n , 
L'HORREUR DU MAL.7
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In e f f e c t ,  the -full dossier of te x ts  p e r ip h era l  to  the p u b l ic a t io n  and 

prosecution o-f the F le u rs  du Hal  is  a dangerous m in e f ie ld  -for the  

Ducassian in  search o-f sources, o f fe r in g  so o ften  h in ts  and 

suggestions of remarks possibly appropriated  by Ducasse only to  reveal  

a f i r s t  date of p u b lica tio n  in 1887 or l a t e r .

Baudela ire  and Hugo r e s is t  a p p ro p r ia t io n , but th e re  remains a

la rg e  enough body of lesser work to  p lunder, and i t  may prove

advantageous to  f in d  the source in  a fa r  more obscure author. There 

i s ,  a f t e r  a l l ,  no v ir tu e  in proving th a t  Ducasse read Hugo and 

B aude la ire . As proof instead th a t  Ducasse was as aware of the  moderns 

as of the ancients , and knowing he knew the work of some youthful 

near—contemporaries among the Parnassians -  S u l ly  Prudhomme and Copp6e 

a t le a s t  -  we might s e t t l e  fo r  these l in e s  from the Parnasse

Con tenpora in  of 1866, in a poem by Auguste de C h a t i l lo n :

Le fou c h a n ta i t ,  disant encore:
La foudre , en crevant mon chapeau,
A f a i l l i  b r is e r  mon cerveau.
Le malheur est A son aurore .  (Un Fou° )

The presence in  the Chants de Ma ldoror  of s im i la r  lu n a t ic s ,  l ig h tn in g

b o lts  and ominous dawns need only be a coincidence, but the

l ik e l ih o o d ,  i f  not the usefulness, of such a p re - te x t  is  increased i f ,  

as has been suggested,’  B a u d e la ire 's  A Une Ma labara ise  i s  a p re - te x t

to  Po4s ies .  That poem was probably read by Ducasse among the Houve l l es

F le u r s  du mal, published in  the same volume of the Parnasse

Contenpora in  as C h a t i l lo n 's  Un Fou .

Speaking of a d i f f e r e n t  case, M arcelin  Pleynet makes c le a r  

enough the  ob jection  to  c o l lo c a t io n s  such as these:

Le rapprochement, v ra i  ou v ra isem b lab le , est t i r 6  par les  
cheveux, e t ne nous apporte f in a lem en t r ie n  d 'a u tre  que la  
c e r t i t u d e ,  que nous pouvons -facilement avo ir  par a i l l e u r s ,  que 
Ducasse fu t  un lec teur a t t e n t i f  des £ c r iv a in s  romantiques.

(Lautr£amont p o l i t i q u e , Tel  Quel 45, p p .34-5)

I t  i s  important to show th a t Ducasse read the post-Romantics as 

a t t e n t i v e ly  as he did th e i r  e ld e rs ,  but the  shared thematic concerns 

of two authors can be demonstrated w ithout discovering a word-for— 

word, or ra th e r  seme-for-seme correspondence between them, since the  

discovery of tha t correspondence is  not in  i t s e l f  what revea ls  the
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presence o-f those semes in  the te x ts  of each. Reference to  C h a t i l lo n  

i s  as p e r t in e n t  as reference to  any t e x t  e x p lo i t in g  the  same 

d e s c r ip t iv e  system, whether or not the  te x t  could have been read by 

Ducasse.

I t  cannot be shown conc lus ive ly  th a t  Ducasse's 'M a ldoror' i s  

e x p l i c i t l y  r e -w r i t in g  C h a t i l lo n 's  t e x t ,  and the best c o l lo c a t io n  is  

one where the correspondence of te x t  to  p r e - te x t  i s  the c lo se s t .  The 

id e a l  p r e - te x t  of a proper name i s  another proper name, or something 

th a t  shares the c h a ra c te r is t ic s  of the  proper name, so th a t  the two 

are  fu n c t io n a l  homologues. This i s  not the case with the glosses on 

Maldoror mentioned above, where the name of a f i c t io n a l  character i s  

de-composed in to  i t s  semantic components and re-assembled as c r i t i c a l  

commentary. The p re - te x t  to  the name 'M a ldoror ' I  am looking fo r  i s  

another name, homologous in both form and fu n c t io n .  I was long tempted 

by S h e l le y 's  A l a s t o r ,  or the S p i r i t  o f  S o l i t u d e , a c o l lo c a t io n  

encouraged by evidence from Lesp6s th a t Ducasse had read S helley  in  

school. But there  is  simply not enough of a formal homology between 

the  two names, no evidence of an an a p p ro p r ia t io n .  A lastor and

Maldoror are ju s t  two of a ser ie s  of fo rm a l ly  s im i la r  names (Antenor, 

Belph^gor e t c . ) ,  usually  sharing c e r ta in  semantic asso c ia t io n s , and

a l l  more or less  equally  d i f fe r e n t  from each o ther. The in t e r t e x t  of  

each is  the  whole s e r ie s ,  and i f  any one i s  more s p e c i f ic a l ly  the pre­

t e x t  of another i t  i s  only in degree, according to the number of

semantic associations they share. Now i f  Ducasse had w r i t te n  the  

Chants de H a l a s t o r , then h is  hero 's  name could have been generated  

from S h e l le y 's  by s tra igh tfo rw ard  expansion, a c tu a l is in g  the la te n t  

semantic a t t r ib u te s  of the model, the la t e n t  e v i l  in  A la s to r ,  by the  

simple ad d ition  of a l e t t e r .  Then the  name would have but one

i r r e f u t a b le  p r e - te x t ,  the name of S h e l le y 's  wandering poet.

2.  LAUTREAilQNT
Ce nom de Lautr6amont, avant d 'e t r e  un pseudonyme, est un
programme, sur lequel on ne s 'a r r £ t e r a  jamais a s s e z .10

One-to-one in te r te x tu a l  re la t io n s  of the  A la s to r /M a la s to r  kind are not 

e n t i r e l y  the  s tu f f  of fantasy. R i f f a t e r r e  s ig n a ls  an obvious example 

in  the conclusion to  h is  paper on the C han ts :
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The very name the author chose fo r  himself i s  symbolic: from
Eugene Sue's te x t  LatrGaumont , Lautr£amont i s  generated by 
convers ion .J1

This suggestion was f i r s t  made by Soupault, but i t s  im p lic a t io n s  are  

only f u l l y  unfolded in  P ley n e t 's  paper 'Lautr^amont p o l i t i q u e ' ,  from 

which the epigraph above i s  taken. In  ap p ro p ria t in g  the name Ducasse 

disp laces the  l e t t e r  U, which P ley n e t ,  s t i l l  p a t r o l l in g  the  

p e r ip h e r ie s ,  in te r p r e ts  as the  a u th o r 's  personal ' g r i f f e ' ,  the sign of 

h is  a p p ro p r ia t io n . The U of Ducasse is  evidence of the system at work 

w ith in  the  ' covp lexe  l a u i r £ a w o n t i e n ' :  'un d£placement s ig n i f i a n t ,  une

transform ation  s ig n i f ia n te  qui s e r t  de s ig n atu re . ' He i s ,  as no 

glossographer should be, untroubled by the  p o s s ib i l i t y  th a t the form 

L a u t r i a n o n t  may be simply a m isp r in t:  i t  occurred only once in  h is

l i f e t i m e ,  on the t i t l e  page of the f i r s t  e d i t io n ,  and a contemporary 

re ference  to  the  t e x t ,  an advertisement in  E va r is te  Carrance's  F le u rs  

e t  F r u i t s  of January 1870, announces ' le s  Chants de Ma ldoror  par le  

Cte de LATREAUMONT' . l *

L ike  Maldoror, the Comte de Lautr6amont has been the ob jec t

of c lose glossographical a t te n t io n .  The theme of v e n a l i ty  recurs in

the most e lab o ra te  of these glosses: Le compte <en banque} de 1 ' a u t re

{ - l e  p 6 re -}  es t  £ Mont { - iv id 6 o > ,  a l lu d in g  to  Ducasse's dependence on

money sent from Uruguay by h is  fa th e r .  This same method has generated

the reading: L ’ a u t re  es t  amont , ' th e  o ther i s  upstream', which is  not

as seductive. Even less  so i s  Lucienne Rochon's 'syst^me

hi£roglyphique in t^ r ie u r  au r £ c i t  qui decompose l e  nom de Lautr£amont

en personnages' : XJS
L (Lecteur, L6man, Lohengrin, Lombano)
A (Aghone, Ange)
U (V ivienne, Vendbme)
T (Tremdall)
R (Reginald)
E (Elsseneur, Edouard)
A (Aghone, Ange)
M (Mario, liervyn, M arguerite , M aldoror, mort, mer)
0 (0c£an)
N (Neige) (s ic )
T (Tremdall)

The components of th is  u n l ik e ly  acronym are themselves  

notorious temptations to  the  s p ecu la tive .  I t  is  d i f f i c u l t  to  b e l ie v e
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th a t  the names o-f characters in  the  Chants de Maldoror  are  not a l l  

d erived , l i k e  'Lohengrin ',  -from an ou ts ide  source, and most e d ito rs  

note , however s c e p t ic a l ly ,  the various  u n l ik e ly  sources suggested by 

P ie r re  Capretz -for the names o-f Aghone, E lsseneur, Mario and Mervyn. 

Those of Lombano, Tremdall and H o lze r ,  however, -for a l l  t h e i r  ev ident  

p e c u l ia r i t y ,  have so -far re s is te d  the  advances o-f the e t i o l o g is t .

Ducasse's p ra c t ic e  o-f Naming in the Chants de Ma ldoror  can be 

considered under th ree  d is t in c t  headings. The - f i rs t  is  the d e r iv a t io n  

o-f the charac te rs ' names, mentioned above, which a t  worst i s  merely  

anecdotal -  i t  the  name Mario derives  from the tenor Guiseppe Mario, 

then Ducasse moved in  th e a t r ic a l  c i r c le s ,  i t  i t  comes from the  

n o v e l is t  Mario Uchard, he probably read h is  books1*  -  but at best can 

cre a te  openings to r  the in v e s t ig a t io n  ot the  in t e r t e x t  beyond the  

obvious Romantic canon. Perhaps such suggestions to r  sources meet 

re s is ta n ce  not only  because they are u n l ik e ly  but also because no-one 

wants to  add the works ot Uchard, ot Mie d'Aghonne, or even ot Walter  

S c o tt ,  to  the known body ot the i n t e r t e x t ,  to r  te a r  they might want 

read ing . E lu ard 's  legendary search through every author mentioned by 

Ducasse is  said to  have borne t r u i t ,  but such prospects remain 

daunting.

The second p ra ct ic e  is  the e x p l i c i t  c i t a t io n  ot ' r e a l '  names, 

the  names ot t r ie n d s ,  w r i te rs ,  c r im in a ls ,  heroes, gods etc . and the  

t i t l e s  ot te x ts .  In  the d e t in i t i v e  version ot the Chants de M a ld o r o r , 

Pythagoras, Descartes, David, G o lia th ,  and Satan are mentioned. From 

the  t i r s t  ed it io n  ot the f i r s t  Chant  the names of Ducasse's f r ie n d  

Dazet, of Byron and of his f r ie n d ,  D orset, are suppressed. Real names 

p r o l i f e r a t e  in Poes ies ,  and the  p ra c t ic e  is  in te re s t in g  in the Chants 

fo r  not being the means of th a t t e x t 's  grounding in the r e a l :  when i t  

i s  announced in Chant  V .7 th a t  'Nous ne sommes plus dans la  n a r ra t io n .  

( . . . )  H61as! nous sommes maintenant a r r iv e s  dans le  r £ e l ' ,  th a t ' r e a l '  

tu rns  out to  mean the emergence from a ta r a n t u la 's  body of 'R eg in a ld '  

and 'E lss en eu r ' ,  two tran s fig u red  v ic t im s  of Maldoror who recount 

t h e i r  experiences and awaken t h e i r  aggressor from ten years of 

tormented sleep; the whole episode being the a l le g o r ic a l  t ra n s ­

f ig u r a t io n  of an e labora te  l i t e r a r y  i n t e r t e x t . 13

The th i r d  p ract ice  is  the use of e p i th e ts ,  c ircum locutions  

and s u b s t i tu t io n s  to  designate the p ro tagon is ts  of the  drama, ' le s
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t r o i s  personnages nommAs': 'l'homme, l e  CrAateur, e t  moi-m&me',

Maldoror (C h V I . l ) .  These are m ateria l enough -for a th e s is  in t h e i r  own

r i g h t .  The Chants play obsessively  with problems of d es ignation ,

s a t is fy in g  the re a d e r 's  'passion connue pour le s  Anigmes'. This is  not

only a r e la t io n  between LautrAamont the  's c r ip t e u r '  and h is  ' l e c t e u r ' .

When Maldoror himsel-f takes to  w r i t in g ,  the in s c r ip t io n  of the  name

becomes the promise of v io lence:

Mervyn est dans sa chambre; i l  a regu une m issive. Qui 1 ui 
a done A c r i t  une le t t r e ?  Son tro u b le  l ' a  empAchA de rem ercier  
1 'agent p o s ta l .  L'enveloppe a le s  bordures n o ire s ,  e t  les  
mots sont traces  d'une A c r i tu re  hA tive . I r a - t - i l  p o rte r  c e t te  
l e t t r e  A son p£re? Et s i  l e  s ig n a ta ire  l e  lu i  defend 
expressAment? ( V I . 5)

U n like  a book, where the name of the  s ignatory  is  d isplayed over the

threshold  of the te x t  -  u n like  the Chants de M a ld o r o r , par le  Comte de

LautrAamont ( Is id o re  Ducasse), whose cover can d isp lay  up to  th ree

s ig n a to r ie s  -  a l e t t e r  suspends the re v e la t io n  o f the au th o r 's  name

u n t i l  the  end of the te x t .  Mervyn comes to  the end of the l e t t e r  and

discovers th a t  the s i te  of the name is  a place where th re a ts  are

v e i le d  and enigmas are proposed:

'T ro is  A to ile s  au l ie u  d'une s ig n a tu re ,  s 'A c r ie  Mervyn; e t  une 
tAche de sang au bas de la  page!'

The Ducassian oeuvre is  framed by such an enigma, one tha t  

begins simply enough but th reatens f i n a l l y  to  mark the s i t e  of the  

name with an in d e l ib le  indeterminacy. Ducasse's very f i r s t  s ignature  

i s  composed of these three s ta rs ,  placed on the  cover of the  f i r s t  

e d it io n  of Chant 1 (August 1868), at the  end of i t s  re -p u b l ic a t io n  in  

the  Pariurns de i 'A a e  ( January 1869), and as s ignature  of the Choses 

t r o u v i e s  dans une p u p i t r e  (published December 1868). M a ldoror's  own 

sig nature  can be read e a s i ly  enough in to  these instances to suggest a 

play  at the thresholds of f i c t i o n  and r e a l i t y .  I t  i s  more d i f f i c u l t  to  

read the la s t  paragraph of Poesies 21 (June 1870), placed where a 

s ig nature  might be expected:

Les t r o is  points term inateurs  me fo n t hausser les  Apaules de 
p i t iA .  A -t-on besoin de cela  pour prouver que 1 'on est un homme 
d 'e s p r i t ,  c 'e s t -A -d i r e  un im becile? Comme si la  c la r tA  ne v a la i t  
pas le  vague, A propos de po in ts !  (P I I .1 5 9 )
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I f  these ' t r o i s  po in ts  te rm in a teu rs ' a re ,  as most commentators c le a r ly  

b e l ie v e ,  'p o in ts  de suspension', then Ducasse's conclusion i s  a 

re fu s a l  of continuance -  or at le a s t  of i t s  formal in s c r ip t io n  -  th a t  

can be accommodated by a discourse on Ducassian d e fe r ra l  (see my 

conc lus ion ). But i f  these 'p o in ts '  are analogous to  M aldoror's  

'A t o i l e s ' ,  then Ducasse's la s t  word is  some kind of r a t io n a le  fo r  the  

r e je c t io n  of pseudonymity on the cover of Poes ie s ,  and the  discourse  

th a t  accommodates i t  is  one on h is  onomatographic p ra c t ic e  (as 

h e r e ) . 1*  There i s  a th ird  conceivable p lace  fo r  i t ,  dealing  with  

Ducassian indeterm inacy, where ' l a  c l a r t 6 '  and ' l e  vague' co llapse  

in to  each other fo r  want of a means to determine the c o rrec t  reading  

of the  te x t  th a t  contrasts  them. Such a discourse has no s p e c i f ic  s i t e  

in  t h is  th e s is ,  but i t  lu rks  in the s u b - te x t ,  th rea ten in g  o ccas iona lly  

to  t ro u b le  i t s  surface.

3, THANATOGRAPHY

Solving onomatographic enigmas is  not always the province of the  

source -hun ter , but on occasion i t  can be. Bloodstains are common 

enough in the  in te r te x t s  of the Chants , and the  one placed by Maldoror 

at the bottom of the page i s  not n ecessarily  the same Shakespearean 

'tctche de sang' th a t  marks the end of in  Poesies I , but th e re  may be a 

so lu t io n  to  h is  enigmatic s ignature in  the nickname given by P ar is ian  

s a t i r i s t s  to  Byron a f te r  h is  death a t  Missolonghi: 'Lord T ro is

E t o i l e s ' . i:f Maldoror is  enough of a Byronic type to  have declared h is

l i t e r a r y  o r ig in s  in  an in s c r ip t io n ,  a funerary  t r ib u t e  to  a f a l l e n

hero. Byron himself i s ,  a f t e r  a l l ,  a notorious in s c r ib e r  of h is  own

name.

Perhaps th is  is  source-hunting fo r  i t s  own sake; the fa m i l ia r  

ob jec t io n s  to  ' l e  mirage des sources' are a lready echoing. F i r s t  

voiced by Blanchot in 1948, they have since been f re q u e n t ly  repeated.  

P ley n e t,  fo r  example, c i te s  Blanchot approving ly , even i f  a la rg e  p a rt  

of the  paper c ited  above (pp .37-44) is  devoted to seeking sources fo r  

the Chants de Maldoror  in  the De re ru n  na tu ra  o f L u cre t iu s . The same 

tendency to  recur characterises  what might be c a l le d  ' l e  mirage des 

noms'. S o l le r s '  1979 Tel quel  a r t i c l e ,  L 'Auguste  Conte , i l l u s t r a t e s  

the f i x a t io n  in  i t s  purest form, combining a simple p iece  o f
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h is to r ic o -b io g ra p h ic a l  research (Ducasse's -father may have named h is  

son a f te r  I s i d o r e  Auguste Comte, h is  in t e l le c t u a l  id o l )  w ith  a 

■fashionable piece o-f g lossography  (Ducasse subverts the f a t h e r 's  

p o s i t i v i s t  mythology by reading him self as ' I s i d o r e ,  1 'Auguste Conte 

de Lautr6am ont.. . ' )  to f in is h  by applying to  him the Nietzschean  

assertion  t h a t ,  'en toute  logique de 1 '6 c r i t u r e  q u ' i l  met en p lace ,  

tous les  noms qui ont d i t  quelque chose, en e f f e t ,  c 'e s t  l u i ' . 1® The 

ob ject of th is  is  once again to  dispense w ith the b iograph ica l  

sub ject: unbound by h is  f a th e r 's  out-dated f ix a t io n  on Comte, and a t  

one w ith  an equally  unbound Nietzsche, Ducasse i s ,  in  Jan K o t t 's  now 

so dated phrase, our contemporary.

In La Science de L a u t r6 a a o n t , S o l le rs  had a lready  d e a lt  the  

biograph ica l subject a fa t a l  blow, f a t a l  not the le a s t  fo r  ta k in g  the  

death of the biographical subject Ducasse as the premise from which he 

develops h is  seductive theme. In S o l le r s '  reading the want of a body -  

the  actual corpse, los t in  the 'fosse commune', or the  b iographica l  

corpus (L y k ia rd 's  pun1*)  -  f a r  from h indering discussion of the te x ts ,  

increases the force  of the discussion; the body's absence looms there  

behind each word, the ghost of the b iograph ica l p le n itu d e  each reader  

has n a ive ly  yearned fo r ,  an in s is te n t  reminder of the t e x t u a l i s t  

t r u t h ,  and tonento  t o r i . What we are reminded of each time S o l le rs  

evokes so seductively  the images of those th ings we lack -  c e r ta in  

knowledge of the author's  l i t e r a r y  purpose, c e r ta in  knowledge of h is  

oedipal r e la t io n s  -  is  th a t only a c r i t i c a l  discourse f re e  of these  

and a l l  other personal i s t  obsessions can come to  terms w ith 'La 

Science de Lautr§amont' .  For h is  own p art  S o l le rs  re fuses to  be 

in te re s te d  in  the p e rso n a lity  of Ducasse. Where th ere  had been r i f e  

speculation on the causes ot death (s u ic id e ,  consumption, p lague,  

m i l i t a r y  action  e tc . )  with S o lle rs  the cause is  only to be discovered  

w ith in  the bounds of the te x t  i t s e l f ,  in  the  event a t th a t  po in t where 

the  te x t  opens onto i n f i n i t y .  The post-1 im inary 'a v is '  on the  la s t  

page of the prin ted  tex t announces th a t 'c e t te  p u b lica t io n  permanente 

n 'a  pas de p r ix .  ' S o lle rs  comments th a t Ducasse died 'de cet acte  -  et  

probablement de nul au tre ' i L 'A ugus te  Comte, p. 41 ) .  P u b lic a t io n  is  

nothing less than f a t a l .

S im i la r ly ,  in the place of rea l b ir th -tra u m a s , genuine 

mystery around h is mother's death, and evident h o s t i l i t y  to  -h is
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•father, S o l le rs  o-f-fers the traumas o t te x tu a l  b i r t h ,  death and re ­

b i r t h ,  the  passage from anonym to  pseudonym to  the proper name on the  

t i t l e - p a g e s  ot h is  books: 'Ducasse est d6sormais le  t i l s  de ses

o e u v re s . ' Here S o l le rs  is  quoting P ley n e t,  and he adds: 'C e tte  phrase 

est £ prendre A la  l e t t r e ,  comme d^signant un entantement se ta is a n t  

dans e t par 1 ' £ c r i t u r e ' . 20 'E c r i t u r e '  is  the o r ig in  and sate  ground ot 

a l l  S o l le r s '  untoward judgments. S ta r t in g  with a kick a t  B lanchot's  

Heideggerian t i x  on ' 1 'o r i g i n a i r e ' and on the 'pseudo-contrad iction  

M a l d o r o r / P o e s i e s , then using D e r r id a 's  'science de 1 ' a r b i t r a i r e  du 

sig ne, science de l a  trace  immotiv^e' to  t in is h  him o t t  (p .2 52 ) ,  

S o l le r s '  'Science de Lautr£amont' i s  thenceforward a 'sc ience de 

1 'E c r i t u r e ' .  The trequency with which the words 'E c r i t u r e ' ,  ' t e x t e ' ,  

and the  language ot l in g u is t ic s  re tu rn  is  evidence enough th a t in  the  

neologism 'th a n a to -g ra p h ie ' i t  i s  the  graphological component th a t  i s  

supposed to  take p r io r i t y .  A tte r  a l l ,  the a l lu r e  ot the body-in-death  

was no doubt intended as no more than an expose ot the re a d e r 's  own 

weak d e s ire  to r  morbid d e t a i l .  Once the w r i t in g  is  underway the  

s l i g h t l y  metaphysical and l e s s - th a n -m a te r ia l is t  death-m otiv can be 

played out.

And yet t h is  doesn't happen. The Ducassian corpus may be a 

prime example ot 6 c r i t u r e - over—1i t t G r a t u r e , but the s trength ot the  

argument th a t  says so l i e s  e n t i r e ly  in p laying  on morbid te a rs .  

Anxious in  the absence ot a biography, the reader succumbs to  the  

melodramatic e t te c t  ot the vosento mor i  th a t  authorised S o l le r s '  

neologism, t ix a te d  by the p s e u d o -s c ie n t i t ic  in s c r ip t io n  ot the name ot 

the  deceased.

4 . PSEUDONYMITY

This t i x a t io n  on the Name is  a modern s u b s t i tu te  to r  a b iographica l  

c r i t ic is m  now proscribed, and i t  i s  not su rp r is in g  to  t in d  th a t the  

t i r s t  c r i t i c s  ot the Chants de M a l d o r o r , w r i t in g  betore  th a t  

p ro s c r ip t io n  was entorced, are g e n e ra l ly  untroubled by the  

problem atics  ot Naming. To Ducasse's Second Empire contemporaries, 

anonymity or pseudonymity were to  be expected ot works in  some way 

r i sq t i $  or p o l i t i c a l l y  s e n s i t iv e ,  under a regime where s t r i c t  

censorship was an important too l ot government. I t  is  true  th a t there
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Georges d 'H e i l l y ' s  1869 D i c t i o n n a i r e  des pseudonywes s t i l l  performed a 

necessary fu n c t io n ,  and when Ducasse h im self re fe rs  ( P I . 27) to  a te x t  

as ' l a  Com6die In fe rn a le  du Po lona is ' i t  i s  not out of a ta s te  fo r  

circum locution but because when the  t r a n s la t io n  of t h is  epic of soc ia l  

r e v o l t  was published in January 1870 the anonymity of the author -  

Krasinski -  was s t i l l  a s e n s it iv e  issue , and h is  name did not appear 

on i t s  cover.

This s e n s i t i v i t y  to  an au th o r 's  s i tu a t io n  before the law may 

be re f le c te d  in  the s ilence of Lautr^amont's f i r s t  review er as to  h is  

i d e n t i t y ,  which was probably known to  him, s ince i t  i s  assumed th a t  

'Epist^mon' is  A lfred  Sircos, a dedicatee of Poes ies .  ( In c id e n t a l ly ,  

th a t  assumption is  made by a c u r io u s ly  c irc u i to u s  rou te  through the  

raw m a te r ia ls  of the problematic in  question , since A lfred  Sircos i s  

i t s e l f  a pseudonym chosen by Georges-Paul-Emile Emion, a surname 

which, when elaborated in the manner of the glossographers, g ives  

Epist£mon3° ) . I f  i t  i s  argued th a t  the  th ree  paragraphs of tha t f i r s t  

review hard ly  afforded space fo r  such secondary questions, i t  needs 

only comparison with the second of the  Chants '  th ree  contemporary 

repercussions, P o u le t-M a lass is ' n o t ic e  in  h is  B u l l e t i n  t r i m e s t r i e l  des 

p u b l i c a t i o n s  d i f endues  en France impr i n&es  £ 1 ' s t r a ng e r  issued the  

25th October, 1869 ( tex t  in f u l l ) :

' I I  n 'a  plus de manich^ens, d is a i t  Pangloss. -  I I  y a moi' ,  
r^pondait M artin . L 'auteur de ce l i v r e  n 'e s t  pas d'une esp£ce 
moins ra re .  Comme B audela ire , comme F la u b e rt ,  i l  c r o i t  que 
1 'expression esth£tique du mal implique la  plus v ive  ap p ^ tit io n  
du b ien , l a  plus haute m o ra li ty .  M. Is id o re  Ducasse (nous avons 
eu la  c u r io s i ty  de connattre  son nom) a eu t o r t  de ne pas f a i r e  
imprimer en France Les Chants de M a l d o r o r . Le sacrement de la  
sixifeme chambre ne lu i  etft pas manqu£. 31

P o u le t-M a las s is ' re v e la t io n  may, perhaps, have been ta c t le s s ,  but h is  

choice of words expressed n ic e ly  the p e r io d 's  vers ion  of the  

Problematic of Naming: i t  is  a m atter of c u r io s i ty  merely, the

c u r io s i ty  of a b ib l io p h i le  or th a t  o f the censor. This is  put more 

d is c re e t ly  by the anonymous commentator in  the B u l l e t i n  du B i b l i o p h i l e  

e t  du B i b l i o t h ^ c a i r e  of May 1870:

Ce volume, imprim6 A B ru xe lles ,  a £ t6 ,  nous ass u re -t -o n , t i r £  & 
p e t i t  nombre e t  supprim6 ensu ite  par l 'a u te u r  qui a dissim ul6
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son v e r i ta b le  nom sous un pseudonyme; I I  t ie n d ra  une place parmi 
les  s i n g u l a r i t y  b ib liograph iques . 22

This i s  the  la s t  comment on the  Chants de Ma ldoror  p r in te d  in  

Ducasse's l i f e t im e .  Thenceforward h is  empty biography and enigmatic  

death -  not yet the t hanatograph i e  th a t S o l le rs  proposes -  provide  

s u f f ic ie n t  scope fo r  c r i t i c a l  e la b o ra tio n s  of the t r a d i t io n a l  kind. 

Th erea fter  the Chants de Maldoror  are u n iv e rs a l ly  a t t r ib u te d  to  the  

Comte de Lautr§amont, and i t  is  not u n t i l  the r e -p u b l ic a t io n  of 

Poesies  th a t  'Ducasse' f ig u re s  as a proper name in  the  h is to ry  of 

l i t e r a t u r e .  Even then, almost every e d i t io n  of the  complete works 

gives the pseudonym f i r s t ,  p r iv i le g in g  f i c t i o n a l i t y  over what is  

imagined to  be the biographical r e a l .  I t  i s  one lesson of P o i s i e s  th a t  

a re a l  name does not necessarily  have attached to  i t  a b iograph ica l  

su b jec t.  This is  a lesson read in  the  next part of t h is  chapter.

*  *  #

1. This phrase, from the la s t  strophe of Chant  V, i s  the echo of a 
phrase from the end of the la s t  strophe of Chant  IV  ( ' l e s  sy llabes  
de mon nom'). In  both cases the name is  Maldoror, and the  echo i s  
used to connect the two strophes in t e r t e x t u a l l y .  See my reading of 
Chant  V .7  in Chapter 5 .3  below, section 1.

2. In  L au t r i a mo n t , ta  bague d ' a u r o r e  nous p r o t ege ,  f i r s t  published  
in  l e  Disque v e r t , 1925, reproduced in  E n t r e t i e n s , 1971, p. 66. 
Caradec (Laut r&amont , p . 195) g ives a f u l l  account of possib le  
glosses.

3. See Generat i ng L a u t r i a mo n t 1s T e x t , in  H a ra r i ,  Tex t ua l  S t r a t e g i e s , 
1979, p. 405. I quote an extensive passage here because the key terms 
w i l l  be used, im p l ic i t l y  or e x p l i c i t l y ,  a t various p o in ts  throughout 
th is  th e s is :

( . . . )  We must there fo re  s t a r t  with a non va riab le ,  th a t  i s  the  
t e x t ,  and t r y  to f in d  out how the ru le s  generating l i t e r a r y  
te x ts  apply to Lautr6amont's.

I propose that any te x t  can be shown to  be generated from a 
minimal sentence or m a t r i x  (sometimes from a kernel word whose 
semes may be actua lized  in to  words, these words then forming a 
m atrix) in accordance w ith  two ru le s  of expansion and 
conversion. Expansion means th a t  every component o f  the m a t r i x  
generates  a form more complex than i t s e l f .  I  s h a ll  c a l l  each 
such component a g e n e r a t o r , and the segment of the  re s u l t in g
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t e x t  derived -from i t  I sh a ll  c a l l  a t r a n s f e r ® .  The generator and 
the trans-form are semantic and fu n c tio n a l homologues. From a 
generator composed of one word, expansion generates a group of 
words, a phrase or a sentence.

Convers ion  means th a t  the  t e x t  i s  generated by the  
s i mu l t aneous  m o d i f i c a t i o n  o f  the same f a c t o r  i n  every  
s e m a n t i c a l l y  r e l e v a n t  component o f  the m a t r i x .

4. Hugo, Oeuvres p o i t i q u e s  c omp l e t es , p . 990.

5. Lam artine, Harmonies poe t i ques  e t  r e l i g i e u s e s , p . 303.

6. Premieres med i t a t i ons  p o e t i q u e s , p . 296.

7. B au d e la ire , Oeuvres comp l e tes , p . 724. This passage i s  c i te d  by 
Caradec (op.  c i t p . 196), a f te r  noting the anagrammatic in s c r ip t io n  
of Maldoror.

8. Le Parnasse contempora i n , 1866, p . 226. C h a t i l lo n  was a f r ie n d  of 
B audela ire  and h is  Poesies  were published by Le P e t i t  J o u r n a l , 
d is t r ib u t o r  of the f i r s t  Chant de Maldoror  (see Caradec, op.  c i t .  
p . 2 19 ).

9. Caradec (op.  c i t .  p .289) makes the  suggestion th a t Ducasse read 
the  poem in  the Complement aux F l eu r s  du mal  published by Michel 
L£vy in  1869, the volume he asks Pou let-M alass is  to  send him (in  
l e t t e r  6, see Appendix B ) , and suggests th a t  the a l lu s io n  to  
Baudela ire  as '1 'amant morbide de la  v£nus h o tte n to te '  in  Poesies
1.27  i s  the tra c e  of th is  reading. This is  lud icrous . A poem about a 
woman from the Malabar coast of In d ia  would not immediately conjure  
up the stereotyped reference to  Jeanne Duval as H o tten to t Venus. 
(Jeanne Duval, in c id e n ta l ly ,  was n e ith e r  'h o t te n to te '  nor 
'm a lab a ra is e ' ,  and Caradec is  reading h is  own confusion of non- 
caucasians in to  Ducasse.)

10. M arcelin  P leynet, Laut reamont  p o l i t i q u e , in  Tel  Quel  45, p . 32.

11. R i f f a t e r r e ,  op.  c i t .  p . 420. J . - F .  D e le s a lle  (Lat reaumont  f u t - i l  
1 ‘ ance t re  de Laut reamont , in  Revue d ' H i s t o i r e  l i t t e r a i r e  de l a  
France  3 , 1974) -  suggests that the te x tu a l source may have been
supplemented by a biographical connection with Sue's h is to r ic a l  
model, a noble of the court of Louis XIV.

12. Grubbs (The pseudonym o f  I s i d o r e  Ducasse , MLN 6 6 .2 ,  1951) proves 
the f e a s i b i l i t y  of such a mistake by quoting a l e t t e r  from Balzac to  
Madame Hanska where, w r i t in g  of the Sue c h ara c te r ,  he puts  
Lautreamont fo r  Latreaumont.

13. Laut reamont  e t  l e  l e c t e u r , in  Quat res l e c t u r e s  de Lau t r eamon t , 
Rochon, Fedy e t .  a l . ,  1972, p .237.

14. My own preference is  fo r  Mario Uchard. This f r ie n d  of Baudela ire  
published a r t i c l e s  under the name 'M a r io ' ,  but more im p o rta n t ly ,  
th e re  are vague textua l reminiscences of the opening of h is  1866 
novel Une Dern i k re  passion  in  the episode ( C h I I I . 1 )  where the two 
horsemen Maldoror and Mario f ig u re .  Uchard's n a r ra to r ,  Guillaume de 
Chandor ( 'ce cheva lie r  des n u ag es ') ,  describes how he and h is  
companion were re tu rn ing  one storm-tossed n ight from hunting  
' l ' i s a r d '  ( p . l ) ;  his companion comments on the storm: ' l e  M a itre
6 te rn e l  vous donne un m erveilleux spec tac le , me d i t  F ra n tz ,  i l  y a
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1A to u t  un chant pour votre  prochain po&ne' ( p .3 ) .  In the Chants the  
n a rra to r  describes ' l e  spectacle de la  meute l i v id e  des malheurs, 
poursuivant sans rel&che, A t ra v e rs  les  fo n d r i£ res  e t  le s  gouffres  
de l 'a b a tte m en t immense, les  isa rds  humains.' There are in c id e n ta l  
d e t a i ls  th a t  connect the two te x ts ,  but i t  would be d i f f i c u l t  to  
e s ta b l is h  Ducasse's motive in h ig h l ig h t in g  t h is  p r e - te x t .

15. See Chapter 5 .3  below, section 1. 'E lsseneur' marks an immediate 
l i t e r a r y  association  as the s e t t in g  o-f Hamlet .  'R eg ina ld ' has every  
chance o-f having emerged -from a novel by 1 'abb6 C. Gu6not c a l le d  
R e g i na l d ,  ou l e  f i l s  de l a  j u i v e  (1867),  in which the hero declares  
'Eh b ien , j e  cho is is  la  c a r r i£ r e  des armes' (p .5 7 ) ,  the same 
' c a r r i£ r e  des armes' that the Reginald o-f the Chants had taken up 
a f t e r  M a ldoror's  assault on him. Again, as with 'M ario ' th ere  are  
in c id e n ta l  connectives th a t  do not conc lus ive ly  add up to  the  
designation  o-f a p r e - te x t ,  but they are tempting nonetheless.

16. There is  one other s ignature  in  Poes ies ,  the designation in  the  
'E nvo i' o-f ' l e  G6rant' as ' I . D . ' ,  in to  which a commentator (whose 
name escapes me) has not -failed to  read a pun on ' id 6 e ' .

17. The 'surnom' is  c ited  by Hugo in  h is  1824 ob ituary  o-f Byron, re ­
published in  1868 in L i t t G r a t u r e  e t  p h i l o s o p h i e  m£I£es, I . ,  p .291:

Quelques jo u rs  apr6s la  nouve lle  de la  mort de lo rd  Byron, on 
re p r£ s e n ta it  encore A je  ne sa is  quel th e a t re  du boulevard je  ne 
s a is  q u e l le  fa c § t ie  de mauvais ton e t  de mauvais goQt, ou ce 
noble poete est personnellement mis en sc£ne sous l e  nom 
r i d i c u l e  de l o r d  T r o i s - E t o i l e s .

Shakespearean associati0n§ with Maldoror are strong. Chant  1 .12 is  a 
r e -w r i t in g  o-f the graveyard scene -from Haml e t , and th ere  is  a d i re c t  
re fe rence  to  Hacbeth (V . l )  in  Chant  I I . 2: 'On ne c r o i r a i t  pas, au
premier abord, que Maldoror c o n tln t  ta n t  de sang dans ses a r t^ res ;  
c a r ,  sur sa f ig u re  ne b r i l l e n t  que le s  r e f l e t s  du c a d a v re . ' 
(F ran co is -V ic to r  Hugo's t r a n s la t io n  of Lady Macbeth's words is :  
'Pourtant qui a u ra i t  cru que le  vieux homme edt  en lu i  tan t de 
sang?' -  Les Tyrans, 1866, p . 157.)

18. L ‘ Auguste Comte, pp .42-3. See Nietzsche: ' I  am, a f te r  a l l ,  a l l
the names in  h is to ry '  ( l e t t e r  to  Burckhardt, 6 .1 .1 8 8 9 ,  in  The 
P o r t a b l e  N i e t z s c h e , 1954, p . 685). Inso fa r  as the choice of the
C h r is t ia n  name ' Is id o re '  i s  concerned, i t  i s  re le v an t th a t Ducasse 
was born on the 4th of A p r i l ,  the fe a s t  of Sa in t Is id o re  of S e v i l le .

19. ' I n  q u a s i-S u rre a l is t  terms an e x q u is i te  corpus '.  L yk ia rd ,  
Poes ies ,  1978, p . 8.

20. La Science de L a u t r i a m o n t , in  Log i q u es , p . 253. S o l le r s '  
in s is te n c e  on a c lose-reading o f h is  T e lq u e l is t  co lleague is  
symptomatic of the movement's s e l f - v a lo r is in g  a u to - fe t is h is m . See * 
P le y n e t 's  repeated references t o  S o l le rs  and K r is te v a ,  and 
K r is te v a 's  repeated references to  P leynet and S o l le rs .

21. C ited  in Caradec (op. c i t .  p . 280 ).

22. C ited  in Caradec (op. c i t .  p . 3 2 0 -1 ) .  A cu rio u s ly  'u n - s c i e n t i f i c ' 
c u r io s i ty  motivated S o lle rs  in  h is  in v e s t ig a t io n  of Ducasse's name:

J 'a i  eu la  c u r io s i ty  -  je  ne sa is  pas si vous avez f a i t  
a t te n t io n  k ga, je  ne sa is  meme pas s i j e  1 'a i  6 c r i t  -  j ' a i  eu 
la  c u r io s i ty  de me poser l a  question de savoir un p e t i t  peu ce 
qui se passa it  autour de c e t te  question du nom d ' Is id o r e  
Ducasse. ( L ‘ Auguste Comte, p . 42)



-2 PRACTICE

1. GLOSSOGRAPNY & REAL NAMES

The d is t in c t iv e  onomatographic p ra c t ic e  of Po&sies  is  d is t in c t iv e  not 

le a s t  because i t  d i f f e r s  so markedly from the p ra c t ic e  of the  Chants 

de Ma l do r o r .  F i r s t l y ,  there is  the  d isp ro p o rt io n a te  concentration of 

names in  the smaller t e x t ,  revers ing  the proportion of sheer s iz e .  

Secondly, g lossing the names is  an e n t i r e ly  d i f f e r e n t  procedure from 

t e x t  to  t e x t .  In the Chants a l l  but e ight of the names c ite d  are of 

f i c t i o n a l  ch arac te rs , and f ix in g  t h e i r  s ig n if ic a n c e  i s ,  as we have 

seen, an e labora te  combination of c re a t iv e  etymology and specu la tion .  

In  P o i s i e s  f i x in g  the name is  a more mundane h is to r io g ra p h ic a l  

procedure. Aside from those dedicatees who remain obscure to  th is  day, 

w ith in  the body of the te x t  i t s e l f  th e re  are names th a t have re s is te d  

de te rm in a tio n . The Ecuadorian poetess Dolores de V e in te m il la  mentioned 

in  Poes ies  1 .27 was s t i l l  footnoted in an e d it io n  from 1971 as 

probably a character from some untraced n o v e l .1 In determining the  

i d e n t i t y  of the 'Z o r i l l a '  mentioned in  the same passage, e d ito rs  are  

s t i l l  to rn  between an in su rrec tio n a l Spanish general and S pain 's  most 

eminent Romantic poet and p layw rig h t. In e i th e r  case Ducasse is  g u i l t y  

of m issp e llin g  the name Z o r r i l l a .

Notes, l ik e  b ib l io g ra p h ie s ,2 are notorious c a r r ie r s  of th a t  

v iru s  th a t  can a f f l i c t  any researcher handling la rg e  amounts of 

secondary m a te r ia l ,  where a casual e rro r  or an id le  speculation  

acquires the s o l id i t y  of fa c t  through r e p e t i t io n .  In 1960 Goldfayn and 

Legrand had c ite d  Adolphe Franck's La Kabba l e , 1843, in e lu c id a t in g  

c e r ta in  po in ts  of th e i r  gnostic reading of Ducasse. Eleven years l a t e r  

Jean and M ezei's  equally  esoteric  Ducasse is  found to  r e f e r ,  in t h e i r  

e d i t io n  of the complete works, to  the  same Franck (re -c h r is ten e d  

Auguste) when he remarks: 'C 'es t au nom de ces m§mes vertus  que Frank 

a m£connues, que nous voulons bien le  s u p p o r te r . ' ( P I . 32) Their note 

i s  i l lu m in a t in g  fo r  the way th e i r  enumeration of F ranck 's  in te re s ts  

constructs  him as a natural object of Ducasse's c r i t i c a l  a t te n t io n ,  

w ithout mentioning h is  w r it in g  on the  Kabbalah. I l lu m in a t in g  also is
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the  way they accept unquestioningly th a t  Ducasse m isspelt t h e i r  

au th o r 's  name:
Auguste Franck (1809-1893), philosophe, professeur £ la  Sorbonne 
et au College de France, est l 'a u te u r  de d ivers  t r a i t ^ s  0 C1 i l  
expose et defend 1 ' im m o rta l it£  de 1 '3me, le  d e vo ir ,  1 'amour de 
Dieu, de 1 'humanity et de la  p a t r ie .  Quelles vertus  a - t - i l  
'm^connues' aux yeux de Ducasse, 1 '6 tude syst^matique de ses 
oeuvres le  r £ v £ le r a i t  sans doute?

{Oeuvres completes de Lau t r eamon t , Jean & M ezei, p .324)

They re s to re  Franck's correc t - f i r s t  name in  a note l i s t i n g  the  

'Auteurs, ouvrages e t personnages c i t i e s  dans les  L e t t re s  et dans les  

P o e s i e s ' ,  but the v iru s  is  a lready a c t iv e .  Two independent mentions o-f 

Franck have consecrated him as p a rt  of the  pre-Ducassian corpus. 

T h erea fte r  he can be f r e e ly  c i t e d .  Hubert J u in 's  1973 e d i t io n

reproduces the Jean and Mezei note verbatim , including the in c o rre c t

f i r s t  name, as does Lykiard in  1978. By the time Pierssens in  1984 is  

using Franck's  D i e t  ionn a i r  e p h i l o s o p h i q u e *  as a source-book fo r  

n ine teen th -cen tury  philosophical d iscourse , the  a s s im i la t io n  is  

complete. By then i t  is  i r r e le v a n t  th a t ,  in  a passage dealing with  

Romantic f i c t io n a l  characters and on a page where A lfre d  de Musset i s  

tw ice  mentioned by name, most commentators read 'Frank ' as the hero of 

Musset's La coupe et  l es  l & v r e s . Moreover, Ducasse had s p e lt  the  name 

c o r r e c t ly ,  u n l ik e ,  fo r  example, 1 'abb6 Baunard in  Le Doute e t  ses

v i c t i m e s  dans l e  s i k c l e  present  (1865 ),  where La coupe e t  l e s  I k v r e s

is  analysed and the hero 's  name tw ice  s p e lt  'Franck' (p .282 ).

More b iz a r r e ly ,  the re fe rence  in P o i s i e s  1 .36 to  ' l e s  fous de 

Cobb', having a t  f i r s t  m ystif ied  Goldfayn and Legrand, i s  traced v ia  

the  'jeune f i l l e '  Ducasse describes re ac t in g  so s tran g e ly  to  a reading  

of th a t  t e x t .  The re s u l t  is  th is  curious footnote :

C 'est ce d e ta i l  qui nous a mis sur la  p is te  des myst^rieux 'Fous 
de Cobb' (s ic ) -  s i c  -  en 1 'absence de tou t auteur portant ce 
nom: i l  s 'a g i t  vraisemblablement des ouvrages de Mrs Frances
Power Cobe, membre de d iverses  soci6 t6s  pour 1 'Education des 
demoiselles et pour le  t ra i te m e n t  humain des a li£ n £ s :  Broken
L i g h t s  (1864), Cr i mi na l  I d i o t s r Homen and Minor  (1863),  Darn ing  
L i g h t s  (1868) e t c . ,  dont une adaptation  fu t  pub li£e  anonymement 
par Louise Michel: i l  e t d 'a i l l e u r s  probable que Ducasse a su
1 'a n g la is .  (Poes i es ,  Goldfayn & Legrand, p . 72)



This v iru s  in fe c ts  Juin again. I t  i s  less  serious fo r  the  Jean/Mezei 

team and Caradec, who also name the more l i k e l y  candidate , Jules  

Lermina, jo u r n a l is t ,  n o ve lis t  and h is to r ia n .  His H i s t o i r e s  I nc r oy a b l e s  

were published under the pseudonym W ill iam  Cobb and fea tu red  a s to ry  

e n t i t l e d ,  p re c is e ly ,  Les f o u s . The problem now is  th a t  the H i s t o i r e s  

I n c r o y a b l e s  were f i r s t  published in  1885, f i f t e e n  years a f t e r  the  

p u b lic a t io n  of Poes ies . One s o lu tio n  is  th a t  Ducasse knew Lermina's  

t e x t  through a personal contact, but then he wouldn't a t t r ib u t e  the  

t e x t  to  the a u th o r 's  occasional pseudonym. Another is  th a t  the s to ry  

f i r s t  appeared in one of the two jo u rn a ls  Lermina ed ited  in  the 1860s, 

Le Co r s a i r e  and Le Satan , but n e ith e r  of these survive  in  the  

c o l le c t io n s  of the B ib lioth£que N a tio n a le  to  enable id e n t i f i c a t io n .

Whether a reference is  to  'W il l iam  Cobb' or to  Mrs Frances 

Power Cobe, to  Adolphe Franck or to  Musset, to  the t ra g ic  heroine of 

an unknown novel or to  the g reates t n ine teen th -cen tury  female poet in  

Spanish, the  consequences fo r  in te r p r e t a t io n  can be s ig n i f ic a n t .  

Ducasse is  a more convincing K abbalis t i f  he appears to  c i t e  an expert 

in  the f i e l d ,  but the c r e d i b i l i t y  of an e so ter ic  reading is  much 

diminished by the c i ta t io n  of the  wrong Frank. To a b iographer, the  

p o s s ib i l i t y  th a t  Ducasse might have known Lermina's te x t  through a 

personal acquaintance o f fe rs  a fresh  avenue fo r  research; to  a reader  

of Ducasse's readership , i t  shows he was prepared fo r  Poesies  to  make 

complete sense only to  the happy few ab le  to  id e n t i f y  such a 

re fe ren ce . Conversely, i f  Ducasse i s  r e fe r r in g  to  untrans la ted  w r i te rs  

in  Spanish, we may conclude th a t he envisages a well and widely read 

read ersh ip , or possibly an hispanophone readership back in  Montivideo.

The consequences fo r  in te r p r e ta t io n  might a lso be s l ig h t :  

Frank, Cobb and Dolores de V e in te m il la  are ju s t  th ree  names among 

dozens, mentioned once in passing. They are not the 'Grandes-T£tes-  

M o lles ' upon whom most of Ducasse's a t te n t io n  is  f ix e d .  In a te x t  

where a major author l ik e  Hugo is  mentioned or a lluded to  e ighteen  

t im es, Lamartine fourteen , Byron t h i r t e e n ,  Musset tw e lve , Racine 

seven, C o rn e i l le  and Goethe s ix ,  and Shakespeare fo u r ,  the  f i f t y  or so 

mentioned but once have s ig n if ic a n c e  only c o l le c t i v e ly ,  c iphers fo r  

the c en tu ry 's  ' 1i t t § r a tu r e s  m ineurs'.



2 . PET1TES-TETES-M0LLES

There are many authors o-f Ducasse's t im e , names th a t punctuate h is  

various enumerations of the g re a t ,  who scarce ly  belong in a h is to ry  of 

th a t  p e r io d 's  l i t e r a t u r e .  Of poets l i k e  Diguet and Gagne, n o v e l is ts  

l i k e  Zaccone and La Landelle , philosophers (as Ducasse c a l l s  them) 

such as Biechy and Navi l i e ,  few traces  remain by which to  remember 

them .* But i f  th e i r  presence in  P o i s i e s  g ives the te x t  a recond ite  

a i r ,  i t  i s  perhaps u n fa ir ly :  N a v i l l e 's  e d i t io n  of Maine de B ira n 's

penskes  (1857) had established h is  re p u ta tio n  as a scho la r , and h is  

in c lu s io n  in Lemerre's anthology of n ineteenth  century prose shows he 

had some reputation  as a w r i te r ;®  when V a l le s ,  in  l e s  V i c t i mes  du 

l i v r e , enumerates the authors whose works have corrupted t h e i r  

readers , La Landelle f ig u res  alongside Sue and C o o p e r a n d  Gagne, 

perhaps hopelessly obscure today, was unlucky not to  f in d  im m o rta l i ty ,  

alongside Ducasse, in  Breton's A n t ho l og i e  de i ' humour n o i r . His cla im  

to  in c lus ion  would be d i f f i c u l t  to  r e f u t e ,  reading the announcement of 

h is  H i s t o i r e  des M i r a c l e s , 'renfermant une dedicace k Mme Gagne, Une 

Preambule H is to r ique , L 'H is to ire  de ma mort, le s  memoires de ma v ie  

m iraculeuse, e t le  Bonheur du Crucufiem ent, par M.Gagne, Avocat des 

fo u s , candidat u n iv e rs e l,  surnaturel e t  perpetuel k la  deputation e t k 

1 'Academie f r a n g a is e . ' His other works include a 3000 verse poem l e  

Su i c i de  (1841), 'Ocean des c a t a s t ro p he s  (1847, unpublished), and 

1 ' U n i t e i d e  ou l a  Femme messie (1852 ),  an epic in  25,000 verses. He was 

a lso  e d i to r ,  in  1849, 'd'un journal i n t i t u l e  l 'Esperance , qui plus  

ta rd  est mort dans le  plus cruel d e s e s p o ir ' ,  and c re a to r ,  in  1845, of 

a un iversa l language, ' l a  Gagne-monopanglotte' .  His most noted gesture  

was the messianic o ffe r in g  up of h is  own body fo r  consumption by the  

v ic t im s  of the famine in A lg e r ia .7

U nsurpris ing ly , Gagne had a c e r ta in  n o to r ie ty  in  h is  

l i f e t i m e ,  and was in fa c t  a recognised type of l i t t e r a t e u r .  In  Ca? 

from 1873, a s a t i r e  on bourgeois notions of l i t e r a r y  production,  

Corbiere need name only two authors in  suggesting the range of options  

a v a i la b le :

( . . . )  CA c 'e s t  nalvement une impudente pose ;
C 'e s t ,  ou ce n 'e s t  pas gai  r ie n  ou quelque chose.
Un chef d'oeuvre? I I  se peut, je  n'en ai jamais f a i t .
Mais, est-ce  du huron, du Gagne, ou du Musset?®
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Even a f t e r  h is  death (and twenty—four years a f te r  P o i s i e s ) , Bloy, in

the H i s t o i r e s  d i s o b l i g e a n t e s , can c h a ra c te r is e  a piece of bad w r i t in g

by re fe rence  to  Gagne:
C '6 t a i t  lamentable. Imagines le  poncif le  plus poussi£reux, le  
plus c u lo t t£ ,  le  plus crasseux, le  plus f £ t id e .  Un amalgame 
e f f ra y a n t  de Racine, du bonhomme Gagne e t de D£saugiers.

( Le p a r l o i r  des t a r e n t u l e s )**

Even to  a student of the p e r io d , several names mentioned are  

i r r e t r i e v a b l y  inconsequentia l. Foreign authors l i k e  Krasinski ( P I . 27) 

and V e in te m i l la ,  i f  s ig n if ic a n t  in  t h e i r  own c o u n tr ie s ,  play no part  

in  the  l i t e r a r y  h is to ry  of the Second Empire. Gustave Aymard, or 

Aimard, was the author of widely read novels with s u i ta b ly  l ia ldororian  

t i t l e s  -  l e s  Chercheurs de p i s t e s ,  La Loi  du l y n c h ,  Les I n v i s i b l e s  de 

P a r i s ,  Les Sca l peurs  blancs -  and m erits  an en try  in the D i e t i o n n a i r e  

des au t eu r s  appended to  P ichois ' Le Ronant isme 1843-1869 , but th e re  is  

no place fo r  him w ith in  the body of th a t  te x t ;  the p e r io d 's  h is to ry  

would have been much the same without him. The same i s  t ru e  of the  

R.P. F61 ix ,  with a place in  the h is to ry  of C atho lic  p re d ica tio n  as

successor a t  Notre-Dame to L aco rd a ire , who had succeeded Ravignan, 

but, u n l ik e  these i l lu s t r io u s  predecessors, w ithout a place in the  

wider h is to ry  of the century 's  l i t e r a t u r e .  These d if fe re n c e s  are  

sim ultaneously acknowledged and denied by the  way the names of the  

th ree  p red ican ts  are preserved in  P o i s i e s , in terspersed  randomly among 

poets, n o v e l is ts  and p laywrights in  a passage th a t  breaks down

d i f f e r e n t i a t io n s  and h ie ra rch ies . (Though one might question the  

suggestion of randomness by observing th a t the names of the  th ree  

pred icants  appear a t  regular in te r v a ls  and in  reverse chronological  

o rder, and th a t  the placing of F £ l ix  beside Gagne might r e fe r  to  some 

kind of debate conducted in  p r in t ,  or from the p u lp i t ,  between them: 

i t  appears th a t F £ l ix  had spoken out against Gagne, against h is  

Messianism perhaps, fo r  Gagne comments, in  l a  P r i i r e  t o u t e - p u i s s a n t e : 

's i  j ' a v a i s  cru le  sa in t R.P. F £ l ix ,  qui ne v o i t  en moi ni Dieu ni

D ia b le ,  je  sera i p eu t-e tre  un Demon!!! Pour bien me f a i r e  c r o ire  que 

mon im agination ne peut r ie n ,  1 'E s p r i t  D iv in  me f a i t  f a i r e  tout le  

c o n tra ire  de ce q u 'e l l e  r e v e ! ! ' 10)

In e v i ta b ly ,  the h is to r ia n  of a p e r io d , w ith h in d s ig h t,  

imposes on i t  an order d i f f e r e n t  from th a t  discerned by

contemporaries. Yet compared w ith  c e r ta in  other contemporaries,



Ducasse doesn 't -fare so badly as he might; He may r i g h t l y  a f f i rm  th a t  

from ' le s  ouvrages de Dickens, de Gustave Aymard, de V ic to r  Hugo, de 

Lande lle , ( . . . )  un en fa n t ,  survivant & 1 'u n iv e rs ,  ne p o u r ra i t  pas 

re c o n s tru ire  1 '£me humaine', (P I I .5 7 )  but the  l i t e r a r y  h is to ry  such a 

c h i ld  might reconstruct from the  works of authors mentioned in  

P o i s i e s ,  incomplete though i t  might be, would not be so unacceptable  

today as th a t  f i r s t  impression of obscu rity  suggests. Given th a t  major 

and minor authors are a l l  equally  b la s te d ,  he could not be accused of 

the poor judgment of a Sainte-Beuve, who heaped excessive pra ise  on 

undeserving and now fo rg o tten  authors l i k e  Ernest Feydeau. Nor could 

Ducasse be charged with misjudging those authors he f a i l s  to  mention, 

such as Stendhal, given the p r o h ib i t iv e  b re v i ty  of h is  t e x t .  In  f a c t ,  

the  h is to r ia n  of the novel's  p o p u la r ity  in  n in e teen th -cen tu ry  France 

would f in d  the rudiments of th a t  h is to ry  inscribed  in  P o i s i e s ,  from 

the anglophone authors whose t ra n s la t io n  helped c rea te  and susta in  new 

mass markets (R a d c l if fe ,  S co tt,  Cooper, Dickens) to  French exponents 

who disdained p o p u la r ity  in the name of a r t  (G a u tie r ,  F la u b e r t ) ,  

passing through authors who were popular w h ile  managing to  preserve  

a r t i s t i c  in t e g r i t y  (Balzac, Hugo, Sand) or who were happy to  forego i t  

(Dumas, Sue, S o u l i£ ) , the whole h e a v i ly  sprin k led  with  

s tra ig h t fo rw a rd ly  commercial authors, some now e n t i r e ly  fo rg o tte n  

(Aymard, Capendu, 'Cobb', D iguet, Gaboriau, La L an d e lle ,  Zaccone) 

others s t i l l  with reputa tions  today (Ponson du T e r r a i l ,  F £ v a l ) .

This a r t ic u la t io n  of obscure and famous names, reminding the  

l i t e r a r y  h is to r ia n  that c r i t e r i a  of value change, makes P o i s i e s  a 

p o t e n t ia l ly  valuable  document. However, the t e x t 's  a t y p ic a l i t y  -  the  

specia l circumstances in which Ducasse's value judgments are formed, 

and t h e i r  f a i lu r e  to  s o l i c i t  a response a t  the time -  makes i t  a 

d i f f i c u l t  document to  read without an e lab o ra te  c o n te x tu a l is a t io n ,  and 

once such a c o n textu a lisa t io n  is  in p lace , reading the te x t  i t s e l f  as 

document becomes superfluous. I t s  c h ie f  value  is  as d iscourse, a 

coherent i l l u s t r a t i o n  of how the l im i t s  of l i t e r a r y  discourse can, in  

specia l circumstances, be s tre tch ed . In  t h is  resp ec t,  Ducasse's  

onomatographic p ra c t ic e  has made the  te x t  famous, concentrating  

a t te n t io n  on his dem ystif ications  o f the 'G randes-T6tes-M o lles ' ,  and 

in  p a r t ic u la r  on h is m isspellings of t h e i r  names.



3. 0H0MAT0GRAPH1C IMPROPRIETIES

The suggestion has often been made th a t  Ducasse is  a w i l f u l  m isspe lle r  

of words and, in Po i s i es  e s p e c ia l ly ,  of names, an anarchic despiser of 

onomatographic decorum. This idea is  u s e fu l ,  as we have seen, to  those 

who would persuade the reader th a t Ducasse means Franck by Frank and 

Cobe by Cobb, but i t  i s  unfounded. There are m issp e llin g s , of course, 

but w ith evidence from the p r in ted  te x t  of P o i s i e s  th a t  i t  was badly  

p roof-read  (P I ,  page 7, l in e  40; PI I ,  page 5 , l in e s  6 and 7; see 

fa c s im ile s  in  Oeuvres , ed. Juin, 1970), a misplaced accent or l e t t e r  

can e a s i ly  be put down to  a p r in t e r 's  e r ro r .  As we have seen in  

glossing the  name Lautreamont, i t  wouldn't be the f i r s t  time such 

extraneous te x tu a l  determinants warrant considera tion . In supporting  

h is  own suggestion th a t  Lautreamont might be a m isp rin t  fo r  

Latreaumont, Frangois Caradec c i te s  analogous evidence from the  la t e r  

te x t :

Ducasse n 'e s t  pas £ un lapsus pr£s. Dans 1 'e d i t io n  o r ig in a le  de 
P o i s i e s  2 , i l  e c r i t  sans aucun scrupule: Chateaubriand pour 
Chateaubriand; senancourt pour Senancour; Edgar Poe pour Edgar 
Poe; Mathurin pour Maturin; Georges Sand pour George Sand; 
L andelle  pour La Landelle; Biron pour Byron, B£con pour Bacon.

(Caradec, L a u t r i a i e on t , 1975, p . 277 )

Robert M onta l, in  h is  1973 handbook L a u t r i a m o n t , goes fu r th e r :

La p re c ip i ta t io n  temoignee par Lautreamont et que 1 'on peut 
a t t r ib u e r  £ des causes t r£ s  v a r i£ es  (d £s ir  de convaincre son 
p£re , besoin de se m anifes ter, peur d 'e t r e  p r is  de court par la  
maladie ou 1 'impuissance c r £ a t r ic e )  j u s t i f i e  sans doute les  
nombreuses negligences de s ty le  et d 'orthographe dont la  preface  
(s ic )  est email lee; certes , ni l a  correspondence, ni les  Chants 
de Maldoror  ne sont exempts d ' in c o rre c t io n s ,  de lapsus, de 
barbarismes ou d 'e rre u rs  syntaxiques; ( . . . )

(At t h is  po in t a note re fe rs  the reader to  ' 1 'ouvrage de M. Jaurisson:

A- t -on  l u  L a u t r i a m o n t ? ' ,  fo r  a d e ta i le d  inventory  of Ducasse's lapses.

M. Faurisson 's  book does indeed o f fe r  t h i s . )

( . . . )  mais le  laxisme manifesto par Ducasse dans P o i s i e s  a 
manifestement de quoi surprendre et ses fa n ta is ie s  grammaticales  
sont si d£concertantes que d'aucuns ont pu se demander si el les  
n '6 t a ie n t  pas v o lo n ta ire s . C 'e s t  a in s i qu'on trouve dans la  
premiere p a r t ie :  'C h ^ teau b rian t, Senancourt, Oberman, Poe,
M athurin, Georges Sand, Lerm ontoff, M isgkiew ickz, B iron,  
Bctcon ' .  (p. 97 )



Both Caradec and Montal are mistaken in  these c r i t ic is m s .  Montal would 

no doubt a t t r ib u t e  the manifeste ' lax ism e ' of h is  own te x t  to  some 

e x te rn a l agent, but the fa c t  remains th a t in  P o i s i e s  Ducasse does not,  

as Montal c la im s, w r ite  Chateaubriand with a ' t '  instead of a ' d ' ,  nor 

does he in s e r t  a second 'k '  in to  the name M isgki£w icz. 11

L ike  Montal, Faurisson f in d s  f a u l t  with the way Ducasse 

s p e l ls  the name of Senancour's hero, only where Montal l i s t s  'Oberman' 

as a Ducassian lapsus, Faurisson 's  exeg etica l commentary reads: 

'Obermann (s ic ) :  Oberman, l e  h6ros de Senancour' (/1-t-on l u

L a u t r i a m o n t ? , p . 184). Faurisson is  r ig h t  in  h is  t ra n s c r ip t io n ,  since  

the  t e x t  of P o i s i es  a c tu a l ly  reads 'des nourrices  en pantalon aux 

poupons Obermann', but wrong to  f in d  f a u l t ,  since Senancour himself  

published d i f f e r e n t  ed it ions  with d i f f e r in g  s p e l l in g s  of the t i t l e ,  

Oberman in  1804, Obermann in 1832, t h is  la s t  preserved in a l l  e d i t io n s  

t h e r e a f t e r .  Faurisson 's  objection to  the acute accent on the 'e '  of 

Senancour is  u n fa ir  inasmuch as Ducasse is  only one of many n ineteenth  

century w r i te r s  to  add i t .  He is  r i g h t ,  however, about the f in a l  ' t ' ,  

but t h i s ,  and the superfluous c ircum flex  on Chateaubriand and Bacon, 

do n o t,  to  my mind, c o n st itu te  evidence of anarchism, or even 'a 

c h a r a c t e r is t ic a l ly  sweeping Ducassian expression of humorous 

s u p e r io r i t y ' ,  as A lexis Lykiard puts i t  (P o i s i e s , 1978, p .9 8 ) .  Many 

apparent m isspellings are e n t i r e ly  compatible with contemporary 

p ra c t ic e .  Orthography fo r  common words had i t s e l f  only re c e n t ly  become 

f ix e d  and c e r ta in  proper names could s t i l l  be allowed a c e r ta in  

f l e x i b i l i t y .  I f ,  fo r  example, the  c ircum flex on Chateaubriand is

unwarranted, Ducasse is  frequently  in  good company in  supplying i t . 12

B audela ire , whose own name was f re q u e n t ly  m isspelt  

'B e a u d e la ire ' by h is  contemporaries, appears to  have been exceptional  

in  caring  about the correct orthography of such names. A l e t t e r  from 

1859 to  h is  f r ie n d  Auguste de C h a t i l lo n  ends w ith th is  p o s ts c r ip t :

Je c ro is  que je  viens de f a i r e  une fa u te  d'orthographe sur mon
enveloppe -  pardonnez-moi. -  Guand on e s tro p ie  mon nom je
pardonne d i f f i c i l e m e n t . 13

A note t e l l s  us th a t the envelope is  lo s t ,  but the mistake was

probably the  common one made in  w r i t in g  the addressee's name, th a t of 

adding a c ircum flex to  the 'a '  of C h a t i l lo n .  Six years l a t e r ,  

B a u d e la ire 's  notes fo r  an attack on Jules Janin r id ic u le s  the e rro rs



of the  jo u r n a l is t ic  establishment: ‘ Lecomte D e l i l l e .  . . .  Jean

B e a u d l a i r . . .  N '6cr ivez  pas G a u t h i e r , s i  vous voulez r£p arer  vo tre  

o u b l i ,  e t  n ' im ite z  pas ses gd iteurs  qui le  connaissent s i  peu q u ' i l s  

e s tro p ie n t  son nom .'l *

At le a s t  Ducasse is  not g u i l t y  of m isspe lling  B a u d e la ire 's  

name, nor G a u t ie r 's ,  nor th a t  o-f Leconte de L is le .  Were he in c lin e d  to  

make humour out of the s p e ll in g  of a name, Leconte de L is le  in  

p a r t ic u la r  would seem an obvious ta r g e t .  J an in 's  solecism i t s e l f  might 

be intended as a joke, a more economical means of making the same 

rapprochement V e u i l lo t  makes between Leconte de L is le  and 'son quasi 

homonyme' l 'a b b 6  D e l i l l e ,  reviewing Leconte's  Ka' in. 1 0  In Les t r e n t e -  

sept  M i d a i l l o n n e t s  du Parnasse con t empor a i n , Barbey d 'A u re v i l ly  plays  

on h is  s u b je c t 's  t ro p ic a l  o r ig in s  and exo tic  tas te s  in subject matter  

by s p e l l in g  h is  name 'M. Le Conte de l ' I s l e ' .  These are tem ptations  

Ducasse r e s is t s ,  re fe r r in g  simply to  'Leconte ' ( P I . 39 & 4 7 ) .  For the  

remaining charges: adding an 'h ' to  the name of the Reverend Charles  

Maturin is  an innocent enough m istake, and one a lso made by the  

u su ally  d i l ig e n t  B a r b e y ; o m i t t i n g  La L a n d e lle 's  d e f in i t e  a r t i c l e  may 

connote d isrespect of a noble sounding a p p e l la t io n ;  and adding an 's '  

to  g a l l i c i s e  'George' Sand's English pseudonym may well be an attempt 

a t d e m y s t i f ic a t io n .  But a case against Ducasse based on these alone  

would be ra th e r  weak.

V a r ia t io n s  in s p e l l in g  are a l l  the more common with fo re ig n  

names, but despite  what Caradec and Montal th in k ,  the name Byron is  

c o n s is te n t ly  s p e lt  c o rre c t ly  in  P o i s i e s , as i t  i s  in  Ducasse's  

l e t t e r s ,  and in  the f i r s t  Chant de M a l d o r o r . Only in  the  version of 

th a t  f i r s t  Chant prin ted  s ix  months l a t e r  in Bordeaux, in  E v a r is te  

Carrance's Parfums de I ' £ » e ,  was 'B iro n ' given fo r  'Byron' (see 

fa c s im i le  in  Oeuvres , Juin, 1970, p . 4 2 ) .  In a p u b lica t io n  over which 

Ducasse obviously had l i t t l e  c o n tro l ,  and which he may well not have 

p ro o f-rea d , such a misprint is  hard ly  s u rp r is in g .  I t  i s  c e r t a in ly  not 

the i n f a l l i b l e  sign of an a n a rc h is t ,  s ince i t  occurs on the t i t l e - p a g e  

of Baunard's l e  Doute e t  ses v i c t i m e s  dans l e  s i i c l e  p r i s e n t , an 

unimpeachable t e x t .  Ducasse's re fe rence  to  Anne R a d c l i f f e ,  w ith a 

superfluous f i r s t  ' e ' ,  has found i t s  way in to  l i s t s  of onomatographic 

offences, as has h is  sp e ll in g  of Shakespeare, w ithout the middle ' e ' ,  

but these too are minor ob jections . 'Shakespeare' in p a r t ic u la r  is



n o to r io u s ly  v a r ia b le  a name, o r th o g ra p h ic a l ly ,  as V ic to r  Hugo makes 

c le a r  in  presenting h is  son's t ra n s la t io n  o-f the works:

On est peu d'accord sur 1 ' orthographe du mot Sha k e s pe a r e  comme 
nom de -fam ille , on 1 '6 c r i t  diversement: Shakspere,  Shakesperef
Shakespeare,  Shakspeare^ l e  d ix -h u it i£m e  s i£ c le  1 '6 c r i v a i t  
hab itue llem ent Shakespear\  l e  trad u c teu r actue l a adopts 
1 'orthographe Shakespeare , comme l a  seu le  exacte, e t  donne pour 
c e la  des ra isons sans r£ p liq u e .  La seule  ob jection  qu'on puisse  
lu i  - fa ire ,  c 'e s t  que Shakspeare se prononce plus ais6ment que 
Shakespeare , que 1 'E l is io n  de 1 'e muet est p e u t -^ t re  u t i l e ,  e t  
que dans leur in t£ r 6 t  mfeme, e t  pour accro i'tre  le u r  - f a c i l i t y  de 
c i r c u la t io n ,  la  p o s t£ r i t6  a sur les  noms propres un d r o i t  
d'euphonie . I I  est Evident, par exemple, que dans l e  vers  
f ra n g a is  1 'orthographe Shakspeare est n£cessaire. Cependant, en 
prose e t  vaincu par la  demonstration du tra d u c te u r ,  nous 
e cr iro n s  Shakespeare. 17

Recently  published and tra n s la te d  -foreign authors were even 

more su sceptib le  to  orthographic v a r ia t io n ,  e s p e c ia l ly  when the name 

was to  be tran scrib ed  -from P o lish , l i k e  M ickiew icz, or -from Russian, 

as with Lermontov,10 The fore ign  name most fre q u e n tly  misrepresented  

in  French is  th a t  of Edgar A llan  Poe. His f i r s t  name re g u la r ly  

acquired a second ' d ' when transcribed  in to  French, h is  middle name 

A llan  was almost i r r e t r ie v a b ly  lo s t  in  the passage over, and the  

ad d it io n  of a d ia re s is  to  the 'e '  of h is  la s t  name, the crime of which 

Ducasse is  g u i l t y ,  is  as common as i t  is  in e x p l ic a b le .  I t  seems as i f  

the  la te n t  pun on 'poete ' proved i r r e s i s t i b l e  to  almost everyone save 

h is  t r a n s la t o r ,  B audela ire , who scrupulously s p e lt  the word 'p o e te '  

(not p o £ t e ' ) ,  and the  name 'Poe' (even i f  an e d i t o r ia l  by Gautier in  

the Revue de P a r i s  announces h is  f r i e n d 's  forthcoming 't ra d u c t io n s  

scrupuleuses . . .  d'Edgar P o e '1’ ) .  Baudela ire  can be held responsib le  

fo r  dropping Poe's pseudo-patronym 'A l l a n ' .  In  t h is  respect Ducasse 

departs from almost universal usage in  r e fe r r in g  to Poe's 'The Raven' 

as ' l e  Corbeau d 'A l la n '  ( P I . 2 7 ) ,  re s to r in g  the  suppressed name of 

Poe's adoptive  fa th e r .  In th is  one ins tan ce , a t  le a s t ,  Ducasse 

manifests not so much a ta s te  fo r  l i t e r a r y  anarchism as an excessive  

sense of onomatographic p ro p r ie ty .



4.  GRANDES-TETES-HOLLES
. . .  i l  n 'y  a r ie n  de plus b£te! (Poesies  1 .47)

The passing a l lu s io n  to an author, famous or obscure, is  the most 

minimal of possib le  readings. Authors may be mentioned as examples of 

a re g r e t ta b le  trend in modern l i t e r a t u r e ,  but when names are grouped 

together in  P o i s i e s , they are g e n e ra l ly  safe in t h e i r  numbers from too 

s p e c i f ic  a c a s t ig a t io n .  Whatever f a u l t  Ducasse f in d s  in  'pauvre  

Copp£e', the  impact of the disparaging e p ith e t  is  softened from being 

applied  e q u a lly  to  Hugo, Racine, C o rn e i l le ,  Boileau and Scarron. 

Poesies  1 .47  is  d i f f e r e n t :  each name l i s t e d  has attached to i t  a

customised e p i th e t ,  uniquely d e s c r ip t iv e  of the  named p a r ty 's  d e fects .  

The passage i s  a to u r -d e - fo rc e ,  and the h ig h l ig h t  of P o i s i e s  I ,

concentra ting  in  a minimal phrase the hyperbo lic  fo rce  of the Chants

de Ma l do r o r .  On i t  re s ts  Ducasse's re p u ta t io n  as a c r i t i c  of

Romanticism to  r iv a l  N ie tzsch e .20

Of these c r i t i c a l  e p i th e ts ,  some are f a i r  comments, others  

are o f fe n s iv e ,  and a few are p e r s is te n t ly  obscure. Some do l i t t l e  more 

than rehearse prevalent c r i t i c a l  c l ic h e s ,  others are im ag in a t iv e ly  

succinct re v is io n s  of them. Several read the a u th o r 's  subject matter

in to  h is  ch ara c te r ,  unremarkably in  Rousseau's case, la b e l le d

' s o c i a l i s t '  as the author of l e  C o n t r a t  s o c i a l  and s p i r i t u a l  fa th e r  of 

a strong vein of French rad ic a lism . Ducasse adds the 'g r in c h e u r ' ,  the

s e l f - p i t y in g  whinger of the Confess ions  a lready chastised in P o i s i e s ,

a longside Chateaubriand and Senancour, as the author of

'p le u rn ic h e r ie s  odieuses et sp ^ c ia les ' ( P I . 27 ) .

The id e n t i f ic a t io n  of the author with a f i c t io n a l  c rea tio n  is  

ap p ro p r ia te  enough when in s c r ip t io n s  of the s e l f  are so common in  the  

c e n tu ry 's  l i t e r a t u r e .  There is  nothing untoward in id e n t i fy in g  Goethe 

with  the t ra g ic  Werther, ' l e  S u ic id £ -p o u r -P le u re r ' ,  though by the  

1860s i t  may be a l i t t l e  reg ress ive  to  take l i t e r a l l y  a

c h a ra c te r is a t io n  th a t  Goethe h im self would have in s is te d  was mere 

f i c t i o n .  Zo la , reviewing a biography of Goethe in 1866, is  more 

modern:

Quant A Werther, quant £ Goethe, i l  r £ v a i t  seulement en po£te le
s u ic id e  du denouement. Ecoutez M. Hedouin:
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I I  su b issa it  1 ' in f lu e n c e  d'une mAlancolie to u te  poAtique, e t  
si une idAe de su ic id e  lu i  t r a v e r s a i t  1 'e s p r i t ,  i l  ne 
t a r d a i t  pas A en r i r e  lui-m£me. " J 'a v a is ,  d i t - i l  dans son 
autobiographie, une b e l le  c o l le c t io n  d'armes oCi se t ro u v a it  
un magnifique poignard. Je le  m etta is  tous le s  s o irs  prAs de 
mon l i t ,  e t ,  avant d 'A te in d re  ma lumiAre, j 'e s s a y a is  d'en 
enfoncer la  po inte  aigue de quelques pouces dans ma 
p o i t r in e .  Mais, comme je  n'en vine £ bout, je  me moquais de 
moi-m£me, je  chassai toutes  mes idAes hypocondres, e t je  me 
dAcidai A v i v r e . "

Vous voyez q u ' i l  est beaucoup plus -fac ile  de mourir en -f ic t io n  
que de mourir en r A a l i t A .21

When Ducasse reads Goethe's d is c ip le  Sainte-Beuve as Joseph Delorme, 

he reverses the e p ith e t ,  dismissing as ' l e  S u ic id A -p o u r-R ire ' the -far 

more serious sel-f-immolation described in the  Vie o-f Joseph Delorme:

LA commenga de propos dAlibArA, e t se p o u rsu iv it  sans relAche, 
son le n t  et pro-fond su icide . . .

La Raison morte rb d a it  autour de lu i  comme un fantbme, et  
1 'accompagnait A l 'abtm e q u 'e l le  A c la i r a i t  d'une lueur sombre. 
C 'es t ce q u ' i l  ap p e la it  avec une e-f-frayante Anergie, 'se noyer 
la  lan te rn e  au c o u ' .22

'Le Mohican-MAlancolique' is  recognisably  the Chateaubriand  

o-f h is  American -f ic t io n s , despite  the fa c t  th a t  he is  more often  

id e n t i f i e d  with h is  hero RenA, and desp ite  the fa c t  th a t the n a t ive  

Americans with whom his hero id e n t i f i e s  are not Mohicans but Natchez; 

accuracy is  s a c r i f ic e d  to a l l i t e r a t i o n .  Ann R a d c l i f fe  is  cast as a 

'Spectre-ToquA' on the grounds th a t ghosts are not in frequent in  her 

n a r ra t iv e s ;  Sainte-Beuve makes the  same ass o c ia t io n , and the same 

m isspe lling  of her f i r s t  name.23 Lermontoff is  a roaring  t ig e r  because 

such a beast attacks 'the n o v ic e ' ,  in  the poem with th a t  t i t l e . 24 In 

both instances Ducasse repeats  the reversa l e f fe c te d  with  

Chateaubriand, correc ting  the id e n t i f i c a t io n  th a t  might more 

co n ve n tio n a lly  be made with the author: R a d c l i f fe  with her v ir tu o u s  

hero ines, Lermontoff with h is  hero.

As 'cigogne larmoyante' Lamartine is  id e n t i f i e d  with the  b ird  

th a t  f l i e s  overhead, in La Chute d'un Ange, w hile  the f a l l e n  angel 

CAdar and h is  fam ily  cross the  desert:
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Une cigogne, seule , k l ' a i l e  diaprd?e,
Sans doute, h61as! aussi de sa rou te  £gar6e,
Comme une longue f l£ ch e  k la  t i n  de son v o l ,
Fendait l ' a i r  r£sonnant k quelques pieds du s o l ,
Dans ses deux pattes  d 'o r  emportant avec e l l e
Un de ses chers p e t i t s  k 1 'ombre sous son a i l e . 2*

To a symbol out o-f h is  poetry i s  added a psychological a t t r i b u t e ,  

te a r fu ln e s s ,  th a t  may a lso be out of h is  w r i t in g  but is  a t  the same 

time a b iographical c h a ra c te r is t ic .  The l y r i c  subject mourning over 

the  f i c t io n a l  E lv i r e  i s  in d is t in g u is h a b le  from the  b iograph ica l  

Alphonse mourning over J u l ie  Charles, a t  le a s t  in  the  terms of the  

biography of Lamartine a v a i la b le  to  an 1860s reader.

In several cases Ducasse re fe rs  to  the  w r i t e r 's  c h ara c te r ,  

appearance or l i f e s t y l e ,  almost always with the a d d it io n  of a te x tu a l  

re fe rence  to  e le v a te  the personal abuse - to  the leve l of l i t e r a r y  

c r i t ic is m .  To describe the p o r t ly  rou6 Hugo as fre s h -fa c e d  and th in  -  

as an '6chalas v e r t '  -  is  to  c a r ic a tu re  h is  personal appearance, but 

to  c a l l  him 'fun^bre ' is  to  make a l i t e r a r y  ' t i c '  of the expressions  

of g r ie f  th a t  recur in h is  verse, in p a r t ic u la r  in  the C o n t e mp l a t i on s . 

Musset's dandyism is  commonly evoked as grounds fo r  both personal and 

l i t e r a r y  o b jec t ions . Baudelaire had said ( in  a p r iv a te  l e t t e r  made 

p u b lic  in 18692* )  ' j e  n 'a i  jamais pu s o u f f r i r  ce m attre  des gand ins ',  

and would have concurred with Ducasse's view of the 'Gandin-Sans- 

C h e m is e - In te l le c tu e l le ' , a t leas t i f  the a l lu s io n  to  Musset's s h i r t  

d id n ' t  escape him. Ars£ne Houssaye in  h is  M^moi res r e la te s  an anecdote 

in  which Musset goes out w ith  the actress  Rachel 'sans chemise', but 

the M6moires w eren't published u n t i l  a f te r  1870; the anecdote may be

the  source, but not as to ld  in  Houssaye's t e x t .  I t  i s  more l i k e l y  th a t

Ducasse is  again reversing an a u th o r ia l  i d e n t i f i c a t io n ,  casting  Musset 

as h is  hero, despite  Musset's p ro te s ta t io n s :

Tu vo is ,  ami le c te u r ,  jusqu'oCi va ma fra n c h is e .
Mon h6ros est tout nu, -  moi, je  suis en chemise.
Je pousse la  candeur jusqu'A t ' e n t r e t e n i r  
D'un chagrin domestique. -  OCi v a is - je  en ven ir?
Je ne sais  vraiment pas comment je  vais  f i n i r .  22

'Le Mameluck-des-R&ves-d' A lc o o l ' a lso combines recognisable  

biographica l and tex tua l fe a tu re s : Poe and alcohol is  a common i f  

crude association  derived from the n a r ra t iv e  of h is  l i f e  and death;
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alcohol and revery are associated in  the opening of more than one o-f 

his  ta le s  (see The Angel  o f  the Odd) ,  but w ith no 'mameluck' -figuring  

in  Poe's Egyptological or Arab ist t e x t s , 20 the phrase 's  obscu rity  has 

not e n t i r e ly  l i - f te d .  Nonetheless we know Ducasse means to  reproach Poe 

fo r  h is  debauched l i f e ,  jo in in g  u n im ag ina tive ly  in the c r i t i c a l  chorus 

th a t  both Baudela ire  and Barbey d 'A u r e v i l ly  s trove  hard to  s i le n c e .

To accuse Gautier of being an 'S p i c i e r ' ,  even an incomparable 

one, is  s l i g h t l y  more s u b tle ,  applying to  the legendary a n t i-b o u rg e o is  

Romantic the  most damning of e p i th e ts .  P r iv a t  d'Anglemont provides  

t h is  gloss on the term:

Les romantiques n 'ava ien t de commun que leu r  haine des bourgeois  
q u ' i l s  appel&rent g£n£riquement dfpiciers. La so c i£ t6  ne se 
d iv is a  plus A leurs  yeux qu'en bourgeois e t  a r t i s t e s ,  les  
6 p ic ie rs  e t  les  hommes.2^

The preface  to  Mademoiselle de Maupin i s  c le a r  enough as to  whether 

Gautier would see himself as 'S p ic ie r '  or ' a r t i s t e ' ,  'bourgeois ' or 

'homme'.

Four of the T§tes-M olles  are  accused of in fe rn a l  

assoc ia tions . M aturin , whose Melmoth had signed a pact with the d e v i l ,  

i s  ' l e  Comp6re-des-T£n£bres' . 30 ' L ' Im i ta te u r -d e -S a ta n ' i s  M ick iew icz ,  

in  whose poem Dziady,  ou l a  f $ t e  des ao r t s ,  the  hero Conrad issues an 

oath against God -  'D ieu, tu  n 'es pas le  p6re des hommes' -  which the  

Devil overhears and completes, im i ta t in g  Conrad's voice: 'Tu n 'e s  que

leu r  T z a r ! ' . 31 A f a m i l i a r ly  Ducassian reversa l makes of the reputed ly  

impassive, an t i-ro m a n tic  Leconte de L is le  a 'C a p t i f  du D ia b le ' .  The 

e p ith e t  ignores the exotic  desc rip t io n s  of h is  Parnassian mode in  

favour of the high Gothic Romanticism of l a  T r i s t e s s e  du D i a b l e ,  

1 'Agon ie  d ' un  S a i n t  ( 'J e  vois flamber 1 'E n fe r ,  j 'e n te n d s  r i r e  le  

D ia b le ' )  and Les Paraboles de Don Guy,  addressing:

( . . . )  les  £mes encor sans tache  
Parmi ceux qu'en enfer Satan m£ne A 1 'a tta c h e .

A Satanic Leconte de L is le  is  not, in  f a c t ,  so u n l ik e ly  a construction  

bearing in mind the response generated by h is  'po£me de r £ v o l t e ' ,  Ka'in 

(1869), which one contemporary reviewer underlined by an association  

with Proudhon:

L'homme f a i l l i b l e  e t  qui se s a i t  t e l  asp ire  n£anmoins £ d£trdner  
le  Dieu s o i-d is a n t  i n f a i 11ib le .  VoilA 1 'a n t i th £ s e  form idable  que
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l e  po£te a voulu formuler dans Ka' irr. Je ne puis r e l i r e  ses vers  
si humains et si d iv ins k la  fo is  sans me rappeler ce mot d'un 
au tre  g£nie, le  plus calomni6 bien que 1 'un des plus grands de 
ce s i£ c le :  '0 Satan, tes  oeuvres ne sont pas tou jours  b e l le s  et  
bonnes, mais e l l e s  sont le s  seules qui donnent un sens et 
1 'un ivers  e t 1 'emp£chent d 'e t r e  ab su rd e ! '3Z

The association  o-f Byron with ' le s  domaines sataniques'

( P I . 22) i s  perhaps the le a s t  obscure o-f a l l  Ducasse's e p ith e ts .  

Southey and the h o s t i le  c r i t i c s  who came a-fter him f i r m ly  placed Byron 

at the head of the Satanic school. But why Ducasse should see him as a 

hippopotamus  of ' l e s  jungles in fe r n a le s '  is  m y st ify in g . The beasts are  

ra re  in  poetry . None f ig u re s  in Byron's verse, and the hero of 

G a u t ie r 's  poem L 'Hippopotame , though a denizen of the jung le , has no 

in fe rn a l  or Byronic fea tu res  th a t might make of the poem a p r e - te x t .  

Poss ib ly , Ducasse is  a llu d in g  to G a u t ie r 's  A l b e r t u s ? ou 1 ' dme e t  le 

p£ch£ (1832 ),  where the orgy in H e ll  is  attended by, amongst other 

c re a tu re s ,  an 'hippopotame lourd , F a ls ta f f  k quatre p ie d s ' ,  and

presided over by a Byronic d e v i l :

( . . . )  Ce n '£ t a i t  pas un d iab le  
Empoisonnant le  soufre et d 'aspect e f f ro y a b le ,
Un d ia b le  rococo. -  C '6 t a i t  un 616gant ( . . . )
Boiteux comme Byron, mais pas p lu s .33

This i s  more l i k e  a coincidence, and perhaps Byron is  only  

hippopotamus-like because of h is  club fo o t ,  a b io g ra p h ic a l , not a 

te x tu a l  d e t a i l .  Whatever the gloss, the e f f e c t  of such a r id ic u lo u s  

assoc iation  is ,  as intended, de -m ystify in g .

C o l le c t iv e ly  the 'Grandes-T^tes-M olles ' emerge from Poesies 1 

much diminished in  t h e i r  a u th o r i ty ,  t h e i r  weaknesses exposed. 

Ducasse's contention would of course be th a t  he is  only reading o f f  

symptoms, th a t  they were so ft in the head in the f i r s t  p lace , but the

c r i t ic is m  embodied in each ep ith e t  is  a lso  an ass a u lt ,  a c r ip p l in g

blow intended to n e u tra l is e  a th r e a t .  To th a t  end, the c r i t i c a l  

c lic h e s  are weapons re in fo rced  by the p e c u l ia r i t ie s  of Ducasse's 

re v is io n s .

The w r ite rs  hers chastised are not only 'T £ te s -M o l le s ' but 

' fem m elettes ' .  Effeminacy as a l i t e r a r y  c r i t e r io n  is  o ften  employed by
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c r i t i c s  of Romanticism, and often w ith  re ference  to  Rousseau, the root  

of th a t  e v i l :

Le moment d 'a r r ^ t  de la  l i t e r a t u r e  fran g a ise  commence k 
Rousseau. I I  est le  premier de ces i emwel i ns  de 1 ' i n t e l 1igence, 
en q u i , 1 'id£e  se t ro u b la n t ,  e t q u i , malgr6 des q u a l it£ s
6minentes, v i r i l e s  meme, fo n t in c l in e r  la  l i t e r a t u r e  e t la  
s o c i 6 e  vers leu r  d6c lin . (Proudhon34)

In Poesies  and in h is  second l e t t e r  to  Darasse, Ducasse locates  the 

beginning of l i t e r a t u r e 's  moral d ec lin e  at the same moment, though 

Proudhon's unpublished pamphlet is  a v a i la b le  only as contemporary 

i n t e r t e x t ,  not as p r e - te x t .  Effeminacy as a term of l i t e r a r y  abuse has 

a wide range of app lica tions  in  the p e r io d , not l im ite d  to  a 

m ora lis ing  discourse. I t  can be a c r i t e r io n  of prose s t y le ,  according 

to  C o u r ie r ,  who uses the same term 'fem m elette ' in a passage c ite d  by 

V il le m a in  in the preface du D i e t i o n n a i r e  de l ' Acaddmi e :  'Pour la

langue, i l  n 'e s t  femmelette du 176me s ie c le  qui n ' en remontr&t aux 

Buffon e t  aux Rousseau. ' 3B And i t  can even q u a l i f y  the readership and 

c a teg o r ise  i t s  responses, as in Paul de S a in t -V ic to r 's  1862 review of 

Les Mi s^ r  ab l es t

De tous temps, les  grands 6 c r iv a in s  ont pans£ et f a i t  c r ie r  les  
p la ie s  de leur s ie c le ;  e 'e s t  leur p r iv i le g e  e t  e 'e s t  leur  
devo ir .
Les tragedies  r^ e l le s ,  comme c e l le s  du th e a tre ,  doivent e x c i te r  
la  t e r r e u r ,  pour in s p ire r  la  p i t i 6 .
Une soc i6 t£  n 'e s t  pas une femmelette: i l  est permis de lu i  f a i r e
mal aux n e rfs ,  si e 'e s t  pour £mouvoir sa conscience.3*

I t  is  surpris ing , then, th a t  the 'fem in in e ' c h a ra c te r is t ic s  

of Ducasse's seventeen 'fem m elettes ' are not given more emphasis. The 

effem inacy of Senancour's passive hero (type of the 'n o u rr ices  en 

pantalons aux poupons Obermann' from Poesies  1 .27) is  ascribed to  his  

c re a to r ,  ' 1 'Homme-en-Jupon' ,  but otherwise Ducasse concentrates h is  

reserves  of gendered abuse on the cen tu ry 's  most favoured object of 

misogyny, George Sand. Sand is  the ob ject of considerable abuse from 

threatened male competitors, B a u d e la ire 's  'c e t te  l a t r i n e ' 3T being only  

one extreme instance. An a l t e r n a t iv e  to  a thoroughly sexualised  

reading is  to unsex the female author, re -c re a t in g  her as n e ith e r  

female nor male, but of ' le  tro is i£m e  s ex e ',  as V e u i l lo t  puts i t  in  

h is  parodic sketch of the femme-auteur 'G e o rg es '.3® pQr Ducasse to 

c a l l  Sand an hermaphrodite is  unremarkable enough when even as
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sympathetic a c r i t i c  as Gautier can r e f e r ,  in h is  Exce l l ence  de l a  

poGs ie , ' * *  to  '1 '6 c r iv a in  hermaphrodite, dont les  romans sont d'une 

po6sie si e x a l t £ e . . . ' .  But the e p ith e t  'c irc o n c is '  makes the abuse 

genuinely and more deeply anxious: simply to  c a s tra te  the  pen-w ield ing  

hermaphrodite would diminish the th re a t  posed to her male r i v a l s ,  but 

would imply th a t  her penis had been genuinely th rea ten in g  in the f i r s t  

p lace . Circumcising the penis, a s imulated c a s tra t io n ,  preserves her 

as u n n a tu ra l,  endowed only with a simulated penis. In c o n tra s t ,  the  

superfluous 's '  on the end of her assumed masculine forename, i f  i t  is  

not simply a m isp r in t ,  preserves her m ascu lin ity  but e ffaces  the sign 

of i t s  unnaturalness, the Englishness of the name 'G eorge'. (This  

might be a good place to s l ip  in my own te n ta t iv e  gloss on the name of 

Ducasse's hero in the Chants: since 'George Sand' is  the  'masculated' 

name adopted by Aurore Dupin, baronne Dudevant, then the assumed 

id e n t i t y  might reasonably be described as ' l e  mSle d 'A u ro re ' .  There is  

not much evidence so fa r  fo r the  su b -tex tua l presence of Sand in the  

Chants de l i a l d o r o r , but 1 have c e r t a in ,  y e t - to -b e - te s te d  th eo r ies  

about the  tru e  id e n t i t y  of the woman in  Chant  V.2 tra n s f ig u red  in to  a 

mass of 'm ati£res e x c r£ m e n t it ie l le s '  a f t e r  breaking the heart of a 

M u sset- l ike  p e lican . Once they are put to  the t e s t ,  my gloss might get 

some support, but fo r  the moment i t  w i l l  have to  stand a lo n e .)

Compared with h is  o ffensiveness towards Sand, Ducasse's  

h o s t i l i t y  towards her male r i v a ls  seems r e la t i v e l y  m ild . V iru le n t  

abuse i s  a part of the c r i t i c a l  game played by B au d e la ire , Barbey 

d 'A u r e v i l l y ,  V e u i l lo t ,  V a l le s  and Rochefort, among Ducasse's  

contemporaries, and la t e r ,  with g rea te r  in te n s i t y ,  by Nietzsche and 

Bloy. With women l i k e  Sand the v iru le n c e  revea ls  a gendered an x ie ty  in  

these c r i t i c s ,  and Ducasse's treatment of Sand shows the conformity  

th a t  can underscore even the most ra d ic a l  c r i t iq u e ,  even as i t  is  

fo rm a lly  in n o vative . The s e t -p ie c e  assau lt  on the ' Grandes-T£tes-  

M olles ' is  a d i s t i l l a t i o n  of the s ty le  of 1360s c r i t ic is m ,  whether 

progressive  or re ac tio n a ry ,  g iv ing  each item in a l i s t  of names the  

c r i t i c a l  force of a d ia t r ib e .  Those p a r t ic u la r is e d  re fe rences  are very  

d i f f e r e n t  from the passing and uncharged mentions which occur more 

f re q u e n t ly  in  Poes i es , but they lay  bare the deep s tu c tu re  of the  

polemical passing re ference, and in doing so reveal the p o te n t ia l  

fo rce  of even the s l ig h te s t  drop of a name.
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5, NAMES AS SIGNS

Names in  Poesies  are not simply r e f e r e n t i a l .  In such a short t e x t ,  the  

hundred or so references by name to authors, te x ts  and charac te rs , or 

to  m ytho log ica l,  h is to r ic a l  and contemporary personages, stand fo r  the  

t e x t ' s  power to  represent i t s  own p re -h is to r y .  When Eluard sought to

track  down the p re - te x ts  of Ducasse's oeuvre, he used Po i s i es  as a

c h e c k l is t ,  reading through every author mentioned by name th e re .  In 

h is  la r g e ly  imaginary biography of the author, Frangois Caradec 

compiles (p p .335-339) ' l a  b ib lio th £q u e  im agina ire  d ' Is id o r e  Ducasse 

(na ture llem ent incom plete )' on the  fa ls e  assumption th a t the mention 

of an a u th o r 's  name is  necessarily  the  t ra c e  l e f t  by a reading of th a t  

a u th o r 's  work. A reading can leave d i f fe r e n t  kinds of t ra c e ,  and a 

name mentioned can be the trace  of a d i f f e r e n t  kind of reading.  

Ducasse could have compiled the same l i s t  of names ju s t from reading  

the  newspapers. School books, pub lic  le c tu re s ,  p e r io d ic a l  jo u rn a ls ,  

c o l le c t io n s  of essays, l i t e r a r y  h is to r ie s ,  p u b lish ers ' l i s t s  etc; any 

of these are as l i k e l y  to be primary sources of Poesies  as the actual

works of an author, and a thorough examination of them a l l ,  £ l a

E luard , w i l l  even tu a lly  be ca lled  fo r .

More immediately, the t e x t 's  in te rn a l  chaos needs to  be 

d i f f e r e n t i a t e d .  This onomastic abundance should be sorted in to  

v a r ie t ie s  of re fe ren ce , ranging as i t  does from names dropped in 

l i s t s ,  through succinct, ap h o r is t ic  put-downs of the famous, to the  

extended c r i t iq u e  of in d iv idua l authors or t h e i r  wor^s. The c r i t e r i a  

fo r  c la s s i fy in g  these v a r ie t ie s  may themselves vary. Here the names 

are read as ways of w r i t in g  l i t e r a r y  h is to ry .  Poesies  i s  an 

a r t ic u la t io n  of various discourses -  some l i t e r a r y  -  made a r t ic u la t e  

by Ducasse the b e t te r  to be judged. Names may func tion  as markers of 

these discourses: Aeschylus, Sophocles and Eurip ides stand fo r  one

type of C lassicism , C o rn e il le  and Racine fo r  another, Ernest Legouv6 

fo r  yet another; Rousseau, S^nancour and Chateaubriand stand fo r  a 

type of Romanticism, Hugo and Lamartine fo r  another, Musset fo r  yet 

another. A r is t o t l e ,  Descartes and Bitchy stand fo r  p a r t ic u la r  types of 

philosophica l discourse; P la to ,  V o l ta i r e  and Ta ine, fo r  others. Names 

as markers of a discourse must be d i f f e r e n t ia t e d  from other d iscu rs ive  

markers: the same discourse can be said to  be s ig n a l le d ,  less

markedly, by re ference to i t s  semantic f i e l d ,  o r ,  perhaps more
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s u r r e p t i t io u s ly , by unmarked c i t a t io n  o-f i t s  te x ts .  Several terms -from 

the opening of Poesies 1 -  'sophismes, premiers p r in c ip e s , genres de 

po£sie, convention, poseur' e tc .  -  might be read in th is  way.

Nonetheless, the h is to r ic a l  perspective  of the opening of 

P o i s i es  1 can be read most c le a r ly  in the  re ference to  proper names. 

With c la s s ic a l  s o b r ie ty ,  Ducasse r e fe r s  to  the estab lished  t r iu m v ira te  

of Greek c la s s ic a l  thea tre  -  'J 'a cc e p te  Eurip ide  e t Sophocle; mais je  

n'accepte  pas Eschyle' -  and f ix e s  the context of h is  in te rv e n tio n  

in to  a c e r ta in  discourse on l i t e r a t u r e .  By re ference  to A r i s t o t l e 's  

own key re fe rences , he re fe rs  the reader of P o i s i e s  to a context 

marked 'A r is to te l ia n  p o e t ic s ' .  That context i s  more p re c is e ly

sp ec if ied  by the  reference to trag ed ian s , connecting l a t e r  references  

to  French c la s s ic a l  tragedy with th a t  A r is to te l ia n  discourse.

The re je c t io n  of Aeschylus i s ,  p a ra d o x ic a l ly , a contemporary 

re ference to  Hugo's Wi l l i am Shakespeare , from 1864. There Hugo 

describes how Aeschylus was brought to ju s t ic e  fo r  in c u rr in g  the

disp leasure  of the gods, when the  th e a tre  collapsed during a

performance of h is  work, and how 'v ieu x ,  on lu i  p r £ f £ r a i t  Sophocle et  

E u rip id e ' ( p . 124). Ducasse a lig n s  h im self with the Athenian th e a t re -  

going public  of the fourth  century B.C. against Aeschylus and,

a f o r t i o r i ,  against Hugo. Pursuing a yet d i f f e r e n t  d iscurs ive  strand,  

r e fe r r in g  to  theo log ica l f i r s t  p r in c ip le s ,  Ducasse re je c ts  Aeschylus 

as the archetype of the poet who competes with God in d i v in i t y  and

whose th e o r is t  and modern avatar i s ,  p r e c is e ly ,  V ic to r  Hugo. Ducasse 

is  not q u ite  r e fe r r in g  to the authors themselves -  he doesn't say why

he r e je c ts  Aeschylus only to the  discourse th a t re fe rs  to them,

using t h e i r  names as markers of th a t  d iscourse. This problematic  

i l l u s t r a t e s  in m in iature  how Ducasse a r t ic u la t e s  names and t h e i r  f ix e d  

associations without re ly in g  on th a t  f i x i t y .  A r is to te l ia n  and Hugolian 

poetics  are not comfortable together as d is cu rs ive  progen itors  of

Ducasse's passing remark. Their coupling is  acceptable because both 

are more e v id e n t ly  s ig n if ic a n t  elsewhere in P o i s i e s .  Were P o i s i es  not 

in the f i r s t  place a polemical a r t i c u la t io n  of C la s s ic a l ,  Romantic, 

post-Romantic and neo-Classical d iscourses, P o i s i e s  1 .3  would be a 

f a i r l y  redundant opening shot, since n e ith e r  Aeschylus nor Sophocles 

is  a lluded to again in the te x t ,  and Eurip ides is  mentioned only as 

Racine's source for the ' r £ c i t  de Th£ram£ne' (F'1.36). In the f i r s t
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l in e s  o-f Poes ies ,  archetypal c lassic ism  is  c ite d  and dispensed w ith .  

T h e re a f te r ,  the vocabulary out of A r is t o t le  w i l l  be preserved, but the  

names attached w i l l  be the those of French Classicism, C o rn e i l le  and 

Racine.

Ducasse does the same fo r  Romanticism with the next name

mentioned. Published in England in 1745 and t ra n s la te d  in 1769 by Le

Tourneur as the Hui t s  d 'Young , Edward Young's Hi gh t  Thoughts  had been

extrem ely  in f lu e n t ia l  in c rea ting  a public  fo r  the melancholic s t ra in

of the  e a r ly  French Romantics. Le Tourneur's version was re -pub lished

21 times between 1770 and 1836.40 By the Second Empire, however, he

was v i r t u a l l y  unread, his in f lu e n ce  n e g l ig ib le .  His so le  function  in

l i t e r a r y  discourse was as l i t e r a r y  archetype. For G a u tie r ,  in h is

re p o r t  on Les Pr ogr t s  de la pods ie  f r a n g a i s e , Young t y p i f i e d  a

Romantic to rpor superseded by Baude la ir ian  spleen:

Baudela ire  d i t  avec un mctle courage ses e r re u rs ,  ses 
d 6 f a i1 lances, ses d ^ l i r e s ,  ses p e rv e rs it£ s ,  sans manager 
1 'h yp o cris ie  du lec teur a t t e in t  en secret de v ices  tout p a r e i ls .  
Le d£gotit des mi §£re§ e t des la id e u rs  modernes le  j e t t e  dans un 
spleen k f a i r e  parai'tre  Young f o l & t r e . 41

More commonly he ty p i f ie d  the te a r fu l  mode, though by the  1860s he had 

been superseded in th is  by Lamartine who, in h is  Cours F a m i l i e r s  de 

L i t t i r a t u r e , found himself obliged to  p ro tes t h is  modernity by 

renouncing h is  forebear: 'Je ne suis  pas un homme de 1 '£co le

larmoyante des Nuits de Young.'4Z Leconte de L is le ,  in Les Poktes  

contenpora  i n s , gave the proper response: 'On s a i t  que le s  larmes sont 

d'un usage constant et ob lige  dans 1 '6co le  L am art in ien n e .*43 Ducasse's  

re fe ren ce  to  Young in Poksies  1 . 11 would seem incongruous were he not 

able  to  e x p lo i t  th is  archetypal fu n c tio n . His seemingly b iographical  

r e v e la t io n ,  which has sent the compilers of imaginary l i b r a r i e s  

scurry ing  to  determine which t ra n s la t io n  of the Hi gh t  Thoughts  to  

cata logue , discovers not one but two primal scenes of modern

l i t e r a t u r e ' s  in fluence: Romanticism in  i t s  in fan cy , and the  in fancy of 

Romanticism's v ic t im ,  the innocent reader: '0  Nuits  d'Young! vous

m'avez caus£ beaucoup de m ig ra in e s ! '  I t  is  not a comment on Young, who 

could not alone bear the weight of a f u l l - s c a l e  a ttack  on Romanticism. 

In Poksies  as in r e a l - l i f e  l i t e r a r y  h is to ry ,  Young is  superseded by 

Lamartine. Ducasse's attack on ' l a  po£sie personn elle ' is  an a ttack  on 

the school of Lamartine, ' l a  Cigogne-Larmoyante' .  The n o -lo n g e r-
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consequential Young is  allowed to  withdraw in to  the company of 

Aeschylus e t  a l .

I t  is  ju s t  as well th a t names do not have to  bear t h e i r  

r e f e r e n t i a l  burdens alone, since Ducasse can be as in te re s te d  in  

d is so lv in g  the association of name and discourse as in  preserving i t .  

I f  a chronological l i s t  of names is  l i t e r a r y  h is to ry  at i t s  most 

economical, th a t  h is to ry  is  most economically undermined by the  

re ve rs a l of chronology. In Poes ies ,  Racine comes before  C o rn e i l le  

(1 1 .3 7 ) ,  M ilton  before Dante (1 1 .1 3 ) ,  Eurip ides before Sophocles and 

Sophocles before  Aeschylus ( 1 .3 ) .  Just as o f te n ,  chronology is  not 

simply reversed but e n t i r e ly  dispensed w ith .  The a n t iq u i ty  of 

E u rip id e s ' c lass ic ism  is  dissolved by the inc lus ion  of the ' r £ c i t  de 

Th£ram6ne, t r a d u i t  par Racine le  p £ re ' among other pern ic ious , but 

modern w r i t in g  ( P I . 36). His coupling with Racine here e ffaces  in 

passing any d is t in c t io n  there might be between seventeenth-century  

French Classicism and the Modernity of authors such as Hugo, Musset, 

or Jules Lermina, destroying Ducasse's good work elsewhere.

Poesies  seems to  a l t e r n a te  between the most r igorous  

a p p l ic a t io n  of l i t e r a r y - h is t o r i c a l  categories  and the d is s o lu t io n  of 

such order. The i n i t i a l  d is o rd e r ly  impression is  strong but the  

counter-examples are many. The p le th o ra  of names seems no more than

c h a o t ic ,  but very soon th e i r  groupings can be seen to make sense. 

Obviously, Aeschylus, Sophocles and Eurip ides  go to g e th e r ,  as do 

Rousseau, Chateaubriand and Senancour. Sue and S o u li£ , Balzac and 

Dumas, Lamartine and Hugo, are a l l  acceptable p a ir in g s . Passages l i k e

P o i s i e s  1 .36 can ru in  that impression, but o thers , l i k e  1 .3 9 , re s to re

i t :  Sand, Balzac, Dumas and Musset are comfortable in each o th e r 's  

company; F laubert and Baudelaire share the honour of a prosecution,  

F6val and Ponson de T e r ra i l  are both consecrated popular n o v e l is ts ,  

and Leconte and Copp£e belong together as Parnassians, master and 

d is c ip le .  Even the t ra n s it io n s  between these p a ir in g s ,  from F£val to  

F lau b ert  as n o v e l is ts ,  from Baudela ire  to  Leconte as poets, can appear 

to  be more considered than casual, vestiges  of l i t e r a r y  h is to ry  as 

s tru c tu r in g  p r in c ip le .

In Poesies  1.47 '1 'anarch ie  en l i t t b r a t u r e '  attempts to

s u b s t i tu te  i t s e l f  for an ordered l i t e r a r y  h is to ry ,  and appears to  

succeed. Names, as signs, are detached from t h e i r  s p e c if ic  r e fe re n ts ,
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p a r t ic u la r  p o s it io n s  and discourses w ith in  Romanticism, and made to  

enact the theme of Ducasse's discourse on Romanticism: the d is a rra y  o-f 

Romantic l i t e r a t u r e .  The m isspe lling  o-f s ix  of these seventeen names, 

i f  proven, would re in fo rc e  the p o in t:  the miasmic confusion of which 

these authors are g u i l t y  in t h e i r  work, and the  danger of contagion  

therefrom , are made manifest in the body of Ducasse's t e x t ,  corrupted  

by example.

The sequence enacts the progress of the disease: the f i r s t  

th ree  names, grouped together again as they were in Po&sies  1 .27 ,  

promise an ordered passage through the c en tu ry 's  l i t e r a t u r e ,  leading  

from th re e  f igureheads of melancholy pre-Romanticism, a l l  French 

authors in  prose. A fte r  Chateaubriand, Senancour and Rousseau, the  

t r i o  of R a d c l i f f e ,  Poe and Maturin represent a d i f f e r e n t  strand of 

Romanticism, anglophone and goth ic . A ll  th re e  acquired fresh currency 

in  the 1860s in  t r a n s la t io n :  Poe v ia  B aude la ire , of course; R a d c l i f fe  

through Michel Levy's 1864 e d it io n  of L ' l t a l i e n ,  ou l e  confess i on e l  

des P e n i t e n t s  n o i r s ; and Maturin through Maria de Fos' 1867 

t r a n s la t io n  of Helmoth ou 1'Hoi tne e r r a n t , published by Lacroix and 

Verboeckhoven (p u b lis h ers , of course, of the  Chants de t t a l d o r o r ) .  

T h e re a fte r ,  however, order of any k ind, ch ro n o lo g ica l,  generic or 

l i n g u i s t i c ,  is  hard to  d iscern . I t  may be reasonable th a t Goethe and 

Sainte-Beuve form a couple on the grounds th a t (as Werther and Joseph 

Delorme re s p e c t iv e ly )  they both portrayed themselves as su ic id es , and 

Gautier and Leconte de L is le  may belong together as f igureheads of 

' l ' 6 c o le  p la s t iq u e ' ,  but Lam artine, Hugo and Musset, grouped together  

in  two other passages of P o i s i e s , and tw ice in the l e t t e r s ,  here f in d  

themselves kept a p a r t ,  f i r s t l y  by Lermontov and then by h is  fe l lo w  

s lav  Mickiewicz (who might themselves have formed an acceptable  

p a i r in g ) .  And George Sand, placed between G au tie r ,  with whom she 

shares few c h a r a c te r is t ic s ,  and M atur in , with whom she shares none, is  

four names away from her s o c ia l is t  precursor Rousseau, th ree  from her 

feminine role-model R a d c l i f f e ,  and nine names away from perhaps her 

most obvious companion, her lover A lfred  de Musset.
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I f  such d isorder s ig n i f i e s  the d is cu rs ive  anarchy of Romanticism, then 

the te n t a t iv e  re tu rn  to  order a t  the  end of the passage, when Musset 

is  paired with h is  l i t e r a r y  progenitor Byron, may s ig n i fy  a so lu tion  

to  th a t  anarchy. Not as p r a c t ic e ,  of course; Musset's subjection  to  

Byron's in f lu e n c e  is  one of the worst examples of Romantic disorder  

a v a i la b le  to  Ducasse, and not to  be im ita te d .  But a theory of Romantic 

d iso rd er ,  as theory of in f lu e n c e ,  may be a v ia b le  a l t e r n a t iv e .  As the  

la s t  of the  Grandes-T£tes-M olles, Byron forms an appropria te  p a ir  with  

the f i r s t  of them, Chateaubriand. Both are the l i t e r a r y  fa th e rs  of 

French Romanticism, r i v a l  heads of the  same fa m ily .  Ducasse, the 

fa m i ly 's  youngest and most r e b e l l io u s  member, is  not ju s t  i t s  

a r c h iv is t ,  compiling l i s t s  of names and anthologis ing  discourses. 

Embedded in  Poes ies ,  a longside the p o e t ic s ,  the l i t e r a r y  h is to r y ,  and 

the moral philosophy, i s  a theory of in f lu e n c e ,  ordering the  names and 

discourses in to  a r a t io n a le  of Ducasse's l i t e r a r y  e n te rp r is e .  I sh a ll  

re tu rn  to  th is  theory in the f i f t h  chapter of t h is  th e s is ,  where my 

premise w i l l  be the  power exerted by those names and d iscourses, and 

by the th e o r ie s  th a t  a r t i c u la t e  them. The la s t  part of t h is  chapter 

w i l l  examine a d i f f e r e n t ,  and less dangerous, kind of power invested  

in  names.

*  *  *

1. 'Une d i f f i c u l t ^  b ib lio g rap h iq u e  q u i ,  £ notre  connaissance du 
moins, n 'a  pas encore 6 t6  r^solue: 1 ' i d e n t i t y  de Dolores de
V e in te m i l la ,  ou p lu td t  de 1 'auteur de 1 'oeuvre ou f i g u r e r a i t  la  
suicid£e dont p a r le  Ducasse'. Oeuvres , ed. Jean & M ezei, 1971,
p .323. An a r t i c l e  by Pierssens (RHLF 3, 1974), has ensured th a t
e d ito rs  of Poesies  th e r e a f te r  have not remain in  the dark.

2. B ib l io g rap h ie s  of Ducasse seem to carry  an e s p e c ia l ly  v i r u le n t  
s t r a in .  On top of the  phantom a r t i c l e  by C.-H . Hirsch a lready  
mentioned ( p .3 4 ) ,  two a r t i c l e s  by Andr£ Breton constantly  reappear 
in b ib l io g ra p h ie s  without my ever having been able to  tra c e  them. 
One is  c a lle d  I s i d o r e  Ducasse and i s  said to  have appeared in  the  
journal L i t t e r a t u r e  fo r  December 1919; s ig n i f i c a n t l y ,  no 
b ib lio graphy  g ives  an issue number in  l i s t i n g  the item. The other  
a r t i c l e  is  a lso  c a l le d  I s i d o r e  Ducasse but is  said to  have appeared 
in December 1929, again in  the journal L i t t d r a t u r e , again with no 
issue number given. Since L i t t e r a t u r e  ceased p u b lic a t io n  in 1924, 
the second of these two a r t i c l e s  is  obviously apocryphal, and I 
b e lieve  the  f i r s t  of them to  be the re s u l t  of a confusion with  
Breton's  Note on P o e s i e s , published with the te x t  in L i t t e r a t u r e  No. 
2, A p r i l  1919.
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More r e c e n t ly ,  Jonathan Romney's th e s is  on Tex t ua l  Tyranny and the  
Role o f  the Reader  (1983) was l i s t e d  in the  b ib lio graphy  to R. 
P ic k e r in g 's  Lau t r i amon t - Ducasse ,  t h i m a t i q u e  et  & c r i t u r e  (1988) as 
being by 'J .  Rodker' (a hangover -from the previous en try  in the  
b ib l io g ra p h y ) .  This wouldn't be so bad i f  a more recent book s t i l l ,  
reproducing P ic k e r in g 's  b ib lio graphy  without examining the e n tr ie s  
in d iv id u a l ly ,  h adn 't  a lso  reproduced h is  e rro r  o-f a t t r ib u t io n .

3. In Eth i que  £ M a l d o r o r , p . 74. Pierssens a lso l i s t s  ( p .217) 
Franck 's  Morale pour tous  (1863) and h is  M o r a l i s t e s  e t  ph i l osophes  
(1371) as Ducassian in t e r t e x t s .

4. D ig u e t 's  Rimes de p r i n t emps  (1861) featured  a b r ie f  preface by 
Lam artine, but th is  did l i t t l e  to  ensure the a u th o r 's  p o s te r i ty .  
Bi£chy 's  I n d u c t i o n  (1869) seems to  have had no impact a t a l l  (save 
on Ducasse and Ducassians).

5. This anthology is  not overly  d is c r im in a t in g ,  but i t  preserves  
N a v i l l e 's  name fo r  p o s te r i ty  nonetheless.

6. In Les R £ f r a c t a i r e s  (1865, r£ -£ d .  1955), p . 150.

7. Gagne's extravagances are popular among Ducassians; they bring  
l ig h t  r e l i e f  to  the d u ll  exerc ise  of exp la in in g  a l l  Ducasse's  
a l lu s io n s ,  and even provide an opportunity  fo r  bonding between 
e d i to rs ,  as when Oster (Oeuvres completes de Lau t r£amon t , p . 360) 
in troduces h is  note thus: 'Sur Paul in  Gagne, on ne r £ s is te  pas au
p l a i s i r  de c i t e r  Hubert Juin ( p .4 7 5 ) . . . ' .

8. In Les Amours j a u n e s , 1873.

9. H i s t o i r e s  d&sob l i gean t es  (1894 ),  P a r is ,  1914, p . 49. D^saugiers 
(1772-1827) was a chansonnier of the R evolution , a precursor of 
B£ranger.

10. La P r i t r e  t o u t e  p u i s s a n t e , in  L ' H i s t o i r e  des M i r a c l e s , 1860.

11. That superfluous 'k '  does appear in  l e t t e r  4, where the name is  
s p e lt  'M isg k i£w ickz ' .  L a te r ,  in l e t t e r  7, the s p e l l in g  given is  
'M is g k ie w icz ' .  Both of these l e t t e r s  e x is t  as m anuscript-  
reproductions, and show Ducasse could be in c o n s is te n t ,  but as 
Faurisson comments ( p . 191):

Le nom de Mickiewicz 6 t a i t  t re s  souvent e s trop i£  £ 1 '6poque de 
Ducasse. On trouve 'M igk i6w icz ' dans Les Olympiades , album de 
1 'Union des Pontes, Vie Olympiade D id ie r ,  6 d i t .  1866 (en 
£ p ig rap h e ).

12. I have found examples in Sainte-Beuve and G a u tie r ,  though 
sometimes i t  can appear to  be the caprice of the ty p e -s e t te r  tha t  
determines the  p lacing  of an accent; nonetheless these te x ts  set 
some kind of a precedent. There is  a lso a precedent set fo r  
Ducasse's s p e l l in g  of Senancour's name in  a curious te x t  from 1862 
by Eugene Loudun c a l le d  Les T r o i s  r a c e s , where the decadence of 
modern l i t e r a t u r e  is  dated from the e ighteenth  century and la b e l le d  
a Germanic in f lu e n c e :  'Qui fu t  p lus  allemand que 1 'auteur
d ‘ Obermann, S£nancourt?.. . '  (c i te d  in  Bechtel & C a r r i£ re ,  
D i c t i o n n a i r e  de l a  b & t i s e , p . 265 ).
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13. B au d e la ire ,  Cor respondance , v o l .  I .  (19 73 ),  p . 541 and note  
p . 1003.

.1 4 .  L e t t r e  k Ju l e s  J a n i n , in  Oeuvres compl e tes ,  p . 653.
In her l i s t  o-f the  names c ite d  in  Poes i es ,  K ris teva  (La Re v o l u t i o n  
du langage poet  i q u e , p . 341) in a d v e r te n t ly  suggests th a t  Ducasse made 
the mistake B audela ire  condemns when she re fe rs  to  'Th6ophile  
G a u th ie r ' .  This i s  ju s t  a p r in t e r 's  e r ro r ,  no doubt, but a dangerous 
one in  a context where accusations are -f ly ing .

15. La l i t t £ r a t u r e  de M, Leconte de L i s l e  in  L ' U n i v e r s , 
(3 1 .1 0 .1 8 6 9 ) ,  and in  Melanges , 3e s 6 r ie ,  v o l . I l l  (1876),  p . 676.

16. For Barbey's remarks on Leconte see Le XIXe s i e c l e , v o l . I I  
(1966 ),  p p .8 5 -6 .  His mention of 'M athurin ' is  in  Volume I of th is  
c o l le c t io n  ( p . 163), from a review of B a u d e la ire 's  t ra n s la t io n  of Poe 
th a t  appeared in Le Pays (1 0 .6 .1 8 5 6 ) .  Barbey's comments preempt 
those of Baudela ire  in 1861 on the Satanic character of modern 
l i t e r a t u r e  (see Chapter 5 .1  below, section 2 ) :

Si les  poesies in d iv id u e l le s  de Poe annonc£es par M. Baudelaire  
ne Invent pas la  p ie r r e  de m ateria lism e sous la q u e l le  i l  se 
d£bat, e l l e s  formeront une l i t e r a t u r e  plus h o r r ib le  et qui 
m £ rite ra  p lus le  nom de sa tan i que  que c e l le  de Shelley  l 'a th ^ e  
e t de Mathurin. Sans r ien  pr£ juger de 1 'a tro ce  croyance de Poe 
sur 1 '£ t a t  de son 3me, on peut assurer, dans le  sens l i t t £ r a i r e ,  
que ce sera 1A de la  l i t e r a t u r e  de damn6.

17. In Les Hages , fo r  example, Hugo drops the middle 'e '  so th a t i t  
need not count m e tr ic a l ly :  'T o i , vieux Shakspeare, &me 6 te r n e l le '
( C o n t em p l a t i o ns , in  Oeuvres poe t i ques  comp l e t es , p . 402). In prose, 
T a in e 's  H i s t o i r e  de l a  L i t t e r a t u r e  a n g l a i s e , from 1864, i s  only one 
te x t  among many th a t  c o n s is te n t ly  s p e l ls  the name 'Shakspeare'.

18. In w r i t in g  'Lerm ontoff ' Ducasse is  once more in good company, 
see B aude la ire , L e t t r e  k Ju l es  J a n i n , in  Oeuvres c omp l e t es , p . 653.

19. Asselineau, despite  h is  close acquaintance with B aude la ire , also  
uses the 'French' s p e l l in g  of Poe's name. (See Bau d e l a i r e  e t  
As s e l i neau ,  1953, p . 93 .)

20. P ierssens, in h is  a r t i c l e  t iaximes e t  'Fusees '  (1987, p .5 8 ) ,  
po in ts  out the close p a r a l le ls  between the 'G randes-T6 tes -M o lles ' of 
P I.  47 and N ie tzsch e 's  assault on a s im i la r  gathering of Romantics 
( in c lu d in g  Rousseau, Dante, Hugo, Sand and Zola) in  The T w i l i g h t  o f  
the I d o l s  (1911, p . 6 0 ) .

21. Review of A. H£douin, Goethef sa v i e  et  ses oeuv r es f son epoque 
e t  ses con t emp o r a i ns , Le F i g a r o , 13 .6 .1866 .

22. V i e ,  pen sees e t  poes ies  de Joseph Delorme , p . 21:
i l  y mourut, dans le  courant d 'o c to b re ,  d'une p h t is ie  pulmonaire  
compliqu§e, k ce qu'on c r o i t ,  d'une a f fe c t io n  du coeur. Une 
t r i s t e  consolation se mele pour nous k l ' i d £ e  d'une f in  si 
pr§matur6e. Si l a  maladie s ' 6 t a i t  prolong£e quelque temps 
encore, i l  £ t a i t  k c ra in d re  q u ' i l  n'en ettt pas attendu l ' e f f e t ;  
du moins, k la  le c tu re  du r e c u e i l ,  on ne peut gu£re douter q u ' i l  
n ' a i t  secr£tement nourri une pens6e s in is t r s .
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A less morose su ic ide  appears in  an ap p ro p r ia te ly  named poem -from 
the same volume:

Charles s o u r i t  d'en haut b la  - fo lie  humaine;
In e f fa b le  s o u r ire !  oh! q u ' i l  est pur de haine,
Q u 'i l  est p le in  de douceur! (Le S u ic ide )

23. See Causer ies  du l u r i d i , v o l .V  ( p .222):
□n commengait k 6 t r e  la s  des monstrueux romans a n g la is  dans le  
genre d'Anne R a d c l i f f e ,  qui se succ^daient depuis t r o i s  ou 
quatre  ans, e t oCi le s  s o u te rra in s , les  spectres, les  chalnes 
jo u a ien t un grand r d le .

24. This te x tu a l  connection may be a l i t t l e  too convenient. The 
animal fea tured  in  Lermontov's poem is  c a l le d  a t ig e r  in English  
t r a n s la t io n s ,  but the  French version immediately a v a i la b le  to  
Ducasse gives ' l i o n ' ,  and none other I  can f in d  has ' t i g r e ' .  I  
haven 't  been able to  determine the nature  of the beast in Russian, 
but even i f  i t  is  a ' t i g e r ' ,  I  wouldn't r e l is h  the prospect of 
arguing th a t  Ducasse read Lermontov in  the o r ig in a l .

25. La Chute d 'un  Angef  Qu inz i im e  v i s i o n ,  p p .392-3.

26. L e t te r  to  Armand F ra is e ,  18 .2 .1860 , published in p a rt  in Le 
S a lu t  p u b l i c  ( 2 4 .5 .1 8 6 9 ) .  In B aude la ire , Correspondance,  vo l. I . ,  
p . 675 and note on p . 1081.

27. Musset, Oeuvres c o m p le te s , p . 133.

28. See, fo r  example, the t a l e  A Ta lk  u i t h  a Mummy, or the poem A1 
A a r a a f . The meaning of 'Mameluck' in a l i t e r a r y  context might be 
grasped from Barbey d ' Aurev i1l y ' s  a r t i c l e  Les Hameloucks de ft. 
V i c t o r  Hugo ( Le Pays,  3 0 .7 .1 8 6 2 ) ,  where the term designates a 
fa n a t ic a l  fo l lo w e r .

29. P r iv a t  d'Anglemont, P a r i s  anecdote ,  1860. C ited  in Lor£dan 
Larchey, D i c t i o n n a i r e  h i s t o r i q u e  d ‘ a r g o t ,  1880, p . 157.

30. The Satanism of M a tu r in 's  hero Melmoth has given him most 
favoured in t e r t e x t  s ta tu s . See, fo r  example, L y k ia rd 's  Appendix A to  
h is  t r a n s la t io n  of the Chants,  where the connections are drawn out 
[ L a u t r i a m o n t ' s M a ld o ro r ,  1970, p . 213 ).

31. Dziady f  ou l a  F i t e  des M o r ts ,  (a lso known as l e s  Aieux)  , c ited  
in  D i c t i o n n a i r e  des oeuvres ,  I I . ,  p . 484. Sand's comments on th is  
poem in  her pre-face to  L e l i a  s i tu a te  Mickiewicz very p re c is e ly  
w ith in  the  Ducassian in t e r t e x t :

Je n 'h £ s i te  pas & le  c r o ir e ,  l a  D iv in i t y  a de p a te rn e l le s  
s o l l ic i tu d e s  pour ceux q u i,  lo in  de la  n ie r  dans l 'e n iv re m en t du 
v ic e ,  la  p leuren t dans l 'h o r r e u r  de la  so litu d e ;  e t  si e l l e  se 
v o i le  ck jamais aux yeux de ceux qui la  d iscutent avec une f ro id e  
impudence, e l l e  est bien pr£s de se r£ v£ le r  A ceux qui la  
cherchent dans les  larmes. Dans le  b iz a r r e  et magnifique po£me 
de Dziady,  l e  Konrad de Migkiewicz est soutenu par les  anges au 
moment o’Ci i l  se ro u le  dans la  poussi£re en maudissant le  Dieu 
qui l 'abandonne, et le  Manfred de Byron refuse A 1 'e s p r i t  du mal 
c e t te  &me que le  d£mon a si longtemps to r tu r£ e ,  mais qui lu i  
£chappe A 1 'heure de la  mort. (p .8)
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32. Georges Noel in  La Revue contempor a ine  (La podsie  im p e rso nn e l le  
e t  M. Leconte de L i s l e , 1 5 .6 .1 8 7 0 ) ,  c ite d  in  P ich , Leconte de L i s l e  
e t  sa c r e a t i o n  p o £ t i q u e , 1975, p p .483-4 . Pich also c i t e s  Charles
D urier -from Le S ib c le  (23 .11 .1869) according to  whom Ka'in i s  ' l e  
prologue de ce poeme des E ta ts  du D i a b l e , annonc£, a ttendu , oG 
Leconte de L is le  d o it  d£rouler l e  long martyre des nations modernes 
sous la  ty ra n n ie  r e l i g i e u s e . ' The other th ree  Satanic poems c ite d  
are a l l  from Leconte 's  Pobmes barba re s .

33. G au tie r ,  A l b e r t u s , sonnet 114, Poesies c o m p le te s , p . 180; 
1 ' Hippopotame, i b i d . ,  p . 344.

34. Les Femmel ins, 1912 (c ite d  in  Bechtel & C arr iG re , D i c t i o n n a i r e  
de l a  b G t i s e ,  p . 4 13 ).

35. V i l le m a in ,  p re fa ce  du D i c t i o n n a i r e  de l 'Acad£m ie  (1835 ),  p .xxx .

36. S a in t - V ic t o r , Les H is6 r  a b l e s , in La Presse, 1862 (c ite d  in Hugo, 
Les H is b r a b le s ,  I I ,  P a r is ,  1973, p . 167).

37. B audela ire , Hon coeur mis b nu:  'Due quelques hommes a ie n t  pu
s'amouracher de c e t te  l a t r i n e ,  e 'e s t  bidn la  preuve de 1 ' abaissement 
des hommes de ce s i e c l e . '  in Oeuvres comp le tes ,  p . 633.

38. V e u i l lo t ,  Les L ib res -p e n seu rs  ( I I I ,  Femmes A u te u rs ) 1848 ( r 6 -
bd.  1878), p . 194.

39. A r t ic le  in  l a  Charte de 1830 ( 1 6 .1 .1 8 3 7 ) ,  re p r in ted  in  G a u tie r ,  
Fusains e t  e a u x - f o r t e s , 1880, p . 52.

40. See P h il ip p e  Van Tieghem, Les I n f l u e n c e s  t t r a n g b r e s  sur  la  
l i t t b r a t u r e  f r a n g a i s e , 1961, p p .103-113.

41. The re p o rt  was f i r s t  published in  1867 in  connection with the  
Im peria l E x h ib it io n  of th a t  year, and revised by G autier to  become 
h is  Etude sur  l a  p o i s i e  f r a n g a i s e f  1830-1868.  See H i s t o i r e  du 
Romantisme ( r6 -£ d .  1927), p . 348.

42. Lamartine, Cours F a m i l i e r s  de L i t t ^ r a t u r e ,  e n tre t ie n  i i  , tome 
I I ,  p . 333.

43. Leconte de L is le ,  Lam ar t ine ,  in  A r t i c l e s . . . ,  1971, p . 170.
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2-3 THE DIVINE NAMES

1. NAMES OF GOD IN THE CHANTS
0 t o i , dont j e  ne veux pas 6 c r i r e  l e  nom sur c e t te  
page qui consacre la  s a in te t£  du c r im e . . .  (Chant  1 .6 )

An unw ill ingness  to  pronounce the  name o-f Sod has a th e o lo g ica l

pedigree dating back a t  le a s t  to  the  'te tragram m aton' o-f the  Jews:

m. (Theolog.) du grec, nom de quatre l e t t r e s .  C 'es t a in s i qu'on 
ap p e lle  souvent l e  nom de j£hovah, que les  H6breux par respect 
ne prononcent p lus. I l s  d isent en sa p lace adona'i ou e lo h im ; e t  
quand i l s  p a r le n t  de ce nom sacr6 , i l s  1 'a p p e lle n t  'schem 
hamphorasch' ,  c 'e s t - A - d i r e  'nom e x p l iq u ^ ' .  Les Grecs se servent  
plus v o lo n t ie rs  du mot tetragrammaton, qui marquent le s  quatre  
l e t t r e s  dont est compost l e  mot h£breu jehovah, savo ir  jod, h6, 
vau, h 6 .1

The context of my epigraph makes c le a r  th a t  the name Maldoror is  

re lu c ta n t  to  put onto paper i s  the  name e i th e r  of God the  Father or of 

h is  Son. The second i s  perhaps the more l i k e l y ,  s ince 'Jesus' is  

indeed absent from the  pages of th a t  t e x t .  The one time i t  f ig u re s  in  

Ducasse's e n t i r e  oeuvre i s  in  Poesies  11.35, in  an e n t i r e ly  un -d iv in e  

context:

Revenons A Confucius, au Boudha, A Socrate , A J 6 s u s -C h r is t , 
m ora lis tes  qui coura ient les  v i l la g e s  en s o u ffra n t  de faim!

I f  the name so coyly w ithheld  is  th a t  of the 'P6re c e le s t e ' ,  

then th a t  coyness is  something more l i k e  sarcasm. Far from w ithhold ing  

the name of God in  resp ec t,  the te x t  makes an indecent e x h ib i t io n  of 

i t .  In t o t a l ,  counting only instances l i k e  ' l e  P6re c e le s te '  where the  

terms of the re fe rence  are c a p i ta l is e d ,  God is  re fe rre d  to  by name 101 

times in the Chants de M a ld o r o r . The most common form is  ' l e  C r£ a te u r ' 

(x 3 1 ) ,  fo llowed by 'D ieu ' (x 2 2 ) , ' l a  Providence' ( x l 6 ) ,  ' l e  Tout-  

P uissant' ( x l 2 ) ,  ' l e  Seigneur' ( x 6 ) , ' l e  Grand T o u t ' ,  ' l ' E t e r n e l ' ,  and 

expressions beginning 'Celu i q u i . . . '  ( a l l  x 3 ) , and the f i v e  names used 

once only: ' l e  P£re c e le s t e ' ,  ' 1 'E tre  supreme', ' l ' E t r e  qui est plus

f o r t  que t o i ' ,  'C e les te  B a n d i t ' ,  and ' l e  Grand Objet E x t ^ r ie u r ' .

A la rg e  proportion  of these re fe rences  are to  the  fa m i l ia r  

'bon Dieu ' of conventional f a i t h ,  becoming i ro n ic  only in the general
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context o-f a Sadi an world dominated by e v i l .  When Maldoror th reatens  

the happy domestic scene in  Chant  1 . 11, the -faith o-f the  'p£re  de 

fami l i e '  -  'Ayons con-fiance en Dieu; en lu i  est le  supreme e s p o ir '  -  

is  a l l  the more e-f-fectively destroyed fo r  being expressed in the  

simplest terms. But as o ften  the re fe re n ce  iro n is e s  the  name by 

contrasting  i t s  s p e c if ic  meaning with i t s  immediate context. In  the  

same scene the  f a t h e r 's  prayer i s  immediately i ro n ic  in  being 

addressed to  h is  d iv in e  homologue: 'P£re c e le s te ,  con jure , conjure les  

malheurs qui peuvent fondre sur no tre  f a m i l l e . '

The l i t e r a l  sense of the  d iv in e  name i s  e xp lo ite d  to  i ro n ic

e f fe c t  almost every t im e , fo r  example, ' l a  Providence' i s  mentioned or

addressed, questioning whatever i t  i s  th a t  is  a c tu a l ly  provided, as in

Chant  I V . 7, the s t ro ph e  de 1 ‘ amphib ie ' :

La Providence, comme tu  le  v o is ,  m'a donn£ en p a r t ie
1 'o rgan isa tion  du cygne.

L i te r a l is e d  re ference  to  ' l e  Tout-Pu issan t' foregrounds the issue of

the c o n f l ic t  between God and M aldoror, beginning with the

s tra ig h tfo rw ard  acknowledgement of the d i v i n i t y ' s  power: 'Tu es le

Tout-Puissant; je  ne te  conteste pas ce t i t r e '  (1 1 .1 2 ) .  But when h is

a u th o r ity  dim inishes, having once been the Almighty becomes the

grounds of an (almost) t ra g ic  irony:

Moi, ju s q u ' ic i ,  j e  m '6 ta is  cru l e  Tout-Pu issant; mais, non; je  
dois abaisser l e  cou devant l e  remords qui me c r ie :  'Tu n 'es
qu'un m is e ra b le ! '

The name of God most f re q u e n t ly  used in  the  Chants i s  the  

name most fre q u e n tly  c a l le d  to  task fo r  i t s  l i t e r a l  meaning:

Ma po£sie ne consis tera  qu'A a t ta q u e r ,  par tous le s  moyens, 
1 'homme, c e t te  b£te fauve, e t  l e  C r£ateur, qui n 'a u r a i t  pas dtt 
engendrer une p a r e i l l e  vermine. ( I I . 4)

As c re a to r ,  God is  responsible fo r  both the  good and e v i l  in  man, and 

Lautr£amont/Maldoror never l e t s  th is  be fo rg o tte n :

C 'est a ins i que le  Cr£ateur, conservant un san g -fro id  admirable,  
jusque dans les  souffrances les  plus a troces, s a i t  r e t i r e r ,  de 
leu r  propre s e in ,  des germes n u is ib le s  aux h a b ita n ts  de la  
t e r r e .  (11 .15)

The v is ion  of 'c e lu i  qui s ' i n t i t u l e  lui-m&me le  C r^ a te u r ' in  Chant

I I . 8 i s  a d ep ic t io n  of the d i v in i t y  a t  h is  most S atan ic . With
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in te r te x t s  a t t r ib u te d  out of the Book o-f R eve la tions , B a u d e la ire 's  Le 

Renientent de s a i n t  P i e r r e , and above a l l  from the d e sc r ip t io n  of the  

f a l l e n  Satan in  Dante 's  I n f e r n o , 3 the anthropophagic Creator defends 

h is  own c la im  on h is  creatures:

Quelquefois i l  s ' 6 c r i a i t :  'Je vous a i cr£6s; done j ' a i  le  d r o i t
de f a i r e  de vous ce que je  veux. Vous ne m'avez r ie n  f a i t ,  je  ne 
d is  pas le  c o n tra ire .  Je vous f a is  s o u f- f r ir ,  e t  c 'e s t  pour mon 
p l a i s i r . ' Et i l  re p re n a it  son repas c ru e l ,  en remuant sa 
m&choire in f £ r ie u r e ,  la q u e l le  remuait sa barbe p le in e  de 
c e r v e l le .  ( I I . 8)

Another commonly a t t r ib u te d  in t e r t e x t  is  the invocation by name in

Poesies I  of ' to u te  la  s 6 r ie  bruyante des d ia b le s  en c a r to n ' .  The l i s t

is  la rg e ly  comprised of l i t e r a r y  types who in  some way or other are in

r e v o l t  against God, Satanic heroes l i k e  Konrad, Manfred, and I r i d i o n . 3

Missing from the l i s t ,  and from the re s t  of Poes ies ,  are the  two most

potent Satanic types in  a l l  l i t e r a t u r e ,  Maldoror and Satan h im se lf .  I t

i s  e a s i ly  fo rg o t te n ,  in  f a c t ,  th a t  ' l e  grand ennemi' Satan is  almost

e n t i r e ly  absent from the supposedly Satanic Chants de M a ld o r o r , where

h is  fun c tio n s  are usurped by the t e x t 's  eponymous a n t i -h e ro ,  and by

God h im se lf .  The usurpers of Satan in Poes ies ,  alongside the l i t e r a r y

types of e v i l ,  are  the ' l i t e r a r y ' ,  m ythological and 'e th n ic '

d i v i n i t i e s ,  r i v a l s  of the  C h r is t ian  God:

Les Ahrimane, le s  manitous manich6ens, b a rb o u il l^ s  de c e r v e l le ,  
qui cuvent l e  sang de leur v ic tim es  dans les  pagodes sacr^es de 
1 'Hindoustan, l e  serpent, l e  crapaud et le  c ro co d ile ,  d iv in i t ^ s ,  
consid£r§es comme anormales, de 1 'an tiq u e  Egypte, les  s o rc ie rs  
e t les  puissances d£moniaques du moyen Sge, les  Prom6th6e, les  
T itans  de l a  mythologie foudroy£s par J u p i te r ,  les  Dieux 
M6chants . . .  ( P I . 23)

F i t t in g  the descrip tion  of ' l e s  manitous manich^ens', 'sa 

barbe p le in e  de c e r v e l l e ' ,  the Satanic d i v in i t y  invoked throughout the  

Chants  belongs among these 'd ia b le s  en c a r to n s ' ,  c e r t a in ly  more so 

than Satan. C ited  r i t u a l l y  to ass is t  in th a t  in vo ca tio n , the names of

God in the Chants de Ma ldoror  were never intended to  name God, but to

designate the p lace occupied by a fa b r ic a te d  d i v in i t y ,  'vomi par 

1 ' im a g in a t io n ' ,  man's own c rea tio n . The name 'C r6a teu r ' e x h ib i ts  both 

i t s  l i t e r a l  and i t s  l i t e r a r y  meaning, the one o v err id in g  the o th er ,  

f i n a l l y ,  when the 'c rea ted -ness ' of the e x h ib i t io n  is  e x h ib i te d .
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2.  ' LE CREATEUR' IN POESIES I

P a£sie, c 'e s t  c re a t io n .  (V in e t)

A name-count re vea ls  considerab le  d i f fe re n c e s  between re fe rence  to  God 

in  the  Chants and in  P o is ie s  I . In  the  l a t e r  te x t  only two forms are  

used, the unmarked 'D ie u ' ,  fo u r  tim es, and, tw ice , the form th a t  

foregrounds the  c re a t iv e  fu n c t io n . A l l  but one of the  uses occur 

between paragraphs 38 and 43. The exception occurs in  the  fo u rth  of 

Ducasse's opening statements. The rebuke issued in  P o i s i e s  1 .4  to  

those who lack respect fo r  the Creator is  a model of decorum, as i f  to  

shame by example the  poet who manifested such 'manque des convenances' 

and 'mauvais godt' towards the f ig u re  of the  Godhead in  the Chants . 

This is  not so much au to -re fe ren ce  as au to -deference . Any fe l lo w  

'chantre  du mal ' who fe e ls  im p lic a ted  learn s  very soon th a t  th is  

decorum is  an a c t :  by the end of Poes ies  I ,  a l l  deference has gone 

from Ducasse's manner towards the  'G randes-T£tes-M o lles ' .

To co n tras t Ducasse's manner in  the  Chants and in  Po6sies  

assumes not only an id e n t i t y  of w r i t in g -s u b je c t  between the two te x ts ,  

but a lso  an id e n t i t y  of the w r i t in g 's  ob jec t; i t  assumes the Creator  

in  both to  be the same Creator. That they are not q u ite  id e n t ic a l  i s  

s ig n a l le d  immediately by the Ducasse of Poesies  1 .4 ,  who w r ite s  

'c r£ a te u r '  w ith  a lower-case ' c ' ,  a 'manque de convenance' manifest 

only once in  the th i r t y - t w o  uses of the  word in  the  Chants de 

N a ld o r o r .  This lower case can, however, be read as a sign of 

correspondence between the two te x ts :  though usage is  not abso lu te ly  

s t r i c t  in observing these p o l i t e  conventions, a s e l f - id e n t ic a l  Ducasse 

c le a r ly  considers the  opposition 'C r£ a te u r ' / 'c r £ a te u r ' to  be 

s ig n i f ic a n t ,  s ince i t  operates w ith in  the pages of Po§s ies  I ,  as we 

s h a ll  see, as w ell as w ith in  the  Chants .

In Chant  I I . 9 , Ducasse chastises  Man fo r  h is  r e l ig io u s  

devotion to  ' l e  p o u ',  in  language th a t  a n t ic ip a te s  the  's £ r ie  

bruyante ' of fa ls e  gods in Poesies  1 .23:

Jusqu' e quand garderas-tu  le  c u l te  de ce d ieu , in sen s ib le  & tes  
p r i£ re s  e t  aux offrandes  g£n£reuses que tu  lu i  o f f r e s  en 
holocauste e x p ia to ire ?  Vo is , i l  n 'e s t  pas reconna issan t, ce 
manitou h o r r ib le ,  des larges coupes de sang e t  c e r v e l le  que tu  
r^pands sur ses au te ls  ( . . . ) .  Ton raisonnement s 'appu ie  sur 
c e t te  c o n s id e ra tio n , qu'une d i v in i t e  d'une puissance extreme
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peut seule montrer ta n t  de m£pris envers les  -fiddles qui 
ob£issent £ sa r e l ig io n .C 'e s t  pour cela  que, dans chaque pays, 
e x is te n t  des dieux d iv e rs ,  i c i ,  le  c ro c o d ile ,  1&, la  vendeuse 
d ' amour.. .

The answer is  addressed to  the 'p o u ',  reassuring him th a t h is  re ign

w i l l  l a s t  fo re v e r ,  or a t le a s t :

Tant que 1 'homme m£connattra son c r^ a te u r ,  et se narguera de 
l u i ,  non sans ra is o n , en y m£lant du m^pris, ton r£gne sera
assure sur 1 'u n iv e rs ,  et ta  dynastie  6tendra ses anneaux de
s ie c le  en s ie c le .

The exceptional use here of the lower case fo r  'c r£ a te u r '  is  an i ro n ic

re fe rence  to  the te rm 's  use in  A A l f r e d  de Musset,  by S u l ly  Prudhomme,

a poem th a t  undergoes te x tu a l re v is io n  in t h is  passage (see Chapter

5 .1 ,  below, section 6 ) .  The opposition is  c e r t a in ly  s ig n i f ic a n t  fo r

the  agnostic S u l ly ,  who can use the  upper- case to  i ro n is e  notions of

the  Godhead as e f f e c t i v e ly  as the poet of the Chants :

Chaque r e l ig io n ,  ju ra n t  par son apbtre ,
S'animant de son dieu contre un c u l te  imposteur,
Le f e r  dans une main, le  symbole dans 1 'a u t re ,
T u a it  la  Creature au nom du C r£ateur.

( L 'A m i r i q u e ,  in  Stances e t  Po&mes, p p .256-7)

In the poem addressed to Musset he uses only the neu tra l form to

designate God:

Tant que posant le  pied dans le  temple des causes,
I I  rencontrera  Dieu pour lu i  b a rre r  le  s e u i l .  (p .302)

This avoids any irony  tha t a confusion between the two might a ttach  to

h is  fa b u la r  account of the o r ig in  of poetry:

Je reconnais assez, dans sa nature  a l t i d r e ,
D 'a c t iv e  l i b e r t y ,  de g£nie in ven teu r,
Pour que Dieu, lu i  l i v r a n t  1 'espace et la  m atidre ,
Ose lu i  d£16guer les  soins d'un c r^ a teu r .  (p .306)

For S u l ly  Prudhomme, and fo r  almost a l l  who use the term, ' l e

c r £ a te u r ' is  the Poet, endowed, u n i r o n ic a l ly ,  with c re a t iv e  power by 

h is  'C r e a to r ' .  In Romantic mythology, the confusion is  re v e la to ry .  The 

analogy between the two forms of c r e a t i v i t y  serves to  d iv in is e  the 

poet, be i t  t r a g i c a l l y ,  according to  a post-1apsarian  C h r is t ia n

perspective :

I I  n 'y  a v a it  pas de po£sie dans Eden. Po6sie, c 'e s t  c rea t io n ;
£ tre  po£te, c 'e s t  r e f a i r e  1 'u n ivers : et q u 'e s t -c e  que 1 'homme
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d'Eden a v a i t  £ c r£ e r ,  e t  pourquoi e t i t - i l  re - fa i t  1 'uni vers?
Lorsque 1 'innocence en larmes se r e t i r a  de notre  monde e l l e
rencontra la  po£sie sur le  s e u i l ;  e l le s  pass£rent & cbt£  1 'une
de 1 'a u t re ,  se donn£rent un regard , e t p o u rs u iv ire n t  leu r
chemin, 1 'un vers  les  c ieux , 1 'a u tre  vers 1 'h a b i ta t io n  des
hommes. (V in e t ,  de 1 ' Aven ir  de l a  Po6sie+)

Or jo y -fu l ly ,  according to  the archetype and th e o r is t  of the  po£te-  

Oieu:

Dieu cr£e dans 1 ' i n t u i t i o n ;  1 'homme cr£e dans 1 ' in s p i r a t io n ,  
compliqu^e d 'o b serva tio n . C ette  c rea t io n  seconde, qui n 'e s t  
autre  chose que 1 'a c t io n  d iv in e  f a i t e  par 1 'homme, c 'e s t  ce
qu'on nomme le  g£nie. (Hugo, M i l l i a n  Shakespeare , p . 199)

In Chant  I I . 9, Ducasse challenges these -fables, 'non sans r a is o n ' .  The

omission o-f the upper case -from h is  re-ference to  the c rea to r  of man

enacts the confusion th a t they have generated. Man misrecognises the  

tru e  God under the  'dieux d iv e rs '  created fo r  him by the poet, reading  

from the 'c r £ a te u r ' to  the 'C r£ a te u r ' to  produce a God made in the  

p o e t 's  image.

The lower case in Podsies  1 .4  enacts th is  same confusion. The 

d if fe re n c e  is  th a t  in  the Chants i t  i s  incorporated in to  a complex 

a lle g o ry  of the poetic  fu n c t io n ,  e x p l ic a b le  only a f t e r  e la b o ra te  

exegesis, whereas in Poesies  the suggestion th a t Ducasse might be 

demanding respect fo r  the poet is  very  qu ick ly  discounted in the  

fo llow ing  paragraph ('Repoussez 1 ' in c r e d u l i t y :  vous me fe re z

p l a i s i r ' ) .  The terms may s t i l l  be d e f e r e n t ia l ,  but th is  is  a calm 

before the storm to  be unleashed in PoGsies 1 .13 against ' l e s  crachats  

s^rieux sur les  axiomes s a c r£ s ',  in  1 .20 against ' le s  stances a ig res  

du sceptic ism e' ,  against ' le s  Dieux M£chants' of 1 .23 , ' l e  canard du 

doute' (1 .2 9 ) ,  ' 1 'abrogation en masse des lo is  d iv ines  e t s o c ia le s '

(1 .3 0 ) ,  against 'ce qui s o u f f re ,  ce qui diss£que le  myst£res qui nous 

en to u re n t ':  ' l a  po£sie qui d iscute  les  v e r i te s  necessaires ' (1 .3 1 ) .

Ducasse's own 'manque des convenances' in  om itting  the upper case was 

merely s t r a te g ic ,  and when God appears again in  1.38 i t  i s  with f u l l  

honour res to red , by grace of the t e x t 's  successful separation of the  

Creator from h is  unholy avatars:



Le malheur devient auguste par la  vo lonte  impenetrable de Dieu 
qui l e  crea. Mais 1 'homme ne d o it  pas creer le  malheur dans ses 
l i v r e s .  C 'e s t  ne v o u lo ir ,  A tou tes  -forces, considerer qu'un seul 
cdte des choses. 0 hurleurs  maniaques que vous £tes!

There i s  an obstacle  here, however, to  the re s to ra t io n  of

orthodoxy. The opposition between l i t e r a r y  and genuine s u ffe r in g  is

s tra ig h tfo rw a rd  enough, but as an opposition of 'C re a te u r ' and

'c re a te u r '  i t  commits the e r ro r  of a t t r ib u t in g  to  God the  c rea tion  of

the e v i l  th a t  i s  Man's s u f fe r in g ,  an e rro r  with a p r e - te x t  in A lfre d

de Musset's Espo i r  en Dieu i

Pourquoi done, 6 M aftre  supreme 
As-tu cree le  mal s i grand,
Que la  ra is o n ,  la  vertu  m£me,
S'epouvantent en le  voyant? ®

Ducasse might have noted Ernest Navi l i e ' s  caution on quoting from th is  

passage:

En nous reservons de j o u i r ,  au po in t de vue l i t t e r a i r e ,  des
beaux vers  qui su iven t,  nous repondrons au poete que Dieu n 'a  
pas cree le  mal. <Le Probl&me da n a l ,  p . 182)

But Ducasse is  les s  concerned with th eo lo g ica l orthodoxy than with

l i t e r a r y  constructio ns  of the Godhead. He is  discussing the

' l i t t e r a t u r e  qui d iscute  les  axiomes e te rn e ls '  and not those axioms

themselves. The Creator is  a term in an oppos ition . This i t s e l f  could

be construed as a considerable  'manque de convenance', unm itigated by

the semblance of th e o lo g ica l orthodoxy attempted in Poesies  1 .43:

Si l 'o n  se ra p p e l le  la  v e r i t e  d'oCi decoulent toutes  les  a u tre s ,  
la  bonte absolue de Dieu e t  son ignorance absolue du mal, les  
sophismes s 'e f fo n d re ro n t  d'eux-m£mes. S 'e f fo n d re ro n t , dans un 
temps p a r e i l ,  l a  l i t t e r a t u r e  peu poetique qui s 'e s t  appuyee sur 
eux. Toute l i t t e r a t u r e  qui d iscute  les  axiomes e te rn e ls  est 
condamnee e ne v iv re  que d 'e lle -m £m e. ( . . . )  Nous n'avons pas le  
d r o i t  d ' in te r r o g e r  le  Createur sur quoi que ce s o i t .

To the inconsistency between a 'D ieu qui crea le  malheur' 

(1 .38) and 'son ignorance absolue du mal' can be added a th i r d  t e x t ,  

the annotation of N a v i l l e 's  le  Problbme du Jtal tha t may or may not be 

in  Ducasse's hand. Where Navi l i e  w r ite s :  'Nous estimons l i b r e ,  dans le  

plus haut sens du mot, ce lu i qui est a ffran c h i du m al' , the hand has 

commented: 'N 'e c r iv e z  pas c e t te  phrase, p u is q u ' i l  n 'y  a que Dieu qui

s o i t  a f f ra n c h i du mal. Et e n c o re ! ' *  This would in c l in e  Ducasse towards



93

the f i r s t ,  unorthodox p o s it io n  in  P o £ s ie s : : a God 'a f f ra n c h i  du m a l' is  

not necessar i ly  ignorant of i t ;  He can even can have created and then 

d e liv e red  Himself from e v i l .  The 'E t encore !' suggests th a t  th is  

p o s it io n  is  questionab le , but does not re s to re  His 'ignorance absolue 

du m a l';  a God who is  not d e live red  of e v i l  is  s t i l l  i t s  s la v e , a 

Maldororian 'd ieu  m^chant': 'Revfetu de ses instruments de to r t u r e ,

dans toute  1 'au reo le  resplendissante  de son h o rreu r ' ( C h I I I . 1 ) .

Poes ies  I ,  a te x t  'a f f ra n c h i  du mal' th a t had corrupted the  

Creator in  the ' l i t t e r a t u r e  peu podtique' of the Chants , has not 

escaped e n t i r e ly  unharmed. The p lay on upper and lower cases is  a lso  

mere l i t e r a t u r e ,  and u n -p o etic . The poetic  Poes ies ,  the s i t e  of 

Ducasse's own ' c r e a t i v i t y ' ,  i s  Poesies I I .  There is  no confusion th e re  

between d iv in e  and poetic  c rea tio n ; ' l e  C rd a teu r ' w i l l  no longer  

f ig u r e  in  Ducasse's oeuvre. Contact w ith  c rea tio n  has become 

incom patible  w ith the supra-essentia l being of the Godhead. Creation  

corrupts . In these circumstances, the 'convenances' are observed, and 

in  P o is ie s  I I  the in t e g r i t y  of the  Godhead is  preserved, in  a 

t r a d i t io n a l  manner, by the  c rea tio n  of a demiurge.

3. ELOHIM; EXEGESIS, COMMENTARY & CONTEXT

More than any other name of God invoked in  the Chants or in  P o i s i e s ,  

'E lohim ' has aroused the  c u r io s i ty  of glossographers and exegetes. The 

in t e r t e x t  is  vast and complex, with at i t s  heart the hermeneutic 

t r a d i t io n s  of Old Testament scho larsh ip , Talmudic and C h r is t ia n ,  

supplemented by Gnosticism, the Kabbalah, I l lum in ism  and other  

e s o te r ic a .  In our century, the need to  e lu c id a te  the mysteries of the  

Ducassian oeuvre has founded the t r a d i t io n  of exegesis, commentary, 

and commentary on commentary tha t informs th is  th e s is ,  and whose more 

advanced i n i t i a t e s  are q u ite  the r i v a l s  of the ancient Doctors:

Le nom mdme d'Elohim a dtd employd pour designer le  Ddmiurge par 
certa in e s  sectes gnostiques e t  post-gnostiques: c f .  notamment le  
mythe des Ophites, oCi Elohim est le  Rdre, c reateur du monde 
m a te r ie l :  i l  est bon e t  i n v is ib le ,  mais 'ddpourvu de
p resc ien ce '.  Chez les  L u c ifd r ien s  modernes, i l  semble qu'Elohim  
s o it  id en tiq u e  a Adonai-Jdhovah, qui reprdsente le  Mal et qui 
est considdrd comme le  lOdme des Sephiroth c ab b a lis t iq u es  ( . . . ) .

SelDn Lautrdamont, Elohim d tant crde a 1 'image de 1 'homme, i l  
res te  te n ta n t  d 'a s s im i le r  cet Elohim a l 'A r b r e  sdphirotique tou t
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e n t ie r .  En e f f e t :  'Ce que les  K abbalis tes  d^signent par ce nom
(Adam Kadmon ou 1 'homme p r i m i t i f ,  c e le s te )  ( . . . )  c 'e s t  
1 'ensemble des Sephiroth ou le  monde de 1 'Emanation tout e n t ie r ,  
depuis l ' E t r e  dans son carac t£ re  le  p lus a b s t r a i t  e t  le  plus 
in s a is is s a b le ,  A ce degr6 q u ' i l s  nomment le  p o i n t  ou le  
n o n - e t r e , jusqu'aux forces  c o n s t i tu t iv e s  de la  n a tu r e . '  
(Adolphe Franck, La Kabbale , P a r is  1843, pp. 119-120; c-f. p. 180, 
oCi 1 'homme p r i m i t i f ,  identique aux dix Sephiroth p r is  ensemble, 
est i d e n t i f i £  au Logos ou V erb e .)

L 'importance de ce te x te  t i e n t  au rapport q u ' i l  sugg£re en tre  la  
d o c tr in e  de la  c rea tio n  par 1 ' image, et c e l le  de 1 'Emanation 
( . . . ) .  La c rea tio n  par la  'ressemblance' n 'e s t  pas 6galement 
d£velopp6e dans to u te  les  vers ions de la  Gen£se, et Franck 
compare au te x te  c61£bre de la  Vulgate: 'Dieu cr6a 1 'homme £ son 
image, c 'e s t  & son image q u ' i l  le  c r6 a ' la  vers ion chaldaique  
d i te  d'Qnkelos: 'La pens6e (ou la  paro le) d iv ine  cr6a 1 'homme &
son. image: e l l e  le  cr6a d ' a p r t s  une image qu i  6 t a i t  devant
1 ' E t e r n e l ' .  ( P o i s i e s ,  Goldfayn & Legrand, A p p .I ,  n .2 )

T ra d it io n s  agree th a t 'E lohim ' is  a composite term, but not 

as to  the components. One ground of d if fe re n c e  is  whether B ib l ic a l  

usage or the  etymology of Hebrew is  the more a u th o r i ta t iv e .  Most uses 

in  the B ib le  designate a s in g le  d e i ty ,  the equ iva lent of Jehovah, 

except th a t  th is  usage d is t in g u ish es  'e lo h is t '  passages of Genesis 

from ' j e h o v is t '  passages, the name Elohim being the sign of g reater  

a n t iq u i ty .  This d is t in c t io n  is  the product of m id -n ineteenth -century  

B ib l ic a l  scholarsh ip  and brought the name to  the a t te n t io n  of the  

public  and, perhaps, to  Ducasse.

In s ig n i f ic a n t  passages of the B ib le  the name has a p lu ra l  

sense. Abel R e v i l le  remarks, w r i t in g  L ' H i s t o i r e  du D ia b le  in  the  /?ej/ue 

des Deux Mondes of January 1870: 'Le monoth^isme h£breu n 'e x c lu a i t  pas 

la  croyance aux e s p r i ts  c e le s tes , aux f i l s  de Dieu (ben£ E lo h im ) . '  

When the Witch of Endor summons Samuel a t S a u l 's  behest, she describes  

gods (elohim) ascending out of the e a rth .  Modern e s o te r is t  Gustav 

Davidson, in h is  D i c t i o n a r y  o f  Angels ( i n c l u d i n g  the F a l l e n  A ng e ls ) ,  

comments: 'th e  word would seem to  designate s p i r i t s  of the departed

(from below, not above) ra th e r  than God or gods.' Davidson then c i te s  

Rabbi Isaac from the Zahar,  who says the  word can designate an angel, 

'because sometimes the angel is  c a l le d  by the superior name' ( p . 105).

More problem atic  than i t s  recorded a p p lic a t io n s  are the 

etymologies th a t  have accumulated around the name. According to
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Davidson i t  de r iv es  'from the female s in g u la r  e loh  plus the masculine

s in g u la r  i a ,  God thus being conceived o r ig in a l l y  as androgynous'. This

c o n f l ic t s  w ith  Fabre d 'O l iv e t ,  two hundred years e a r l i e r ,  who glosses

the name as a combination of s in g u la r  and p lu ra l  forms, e i th e r  'L u i -

le s -D ie u x ' or 'E t re  des E t r e s ' ,  but c o n f l ic t s  less with Marcel Jean

and Arpad M eze i's  c o rrec t io n  of th a t  gloss as 'E l le - l e s - D ie u x ' ,  in  the

Gentse de l a  Pens£e Noderne,  from 1950 (p .8 2 ) .  For my own construction

of the name -  as guarantor against corruption  of the Godhead by

contact w ith  c rea tio n  -  more promising than numbered or gendered

d i f f e r e n t ia t io n s  is  Gershom Scholem's e x p l ic a t io n :

Elohim i s  the  name of God which guarantees the continued  
exis tence  of c re a t io n ,  insofar as i t  represents  the hidden union 
of the hidden subject 'M i/ and the hidden object 'E le h ' .  i . e .  
Elohim is  the name given to  God a f t e r  the d is ju n c t io n  of subject  
and ob ject has taken p lace , but in  which t h is  gap is  
continuously bridged or closed.

(On the Kabbalah and i t s  Symbol i sm , p . 80)

But t h is  Elohim would serve b e tte r  as the presid ing genius over the  

p o s t -d is ju n c t iv e  Chan ts , where hypostatised s u b je c t -p o s it io n s  are  

c o n t in u a lly  ( i f  not 'c o n tin u o u s ly ')  th rea ten ing  to  fuse or co llapse  

in to  each o th e r .  I t  would be the one name behind the m u lt ip le  

designations of M aldoror's  demiurgic adversary, the key to  the secret  

u n ity  of the 'Sephir M a ld o ro r '.

Jean and Mezei are part of the t r a d i t io n  of Late S u r re a l is t

commentators on Ducasse's work, a l l  of whom have seized on the

reference to  Elohim as evidence of h is  esoterism:

Les r£ f£rences  A 1 'h£breu e t  l e  f a i t  que l e  Tout-Puissant s o it
nomm£ Elohim dans PoGsies I I  p o u rra ien t s ig n i f i e r  que 
Lautr£amont n ' £ t a i t  pas sans ignorer la  t r a d i t io n  judaique  
£so t6r iq u e , e t  i l  ne s e r a i t  pas surprenant q u ' i l  a i t  eu 
connaissance de c e r ta in s  des myst£res de la  Kabbale, comme 1 'ont 
pens£ Marcel Jean e t  Arpad Mezei a ins i que Georges Goldfayn e t  
Gerard Legrand. Nous pensons 6galement, comme css auteurs, que 
Lautr£amont a eu connaissance de 1 'a lc h im ie ,  qui est au centre  
de to u te  la  t r a d i t io n  i n i t i a t iq u e  occ id en ta le .

(D u ran t-D essert, La Guerre s a i n t e , p p .899-900)

These suggestions are followed by several pages exploring  Ducasse's  

Masonic connections, te x tu a l  and otherw ise. In  Durand-Dessert' s 

presenta tion  t h is  argument fo r Ducasse as e s o te r is t  is  tenuous and
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unconvincing, p a r t i c u la r l y  so when an i n i t i a t e  in to  hermetic sciences

and secret m ysteries is  said to  have so b la t a n t ly  and so -frequently

exh ib ited  t h is  a f f i l i a t i o n  in  h is  t e x t .  For a l l  i t s  g lossographical

o b s c u r i t ie s ,  in  the l i t e r a r y  context of Ducasse's oeuvre 'E lohim ' is

not a secret name, despite  Goldfayn and Legrand:

A l'6poque oCi l a  c r i t iq u e  commengait A mettre en r e l i e f  la  
c o n tra d ic t io n  en tre  les  61 Aments ' j6 h o v is te s '  e t le s  616ments 
'6 1 o h is te s ' de la  Gen6se, les  Romantiques ont tou jours  appel6 le  
Dieu de l a  B ib le  J$hovahi  p e u t -§ t re  Lautr6amont, a - t - i l  emprunt6 
le  nom d'Elohim ci Turqu6ty, q u ' i l  c i t e  comme auteur de po£mes 
r e l ig ie u x ?  C e u x -c i , dont nous n'avons pu nous procurer l e  te x te ,  
pass^rent aupr£s de ses contemporains pour extr£mement 
m6diacres. Qui q u ' i l  en s o i t ,  mieux vaut re le v e r  de surprenantes  
analogies en tre  la  Kabbale e t  Lautr6amont que de conclure sans 
autre  examen A une in fluence  d ire c te  de 1 '6sot6rism e.

(PoAsies,  Goldfayn & Legrand, A p p .I ,  n . l )

The name 'Elohim' does not appear in  any work by Turqu6ty,

but th a t  does not confine  the exegete to su rp r is in g  K a b b a lis t ic

analogies. The s itu a t io n  of poetry in  the 1860s is  a post-Romantic

s i tu a t io n ,  one in  which the triumph of p o s it iv is m  coincides with the

'po6sie m a t e r ia l i s t e ' of a Leconte de L is le ,  fo r  whom the

a r t ic u la t io n s  of the name are not e so te r ic  but p h i lo lo g ic a l .  From the

Parnasse contemporain  of 1S69, h is  Ka'in -  renamed Qain in  the PoAmes

Bar bares a year  l a t e r  -  f u l l y  r e f l e c t s  the preoccupation with

onomastic a u th e n t ic i t y  tha t had given 'barbarism s' l i k e  'K irk £ '  fo r

'C irc e '  in  h is  Homeric t ra n s la t io n s  of the  year be fo re . In h is

B ib l ic a l  e p ic ,  the 're to u r  manifeste vers 1 'e x a c t i tu d e  du sens e t  de

la  I i t t 6 r a l i t 6 ' 7 gives 'H6va' fo r  'Eve' and in s p ire s  th is  demiurgic

outburst from 'Kaln l e  Vengeur, 1 'immortel ennemi d 'la h v ^ h ' ( fo r

' J6hovah' ) :

Compagnon des E s p r its  c e le s te s ,  o r ig in e  
De g lo r ieux  enfants  cr6ateurs  A leu r  to u r ,
Je sais le  mot v iv a n t ,  le  verbe de 1 'amour;
Je p a r le  e t  f a i s  j a i l l i r  de la  source d iv in e ,
Aussi bien qu'Elohim, d 'a u tre s  mondes au jo u r!  (Ka'in0 )

The appearance of the f i r s t  ' f a s c ic u le '  of the  Parnasse con tenpo ra in  

on October 20th 1S69 gave Ducasse seven months to  be in sp ired  in  h is  

choice of D iv ine  Name, and there  is  evidence in  P o is ie s  1 th a t  he read 

th is  p u b l ic a t io n ,  or a t  le a s t  th is  passage from K a in 's  blasphemous 

imprecation:
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S ile n c e ,  6 C a v a lie r  de la  G6henne! 0 B£tes  
Furieuses, q u ' i l  t ra fn e  apr£s l u i ,  ta isez -vo u s!
Je veux p a r le r  a u s s i , c 'e s t  1 'heure , a f in  que tous  
Vous sachiez, t  h u r l e u r s  s tupides que vous & tes /
Ce que d i t  le  Vengeur Kain au Dieu ja lo u x .  {.Ka'in, p. 11)

The poem Pontmartin described as the verse equ iva lent of ' l a  fameuse 

formule de Proudhons Dieu, c 'e s t  le  m a l ' *  provided Ducasse's  

discussion of ' l e  mal' and ' l e  C r6 a te u r ' with i t s  most c u tt in g  

sarcasm, re -c a s t in g  those who crea te  ' l e  malheur' in  t h e i r  books as 

Leconte 's  'B§tes fu r ie u s e s ' ,  dragging along behind th is  Horseman of an 

ante-Redem ptionist Apocalypse:

0 hurleurs  maniaques que vous 6tes! ( P I . 38)

The name of Elohim is  not n ecessar i ly  derived from Leconte de

L is le  by t h is  c o r re c t iv e  process. He can have found s u f f ic ie n t

in s p ir a t io n  in  the 'a i r  du s i £ c l e ' ,  appropriated and fig u red  in  h is

own manner; or he might have found h is  'source d iv in e '  among the most

immediate p r e - te x ts  to  Poesies.  An e n t i r e ly  obscure poet, O 'Park, used

the name in 1869 as the t i t l e  of an 'ode p in d ariq u e ' in  which 'E lohim'

is  f ig u re d  as whatever paradoxical conjunction of a t t r ib u t e s  can be

ascribed to  the Godhead:

E s p r i t  i n f i n i  dans le  vaste espace 
Tu v is  immuable en ton mouvement;
Ton £ t r e  in v is ib le  un k t r i p l e  face  
E x is te  e t  se meut en tou t campement.
Elohim! que nul ne s a u ra it  comprendre 
Toi qui v is  sans cause a u ra is - tu  de l ie u ?
Q uelle  image A l ' o e i l  jamais peut te  rendre?
Toi qui maintiens to u t ,  nous t 'ap p e lo n s  D ie u .10

O'Park c i t e s  the demiurgic paradox w ithout exp loring  i t  -  ' t o i  procr££  

tu  cr6as les  choses' -  lea v in g , as Ducasse does, the Supra-Essentia l  

Godhead un-named, un-sta ined by c re a t io n .  At the end of the ode he 

c i t e s ,  as Leconte does, a p h i lo lo g ic a l ly  authenticated  D iv ine  Name, 

'Saddai 1 ' incompr^hensible ' ,  in  t h is  instance, the name co n ventiona lly  

rendered as ' l e  T o u t-P u is s a n t ' .  This i s  not a widely c irc u la te d  t e x t ,  

but we can be sure Ducasse knew i t  since i t  was published in E v a r is te  

C arrance 's  1869 anthology of ' l i t e r a t u r e  contemporaine' ,  Par fuvs  de 

a volume th a t  a lso  published the f i r s t  Chant de Ma ldoror  

(anonymously, with ' t r o i s  £ to i le s  au l i e u  d'une s ig n a t u r e ' ) .
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4.  ELOHIM; ' JE ME FIGURE . . . '
. . .  d ^ v o ile r  par la  p ra tiq u e  le  nom.. .  (P o is ie s  1 .49)

Beyond suggesting in  the f i r s t  p lace a conventional D iv in e  Name

d is t in c t  from a conventiona lly  un-named Godhead, the sources and

etymologies of 'E lohim ' do not inform the use Ducasse makes of the  

name in  P o is ie s  11. There i t  is  fu n c t io n a l ,  performing the mediatory  

r o le  im plied  by the  f i r s t  p r in c ip le  th a t  the Supra-Essentia l Being i s ,  

or should be, beyond discussion: 'Nous n'avons pas le  d r o i t

d ' in te r r o g e r  le  Cr^ateur sur quoi que ce s o i t .  ' This form ula tion  of 

the p r in c ip le  in  P o i s i e s  I  was d e fe c t iv e ,  since ' l e  C r£ a te u r ' i t s e l f  

names an in term ediary  fu n c t io n , separating the Supreme Being and the  

created world. Poesies 1 had described the e rro r  of reading the

'C re a to r '  in  human terms, fo llow ing  the lesson of the  Chants th a t ,

s ince the  Creator is  a humanly conceived d i v in i t y ,  i t  can q u ite  

r e a d i ly  be in te r ro g a te d ,  leav ing  the Supreme Godhead in t a c t .  Both 

those te x ts  had m aintained, s t r a t e g ic a l l y ,  the p o s s ib i l i t y  of a 

confusion between the Godhead and the D iv ine  Names th a t  f ig u re  i t ;  in  

Poesies I I  no such confusion i s  p o s s ib le . As the  unnamable's  

designated in te rm e d ia ry , the name of Elohim is  pure f ig u r e .

The o b jec t ion  to  human in te rcou rse  with the d iv in e  made in  

Poes ies  1 .43  i s  rep r ised  on th ree  occasions ( P I I .1 8 ,  39 & 9 3 ) ,  with  

'E lohim ' fo r  'C r£ a te u r '  as a f ig u re  of the conventional poetic  

f ig u r a t io n  of the  d e i ty .  This d e i ty  is  described, anthropom orphically , 

as a t t e n t iv e  to  d isp lays  of g ra t i tu d e :

I I  est r id ic u le  d 'adresser la  paro le  A Elohim, comme on f a i t  les  
Job, le s  J6r6mie, le s  David, le s  Salomon, les  Turqu6ty. La 
p r i£ r e  est un acte  faux. (11 .39)

Tutoyer Elohim, lu i  adresser l a  p a ro le ,  est une bou ffo n erie  qui 
n 'e s t  pas convenable. Le m e il le u r  moyen d 'e t r e  reconnaissant  
envers l u i ,  n 'e s t  pas de lu i  corner aux o r e i l l e s  q u ' i l  est 
p u issan t, q u ' i l  a cr6e le  monde, que nous sommes des vermiceaux 
en comparaison de sa grandeur. I I  le  s a i t  mieux que n o u s .(11 .93)

Such an address is  obviously redundant, since any a t t r ib u te s  of th is  

Creator -  ' o r e i l l e s ' ,  fo r  ins tance , or superior knowledge -  were 

a t t r ib u te d  to  Him by the  c rea tu re  in  the  f i r s t  p lace. That we are  

'vermiceaux' need not be pointed out to  the other term of a comparison 

so deeply embedded in  the rh e to r ic  of orison:
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Compare A Dieu, 1 'homme p e u t - i l  £ t re  j u s t i f i 6 ?  e t  c e lu i  qui est 
n£ de la  -femme p e u t - i l  £ t re  pur?
Voici qu'en sa presence l a  lune mfeme ne b r i l l e  pas, e t les  
6 t o i le s  ne sont pas pures:
Combi en moins le  sera un homme qui n 'e s t  que p o u r r i tu re ,  e t  le  
f i l s  de 1 'homme qui n 'e s t  qu'un vermisseau! (Job XXV:4-6)
Mais pour moi je  suis un ver de te r r e  e t  non un homme; je  suis  
1 'opprobre des hommes, e t le  rebut du peuple.

(Psaunes de David X X I:6 11) 
Chaque jo u r ,  les  mains jo in te s ,  j '£ l& v e r a i  vers to i  le s  accents 
de mon humble p r ie r e ,  p u is q u ' i l  l e  fa u t ;  mais, je  t 'e n  supp lie ,  
que ta  providence ne pense pas A moi; la isse-moi de cd t6 , comme 
l e  vermisseau qui rampe sous la  t e r r e .  ( . . . )  Oui, c 'e s t  to i  qui 
a cr£6 le  monde et tou t ce q u ' i l  renferme. Tu es p a r f a i t .  Aucune 
vertu  ne te  manque. Tu es tr&s pu issant, chacun le  s a i t .  Que 
1 'u n ivers  e n t ie r  entonne, A chaque heure du temps, ton cantique  
£ t e r n e l ! (Chants de Ha ld o ro r  11.12)

'Pure f ig u r e '  may not be q u ite  the proper name fo r  'E lo h im ',  

since the name can be the  object of c o n tra d ic to ry  f ig u r a t io n s .  The 

conventional fa ls e  God of the s e n t im e n ta l is ts  is  subsumed by Ducasse's 

own f ig u r a t io n  of the name, the f i r s t  mention of Elohim in  the te x t :

Je me f ig u re  Elohim p lu tt i t  f r o id  que sen tim enta l.  (P I I .1 5 )

The a t t r ib u t io n  of ' f r o id e u r '  to  h is  demiurge is  in h e re n t ly  no more 

le g i t im a te  than the  s e n t im e n ta l i ty  a t t r ib u te d  in  ' l a  po£sie du d o u te ' ,  

but in  Ducasse i t  i s  part of h is  c o r re c t iv e  s tra teg y  -  'Je remplace 

le s  sophismes par la  f ro id e u r  du calme' (epigraph) -  and not the  

r e s u l t  of a te rm in o lo g ica l confusion. There is  no e r ro r  in  imagining a 

'd o u b t fu l ' God i f  His name is  Elohim:

Je ne permets A personne, pas m£me A Elohim, de dou te r  de ma 
s in c £ r i t6 .

The 'malheur' that was ascribed to  the i l lu s o r y  'C r^a te u r ' by Musset 

and in  P o is ie s  1.38 can be f r e e ly  a t t r ib u te d  to  an Elohim who is  no 

more than a te x tu a l s tra te g y :

Le malheur n 'e s t  ni dans nous, ni dans le s  c rea tu re s . I I  est en 
Elohim. ( P I1.113)

This te x t  is  one of the four references to  Elohim that are  

word-for-word co rrec tio n s  of a p r e - te x t .  The o r ig in a l  in  Pascal had 

read 'bonheur' fo r  'malheur' and located i t  'n i  dans nous, ni dans les  

crea tu re s , mais en Dieu s e u l ' .  Ducasse's version i s  n e ith e r  

blasphemous nor h e r e t ic a l ,  since Elohim is  an obviously f a c t i t io u s
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d e ity :  not the God of whom Pascal th inks  he has knowledge, but the

only God he can possib ly  know. The God Pascal th inks  he means is  only

approxim ately f ig u red  by nature:

La nature a des p e rfe c t io n s  pour montrer q u 'e l le  est 1 'image de 
Dieu; e t  des dbfauts , pour montrer q u 'e l l e  n'en est que 1 'image.

For Ducasse nature is  no less than a p e r fe c t  image of the  knowable

demiurge, the  only 'God' susceptib le  to  f ig u r a t io n :

La nature a des p e r fe c t io n s  pour montrer q u 'e l l e  est 1 'image 
d 'E loh im , des dbfauts pour montrer q u 'e l l e  n 'en est pas moins 
que 1 'image. (P I I .1 0 8 )

Nature as a s i t e  of knowledge is  the s i t e  of Ducasse's d if fe re n c e  with

Pascal, though Ducasse's stance is  not th a t  of those sceptics  whom

Pascal opposed on s im i la r  grounds:

Les p r in c ip a le s  fo rces  des pyrrhoniens ( . . . )  sont: que nous
n'avons aucune c e r t i tu d e  de la  v b r i tb  de ces p r in c ip e s ,  hors la  
fo i  et l a  rb v b la t io n ,  sinon en ce que nous les  sentons 
nature llem ent en nous. Or ce sentiment na ture l n 'e s t  pas une 
preuve convaincante de leu r  v b r i t b ,  puisque, n 'y  ayant po int de 
c e r t i t u d e ,  hors la  f o i ,  si 1 'homme est crbb par un Dieu bon, par 
un dbmon mbchant, ou k 1 'a v e n tu re . . . 12

P asca l's  response was th a t the Word of God is  s u f f ic ie n t  a u th o r i ty  

over reason and nature:

Humi1iez -vo u s , raison impuissante; ta ise z -v o u s , nature im bbcile;  
apprenez que 1 'homme passe in f in im en t 1 'homme, et entendez de 
v o tre  m aftre votre  condition v e r i ta b le  que vous ignorez. Ecoutez 
Dieu. (p .531)

This conversational God has a lready been the object of sarcasm in

P oks ies ,  and the degraded conception of human nature re je c te d  in

Poks ies  11 .32 ,  a correc tion  of Pascal: ' I I  n 'e s t  pas ver de t e r r e .  I I

n 'e s t  pas im b e c i le ' .  A d i f f e r e n t  response is  o ffered  by V o l ta i r e  in

h is  commentary on th is  passage, r e je c t in g  f a i t h  as s u p e r -n a tu ra l ,

th e re fo re  f a ls e ,  knowledge:

La f o i  est une gr&ce s u rn a tu re l le .  C 'es t combattre et va incre  la  
ra ison  que Dieu nous a donnbe, c 'e s t  c r o ire  fermement e t  
aveuglement un homme qui ose p a r le r  au nom de Dieu, au l i e u  de 
re c o u r i r  soi-m£me k Dieu. C 'es t c r o ir e  ce qu'on ne c r o i t  pas. Un 
philosophe stranger qui en ten d it  p a r le r  de la  f o i ,  d i t  que 
c ' b t a i t  mentir k soi-mbme. Ce n 'e s t  pas I k  de la  c e r t i tu d e ;
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c 'e s t  de 1 'an^antissement. C 'es t le  triomphe de l a  th £o lo g ie  sur 
la  fo ib le s s e  humaine.13

In P o is ie s  11.40 Ducasse challenges the 'ra iso n n eu r ' V o l t a i r e 's  

paradoxical 'C 'e s t  c r o ire  ce qu'on ne c r o i t  pas' by p o in tin g  out th a t  

any -faith  held by a reasoning person i s  n ecessar i ly  compatible with  

reason:

Nul raisonneur ne c r o i t  contre sa ra iso n .

The s l i g h t l y  p e jo ra t iv e  tone of 'ra iso n n e u r ' makes the remark a j ib e  

a t  V o l t a i r e ,  whose reason accommodates h is  D eist f a i t h  without  

d i f f i c u l t y .

In P o is ie s  11.41 Ducasse seems again to  challenge V o l t a i r e 's

commentary on Pascal, rep lac ing  the 'gr&ce' of V o l t a i r e 's  f i r s t  l in e

with  ' v e r t u ' ,  and re s to r in g  f a i t h  to  i t s  'n a tu r a l '  cond ition :

La fo i  est une vertu  nature l le  par la q u e l le  nous acceptons les  
v £ r i t6 s  qu'Elohim nous r£v61e par la  conscience.

But th is  i s  not an orthodox answer to  V o l t a i r ia n  ra t io n a l is m ;

Ducasse's te x t  opposes a p o s it io n  more orthodox even than P asc a l 's :

La fo i  est une vertu  s u rn a tu re l le  par la q u e l le  nous croyons 
fermement to u t  ce que Dieu a r£v616 & son E g lis e ,  parce q u ' i l  
est la  v £ r i t 6  m§me.

This is  s t ra ig h t  out of any catechism. Ducasse does not co rrec t  the  

C h r is t ia n  notion of f a i t h  because i t  i s  beyond man's na tu re ,  and 

th e re fo re  f a ls e ,  as V o l ta i r e  does. I t  is  the second c o rrec tio n  th a t  is  

c r u c ia l .  Ducasse has given the God who revea ls  t ru th s  to  h is  Church 

h is  proper name, Elohim. The f a i t h  th a t  a llows tru th s  revealed by 

Elohim to be accepted is  a 'n a tu ra l  v i r t u e '  because i t  i s  only n a tu ra l  

th a t  man w i l l  accept t ru th s  revea led  by h is  own c re a t io n .  

'Conscience', the word Ducasse adds to  the dogmatic d e f in i t io n ,  names 

th is  s e l f - r e f le x io n .

The God beneath Ducasse's re ferences  to  Elohim is  not only 

the f ig u re  circumscribed by the catechism. Pasca l's  'Dieu cach£' is  a 

l i t e r a r y  f ig u r e ,  and the p lag ia r ism  of Vauvenargues is  a reminder th a t  

constructions of the  other are not the exc lus ive  province of 

theo log ians. The la s t  appearance of Elohim (P I I .1 5 2 )  is  a re v is io n a ry  

reading of Vauvenargues, a passage where archetypal symbols of d e i ty  

are apostroph ised:13
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□ s o l e i l !  6 c ieux! Qu'6tes-vous? Nous avons s u rp r is  le  secret et  
1 'o rd re  de vos mouvements. Dans la  main de 1 'E tre  des § t re s ,  
instruments aveugles e t  resso rts  p e u t-6 tre  in s en s ib les ,  l e  monde 
sur qui vous r£gnez m £ r i t e r a i t - i 1 nos hommages? (Mx.2Q2)

Ducasse a ttacks  th is  te x t  in the - f i rs t  p lace  through i t s  own r h e to r ic .  

He destroys Vauvenargues' trope ( e r o t e s i s ) by l i t e r a l i s i n g  i t ,  

answering the rh e to r ic a l  question d ism iss ive ly :

On s a i t  ce que sont le  s o l e i l ,  le s  c ieux.

He then , with a c o rre c t io n ,  destroys the p e r i p h r a s i s  ' l ' E t r e  des 

6 t r e s ' ,  p u tt in g  Elohim in  the  place o-f an expression t h a t ,  we r e c a l l ,  

was used by Fabre d 'O l iv e t  to  gloss the  demiurgic name:

Dans l a  main d 'E lohim , instrument aveugle, resso rt  in s e n s ib le ,  
le  monde a t t i r e  nos hommages.

The instrument o-f Ducasse's next assau lt i s  syntax. Where in  

Vauvenargues the agreement of number shows 'instrum ents aveugles e t  

re ss o rts  p e u t -£ t re  in s e n s ib le s '  c le a r ly  to  be e p ith e ts  addressed to  

the  ' s o l e i l '  and the 'c ie u x ' ,  in Ducasse's hand the 'instrum ent

aveugle ' and 're s s o r t  in s e n s ib le '  is  n e ith e r  of these, i t  is  Elohim. A 

s h i f t  from p lu ra l  to  s in g u la r  puts the world in the hand of Man's own 

c re a tu re ,  and n a tu r a l ly ,  answering Vauvenargues' question, th is  world 

' a t t i r e  nos hommages'. Ducasse's re v is io n  of t h is  te x t  exposes the  

redundancy of Man's constructions  of the  o ther; i t  a ls o ,  in  the answer 

to  Vauvenargues' next question, exposes h is  own 'o th e r '  construction  

of Man. Acknowledging h is  ephemeral n a tu re ,  even accepting the  

Pascalian terminology ('un atome qui ram pe') ,  Ducasse w ithholds the 

name of the  'atome presque in v is i b l e '  -  'qu'on appe lle  1 'homme' i f  one 

i s  Vauvenargues and preoccupied w ith  sublime e f fe c ts .  Instead of 

Vauvenargues' passive w itness to  ' l e  spectac le  de l ' u n i v e r s ' ,

Ducasse's f ig u re  i s  witness to  a spectacle  of h is  own making. And i f  

i t  i s  h is  co n stru c t io n , i t s  d estru ct io n  i s  a lso in  the hands of t h is  

powerful f ig u re :

Cel a v ie n t  d'un atome qui rampe, ne dure qu'un jo u r ,  d ^ t r u i t  l e
spectac le  de 1 'u n ivers  dans tous le s  etges.
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5 .  . . .  TOH HOM EST HOIWE'
Je recherche la  bont6, e xc ite  par 1 'amour du b i e n . . .  Je sens 
d£j£  que l a  bont6 n 'e s t  qu'un assemblage de s y llab es  sonores; 
je  ne l ' a i  trouv^e n u l le  p a r t .  (Chant  11.12)

The m anipulable other constructed by Ducasse i s ,  without the inverted

commas th a t  d is t in g u is h  t ru e  from fa ls e  co n stru ct io n s , deeply

c o n tra d ic to ry :  a c rea to r  created by i t s  c rea tu re .  This c o n trad ic t io n

is  i m p l ic i t  in  the redundancy exposed thereby, but i t  might be

objected th a t  the argument misconstrues an analog ica l construction  of

God as A r t is a n ,  misreading the analogy as tau to lo g y . The answer to

t h is  i s  th a t the analogy is  fa ls e  in  the  f i r s t  p lace , and open to

m isconstruction . The term demiurge was o r ig in a l l y  intended only to

draw an analogy between the  Godhead-as-Creator and human c r e a t i v i t y :

DEMIURGE (du grec d im io u rgos ,  a r t is a n ) ,  nom que le s  P la to n ic ien s  
donnaient au cr6a teur du monde. Suivant quelques sectes , le
Demiurge est un in te rm ^ d ia ire  e n tre  1 'E tre  supreme e t la  
c re a tu re .  ( B o u i l l e t 14*)

The analogy i s  fa ls e  because e tym o lo g ica lly  the d$n i -o u rgos  i s  'one 

who works fo r  the p e o p le ' , 17, but the God of the  poets and the  moral 

philosophers renders no such s e rv ice .

U n like  Ducasse's Elohim. The c r i t iq u e  of the anthropomorphic 

f a l l a c i e s  of the  poets, m o ra lis ts  and theologians is  a humanist 

c r i t iq u e ;  i t s  i n t e r t e x t ,  purged of i t s  so p h is t ic  a cc re tio n s , is  to  be 

found in  authors l i k e  Benjamin F ra n k lin :

Dieu d o it  £ t r e  honors par 1 'a d o ra t io n ,  l a  pr i& re  e t  le s  actions  
de grace. Mais le  c u l te  le  p lus agr^able a Dieu est de f a i r e  du 
bien aux hommes. lo
La m e il le u re  mani£re de lu i  p la i r e  est in d i r e c te ,  plus conforme 
a no tre  fo rc e .  E l le  consiste  & rendre no tre  race heureuse.

(Poesies  11.39)

The f a i l u r e  of Romanticism is  a f a i l u r e  to  f i l l  a socia l r o le ,  

d is tra c te d  by an obsession w ith i t s  own imaginary:

Les hymnes a Elohim habituent l a  v a n ity  a ne pas s'occuper des 
choses de l a  t e r r e .  Tel est 1 '£ c u e i l  des hymnes. I l s  
d£shabituent 1 'humanity k compter sur 1 '§ c r iv a in .  E l le  le  
d £ la is s e .  ( P I I .1 8 )

The poets ' own ana log ica l names fo r  t h e i r  e levated  fu nc tion  -  ' a i g l e ' ,  

'colombe' -  are turned against them:
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E l le  1 'a p p e lle  mystique, a ig le ,  p a r ju re  & sa mission. Vous 
n '6 te s  pas la  colombe cherch6e.

This la s t  evocation o-f Romantic B ib lic ism  -figures th e i r  f a i l u r e  even

to  r e a l is e  t h e i r  own -f igura tions . The poet i s  not the symbol of hope

a f t e r  th e  Flood, the 'colombe cherchd?e' by Noah (Genesis V I I I : 10-12 );

he is  not V igny 's  ap propria t ion  of the f ig u re :
Colombe au bee d 'a i r a in !  VISIBLE SAINT-ESPRIT!1V

And a f o r t i o r i  he i s  not the  New Testament P arac le te  p re - f ig u re d  by

the  Old Testament dove and p o s t- f ig u re d  by Vigny, the  'a u tre

Consolateur' promised by C h r is t  (John X IV :16):

Le m e il le u r  moyen d 'e t r e  reconnaissant envers lu i  est de
consoler 1 'humanity, de rapporter tou t £ e l l e ,  de la  prendre par 
la  main, de la  t r a i t e r  en f r 6 r e .  C 'es t p lus v r a i . ( P I I .9 3 )

Ducasse's humanism req u ires  the  poet to  tu rn  from an

imaginary D e ity  towards h is  fe l lo w  men. This opposition of God and

humanity is  not the  fa l la c io u s  opposition of 'C r6 a te u r '  and

'c r ^ a t e u r ' ,  s ince God is  no longer a p a rty  to  the anthropomorphic

comparisons of the poets. What the (Pseudo) Areopagite c a l l s  the

Supra-Essentia l Being is  so fa r  removed from P o is ie s  th a t I t s  D iv in e

Names can be re -a sc r ib ed  w ithout r is k :

E l le  n 'e s t  pas p lus  susceptib le  de nom que de ra is o n , tan t e l l e  
se retranche dans 1 ' in access ib le .  Et meme le  t i t r e  de bont£, ce
n 'e s t  pas & cause de son exac titude  que nous le  lu i  d^cernons;
mais, d£sireux de comprendre e t  d 'exprim er quelque chose 
touchant c e t te  incomprehensible et inexprim able natu re , nous lu i  
consacrons d'abord le  plus auguste des noms.. .

(Denys 1 'A reopag ite , Les Hows d i v i n s . sc>) 

Bonte, ton nom est homme. ( P I I . 8)

The 'com prehensib le ',  hypostatised f ig u re  of Man is  as 

important to  the second p a rt  of Ducasse's te x t  as Elohim. In P o i s i e s  1 

he appeared only as the author who 'ne do it  pas creer l e  malheur dans 

ces l i v r e s ' ;  in  Poesies 11 ' 1 'homme' appears in  twenty-two d i f fe r e n t  

paragraphs, each time resplendent with the Goodness to  which he has 

given h is  name. Twelve of these twenty-two te x ts  are c o rrec t io n s  of 

Pascal or Vauvenargues, inc lud ing  the two a lready  discussed (P I I .1 1 3  & 

154) where the opposition of Man and Elohim demonstrates the 'c re a te d -

ness' of the Demiurge. A th i r d  co rrec tio n  provides th is  theory with

i t s  f i r s t  p r in c ip le :
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Elohim est f a i t  & l ' im age  de 1 'homme.

As Jean and Mezei remark in t h e i r  commentary {Oeuvres c o v p l t t e s , 

p .3 6 0 ) ,  t h is  is  the  'sagesse -  v o l ta i r ie n n e  -  des n a tio n s ' w ith a pre­

te x t  in  V o l ta i r e  so f a m i l ia r  i t  needs no c i t i n g .  Those e d it io n s  that  

do c i t e  V o l ta i r e  both g ive  the same t e x t ,  but n e ith e r  g ives a 

b ib l io g ra p h ic a l  source fo r  so famous a 'boutade ':

Dieu a f a i t  1 'homme a son image, mais c e lu i - c i  le  lu i  a bien 
rendu.

V o l ta i r e  had been a t t r ib u te d  a more expansive version of t h is  in  an

unauthorised c o l le c t io n  of h is  Pens^es P h i l o s o p h iq u e s i

C 'e s t  l e  c a ra c t^ re  des barbares de c r o ir e  l a  D iv in i t y  
m a l- fa is a n te .  Les hommes fon t Dieu & le u r  image. 21

For once, and u n c h a ra c te r is t ic a l ly  fo r  a c o rre c t io n ,  Ducasse seems to  

agree w ith  V o l ta i r e :  man creates  a D iv in i t y  in  h is  own image; and both 

would agree with Proudhon when he says th a t  ' 1 'homme, en pensant Dieu,  

se r£ve lu i-m § m e '.2Z But Ducasse would also disagree in  two important 

respects : f i r s t l y ,  of course, he doesn 't mean by Elohim what V o l ta i r e  

and Proudhon mean by 'D ie u ';  secondly, he does not say th a t Man makes 

the  Demiurge in  h is  image, but th a t  the Demiurge is  made in  Man's 

image by an unspecif ied  maker. The co rrec tio n  of V o l ta i r e  replaces  

'D ieu ' with 'E lo h im ',  and the a c t iv e  form of the verb w ith the  

passive. This passive form conceals a t  le a s t  th ree  possib le  makers. 

The f i r s t  i s  the p o e t-c re a to r  of Romanticism, supplemented by those  

m o ra lis ts  mentioned in the immediately preceding paragraph, whose 

genre i s  so l i t t l e  d i f f e r e n t  'des m£lodrames, des oraisons fun£bres, 

de 1 'ode, de l a  stance r e l ig ie u s e '  ( P I I . 8 2 ) .  They, l i k e  V o l t a i r e 's  

'b a rb a re s ' ,  c rea te  a negative  D iv in i t y ,  the m alefic  Elohim of the  

.L u c i f e r ia n s  described by Goldfayn and Legrand (A p p .I ,  n . l ) .  The second 

possib le  maker i s  Ducasse h im se lf ,  meaning he has constructed Elohim 

e i t h e r  as the anthropomorphic God of the  poets, in  an e f f o r t  to  expose 

t h e i r  e r r o r ,  or as Man, in  an e f f o r t  to  e le v a te  him from the  

despondency in to  which the poets have cast him. Or t h i r d l y ,  the maker 

could be the orthodox Supra-Essential D iv in i t y ,  with the passive form 

an unorthodox means of c ircum locuting the D iv ine  Name.

This la s t  p o s s ib i l i t y  cannot be discounted, desp ite  the case 

to  be made fo r  'E lohim ' as c a r ic a t u r a l ,  man-made d iv in i t y .  P o i s i e s  i s
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not a t r e a t i s e  in  negative  theology and need not make any c le a re r  an 

a f f i r m a t io n  'o f th a t  which transcends a l l  a f f i r m a t i o n ' . 23 But nor does 

t h is  p o s s ib i l i t y  exclude the  others. P o is ie s  i s  s t i l l  a c r i t iq u e  of 

' l e s  stances a ig re s  du sceptic ism e' on behalf of humanity, 'en son nom 

personnel, malgr6 e l l e '  ( P I . 2 0 ) ,  a c r i t iq u e  of the  l i t e r a r y

constructio n  of God and of i t s  negative consequences. The negative  

theology of P o i s i e s , i f  such i t  i s ,  need make no impression on the

te x t  a t a l l .  As th e o lo g ic a l ly  co rrec t Demiurge or as a c rea tu re  of 

Man, 'E lohim ' is  the  same th in g ,  the Name of the  l i m i t  Ducasse imposes 

in  P o i s i e s  on constructions of the D iv in e .

To name, as we know since Adam, is  to  exerc ise  a u th o r i ty .  This  

a u th o r i ty  can have been granted from above, as Adam's was by God 

(E loh im ), or m is-approp ria ted , as the  S erpent's  was when he o ffe re d  to  

re-name Adam and Eve:

Vous serez comme des dieux (Elohim) en connoissant le  bien et le
mal. (Genesis I I 1 .5 )

Ducasse's a u th o r i ty  i s  appropria ted , the 'd e fa lc a t io n  f a i t e '  in

Poes ies  1 .20 .  His 'proclamation du beau' is  made in  the name of 

humanity 'malgre e l l e ' ,  and in  Poesies 11 he re-names the 'D ieu ' of 

Pascal, Vauvenargues and V o l ta i r e  by ap propria t ing  th e i r  te x ts .  His

onomatographic p ra c t ic e  throughout the te x t  is  m anipu la tive , and with  

the  constructio n  of Elohim i t  is  a lso c re a t iv e .  As the maker of His  

image, or ra th e r  of 'h is '  image, he competes w ith  the  

'C r£ a te u r ' / 'c r £ a te u r ' ,  committing the o r ig in a l  sin (or O r ig in a l  S in ) .  

His defence is  th a t  the  Creator he contests is  only the fa ls e  

hypostasis of the poets and philosophers, and not the Godhead 'dont je  

ne veux pas 6 c r i r e  l e  nom', whom he dares not even f ig u r e ,  as Chris t

is  f ig u re d  in  t h is  phrase and throughout the Chants.  Ducasse's

p ra c t ic e  of Names is  a p o i i s i s  in  contest with ' l a  po£sie mar^cageuse 

de ce s i& c le ' ,  and not w ith God. His knowledge is  of the good and e v i l

in  modern poetry . As such, Poesies  is  a lso  the the theory of h is

p r a c t ic e ,  'p o £ tiq u e ' as well as 'p o 6 s ie ' .

*  #  *
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3.1 PRELIMINARIES

1. POETIC POETICS
. . .  e t  que lorsqu'une preface n 'e s t  s u iv ie  d'aucun 
e f f e t  t e x t u e l , e l l e  cesse instantan^ment d 'e t r e  
p reface  pour devenir ce q u ' i l  lu i  p l a f t . 1

The indeterminacy of the  t e x t 's  t i t l e  is  not always so e a s i ly  resolved  

as i t  i s  by Aragon. B re ton 's  s o lu tio n  was to  re-name the te x t  we have 

'A r t  P o 6 t iq u e ',  and apply the  t i t l e  Poes ies  to  a te x t  we d on 't  have:

J'admets que les  P o is ie s  d ' Is id o r e  Ducasse suivent e t re fu te n t  
le s  Chants de M a ldo ro r .  J 'a jo u te  q u 'e l le s  ne leu r  sont en r ie n  
comparable, done point in f^ r ie u re s ,  puisque les  deux fa s c ic u le s  
imprimis n 'en co n st itu en t que la  p re face , ne peuvent passer que 
pour un A r t  P o i t i q u e  e t que le  re c u e i l  demeure jusqu'A ce jour  
inconnu.

Breton 's  d ispu tab le  statement of the  d is ju n c t io n  between the Chants 

and P o i s i e s  does not im p lic a te  ' le s  deux f a s c ic u le s ' ,  as i t  is  o ften  

understood to ; the te x t  he defends as 'incomparable with and in  no 

respect in f e r io r  t o '  the Chants i s  the  unknown ' r e c u e i l ' .  The apparent 

c o n tra d ic t io n  is  between the Chants and the p re face , te x ts  of 

d i f f e r in g  genres. His defence of Ducasse's r ig h t  to  c o n tra d ic t  

h im se lf ,  c i t in g  B au d e la ire ,  is  less  l i k e l y  to  be disputed as a matter  

only of 'form e' and not of ' fo n d ';  ju s t  a d i f fe re n c e  of genre.

D if fe re n c e s  of genre can s t i l l  r a is e  complex questions.  

C le a r ly ,  these P o i s ie s  are not of the  genus 'P o 6 s ie '.  The ded ica tion  

admits as much:

. . .  sont d£di6s, une fo is  pour toutes  le s  au tres , les  prosa' iques  
morceaux que j ' 6 c r i r a i  dans la  s u i te  des 2ges, e t dont le  
premier commence £ v o ir  l e  jour d 'h u i ,  typographiquement 
p a r la n t .

This p iv o ta l  i f  s o l i t a r y  re ference  to  prose in P o i s ie s  must 

serve to  lessen the  shock of the t i t l e ' s  unkept promise of po e try ,  but 

i t  must a lso  i n v i t e  speculation  th a t  the t i t l e  should have been Proses  

in the f i r s t  p lace , or at le a s t  P o is ie s  Prosa' iques . 2 Except th a t  th is  

promise of 'prosaisme' is  no less ambiguous than the t i t l e ' s  promise 

of 'p o 6 s ie . ' That Ducasse is  promising l i t e r a l l y  a s e r ie s  of prose- 

pieces can be known only in re t ro s p e c t ,  a f te r  reading the f i r s t  and
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second ins ta lm ents . The ded ica tion  might express no more than an oddly 

worded modesty, to  the e f fe c t  th a t  these poems 'are  not worthy of the  

name of p o e try ' .  The epigraph claims as much, rep lac ing  p r id e  with  

modesty, and p ro te s ta t io n s  of modesty, a f t e r  V ic to r  Hugo, are  

commonplaces of the Romantic pre face . 'P rosaism e', s im i la r ly ,  is  a 

mode f re q u e n t ly  p rac t ised  by n in e te e n th -c en tu ry  poets, from Musset to  

S u l ly  Prudhomme and Copp6e. But, i f  i t  is  possib le  to  read th is  

re fe ren ce  to  'prosaiques morceaux' as p la in  modesty, then i t  should be 

e q u a lly  possib le  to  consider the Poes ies  of the t i t l e  as p la in ly  

immodest of Ducasse, an e le v a t io n  of h is  prose to  a s ta tu s  the  

subscriber dare not re fuse  i t .

P o i s ie s  as a t i t l e  promises poetry  of the most general kind, 

a maximal he terogene ity ; i t  i s  g e n e ra l ly  used fo r  a c o l le c t io n  of 

d is p a ra te  works th a t  are th e m a tic a l ly  u n re la te d . I t  i s  a t i t l e  tha t  

should not be given p ro s p e c t iv e ly ,  as Ducasse does, but 

r e t r o s p e c t iv e ly ,  to  the output of several years. There are abundant 

examples of t h i s ,  inc lud ing  B a n v i l le 's  P o i s i e s  of 1857, C a tu l le  

Mend£s' P o is ie s  of 1892, L6on V alade 's  P o i s ie s  of 1886, and Les 

P o i s i e s  de Stephane H a l l a r n i  of 1887. When Ducasse uses the t i t l e  he 

i s  suppressing the passage of time and acqu ir ing  the s ta tus  of Poet 

a p r i o r i ; only iro n y ,  perhaps, d is t in g u ish e s  such presumption from 

th a t  of Theophile G au tie r ,  who published Les P o i s ie s  de Theoph i le  

G a u t ie r  in  1830, aged 18.

The a n t i th e s is  of such licensed g e n e ra l i ty  is  the  published  

poetry  of V ic to r  Hugo: twenty-two volumes and one on ly , the f i r s t

(Odes e t  B a l l a d e s ) , with a t i t l e  in any way so u n s p e c if ic .  V in e t ,

review ing Les Voix I n t i r i e u r e s , c r i t i c i s e s  him fo r  i t :

M. Hugo est un homme d ' in s p ira t io n  qui veut £ tre  homme de 
syst£me ( . . . )  I I  n ' 6 c r i t  pas une preface  qui n 'en rende
t£moignage; le  t i t r e  m£me de ses re c u e i ls  1 'annonce. Ce sont des 
Chants du Cr6puscule, ce sont des Voix In t£ r ie u re s ;  mais on 
p o u rra i t  t ra n s p o rte r  a chaque re c u e i l  le  t i t r e  de 1 'a u tre ;  ou, 
mieux encore, on p o u r ra i t  e f fa c e r  tous ces t i t r e s ;  ces poesies  
sont des poesies, vo ilA  to u t;  de la  po^sie, ce qui vaut mieux
encore; e t  je  c o n s e i l le r a is  k 1 'a u te u r ,  si le  t i t r e  ne lu i  
p a r a is s a i t  trop  am bitieux, de m ettre  bonnement au f ro n t is p ic e  de 
chacun de ses re c u e i ls :  Po£sie, tome Ie r ;  Po£sie, tome I I ,  et  
bien des tomes encore. (L i t t i r a t u r e  f r a n g a i s e , I I ,  p . 266)
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N either  Vi net nor Hugo is  h o s t i le  to  po e try ,  of course. Abuse of the  

re a d e r 's  confidence such as Ducasse p ra c t is e s  i t  would be hard fo r  

e i t h e r  to  envisage. Ducasse's reader was promised poetry  of some 

d e s c r ip t io n  by the t i t l e - p a g e ;  the same unambiguous promise was made 

in  the a d ve rt is in g  fo r  P o is ie s  taken out in the Revue p o p u la i r e  de 

P a r i s  and in E v a r is te  Carrance's  anthology of 1871 (see Caradec, 

L a u t r i a n o n t , p p .341 & 356 ).  A fte r  these, the re ad e r 's  disappointment 

a t Ducasse's opening a ttack  on poetry  must have been extreme: 'Les

g^missements po^tiques de ce s i£ c le  ne sont que des sophismes' ( P l . l ) .

These 'poes ies ' are a n t i -p o e t r y .  They re fu te  other poetry  and 

they themselves re fuse to  be p oetry , and are prose, not even 'prose 

p o i t iq u e '  but only one more 'p o i t iq u e  en p ro s e ' .  Ducasse is  not 

o f fe r in g  'P e t i t s  poemes en prose' in  the manner of B aude la ire . At 

l e a s t ,  i t  cannot seem so when h is  r h e to r ic  is  so d i f f e r e n t  in  manner 

from th a t  t e x t 's  p re fa to ry  ded ica tion; u n like  Ducasse, Baudelaire  is  

anxious to  o f fs e t  the  otherness of h is  'p e t i t  ouvrage ', or a t le a s t  to  

e x p lo i t  the rh e to r ic  of such anx ie ty .

P o is ie s  i s  only 'about' po e try ,  then, and the t i t l e  is  a 

deception because i t  designates only the  subject m atte r ,  ' l e  fond' and 

not ' l a  fo rm e '.  Bre ton 's  new name fo r  i t  might well have been b e t te r .  

Had the  t i t l e  been P o i t i q u e , or P o i t i q u e s  ( to  match the  form 

' P o i s i e s ' ) ,  or ( to  announce Ducasse's p o e t ic a l  poe tics  c o r re c t ly )  

P o i t i q u e  p o i t i q u e ,  the  subscriber in  p u rs u it  of poetry (and not theory  

of poetry) would not have been misled. Yet Second Empire consumers of 

pure poetry  were not so well protected from theory as they may have 

wished, and Ducasse was not alone in  attem pting to  deceive them. The 

opening pages of S u l ly  Prudhomme's Stances & Poimes (1865) o f fe r  

l i t t l e  v io lence: a ded icatory  paragraph in  prose, expressing with

p e r fe c t  decorum the view th a t  ' l e  doute est v io le n t  comme tou te  

angoisse' ( p . l ) ,  and f i v e  stanzas 'Au le c te u r '  on the d i f f i c u l t i e s  of 

expression. But a f t e r  280 pages of verse the reader is  suddenly 

assa iled  by ten pages of Parnassian Hegelianism, a manifesto of the  

new s p i r i t  in  poetry among ' le s  jeu nes ':

A d£faut des v i e i l l a r d s  les  jeunes le  d iro n t .
I l s  chercheront du moins. Leur f i e r t £  r£pudie
Du doute i r r £ f l £ c h i  le  d^sespoir a is£;
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I I s  sentent que le  r i r e  est une comedie,
Que la  m eiancolie  est un c e rc u e ll  use. { L ' A r t ,  p . 290)

The -five poems which •follow th is  to  bring  the volume to  a conclusion  

are again nothing less than theory passing as poetry . Nor is  S u l ly  

Prudhomme an exception. I f  the chie-f ob ject of h is  c r i t ic is m s  is  the  

school o-f A lfre d  de Musset, he is  more d is c r e e t ly  o f fe r in g  a response 

to  G a u tie r ,  whose Emaux e t  Camies (1858 e d it io n )  ends with the  

manifesto-poem L ' A r t . This is  the f in a le  to  a volume of 'pure ' poetry  

th a t  i s ,  l i k e  S u lly  Prudhomme's poem, 'impure' theory , the c la s s ic a l  

expression of ' l ' a r t  pour 1 ' a r t '  as d o c tr in e :

M. Theophile G autier est le  p lus puissant limeur de c e t te  
l i t t e r a t u r e  v o lo n ta ire  qui c r o i t  t ro p ,  mais en fin  qui c r o i t  que 
1 'e f f o r t  humain 1 'emporte, en f a i t  de po^sie, sur l a  d iv in e  
spontaneity . Dans ce volume d ‘ Emaux e t  Camies,  l e  po£te  
systematique au fond, a donne sa poetique avec les  p re s t ig e s  de 
sa poesie. (Barbey d ' A u r e v i l ly 3 )

G a u t ie r 's  poem i s  i t s e l f  a response to  a statement of a r t i s t i c

p r in c ip le s  by B a n v i l le ,  addressed to  G autier in  the form of an

'o d e le t te '  in  h is  P o is ie s  of 1857. G autier reproduces the stanza-form

of B a n v i l le 's  l i t t l e  ode, but the l in e s  l in k in g  these manifestos can

be d i f f e r e n t l y  drawn. The object of each is  ' l e  t r a v a i l ' ,  d i f f e r e n t l y

in te rp re te d :

Pas de t r a v a i l  commode!
Tu pretends, comme moi,
Que 1 'Ode
Garde sa v i e i l l e  l o i .

(B a n v i l le ,  A Th . G a u t i e r , 1856*)

Oui, 1 'oeuvre s o rt  plus b e l le  
D'une forme au t r a v a i l  
R eb e lle ,
Vers, marbre, onyx, em ail.

(G au tie r ,  L ' A r t , 1857)

The response can be d e liv e red  in a lexandrines:

Le t r a v a i l  f a i t  les  coeurs; c e t te  douleur sacree  
Donne un si m£le espoir qu'on la  s o u ffre  en chantant!

(S u l ly  Prudhomme, L ' A r t ,  1864)

Or in prose:



114

Le t r a v a i l  d £ t r u i t  1 'abus des sentiments.
(Ducasse, Poesies  11 .39 , 1870)

The example of these p r e - te x ts  re fu te s  the suggestion th a t

Ducasse is  simply passing o f f  theory as poetry; h is  e x p l i c i t  d istance

from these authors amounts to  a c r i t iq u e ,  and h is  v io le n t  departure  is

not a deception but an express des ire  to  undeceive. Theory becomes not

the  f i r s t  f r u i t  of the  reading experience, the 'p r£m ices ',  but i t s

necessary premise, exposed f i r s t l y  in  the preface of a te x t  s t i l l  to

come (the 'p re face  & un l i v r e  f u t u r ' th a t  some in s is t  on c a l l in g

P o i s i e s ) .  This may be to  evoke again a sense of loss fo r  the unw ritten

P o i s i e s  -  'Ah s i Ducasse a v a i t  v £ c u ! ' -  but th e re  is  hope; a preface

i s  always preceded in some sense by the  te x t  to  be prefaced:

La p re face , mode synth^tique de 1 'e x p o s it io n ,  discours des 
themes, des theses e t  des conclusions, pr6c£de i c i , comme 
to u jo u rs ,  le  te x te  ana ly tique  de 1 'in v en t io n  qui 1 'aura lui-m£me 
e f f e c t i v e n e n t  devanc^e mais qui ne peut pas, sous peine de 
r e s te r  i l l i s i b l e ,  se presenter ou s 'ense igner lui-m£me.

(D err id a , Hors l i v r e f p r i f a c e s , 1972®)

I f  P o i s i e s  is  a p re face , the preceding te x t  th a t i t  prefaces (the  

eventual p o s t - te x t )  must be somewhere; every preface has such a pre­

t e x t ,  however ' i l l i s i b l e '  i t  remains. But fo r  the moment P o is ie s  only 

has readable  p re - te x ts :  formal and d iscu rs ive  models th a t  determine

i t s  genre. A tten t io n  to  these must, fo r  the  moment, make up fo r  the  

u n re a d a b i l i ty  of the  other kind of p r e - t e x t ,  the missing P o i s i e s .

2. PARNASSIAN PRECEDENTS

The 'p re fa c e '  to  G a u t ie r 's  Emaux e t  Camies , a non-, even an a n t i -  

th e o r e t ic a l  sonnet, i s  no generic  p r e - te x t  of P o i s i e s . More promising 

models are  Leconte de L is le 's  c h ie f  th e o re t ic a l  statements from the  

same p e r io d , the prefaces to  Poeaes a n t iq u es  (1852) and Po'emes e t  

P o i s i e s  (1855 ).  These pre faces , u n like  G a u t ie r 's  non-preface, are not

c a l le d  'p r e f a c e ' ,  e v id e n t ly  because the days of the (Hugolian)

p re fa to ry  manifesto are past. According to  Leconte de L is le  h im se lf ,  

the  designation  was outmoded:

F a ite s  quelques lignes  de prose en m ati£re  de p e t i t e  p re face ,  
mais, t o u t e f o is ,  sans m ettre ce t i t r e  au-dessus, car i l  est 
maintenant p r o s c r i t .  (A r t i c l e s , e t c . ,  1971, p . 107)
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Leconte's  d e s ire  to  observe conventions as to  the t i t l e  o-f h is  preface  

i s  ev ident a lso in  h is  themes, conventional enough to  exem plify  here 

the c u l tu r a l  codes th a t are Ducasse's d iscu rs ive  p re - te x ts .  There are  

strong a f f i n i t i e s  of language between these te x ts  and P o i s i e s i

Ce l i v r e  est un re cu e il  d '6 tudes , un re to u r  r£ f l£ c h i  & des 
formes n6glig6es ou peu connues. Les Emotions personnelles  n 'y  
ont la is s £  que peu de traces ; le s  passions e t le s  f a i t s  
contemporains n 'y  apparaissent p o in t .  Bien que l ' a r t  puisse  
donner, dans une c e r ta in e  mesure, un carac t£ re  de g £ n 6 ra l i t6  & 
to u t ce q u ' i l  touche, i l  y a dans l 'a v e u  public  des angoisses du 
coeur e t  de ses volupt£s non moins am^res, une v a n ity  et une 
p ro fan a tio n  g r a tu i te .  D 'a u tre  p a r t ,  quelque v ivantes  que soient  
le s  passions p o l i t iq u e s  de ce temps, e l l e s  appartiennent au 
monde de 1 'a c t io n ;  l e  t r a v a i l  s p 6 c u la t i f  leu r est s tran g er.  Ceci 
exp lique  1 'im personna lit6  et la  n e u t r a l i t y  de ces ytudes.

iPo'evtes a n t i q u e s , p re face , in  A r t i c l e s , e t c . ,  pp. 108-9)

La po£sie personnelle  a f a i t  son temps de jo n g le r ie s
r e la t i v e s  e t  de contorsions contingentes. Reprenons le  f i l  
in d e s t ru c t ib le  de la  po6sie impersonnelle . ( P I . 46)

Ne transm ettez £ ceux qui vous l is e n t  que 1 'experience qui 
se degage de la  douleur, e t qui n 'e s t  plus la  douleur elle-m£me. 
Ne p leurez pas en p u b lic .  ( P I . 40)

La mission de la  poesie est d i f f i c i l e .  E l le  ne se meie pas
aux evenements de l a  p o l i t iq u e  ( . . . )  E l le  ne p a r le  pas des
lu t t e s  que 1 'homme engage, par exception , avec lui-m£me, avec
ses passions. ( P I I . 35)

Poesies  can sometimes seem to  be responding d i r e c t l y  to  the Lecontian  

p o s it io n :

Dante, Shakespeare et M ilton  n 'on t prouv£ que la  fo rce  e t  la  
hauteur de le u r  g£nie in d iv id u e l .  iPoemes a n t i q u e s , preface)

Dante, M il to n ,  d£crivan t hypoth£tiquement les  landes  
in fe r n a le s ,  ont prouv£ que c '£ t a ie n t  des hymnes de premiere  
esp^ce. ( P I I -13)

I f  these s im i l a r i t i e s  of phrase do not amount to  te x tu a l  c i t a t io n s , *  

they are  a t  le a s t  c i t a t io n s  of a d iscu rs ive  p o s it io n ,  th a t of the  

poetic  avant-garde in r e la t io n  to  which Ducasse s i tu a te s  h is  te x t .  The 

Parnassian movement is  not mentioned by name, but Ducasse's advocacy 

of ' l a  po£sie im personnelle ' looks l i k e  a d e c la ra t io n  of sympathy with  

i t s  th e o r e t ic a l  aims. L e t te r  7, in which he declares  h is  in te n t io n  to  

publish P o i s i e s  'chez A1. Lem erre ', the Parnassian s p e c ia l is t  

coupled w ith  my own theory th a t  the colour of the cover of P o is ie s  is
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d e l ib e r a te ly  chosen to  match Lemerre's -  seems to  i l l u s t r a t e  h is  

a s p ira t io n  to  those he ights . But to  be c le a r  th a t he is  e n t i r e ly  

unsympathetic towards i t s  p ra c t ic e  we need only r e fe r  to  the a ttack  on 

' l e s  d e s c r ip t io n s ' in  P o i s i e s  11.73, to  the  e x p l i c i t  d en ig ra t ion  of 

Leconte de L is le  and Copp6e ( P I . 39 & 47, PI 1 .88) and to  the te x tu a l  

co rrec tio n  of Leconte's  Ka'in in P o is ie s  1.38 (see Chapter 2 .3 ,  above, 

section  4) and of S u l ly  Prudhomme in  the Chants and in  P o i s ie s  11.16  

(see Chapter 5 .1 .  below, section 7 ) .

Lemerre's second Parnasse con te np o ra in  nonetheless provides  

Ducasse w ith  a te x tu a l  precedent as s ig n i f ic a n t  as any opinion from 

which to  d i f f e r ,  or any p re - te x t  to  be corrected . This ' re c u e i l  de 

vers nouveaux' was, l i k e  P o i s i e s , intended to  appear a t  reg u la r  

in t e r v a ls ,  ' f a s c ic u le '  by ' f a s c ic u le ' ,  and a v a i la b le  on subscrip tion ;  

i t  would e v e n tu a l ly  c o n s t i tu te  a complete work which could be 

reassembled and re -pub lished  as a s in g le  volume. The 'a v is '  a t the end 

of P o is ie s  makes c le a r  the  s im i l a r i t i e s  between the two p ro je c ts :

C ette  p u b l ic a t io n  permanente n 'a  pas de p r ix ,  Chaque 
souscrip teur se f i x e  a lui-m6me sa sou scrip tio n . I I  ne donne, du 
re s te ,  que ce q u ' i l  veut.

Les personnes qui recevront les  deux premieres l iv ra is o n s  
sont p r ice s  de ne pas les  re fu s e r ,  sous quel que p r^ te x te  que ce 
soi t .

I t  a lso  h ig h l ig h ts  considerable d i f fe re n c e s  between the two. The 

re fe rence  to  a 'p u b l ic a t io n  permanente' has fo r  many commentators 

added a c e r ta in  metaphysical depth to  the r e l a t i v e l y  prosaic  

assumption on Ducasse's p a rt  e i th e r  th a t  h is  p ro je c t  w i l l  be

successful enough to  keep going in d e f i n i t e l y ,  or a t le a s t  th a t h is

fa th e r  w i l l  a llow  him the  funds to  susta in  th a t i l lu s io n .  S im i la r ly ,

the  p r ic e  l e f t  'ad l ib i t u m '  s ig n i f ie s  th a t the i n i t i a l  subscrip tion  

need not be fo r  a f ix e d  number of ' l i v r a i s o n s ' .

Th is , and the suggestion in  the  Dedication th a t  h is  

'prosaiques morceaux' w i l l  extend in to  ' l a  s u i te  des a g e s ',  could seem 

l i k e  presumption, but i t  looks l i k e  caution when compared with the

Parnasse Con tempora in , whose f i r s t  issue re c k le s s ly  announced:

Cet ouvrage sera p u b lic  en dix s e r ie s  a IFR chacune.
Prix  de 1 'ouvrage complet, franco par la  poste, IOFR.

Adding c o n f id e n t ly  th a t :
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I I  p a ra i 't ra  une s 6 r ie  tous les  quinze jo u rs , l e  20 e t  l e  5 de 
chaque mois, k p a r t i r  du 20 octobre 1869.

This - f i r s t  issue, consis ting  s o le ly  o-f Leconte de L i s le 's  Ka' in , also  

boasts a f u l l  l i s t  o-f the poets c o n tr ib u t in g  over the ten issues, only  

to  -f inish up -  a-fter a y e a r 's  in te r ru p t io n  en-forced by the  War and the  

Commune -  comprising of twelve p a r ts ,  accommodating e ig h t unannounced 

poets ( in c lu d in g  Sainte-Beuve and Mallarm6) and excluding one 

p rev ious ly  announced (Joseph Autrun7 ) .

The la s t  sentence of the 'a v is '  seems a lso to  suggest a 

modest caution on Ducasse's p a r t ,  implying th a t  the 'deux premieres  

l i v r a is o n s '  were sent out u n s o l ic i te d ,  there-fore th a t no payment was 

r e a l l y  expected -for them. They are -free samples, expedited in an 

e f f o r t  to  a t t r a c t  subscribers , whereas the Parnasse  was an ag gres ive ly  

commercial venture. Here again , though, th e re  are s i m i l a r i t i e s  as well 

as d i f fe re n c e s ,  s ince Lemerre too was in the h a b it  of sending out f re e  

copies fo r  p u b l ic i ty  purposes, as we know from Barbey's review in  Le 

Main jaune  (27 .10 .1866) of the f i r s t  Parnasse con tempora im

C 'es t typographiquement un beau l i v r e ,  bien £ t a b l i ,  bien  
conditionn6 par l ' 6 d i t e u r  Lemerre, qui me l ' a  envoys avec 
beaucoup de p o l i te s s e ,  ce dont i c i ,  publ iquement, j e  le  
rem ercie. (Le XIXe s i k c l e , I I . ,  p . 79)

We can guess th a t Ducasse, i f  he re je c te d  the poetic  p ra c t ic e  of the  

Parnassians, would a t  le a s t  emulate Lemerre the  p u b l ic is t .  Poks ies  was 

probably addressed to  c r i t i c s  l i k e  Barbey, Pontmartin and Scherer ( i f  

not Sainte-Beuve) s ince he had a lready in s is te d  (with re fe rence  to  the  

Chants ) 'que le  s e rv ic e  de la  c r i t iq u e  s o i t  f a i t  aux principaux  

lu n d is te s '  ( l e t t e r  4 ) .  The f i r s t  and second volumes of the Parnasse  

contemporain  were an ob ject lesson in  generating a c r i t i c a l  response, 

and i f  Poksies  i s  not 'poesies ' but p o e t ic s ,  th a t is  no reason in  

i t s e l f  fo r  th in k in g  c r i t i c s  would not f in d  i t  worth commenting upon.

In the event, Ducasse was to  be disappointed. The 'deux 

premieres l iv r a is o n s '  were indeed ' r e fu s e d ' ,  generating no response 

whatsoever, le a s t  of a l l  from the c r i t i c s ,  not even from those as 

severe on the Parnassians as he was. As c r i t i c a l  s tra te g y ,  the  

emulation of these poetic  precedents was, p r a c t ic a l ly  speaking, a 

f a i l u r e .
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3. PREFACES I  & I I
. . .n o n  content d'une premiere p r e fa c e . . .

(C o n d il la c ,  c i t .  D e rr id a ,  La D i s s e m i n a t i o n , p . 52)

The 'p r i£ r e  de ne pas re-fuser' ( 'sous quelque p r£ tex te  que ce s o i t ' )  

brings to  a c lose the Ducassian oeuvre. Ducasse did not in tend th is  

re fu s a l  of re fu s a l to  be h is  la s t  recorded u tte ran c e , a mark of

c lo su re ,  and fo r  a w h ile  i t  w asn 't ,  s ince the only e x is t in g  copies of 

P o i s i e s  1 & I I  were in c o r re c t ly  bound together by the Biblioth&que  

N a tio n a le ,  g iv ing  those p r iv i le g e d  enough to  read i t  the impression  

th a t  the  'a v is '  comes a t the end of the  f i r s t ,  not the second,

' l i v r a i s o n ' .  But even when restored  to  the  ins ide  back cover of 

P o i s i e s  I I ,  the 'a v is '  is  s trange ly  out of p lace. I t  ought to  come on 

the  f i r s t  page, as a th resho ld , ave rt in g  the reader as to  what i s  to

come. The opening words of the Chants de Maldoror  are ju s t such an

'a v is  au l e c t e u r ' .  But i t  makes no sense fo r  the Ducasse of P o i s i e s  to  

request the  addressee not to  re fuse  a te x t  th a t the addressee must 

have read , and th e re fo re  'a c ce p te d ',  in  order to  reach the  po in t where 

the request is  made. The 'a v is '  is  a kind of p re face , not a po s t-face ;  

i t  belongs a t  the beginning of the t e x t .  There i t  can take the place  

of a pre face , as in  Les F le u rs  du ma l ,  or double up w ith  i t ,  as the  

'a v e r t is s e m e n t ' does in  Lam artine 's  Jocelyn' ,  but a t the  end of the  

te x t  i t  is  superfluous.

There is  a possib le  analogy with Leconte de L i s le 's  remarks 

a t the end of the preface to  h is  Poemes e t  P o i s ie s  (1855 ),  where he 

requests the reader not to  re fuse  the  te x t  th a t  fo llow s:

Je souha ite , en f in is s a n t ,  que 1 'aveu s in cere  de mes
p re d i le c t io n s  e t  de mes re g re ts  n 'a rr fe te  pas le  le c te u r  au seu il  
de mon l i v r e .  (A r t i c l e s , e t c . ,  p . 136)

But th is  threshold  is  c o n st itu te d  as such by the  prospective re ference

to  the ' l i v r e '  th a t  fo llo w s; Ducasse's 'a v is '  r e fe rs  back to  the te x t  

th a t  has gone. The analogy is  b e t te r  drawn between Leconte's  preface  

and P o i s i e s  i t s e l f ,  d isregarding the misplaced 'a v i s ' .  What Ducasse 

would r e a l l y  wish is  fo r  the  ' l e c t e u r '  of the two ' l iv r a is o n s '  not to  

be brought to a h a l t  'au seu il  de mon l i v r e ' ,  th a t  i s ,  of the

' l i v r a is o n s '  s t i l l  to  come. Then, of course, P o is ie s  f a i l s  r a d ic a l ly  

as p re face , there  being as yet no ' l i v r e '  a t  whose threshold  his  

reader might a r r iv e .  Moreover, even i f  there  were such a ' l i v r e ' , - t h e
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Lecontian p re fa c e 's  s t ru c tu ra l  c h a r a c te r is t ic s ,  i t s  l im in a ry  func tion  

towards the  te x t  i t  p re faces , s t i l l  could set no precedent fo r  

Ducasse. His 'p re fa c e ' i s  fo llowed n e ith e r  by 'poemes' nor 'p o e s ie s ' ,  

and i f  i t  were these would have not one preface but two, p a r ts  I and 

I I  of Poes ies ,  and two thresholds.

There are  precedents fo r  t h is  apparent redundancy:

Lam artine 's  La Chute d 'un  Ange has two pre faces , and by 1B53 V ic to r

Hugo's Odes e t  B a l la d e s  had accumulated s ix .  But in  both cases the

d i f f e r e n t  te x ts  are d is ta n t  in  t im e , marked by the w r i t e r 's  response

to  c r i t ic is m  and by the  evo lu t ion  of h is  thought, fo r  n e ith e r  of which

can th ere  have been much occasion in the  two months th a t  separate  the

p r in t in g  of Podsies  I  & I I .  A more immediate precedent i s  Ducasse's

own dyadic p reface  to  the  s ix th  Chant de M a ld o ro r .  There are

s im i l a r i t i e s  of expression to  suggest a d iscu rs ive  p r e - te x t  and

s i m i l a r i t i e s  of rh e to r ic a l  gesture to  suggest p a r a l le l  d iscu rs ive

s t r a te g ie s .  Both te x ts  anathematise past l i t e r a t u r e  in  the form of i t s

f i c t io n a l  c re a t io n s ,  the heroes of poetry  and the  novel:

Ce ne seront p lus  des anath£mes, possesseurs de la  s p e c ia l i t 6  de 
provoquer le  r i r e ;  des p e rso n n a lit6s  f i c t i v e s  qui au ra ien t bien 
f a i t  de re s te r  dans la  c e r v e l le  de 1 'au teu r;  ou des cauchemars 
places trop au-dessus de 1 'ex is ten ce  o rd in a ire .  (C h V I. l )

These are the  'fanttimes gigantesques' ,  'r£bus d^fendus ', and 

'automates fa n ta s t iq u e s ' of P o is ie s  1 .24 . Both exp la in  what is  

e n ta i le d  in  the f i r s t  phase of an a l t e r n a t iv e  l i t e r a t u r e  and are both 

coy about ' l a  s u i t e ' :

Je n 'a i  pas besoin de m'occuper de ce que je  f e r a i  plus ta rd .  
Je devais f a i r e  ce que je  f a i s .  Je n 'a i  pas besoin de d6couvrir  
q u e lle s  choses je  d^couvrira i p lus ta rd .  ( P I I .9 9 )

Pour le  moment e t  pour plus ta r d ,  vous n 'a v ie z  pas besoin 
d'en savoir  davantage! Des considera tions  nouvelles  me
paraissent su p erf lu es , car e l l e s  ne f e r a ie n t  que r£ p 6 te r ,  sous 
une au tre  forme, p lus ample, i l  est v r a i , mais id e n t iq u e ,  
1 'enonce de l a  these dont la  f i n  de ce jour verra  le  premier  
d£veloppement. (C h V I . l )

The d iscurs ive  a f f i n i t y  between the double preface and P o is ie s  is  

marked by the appearance near the beginning of Chant  V I . 1 of one of 

the 'gosses sans mouchoir de la  quatri£m e' who are so d is d a in fu l  of 

Lamartinian elegy ( P I . 43):
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Ne croyez pas q u ' i l  s 'a g is s e  encore de pousser, dans des 
strophes de quatorze ou quinze l ig n e s ,  a in s i qu'un §16ve de 
quatri^me, des exclamations qui passeront pour inopportunes .. .

And by the appearance a t  the end of Chant  V I . 2 of the  'canard du

doute' from P o is ie s  1 .29:

Sachez que la  po£sie se trouve partout oft n 'e s t  pas le  s o u r ire ,  
stupidement r a i l l e u r ,  de 1 'homme, £ la  f ig u re  de canard.

Between these an in te rv e n t io n  is  made in the same debate on the nature

and function  of poetry  th a t  s i tu a te s  Poes ie s ,  s p e c i f i c a l l y  with

re ference  to  a p a r a l le l  genre:

Esp6rant v o ir  promptement, un jour ou 1 'a u tre ,  la  consecration  
de mes th e o r ie s  acceptee par t e l l e  ou t e l l e  forme l i t t e r a i r e ,  je  
c ro is  avo ir  e n f in  trouve , apres quelques tatonnements, ma 
formule d e f i n i t i v e .  C 'es t la  m e il le u re :  puisque c 'e s t  le  roman!

Le roman est un genre faux , parce q u ' i l  deeri t  le s  passions pour 
elle-meme: la  conclusion morale est absente. ( P I . 15)

Even i f  the preference expressed fo r  the novel i s  not i r o n ic ,  

Ducasse's re je c t io n  of th a t  p o s it io n  doesn't d is q u a l i fy  i t  as pre­

te x t .  To be exemplary of a c u l tu ra l  context the e a r l i e r  dyadic preface  

need only show i t  is  a p a rt  of th a t  context.  The in te r te x tu a l  r e la t io n  

is  between the second t e x t ,  P o i s i e s , and the c u l tu ra l  context of which 

the f i r s t  (Chant  V I . 1-2) i s  a p a r t .  Their d i f fe re n c e  of opinion is  

e i th e r  in c id e n ta l  or the  object of a d i f f e r e n t ,  e x p l i c i t l y  c i t a t io n a l ,  

kind of in te r te x t u a l  p ra c t ic e .

As a d is cu rs ive  p r e - te x t ,  the double preface is  as useful in  

f ix in g  the terms of the 's i tu a t io n  de la  po6sie ' as Leconte 's  

prefaces , but no more so. As a formal model i t  seems e q u a lly  l im i te d ,  

one instance in a c u l tu r a l  context where m u lt ip le  prefaces p r o l i f e r a t e  

(many of them c ite d  in footnotes to  D e r r id a 's  Hors l i v r e T p r e fa c e s * ) . 

The two hybrid prefaces are homologues through a s im i l a r i t y  of 

s tru c tu re ,  but t h e i r  functions  d i f f e r  too g re a t ly  to  susta in  any 

analogy. Even i f  th e re  exis ted  fo r  Poesies  a r e la t io n  to  a prefaced  

te x t  corresponding to  the r e la t io n  between the f i r s t  two p a rts  of 

Chant VI and the 'p e t i t  roman' th a t  fo llow s  them, the r e la t io n  of 

Chant VI as a whole to  the other Chants de Ha ldo ro r  has fo r  Poesies  no 

s tru c tu ra l  homologue: in  opening the s ix th  canto the double oreface

m aintains an unbroken sequence th a t  by the end of th a t  canto w i l l  f in d
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closure  and e s ta b l is h  an in t e g r i t y  -for the te x t  th a t i s  beyond the  

a s p ira t io n s  of P o i s i e s .  To f in d  such in t e g r i t y  w ith in  i t s  confines,  

the  marks o-f i t s  c lo su re , the 'h o r s - t e x t e ' must be drawn on. I  have 

re s is te d  the  tem ptation to  read the 'a v is '  as the te x t  prefaced by 

Poes ies 1 & 11,  even i f  i t  i s  the only te x t  th a t  fo llow s them. But 

th e re  i s  a b e t te r  argument to  be made fo r  a d i f f e r e n t  Ziors-textual  

r e la t i o n ,  one th a t  can at le a s t  bring these p re l im in a r ie s  to  a 

s u i ta b le  conclusion.

4. POSTFACE: EPIGRAPH AS PREFACE
La po s t-face  est la  v £ r i t £  de la  pre face .

(La D is s e m i n a t io n , p . 33)

Between the  t i t l e  and the t e x t ,  co n ve n tio n a lly ,  comes the preface .

When the te x t  has been superseded by the preface so th a t  the preface

becomes the  t e x t ,  th a t  which u su a lly  comes between the t i t l e  and the

pre face  becomes the  preface . The preface of P o is ie s  -  by ‘ P o i s i e s ’ i s

now meant, to  avoid confusion, only the known te x t  -  is  what used to

be known as the epigraph:

Je remplace la  m £lancolie par le  courage, le  doute par la  
c e r t i t u d e ,  l e  d£sespoir par l ' e s p o i r ,  l a  m£chancet£ par le  b ien ,  
le s  p la in te s  par le  d e vo ir ,  le  scepticisme par la  f o i , les  
sophismes par la  f ro id e u r  du calme e t l 'o r g u e i l  par la  modestie.

Like the  preface  i t  has superseded, t h is  epigraph is  dyadic, appearing  

once on the  cover of Poesies 1 and once on the t i t l e - p a g e .  I t  is  tru e  

th a t  the te x t  on the  t i t l e  page is  an id e n t ic a l  r e p e t i t io n  of the te x t  

from the  cover, whereas P o is ie s  1 and P o is ie s  11 make q u ite  d i f f e r e n t  

statem ents, but to  the  suggestion of an a f f i n i t y  of s tru c tu re  between 

te x ts ,  t h e i r  content need have no r e la t io n .  A fu r th e r  a f f i n i t y  is  the  

u n s u i t a b i l i t y  of the 'p re face  h yb rid e ' as formal p re - te x t  to  e i t h e r ,  

i f  in  each case fo r  d i f f e r e n t  reasons: Poesies  as a whole belongs to  

no formal sequence of the kind th a t  recuperates the d is cu rs ive  

deviance of the preface  in  the Chants}  and though the epigraph is  

embedded in  a sequence of te x ts  ( t i t l e ,  epigraph, t e x t ) ,  the formal 

d if fe re n c e s  between these f in d  no p a r a l le l  in  the  g e n e r ic a l ly  

homologous f i r s t  strophes of the s ix  Chants.

R h e to r ic a l ly ,  some analogies can be drawn. The epigraph-  

preface  of P o is ie s  (another 'h y b r id ')  and the preface in  the Chants
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both -figure a f i r s t  person voice th a t  announces a change in  the  

l i t e r a t u r e  they produce, describ ing s p e c i f ic a l ly  both the past they  

repud iate  and the fu tu re  they espouse. In the preface to  Chant VI  (as 

throughout the  Chants)  the d is t in c t io n  between f i c t i v e  and d iscu rs ive  

space breaks down through the in s c r ip t io n  of the l i t e r a r y  performance; 

the  ep ig raph-preface  of Poesies  re -en ac ts  t h is  in  m in ia tu re  by the  

unexpected use of the  present tense, the perform ative  ' j e  remplace' 

rep lac in g  the  merely co n sta t ive  're m p la c e ra i ' .  Unlike  the preface in  

the  C han ts , however, but l i k e  the two p a r ts  of P o i s i e s , the  epigraph  

does not name i t s  addressee; the in s c r ip t io n  of the w r i t e r l y  side of 

the  l i t e r a r y  performance does not e n ta i l  the  in s c r ip t io n  of i t s  

re ad e r ly  homologue, as i t  did in the Chants . Nor is  the o b jec t of the  

transform ation  the same in each case. Where the preface in the Chants 

rep laces  one genre ( l y r i c  poetry ) w ith another (the n o v e l) ,  the change 

in  the  epigraph i s  one of a t t i tu d e :  melancholy fo r  courage, doubt fo r  

c e r t i t u d e ,  sophisms fo r  ' l a  f ro id e u r  du calme' (not the merely  

s u p e r f ic ia l  'calme e n v ia b le '  of the reader addressed in Chant  V I . 1 ).

Each of these rh e to r ic a l  analog ies , those borne out by the  

preface in the Chants and those n o t, can be su ccess fu lly  drawn between 

the  dyadic epigraph and the two p arts  of P o i s i e s .  The f i r s t  person 

they both f ig u re  declares  the same change of a t t i t u d e ,  and the same

d is ru p t io n  of the d is cu rs ive  space i s  e f fe c te d  through perform atives .  

I f  the 'p re face  h yb rid e ' is  no p r e - t e x t ,  at le a s t  they have each

o th e r .  However, determining which of the two is  the p r e - te x t  and which 

i s  the 'p o s t - t e x t ' ,  the te x t  proper, is  not so sim ple. I f  formal 

precedence is  observed, the te x t  th a t  presents i t s e l f  f i r s t ,  the  

epigraph, is  the p r e - t e x t .  I f  D err ida  is  heeded when he appeals  

r h e t o r ic a l l y  to  the  t ru th  th a t  'e f fe c t iv e m e n t ' the prefaced te x t  

always precedes ( in  tim e) the preface th a t  precedes i t  ( in  space), the  

order i s  reversed, making P o is ie s  preface  i t s  own epigraph. This  

reve rsa l is  e f fe c te d  by a tro p o lo g ic a l  s h i f t ,  from topology to  

chronology, the 'e f f e c t i v e '  t ru th  being th a t  precedence in time takes  

precedence, t o u t  c o u r t .  The ep ig rap h -p re face , w r i t te n  a f t e r  the te x t

i t  p re faces , i s  in  t ru th  i t s  p o s t-fac e : 'mais comme to u te  pre face ,

c e l l e - c i ,  en d r o i t ,  n 'aura  pu s '6 c r i r e  qu'apr£s coup. C 'es t en v i r i t i  

une p o s t-fac e .

*  #  #
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1. Aragon, a r t .  C o n t r i b u t i o n  e 1 ' avor tement des etudes  
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bou ledogue , rem in iscent of the madwoman's account of her daughter's  
rape by Maldoror and h is  'bouledogue' ( C h I I I . 2 ) .

3. Barbey d 'A u r e v i l ly ,  a r t .  Le Pays ( 2 6 .1 .1 8 5 9 ) ,  in  Le XIXe s i & c l e , 
v . I ,  p . 236.
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best known fo r  h is  'Po£mes de la  Mer' (1852).
There has been some confusion among h is to r ia n s  of the  Parnassian  
movement regarding the date of the second c o l le c t io n .  M artino , fo r  
example (Parnasse e t  Symbol isme , p . 7 0 ) ,  says th a t the volume 'p o rte  
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contents were a v a i la b le  fo r  c i t a t io n .  In fa c t  the  ' l i v r a is o n s '
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1870. Nor were the contents pre-determined from the o u tse t.  The 
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e t  P r o p o s i t i o n s ,  Lacan's E c r i t s , James' The A r t  o f  the H o v e l , 
Bachelard 's  l a  Format ion  de 1 ' e s p r i t  s c i e n t i f i q u e , N o v a lis '  
fragments fo r  an Encyclopedia, M allarm £'s l e t t e r s  and the  preface  to  
Un coup de d e s , among o thers . (Mentioned in  passing in  the  
'p re faces ' to  La D is s e m i n a t i o n , p p .9 -6 7 ) .

9. La D i s s e m i n a t i o n , p . 35.
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3.2 CONTEXTS

La c r i t iq u e  est la  -faculty  g6n6rale e t  dominante du XIXe 
s i£ c le .  E l le  a a t t i r 6  k e l l e  e t  gard6 pour e l l e  dee ta le n ts  
qui ava ien t donn£ des gages 6 c la ta n te s  k l a  po6sie , au 
th £ £ t re ,  au roman. E l le  est l'ctme de tous les  ouvrages; e l l e  
est m616e k tous le s  genres, e t  c 'e s t  p e u t -£ t re  son d6faut  
q u 'e l le  en a i t  voulu avo ir  toutes  le s  q u a l i t £ s ,  £ t r e  aussi 
po^tique que le s  pontes, e t  f a i r e  l u t t e r  par 1 'expression le  
t a le n t  qui juge avec le  t a le n t  qui inven te . (Nisard)
Les jugements sur la  po£sie ont plus de va leu r que la  
po£sie. (Ducasse)1

1. CRITIQUE/POETIQUE

P o i t i q u e  and C r i t i q u e  in  the Second Empire are e a s i ly  d i f f e r e n t i a t e d , 

the  one the determ ination  o-f general p r in c ip le s ,  the  other the  

ap p rec ia t io n  o-f speci-fic te x ts .  In B o u i l l e t 's  D i c t i o n n a i r e  u n i v e r s e l  

des Sc ie nces , des L e t t r e s  e t  des A r t s  (1860) poetics  is  '1 'a r t  qui 

t ra c e  le s  reg ies  de la  p o 6 s ie ' ,  and l i t e r a r y  c r i t ic is m  the a r t  'qui 

appr^cie  le s  productions de 1 'e s p r i t '  ( p . 1311). The two are  

complementary, s ince c r i t ic is m  im plies  c r i t e r i a ,  a set of p r in c ip le s  

on which to  ground a judgment. Behind every c r i t i c  of poetry stands a 

p o e t ic ia n .

Poetics  and C r i t ic is m  are a lso  e a s i ly  confused. The h is to ry  

of p oetics  in  the n ineteenth  century describes a gradual loosening of 

i t s  bonds, from p re s c r ip t io n  to  d e s c r ip t io n ,  and a widening of i t s  

concerns, from the s t r i c t  're g ies  de la  po^sie' to  the unregulated  

c h a r a c te r is t ic s  of l i t e r a t u r e  as a whole: a progress from manual of

prosody, concerned only with verse, to  'une science d is t in c t e  de la  

p o £ s ie ' ,  in  Ducasse's phrase ( P I I . 102), a Science of the  Text,  

a p p lic a b le  to  any genre. P oetics , in  th is  la s t  respect, resembles the  

c r i t ic is m  defined by Nisard in  the epigraph above, 'm£l£e k tous les  

g e n res '.  In a d i f f e r e n t  respec t, Barbey d 'A u re v i1l y ' s  id e a l is e d  

conception of c r i t ic is m  -  'c e t te  grande chose de mesure e t  de poids,  

de p r in c ip e s  e t de c e r t i t u d e '2 -  c lasses p r in c ip le s  and t h e i r  

a p p l ic a t io n  under the  same heading. C r i t ic is m  subsumes p o e tics .
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In t r u t h ,  Barbey's p r in c ip le s  and c e r t i tu d e s  are le s s  a 

Science than a M o ra l i ty  of the Text. This C atho lic  c r i t ic is m ,  which

Barbey c a l ls  'p e rs o n n e lle ,  i r r6 v 6 re n te  e t  in d is c r e t e ' ,  i s  m ora lis ing

and judgmental, examining, ' l e  fouet A la  m ain ',  the w r i t e r ' s  

conscience l i k e  an in q u is i to rs  ' e l l e  ne s 'a r r& te  pas & f a i r e  de

1 'e s th e t iq u e ,  f r i v o l e  ou im b ec ile ,  £ la  porte  de la  conscience de 

l ' 6 c r i v a i n ' .  The J u d ic ia l  and the Aesthetic  are terms used by I rv in g  

B ab b itt  to  d is t in g u is h  d i f f e r e n t  v a r ie t ie s  of n in e teen th -cen tu ry  

c r i t ic is m ,  and though he means by the f i r s t  kind a c la s s ic is in g

ta s te fu ln e s s  which would not r e a l ly  describe the judgmental Barbey, 

they would share the same sense of the  a es th e t ic  kind of c r i t ic is m :  

the wholly unp rin c ip led  ' c r i t i q u e  a d n i r a t i v e  so dear to  the  

r o m a n t ic is t ' ,  v a lo r is in g  sympathy and enthusiasm over se lec t iven ess  

and 'good t a s t e ' . 3

Poetics has no place in t h is  opposition . For n e ith e r  B ab b itt  

nor Barbey does 'a e s th e t ic  c r i t ic is m '  have anything to  do with  

' a e s t h e t ic s ' ,  the 'Science du Beau' known to  the Second Empire from 

Charles B6nard's two-volume version of H ege l's  P o i t i q u e  (1 8 55 ),

ex trac ted  from the  A e s t h e t i c s  and supplemented by te x ts  from

'S c h i l l e r ,  Goethe, Jean-Paul sur d iv e rs  s u je ts  r e l a t i f s  £ la  p o 6 s ie ';

or known from the 1862 t ra n s la t io n  of Jean-Paul R ic h te r 's  P o i t i q u e  ou 

I n t r o d u c t i o n  & 1 ' E s t h i t i q u e . A l l  th a t  a e s th e t ic  c r i t ic is m  and

Aesthetics  have in  common i s  a re fu sa l to  exerc ise  judgment, the  one 

in  an excess of enthusiasm, the other in  a s p i r i t  of s c i e n t i f i c  

detachment. According to  B o u i l l e t 's  d ic t io n a ry :

L '  E s t h i t i q u e  t r a i t e  du Beau en g6n§rale  e t  du sentiment q u ' i l  
f a i t  n a f t re  en nous; e l l e  recherche s ' i l  est purement r e l a t i f  ou 
s ' i l  depend de re g ie s  absolues; e l l e  f a i t  1 'a p p l ic a t io n  des 
p rin c ip es  q u 'e l l e  a £ t a b l is  sur l ' a r t  en g6n6rale & chacun des 
a r ts  p a r t i c u l i e r s .  (p .618)

I f  c r i t ic is m  has anything to  do with poetics  in  th is  sense, i t  i s  as 

instrument fo r  the a p p l ic a t io n  of i t s  theorems. As such i t  p lays  a 

secondary ro le  and, i f  P o i s ie s  11.103 is  to  be b e lie v ed , verges on the  

indecent:
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Le th6or£me ne demande pas A s e rv ir  d 'a p p l ic a t io n .  L 'a p p l ic a t io n  
qu'on en - fa it  rabaisse  le  th6or£me, se rend ind6cente.

When poetics  in v e s t ig a te s  whether the sentiments aroused by poetry  are  

r e l a t i v e  or dependent on absolute r u le s ,  the  instrument of th a t  

in v e s t ig a t io n  is  c r i t ic is m .

Somewhere on t h is  s h i f t in g  ground, among c r i t i c a l  m o ra lis ts  

and detached p o e t ic ia n s ,  stands Ducasse. There are c r i t i c a l  p r e - te x ts  

to  Poes ies ,  but they cannot determine the v a r ie ty  of c r i t ic is m  to  

which the t e x t  might belong. The ranking of ' l e  goftt' above ' l e  g6n ie ' 

in  P o i s i e s  1 .13 places the te x t  as C r i t iq u e  f i r m ly  in the  c la s s ic a l ly  

j u d ic ia l  v a r ie t y ,  jo in in g  Chateaubriand: 'Le goGt est le  bon sens du

g6nie; sans l e  goGt, l e  g£nie n 'e s t  qu'une sublime f o l i e . ‘ A But with  

the  'fo u e t  aux cordes de scorpions' or the 'cravache de 1 ' in d ig n a t io n ' 

in  h is  hand ( P I . 26 & 23) Ducasse can be as i n q u i s i t o r i a l l y  judgmental 

as Barbey. Without analogous p re - te x ts  from the work of a p o e t ic ia n ,  

i t  i s  a l l  the more d i f f i c u l t  to  d i f f e r e n t i a t e  between the t e x t - a s -  

C r i t i q u e  and as P o i t i q u e , to  c la s s i f y  i t s  a p p l ic a t io n  of p r in c ip le s  as 

m oralis ing  c r i t ic is m ,  A la  Barbey, or as detached po e tics ,  fo r  which 

no Second Empire exemplar springs to  mind.

That d i f f i c u l t y  may be resolved by co llaps in g  the d is t in c t io n  

on h is t o r ic a l  grounds. Perhaps th e re  could be no autonomous p oetics  in  

the  Second Empire, and the idea of P o i s i e s  as P o i t i q u e  i s  an 

anachronism. Perhaps, e labora ting  on N is a rd 's  claim th a t  i t  i s  ' l a  

fa c u l t y  g£n£rale  e t  dominante du XIXe s i £ c l e ' ,  c r i t ic is m  is  not only  

'm£16e A tous les  genres' but seeks to  subsume them a l l ,  o r ,  at le a s t ,  

wishes not only to  compete with poets -  'G tre  aussi p o it iq u e  que les  

pontes' -  but a lso to  challenge poetics: '£ t r e ,  aussi, P o i t i q u e ' .  I

should do whatever I can to  avoid so awkward a re s o lu t io n .  Whether i t  

goes by the  f a m i l ia r  designation or can pass fo r  something other than 

an A r t  p o i t i q u e , I  should seek out the poe tics  a v a i la b le  to  Ducasse as 

p r e - t e x t ,  and a v a i la b le  s t i l l  as p re - te x t  fo r  a reading of Ducasse as 

p o e t ic ia n .



127

2.  DESIGNATED POETICS

Quelques-uns y verront un a r t  p o it iq u e ; e l l e  n 'e s t  qu'une 
c o n tra d ic t io n  e t  une preuve par 1 'absurde.0

P h il ip p e  Soupault 's  d e f in i t io n ,  here , of ' l a  preface des P o i s i e s ’ i s  a 

r ip o s te  to  Andr£ Breton, fo r  whom, as we have seen, P o is ie s  I  & I I  'ne 

peuvent passer que pour un A r t  P o i t i q u e ' . I t  is  t ru e  th a t Ducasse, in  

th e  manner of most p o e t ic ia n s ,  o f fe r s  d escrip t io n s  of and

p re s c r ip t io n s  fo r  poe try , and also tru e  th a t these can seem l i k e  a

r e d u c t i o  ad absurdun  of the  p o e t ic ia n 's  manner. But n e ith e r  B reton 's  

designation  nor Soupau lt 's  contrary  claim a c tu a l ly  f ix e s  the genre of 

Ducasse's te x t .  From A r i s t o t l e 's  t r e a t i s e  on the rh e to r ic  of poetry  to  

V e r la in e 's  rh e to r ic a l  p lay as 'p o 6 s ie ' ,  d r t  p o i t i q u e  i s  a name too 

f r e e ly  given to  too many d i f f e r e n t  kinds of t e x t ,  and to  too wide a 

range of discourses on p oetry , to  designate P o is ie s  w ith  any accuracy. 

Forsaking accuracy, however, there  are enough correspondences between 

P o i s i e s  and many of those te x ts  and discourses to  s i tu a te  i t  w ith in  an 

i n t e r t e x t  designated A r t  p o i t i q u e .

Most o ften  the name is  given by analogy with Horace's E p l t r e  

aux Pisor iSf  ' l e  type de toutes  cel le s  du m£me genre' (Larousse, a r t .  

'A r t  p o i t iq u e ' ,  p . 712). In the estim ate  of most, a f t e r  Q u in t i l ia n ,  

Horace's e p is to la ry  verses 'ne peuvent passer que pour' an ars  

p o e t i c a , regard less  of the misnomer remarked upon by Larousse:

Ce t i t r e ,  que ne lu i  a pas donn6 1 'a u te u r ,  e t  qui n '6 t a i t  m£me 
pas dans sa pens6e, a tromp6 beaucoup de c r i t iq u e s ,  qui sont 
p a r t ie  de 1A pour adresser b Horace des reproches im m erit6s, 
sous p r^ te x te  que sa p o it iq u e  6 t a i t  p le in e  de lacunes. ( i b i d . )

Horace's supposed e rro r  i s  to  have f a i l e d  as a s c ie n t is t  of the  te x t .  

His approach to  poetry  is  both d e s c r ip t iv e  and p re s c r ip t iv e  and then 

f a i l s  to  be e i th e r  thorough or c o n s is te n t ,  e i th e r  as d e sc r ip t io n  or 

p re s c r ip t io n .  Larousse v in d ic a te s  him by an appeal to  a r t i s t i c  l ice n ce

< ' l ' a u t o r i t 6  de son g 6 n ie ' ) ,  and by re fe rence  to  the generic

conventions of the i p l t r e , where the rh e to r ic a l  s i t u a t io n ,  according 

to  Larousse, overr ides  the s c i e n t i f i c  exigencies of p oe tics  as a 

genre. However a u th o r i ta t iv e  the te x t  i s ,  Horace's ars  p o e t i c a  i s  a 

generic  hyb rid ,  f ix e d  in l i t e r a r y  h is to ry  as the f i r s t  designated  

p o i t i q u e  in  verse, and unfixed when a d i f f e r e n t  generic designation
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stakes i t s  c la im . This gives P o i s ie s  a t r a d i t io n  to belong to ,  a l in e  

o-F p o s t-H o ra t ia n , hybrid A r t s  p o i t i q u e s .

The ' t r a i t s  du v e r s ' ,  a language-speci-fic account o-f prosodic  

conventions ,' would appear to  be the  A r t  p o i t i q u e  a t  i t s  le a s t  

p re s c r ip t iv e :  the  d escr ip t io n  o-f what poetry  i s ,  merely; in ta c t  

prosody has t r a d i t i o n a l l y  been a battleground in  the c o n f l i c t  between 

competing schools, and i s  in e v i ta b ly  used, a longside g e n re - th e o ry , to  

determine what poetry  'd o i t  £ t r e ' .  I t  can be the p o e t ic ia n 's  most

e f f e c t i v e  weapon. Horace's d escr ip t io n s  of m e tr ica l forms derived from 

Greek models were meant as an a ttack  on the excessive l a t i n i t y  of the

school of Ennius; B a n v i l le 's  P e t i t  T r a i t i  de p o i s i e  f r a n g a i s e , from

1872, d isguises by i t s  modesty a polemical defence of Parnassian  

formalism. In the  nineteen hundred years between them, the most

eminent polemical p rosod ist is  Boileau .

D esp ite , or because o f ,  the  o vert  h o s t i l i t y  towards him of 

the  f i r s t  Romantics, Boileau i s  the  most potent re p re s e n ta t iv e  of 

p re s c r ip t iv e  p o e t ic s  in  the  n ineteenth century. At i t s  most imposing, 

the  p re s t ig e  of the  seventeenth c e n tu ry 's  a l l -p o w e r fu l  A r t  p o i t i q u e  

was exercised a n t i t h e t i c a l l y ,  an a u th o r i ty  r e a d i ly  overthrown by an 

anxious brood of descendants, among them Hugo, Sainte-Beuve and 

G a u t ie r . *  The same a n x ie ty  i s  evident in  the  e c l ip se  of A r t  p o i t i q u e  

as generic  des ignation . V e u i l lo t  in  1859 and V er la in e  in  18747 are  

ra re  exceptions to  the general ru le  th a t  theory in verse should 

modestly forego i t s  patronymic a u th o r i ty .  Hugo had issued the order in  

the  p r i f a c e  de C ro m ue lh  'Mettons le  marteau dans les  th e o r ie s ,  les  

p o it iq u e s  e t le s  syst£mes' (p .44 ) .  The systematic poetics  e laborated  

w ith in  Romanticism to  r i v a l  Boileau go by d i f f e r e n t  names.

This disappearance of the designation should not be construed  

to  prove the eventual disappearance of the  th ing  designated. Surveying  

the  period of Romanticism's d e c l in e ,  Claude P ichois  suggests th a t  

normative poe tics  and t r e a t is e s  disappeared in  the Second Empire to  

re-emerge only a f t e r  1870, with B a n v il le .®  He is  r ig h t  in so fa r  as no 

p o i t i q u e  was published by any o r ig in a l  French p o e tic ian  of the  

p e r io d , no p re s c r ip t iv e  work to  fo l lo w  Marmontel's P o i t i q u e  f r a n g a i s e  

of 1763, or the  famous Quatres p o i t i q u e s  of A r is t o t l e ,  Horace, Vida 

and B o ileau , assembled under th a t heading by 1 'abb£ Batteux in  1772. 

Nonetheless, t e x ts  promising some form of poetic  theory were widely
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a v a i la b le  to  a book-buying p u b l ic ,  a v a i la b le  a lso as models -for an 

a sp ir in g  th e o r is t  of poetry  such as Ducasse. Throughout the century  

the  production o f school manuals in  p o e t ic s  f lo u r is h e d ,  a l l  modelled 

more or less  on Marmontel, a l l  f i r m ly  rooted in  the p re s c r ip t io n s  of 

other c e n tu r ie s .  A r is t o t le  and Horace, in  the o r ig in a l  te x t  and in  

t r a n s la t io n ,  were in  p r in t  in d iv id u a l ly ,  as of course was B o ileau . A 

s ix te e n th -c e n tu ry  A r t  p o i t i q u e  by Jean Vauquelin de la  Fresnaye ( l i k e  

Vida and B oileau , an im ita to r  of Horace), was re -pub lished  in  1862, 

and i f  the p re s t ig e  of Marmontel'5 e ig h teen th -cen tu ry  poetics  ought 

f i n a l l y  to  have diminished by the 1860s, 1866 saw the re -p u b l ic a t io n  

of B a tte u x 's  own P o i t i q u e ,  'revue e t  compl6t6e d 'apr£s les  m e il le u rs  

c r i t iq u e s  (Marmontel, La Harpe, B la i r ,  Lowth, Lemercier and Domairon, 

i n t e r  a l i a ) par un professeur de 1i t t £ r a t u r e ' . v

An abundance of A r t s  p o i t i q u e s  on the market is  not in i t s e l f  

evidence of the  d is cu rs ive  currency of p o e t ic s .  These r e - e d i t io n s ,  r e ­

t r a n s la t io n s  and re v is io n s  of the  p a s t 's  discourses on poetry  

conformed to  the g e n era l ly  h i s t o r i c i s t  character of Second Empire 

l i t e r a r y  discourse (where c r i t i c  and h is to r ia n s  of l i t e r a t u r e  were as 

often  c r i t i c s  and h is to r ia n s  of c r i t i c i s m ) ,  but they did not r e s u l t  in  

the development of any new h i s t o r i c i s t  p o e t ic s .  Rather, they tended to  

preserve the commonplace c o n f la t io n  of A r t  p o i t i q u e  and A r t  

p r o s o d iq u e , showing th a t poetics  had always meant the re g u la t io n  of 

verse forms and the  d e f in i t io n  of genres. The e d ito rs h ip  of such te x ts  

by 'professeurs  de l i t e r a t u r e '  and the approbation of the Academy 

helped c o n s t i tu te  poe tics  as an ob ject of pedagogical and academic 

discourse , re in fo rc in g  th is  re g u la to ry  character and increasing the  

re s is ta n ce  of p ra c t is in g  poets to  the designated A r t  p o i t i q u e .

3. ETHIQUE/ESTHETIQUE

La po6sie d o it  a v o i r . . .  un po£te d o it  6 t r e . . .  la  po£sie d o it  
£ t r e . . .  i l  fa u t  q u e . . .  f a u t - i l  q u e . . .  e tc .

(P o i s i e s  11 .35, 88, 100, 1 4 2 . . . )

Resistance to  pedagogical poe tics  did not n ecessar i ly  make prosody the  

ba tt leg ro u n d , e s p e c ia l ly  not fo r  a prose poet: 'F a u t - i l  que j 'd e r iv e

en v e r s . . . '  ( P I I . 1 4 2 ) .  Prosodic, generic and other formal s t r ic t u r e s  

did serve to  foreground the p re s c r ip t iv e  im pera tive  w ith in  discourse
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on p o e try ,  c o in c id in g  w ith a d ec la red ly  e th ic a l  conception o-f 

l i t e r a t u r e ,  where p re s c r ip t io n  was paramount; th is  was the s i t e  o-f 

re s is ta n ce . The p r e s c r ip t iv e  p o e t ic ia n  is  in h e re n t ly  a m o ra l is t ,  

describing l i t e r a t u r e  ' t e l l e  q u 'e l l e  d e v ra i t  § t r e '  and not ' t e l l e  

q u 'e l le  e s t ' . xo This conception can be d issoc iated  -from -formal 

concerns, the  -fourth chant  of B o ile au 's  A r t  p o i t i q u e  d is tingu ished  

from the preceding th re e ,  but the assoc iation  of p oe tics  and e th ic s  

has a pedigree dating  from before A r is t o t le ,  and remains the context 

w ith in  which po e tics  develops in  the  Second Empire. 'Le but de la  

po^sie' i s  the o v err id in g  concern of a l l  discourse on poetry  in  the  

p eriod , expressed not in  A r t s  p o i t i q u e s  but in  newspaper a r t i c l e s ,  

pamphlets and pre faces . Ducasse's response -  ' l a  po6sie d o it  avo ir  

pour but l a  v £ r i t 6  p ra t iq u e ' -  seems conventiona lly  e t h ic a l ,  but even 

when the  response is  a B audela ir ian  aesthetic ism  -  ' l a  po6sie n 'a  pas 

la  v 6 r i t 6  pour o b je t ,  e l l e  n 'a  qu'E lle-m £m e' 11 -  the terms of the  

debate are determined by the i n i t i a l  e th ic a l  premise, a premise, then, 

of Ducassian p o e t ic s .

Understandably, as a prose poet, Ducasse does not e n l is t  the  

a u th o r ity  of prosodic p re s c r ip t io n s  in  P o i s i e s . He is  even able to  

make h is  declared in d if fe re n c e  to  verse an e th ic a l  stance: 'F a u t - i l

que j 'd e r i v e  en vers  pour me s^parer des autres  hommes? Que la  c h a r i ty  

prononce!' His reading of genre s im i la r ly  ap p lies  moral c r i t e r i a :

Le roman est un genre faux , parce q u ' i l  d £ c r i t  le s  passions pour 
elles-m£mes: l a  conclusion morale est absente. D 6crire  les
passions n 'e s t  r ie n .  ( . . . )  Les d £ c r i re ,  pour les  soumettre £ une 
haute m o ra l i ty ,  comme C o rn e i l le ,  est au tre  chose. ( P I . 15)

Ducasse is  d i f f e r e n t i a t i n g  him self again from B audela ire , fo r  whom, 

discussing G a u t ie r 's  Mademoisel le de Maupin , ' l e  Roman est un de ces 

genres complexes' where ' l e  Beau', the a es th e tic  expression of 'une 

passion u n iq u e ',  is  as le g it im a te  a 'b u t '  as ' l e  Vrai ' (op,  c i t  

p .4 6 1 -2 ) .

To d i f f e r  w ith B audela ire  i s  not n ece s sa r i ly  to  be

d is q u a l i f ie d  as a p o e t ic ia n  worthy of a t te n t io n .  In the l e t t e r

intended as a pre face  to B a u d e la ire 's  te x t  on G au tie r ,  Hugo seems 

anxious to  deny the 'd iss idence ' between Baudelaire and h im se lf ,  but 

Hugo is  not in fa c t  attempting to  win Baudela ire  over. His c o n f la t io n

of ' l ' a r t  pour le  progr^s' and ' l ' a r t  pour l ' a r t '  -  'au fond c 'e s t  la
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m§me chose '12 -  does not so much s o c ia l is e  the a e s th e t ic  p o s it io n  as 

a e s th e t ic is e  Hugo's soc ia lism , d i f f e r e n t i a t in g  him from those whose 

moral c r i t e r i a  c o n s tr ic t  poetry; -followers of Hugo, perhaps, but a l l  

the  more so o-f Proudhon, and enemies of B aude la ire . For a l l  h is  

re p u ta t io n  as a n t i t h e t i c a l  th in k e r ,  Hugo's synthesis of such contrary  

p o s it io n s  helps preserve h is  p re s t ig e  fo r  a e s th e t ic is in g  and 

p ro g re s s iv is t  fa c t io n s  in  the  'g6n£ration  p o it iq u e  de I 8 6 0 ' , 13 both as 

poetic  a u th o r i ty  and as a u th o r i ty  on poetry .

B a u d e la ire 's  te x t  on Gautier represents  the s i t u a t io n  of the

Second Empire p o e t ic ia n  in  several ways. F i r s t l y ,  in  not being an A r t

p o i t i q u e ,  sanctioned by the Academy and prescribed fo r  study in  

schools, but a p iece  of journa lism , always in danger of s l ip p in g  

ephemerally from the  pub lic  sphere. Secondly, fo r  the e f f o r t s  made by 

Baudela ire  to  avoid th a t  f a t e ,  having i t  re -pub lished  'en p la q u e t te '  

and s o l i c i t i n g  the sanction of a higher a u th o r i ty  than the Academy, 

th a t  of i t s  most i l l u s t r i o u s  -  i f  absentee -  member, V ic to r  Hugo. 

T h ird ly ,  fo r  being such a hybrid t e x t ,  in corpora t ing  between i t s  

covers not only two c o n f l ic t in g  vo ices, of Baudela ire  and Hugo, but, 

w ith in  B a u d e la ire 's  t e x t ,  another t e x t ,  h is  own in tro d u c tio n  to  the

works of Poe, quoted 'pour 6 v i te r  de se paraphraser' ( p .462 ).  Though

mediated by B a u d e la ire ,  Poe's i s  a th i r d  vo ice , h is  The P o e t i c  

P r i n c i p l e  and The P h i losophy  o f  Composi t ion  a discourse on prosody 

th a t  is  n e ith e r  language s p e c if ic  nor p re s c r ip t iv e ly  s t e r i l e ,  but a 

genuine a e s th e t ic s .  L a s t ly ,  B au d e la ire 's  te x t  re fe rs  e x p l i c i t l y  to  

Cousin and, of course, to  G au tie r ,  second only to  Hugo's p r i f a c e  de 

Cromwel l  as pre-Second Empire p re - te x ts  fo r  a p o e tic ian  a r t ic u la t in g  

the e th ic s /a e s th e t ic s  opposition , a p o e t ic ia n  whose 'Science du Beau' 

must a lso  be a science 'de 1 ' u t i l e ' ,  'du progr£s' and, of course, 'du 

v ra i e t du bi e n ' . 1A
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4.  P0ESIES/P0ET1QUES

As poem, pre-face, pamphlet, essay or voluminous ph ilosop h ica l  

t r e a t i s e ,  a p o e t ic ia n 's  te x t  may not always have provided Ducasse with  

a generic  p r e - t e x t ,  but a -fragment read in  is o la t io n  can always 

provide  the  reader with the  p r e - te x t  of an is o la te d  fragment of 

Poes ie s .  From Hegelian d ia le c t ic s  to  Hugolian d ichotom ising, meta- 

p o e t ic a l  in t e r t e x t s  abound, l i k e  Poes ies ,  in  precepts , any one of 

which might serve as a p re - te x t  to  f i x  Ducasse's p lace in  Second 

Empire p o e t ic s .  His d e f in i t io n  of ' l e  but de l a  po6sie ' is  a r ip o s te  

to  the  post-Hugolian poetics  of Baudela ire  and h is  fo l lo w e rs ,  and a lso  

a c r i t iq u e  of Hugo. He goes beyond the contingencies ( ' l e s  v 6 r i t6 s  

seconda ires ') of Hugolian subject m atter ( 'p £ r io d e s  h is to r iq u e s ,  coups 

d 'E t a t ,  re g ic id e s ,  in t r ig u e s  des c o u rs . . .  les  lu t t e s  que 1 'homme 

engage, par exception , avec lui-m&me, avec ses passions' -  P I I . 3 5 )  to  

advocate not Hugo's p ro g re ss iv is t  a l t e r n a t iv e  to  ' l ' a r t  pour l ' a r t '  

but a theory of poetry  as s c i e n t i f i c  or ph ilosop h ica l instrum ent.  

P o e try 's  usefulness is  n o t,  as G autier  sees i t  in  the preface  to  

Mademoisel le  de Maupin , an ob ject of sarcasm.XB His poetry  proclaims  

' l e  beau' ( P I . 2 0 ) ,  i t s  aim i s  ' l a  v £ r i t 6  p r a t iq u e ' ,  the  poet must be 

' u t i l e '  (1 1 .3 5 ) ,  the  's ig n i f i c a t io n  d ' u t i l i t § '  of language is  

in e v i ta b le  (1 1 .5 8 ) ;  ' l e  progr£s e x is te ,  le  bien est i r r £ d u c t i b l e ' 

(1 1 .1 2 ) ;  ' l e  bien e x c lu s i f '  alone is  worthy of our esteem (1 .2 2 ) .

Fragments in is o la t io n  are not bound to  t h e i r  h is t o r ic a l  

moment. 'Le beau, l e  v ra i  e t  le  b ien ' are not concerns exc lus ive  to  

V ic to r  Cousin. P la to  belongs in  t h is  a l lu s io n 's  in t e r t e x t ,  and the  

in t e r t e x t  of other a l lu s io n s  s tre tch es  back to  A r is t o t l e ,  to  the f i r s t  

chapter of the P o e t i c s , where A r is t o t le  attempts to  reso lve  the  

in d is t in c t io n  of genres. R ic h te r ,  in  h is  P o i t i q u e ,  counters what 

became, a f t e r  A r is t o t le ,  the o b l ig a to ry  d iv is io n  of poetry  in to  e p ic ,  

dramatic and l y r i c  genres. For the German t h e o r is t ,  poetry e x is ts  

p r io r  to  and independently of such f a c t i t i o u s  d is t in c t io n s :

I I  y a d£j& de la  po^sie sans m£tre, sans d is p o s it io n  6pique ou
dramatique et sans fo rce  ly r iq u e .  ( P o i t i q u e , 1862, p . l )

Ducasse -  who knows the p o e tic ian  R ichter as the poet of ' l e  songe de 

Jean -P au l ' ( P I .27) -  o f fe rs  a more laconic  re v is io n  of A r is to te l ia n  

poetics : ' I I  n 'e x is te  pas deux genres de poesies; i l  n 'en est
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qu'une' ( P I . 6 ) .  Both p o e tic ian s  respond to  a problem ra ised  but not 

resolved by A r is t o t l e  in th a t  f i r s t  chapter of the  P o e t i c s :

The form of a r t  th a t  uses language alone, whether in  prose or
verse , ( . . . )  has up to  the present been without a name. For we
have no common name th a t we can apply to  the prose mimes of 
Sophron and Xenarchus and the  S o cra tic  d ia logues, or to  
compositions employing iambic t r im e te rs  or e leg iac  couplets  or 
any other metres of these types. We can say only th a t  people 
assoc iate  poetry  w ith the metre employed, and speak, fo r  
example, of e le g ia c  and epic poets; they c a l l  them poets,
however, not from the fa c t  th a t  they are making im ita t io n s ,  but
in d is c r im in a te ly  from the fa c t  th a t  they are w r i t in g  in  m e tre .1*

Before Ducasse and Jean-Paul, F6nelon had revised  A r is t o t le  from a

d i f f e r e n t  p e rsp e c t ive ,  re je c t in g  the use of metre as a c r i t e r io n  of

poetry  by tak ing  the B ib le  as evidence th a t  there  could be poetry

w ithout v e r s i f i c a t io n  and g iv ing  the name1 poetry to  'th e  form of a r t

th a t  uses language a lo ne, whether in  prose or verse's

Toute 1 'E c r i t u r e  est p le in e  de po^sie, dans le s  endro its  m&me oCi 
l 'o n  ne trouve aucune tra c e  de v e r s i f i c a t io n .

(L e t t r e  £ 1 ‘ Acad£mie , p . 53)

Reading l i k e  a hybrid  of F6nelon and R ic h te r ,  Lamennais makes the  same

case a hundred and f i f t y  years l a t e r  in De l ' A r t  e t  du Beau:

I I  peut y a vo ir  de la  po£sie sans vers , c 'e s t - A -d i r e  sans un 
c e r ta in  m£tre sym6trique ( . . . ) .  La sublime po6sie de la  B ib le  
nous ra v is se  encore d'une adm iration que ta n t  de s i£ c le  n 'o n t  
poin t a f f a i b l i e .  (p p .225-6)

I f  F6nelon 's  P r o j e t  de p o i t i q u e  i s  p r in c ip a l ly  a t r e a t i s e  on 

v e r s i f i c a t io n ,  i t  shares with Lamennais' pan-generic a e s th e t ic s  a

concern with the  fu nc tion  of ' l e  beau '. F£nelon concludes by a

c r i t iq u e  of the use of excessive ornament in  verse , c i t in g  Horace as 

a u th o r i ty :  'Ce n 'e s t  point assez que la  po£sie s o it  b e l le :  e l l e  d o it

6 t re  charmante e t ,  pa rto u t £ son g r6 , e n t ra ln e r  1 '&me de 

1 'a u d i t e u r . ' ie  But F6nelon's comment goes beyond Horace, re -d e f in in g  

' l e  beau' so th a t  i t  incorporate  a poem's u l t im a te  e th ic a l  purpose,

the  'but le g i t im e '  of both prose and verse poetry:

Le beau qui n 'e s t  que beau, c 'e s t - A - d i r e  b r i l l a n t ,  n 'e s t  beau 
qu'A demi: i l  fa u t  q u ' i l  exprime les  passions pour les  in s p ire r ;  
i l  fa u t  q u ' i l  s'empare du coeur pour le  tourner vers le  but 
1 6 g it  ime d'un po&me. (p .83)
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In h is  T414macque and the Dia logues  des t o r t s ,  F£nelon i s ,  

l i k e  Lamennais in  Les p a r o le s  d 'un  c r o y a n t , l i k e  R ichter in  h is  

'songe' and Ducasse in  the Chants de M a ld o r o r , an a r t i s t  in prose. By 

a llow ing  prose to  be poe try , a l l  -four serve th e i r  own in te r e s ts .  As 

th e o r is ts  of t h e i r  own poetic  p ra c t ic e  they q u a l i f y  as p o e t ic ia n s ,  and 

as poets in  the f i r s t  place they become po e tic ian s  of s ig n if ic a n c e :  

the  c la s s ic a l  French p o e tic ian  who survives alongside Boileau in to  

tw e n tie th  century e d i t io n s  fo r  schools is  not Marmontel, La Harpe, 

Lemercier or Domairon, but the  poet of Les Aven tu res de T414vtacque\ i f  

Lamennais' De 1 ‘ A r t  e t  du Beau i s  salvaged from the Esquisses d 'une  

p h i l  osophie  i t  i s  because there  i s  a market fo r  the a e s th e t ic s  of so 

' a e s th e t ic '  a s t y l i s t ;  e x tra c ts  from R ichter were appended to  H egel's  

P o i t i q u e  a longside Goethe and S c h i l le r  because as poets th e i r  views 

'sur d iv e rs  s u je ts  r e l a t i f s  & la  po^sie ' are n ecessar i ly  p e r t in e n t .  I t  

i s  the same fo r  Ducasse: h is  m eta-poetic  statements q u a l i f y  him as 

p o e t ic ia n ,  and, r i g h t l y  or no t,  as poet of the  Chants he becomes, in  

Poes ie s ,  a p o e tic ian  of s ig n if ic a n c e .

5. POETS AS POETICIANS

I f  making m eta -poetica l s tatements, whether d e s c r ip t iv e  or 

p r e s c r ip t iv e ,  q u a l i f ie s  Ducasse as p o e t ic ia n ,  i t  does the same fo r  

many poets less  f re q u e n t ly  so designated. I t  makes p o e t ic ia n s  of 

p r i f a c i e r s  l i k e  Leconte de L is le ,  the most eminent such th e o r is t  in  

Second Empire poe try . Among younger Post-Romantics, S u l ly  Prudhomme's 

th e o r e t ic a l  statements in  verse (see Chapter 3 .1  above, section  1) 

show the poet as p o e t ic ia n  in  f u l l  f l i g h t ,  and i f  Ducasse's a n t i -  

Romantic stance on ' l a  po6sie pe rso n n e lle '  ( 'n e  p leurez pas en 

p u b l ic ' )  is  the foundation of a p o e t ic s ,  so too is  the adoption of the  

same stance by V e r la in e  in h is  c o n tr ib u t io n  to  the f i r s t  Parnasse 

contemporain  ( p . 137):

L 'a r t  ne veut p o in t de p leurs  e t ne tra n s ig e  pas,
VoilA  ma p o it iq u e  en deux mots: e lLe est f a i t e  
De beaucoup de m£pris pour 1 'homme e t de combats 
Contre 1 'amour c r ia rd  et contre 1 'ennui b£te.

{Vers do r4s ,  1866)
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For the Romantics, the d is s o lu t io n  o-f generic d is t in c t io n s  is

the re c u rr in g  concern th a t  makes p o e tic ia n s  of them a l l ,  even o f the

reputed ly  u n - in t e l le c tu a l  Lamartine:

La po£sie aura d ' i c i  1A de n o u ve lle s ,  de hautes d e s t in ie s  & 
re m p lir .  E l le  ne sera plus ly r iq u e  ( . . . ) .  E l le  ne sera plus  
6pique ( . . . ) .  E l l e  ne sera plus dramatique ( . . . ) .  La po6sie sera 
de la  raison chant^e, vo ilA  sa d estin £e  pour longtemps; e l l e  
sera philosophique, r e l ig ie u s e ,  p o l i t iq u e ,  s o c ia le ,  comme les  
§poques que l e  genre humain va t ra v e rs e r ;  ( . . . )  La po6sie s 'e s t  
d 6 p o u ill£ e  de plus en plus de sa forme a r t i f i c i e l l e ,  e l l e  n 'a  
presque plus de forme qu'elle-m£me.

(Des D e s t i n i e s  de la  p o i s i e ,  1834**)

As important a th e o r is t  as any of these i s ,  of course, Hugo, who

discourses on poetry from the o u ts e t ,  in the f i r s t  preface to  h is

f i r s t  book of verse:

Les beaux ouvrages de po6sie en to u t  genre, s o it  en ve rs ,  s o i t  
en prose, qui ont honors notre  s i£ c le ,  ont r£v616 c e t te  v 6 r i t 6 ,  
& peine soupgonn^ auparavant, que la  po£sie n 'e s t  pas dans la  
forme des id6es , mais dans les  id£es elles-mGmes.

(Odes e t  Poesies d i v e r s e s , p re face , 1822)

The s t y le  of Hugo's polemical p oe tics  emerges f i v e  years l a t e r  ( in  the

p re fa c e  de Cromwel l )  as the mark of h is  in f lu en ce  on subsequent

p o le m ic is ts ,  inc lud ing  Ducasse. I t  i s  as much fo r  ' l a  forme' as fo r

' l e  fond ' th a t Hugo is  a precursor of P o i s i e s ,  where the apparent

non-sequiturs  and gnomic b re v i ty  appear less strange i f  read as a

hyperbo lic  ap p ro p r ia t io n  of Hugo's oracu la r  manner. The Hugolian

maxims: ' l e  goGt, c 'e s t  l a  ra ison du g 6 n ie ' ,  ' 1 'o rdre  est le  goGt du

g 6 n ie ' ,  and the pensd?e: 'La l i t t £ r a t u r e  ne v i t  pas seulement par l e

goGt; i l  fa u t  q u 'e l l e  s o i t  v i v i f i £ e  par la  po£sie et f6cond6e par le

g 6 n ie '3°  -  a l l  these are matrices expanded in P o i s ie s  1 .15:

Le goGt est la  q u a l i t y  fondamentale qui resume toutes  les  autres
q u a l i t^ s .  C 'e s t le  nee p lu s  u l t r k  de 1 ' in t e l l ig e n c e .  Ce n 'e s t  
que par lu i  seul que l e  g6nie est l a  sant£ supreme et
l ' 6 q u i l i b r e  de toutes  le s  fa c u lt^ s .

The p r i f a c e  de Cromwel l  alone would q u a l i f y  Hugo as 

p o e t ic ia n ,  and a f t e r  twenty or so polemical prefaces to  poems, plays  

and novels , a l l  loaded with the a n t i t h e t ic a l  g e n e ra l is a t io n s  and 

personal apologia th a t  c h a ra c te r is e  Hugolian th eo ry ,  th is  c la im , from 

1859, lacks con v ic t io n : ' (L 'a u te u r )  a d 'abord eu bien p lu tG t
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1 ' in te n t io n  de d £ fa ire  que de -faire  des p o i t iq u e s . '21 I t  i s  a l l  the  

more disingenuous a disavowal, given the p u b lica t io n  -five years l a t e r  

o-f Hi I l i a n  Shakespeare , a three-hundred-page th e o re t ic a l  tour de fo rce  

th a t  success fu lly  avoids the d e b i l i t a t in g  s p e c i f i c i t y  of S a in te -  

Beuvian b iograph ica l c r i t ic is m ,  o f fe r in g  instead a u n iv e r s a l is t  

Genealogy of Genius.

A f te r  t h is  book, intended as a preface to  h is  son's  

t ra n s la t io n s  of the  complete works and published to  coincide w ith the  

Shakespeare t r ic e n te n a r y ,  Hugo's reserves of theory are exhausted, and 

h is  works published a f te r  1864 e i th e r  have no preface or ju s t  a few 

sentences w ith no th e o re t ic a l  in t e n t .  What V inet c a l ls  the  'ton  

d 'o r a c le '22 g ives  a u th o r i ty  to  a d i f f e r e n t  kind of polemic, more 

appropria te  to  the socia l r o le  Hugo conceives fo r  h im se lf .  I t  is  

adopted in the l e t t e r  addressed to  the ra d ic a l  journal La Jeunesse and 

published on the f ro n t  page of the  f i f t h  issue, the same to  publish

the only contemporary review of the Chants de M a ld o r o r . Hugo's message

is  b r ie f :

J 'en vo ie  £ La Jeunesse et & ses jeunes et sympathiques 6 c r iv a in s
mon c r i  de guerre dans la  n u i t .  Le v o ic i :  L u n i t r e  e t  p a ix .23

Hugo is  no longer w r i t in g  poetics  here, but he has become p o e tic s ,  in  

some sense: Hugo is  the l iv in g  embodiment of the moral im pera tive

behind p o e try ,  the necessary premise of a theory of p o e try 's  socia l  

r o le .  He has argued the theory in h is  prefaces and applied i t  in  h is  

l i f e  and work. When Ducasse defines  p o e try 's  ' d i f f i c u l t  mission' 

( P I I . 3 5 ) ,  i t  i s  Hugo he has in  mind, the flawed i l l u s t r a t i o n  of the

theory . Hugo has done what a poet should not do, meddling in p o l i t i c s ,

' a l lu d in g ' ,  in  les  C h S t i n e n ts , in  Napoleon l e  p e t i t  and elsewhere, 

'aux coups d ' E t a t ' .  Everywhere, in h is  poe try , novels and th e a t r e ,  he 

has spoken 'des lu t t e s  que l'homme engage avec lui-m£me, avec ses 

pass ions '.  And he has not, as a poet should, discovered the laws of 

' l a  p o l i t iq u e  th ^ o r iq u e , la  paix u n iv e r s e l le '  or provided ' l e  code des 

diplom ates, de 1 6 g is la te u rs ,  des in s tru c te u rs  de la  jeunesse '.  With 

h is  th e o re t ic a l  t rack  record and in s t i t u t io n a l is e d  poetic  a u th o r i ty ,  

Hugo is  the Second Empire's model of the poet as p o e t ic ia n ,  and an 

anti-model fo r  Ducasse.
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6 . CRITICS AS POETICIANS
I I  fa u t  que la  c r i t iq u e  attaque la  fo rm e . . .  (Poesies 1.51)

V e r la in e 's  m eta -poetica l economy in  Vers dor$s  -  'ma p o it iq u e  en deux 

mots' -  is  a t  the fu r th e s t  remove from, fo r  in s tan ce , R ic h te r 's  

exhaustive th e o re t ic a l  t r e a t i s e .  The two genres mark out the  

d is c u rs ive  l im i t s  of poetics  in  the  Second Empire, or a t  le a s t  they  

t ra c e  a horizon of expectation fo r  the Second Empire p u b l ic .  Between 

them the  question , 'q u 'e s t -c e ,  en e f f e t ,  que l a  p o ^ s ie? '2*  was 

answered most o ften  in  the poetry i t s e l f ,  in  p refaces to  i t ,  and in  

the  genre P ichois  sees as the p e r io d 's  p r in c ip a l  v e h ic le  of discourse  

on l i t e r a t u r e ,  the c r i t i c a l  f e u i l l e t o n .  By the  p r i f a c i e r  and the  

c r i t i c ,  Hugo and Sainte-Beuve, l im i t s  w ith in  those d iscu rs ive  l im i t s  

are marked out: a s im p lify in g  and extreme g e n e ra l is a t io n  on one hand, 

on the  other a h ig h ly  s p e c if ic  a t te n t io n  to  a s p e c i f ic  w r i t e r ,  prone 

also to  s im p l i f ic a t io n .

C r i t i c a l  w r it in g  of t h is  second kind i s  a t  a great remove

from the polemics of Poesies.  The n inety-one authors touched on and

d e a lt  w ith by Ducasse in t h i r t y  pages would re q u ire  from Sainte-Beuve

about a thousand. Ducasse's c r i t i c a l  economy consists  in grouping h is

authors; Sainte-Beuve, as he gets 'dans la  peau du bonhomme', gives

each in d iv id u a l  h is  due. He o f fe r s  few c a teg o r ic a l d e f in i t io n s  of

poetry  of the kind th a t  p r o l i f e r a t e  in Poesies ;  to  c a l l  S a inte-B euve ' s

l i t e r a r y  theory a poetics  is  to  s tre tch  the l im i t s  of the term. At

b es t ,  h is  reconstruction  of a w r i t e r 's  p e rs o n a l i ty  from the various

te x tu a l  evidence -  of which the c re a t iv e  work is  only a p a rt  -  ap p lies

a theory of s ty le .  S ty le  fo r  Sainte-Beuve is  the necessary expression

of the  p e rs o n a l i ty ,  but i t  can be separated from i t ,  misappropriated

by lesser p e rs o n a l i t ie s :

I I  e x is te  tou te  une p e t i t e  6cole qui s 'e s t  raise ci im i te r  N. de 
Musset. G u 'a - t - e l l e  im it£  de lu i  ? ( . . . )  I l s  ont p r is  le  genre 
e t le  t i c ;  mais la  flamme, l a  passion, 1 '§ l£ v a t io n  e t  le  
ly r ism e , i l s  se sont bien gardes, e t  pour de bonnes ra isons , de 
les  lu i  emprunter. (C auseries , I . ,  p . 305 )
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This t ic -a s - n e g a t iv e - s t y le  ana lys is  i s  always applied  by Sainte-Beuve

to  express disapproval o-f h is  s u b je c t 's  p e rs o n a l i ty .  This i s  overt

when, w r i t in g  on Chateaubriand, he compares the  success o-f Lam artine 's

Conf idences  w ith the  - fa ilu re  of the Pt iwoires d 'o u t r e - t o m b e :

Le public  n 'a  pas 6 t£  tromp£ sur un p o in t c a p i ta l :  i l  n 'a  pas, 
je  l e  c ro is ,  §t£ assez frapp£ du t a l e n t ,  mais i l  a s e n t i , A 
t ra v e rs  ce r £ c i t  oQ ta n t  de tons se c ro isen t e t se h e u rte n t ,  une 
opinicttre  p e rso n n a lit£ ,  une v a n ity  p e rs is ta n te  e t  am£re q u i ,  A 
l a  longue, devient presque un t i c .  (op.  c i t . ,  p p .433-4 )

W rit in g  on Lamartine in  h is  own r i g h t ,  Sainte-B euve 's  disapproval i s  

b a re ly  disguised as a c r i t iq u e  o-f what he c a l l s  ' l a  rh 6 to r iq u e  du 

sen tim en t':

C ette  rh £ to r iq u e , qu'on ne s a u ra i t  plus con-fondre avec la  po£sie  
sans profaner ce dern ier  nom, se marque par une s in g u l i£ re  
habitude e t  comme par un t i c  qui - f in i t  par devenir - fa t ig an t.  
( . . . )  M. de Lamartine, sans s'en ap ercevo ir ,  a p r is  1 'habitude  
de couper sa pens£e, sa phrase par t r o i s  membres, de proc^der 
t r o i s  par t r o is .  Lorsqu'une -fois on a -fa it c e t te  remarque, on 
trouve occasion de la  v e r i f i e r  dans mainte page des Confidences. 
Si l e  poete rouvre ses manuscrits de fami l i e ,  c 'e s t  q u ' i l  veut 
re t ro u v e r ,  r e v o i r ,  entendre 1 '£me de sa m6re. (op.  c i t . ,  p . 29 )

Here Sainte-Beuve p rac t ises  the kind of c r i t ic is m  approved of by 

Ducasse in P o is ie s  1 .51 , a ttac k in g  ' l a  forme' and not ' l e  fond' of the  

p o e t 's  ideas and phrases. Ducasse p ra c t is e s  i t  h im self in  P o is ie s  11, 

more economically , but with re ference  to  the  same maternal obsession 

in  Lamartine:

L 'e x is te n c e  des t i c s  6 tant constat£e, que 1 'on ne s '6 tonne pas 
de v o ir  les  m£mes mots re ve n ir  plus souvent qu'A leu r  tour; dans 
Lam artine, le s  pleurs qui tombent des naseaux de son c h ev a l, l a  
couleur des cheveux de sa m£re; dans Hugo, 1 'ombre e t  le  
d£traqu£, fon t p a r t ie  de la  r e l i u r e .  ( P . I I . 101)

There are a ls o , of course, the famous ' t i c s ,  t i c s ,  e t t i c s '  of P o is ie s

11.88. The recu rren t c r i t iq u e  of Romantic mannerism and i t s  

recurrences, th is  obsession with ' t i c s ' ,  is  i t s e l f  mannered. Reference  

to  the ' t i c s '  of the Romantic w r i te r  is  a ' t i c '  of t h is  p e r io d 's  

c r i t i c a l  discourse on poetry . This i s  V inet on the  way Hugo presents  

h is  ideas:
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Eh bien! M. Hugo a des id6es: je  ne d is  pas des sentences, 
q u o iq u ' i l  en a i t  de b e l le s ,  e t  qui re s te ro n t ;  car i c i  son t i c  le  
reprend, e t  l e  ton d 'o ra c le  v ie n t  r e v 6 t i r ,  sans les  animer, des 
choses q u ' i l  -faut la is s e r  nues parce q u 'e l le s  sont au-dessus ou 
au-dessous du s ty le .  ( L i t t ^ r a t u r e  f r a n g a i s e t I I . ,  p . 302 )

The Sainte-Beuvian c r i t i q u e - f e u i l l e t o n  became the type of 

c r i t ic is m  most widely practised  in  Second Empire P a r is ,  superseding 

the r o m a n - fe u i1l e t o n  as a means of m aintain ing reader—lo y a l ty  to  a 

jo u rn a l :

L ' a r t i c l e  de journal est devenue la  grande chose de c e t te  
p e t i t e ,  -  l a  l i t e r a t u r e  du dix-neuvi6me s i6 c le .  L ' a r t i c l e  de 
journal a remplac£ le  l i v r e ,  la  brochure, tou tes  les  
m anifes ta tions  de la  pens£e qui demandaient de l a  largeur e t  de 
1 'espace, de la  r e f le x io n  e t  de 1 'exp o s it io n  plus ou moins 
savante. (Barbey d 'A u r e v i l ly ,  Le XIXe s i & c l e ,  I I . ,  p . 153 )

Though i t  o ften  discussed poetry , i t  was not a p a r t ic u la r ly  e f fe c t iv e  

veh ic le  of poetic  theory. I t s  dependence on the  contingencies of the  

book-market and the  short a tte n tio n -s p a n  of the jo u r n a l 's  reader  

p ro h ib ite d  too expansive an expos it ion  of poetic  p r in c ip le s .  

Occasionally , the  f e u i l l e t o n  format might a llow  the t h e o r e t ic a l ly  

in c lin e d  c r i t i c  the  odd departure from the usual reviews of the la t e s t  

books. Knowing the  reader would know the  ab erra tio n  was only  

temporary, he might s l ip  in  among the reviews of Madame Bovary and 

Ernest Feydeau's Fanny an e x p l i c i t l y  th e o re t ic a l  in te rv e n t io n .  But 

such in te rv e n t io n s  are p ro p o r t io n a l ly  ra re .  Of Sainte-B euve 's  four  

hundred or so Causer ies du Lundi  and P o r t r a i t s  l i t t i r a i r e s , perhaps no 

more than four f i t  the  d escr ip t io n  of a genuinely th e o re t ic a l  

excursus: De l a  t r a d i t i o n  en l i t t £ r a t u r e  e t  dans que l  sens i l  l a  f a u t  

entendre ,  Q u 'e s t - c e  qu'un c la s s iq u e ,  Du g i n i e  c r i t i q u e  and the L e t t r e  

sur la  morale e t  sur  l ' a r t . sa I t  i s  a l l  the more d isap p o in tin g , then, 

th a t  in these essays Sainte-Beuve, a poet once h im se lf,  sheds l i t t l e  

l ig h t  on the obscure laws of poe tic  production, o f fe r in g  few poetic  

precepts as p r e - te x ts  fo r  the n o v ice -p o e tic ian  Ducasse.
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7. POETS AS CRITICS, AS POETICIANS

Tous les  grands poetes deviennent n a tu re lle m e n t, fa ta lem e n t,  
c r i t iq u e s .  ( . . . )  I l s  veulent ra isonner leu r  a r t ,  d^couvrir les  
lo is  obscures en vertu  desquelles i l s  ont p ro d u it ,  e t t i r e r  de 
c e t te  £tude une s £ r ie  de pr£ceptes dont le  but d iv in  est  
1 ' i n f a i l l i b i l i t 6  dans la  production p o it iq u e .  I I  s e r a i t  
prodigieux qu'un c r i t iq u e  devtnt poete , e t i l  est impossible  
qu'un poete ne contienne pas un c r i t iq u e .  Le le c te u r  ne sera  
done pas 6tonn6 que je  consid£re le  poete comme le  m e il le u r  de 
tous les  c r i t iq u e s .  (B aude la ire , 18613* )

However much Baudelaire admired Sainte-Beuve as poet and c r i t i c  -  

which is  not necessarily  very much -  he is  probably not the id e a l is e d  

p o e t - tu r n e d -c r i t ic  evoked here. The e levated  conception of c r i t ic is m  

Baudela ire  shares with Barbey d 'A u re v i l ly  cannot accommodate S a in te -  

Beuve 's accumulated contingencies. Barbey admired the poet of the If i e ,  

p o i s i e s  e t  pansies de Joseph Delorne  and r e v i le d  the c r i t i c .  S a in te -  

Beuve's c r i t ic is m  was not ' l a  C r i t iq u e ,  c e t te  grande chose de mesure 

e t de poids, de p rinc ipes  et de c e r t i tu d e s .  ' Barbey does c re d i t  him 

with the p e rfec t io n  of a more d e f i n i t i v e  n ine teen th -cen tury  genre;

Mais s ' i l  n 'es t  pas c r i t iq u e ,  ce q u ' i l  est b ien , ce q u ' i l  est
comme per sonne ne l e  fu t  avant l u i ,  c 'e s t  un in d iv id u
parfa item ent de son temps, car avant son temps nous ne 
connaissions pas ce genre d'homme et de ta le n t  sans nom specia l  
auquel je  me risque A donner c e lu i - c i :  un ar t i d i e r . L ' a r t i c l e
de journal est devenue la  grande chose de c e t te  p e t i t e ,  -  la  
l i t e r a t u r e  du dix-neuvi£me s i£ c le .  (Le XIXe s i i c l e , I I . , p .  153)

Sainte-Beuve gave up poetry of the highest order to p ra c t is e  th is  low 

form of c r i t ic is m .  True, s t i l l - p r a c t i s i n g  poets of the  period also  

practised  as ' a r t i c l i e r s ' ,  but what fo r  Sainte-Beuve was a choice fo r  

them was more often a matter of exigency. Moreover, though t h e i r

c r i t i c a l  w r i t in g  seems to  be no more than a sub-genre of the l u n d i s t e  

a r t i c l e ,  i t  i s  p o te n t ia l ly  q u ite  a d i f f e r e n t  v eh ic le  of poetic  theory ,  

ab le ,  when practised by a B audela ire , to r e a l is e  Barbey's C r i t i c a l  

Id e a l ,  and serve as a p re - te x t  fo r  the p r in c ip le d  c e r t i tu d e  of 

P o i s i e s .

The d if fe re n c e  between Sainte-Beuve and the poet as c r i t i c  is

f i r s t l y  one of publishing context. Whereas Sainte-Beuve produced an

a r t i c l e  week in week out, bare ly  in te r ru p t in g  the c o n t in u ity  of h is

l u n d i s  in  switching from journal to journal -  'aucune mort que la

sienne n ' in te rro m p it  jamais son a r t i c l e , '  says Barbey ( p . 153)
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a r t i c le s  produced by B audela ire , Leconte de L is le ,  V e r la in e ,  and 

Mallarm6 are g e n e r ic a lly  occasional p ieces. Even ' le s  fe u i l le t o n s  

souvent m£diocres de Th6ophile G a u t ie r ' ,  as Baudela ire  described  

them,31'7 were confined to the th e a t re ,  and in  the 1850s and '60s h is  

re f le x io n s  on poets and poetry  are mostly to be found in o b itu a r ie s  

(of Heine, Nerval and B a u d e la ire ) ,  in  prefaces (to  B a u d e la ire 's  

Oeuvres completes)  or in  the Rapport sur le  progr&s dans le s  l e t t r e s  

occasioned by the E xh ib it io n  of 1867.20 At best, i f  the poet is  

acknowledged as an a u th o r i ty  on other poets, he may be in v i te d  to  

assess h is  contemporaries in  a s e r ie s  of c r i t iq u e s ,  such as 

B au d e la ire 's  R e f le x io n s  su r  que lques-uns  de roes contempor a i n s , 

published in  1861 in La Revue f a n t a i s i s t e  and then included in

Cr ^ p e t ’ s book Les Poetes f r a n g a i s , or Leconte de L i s le 's  Les Poetes 

c on te m p ora ins , published in Le Hain jaune  in  1864.

Leconte's  a r t i c l e s ,  compared w ith h is  pre faces , are  a

d isappointing  v e h ic le  of poe tics . There are c e r ta in  analogies of 

thought, re ference  and phrase with P oe s ie s , but these r e f le c t io n s  on 

poets cannot match the re f le x io n s  on poetry  th a t make Leconte's  

prefaces to  h is  own works such useful p re - te x ts  of Poes ies .  On the  

other hand, fo r B audela ir ian  poetics to  serve as Ducassian p r e - te x ts ,  

the a v a i la b le  fragments of preface  to  the F le u rs  du aa l  cannot 

s u f f ic e .  The want of a c le a r  statement of h is  a e s th e t ic s  in a preface  

c o n tr ib u ted , in  B aude la ire 's  view, to  h is  conviction  fo r  obscenity ,  

and c e r t a in ly  deprived Ducasse of p r e - te x ts  fo r  Poesies  (see Chapter 

2 .1  above, section 1). Recourse must be had instead to  B a u d e la ire 's

occasional pieces. Since no e d ito r  ever asked him to expound on l a

t r a d i t i o n  en l i t t e r a t u r e  or on l e  gen ie c r i t i q u e , s o l ic i t e d  h is  views

on q u 'e s t - c e  qu'un c l a s s i q u e , or prompted a l e t t r e  sur la  morale e t

sur  l ' a r t , he made h is  views on these subjects  known to  the Second 

Empire reader c o v e r t ly ,  in the in te r s t ic e s  of a r t i c l e s  on s p e c i f ic  

w r ite rs .  From the te x t on Gautier and the R e f le x io n s  sur  que lques-uns  

de roes con tem pora ins , d e f in i t i v e  statements of h is  p o s it io n  on a r t ,  

m o ra lity  and ' l e  but de la  po£sie ' can be is o la te d  and found to

resonate in the w r it in g  of younger contemporaries:

La morale n 'e n tre  pas dans cet a r t  & t i t r e  de but; e l l e  s 'y  mele 
et s 'y  confond comme dans la  v ie  elle-m£me. Le poete est
m ora lis te  sans le  v o u l o i r . . .  ( R e f l e x i o n s : V i c t o r  Hugo)
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( . . . )  la  plus monstrueuse, la  p lus r id ic u le  e t  l a  plus  
insoutenable des e rreu rs ,  A savo ir  que le  but de la  po£sie est 
de r£pandre les  lumiferes parmi le  peuple.

( i b i d A u g u s t e  Bar b i e r )

La Po6sie, pour peut qu'on v e u i l l e  descendre en soi-m6me, 
in te r ro g e r  son £me, rappeler ses souvenirs d ' enthousiasme, n 'a  
pas d 'a u t re  but qu'Elle-m£me ( . . . )  e l l e  n 'a  pas la  V £ r i t£  pour 
o b je t ,  e l l e  n 'a  qu'Elle-m£me. ( T h io p b i l e  G a u t ie r )

The echo can be most c le a r ly  heard in te x ts  l i k e  V e r la in e 's  1865

a r t i c l e  on Baudelaire:

O ui, 1 'A rt  est ind£pendante de la  Morale, comme de la  P o l i t iq u e ,  
comme de la  Philosophie , comme de la  Science, e t l e  Po£te ne 
d o it  pas plus de comptes au M o ra l is te ,  au Tribun, au Philosophe  
ou au Savant, que ceux-ci ne lu i  en do ivent.

In D ie rx 's  preface to  l e s  l i v r e s  c l o s e s , from 1867:

La po£sie n 'a  pas d 'a u t re  but que la  po£sie.

And, in 1870, in P o is ie s i

La po6sie d o it  avo ir  pour b u t . . . 30

8.  POETICS, PEDAGOGY & ACADEMIC DISCOURSE

Une fo u le  de gens se f ig u re n t  que le  but de la  po6sie est un 
enseignement quelconque. (B audela ire31)
Les chefs-d 'oeuvre  de la  langue fran g a ise  sont le s  discours de 
d is t r ib u t io n  pour les  lyc6es , e t  les  discours acad^miques. En 
e f f e t ,  1 ' in s tru c t io n  de la  jeunesse est p e u t -6 t re  la  plus  
b e l le  expression pra tique  du d e v o i r . . .  (Ducasse)

Whether Ducasse's l i t e r a r y  judgments are those of a c r i t i c ,  a 

p o e t ic ia n ,  a c r i t i c  of p oe tics  or a p o e tic ian  of c r i t ic is m ,  t h e i r  

correspondences of theme and phrase with the poetics of B aude la ire ,  

Dierx and V e r la in e ,  are useful in determining the d iscu rs ive  community 

in to  which Ducasse was emerging. They do not, however, help to  

determine the genre of P o i s i e s .  None of these poets ' re f le x io n s  on the  

purpose of poetry o r ig in a te s  in a g e n e r ic a l ly  designated A r t  P o i t i q u e .  

By the time th is  Baudela ir ian  in t e r t e x t  is  f u l l y  o p e ra t io n a l ,  the  

formal A r t  P o i t i q u e  has been consigned to  the schoolroom, the  

discu rs ive  community from which Ducasse had ju s t  emerged. The 

predominantly e th ic a l  discourse on poetry to  which i t  co n tr ib u tes  

there  is  subsumed w ith in  the more potent discourse of pedagogical
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a u th o r i ty .  There are correspondences a lso between Poesies  and th a t  

discourse, but these seem to  complicate ra th e r  than c l a r i f y  the t e x t ' s  

r e la t io n  to  Second Empire p o e tics .

To take the most s t r ik in g  example, Ducasse's judgment th a t

p r ize -d a y  speeches are the masterpieces o-f the  French language was

never l i k e l y  to be echoed in contemporary discourse on l i t e r a t u r e .

Lucienne Rochon,32 in v e s t ig a t in g  Ducasse's curious p r e d e l ic t io n s ,

discovered a p r iz e -g iv in g  speech by h is  'professeur de rh 6 to r iq u e '

H in s t in  (a dedicatee of P o e s ie s ) ,  de l ive red  before Ducasse and h is

classmates a t  the end of 1864 school year. As f in e  an example of the

genre as i t  i s ,  there  is  nothing of the che f  d 'o e u v re  about i t ,  but i t

may have l e f t  i t s  tex tu a l trace  in Poes ies  nonetheless, a longside

Hugo, Lam artine, Musset and the re s t .  In t h is  t e x t ,  I l l u s i o n s  de

Jeunesse , H in s tin  sought to  preserve h is  students from d is i l lu s io n ,

i n s t i l l i n g  in  them a love of a r t ,  of id e a ls ,  of v i r t u e ,  and a

confidence in  themselves: 'Croyez & vo tre  jeunesse '. Rochon hears an

echo of th is  in Poesies  11.44: 'La jeunesse 6coute les  conse ils  de

1 '2ge mtfr. E l le  a une confiance i l l i m i t £ e  en e lle -m £m e.' I p re fe r  to

hear in both a f a in t  echo of Sainte-Beuve:

Une pgriode nouvelle  s 'ouvre pour la  po£sie; l ' a r t  est d^sormais 
sur le  pied commun, dans l 'a r^ n e  avec tous, cdte A cbte avec 
1 ' in fa t ig a b le  humanity. Heureusement, i l  a v ie  e t jeunesse: i l  a 
confiance en lu i-m £m e.. . 33

But t h is  is  Sainte-Beuve in the f u l l  f lood  of h is  e a r ly  High 

Romanticism, the evocation of which, i f  intended by Ducasse, would

have more to  do with exposing Sainte-B euve's  betraya l of h is  youthful  

idealism  than with demonstrating the value of a p r ize -d a y  speech.

An a l lu s io n  to  Sainte-Beuve might be more p e r t in e n t ,  were i t  

to  one of h is  several 'd iscours acad^miques' ,  though i t  would be 

d i f f i c u l t  to  imagine even the l a t e r  Sainte-Beuve -  'academician par 

gotit e t par n a tu re ' ,  according to  Barbey iop .  c i t . ,  p . 36) -  agreeing  

th a t  the  speeches made there  are ' le s  chefs d'oeuvre de la  langue 

f r a n g a is e ' .  Even discounting Barbey's scathing a ttack  in Les Quarante  

M e d a l l io n s  de l 'A c a d £ m ie , the Academy g e n era l ly  has a bad press in  the  

1860s, and i t s  speeches are no saving grace:
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Qui - fa it  v iv re  une l i t e r a t u r e ?  Les; id£es nouve lles , produites  
avec vigueur et jeunesse; non le s  discours academiques.

(Proudhon)

Nor is  i t s  p r iz e -g iv in g :

Les p r ix  portent malheur. P r ix  acad£miques, p r ix  de v e r tu ,  
decorations, toutes  ces inven tions  du d ia b le  encouragent 
1 'h yp o cris ie  e t glacent les  e lans spontanes d'un coeur l i b r e .

(B a u d e la ire )3*

Baudela ire  in  p a r t ic u la r  is  u n l ik e ly  to  agree with Ducasse, not only

because of h is  disagreeable experiences as a candidate fo r  a seat

among the  Immortals, but e s p e c ia l ly  over Ducasse's esteem fo r

V i l le m a in ,  secre tary  to  the Academy and author of ' fa s t id ie u s e s

d is t r ib u t io n s  de prix  e t rapports  en s ty le  de p re fe c tu re  sur les

concours de 1 'Acaddmie f r a n g a is e ' . 30 Lucienne Rochon compares

Ducasse's estim ate of V il lem ain  -  ' t re n te -q u a t re  fo is  plus i n t e l l i g e n t

qu'Eug£ne Sue e t Frederic  S o u lie ' -  with B au d e la ire 's :  'm i l le  pieds

au-dessous de La Harpe'. In th is  a r t i c l e ,  'L 'e s p r i t  e t  le  s ty le  de

V i l le m a in ' ,  B aude la ire 's  contemptuous remarks are eloquent enough

testimony to  the p e rv e rs ity  of some of Ducasse's judgments, and reason

to  seek an explanation beyond mere p r e d e l ic t io n .  A c lue l i e s  in the

continuation  of the passage from which my epigraph is  taken:

Les chefs-d 'oeuvre de la  langue franga ise  sont les  discours de
d is t r ib u t io n s  pour les  lyc£es, e t le s  discours acad£miques. En
e f f e t ,  1 ' in s tru c t io n  de la  jeunesse est p e u t -£ t re  la  plus b e l le  
expression pra tique  du devo ir ,  e t une bonne ap p rec ia t io n  des 
ouvrages de V o l ta i r e  (creusez le  mot a p p rec ia t io n ) est  
p re fe ra b le  k ces ouvrages eux-memes. ( P I . 18)

Without pursuing the etymological t r a i l  h e r s e l f ,  Rochon suggests we

take Ducasse's p a ren th e t ica l  advice and examine c lo se ly  h is  choice of 

words. 'A p p re c ia t io n ' ,  l i t e r a l l y ,  means a 'd is t r ib u t io n  des p r i x ' ,  ad-  

p re t i u v i .  Ducasse puns on the  etymology of the c r i t i c a l  term to  

emphasise the connexion between c r i t i c a l  and pedagogical discourse. 

Both are in e f fe c t  forms of c r i t ic is m ,  apprec ia tions  o f ,  ad m itted ly ,

d iverse  te x tu a l ob jects , the works of V o l ta i r e  and the sch o las tic

endeavours of adolescents, but both are genres th a t determine the  

value of the te x t .  The best known 'd iscours acad£mique' to o f f e r  'une 

apprec ia tion  des ouvrages de V o l t a i r e '  was d e live red  in  1779 by the

successor to  h is  f a u t e u i l , Ducis, an author e n t i r e ly  a n t ip a th e t ic  to
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V o l ta i r e  but in a good p o s it io n  hereby to  'a p p re c ia te '  h im .36 Goldfayn

and Legrand make a connection between Ducasse's use of the word and

H egel's  comment in the P h inom in o lo g ie  de I ' E s p r i t :

Quant aux comptes rendus c r i t iq u e s ,  outre  la  n o tice  h is to r iq u e ,  
i l s  donnent encore une a p p re c ia t io n , qui justement parce q u ' i l  
est ap p rec ia t io n , est au-dessus de la  m atiere  appreciee.

{Poes ies ,  Goldfayn & Legrand, 1962, p . 48)

They a lso  make a stronger connection s t i l l  between academic discourse

and an a p p r e c ia t i o n  of V o l t a i r e 's  works by c i t in g  Goethe, a p r e - te x t

to  Ducasse's remark:

V il lem a in  s 'e s t  place t re s  haut dans la  c r i t iq u e .  Les Frangais  
ne verront sans doute jamais aucun ta le n t  qui s o i t  de la  t a i l l e  
de c e lu i  de V o l ta ire ;  mais on peut d ire  de V il lem a in  q u ' i l  est  
superieur a V o l ta ire  par son point de vue, en s o rte  q u ' i l  peut 
le  juger dans ses q u a l i te s  e t dans ses d e fau ts . ( i b i d . ,  p . 44)

Ducasse may a lso be r e fe r r in g  d i r e c t ly  to  V i l le m a in ,  who re g re ts ,  in

the  Discou rs  sur le s  avantages e t  l e s  inconvGn ien ts  de l a  c r i t i q u e ,

the f a i l u r e  of V o l t a i r e 's  contemporaries to  apprec ia te  him:

C 'e s t  qu'aucun d'eux n '6 t a i t  digne de le  juger. Cette  t&che 
pouvait honorer un v e r i ta b le  c r i t i q u e . 3r

Given the importance of the question and the care w ith which 

Ducasse prepares his in te rv e n t io n ,  i t  is  su rp r is in g  to  note th a t  h is  

advocacy of academic discourse in  Poesies 1 seems to  be of no 

consequence to  the rest of the te x t .  Though Ducasse's more general 

d e l ib e ra t io n s  on l i t e r a r y  theory in the  f i r s t  part of Poesies  are  

c arr ie d  over in to  the second, School and the  Academy play no part in  

the fu r th e r  e labora tion  of th a t  discourse. The d is t in c t io n s  of genre 

and re ve rs a ls  of values in Poesies  1 .15 -19  are used h y p e rb o lic a l ly  to  

foreground a u th o r ity  as the basis of value-judgment in l i t e r a t u r e .  As 

s ite s  of 'a p p re c ia t io n ' the schoolroom and the Academy m anifest a 

p r in c ip le  of Ducassian discourse on p oetry , the  a u th o r i ty  of the judge 

over the judged ( P I I . 7 7 ) .  This is  desp ite  circumstances th a t  would 

d is c re d i t  them today: the s t e r i l i t y  of the pedagogical environment,

the Academy's superannuated composition -  V i l le m a in  is  e ig h ty  by the  

time Poesies  is  published - ,  the paucity  of H in s t in 's  discourse, the  

paradoxical s u p e r io r i ty  of V i l le m a in  over V o l t a i r e ,  e tc .  The 

separation of th is  p r in c ip le  from such contingencies makes a l l  the  

c le a re r  th a t these are S i te s  of In s tru c t io n  as re le v an t to the fu_ture
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p o e tic ian  as any c r i t i c ' s  c a u s e r ie  or , as any p o e t 's  preface  or 

pamphlet. The Academicians are s t i l l ,  o f f i c i a l l y ,  the  S ta te 's  

designated p o e t ic ia n s ,  since among the Academy's f i r s t  du ties  on i t s  

establishment were the production of a d ic t io n a ry  (the s ix th  e d i t io n  

of which was prefaced by V i l le m a in ) ,  a grammar, and a P o i t i q u e . 

F£nelon's P r o j e t  de p o i t i q u e , ass im ila ted  by the  n ineteenth cen tu ry 's  

pedagogical d iscourse, was o r ig in a l l y  a p a rt  of h is  L e t t r e  k 

1 ' Acadkmie , wherein he o f fe rs  counsel to  i t s  members on the  execution  

of these various tasks. Though the tasks to be performed and the

arenas of th e i r  performance have changed, in so fa r  as Poks ies  o f fe rs  

advice to  both poets and p o e tic ia n s  i t  too is  an in te rv e n t io n  in  the  

Schoolroom and before  the Academy: a p r o j e t  de poGt ique .

Po4sies  i s  a long way from the t r a d i t io n a l  A r t  P o k t i q u e . Poetics has 

redefined  poetry to  include a l l  l i t e r a t u r e ;  poetics  i t s e l f  can now

include not only a l l  'jugements sur la  po£sie ' but a l l  judgments on 

l i t e r a t u r e ,  accommodating fo rm a l, a e s th e t ic ,  p o l i t i c a l  and e th ic a l

p re s c r ip t io n s  upon p oetry , 'a in s i  com prise '. Poksies  i s  poe tics  

because i t  is  judgmental and p re s c r ip t iv e .  The p o e tic ian  can be

pedagogue, c r i t i c ,  philosopher, m o ra lis t  and, of course, poet. The A r t  

PoGtique  can be anything from a one-sentence axiom to  a thousand page 

t r e a t is e .  I t  can accommodate prosodic r u le s ,  c r i t i c a l  read ings,  

philosophy of l i t e r a t u r e ,  a e s th e t ic s ,  e th ic s ,  and much e ls e .  Breton is  

not wrong in h is  generic d e f in i t io n  of P o k s ie s , but only in suggesting  

th a t  'ne passer que pour un A r t  P o i t i q u e ' is  in  some way a l im i t a t io n  

on the scope and address of the  t e x t .

#  *  *
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s p ir i tu e l le m e n t  l a  grande h k r k s ie  p o k t iq u e  des temps modernes. 
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3- 3 GENRES

1. AUTO-CRITIQUES

P o i s i e s  may be the work of a p o e t ic ia n ,  of a p o e tic ian  in  the

A r is to te l ia n  t r a d i t io n  of g e n re - th e o ry , even, but Ducasse makes no 

re fe ren ce  in  h is  te x t  to  poe tics  as genre. A r is t o t le  and Boileau are  

mentioned by name, but not as po e tic ian s ; the one is  c i te d  as a 

philosopher a longside P la to ,  Spinoza and Malebranche, and the  other is  

'p o e t '  in  a la rg e  sense, a longside the p layw rights  in verse C o rn e i l le  

and Racine, the p ro s e -n o ve lis t  and v e r s e - s a t i r i s t  Scarron, the prosaic  

poet Copp6e and the a l l - ro u n d e r  Hugo.

Poesies  may be the work of a c r i t i c ,  but i f  c r i t i c s  are  

mentioned th e re  i t  is  in respect of t h e i r  other fu nc tions . V il lem a in  

i s  p ra ised , not fo r  h is  c r i t ic is m ,  but fo r  h is  preface to  the

D i e t i o n n a i r e  de 1 'A c a d im ie , a p h i lo lo g ic a l  essay. 'Le S u ic id £ -p o u r-  

R i r e ' ,  Sainte-Beuve, is  the poet of the V ie r P o is ie s  e t  Pens£es de 

Joseph Delo rme , not the l u n d i s t e .  The author of De 1 ' I n t e l  1igence  is  

Taine the philosopher, the Second Empire's r i v a l  to  Bacon, Descartes  

and Malebranche. In the  passage where the good Romantic poets

Lamartine and Hugo are u n - f la t t e r in g ly  compared with the bad C lass ica l  

traged ians  Pradon and Rotrou ( P I I . 3 8 ) ,  the s im i la r  h ierarchy th a t  

places the Romantic poet Sainte-Beuve beneath Laharpe and Marmontel, 

both c la s s ic is in g  ' t r a g e d ia n s ' ,  may d erive  a c e r ta in  piquancy from the  

fa c t  th a t  a l l  th ree  are c r i t i c s  in the f i r s t  p lace , but a h ie ra rchy  of 

crea to rs  and c r i t i c s  is  secondary to  Ducasse's primary d is t in c t io n s  of 

period and genre.

That Po&sies  is  so in d i f f e r e n t  to g e n e r ic a l ly  designated  

poetics  and c r i t ic is m  is  s u rp r is in g  when so many other forms of

l i t e r a r y  p ra c t ic e  are paid some kind of a t te n t io n .  Memoirs, l e t t e r s ,  

biography, the novel, tragedy, drama, melodrama, v a u d e v i l le ,  

'p ro verb es ',  the ode, the pa linode , the 'poeme', e le g ie s ,  'stances  

r e l i g i e u s e s ' , hymns, p rayer, funera l o ra t io n s ,  epigrams, maxims, 

precepts , p re faces , 'd iscours de d is t r ib u t io n s  des p r ix '  and 'd iscours  

acad£miques':  the names of l i t e r a r y  genres occur and recur fre q u e n tly  

in  Poes ies ,  a l l  i m p l i c i t l y  d i f fe r e n t ia t e d  from the name of the genre 

of Po&s ies , however th a t is  determined.
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Several passages deal in d iv id u a l ly  w ith a s p e c i f ic  genre: the  

novel ( P I . 1 6 -1 6 ) ,  tragedy ( P I I - 3 6 -3 8 ) ,  epic ( P I I . 3 5 ) ,  the maxim 

( P I I . 4 6 ) .  Others d e l ib e r a te ly  re-fuse generic d is t in c t io n s ,  or propose 

d is t in c t io n s  th a t  are d i f f i c u l t  to  grasp. For example, when Ducasse 

describes  the '61£ve de t ro is i£ m e ' as 'p lus  f o r t ,  plus capable, plus  

i n t e l l i g e n t  que V ic to r  Hugo, s ' i l  n 'a v a i t  f a i t  que des romans, des 

drames e t  des l e t t r e s ' ,  i t  i s  hard to  determine what is  meant by 

' l e t t e r s '  as a genre. No more than a few of Hugo's poems are framed as 

l e t t e r s  in  the manner of Musset's L e t t r e  i  Lamar t ine  (see Chapter 5 .2  

below, section  1 ) .  Nor had Hugo acquired any kind of re p u ta tio n  as a 

personal l e t t e r - w r i  t e r , l i k e  Maurice de Gu6rin o r ,  again , l i k e  Musset, 

whose correspondence had re c e n t ly  been fea tured  in  the la s t  volume of 

the  Oeuvres completes  (Volume 10, 1866). Hugo did s p e c ia l is e  in one 

e p is to la r y  genre, the formal d e c la ra t io n  of support fo r  worthy causes. 

Supplementing h is  polemical in te rv e n t io n s  on in te rn a t io n a l  issues such 

as G a r ib a ld i 's  campaigns or the defence of John Brown, the fo rm ula ic  

l e t t e r s  of encouragement th a t  ra ined down from H a u te v i l le  House onto 

nascent l ib e r a l  journa ls  and budding sub-Hugolian poets had made h is  

h yperbo lic  e p is to la ry  manner a l l  too f a m i l i a r .  I t  would have been 

d i r e c t l y  fa m i l i a r  to  Ducasse on two counts: from the pub lic  l e t t e r  of 

support addressed to La Jeunesse (see Chapter 3 .2 .  above, section 5) 

and, a f t e r  Ducasse had sent Hugo a copy of the f i r s t  Chant de 

H a l d o r o r , from Hugo's personal l e t t e r  of re p ly ,  now lo s t ,  wherein (we 

can assume) the hyperbolic b a n a l i t ie s  of the genre had been displayed  

fo r  h is  own p r iv a te  consumption.

The genres mentioned in Poesies  inc lude at le a s t  one a c tu a l ly  

p ra c t is e d  by Ducasse in th a t  t e x t ,  the 'maximes' of Vauvenargues and 

La Rochefoucauld corrected in P o is ie s  I I ,  but i t  i s  the Chants th a t  

provide the best evidence of Ducassian generic  r e f l e x i v i t y .  They 

fe a tu re  almost every l i t e r a r y  form mentioned, discussed, or cas tiga ted  

in  P o i s i e s : ep ic , dramatic, l y r i c ;  the novel, the 'c o n te ' ,  the fa b le ;  

hymns, prayers , funeral o ra tions; maxims and p en s ie s ; biography and 

l e t t e r s ,  even; and, of course, the 'pre face  h y b r id e '.  To read the  

reading of these genres in  P o is ie s  as r e f le x iv e  is  a dangerous 

argument against the autonomy of the t e x t ,  but the prospect of reading  

Ducasse reading Lautr£amont can make re ference  to  the Chants  d i f f i c u l t  

fo r  even the most hardened autonomist to  r e s is t .
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2. POESIES & THE GENRES OF THE CHANTS DE MALDOROR

One name alone cannot designate the d e f i n i t i v e  genre of a te x t  th a t

includes so many g e n e r ic a l ly  d iverse  p ra c t ic e s .  I f  the g e n re -c r i t iq u e

of PoGsies app lies  to  the Chants i t  i s  to  each s p e c if ic  p ra c t ic e  in

tu rn .  Ducasse's repudiation  o f ,  fo r  example, epic promises to  o f f e r

good 'm ethodical' grounds fo r  the re p u d ia t io n  of the Chants\  th a t  te x t

conforms well enough to  A r i s t o t l e 's  d e f in i t io n  of the ep ic-genre  as a

hybrid of the dramatic and the  l y r i c ,  and the  d iv is io n  in to  s ix  cantos

suggests the continuation of a l i n e  from Homer's twenty-four—book

s tru c tu re  through V i r g i l ' s  tw elve . Ducasse r e fe rs  e x p l i c i t l y  to  the

epic poets -  Homer, V i r g i l ,  Dante, Camoens, M ilton  and Klopstock -  as

anachronisms. Epic ambition is  a strong theme in  n in e teen th -cen tu ry

discourse on poetry , where France's  f a i l u r e  to  produce a r i v a l  to

these is  repeated ly  remarked upon and o ccas iona lly  compensated fo r  by

the  discovery of 'e p ic '  in  u n fa m il ia r  guises. The ambition possesses

many w r i te rs  in prose, from M ichelet to  Balzac, and in verse , from

Lamartine to  Leconte. Like Ducasse, Lamartine acknowledges th a t  times

have changed, but he b e lieves  epic can be salvaged:

Nous sentons tous, par in s t in c t  comme par raisonnement, que le  
temps des 6pop6es h£roiques e t  pass6. ( . . . )  L'6pop6e n 'e s t  plus  
n a tio n a le  ni h^roique, e l l e  est bien p lu s , e l l e  est  
h u m a n ita ire .1

A good dozen of the f i f t y - o d d  n in e teen th -cen tu ry  w r i te rs  re fe r re d  to  

in  Poesies  are so possessed. In p a r t i c u la r ,  Lam artine 's  attempts a t  

e p ic ,  Joce lyn  and l a  Chute d 'un  ange , are s ing led  out fo r  

chastisement:

Chanter Adamastor, Jocelyn, Rocambole, c 'e s t  p u £ r i l .  ( P I . 32)

Lamartine a cru que la  chute d'un ange d e v ie n d ra it  1 'E le v a t io n  
d'un Homme. I I  a eu t o r t  de le  c r o i r e .  ( P I I .5 5 )

La Chute d 'un ange is  both a thematic p r e - te x t  of the  Chants and the

source, according to M.F. Guyard, of i t s  famous 'fro n d e ' imagery:

Chacun en s a is i t  un comme un boucher sa pro ie ;
L ia  ses pieds m eurtris  d'une rude c o u rro ie ,
Tel qu'un bloc qu'en tournant la  fronde va l a n c e r . . .  (Lamartine)

Je p o u rra is ,  soulevant ton corps v ie rg e  avec un bras de f e r ,  te  
s a is i r  par les  jambes, te  f a i r e  ro u le r  autour de moi, comme une 
fronde, concentrer mes forces  en d £crivan t la  d e rn i£ re  c irc o n -  
f6 rence , e t te  lancer contre  la  m u r a i l l e . . .  (Lautr6amont) 2
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These a f f i n i t i e s  h ig h l ig h t  generic s i m i l a r i t i e s  and suggest th a t  both 

are epic poems g u i l t y  of generic anachronism. But the Chants are ju s t  

as much a n t i -e p ic  as ep ic . Correspondences with p re - te x ts  h ig h l ig h t  

d if fe re n c e s  as much as s im i l a r i t i e s ;  i f ,  fo r  example, the 'f ro n d e '  

method of body disposal employed in  L am artine 's  B ib l ic a l  epic is  r e ­

used in  the Chants to  th rea ten  a te n -y e a r -o ld  p r o s t i tu te  in  a P ar is  

b a ck s tre e t ,  to  tear  the blonde h a ir  of a b e a u t i fu l  fo u r te e n -y e a r -o ld  

boy from h is  sca lp , or to  hurl the adolescent son of an English

gentleman across Paris  from the Colonne Vend6me to  the dome of the

Pantheon, th is  i s  not so much a f f i n i t y  as the  hyperbolic  destruction  

of one te x t  by the o ther. And i f  the v io lence  of the f i r s t  te x t  can be 

j u s t i f i e d ,  as Lamartine does in h is  p re face , on generic grounds, then 

i t  makes the second as much a generic c r i t iq u e  of epic as P o i s i e s .

These are not the grounds on which the  Ducasse of P o is ie s  disavows h is

p ra c t ic e  in  the Chants .

As an a l t e r n a t iv e ,  Ducasse's c r i t iq u e  of th e a t r ic a l  genres -

whether an A r is to te l ia n  concern with ' le s  t ra g e d ie s ' ,  ' l a  p i t i £ ' ,  and

' l a  t e r r e u r ' ,  or a Sainte-Beuvian in te r e s t  in  Musset's 'proverbes' -

might be d irec ted  at h is  own e f f o r t s  as a dramaturge in the Chants de

Ma ldoror  the three  passages of dramatic d ia logue with stage d ire c t io n s

from the end of the f i r s t  Chant (strophes 11, 12 and 13). There,

e s p e c ia l ly  in  the episode of the fa m ily  destroyed by the vampiric

Maldoror, te r r o r  and p i t y  are in sp ired  in  the reader by the

d e sc r ip t io n  of universal s u ffe r in g  th a t  b e f a l ls  both the agressor:

Tu me p a r la is  de malheur; s i malheur plus r£e l e x is t  a dans la  
longue s p ira le  du temps, c 'e s t  l e  malheur de c e lu i  qui t ro u b le  
maintenant le  sommeil de ses semblables. ( C h i .11)

and h is  v ic t im s ,  despite  the f a t h e r 's  prayers:

P£re c e le s te ,  conjure, conjure les  malheurs qui peuvent fondre  
sur notre  fami l i e .  ( i b i d , )

The r ip o s te  to A r is to t le  in  P o is ie s  is  a lso  a c r i t iq u e  of such 

episodes:

Jusqu'A present, 1 'on a d £ c r i t  le  malheur, pour in s p ir e r  la  
t e r r e u r ,  la  p i t i 6 .  Je d 6 c r ira i  le  bonheur pour in s p ire r  leu rs  
c o n tra ire s .  ( P I I .9 7 )

The th e a t r ic a l  mode is  not, however, ty p ic a l  of the Chants.  The th ree  

dramatic episodes from the separa te ly  published f i r s t  Chant do -no t
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su rv ive  in to  the d e f in i t i v e  te x t  as 'scenes '.  The stage d ire c t io n s  are

excised and the dialogues re -c a s t  as n o v e l is t ic  exchanges. Theatre is

more o ften  re fe rre d  to  m etap h o ric a lly ,  to  add 'dram a', p re c is e ly ,  to

the  d escrip t io n  of 'scenes t h ^ t r a l e s '  and 'dramatiques Episodes'

(C hV.7), most of which are n a rra ted , not enacted. Such phrases

fu n c tio n  as iro n ic  meta-language, h ig h l ig h t in g  the f i c t i o n a l i t y  of the

n a r r a t iv e  as they pretend to  re in fo rc e  i t :
Deux amis qui cherchent obstin£ment A se d £ t r u i r e ,  quel drame!

( IV .  1)

But these terms are at the same time the ob ject of a meta-language, a

re c u rre n t  irony in  the Chants about the supposed force  of t h e a t r ic a l

term inology:

I I  p a ra t t  que le  drame est f i n i .

Pour couronner en fin  la  stupide com£die, qui n 'e s t  pas m£me 
in te res s an te .

Je s u iv is  ( . . . )  toutes les  p £ r ip £ t ie s  de ce drame.

j ' a l l a i s ,  moi-m£me, me mdler comme acteur A ces scenes de la  
nature boulevers£e. ( a l l  11.12)

Soyez, au moins, reconnaissant de l ' i n t 6 r § t  que je  vous p o rte ,
en fa is a n t  ass is ter  vo tre  presence aux scenes th e s tra le s  qui me 
p ara issen t digne d 'e x c i te r  une v e r i ta b le  a t te n t io n  de vo tre  
p a r t .  (V .7)

In Chant  I V . 2 th is  irony  addresses drama's own meta-language,

b a n a lis in g  the terminology of Hugo's theory of the grotesque (from the

p re fa c e  de Cromnel l )  in a rambling d igression:

Mes raisonnements se choqueront quelquefo is  contre les  g re lo ts  
de la  f o l i e  e t  l'apparence s£rieuse de ce qui n 'e s t  en somme que 
grotesque (quoique, d 'apr£s  c e r ta in s  philosophes, i l  s o i t  assez 
d i f f i c i l e  de d is t in g u er le  bouffon du meiancolique, la  v ie  e l l e -  
m£me 6 tant un drame comique ou une com£die dram atique).

This is  not a generic c r i t iq u e  of th e a t re ,  but i t  at le a s t  averts  the  

danger of confusing the Chants  with the t h e a t r ic a l  modes chastised in  

P o e s ie s , and r e -d i r e c ts  the search fo r  the Chants '  generic f la w .

The g la rin g  generic d i f fe re n c e ,  as in  d if fe re n c e  of op in ion ,  

between the Chants and Poes ies  i s  over the novel. The hybrid preface  

of the  s ix th  Chant (C h V I . l )  announces the 'forme l i t t e r a i r e '  to  

supersede a l l  th a t have gone before:
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Esp§rant v o ir  promptement, un jour ou 1 'a u t re ,  la  consecration  
de mes th e o r ies  acceptee par t e l l e  ou t e l l e  -forme l i t t e r a i r e ,  je  
c ro is  avo ir  trouve , apres quelques tcktonnements, ma formule  
d e f i n i t i v e .  C 'est la  m eilleures puisque c 'e s t  le  roman!

P o is ie s  1.15 is  abso lu te ly  c a te g o r ic a l :  'Le roman est un genre -faux.'

In P o is ie s  11 .54, a llu d in g  s p e c i f i c a l ly  to  Les H i s i r a b l e s , Ducasse is  

no less severe:

Comme les  tu rp itu d es  du roman s 'acroup issent aux e ta lages! Pour 
un homme qui se perd, comme un a u tre  pour une piece de cent 
sous, i l  semble p a r fo is  qu'on t u e r a i t  un l i v r e .

The unfavourable comparison made between V i l le m a in 's  preface and the  

novel may not c i t e  th is  genre 's  most a r t f u l  exponents (Eugene Sue,

Frederic  S o u lie ,  Walter Scott and Fenimore Cooper), but the  genre is  

e x p l i c i t l y  anathematised as a whole: the 'p re face  du D i c t i o n n a i r e  de 

1 'A c a d i i s i e ' w i l l  o u t l iv e  'tous les  romans possibles e t  imaginables. ' 

N ecessarily , among the 'romans possib les  e t  im aginables ' here

cas tig a ted  must f ig u re  the  'quelques romans' announced a t  the  

beginning of the s ix th  Chant , e s p e c ia l ly  since the works of Sue and 

S ouli6  are obvious generic p re - te x ts  of th a t  C h an t 's  ' p e t i t  roman de

t r e n te  pages ', and i f  Scott is  the source fo r  the name of the ju v e n i le

le a d .3 P o is ie s  makes a l l  the  more c le a r  i t s  r e je c t io n  of the  popular 

novel by an a ttack  on Zaccone, Gaboriau, Capendu, F6val and, in  

p a r t ic u la r ,  on Ponson du T e r r a i l .  The most successful n o v e l is t  of the  

1860s is  included in a l i s t  of '6 c r iv a s s ie rs  funestes ' and chastised ,  

alongside Lam artine 's  Jocelyn and Camoens' Adamastor, fo r  h is  p u e r i le  

choice of sub jec t.  This is  desp ite  the fa c t  th a t  h is  hero is  a

declared model fo r  Ducasse's subject matter in  the Chan ts , ' l e s

e x p lo i ts  de ce poetique Rocambole', Maldoror.

This d if fe re n c e  of opinion over the novel is  in  fa c t  only a 

d if fe re n c e  between P o is ie s  and one p a rt  of the  e a r l i e r  t e x t ,  the s ix th  

Chant , and only one of many d i f fe re n c e s  between some p art  of the f i r s t  

te x t  and the second. Taken one by one almost every strophe of the  

Chants has i t s  place somewhere or other in  P o i s i e s '  l i t a n y  of l i t e r a r y  

i l l s .  Every prayer u t te re d ,  every hymn sung, every invocation to  the

d e ity  of the Chants a n t ic ip a te s  the a ttack  in P o is ie s  on ' le s  hymnes &

Elohim' and on ' l a  p r i6 r e '  CPU- IS , 39 & 9 3 ) .  P o is ie s  1.13 a lone, the  

most 'M a ld o ro r ian ' passage of the t e x t ,  anathematises by name most of
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the  C h a n ts ’ d is t in c t iv e  -features, thematic or g en eric , several of 

which have since come to  designate p a r t ic u la r  stophes: ' le s

h a l lu c in a t io n s  serv ies  par la  v o lo n t6 '  in Chant  I V . 5 , ' l e s  romans'

<Chant  V I ) ,  ' the 'ora ison fun£bre ' in  V .6 ,  ' l e s  odes, les  

m£lodrames', ' l e s  odeurs de poule m o u ill^e ' a gloss on the b ro th e l -  

courtyard  scene in I I I . 5, ' l e s  req u in s ' (1 1 .1 3 ) ,  'ce qui est ( . . . )  

hermaphrodite' ( I I . 7 ) ,  'p6d£raste ' (V .5 ) ,  'ph6nom£ne d'aquarium' 

( I V . 7 ) ,  ' l a  vermine e t  ses chatou illem ents  in s in u a n ts ' ( I V . 4 ) ,  e tc .  

The worst -features o-f modern l i t e r a t u r e  are a l l  represented somewhere 

in  the  Chants , in some -fragmentary -form, and are 'reacted  a g a in s t '  

somewhere in some -fragment o-f P o i s i e s .

Beyond the fragments, the search fo r  generic grounds fo r  

re p u d ia t in g  the Chants as a whole is  not so hopeless. Though 

c r i t ic is m s  of the Chants as novel, drama or epic are not p e r t in e n t ,  

Ducasse's idea of l y r i c  is  ambiguous enough to  be promising. In the  

passage from P o is ie s  where Hugo's novels and dramas are condemned 

along w ith  h is  ' l e t t e r s ' ,  we may assume th a t  i t  is  by h is  l y r i c  poetry  

th a t  he is  redeemed. Ducasse q u a l i f ie s  h is  d is t in c t io n  fu r th e r  by 

saying th a t  'de Hugo, i l  ne re s te ra  que le s  poesies sur le s  e n fa n ts ' .  

This Hugolian sub-genre, the 'poem about c h i ld r e n ' ,  i s  a l l  th a t  w i l l  

remain of the nineteenth cen tu ry 's  most sub stan t ia l  l i t e r a r y  corpus, 

unless the d is t in c t io n  is  intended as a r e d u c t i o  of the l y r i c  genre ad 

absu rd un , to  i t s  most innocuous expression. I t  would accord then with  

i t s  hyperbo lic  inverse, in P o is ie s  11 .37, where ' l e  lyrism e moderne' 

as a genre is  said to  fe a tu re  the work not only of poets who may pass 

as ' l y r i c '  -  D iguet, Byron and Goethe -  but a lso of the  m aniacally  

epic poet Gagne, the popular n o v e l is ts  Capendu, Gaboriau and Zaccone, 

the boulevard playwright Sardou and the C atho lic  preachers F 61 ix ,  

Lacordaire  and Ravignan. Lyric  designates modern te x ts  of any genre. 

I t  could a lso  designate the p a r t ic u la r  genre of a te x t  th a t  

incorporates  the  c h a ra c te r is t ic s  of a l l  the others; of the  Chants , 

perhaps. I f  Byron, Gagne, Capendu, Sardou, F61ix and the others  

co lla b o ra te d  in  producing a t e x t ,  the r e s u l t  would be something much 

l i k e  the  Chants de Pia ldoror .  In such a 'mer m aldororienne' the generic  

d is t in c t io n s  made in  P o is ie s  would a lready have been d isso lved , the  

id ea l proposed at the beginning of P o is ie s  a lready re a l is e d :  ' I I

n 'e x is te  pas deux genres de poesies; i l  n'en est q u 'u n e '.  The Chants
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cannot stand as such an id ea l since Ducasse's aphorism is

p r e s c r ip t iv e ,  not d e s c r ip t iv e .  The designation o-f the  Chants as

'ly r is m e  moderne' is  mine, not Ducasse's; the  g e n re -fre e  idea l has yet 

to  be re a l is e d  when Ducasse begins to  w r i te  P o i s i e s .  Nor is  P o is ie s  

i t s e l f  the  embodiment of th a t  id e a l ,  since i t  ends by foregrounding

i t s  own generic p ra c t ic e ,  the  c o rrec tio n  of 'maximes'.

3. GOOD & BAD PREFACES

I t  i s  a convention th a t  prefaces comment s e l f - r e f l e x iv e l y  on the  

generic  conventions of the p reface . The presence of th a t  genre among 

those re fe r re d  to  in P o is ie s  is  u n s u rp r is in g , then, at le a s t  to  those 

who b e l ie v e  th a t  the te x t  we have i s  the  'p re face  k un l i v r e  f u t u r ' .  

Six d i f f e r e n t  genres fe a tu re  in  P o i s i e s  1 .13 , Ducasse's hundred-item  

catalogue of modern l i t e r a t u r e 's  most v i r u le n t  excesses ( ' l e s  romans, 

. . .  le s  oraisons fun&bres, . . . ,  les  t ra g e d ie s ,  le s  odes, les  

m&lodrames . . . ' ) ,  and the l i s t  culminates in  the c a s t ig a t io n  of ' le s  

prefaces insens^es, comme c e l le s  de Cromwell, de M ile  de Maupin e t de 

Dumas f i l s ' .  Four paragraphs l a t e r ,  the 'pre faces  absurdes' of Dumas 

f i l s  are s ingled out as exemplary immoral l i t e r a t u r e  to  be repud iated .  

In the  prefaces th a t re g u la r ly  accompanied the published te x t  of h is  

p la y s ,  Dumas claimed to  be a serious modern m o ra l is t ,  a s ta tu s  

accorded him only i r o n ic a l ly  by Barbey d 'A u re v i l ly  when he includes  

him in  h is  volume on Femmes e t  m o r a l i s t e s .  As fa r  as the  1860s' 

th e a tre -g o in g  public  was concerned, however, he c a rr ie d  great moral 

a u th o r i ty ,  derived from having dared to  address the risqu^ moral issue  

of p r o s t i tu t io n  ( ' l a  sa le  question des co u rt isan es ' -  P I .  17) in  h is  

'd ram e', La Dame aux c a m i l i a s  ( ' l e s  chancres parfum^es, les  cuisses  

aux c a m i l ia s ' ,  in  Ducasse's phrase -  P I . 13). Though the play dates  

from 1848, Ducasse's re ference is  e n t i r e ly  contemporary, fo r  when the  

f i r s t  volume of Dumas' T h i k t r e  complet  was published in  1868, the  play  

was accompanied by a polemical preface  which qu ick ly  became the focus  

of discourse on the r e la t io n  between l i t e r a t u r e  and m o ra l i ty .  

S cherer 's  c r i t iq u e ,  from 1868, is  ju s t  one of several c r i t i c a l  

responses th a t  deal with i t  in  those terms . *  Dumas' p reface  was a lso ,  

to  Barbey's d isgust, a popular success: 'Rien ne f a i t  plus de b r u i t

que ce la  pour l 'h e u r e '  (Le XIXe s i i c l e , I I . ,  p . 119).
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Ducasse does not, however, con-fine h is  c r i t iq u e  o-f Dumas to  

the p re faces . The immorality of Dumas' w r i t in g  is  apparent throughout 

h is  o e u v re : ' i l  d e v ra it  b i f f e r  d'un t r a i t  to u t ce q u ' i l  a § c r i t

j u s q u ' i c i ,  en commengant par ses Prefaces absurdes .' S im i la r ly ,  the  

other members of h is  unholy t r iu m v ira te  of 'p r 6 fa c ie r s '  are condemned 

as more than p ra c t i t io n e rs  of a p a r t ic u la r  genre. ' L ' Incomparable- 

E p ic ie r '  G autier is  the archetype of the l i t t e r a t e u r  in  the market­

p lace . He trades on h is  rep u ta tio n  as poet to  s e l l  h is  journeyman 

work, though Baudelaire  puts i t  more generously:

Au point de vue moral, l a  po£sie e t a b l i t  une t e l l e  demarcation  
e n tre  le s  e s p r i ts  du premier ordre e t  ceux du second, que le  
p u b lic  l e  plus bourgeois n'6chappe pas A c e t te  in f lu en ce  
despotique. Je connais des gens qui ne l is e n t  les  fe u i l le t o n s
souvent mediocres de Theophile Gautier que parce q u ' i l  a f a i t  la  
Com6die de la  f l o r t . 9

And as we have seen, Hugo is  damned fo r  g rea te r  sins than the preface

to  Cromwel l .  Moreover, in  Poesies  1.15 the general h o s t i l i t y  towards

prefaces i s  tempered by p ra is e  of V i l le m a in 's  'p reface  du D i c t i o n n a i r e

de 1 ' Acad£mie ' .  I t  might be held th a t  V i l le m a in 's  te x t  belongs only

nom inally  to  the same category as the  prefaces by Dumas, Gautier and

Hugo, but the two v a r ie t ie s  are a t le a s t  tre a te d  as one in  what i s .

i t s e l f  a key preface of the 1860s, P ie rre  Larousse's in tro d u c tio n  to

the method of the  Grand D i c t i o n n a i r e  of 1866:

T ro is  prefaces c61£bres ont marqu6 ju s q u ' ic i  dans 1 'h is t o i r e
l i t t e r a i r e  de notre pays: c e l le  de la  grande E n c y c lo p id ie  du
X V I I I *  s i & c l e ,  par d 'Alembert; c e l le  qui f ig u re  en t § te  de la  6*  
e d i t io n  du D i c t i o n n a i r e  de 1 ' Acad im ie , due £ la  plume si a t t iq u e
e t s i competente de M. V i l le m a in ,  et e n f in  c e l le  qui fu t  pour le
romantisme ce que la  d e c la ra t io n  des d r o i ts  de 1 'homme est & la  
R evo lu tion , nous voulons d ire  la  preface du drame de C rom w e l l , 
de M. V ic to r  Hugo. (P re face , p .v )

Such a 'p re face  insensee' as Hugo's would never be a ligned  with  

V ille m a in  by Ducasse. Hugo's preface must be d is tingu ished  from the  

p re fa ce  du D i c t i o n n a i r e  de l 'Acad£m ie  in  order to  v a lo r is e  the  

i n s t i t u t io n a l  academic discourse of which V il lem a in  i s  the l i v in g  

embodiment. D i f fe r e n t  c r i t e r i a  apply. Academicians and pedagogues, 

according to  Ducasse, are m orally  superior to  a Balzac, a Hugo, or a 

Dumas f i l s ,  whose claims as a m o ra lis t  are bogus: ' i l  ne connatt pas

ce que c 'e s t  que la  morale' ( P I . 17). This measure of s u p e r io r i ty  can
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d i f f e r e n t i a t e  between instances of a genre, such as the p re face , or 

c a te g o r ic a l ly  condemn a genre such as the novel, where ' l a  conclusion  

morale est absente '.  I t  can a lso sp ec ify  the r e la t i v e  value of a genre 

such as tragedy:

D £ c r ire > le s  p ass io n s .. .  pour les  soumettre A une haute m o ra li ty ,  
comme C o rn e i l le ,  est au tre  chose.

4. GENERIC HIERARCHIES
C 'est quelque chose. C 'es t mauvais. Ce n 'e s t  pas si mauvais 
q u e . . .  (Poesies  11.38)

A p re face  is  not in h e re n t ly ,  g e n e r ic a l ly ,  co rrec t or in c o r re c t ,  since  

i t  can be e i th e r  'insensee' or ' im m orta l '  ( in  the Academic sense) 

depending on the author. The novel, 'genre f a u x ' ,  is  so c a te g o r ic a l ly  

re p reh e n s ib le .  Later references in  P o is ie s  to  novels and n o v e l is ts  

bear out the condemnation in  P o i s i e s  1 .15 . In  the next passage the 

superior in te l l ig e n c e  of the  pedagogue is  proven by h is  d isdain  fo r  

'romans p a r e i ls  & ceux de Balzac et d 'A lexandre Dumas', and the count 

of o ther n o v e l is ts  chastised in  P o is ie s  is  high: Aymard, Capendu,

Cooper, Dickens, F 6 v a l , F la u b e r t ,  Gaboriau, La L an d e lle , M aturin ,  

Ponson du T e r r a i l ,  R a d c l i f fe ,  Sand, Scarron, S co tt ,  S o u lie ,  Sue and 

Zaccone. Chateaubriand, G au tie r ,  Goethe and Hugo are a l l  re fe rre d  to  

as n o v e l is ts  and can be added to  the l i s t .

Tragedy is  also used as an example of moral r e c t i tu d e  to

c o n tras t w ith the immoral novel, but whereas the exemplariness of

academic or pedagogical discourse is  absolute -  V i l lem a in  is  e x a c t ly

t h i r t y - f o u r  times more in t e l l i g e n t  than Sue or Soulie  -  the r e la t i v e

extent of t rag ed y 's  moral s u p e r io r i ty  has to  be s p e c if ie d ,  and is

c e n tra l  to  Ducasse's genre-theory. C o rn e i l le  i s  superior to  the

n o v e l is t  fo r  not simply describ ing the passions 'pour e lles -m §m es ':

D 6crire  les  passions n 'e s t  r ie n ;  . . .  Les d e c r i re ,  pour les  
soumettre e une haute m o ra l i ty ,  comme C o rn e i l le ,  est au tre  
chose. Celui qui s 'ab s t ien d ra  de f a i r e  la  premiere chose, tout  
en re s ta n t  capable d 'adm irer e t  de comprendre ceux & qui i l  est 
donne de f a i r e  la  deuxi£me, surpasse, de tou te  la  s u p e r io r i ty  
des vertus  sur les  v ic e s , c e lu i  qui f a i t  la  premiere. ( P I . 15)

At the bottom of the h ie ra rchy  is  the n o v e l is t ,  but i t  is  not 

C o rn e i l le  a t the top. The a b so lu te ly  superior genre -  'de to u te  la  

s u p e r io r i ty  des vertus sur les  v ic e s ' -  is  th a t p ractised  by the
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h yp o th e tica l  judge o-f the novel and tragedy. The d i f f e r e n t i a t io n  of

genres and t h e i r  organisation in to  a h ie ra rchy  have been s ta p le

procedures of the poetic ian  since A r is t o t l e ,  who also i n i t i a t e s  the

in te rn a l  theory of p a r t ic u la r  genres, most i n f l u e n t i a l l y  w ith h is

chapters on tragedy. That hypothetica l judge is  the p o s t -A r is to te l ia n

Ducasse, a poe tic ian  'capable d 'adm irer e t de comprendre' tragedy, but

able  a lso  to  d e fin e  i t s  l im i t a t io n s :

Les traged ies  exc ite n t  la  p i t i £ ,  la  t e r r e u r ,  par le  d evo ir .  
C 'e s t  quelque chose. C 'est mauvais. Ce n 'e s t  pas si mauvais que 
l e  lyrism e moderne.. .  La t ra g £ d ie  est une e rreur in v o lo n ta ire ,  
admet la  l u t t e ,  est le  premier pas du b ien , ne p a r a f t r a  pas dans 
c e t  ouvrage. E l le  conserve son p re s t ig e .  I I  n 'en est pas de m§me 
du sophisme, apr&s-coup le  gongorisme m£taphysique des auto -  
p arod istes  de mon temps h^ro ico-burlesque. ( P I I .3 8 )

Ducasse only p a r t i a l l y  keeps th is  promise. Tragedy does not appear in

Poesies  as the object of the c o r re c t iv e  treatm ent applied to  poems by

Hugo ( P I I .6 9 )  and Lamartine ( P I I . 2 7  & 137), and to  the  Chants de

Maldoror  ( P I I . 6 2 ) ,  a l l  examples of contemporary poetic  'sophismes'.

But i t s  p res t ig e  is  not untarnished. 'Pauvre C o rn e i l le '  and 'Pauvre

Racine' are thrown in with the l ik e s  of Hugo and Copp6e as authors

dominated by th e i r  ' t i c s '  ( P I I . 8 8 ) .  Racine 's  version of ' l e  R £cit de

Th6ram£ne d 'E u r ip id e ' ,  from Ph£dre,  is  included alongside works by

Hugo and Musset as examples of dangerous l i t e r a t u r e  ( P I . 3 6 ) .  And, more

s p e c i f i c a l l y ,  ju s t  as the no ve l 's  im m orality  i s  contrasted with the

m o ra li ty  of tragedy, so tragedy is  contrasted with a superior genre:

Racine n 'e s t  pas capable de condenser ses traged ies  dans des 
pr^ceptes. Une trag^d ie  n 'e s t  pas un pr6cepte . ( . . . )  Un pr£cepte  
est une action plus in t e l l i g e n t e  qu'une tra g ^ d ie .
Mettez une plume d 'o ie  dans la  main d'un m o ra lis te  qui s o i t  
^ c r iv a in  de premier ordre. I I  sera sup^rieur aux pontes.
. . .  Les traged ies , les  poemes, les  616gies ne primeront plus.  
Primera la  fro id eu r  de la  maxime! ( P I I . 7 8 - 9  & 82)

Tragedy a t le a s t  has the consolation th a t  th is  generic s u p e r io r i ty  too

is  q u a l i f ie d .  Though the detachment of the maxim w i l l  p r e v a i l ,  the

'genre des m o ra lis tes ' must be d i f f e r e n t ia t e d  from yet another:

Le genre que j 'en trep ren d s  est aussi d i f f e r e n t  du genre des 
m o ra lis te s ,  qui ne fo n t que constater le  mal, sans ind iquer le  
remade, que ce dern ier ne 1 'e s t  pas des m^lodrames, des oraisons  
fun£bres, de l 'o d e ,  de la  stance r e l ig ie u s e .  I I  n 'y  a pas le  
sentiment des lu t te s .  (P I I .8 2 )
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By observing moral c r i t e r i a  and ignoring the odd inconsis tency , a 

Ducassian h ierarchy o-f genres can be estab lished  f a i r l y  e a s i ly :  a t the  

bottom are the a l l  the various examples of ' l e  lyrism e moderne' 

( 'm^lodrames, oraisons fun^bres, 1 'ode, la  stance r e l ig ie u s e '  

in c lu d ed );  tragedy is  somewhere in the  middle (accompanied perhaps by 

' l e s  poemes' and ' le s  6 1 6 g ie s ',  though t h e i r  e le v a t io n  to  th a t  order 

has not been expla ined); ' l e  genre des m o ra lis te s ' comes next, with 

Ducasse's own 'genre que j 'e n t re p re n d s ' (as yet unnamed) a t the top.

However, i t  is  not only the inconsis tencies  th a t  make th is  

h ie ra rch y  problematic as a key to  P o is ie s  as a whole. A la rg e r  problem 

is  Ducasse's precise  d e f in i t io n  of ' l e  genre des m o ra l is te s ' .  I t  is  

f a r  from c le a r  in th is  passage whether he i d e n t i f i e s  ' l a  maxime' with  

th a t  genre or d is tingu ishes  the two. C la r i f ic a t io n  may come from a 

c lo ser examination of Ducasse as m o ra lis t  and as author of maxims. 

That examination w i l l  be conducted in the next chapter of th is  th e s is ,  

where the h ierarchy  of genres w i l l  be approached from the top.

More immediately, the h ie ra rchy  is  threatened by i t s  in te rn a l

lo g ic .  I f  the un-named Ducassian genre is  d i f f e r e n t  from the 'qenre

des m o ra lis te s '  in  one respect only -  th a t  ' i l  n 'y  a pas le  sentiment 

des l u t t e s '  -  then th a t d i f fe re n c e  is  absolute , which means th a t  since  

the Ducassian genre is  d i f f e r e n t  from the other to  the  same degree

th a t  t h is  la s t  i s  s im i la r  to  the lowest order of genres ( 'e s t  aussi 

d i f f e r e n t  . . .  que ce dern ier ne 1 'e s t  p a s ' ) ,  then th a t s im i l a r i t y  too 

is  abso lu te . 'Le genre des m o ra lis te s ' is  no d i f f e r e n t  from melodrama, 

funera l o ra t io n s ,  odes and 'stances r e l ig ie u s e s ' .  And i f  the  

'sentim ent des lu t t e s '  is  the d ec is ive  fa c to r ,  since ' l a  t ra g £ d ie  

admet la  l u t t e ' ,  i t  too is  no d i f f e r e n t  from these other genres, and 

t h is  p a r t ic u la r  h ierarchy co llapses .

The d i f f e r e n t ia t io n  of genres is  a s tru c tu r in g  p r in c ip le  of P o i s i e s ,  

but i t s  co llapse  in to  d is a rra y  before the  higher Ducassian g e n re - th a t -  

l e v e l s - a l 1-genres is  not as serious as i t  might seem, s ince i t  is  only  

one s tru c tu r in g  p r in c ip le  among many. In f a c t ,  the p r o l i f e r a t io n  of 

these a llow s each in d iv id u a l ly  to  be r e l a t i v e l y  loose. The

p ro port iona l r e la t io n  of the 53 paragraphs of P o is ie s  I  to  the 159 of 

P o is ie s  11 represents a s tru c tu re  without devolving re s p o n s ib i l i t y



162

onto i t .  Poesies  would be l i t t l e  d i f f e r e n t  i f  the f ig u re s  d id n ' t  add 

up. S im i la r ly ,  there  is  a theory about genre in Poes ies,  derived from 

t r a d i t io n a l  poetics  and argued as a progression from the id e a l ise d  

discourses of School and Academy, through the l i t e r a r y  genres 

corrupted by ' l a  l u t t e ' ,  to  the  id e a l is e d ,  new, non-combative genre 

announced by Poesies.  But r e s p o n s ib i l i t y  fo r  bring ing  the te x t  to  a 

conclusion i s  not given to  the  theory . A p ra c t ic e  has taken over,  

begun in  the la s t  l in e  of Poesies  I  and developed from Poesies  I I . 2 

onwards, gathering momentum u n t i l  the  c l im a c t ic  la s t  pages. That 

p ra c t ic e  may be an i l l u s t r a t i o n  of the  theory , but i t  is  independent 

of i t  as s tru c tu re .  I t  has i t s  own s tru c tu r in g  p r in c ip le ,  a lso to  be 

examined in  the fo llow ing  chapters.

*  *  *

1. Lam artine, J o c e l y n , Avertissem ent, p p . x x v i i - v i i i .

2. Guyard, Lau t r iamon t  e t  L a m a r t i n e , p.SO.

3. A character from S c o t t 's  Guy Mannering  is  o ften  given as a source 
of the  name Mervyn. Bernard Terramorsi i L ‘ Au t re  d e l  de L a u t r i a m o n t , 
in  Europe 700/701, p . 110) suggests a conection with Charles Brockden 
Brown's Satanic hero Arthur Mervyn, in  the novel of th a t  name from 
1799. My own gloss connects the b oy-v ic tim  with a character c a l le d  
Mervyn in  Octave F e u i l l e t ' s  Le Roman d 'un jeune  homme pauvre  (Michel 
L6vy, rue V ivienne, 1858). Maldoror f i r s t  reso lves  to  seduce Mervyn 
( 'c e  f i l s  de la  blonde A n g le te r re ' ,  ChVI.3) in  the rue V iv ienne, and 
a charac te r  in  F e u i l l e t ' s  novel reminds us th a t  M e r l in ,  ' l e  grand- 
p&re de Mervyn, que v o ic i ,  fu t  enchants, tou t enchanteur q u ' i l  
6 t a i t ,  par une demoiselle du nom de V iv ia n e ' ( p . 174). Soon a f t e r ,  
t h is  Mervyn comes to  a t e r r i b l e  end:

Nous f  times t r £ s -s u rp r is  de le  v o ir  to u t & coup se d £ b a ttre  
convulsivement, l&cher sa p ro ie ,  e t  lev e r  la  t 6 t e  vers nous en 
poussant des c r is  lamentables. ( p . 184.)

I cannot conceal any longer th a t  th is  Mervyn is  in fa c t  a 'chien de 
Terre-Neuve' (as featured  in  P o is ie s  1 1 .3 9 ) ,  but the p re - te x t  is  not 
as u n l ik e ly  as i t  may sound. In Chant  V I . 9, Maldoror forces Mervyn 
in to  a sack and then t e l l s  a passing butcher: 'V o ic i un ch ien ,
enferm£ dans ce sac; i l  a la  ga le: a b a t te z - le  au plus v i t e .  ' The
butcher brings Mervyn to  the  a b a t t o i r ,  s t i l l  in h is  sack; he and h is  
colleagues are about to  k i l l  him when one of them has h is  doubts: 
'Ce chien pousse, comme un e n fa n t ,  des g^missements de d o u le u r ' .  
Another, f i n a l l y ,  in s is ts  on looking in  the sack, and discovers  
Mervyn. His saviour remarks to  h is  co lleagues, p h i lo s o p h ic a l ly :

Apprenez, une autre  f o is ,  A m ettre  de la  prudence jusque dans 
v o tre  m etie r .  Vous avez f a i l l i  remarquer, par vous-mfemes, q u ' i l  
ne s e r t  de r ien  de p ra t iq u e r  1 'inobservance de c e t te  l o i .

4. Scherer, Etudes sur  l a  l i t e r a t u r e  con tem pora ine , I V . ,  p p .305-321.

5. See note 27 to  the preceding p art  of th is  chapter ( p . 148 above).
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. . . i l  fa u t  que le  proc£de de penser s o i t  le  m£me pour tous.
(P o i s ie s  I I . 1 0 0 )

1. Ducasse as M o ra lis t

2. Text-Establishm ent 171

3. Canon-Formation 174

4. Belated M o ra lis ts  178

5. Ducasse as P o st-M o ra lis t  183

6. Correction & the Role o-f the Reader 186

1. DUCASSE AS MORALIST

I I  fa u t esp£rer que les  d ern iers  poetes seront b ientO t morts 
e t q u ' i l  leu r  sera 6pargn£ du moins d 'a s s is te r  au triomphe  
d £ f i n i t i f  des c u is tre s  de la  rime e t  de la  prose q u i ,  
d 'a i l l e u r s ,  usurpent impudemment le  t i t r e  de m o ra lis te s , A 
d£faut de tou t au tres , sans doute.

(Leconte de L is le ,  A r t i c l e s , e t c . ,  p . 183)

A te x t  th a t  argues fo r  the  moral purpose of poetry  is  n e c e s sa r i ly  the  

work of a m o ra lis t ,  however i t  i s  g e n e r ic a l ly  de fined . Every statement 

on ' l e  but de la  poysie' s itu a te s  : Ducasse among m oralis ing c r i t i c s  

l i k e  Planche, Nisard and Pontmartin. I t  d o e sn 't ,  of course, make him 

the equal of m ora lis ts  less preoccupied with l i t e r a r y  m atters , those  

authors who f i r s t  come to  mind when the  word 'm o r a l is t '  is  mentioned: 

the Pascals, La Rochefoucaulds, La Bruy£res and Vauvenargues. These 

are the authors most v is ib ly  p la g ia r is e d  in  P o i s i e s , and i t  could be 

said th a t  by th is  means, through simple physical resemblance, 

Ducasse's te x t  jo in s  th e i r s  as the work of of a f i r s t  order m o ra l is t .

That suggestion is  premised on a c a teg o r ica l  d is t in c t io n  

between L i te r a tu r e  and M o ra l i ty ,  and th a t ,  in  a n in e teen th -cen tu ry  

context,  is  a fa ls e  d is t in c t io n .  The four canonical m o ra lis ts  had long 

been reconstructed as l i t t e r a t e u r s ,  and in  popular te x ts  l i k e  

Demegeot's H i s t o i r e  de l a  l i t t i r a t u r e  f r a n g a i s e , from 1857, not _only
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these but Bossuet, F6nelon, Bourdaloue and Massillon are accorded the  

same importance as poets and p layw rights  (pp. 434 -462) .

More t e l l i n g ,  from the p erspective  of Poes ie s ,  i s  th a t  

alongside the m ora lis ts  who have become a p a rt  of l i t e r a t u r e ,  Ducasse 

c o rrec ts  verses by Lamartine and Hugo th a t  are no less  'm o r a l is te ' ;  

embedded between two Vauvenarguian pens£es, t h is  hard ly  looks l i k e  the  

re v is io n  of a Lamartinian a lexandrine:

Rien n 'e s t  faux qui s o i t  v r a i ; r ie n  n 'e s t  v ra i qui s o i t  faux.
Tout est le  c o n tra ire  de songe, de mensonge. (P I I .1 3 7 )

The d is t in c t io n  is  as e f f e c t i v e ly  e ffaced in c o rre c tin g  the most

' l i t e r a r y '  of p re - te x ts  a v a i la b le  to  Ducasse, the Chants de M a ld o ro r :

J 'a i  vu les  hommes lasser les  m ora lis tes  A d^couvrir leu r  coeur, 
f a i r  r£pandre sur eux la  benediction d'en haut. I I s  em etta ient  
des meditations aussi vastes que p o s s ib le . . .  ( P I I .6 2 )

In the Chants these m editations were 'vastes and in g r a t e s ' ,  'p le in e s  

d ' in ju s t i c e  e t  d 'h o r r e u r ' ,  with a l l  the appearance of ' l a  poesie de 

r e v o l t e ' .  In Poesies  they are  more l i k e  the m e d i t a t i o n s  of a reformed 

Lamartine, though the m editation i s ,  of course, a tra n s -g e n er ic  genre: 

the  M e d i t a t i o n s  p o e t iq u e s ,  Bossuet's M e d i t a t i o n s  sur  1 ‘ E v a n g i l e ,  

Descartes' M e d i ta t io n s  metaphysiques  and Malebranche's M e d i t a t i o n s  

c h re t i e n n e  e t  metaphysiques  might a l l  be Ducasse's reformed p re - te x ts .

With generic d is t in c t io n s  re la x ed , what Barbey d 'A u re v i l ly  

c a l ls  'ce nom glorieux et s6v6re de m o ra l is te '  becomes the loosest of 

designations, second perhaps only to  'po&te' fo r  the freedom with  

which i t  is  a p p l ie d .1 In the  p ro g re s s iv is t  n ineteenth century , the  

m o ra lis t  i s  any author who adopts a socia l theme and a moral tone,  

whether in  the p u lp i t  (see le  pk re  F £ l ix  in Le Progres  par  le  

c h r i s t i a n i s m e ) , or on the stage (Dumas f i l s , who is  a 'm o r a l is t '  also  

in  h is  p re faces );  whether in  verse (Copp6e in La Greve des Fo rg e ro n s ) , 

or in  prose (Hugo or Sand). There are more s p e c i f ic  ways of 

designating a m ora lis t in the  l i t e r a t u r e  of the Second Empire. I have 

used th re e ,  each of which might be used to  designate Ducasse.

The f i r s t  is  by h is  polemical s tance, ' l a  cravache de 

1 ' in d ig n a t io n ' in  hand: 'C 'e s t  avec les  pieds que je  fo u le r a i  les

stances a ig res  du sceptic ism e' ( P I . 2 0 ) .  The type ranges from the a n t i ­

l ib e r a l  C atho lics  Barbey and V e u i l lo t  to s o c ia l is t  a th e is ts  l i k e



165

V a l l£ s  and Rochefort. I t  can include an ' im m o ra lis t '  l i k e  B audela ire ,  

who, C a th o lic  'au fo n d ' ,  d i f f e r e n t i a t e s  two d i f f e r e n t  castes:

I I  est douloureux de noter que nous trouvons des e rreu rs  
semblables dans deux 6coles oppos^es: 1 '6co le  bourgeoise e t
l '6 c o le  s o c ia l is te .  Moralisons! moralisons! s '6 c r ie n t  toutes  les  
deux avec une f i § v r e  de m iss ionnaires . Naturellem ent 1 'une 
pr§che la  morale bourgeoise e t  1 'a u tre  la  morale s o c ia l is t e .  D6s 
lo rs  1 'a r t  n 'e s t  plus qu'une question de propagande.2

W ithin the ranks of the severe propagandists, to  be c a l le d  a

'm o r a l is t '  does not n ecessarily  s ig n i fy  approval. Barbey uses the  term

in two senses, the one expressing a n o s ta lg ia  fo r  what a m o ra lis t  was

and ought to  be, the other expressing a d isdain  fo r  h is  degenerate

descendant. In Femmes e t  m o r a l i s t e s , a c o l le c t io n  of a r t i c l e s  from the

1860s, Dumas f i l s ,  V a lles  and Rochefort are included with La Bruyfere

and Vauvenargues as m o ra lis ts ,  desp ite  ' 1 'absence de p r in c ip e s ,  de

m o ra li ty  l i t t e r a i r e '  from t h e i r  w r i t in g .  His indictment of V a l l£ s ,  in

p a r t i c u la r ,  gives the measure of the d is tance  the m o ra lis t  has f a l l e n :

Le m o ra lis te ,  l'homme plus haut que ce q u ' i l  v o i t  et q u ' i l  juge,  
n ' e t a i t  pas en l u i .  I I  n 'y  a pas une place dans tout ce l i v r e  
des R i f r a c t a i r e s , une seule place! oCi s o u f f le  le  vent d'un 
p r in c ip e ,  une l ig n e  oCi l 'o n  sente que 1 'auteur a en lu i  ce po int  
f i x e  des notions p re m ie re s . . .  (p .267)

In h is  more favourable judgment of Rochefort, Barbey b e lieves  the  

degeneracy of the  times may prevent h is  becoming the m o ra lis t  th a t  he 

i s  'en germe':

I I  y a , sous le  pantomime, f o r t  bien ex£cut£e, de ces coups de 
cravache impitoyablement e t froidement appliques k tou tes  les  
v an it£s  e t  les  a v id i t£ s  ( . . . )  un f a i r e  de m o ra lis te  en germe, de 
m o ra lis te  pour plus ta rd  ( . . . )  Car le  m o ra lis te  n 'e x is te  pas 
seulement en vertu de 1 'in d ig n a t io n  d'un noble e s p r i t  ou d'un  
coeur haut. I I  fa u t  au tre  chose que cel a dans un pauvre temps 
comme le  n o tre ,  qui n 'a  plus ni la  r e l ig io n  des p r in c ip es  ni les  
p rin c ip e s  de la  r e l ig io n ,  (p .278)

The genres of these polemical m o ra lis ts  vary , but are by 

tendency ephemeral: e d i t o r i a ls ,  a r t i c l e s ,  l e t t e r s ,  pamphlets. Re­

assembled in  volumes l i k e  V e u i l l o t 's  Les Odeurs de P a r i s  and Les 

L ib r e s - p e n s e u r s , V a l le s '  R k f r a c t a i r e s  and R ochefort 's  Les Frar igais de 

l a  Decadence , the m o ra l is t 's  genre they resemble most is  th a t  of La 

Bruy6re 's  C a r a c t k r e s , r a d ic a l ly  h is to r ic is e d  and urbanised fo r  a 

Second Empire Paris ian  market. Rochefort and V a l le s '  p ra c t ic e  of
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'n o v e l is in g '  m ateria l o r ig in a l ly  w r i t te n  as polemical journalism  shows

how e a s i ly  the novel can accommodate a m ora lis t in  th is  sense, g iv ing

Hugo's polemics in  Les M is ^ ra b le s  a context.  In 'p o t s ie s ' ,  the

'cravache' is  held less f i r m ly  in  the  hand, but there  are notable

exceptions. There is  th is  kind of m o ra lis t  in  te x ts  th a t  Baudela ire

u n ju s t ly  dismisses as B a rb ie r 's  ' l ie u x  communs de morale n i a i s e ' . 3

Hugo the  c as t ig a to r  of Napoleon l e  p e t i t  i s  the same polemical

m o ra lis t  in  Les C h& t inen ts .  Eugene Vermesch's much c ite d  p r e - te x t  to

Poe s ie s ,  Le Grand Testament, i s  as ardent a s o c ia l is t  polemic as any

pamphlet:

Ah! quelque jour nous ferons mieux,
Nous irons  bien plus lo in  encore:
Nous d tc re te ro ns , une aurore,
La mort des htros e t des dieux!
Croule, 6 passt! Vieux passt, c roule!
Temps d 'tpreuves et de douleurs!
Voici le  dern ier jour des p leurs!
Voici le  rtgne de la  f o u le ! *

And V e u i l l o t ,  in  the verses th a t  c lose the Odeurs de P a r i s , is  as 

severe on h is  i r r e l ig io u s  age as in any of h is  prose:

Vous t te s  de grands fous, gens d 'e s p r i t  qui croyez 
Due l 'o n  se peut passer de Jtsus en ce monde!
Jtsus et la  fo n ta in e ,  e t 1 'eau courante et monde:
Et voyez le  f l o t  no ir  dans lequel vous g r o u i l le z .

Jtsus e t la  fo n ta in e ,  e t  1 'eau courante et monde,
Et ne savons-nous pas que nous sommes s o u i l l t s !
Qui done vous n e t to ie ra ,  gens d 'e s p r i t  qui croyez 
Due 1 'on se peut passer de Jtsus en ce monde?

A 1 'heure des e f f r o is ,  quand v iendra  le  c e rc u e i l ,
Ouand i l  faudra f ra n c h ir  le  form idable s e u i l ,
Qui rendra sa candeur £ 1 '£me p o l lu te ?

Dui rendra purs les  do ig ts  crochus du m il l io n ?
Qui dissoudra le  fa rd  tp a is  de 1 'h is t r io n ?
Dui 1 avera le  corps de la  p ro s titu te? ®

The stance adopted by the second v a r ie ty  of m o ra lis t  is  not 

so obvious as th a t  of the f i r s t ,  and he must be discerned, beneath h is  

apparent a n t i th e s is ,  in the stance of the im m oralis t. The necessary 

discernment was lacking in V a l l t s ,  fo r  example, who misread the  

m o ra lis t  in Baudelaire:
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Ce -fanfaron d ' im m oralite , i l  e t a i t  au fond un r e l ig io s ^ t r e ,  
poin t un sceptique; i l  n ' e t a i t  pas un demolisseur, mais un 
croyant; i l  n ' e t a i t  que le  niam-niam d'un raysticisme b£tasse e t  
t r i s t e .  (L i t t e r a tu r e  e t  r e v o l u t i o n , 1969, p . 325)

B au d e la ire 's  defence of ' l a  t e r r i b l e  m o ra l i ty '  a t  the heart of Les

F le u rs  du mal i s  the locus  c la s s i c u s  of a p o s it ion  th a t  f in d s  less

e lab o ra te  expression in  l e t t e r  4 ( to  the publisher of Les F l e u r s ) .

Ducasse l i s t s  Baudelaire among the 'chantres du m al' and defends:

. . .  c e t te  l i t e r a t u r e  sublime qui ne chante le  d^sespoir que
pour opprimer le  le c te u r ,  e t  lu i  f a i r e  d £s ire r  le  bien comme 
remade. Ainsi done, c 'e s t  tou jours  le  bien qu'on chante en 
somme, seulement par une m£thode plus philosophique et moins 
naive que 1 'ancienne §cole . (see Appendix B)

N a ive ly ,  Ducasse expects th a t ' le s  principaux lu n d is te s ' ,  as c r i t i c s  

more perspicacious than V a l le s ,  a t  l e a s t ,  w i l l  judge the Chants de 

Maldoror  and fu rn ish  ' l a  morale de la  f i n ' .  The only c r i t i c  to  provide  

t h is  serv ice  was, in the end, P ou le t-M a lass is  h im s e lf ,  defending  

Ducasse in  h is  b u l le t in  on books banned in France:

Comme B audela ire , comme F la u b e r t ,  i l  c r o i t  que 1 'expression
esth£tiqu e  du mal implique la  plus v ive  a p p e t i t io n  du b ie n , la  
plus haute m o r a l i ty . *

The th i r d  c e r ta in  sign of a m o ra lis t  i s  to  have produced a 

c o l le c t io n  of maxims or pens^es in the manner of the archetypal  

exponents of the genre, La Rochefoucauld or Pascal. So c e r ta in  a sign 

is  th is  th a t the compilation of such a c o l le c t io n  by the  ' t r i a g e '  of 

an au th o r 's  works can be done p re c is e ly  to  defend h is  claims as a 

m o ra lis t .  Balzac underwent th is  process tw ice  in  the Second Empire, in  

Michel Levy's 1864 volume of Maxines de B a l z a c , and ten years  

prev ious ly  in  the pages of Le Pays , where h is  e d i t o r i a l  advocate was 

Barbey. Though Balzac was acknowledged as 'un grand m o ra lis te '  in  the  

sense th a t  any author with a socia l theme was thought to  be, Barbey's  

p re fa ce  aux Pensees e t  Maximes describes the process by which a 

n o v e l is t  becomes g e n e r ic a lly  re -c o n s t i tu te d  as m o ra lis t :

R e c u e i l l ie s  dans ses oeuvres completes e t  jusque dans ses 
l e t t r e s  les  plus in tim es , avec la  p i£ te  de 1 'adm iration  e t  la  
conscience de 1 'e x a c t i tu d e ,  ces pensees, d iv is£es  en ca teg o ries  
et detach^es du fond auquel e l le s  ap p art ien n en t, frapperont le  
public  comme une oeuvre qui v ie n d ra i t  tou t k coup de s o r t i r  de 
la  te te  puissante que nous re g re t to n s .
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The v a r ie ty  o-f m ora lis t Barbey re v e a ls  in Balzac comes as no s u rp r is e ,  

despite  h is  b e l ie f  th a t ' 1 '§tonnement va n a f t r e '  w ith the re v e la t io n :

Sous tous les  drames q u ' i l  a c o n s tru i ts ,  sous tou tes  les  
passions q u ' i l  a f o u i l lg e s  e t  q u ' i l  a mises en sc£ne, on
retrouve  perp^tuellement le  m£me s u b s tra t ,  la  m&me id £ e , la  
preoccupation d'un but unique, qui n 'e s t  pas l ' a r t  pour l ' a r t ,  
mais l ' a r t  pour la  v £ r i t e .  (Le XIXe s i & c l e ,  1 . ,  p . 92)

And by th a t  t ru th  Barbey means the  t ru th  of Catholic ism .

A p a r a l le l  genre to  t h is  e d i t o r i a l l y  con-fected 'genre des 

m o ra lis te s ' is  the gathering  o-f maxims, not from an in d iv id u a l

a u th o r 's  works, but from the complete published output of a na tio n .  

The m id-nineteenth century i s  a boom period fo r  the commodification of 

c u ltu re s .  V u lg ar isers  tu rn  out an endless succession of volumes on La 

Sagesse des Grecs , L ‘ E s p r i t  des A n g l a i s , Les M o r a l i s t e s  c h i n o i s , e t c . ,  

each reducing cen tu ries  of moral and ph ilosoph ica l discourse to  

sequences of consumable aphorisms. In these te x ts ,  the absence of any

s in g le  o r ig in a t in g  author e levates  the e d i t o r ia l  ro le  in to  a c re a t iv e

fu n c t io n ,  where c r e a t i v i t y  is  the im position of the maxim's formal 

u n ity  onto d ispara te  raw m a te r ia ls .  In PoGsies 11 the  o r ig in a t in g  

authors are s im i la r ly ,  i f  more r a d ic a l ly ,  absented, and when Ducasse 

fo llow s  h is  f i r s t  e ight pens^es with t h is  s e l f - r e f le x io n ,  he is  

trop ing on such reductionism:

C 'es t i c i  que demeure la  sagesse des nations.

Whether i t  re s u l ts  in  the generic re c o n s t i tu t io n  of an author 

as 'm o r a l is te ' ,  or in  the commodification of an a l ie n  c u ltu re  as 

'sagesse ',  or re s u lts  in a te x t  l i k e  Poes ies ,  the a b s trac t io n  of 

maxims from u n d i f fe re n t ia te d  discourse n ecessar i ly  re q u ire s  some 

c r i t i c a l  labour on someone's p a r t .  The danger of bestowing any such 

'nom g lorieux  et s6v£re' on the  evidence of a generic  designation  

alone is  that the designation i t s e l f  need not be m ade.a fte r  c r i t i c a l  

or ju d ic ia l  s c ru t in y .  An author need simply appropria te  a p re s t ig io u s  

generic name fo r  h is  te x t  and be classed as an exponent of th a t genre. 

By t h is  process Ducasse becomes a poet when he c a l le d  h is  te x t  

'P o e s ie s ' ,  and the twenty-four-year—old Baudelaire  who publishes h is  

Choix de naximes conso lan tes  sur 1 "amour becomes a m o ra l is t .  Not the  

one who concealed himself beneath the immoral F le u rs  du » a l ,  or who 

seized the 'cravache de 1 ' in d ig n a t io n ' in  the  L e t t r e s  d 'un
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a t r a b i l a i r e , but a parod ist of the -forms of the  genre; nominally a 

m o ra l is t ,  as he would be only nominally a c a te c h is t  in the unrealised  

Cat ich isme de l a  femme a i m i e . 7

The g ra tu ito u s  assoc iations  o f generic  names may have 

in fluenced B au d e la ire 's  choice when he came to  h is  most P en s ie s -1 ike  

t e x t ,  a Pascalian assembly of d isp ara te  notes, var io u s ly  headed Mon 

coeur mis & nuf Fusses,  S ugg es t io ns ,  S o i x a n t e - s i x  s u g g e s t i o n s ,  

H y g i i n e , and Motes p r i c i e u s e s . These accumulated fragments, l i k e  

P asca l 's  t e x t ,  s t i l l  re fuse  to  be shaped by an e d ito r  in to  the  

coherent d iscu rs ive  u n it  the author might have envisaged, but had he 

thought fo r  a minute of c a l l in g  them P e n s ie s , a formal precedent would 

have been designated, d is p e l l in g  the 'confusion sans dessein ' in a 

s tro ke . I t  would a lso have made of B audela ire  an undisputed m o ra l is t .

The same choice was open to  Ducasse. He could have given  

P o i s i e s  the s ta tus  of the  te x ts  p la g ia r is e d  th e re  simply by 

a p p ro p r ia t in g  the generic name of those te x ts .  Between 'Poesies' and 

'Pensies' the formal d if fe re n c e  is  too s l ig h t  not to  be readable  as 

tro p e . But l i k e  Baudela ire , Ducasse avoids the simple s o lu t io n .  He 

p re fe rs  to  determine the formal l im i t s  of the  genre, to  read through 

the canon, examine i t s  theory , and work through the p lag ia r ism  of 

pens^es and 'poesies ' towards a hybrid genre, not n e ce ssa r i ly  th a t  of 

a m o ra lis t .  Expanding on the trope of h is  t i t l e ,  he c a l l s  th is  

d i f f e r e n t  genre, in P o is ie s  11.102, ' l a  pens^e p o £ t iq u e '.

P r io r  to  the appearance of t h is  new generic  des ignation , the  

term 'maxim' occurs in th re e  d i f f e r e n t  paragraphs of P o i s i e s , each 

t im e as the object of a discourse on the maxim. There are ten  

occurrences of 'pens6e' or 'p e n s ie s ' ,  s ix  in  p lag ia r ism s of 

Vauvenargues or Pascal, where the te rm 's  m eta -d iscurs ive  function  is  

n ecessar i ly  foregrounded. Among p r a c t i t io n e r s  of the  m o ra l is t 's  genre, 

the  two terms do not always designate the  same o b je c t .  In Chamfort's  

p o s t-C la s s ic a l Maximes e t  p e n s ie s , c a r a c t i r e s  e t  anecdotes  they appear 

fo rm a lly  in d is t in g u is h a b le ,  but conven tio n a lly  th ree  fa c to rs  serve to  

disengage the pens£e from the formal c o n s tra in ts  co n ven tio n a lly  

imposed on the maxim.

The f i r s t  is  the stronger suggestion of m ed ita t iv e  

seriousness in the word pens6e. This is  by assoc ia tion  with
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philosophica l discourse, where the noun is  recognisably  derived -from 

the  'p ro c td t  de penser' (P 1 I.100 ) of the  Cartesian  su b jec t.  In

comparing ' l e  p o tte '  and ' l e  penseur' ,  Ducasse means by t h is  term both 

philosopher and m o ra lis t .  The penste is  a lso s trong ly  associated with  

the  C h r is t ia n  v i t a  c o n t e m p la t i v a , a semantic charge th a t  -finds a 

resonance in Romanticism, in  S a inte-B euve 's  V ie f pens ies  e t  p o i s i e s  de 

Joseph Delorme , fo r  example, or in L am artine 's  Pensie des s o r t s , from 

the  Harmonies p o i t i q u e s  e t  r e l i g i e u s e s . This m ed ita t ive  component 

a f fe c ts  the  form of a te x t  when the s p i r i t u a l  s u p e r io r i ty  of semantic 

over formal considerations au thorises  i t  to  take  on whatever 

proportions accommodate the thought in  i t s  fu ln ess , and to  be as long 

as i t  l i k e s .

Secondly, the semantic ambiguity of the word i t s e l f  d issolves  

formal c o n s tra in ts .  Pensie can mean the .th in k in g  in general of an 

author, imposing no form whatsoever on the t e x t .  When Pascal w r ites :  

' J ' t c r i r a i  i c i  mes penstes sans o r d r e ' ,  or Ducasse, ' J ' t c r i r a i  mes 

penstes avec o rd re ' ,  in  both i t  i s  impossible to  determine i f  pensie  

i s  used to  mean the s p e c if ic  thought seeking expression or the  

expression i t s e l f ,  an ambiguity which means P asca l's  t i t l e  Pensies  may 

designate a book of s t y l i s t i c a l l y  w ell-form ed expressions, or a book 

of expressions th a t merely tra n s c r ib e  the s ty le - le s s  mental operations  

of the author.

The th i rd  fa c to r  is  the p re s t ig e  of P asca l 's  book i t s e l f ,

es ta b l is h in g  fo rm a lly  wayward fe a tu re s  -  o ften  re s u l t in g  from the

w il fu ln e s s ,  p re jud ice  or ignorance of P asca l 's  posthumous e d ito rs  -  as 

d e f i n i t i v e  fea tu res  of the pensie th e r e a f te r .

Such freedom from c o n s tra in t  is  a t some remove from the

c la s s ic a l  type of the maxim. Although i t s  generic v a r ia n t ,  the  

' maxime-discours' ,  does admit la rg e r  u n its  w ith in  i t s  d e f in i t io n ,  the  

maxim proper is  the concisely composed a r t ic u la t io n  of substantives  

around the 'p o in te ' .  Maxims of th is  kind abound in Ducasse ' 5  work, not 

only as c i ta t io n s  of La Rochefoucauld or Vauvenargues, but w idely

among those sentences e v id en tly  ( th a t  i s ,  on the evidence so f a r )  h is  

own. Barthes c a l ls  th is  ' l a  maxime c o n s t i tu te  en s p e c ta c le ' .®  A 

spectac le  of th is  kind is  promised when P o is ie s  11.83 announces th a t  

'prim era la  fro id e u r  de la  maxime!' Ducasse knows the complete 

m o ra lis t  must p e rfec t ' l a  forme' as well as ' l e  fond' of h is  ideas.
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2 . TEXT-ESTABLISHMENT

There i s ,  p a rad o x ica lly  perhaps, an immediate pleasure of the te x t  in  

the ' f r o id e u r '  of c e r ta in  m o ra lis ts .  Not taken as a whole, as S a in te -  

Beuve knows:

Ces l i v r e s  de maximes e t d 'observa tions  morales condens^es, 
comme 1 '6 t a i t  d£jA c e lu i  de La Bruy£re e t  comme l ' e s t  surtout  
ce lu i  de M. Joubert, ne se peuvent l i r e  de s u i te  sans fa t ig u e .  
C 'es t de 1 'e s p r i t  d i s t i l l ^  e t f i x 6  dans tout son sue: on ne
s a u ra it  prendre beaucoup k la  f o is .

{Causer ies  du l u n d i , I . ,  p . 169)

'Le l i v r e  vous tombera des m ains ', says Barthes in Le P l a i s i r  du t e x t e

(p .23, of a d i f fe r e n t  d is p le a s u re ) .  But when these observations come

n e a t ly  wrapped in in d iv id u a l ,  p e r fe c t ly  formed Maxines,  Pensies  or

P o 4 s ie s , they become the commodified ob jects  of aes th e tic  consumption

Barthes re l is h e s  in La Rochefoucauld:

J 'ouvre  de temps en temps le  l i v r e ,  j ' y  c u e i l le  une pens^e, j 'e n  
savoure la  convenance, je  me 1 'ap p ro p r ie ,  je  f a is  de c e t te  forme 
anonyme la  voix m£me de ma s itu a t io n  ou de mon humeur.

(Houveaux e ssa is  c r i t i q u e s , p . 69)

Becoming such an ob ject i s  n e ith e r  immediate nor in e v i ta b le .  

I t  has always required some form of te x tu a l  lab our, on the  p a rt  of the  

author, of h is  e d i to rs ,  or of a n th o lo g is ts  who come la t e r .  How La 

Rochefoucauld's maxims acquired t h e i r  lap id a ry  p e r fe c t io n  through the  

c o l le c t iv e  (and c o rre c t iv e )  e d i t o r ia l  procedures of the  salon is  a 

process scholarship has made f a m i l i a r .  In making i t  f a m i l i a r ,  scholars  

have to  some degree reversed the process, accumulating v a r ia n ts ,  

re v is io n s  and commentaries in  the notes to  each maxim, and impeding 

immediate consumption:

Si nous n 'avions point de d 6 fau ts ,  nous ne prendrions pas tan t  
de p l a is i r  k en remarquer dans le s  au tres . (Mx.31)

Si nous n 'avions point de d^ fau ts ,  nous ne serions pas s i a ises  
d'en remarquer aux a u tre s . ( l / a r . ) *

Trying to  savour t h is  n e g l ig ib le  d if fe re n c e  ( 'prendre ta n t  de 

p l a i s i r ' /  '£ t re  si a is e ' )  may not pose too great an obstacle  to  

pleasure , but there  are o ther examples: maxim 78, another of the four  

corrected in P oks ies , is  a nineteen word sentence th a t  comes, in  the
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1867 e d it io n  th a t Ducasse probably used, with two v a r ia n ts  appended, 

one of twenty—four words and the other of s ix ty - tw o .  The d i f fe re n c e s  

between the  th ree  te x ts  o ffe red  are i l lu m in a t in g ,  but in  any case the  

pleasure is  d i f f e r e n t  now; Barthes' f a m i l i a r  'v o ix '  is  now '6 c r i t u r e ' .

La Rochefoucauld's own e f f o r t s  to  f i x  the contours of h is

te x t  produced f i v e  authorised e d it io n s  of the Maxines  in  h is  l i f e t i m e .

Pascal, on the other hand, died without completing h is  Apo log ie  de l a

r e l i g i o n  c h r £ t i e n n e , leav ing  a mass of notes, d r a f ts ,  c o rre c t io n s ,

v a r ia n ts ,  and f a i r  copy th a t  make of the  e d i t o r i a l l y  c o r re c t ,  p o s t-

Brunschvicg Pensies  an e n t i r e ly  unconsumable t e x t ,  in  the  Barthesian

sense. With a d i f f e r e n t  kind of correctness in  mind, P ascal's  f i r s t

e d i to rs ,  the Port-Royal 'committee' of 1670, produced a te x t  s u i ta b le

fo r  consumption by the devout:

On n 'y  donna que les  principaux morceaux, e t ,  dans ce qu'on 
donna, des scrupules de d iverse  natu re , s o it  de d o c tr in e ,  s o i t  
m£me de grammaire, f i r e n t  c o r r ig e r ,  adoucir, exp liquer c e r ta in s  
en d ro its  oCi la  v iv a c i t y  e t  1 'im patience de 1 'au teur s '6 t a ie n t  
marquees en t r a i t s  trop brusques ou trop  concis, e t  d'une fagon 
dec is ive  q u i , en t e l l e  m ati£re , pouvait 6 t re  compromettante.

(Sainte-Beuve, C a u s e r i e s , V . ,  p . 525)

In h is  in f lu e n t ia l  speech d e live red  before the  French Academy -  De l a

n $ c e s s i t £  d 'une n ou ve l le  E d i t i o n  des Pensies de Pascal  -  V ic to r  Cousin

was f a r  more severe on these co rrec to rs  of Pascal:

A lte ra t io n s  de mots, a l t e r a t io n s  de to u rs ,  a l t e r a t io n s  de 
phrases, suppressions, s u b s t i tu t io n s ,  a d d it io n s ,  compositions  
a r b i t r a i r e s  et absurdes, ta n tb t  d'un paragraphe, ta n tb t  d'un  
c h ap itre  e n t ie r  £ l ' a i d e  de phrases e t  de paragraphes etrangers  
le s  uns aux au tres , e t ,  qui p is  e s t ,  decompositions plus  
a r b i t r a i r e s  encore e t inconcevables de ch ap itre s  q u i ,  dans le  
manuscrit de Pascal, se p resen ta ien t parfa item ent l i e s  dans 
toutes  leurs  p a r t ie s  et profondement t r a v a i 1l e s . 10

The Port-Royal e d i t io n  was intended to  be a c le a r  and 

d o c t r in a l ly  orthodox te x t  which could p lay  i t s  p a rt  in Jansenist  

polemics. To th is  end the  e d ito rs  concealed t h e i r  c o rre c t io n s ,  

a l t e r a t io n s  and 'decompositions' beneath the  smooth surface of a 

c o n tra d ic t io n - f re e  volume of pensees. In the  next century Condorcet's  

e d it io n  did the reverse, exposing ra th e r  than e ffa c in g  c o n tra d ic t io n s .  

He corrected the d is to r t io n s  of Arnauld and N ico le  and restored  

suppressed passages, but e f fe c te d  h is  own id e o lo g ic a l ly  motivated
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d is to r t io n s  in  the process. This Pascal was a v ic t im  of s u p e rs t i t io n ,  

■feeling t e n t a t iv e ly  to r  Enlightenment. His incorrectness was not 

concealed but exposed a t  the t e x t 's  surface by V o l t a i r e 's  c o rre c t iv e  

annotations:

Nous naissons in ju s te s ;  car chacun tend a s o i : ce la  est contre
to u t ordre . I I  ta u t  tendre au g 6 n £ ra l , e t  la  pente vers soi est 
le  commencement de to u t desordre, en guerre , en p o l ic e ,  en 
economie, e tc .  (Pascal)

Cela est selon tou t o r d r e . . .  C 'es t 1 'amour de nous-memes qui 
a ss is te  1 'amour des autres; . . .  c 'e s t  le  fondement de tout  
commerce, c 'e s t  1 'e te rn e l  l ie n  des hommes. ( V o l t a i r e ) 11

V o l ta i r e  pre-empts, in passing, Ducasse's co rrec tio n  of t h is  passage 

in P o is ie s  11.112.

Following Cousin's in te rv e n t io n ,  the Faug£re e d i t io n  of 1844 

returned to  the manuscript, deciphered t h e ‘ impenetrable 'e c r i t u r e '  and 

f ix e d  the te x t  fo r  Ducasse's generation . A c r i t i c a l  e d i t io n  followed  

in  1851 to  complete the work of destroying the too e a s i ly  consumed 

Port-Royal te x t :

On a maintenant le s  Pensies  de Pascal conform6ment aux 
manuscrits m£me. C 'es t ce te x t  qu'un jeune professeur trfes- 
d is t in g u 6 ,  M. Havet, v ie n t  de p u b l ie r  a son to u r ,  en
1 'environnant de tous le s  secours n^cessaires, e x p l ic a t io n s ,  
rapprochements, commentaires.. .

(Sainte-Beuve, C a u s e r ie s , V . ,  p . 525)

Henceforward the id e o lo g ic a l ap p ro p r ia t io n  of Pascal was an

e x c lu s iv e ly  m eta -textua l a f f a i r .  Havet fo llow ed the e c le c t ic is m  of 

Cousin and reproduced h is  s c e p t ic a l ,  Byronic Pascal in  h is

commentaries; A s t i6  in h is  e d i t io n  attempted to re s to re  P asca l 's

Apo lo g ie  de l a  r e l i g i o n  c h r i t i e n n e  fo r  P ro testan t use; l 'ab b 6  Rocher 

attempted the same fo r  C atho lics  (see Pascal, ed. Brunschvicg, p . 265 ).  

The c o n f l ic t  of te x ts  continued, fu e l le d  by the re -p u b l ic a t io n  of 

e d it io n s  unaffected by Faug£re's researches. One of these, the  

redundant Condorcet t e x t ,  has been shown to  be the one p la g ia r is e d  by 

Ducasse in  P o i s i e s , e i th e r  in  the 1836 Hiard e d it io n  or th a t  of 

Dubuisson & Cie. from 1865 and 1366 .12

As well as cheap e d it io n s  appropria t ing  o u t -o f -c o p y r ig h t  

researches, there  are anthologies of the  m o ra lis ts  th a t  counteract the  

dangers of scholarship by preserving the au th o r 's  words from cont-act
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with  any kind of e x t ra - te x tu a l  m a te r ia l  such as commentaries or 

annotations. These are pens ies  c h o i s i e s  or d i t a c h i e s  des ouvrages  

d e . . .  Pascal, or V o l ta i r e ,  or Rousseau, or any m o ra l is t ,  famous or 

obscure, from the  vast l i t e r a t u r e  th a t  accumulated over the  

seventeenth and eighteenth c e n tu r ie s .  I have a t hand such an 

anthology, a B i b l i o t h i q u e  p o r t a t i v e  des i c r i v a i n  i r a n g o i s  ou c h o i x  des 

a e i l l e u r s  aorceaux e x t r a i t s  de l e u r  ouvrages en prose  (ed. Moysant, 

1800) t h a t ,  in  the space of s e v e n ty - f iv e  pages, detaches pensies from 

the  works of Pascal, la  Rochefoucault ( s i c ) ,  la  Bruy6re, Bouhours, 

S ain t R £ a l , S aint Evremond, J .J .  Rousseau, V o l ta i r e ,  l'Abb6 T ru b le t ,  

Chamfort and l a  Beaumelle. With no in d ic a t io n  of source save the  

o r ig in a t in g  a u th o r 's  name, these anthologised te x ts  stand a lone,  

removed from every co n text ,  te x tu a l  d is c u rs iv e ,  l i t e r a r y  and 

h i s t o r i c a l .  Remove the name a ttached , and you have the 'formes 

anonymes' Barthes discovers, f re e  to  be savoured and appropria ted . Of 

course, remove the name attached , and you a lso  have the p lag iarism s of 

P o i s i e s .

3. CAHOH-FORMAT1 OH

The m o ra l is t ,  fo r  a n ine teen th -cen tury  reader, i s  p r in c ip a l ly  a p re -  

n in e teen th -cen tu ry  w r i te r .  P r in c ip a l ly  i t  is  Pascal, La Rochefoucauld, 

La Bruy£re or Vauvenargues, the four who fe a tu re  e x c lu s iv e ly  in  

Sain te-B euve 's  anthology Les M o r a l i s t e s  i r a n g a i s  (from 1834, and r e ­

published in 1855 and in  1872), the four analysed in  depth in  P r§vost-  

P ara d o l's  Etudes sur  l e s  a o r a l i s t e s  i r a n g a i s  of 1864, and the four  

whose maxims and pensies are most v is ib ly  p la g ia r is e d  in  P o is ie s  I I .  

Three of the four date from the second h a l f  of the seventeenth  

century , and th e i r  pre-eminence makes of th a t  period the c la s s ic a l  

moment of the genre, to  the point th a t  Ducasse can bathe one of the  

p e r io d 's  le a s t  eminent authors in i t s  re f le c te d  g lo ry :

Les t ra g e d ie s ,  les  poemes, le s  616gies ne primeront p lus.
Primera la  fro id e u r  de la  maxime! Du temps de Q u inau lt,  1 'on
a u r a i t  6 t£  capable de comprendre ce que je  v iens de d i r e .

(11 .82)

The choice of L u l ly 's  l i b r e t t i s t  to  exem plify  th is  golden age of 

c r i t i c a l  understanding i s  not so odd as i t  f i r s t  seems. Public  

adm iration and c r i t i c a l  h o s t i l i t y  in  the period towards 'ce Quinault
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que Boileau s 'e f fo rg a  tou jours  de f a i r e  regarder comme 1 '6 c r iv a in  le

plus m £prisable ' made the 'bonne a p p re c ia t io n ' of Quinault a measure

of c r i t i c a l  d i f fe re n c e  fo r  V o l ta i r e  in  the next century: 'On c ro y a it

du temps de Quinault q u ' i l  d e v ra i t  A L u l l i  sa re p u ta t io n .  Le temps

apprecie t o u t . ' 13 V o l ta ir e  is  wrong, of course, and Q uinault is

remembered only fo r  h is  ' l i v r e t s  d 'o p e ra ' ,  but Ducasse shows a sense

of h is t o r ic a l  accuracy -  le a rn t  from 'quelques lu eu rs , eparses, . . .

dans le s  revues, les  i n - f o l i o s '  ( P I I . 82) -  when he places Quinault at

the  cen tre  of the  la t e  seventeenth cen tu ry 's  debate betweeen m o ra li ty

and l i t e r a t u r e .  Not only was he the dominant tragedian  in  the 1660s,

between the dec line  of C o rn e i l le  and the r i s e  of Racine, but the

' l ie u x  communs de morale lu b r iq u e ' t h a t ,  according to  B o ileau ,

p r o l i f e r a te d  in  h is  work made him the archetype of the poet as

corrup ter  of public  morals:

Songez encore, si vous vous jugez digne du nom de ch r£ t ie n  et de 
p r § t r e ,  de trouver honn§te la  c o r r u p t i o n  r & d u i t e  en naximes  dans 
le s  operas de Q u inau lt,  avec toutes  le s  fausses tendresses e t  
tou tes  les  trompeuses in v i t a t io n s  & jo u i r  du beau temps de la  
jeunesse, qui re te n t is s e n t  partout dans ses poesies. Pour moi, 
je  1 'a i  vu cent fo is  d§plorer ces £garements: mais au jourd 'hu i
on a u to r ise  ce qui a f a i t  l a  m ati^re  de sa penitence e t  de ses 
ju s te  re g re ts ,  quand i l  a songG s^rieusement £ son s a l u t . . .

(Bossuet1* )

What Bossuet c a l ls  maxims here are expressions embedded in  the te x t  of

the  opera which can be r e a d i ly  ex trac ted  and c ite d  as ru le s  of l i f e :  
S ' i l  est beau de se v a in c re , i l  est doux d 'e t r e  h e u re u x . . . .
L 'e e l  a t de deux beaux yeux adoucit bien un crime:
Aux regards des amants to u t  p a ra t t  l e g i t i m e . . . .
Je ne me connais plus e t ne suis  plus qu'amant;
Tout mon devoir s 'o u b l ie  aux yeux de ce que j ' a i m e . 1®

Understandably, these have not survived to  en ter the canon, 

but then nor have expressions embedded in the  te x ts  of more m orally  

acceptable authors from the period; of Bossuet, fo r  example. For a l l  

h is  acknowledged a u th o r ity  on moral questions, the Bishop of Meaux was 

not re -c o n s t i tu te d  as maxim-wri t e r . His c o n f l ic t in g  notions of the  

maxim probably d id n ' t  help h is  cause. The c r i t iq u e  of Quinault r e fe rs  

to  the genre's  economy of farm ( ' r £ d u i t e ' ) ,  but from the t i t l e  he 

gives t h is  same c r i t iq u e  we would conclude th a t  fo r  him maxims and 

re f le x io n s  are fo rm a lly  id e n t ic a l ,  s ince the  te x t  th a t  fo l lo w s
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consists  of t h i r t y - f i v e  extended and connected r e f le x io n s  on the  

th e a tre .  Moreover, since the passage quoted above is  reproduced almost 

t e x tu a l ly  from the L e t t r e  sur  l a  Comidie of the same year, Bossuet 

shows th a t  'maxim' or ' r e f l e x io n '  in  t h is  sense i s  e f f e c t i v e ly  

in d is t in g u is h ib le  from th is  other 'genre des m o r a l is te s ' ,  the L e t t r e  

s u r . . . ,  an e n t i r e ly  un-m axim -like pub lic  discussion of an issue with a 

fo rm a lly  designated addressee. This is  the genre of F6nelon 's  L e t t r e s  

sur l a  r e l i g i o n  and Sur 1 ‘ a u t o r i t i  de 1 ‘ i g l i s e , of S a in t -C y ran 's

L e t t r e s  c h r i t i e n n e s  e t  s p i r i t u e l l e s , of N ic o le 's  L e t t r e s  sur  1 ‘ h i r i s i e  

im a g in a i re  and, s u ita b ly  troped , of P asca l 's  L e t t r e s  i c r i t e s  par  Lou is  

de M o n ta l te  & un P r o v i n c i a l  de ses amis r e t  aux RR. PP. J e s u i t e s ,  su r

l a  Morale e t  l a  P o l i t i q u e  de ces p i r e s .  'Detached' from such te x ts ,

c e r ta in  passages may f in d  t h e i r  way in to  c o l le c t io n s  l i k e  N ic o le 's

Pensies  or S a in t-C yran 's  Pensies c h r i t i e n n e s , but t h e i r  m axim alisation  

i s  a process and not a matter of formal equivalences.

Bossuet published no formal pensies or maxims, but the  

example of Pascal shows th a t  extended passages severed from t h e i r  

surroundings can be r e - c la s s i f i e d  as ' maximes-discours' and r e - c i t e d .  

No such te x tu a l serv ice  has been rendered Bossuet, though he can match 

Pascal in  rh e to r ic a l  force and f e l i c i t y  of expression. A passage such 

as the fo l lo w in g  w i l l  always be an e x tra c t  from a sermon, and never a 

pens£e;

0 Dieu, q u 'e s t-c e  done que 1 'homme? e s t-c e  un prodige? e s t -c e  un 
compost monstrueux de choses incompatibles? ou bien es t -c e  une 
6nigme in e xp licab le?
( Sermon pour l a  p r o fe s s io n  de Madame de l a  V a i l  H r e , 16751* )

The p r e - te x t  of Ducasse's p lag ia r ism  in  P o is ie s  11.32 w i l l  always be 

P asca l's  rh e to r ic a l  question:

Quelle  chim£re es t-ce  done que 1 'homme? q u e lle  nouveaut6, quel 
chaos, quel su je t  de c o n tra d ic t io n ?  Juge de toutes  choses, 
im b ec ile ,  ver de t e r r e ,  d £ p o s ita ire  du v r a i , amas d ' in c e r t i tu d e ;  
g lo i r e  e t rebut de 1 'u n ivers .  S ' i l  se vante, j e  1 'aba isse ,  
s ' i l  s 'a b a is se , je  l e  van te , e t le  co n tred is  to u jo u rs ,  
jusqu '& ce q u ' i l  comprenne q u ' i l  est un monstre 
incomprShensible.
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P o ss ib ly , Bossuet's a u th o r i ta t iv e  manner proved a l ie n a t in g .

However much an e x t ra c t  conforms -formally to  the  requirements of the

maxim or r e f l e c t io n ,  i f  i t  i s  signed Bossuet i t  comes ex c a th e d r a ,

exuding the  a u th o r i ty  invested in  ' l ' a i g l e  de Meaux':

Bossuet professe comme l e  plus grand des 6vSques; i l  est assis  
dans sa c h a ire ,  i l  y est appuy6. Ce n 'e s t  pas un in q u ie t  ni un 
douloureux qui cherche; c 'e s t  un m altre  qui indique e t  confirme  
la  v o i e . . .

Pascal est A la  f o is  plus v io le n t  que Bossuet e t  plus  
sympathique pour nous; i l  est plus no tre  contemporain par le  
sentim ent. Le m£me jour oQ 1 'on a lu  C h i ld e - H a r o ld  ou H a n le t ,  
Ren6 ou M e r t h e r , on l i r a  Pascal.

(Sainte-Beuve, C a u s e r ie s , V . ,  536)

La Fontaine c a l ls  La Rochefoucauld's maxims a 'm i r o i r ' :  a re f le x io n

must r e f l e c t  in  both senses, o f fe r in g  an image of the author in  which 

the reader can see h im se lf ,  i f  not f in d  ' l a  voix m£me de ma s i tu a t io n  

ou de mon hum eur'. i r  The Pascal who searches 'en g£missant' i s  a dark 

m irro r ,  but more recognisably  human than the Bossuet who f u l l y  

possesses th e  answer to  h is  own rh e to r ic a l  question:

Non, messieurs, nous avons expliqu6 l '6 n ig m e .10

Bossuet is  not alone in f a i l i n g  to  touch the h e a r t .  There are  

eminent and eloquent seventeenth-century m o ra lis ts  who do produce 

te x ts  of the appropria te  genre and yet do not enter the  canon. 

P asca l's  success did not c rea te  a mass-market fo r  commodified 

theology, and n e ith e r  N ic o le 's  Pens ies  nor S a in t -C y ran 's  Pensies  

c h r i t i e n n e s  brought t h e i r  authors to  a wider p u b lic .  Not even 

F£nelon's success w ith  h is  Aventu res  de T i l im acque  could in troduce h is  

Maxines des s a i n t s  to  the anthology-reading masses. As w ith Bossuet, 

the devoutness of a l l  th re e ,  unmitigated by Pascalian angst, m i l i t a t e s  

against t h e i r  canonisation: in  tu rn in g  the face towards God, they have 

distanced themselves from Man.
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4.  BELATED MORALISTS

Toutes le s  choses qui sont a is le s  A bien d i r e  ont 6 t£  
parfa item ent d i te s ;  le  re s te  est notre  a f f a i r e  ou no tre  t£che:  
tetche p6n ib le !

(Joubert, Pens ies ,  E ssa i s ,  Maxines e t  Correspondence1<f)

Nous avons 1 'avantage de t r a v a i l l e r  apr£s les  a n c ie n s . . .
(P o i s i e s  11.154)

Even i f  t h e i r  e d ito rs  had made Pascal 's s p i r i t u a l  contemporaries  

conform more c lo s e ly  to  the successful Pascalian type, they would not 

forasmuch have found favour or t h e i r  way in to  P o i s i e s . In  the  domain 

of ' l a  pens£e', ' to u t  6 t a i t  p r i s ' ,  to  paraphrase Sainte-Beuve on 

in s e r t io n  in to  a d i f fe r e n t  canon, ' l e  domaine de la  p o 6 s ie ' . 2°  Pascal 

' a v a i t  p r i s ' ,  in  h is  Pensies im n id ia te n e n t s  r e l a t i v e s  A l a  r e l i g i o n , 

the  s p i r i t u a l  domain, and there  is  no room fo r  d u p l ic a t io n  in a canon 

of fo u r .  There was e v id e n tly  a market fo r  a severe, a r is t o c r a t ic  but 

p r a c t ic a l  c r i t ic is m  of Man, a secular Jansenism, perhaps, but whatever 

opportu n ity  th e re  might have been fo r  the C hevalier  de M6r6's Maxines,  

Sentences e t  R i f l e x i o n s  n o ra le s  e t  p o l i t i q u e s  (1687 ),  or fo r  the  

Marquise de S ab le 's  Maxines e t  pens ies  d iv e rs e s  (1678 ),  they had come 

too l a t e :  concerning th e i r  p a r t ic u la r  v a r ie ty  of 'moeurs', ' l e  plus  

beau e t m e il leu r  est e n le v £ ' ,  to  paraphrase La BruyAre. The t e r r a in  

was a lready  occupied by the Due de La Rochefoucauld's R i f l e x i o n s  e t  

Sentences,  on Maximes nor a les  (1665).

□f La B ruy£re 's  many im ita to r s ,  none save Vauvenargues 

a tta in e d  as high a p o s it io n ,  but then Vauvenargues was a lso  an 

im i ta to r  of La Rochefoucauld and Pascal, and an exceptional case: a 

canonical m o ra lis t  from the e ighteenth  century. With the E n c y c lo p id ie  

as i t s  wholesale catalogue, t h is  century is  dominated by the  

commodification of moral philosophy, yet Vauvenargues is  the only one 

of dozens of pense u rs -ph i loso phe s  Ducasse might have p la g ia r is e d .  Many 

were kindred s p i r i t s ,  h o s t i le ,  l i k e  Ducasse, to  the r e l ig io u s  moralism 

of the preceding C lass ica l age, but th e re  i s ,  fo r  example, nothing in  

P o is ie s  of D id e ro t,  H e lv£ t iu s ,  D'Holbach, La M e t t r ie ,  Duclos, R ivarol  

or Chamfort; there  is  some mention of Rousseau and V o l t a i r e ,  and a 

possib le  p re - te x t  to  P o is ie s  11.83 from V o l t a i r e 's  (un-authorised)  

Pens ies  p h i l o s o p h i q u e s .



179

Vauvenargues' p lace  both in  the  canon and in P o i s i e s  is  

estab lished  in  part by generic  conform ity , but more e f f e c t i v e l y  by 

id e o lo g ic a l conform ity. Despite  V o l t a i r e 's  construction  of him as 

enlightened 'ph ilosophe ' ,  the devout Vauvenargues in scr ib es  h im self 

in to  the  m o ra lis t  t r a d i t io n  as i t s  c o n tin u a t io n , not i t s  d e s tru c t io n .  

Troping belatedness as an occasion fo r  economy, the name of h is  

R i f l e x i o n s  e t  Maximes brings concision to  th a t  of the R i f l e x i o n s  ou 

Sentences e t  Haximes Morales de La Roche foucau ld . The redundancy th a t  

ch ara c te r is e s  s im i la r  s i m i l a r i t i e s  among La Rochefoucauld's  

contemporaries is  avoided by d is tance  in  t im e , th e  c r i t i c a l  

d if fe re n c e .

An 1867 Garnier e d i t io n  probably used by Ducasse fo l lo w s  the

works of La Rochefoucauld with Vauvenargues as a natu ra l succession,

but in v i t e s  in te r p r e ta t io n  of the  l a t e r  te x t  in  the l i g h t ,  or shadow,

cast by i t s  antecedent. Vauvenargues's debts to  h is  precursors were

fre q u e n t ly  commented upon by h is  own c r i t i c s :  'C 'e s t  un Pascal

ad o u c i';  'ce La Bruy&re q u ' i l  a c o n t r e f a i t  bien plus q u ' i l  ne 1 'a

i m i t £ ' . 21 Coming a f te r  La Rochefoucauld, Pascal and La Bruy6re puts

Vauvenargues in a fa m i l ia r  dilemma fo r  the  m o ra lis t:

Tout est d i t ,  e t  1 'on v ie n t  trop  ta rd  depuis plus de sept mi l i e  
ans q u ' i l  y a des hommes, e t  qui pensent. Sur ce qui concerne 
le s  moeurs, le  plus beau e t le  m e il le u r  est enlev£. L'on ne f a i t  
que g laner apr£s le s  anciens, e t  le s  h ab iles  d 'e n t r e  les  
modernes. (La Bruy£re, Des Ouvrages de 1 ' e s p r i t ,  I )

But the  dilemma can be reso lved . I f  j as has been suggested, ' e x p l i c i t  

r e -w r i t in g  i s  a key dimension of t h e i r  l i t e r a r y  o u t p u t ' , 22 none of 

these m o ra lis ts  is  in a b e t te r  p o s it io n  to  e x p lo i t  th a t  dimension than 

Vauvenargues, the  la s t  of them. His te x ts  need no longer be c a l le d  

d e r iv a t iv e ,  but m eta -d iscurs ive . Again he can trope belatedness as an 

advantage:

I I  ne fa u t  pas c ra in d re  non p lus de r e d ir e  une v 6 r i t 6  ancienne 
lorsqu'on peut la  rendre plus sens ib le  par un m e il le u r  to u r ,  ou 
l a  jo in d re  k  une a u tre  v £ r i t 6  qui 1 '6 c la i r c is s e ,  e t former un 
corps de ra ison. C 'e s t  le  propre des inventeurs de s a i s i r  le  
rapport des choses e t  de sav o ir  le s  rassembler; e t  les
d£couvertes anciennes sont moins k leu rs  premiers auteurs qu'A
ceux qui le s  rendent u t i l e s .  (Mx.333)
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Vauvenargues re tu rn s  to  t h is  theme obsess ive ly , anxiously  defending

h is  own practices

Lorsqu'on est p6n6tr6 de quelque grande v 6 r i t 6  e t  qu'on l a  sent 
vivement, i l  ne fa u t  pas c ra in d re  de la  d i r e ,  quoique d 'a u tre s  
1 'a ie n t  d£jct d i te .  Toute pens6e est neuve, quand 1 'auteur  
1 'exprime d'une mani^re qui est A l u i . 23

He a lso  s i tu a te s  himsel-f e x p l i c i t l y  in  r e la t io n  to  h is  generic

■forebears by h is  'r e f le x io n s  c r i t iq u e s '  on t h e i r  works

La Bruy£re 6 t a i t  un grand p e in t re ,  e t  n ' £ t a i t  pas p e u t -£ t re  un 
grand philosophe; le  due de la  Rochefoucauld £ t a i t  philosophe, 
e t  n ' e t a i t  pas p e in tre .

There is  always a c r i t i c a l  nuance in these re f le x io n s :

Si 1 ' i l l u s t r e  auteur des Haximes edt 6t£  t e l  q u ' i l  a t&che de 
peindre tous les  hommes, m £ r i t e r a i t - i 1 nos hommages e t  l e  c u l te  
id o ie t r e  de ses proselytes? (Mx.299)

But though he is  no p ro s e ly te ,  Vauvenargues is  never a h o s t i le  c r i t i c .  

His mentor V o l ta ir e  can dismiss a passage from Pascal -  corrected  

word-for-word by Ducasse in  PoGsies 11.89 -  with a simple: 'C e tte

pens6e est un pur sophisme',2*  but Vauvenargues is  c are fu l to  do only  

the  minimum required to  d i f f e r e n t i a t e  h is  p o s it io n  from th a t  of h is  

predecessors. I f  he corresponded too c lo s e ly  he would be dismissed as 

superfluous; i f  he d i f fe re d  too g re a t ly  he would spoil the harmony of 

the  canon and lose h is  r ig h t  to  be th e re .

Vauvenargues' claim  on so exc lus ive  a p o s it io n  in  Poes ies  and

in  the canon would have been s tro n g ly  challenged by Chamfort, author 

of the e ighteenth c en tu ry 's  most p en etra t in g  Maximes e t  p e n s ie s ,  

c a r a c tb r e s  e t  anecdotes , 's i  au-dessus de Vauvenargues par to u t  

excepts le  c a ra c t£ re ' ,  according to  Barbey d 'A u r e v i l ly  (Femmes e t  

m o r a l i s t e s ,  p p .188 -9 ) .  I t  i s  tru e  th a t  Barbey would have refused both 

latecomers in the f i e l d  'ce nom g lo r ieux  et s6v£re de m o ra lis te  auquel

Vauvenargues p r£ te n d it  e t qu'on ne lu i  a pas assez marchand^':

Quand on place Vauvenargues d cdt6 de Pascal, La Rochefoucauld 
e t La Bruy6re, -  ce La Bruy&re q u ' i l  a c o n t r e fa i t  bien plus  
q u ' i l  ne 1 'a im it£ ,  -  on le  trouve aussi p e t i t  que 1 'e s t  son 
s i£ c le  A cdt£ du s i& c le  de Louis XIV. On ne peut p a r le r  que de 
ce q u ' i l  y a de r£ussi dans ses oeuvres; o r ,  s i vous exceptez 
les  Pensies  to u t est A peu pr£s avort£s .

(Femmes e t  m o r a l i s t e s , p . 188)
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The aborted m o ra lis t  in the  immoral age o-f V o l ta i r e  is  a p i t i f u l  

f ig u re  of be latedness, but Barbey goes fu r t h e r ,  turn ing  th a t  sense of 

belatedness in to  an a n t ic ip a t io n  of the next century, d isp lac in g  

Vauvenargues tw ice  over. His argument resembles Sainte-B euve 's  case 

fo r  Pascal, with the would-be m o ra lis t  not of h is  tim e , but 'n o tre  

contemporain':

Vauvenargues 6 t a i t  philosophe comme le s  au tres , p u is q u ' i l  a v a i t  
la  rage d 'e t r e  l i t t ^ r a i r e ;  mais i l  n ' 6 t a i t  ni ath£e comme 
d'Holbach ou La M e t t r ie ,  ni ennemi du J^sus-C hris t comme 
V o l t a i r e ,  ni m a t6 r ia l is te  comme D id ero t,  n i d ^ is te  raccourci e t  
bourgeois comme Jean-Jacques, e t  i l  ne p arven a it  qu'A £ tre  
sceptique, dans un temps qui ne connaissait  que le  dogme de
toutes  le s  e rreu rs  e t  le u r  a f f i rm a t io n  la  p lus v6h£mente. 
Le X V I l ie  s i& c le  r£pugne au sceptic ism e. I I s  s a i t  k quoi s'en  
t e n i r .  I I  ne doute pas. ( . . . )  Vauvenargues est un sceptique
du XIXe s i$ c le  qui a devanc£ le  temps 0 C1 i l  a u r a i t  dtf v iv re .  
( . . . )  Comme lo rd  Byron, i l  a jusqu'A ses heures de p r i& re . ( . . . )  
C '6 t a i t  un Ren6 ra isonnab le , pr6cedant le  Ren£ po6tique.

(fenroes e t  n o r a l i s t e s , p p .194-5)

Barbey's paradoxical construction  of an unsceptical  

eighteenth century would be disputed by Ducasse, who dates h is  own 

sce p tica l age ( in  the  same language Barbey uses of Vauvenargues) from 

' l a  naissance du philosophe manqu6 de Ferney, depuis 1 ' a v o r t e n e n t  du 

grand V o l t a i r e '  ( P I . 4 6 ) .  I t  i s  not as a pre-Romantic th a t  Vauvenargues

is  c ite d  in  P o e s ie s , but Barbey's Byronic Vauvenargues, with a touch

of the Chateaubriand, could f ig u re  e a s i ly  in P o is ie s  1 .47 in the  

'G randes-T^tes-M olles ' alongside the  'Mohican-M£lancolique' ,  and th e re  

keeps good company with the commonplace Byronic Pascal, evoked by 

Ducasse in  P o i s i e s  1 .48 .  Though t h e i r  own example gainsays the  

suggestion, both Barbey and Ducasse would agree th a t t h is  sceptic  

' r a is o n n a b le ' ,  a hybrid o f V o l ta i r e  and Pascal, is  the  only kind of 

m o ra lis t  the n ineteenth  century deserves.

Translated in to  a pre-Romantic, Vauvenargues bears with him 

in to  the n ineteenth  century an image of the  successful be la ted  

m o ra lis t ,  ab le  to  n e g o tia te  the burden of the past on the  appropria te  

generic t e r r a in .  The century is  l i t t e r e d  with m o ra lis ts  who had 

engaged in  s im i la r  contest; some survived , unscathed i f  u n v ic to r io u s ,  

l i k e  Joubert in  h is  Pens ies  and Maxines,  or Maine de Biran in  Sa Vie 

e t  ses p e n s ie s , ed ited  by N a v i l le  and praised by Sainte-Beuve:
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L iv re  k mettre dans une b ib lio th ^q u e  in t6 r ie u r e  k cdt6 e t  & la  
s u i te  des Pensees de Pascal, des L e t t r e s  s p i r i t u e l l e s  de 
F£nelon, de I ' H o n e  de d i s i r  par S a in t -M a r t in ,  e t  de quelques 
autres  E l i x i r s  de 1 '£me. (C a u s e r ie s , X I I I . ,  p . 322)

Most, however, were defeated . Many of them are but names, and of some

even the  names are lo s t .  We have, a t  most, the testimony of S a in te -

Beuve th a t  they exis ted:

Lorsque le s  Pensies  de M. Joubert fu re n t  pub li6es  pour la
premiere fo is  en 1842, el le s  eurent du success aupr^s des e s p r i ts
d '6 1 i t e ,  mais el les  ne - f ire n t  pas fu re u r .  Cependant quelques 
e s p r i ts  dont c 'e s t  la  forme fa v o r i t e  e t  la  propension in t£ r ie u r e  
n 'o n t  pas cess6 d '6 c r i r e  des R eflexions morales, des Pensies: 
nous au tres  c r i t iq u e s ,  k  qui 1 'on s 'ouvre  v o lo n t ie rs  de ses 
d 6 s irs  ou de son f a i b l e ,  e t qu'on t r a i t e  c o n fid e n tie l le m en t  
comme des d irec te u rs  ou des m£decins, nous recevons beaucoup de 
l i v r e s  dont le  pub lic  n 'e s t  pas informe, e t  qui nous montrent 
que la  s 6 r ie  des principaux genres a sa ra ison dans le  jeu
n a tu re l  e t  dans le  cadre permanent des fa c u lte s .  Tandis que
1 'a t te n t io n  e t 1 'applaudissement du pub lic  se prennent p lu tb t  k 
des productions d'espece nouvelle  e t  qui ont leu r  jour ou leu r
saison, le s  pommiers continuent de p o rte r  leu rs  f r u i t s ,  les
fa b u l is te s  des fa b le s ,  les  poetes petrarquesques des sonnets, et  
quelques m ora lis tes  des Maximes. (C a u s e r ie s , I X . ,  p . 523)

Despite  t h e i r  conjunction in  my epigraph, Ducasse does not conform to  

the Joubert type of the  m o ra lis t ;  h is  P o is ie s - P e n s ie s  are not the  

f r u i t s  of a l i f e t i m e 's  experience o ffe re d  modestly fo r  the  consumption 

of a happy few, and w r i t in g  maxims is  not 'son f a i b l e ' .  His  

in s c r ip t io n  in to  the m o ra lis t  t r a d i t io n  is  s t r a te g ic ,  a means of 

in s e r t in g  in to  ' l a  s 6 r ie  des principaux genres' h is  'productions  

d'espece n o u v e l le ' .  He is  no weak m o ra lis t  but a strong p o s t -m o ra l is t , 

whose new species of production i s ,  of course, the c o rrec t io n  of 

te x ts .

5. DUCASSE AS POST-MORALIST
. . .  l a  nouveaut6 de demain, la  r £ g u la r i t £  dont g£mit le  chaos, 
le  s u je t  de la  c o n c i l ia t io n .  ( P I I .3 2 )

S ix ty -seven  of the seventy-four i d e n t i f i a b le  co rrec tio n s  in P o i s i e s  

I I  are of the C lass ica l m o ra lis ts  Pascal, La Rochefoucauld, La 

Bruy£re, and the epigonic Vauvenargues. To the m eta-d iscurs ive  w r i te r



183

of maxims and pensies in Poes ie s ,  Vauvenargues, Pascal and La Bruy^re 

are  a l l  both object and model. None of La Rochefoucauld's four  

corrected  maxims comments on the  w r i t in g  of maxims; as impersonal, un­

r e f le x iv e  m irror of other men's de-fects, he f ig u re s  th e re  as archetype  

of ' l a  f ro id e u r  de la  maxime'.

As belated m o ra lis t ,  Vauvenargues would necessar i ly  r e f l e c t

on the m o r a l is t 's  genre, and he does so from the f i r s t  to  l a s t  of h is

607 R e f le x io n s  e t  Maxinesi

I I  est p lus ais£ de d i r e  des choses nouvelles  que de c o n c i l ie r  
c e l le s  qui ont £ t£  d i te s .  (M x.l)

Pour decider qu'un auteur se c o n t r e d i t ,  i l  fa u t  q u ' i l  s o i t  
impossible de le  c o n c i l ie r .  (Mx.607)

Performing t h is  c o n c i l ia to ry  fu nc tion  is  a p a rt  of Vauvenargues' 

personal s tra te g y  fo r  reso lv ing  h is  anxiet.y as la te -com er. In Ducasse 

c o n c i l ia t io n  is  a s im i la r  re so lv e r  of c o n tra d ic t io n s  in  h is  

predecessors, but not as any measured c r i t i c a l  assessment. When Pascal 

asks:

Quelle  chim^re est-ce  done que 1 'homme? q u e lle  nouveaut6, quel 
chaos, quel s u je t  de co n trad ic t io n ?

Ducasse answers with a c o n tra d ic t io n :

L'homme est le  vainqueur des chim£res, la  nouveaut6 de demain, 
la  r 6 g u la r i t §  dont g£mit le  chaos, le  s u je t  de la  c o n c i l ia t io n .

The grammatical subject of t h is  c o n c i l ia to r y  p lag ia r ism  -  ' j e  le  

c o n c i l i e '  -  i s  Ducasse, making Pasca l's  ' s u j e t ' ,  man, i t s  o b je c t .  

Correction  is  not always the simple replacement of one term by i t s  

contra ry ; Ducasse can change the meaning of P asc a l 's  words but leave  

them fo rm a lly  in t a c t ,  c o n c i l ia t in g  h is  c o n tra d ic t io n s  w ithout  

c o n tra d ic t io n :

L ' in c o n tra d ic t io n  est la  marque de la  c e r t i tu d e .  ( P I I .8 4 )

At le a s t  two of Vauvenargues' te x ts  corrected in  Poesies  

r e fe r  r e f l e x iv e ly  to  the genre they represent:

Lorsqu'une pens£e s 'o f f r e  & nous comme une profonde d^couverte, 
e t  que nous prenons la  peine de la  d^velopper, nous trouvons  
souvent que c 'e s t  une v £ r i t £  qui court les  rues. (Mx.9)

Les grandes pensies viennent du coeur. (Mx. 127)
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The pens6e th a t  o f fe rs  i t s e l f  to  Vauvenargues i s  not h i s  pens^e. I t  

comes to  him from the  common stock of t r u th s ,  some th a t  'courent les  

ru es ' and others to  be found in  La Rochefoucauld, La Bruy£re and 

Pascal. Vauvenargues' meta-discourse i s  a discourse on th a t  common 

stock, and only in c id e n ta l ly  personal. There is  no ' j e '  in  h is  maxims, 

but a re cu rr in g  'on' with an occasional 'nous '.

This i s  not the perform ative  s e l f - r e f e r e n t i a l i t y  of Pascal,

d isp la y in g  as he w r ite s  the  premises of h is  w r i t in g :

J '6 c r i r a i  i c i  mes pensies sans o rdre , e t  non pas p e u t -§ t re  dans 
une confusion sans dessein; c 'e s t  le  v e r i t a b le  o rd re ,  e t  qui 
marquera tou jours  mon o b je t  par le  d^sordre m§me.

En £ c r iv a n t  ma pens£e, e l l e  m'£chappe quelquefois; mais cela  me 
f a i t  souvenir de ma fa ib le s s e  que j ' o u b l i e  k to u te  heure; ce qui 
m 'in s t r u i t  autant que ma pens^e o u b li^ e ,  car je  ne tends qu'A 
connaftre  mon n6ant.

These p r e - te x ts ,  correc ted , provide Ducasse with the opportun ity  to  

d is p la y  the  d i f f e r e n t  premises of h is  own w r i t in g .  The 'dessein sans 

confusion ' of h is  'pens£e enchatn^e' (11.11 & 25) announces a te x t

q u ite  u n l ik e  P asca l 's  Penskes,  but the re a l  d i f fe re n c e  i s  in a 

r e p e t i t io n ,  not a c o rre c t io n .  The possessive pronouns of 'mes pensies' 

and 'ma pens6e', innocently  employed by Pascal to  p e rsona lise  h is  

te x ts ,  s ig n i f y  th e i r  d e -p e rso n a lisa t io n  by Ducasse, who makes the  

pensies h i s  by a simple a p p ro p r ia t io n .

La Bruy£re makes ju s t  one c o n tr ib u t io n  to  Ducasse's stock of 

wisdom, but i t  i s  h is  most famous pehs£e, and the motto of a l l  be lated  

m o ra lis ts  condemned to  repeat the  pensies of those who went befo re . La 

B ruy£re 's  own te x tu a l  defence against the  a n x ie ty  of succession was to  

preface  h is  C arac tk res  with the Carac tk re s  de T h 6ophras te , an act of 

submission to  the weakest of h is  precursors: i f  ' to u t  est d i t ' ,  i t  was 

c e r t a in ly  not said by Theophrastus, but he is  allowed to  f ig u r e  as the  

placated  precursor, o f f s e t t in g  more genuine th re a ts .  I  have a lready  

mentioned Vauvenargues' n e g o tia t io n  of t h is  an x ie ty .  His innocent,  

pre-Romantic f a i t h  th a t  r e p e t i t io n  could s t i l l  be o r ig in a l  was by the  

post-Romantic 1860s a lo s t  i l lu s io n .  R ep e tit io n  of the 'to u t  est d i t '  

r e f r a in  had become a hackneyed m eta -d iscurs ive  pun, reproducib le  

wherever belatedness was to  be f ig u re d ,  as here, in the f i r s t  Parnasse  

contempora i n :
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Tout est d i t .  Ne va plus b o ire  la  po£sie  
Dans 1 'eau v ive ! Les dieux en ivr6s  d 'am bro is ie  
S'en vont e t  meurent, mais tu  va agoniser.

(B a n v i l le ,  1 ' E x i l  des d i e u x , p . 11)

Ducasse's ' r ie n  n 'e s t  d i t '  i s  a -fam ilia r  c o r re c t iv e  r e v e r s a l , 

c o rre c t in g  both La Bruy6re and h is  modern h e irs .  The re s t  of h is  

re v is io n  reads belatedness, as does Vauvenargues, as 'a v a n ta g e ',  but 

Ducasse e x p lo i ts  the advantage to  the  f u l l .  He doesn 't simply trope  on 

the  p r e - t e x t ,  g iv ing  i t  'un m e il le u r  to u r '  as Vauvenargues would, but 

e n t i r e ly  destroys the t e x t ' s  rh e to r ic a l  foundations. La Bruy&re 

f ig u re s  the  m ora lis t  g leaning in  a f i e l d  where ' l e  plus beau e t  le  

m e il le u r  est e n lev 6 ';  in  P o is ie s  the  'enlevement' is  the  l i t e r a l  

removal from the precursor te x t  of ' l e  moins bon ', inc lud ing  La 

Bruy&re's f ig u r e .  Respect fo r  c e r ta in  contemporary m o ra lis ts  a llows La 

B ruy6re 's  ca teg o r ica l  opposition of past and present to  break down and 

accommodate ' le s  h a b ile s  d 'e n t re  le s  modernes' alongside ' le s  

an c ien s ';  contempt fo r  La Bruy£re allows Ducasse to  c o rrec t  h is  te x t  

without even changing h is  words, opposing 'n o u s ',  ' le s  h a b ile s  d 'e n t re  

les  modernes', to  ' le s  a n c ie n s ',  inc lud ing  La Bruy£re.

Compared with La B ruy£re 's  one te x t  and La Rochefoucauld's  

fo u r ,  Pascal and Vauvenargues obviously p lay  a la rg e r  p a r t  in  

Ducasse's c r i t i c a l  re v is io n  of the t r a d i t io n .  Of these two, Pascal 

makes the  stronger impression on the reader of P o i s i e s , d esp ite  

Vauvenargues' numerical s u p e r io r i ty .  One immediate reason is  t h is  

c e n tu ry 's  u n fa m i l ia r i t y  w ith Vauvenargues, making Ducasse's  

c o rrec tio n s  of h is  te x ts  less  apparent and d im inishing t h e i r  fo rc e .  

Another i s  the amount of t e x t  Ducasse produces in  c o rrec tin g  Pascal,  

roughly 2000 words to  the  900 co rrec tin g  Vauvenargues. And i f  the  

c o rrec tio n s  of both authors are concentrated in the la s t  th i r d  of the  

t e x t ,  Pascal has th i r te e n  of the f i r s t  105 paragraphs to  Vauvenargues' 

two, g iv ing  the  strong impression th a t  Pascal is  of constant in te r e s t  

w hile  Vauvenargues is  an a fte r th o u g h t .  That impression is  ap p ro p r ia te ,  

given Vauvenargues' own sense of coming a f te r  the best in  h is  f i e l d ,  

but misleading insofar as h is  belatedness is  what makes him a model 

fo r  Ducasse as p o s t-m o ra l is t .
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6.  CORRECT I  OH & THE ROLE OF THE READER

Ce n 'e s t  que la  co rrec tio n  qui s e r a i t  v ra ie .  (Poesies  1 .45)

Only one of Ducasse's co rrec tio n s  i d e n t i f i e s  i t s  p re - te x tu a l  o r ig in  by

name, but several are in s ta n t ly  recognisable  as p lag iarism s without

any help from Ducasse. The most u n - s c ie n t i f ic  of surveys2® suggests

th a t  an average French reader would remember from school about ten of

P a s c a l 's  t h i r t y ,  three  of La Rochefoucauld's fo u r ,  La Bruy£re 's  one,

but p o ss ib ly  only one te x t  from Vauvenargues ( 'L es  grandes pensies

viennent du c o e u r ' ) .  A n ine teen th -cen tury  readership with a d i f f e r e n t

l i t e r a r y  c u l tu re  would of course have a d i f f e r e n t  memory of a l l  four

authors , but a s im i la r ly  u n - s c ie n t i f ic  ( i f  more ex ten s ive2* )

examination of th a t read ers h ip 's  most eminent re p res e n ta t ive s  shows

th a t  i t  i s  s t i l l  only th is  same phrase th a t  gave Vauvenargues much

currency. In P o is ie s  i t  i s  the f i r s t  placed of Ducasse's p lag ia r ism s,

foregrounding i t s  d if fe re n c e  from Vauvenargues' less  well-known maxims

and announcing unambiguously, to  a l l  but the most i l l - r e a d ,  th a t

P o is ie s  w i l l  consist in  the c o rrec tio n  of c l ic h e s .  The f a m i l i a r i t y  of

the phrase made i t  p a r t ic u la r ly  susceptib le  to  such 'd^tournement' ,

whether in  a s p e c i f ic a l ly  moral contexts

Toutes les  pensies les  plus sublimes, de tous le s  philosophes  
le s  p lus profonds, de tous les  s ie c le s  du monde, ne v a le n t  pas, 
ne pesent pas un seul mouvement de la  c h a r i ty .  Et si 1 'on nous 
o b je c t a i t  que les  grandes pensies viennent du coeur, ( . . . )  nous 
n'avons garde d 'y  co n tred ire  ( . . . )  mais nous n'en disons pas 
moins que, dans ces b e l le s  pensies oQ i l  y a de 1 'amour, c 'e s t  
1 'amour qui f a i t  la  v ie .  (V in e t ,  Etudes E va n g e l iq u e s , p . 79)

□r in  the  same ph ilosop h ica l-cu m -poetica l context as P o i s i e s :

Descartes e t  Malebranche, Kant e t  S c h e l l in g ,  ces penseurs 
a b s t r a i t s ,  s o n t - i l s  mieux compris e t  goGt£s que les  grands 
poetes? Si nous avouons sans peine notre  in a p t i tu d e  k s a is i r  les  
v £ r i t£ s  m£taphysiques, comment se f a i t - i l  que personne n 'h ^ s i te  
k juger sans appel 1 'oeuvre po^tique, in f in im en t plus sp^c ia le  
encore? On r£pond: Les grandes pensies viennent du coeur, la
v ra i  po^sie est un c r i  du coeur, le  g£nie re s id e  tout e n t ie r  
dans 1 'Emotion c o rd ia le  re s s e n tie  e t  communiqu^e. S o i t ,  mais la  
d i f f i c u l t ^  subsis te , puisque c e t te  Emotion s 'exprim e dans la  
langue sacr£e qui ne vous est ni sympathique ni f a m i l i£ r e .

(Leconte de L is le ,  A r t i c l e s , e t c . ,  p . 176)
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Both Vi net and Leconte oppose the sentimentalism of Vauvenargues'

'sagesse des n a t io n s ' ,  the one in the  name o-f ' l a  c h a r i t e ' ,  the other

in  the  name of ' l a  po6sie im personne lle ' ,  but n e ith e r  would c o n tra d ic t

i t  o u t r ig h t :  'nous n'avons garde d 'y  co n tred ire  ( . . . )  m ais '; ' s o i t ,

mais ( . . . ) ' .  In  dec laring  in  the th i r d  paragraph of Poesies I I  th a t

' l e s  grandes pensies viennent de la  r a is o n ! ' ,  Ducasse shows no such

a n x ie ty .  L ike  Leconte, he would r e je c t  the determining ro le  given the

h eart  in  Romantic conceptions o-f ' l e  g e n ie ' ,  the  s te re o ty p ic a l

a t t i t u d e  of a Musset:

Tu te  fra p p a is  le  f ro n t  en l i s a n t  Lamartine,
Edouard, tu  p d l is s a i t  come un joueur maudit;
Le fr is s o n  te  p r e n a i t ,  e t  la  foudre d iv in e ,

Tombant dans ta  p o i t r in e ,
T 'e p o u van ta it  toi-m£me en tra v e rs an t ta  n u i t .
Ah! f ra p p e - to i  le  coeur, c 'e s t  1£ q u 'es t le  genie 
( . . . )
Edouard, Edouard, ton f ro n t  est encor sans t r is t e s s e ,

Ton coeur p le in  de jeunesse( . . . )
Ah! ne le s  frappe pas, i l s  n 'a u ra ie n t  qu'e s 'o u v r i r !

(A mon ami Edouard  S . ,  in  Premieres P o i s i e s 27)

In  Chant  I I . 2 , Ducasse had a lready  taken th is  as the te x t  of a 

c r i t iq u e  of Romantic in s p ir a t io n ,  where the nascent poet is  struck  

down by a d iv in e  thunderbolt:

La foudre a e c l a t e . . .  e l l e  s 'e s t  abattue sur ma fe n e tre  ouverte ,  
e t  m'a etendu sur le  carreau frappe au f r o n t .  Pauvre jeune  
homme! ( . . . )  Q u 'a - t - i l  rapports  au Createur de me tra c as s er ,  
comme s i j ' e t a i s  un en fan t,  par un orage qui porte  la  foudre? Je 
n'en p e rs is te  pas moins dans ma re s o lu t io n  d 'e c r i r e .

The primacy of the heart over ' l e  genie ' is  corrected in  the

opening l in e  of Poesies I I , where the ' fa c u l te s  du coeur' are said to

be dependent on, guaranteed by ' l e  g e n ie ' .  I t  has a lready been

e stab lish ed  ( P I . 15),  th a t  genius comes not from the heart but from ' l e

goD t' ,  and as i t s  instrument i s ,  moreover, ' l a  sante supreme e t

l ' e q u i l i b r e  de toutes  les  f a c u l t e s ' ,  not ju s t  of those of the h e art .

L a te r ,  in  P o is ie s  11.35, the ' fa c u l te s  secondaires' of the heart w i l l

have been displaced e n t i r e ly  by more important considerations:

I I  fau t compter desormais avec la  ra is o n , qui n 'opere que sur 
les  fa c u lte s  qui president & la  ca tegorie  des phenomenes de la  
bonte pure.
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I t  has been suggested th a t the f i r s t  l in e  of Poesies I I  is  

a lso  the correc tion  o-f a Vauvenarguian maxim, and several e d it io n s  

o f f e r  th is  c o l lo c a t io n :

Ducasse: Le g6nie g a r a n t i t  les  fa c u lte s  du coeur.

Vauvenargues: La ra ison ne connait pas le s  in t6 r £ t s  du coeur . sa

This does not f i t  any formal d e f in i t io n  of a p la g ia r ism , Ducassian or 

otherwise; the co-occurence of one word does not prove the case, and 

as general in te r te x t  Vauvenargues' phrase is  no more p e r t in e n t  than 

any other te x t  th a t mentions the h e a r t .  I t  is  a g reat deal less  

p e r t in e n t ,  fo r  instance, than V in e t 's  maxim anthologised from the  

pages of La Revue C h r i t i e n n e : 2*

La fo i  est le  g£nie du coeur.

More promising, fo r  the searcher a f t e r  p lag ia r ism s , is  a note 

to  P o is ie s  I I .  1 in  L y k ia rd 's  e d it io n  (p .9 9 ) ,  according to  which i t s  

p r e - te x t  is  th is  remark from Vauvenargues:

Le g§nie g a ra n t i t  le s  fa c u lte s  du coeur.

This o f fe r s  the e xc it in g  prospect of Ducasse's only genuine word-for— 

word, c o r re c t io n - f re e  p lag ia r ism  in  P o i s i e s , connecting w ith the  

plag iarism s of tha t kind in  the Chants  (see N esselroth , 1980). But 

then, i f  i t  is  uncorrected, i f  Ducasse has not l e f t  h is  mark on i t ,  

the phrase is  not a Ducassian p lag ia r ism  but simply an unmarked 

c i t a t io n ,  probably of so well-known a Vauvenarguian saying th a t  

a t t r ib u t io n  is  superfluous. Lykiard seems to  th in k  so, at le a s t ,  

giv ing  no d e ta i ls  as to  where in Vauvenargues the p r e - te x t  can be 

found. U n fortunate ly , the  maxim can be located n e ith e r  in any e d it io n  

of Vauvenargues, nor in the  popular consciousness. An u n c h a ritab le  

reader would say that Lykiard was confused by the inadequate p r e - te x t  

a t t r ib u te d  by h is  e d i t o r ia l  predecessors, and read in to  i t  something 

more f i t t i n g .

L y k ia rd 's  note has deceived more care fu l readers of P o i s i e s  

than he. Suzanne G uerlac 's  e x c e lle n t  discussion of Ducasse's 

plag iarism s accentuates t h e i r  m eta-d iscurs ive  fu n c t io n ,  reading two 

recognisable corrections  of Pascal ( P I I .3 2  & 8 4 ) .  She opposes th is  

function  to the log ic  of semantic negation, c i t in g  Vauvenargues:
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The lo g ic  o-f the p l a g i a t  as c o rre c t io n ,  which overlaps w ith the  
in te rd is c u rs iv e  lo g ic  o-f c i t a t io n ,  n e u tra l iz e s  t r u th  value. Even 
semantic negation is  u su a lly  circumvented in  these re w r i t in g s .  
The f i r s t  entry  of the  second section  of P o is ie s  is  an exact 
r e p e t i t io n  of Vauvenargues: 'Genius guarantees the f a c u l t i e s  of
the h e a r t ' .  (The Impersona l  Sub l im e , p . 170)

I t  is  unfortunate  th a t G uerlac 's  discussion of p lag ia r ism  a c tu a l ly  

c i t e s  only th ree  examples, the two from Pascal and the spurious  

Vauvenarguian te x t  out of Lyk ia rd . Her argument is  not any less  cogent 

fo r  c i t in g  d e fe c t iv e  evidence, but i t  does h ig h l ig h t  the d i f f i c u l t i e s  

Ducasse's economy of ap p ro p ria t io n  can c rea te .  His use of Pascal in  

p a r t ic u la r  can seem d e l ib e r a te ly  designed to  ensnare the unwary 

read er ,  anyone who thought Ducasse's c o rrec tio n s  of h is  predecessors  

simply meant th a t  ' i l  rem p lacera it  leu rs  a f f i rm a t io n s  par des 

negations' and 'r^ciproquement' ( P I I . 1 9 ) .  .The biggest t ra p ,  one in to

which almost a l l  readers of the co rrec tio n s  have f a l l e n ,  is  the  

problem regarding which of several w idely  d i f f e r in g  e d it io n s  of 

P a sca l 's  Pensies  Ducasse used as a basis fo r  h is  co rrec tio n s . Guerlac  

i s  ab le  to  discount the  minor v a r ia t io n s  in  phraseology and 

punctuation between P o rt-R o y a l , Condorcet and Faug£re e d i t io n s  by 

using an approximate English t r a n s la t io n ,  but even then she does not 

escape unharmed. Her reading of P o i s i e s  11.84 begins by reading the  

opening l in e  of the p re - te x t  in  Pascal ( 'C o n tra d ic t io n  is  a bad sign  

of t r u t h ' ) :

P a sca l 's  opening l in e  i s  so general as to  be thoroughly  
ambiguous. I t  seems to  inc lude the p iv o t  of c o n tra d ic t io n  w ith in  
i t s e l f .  C ontrad iction  ( i . e .  a f f i rm a t io n  or negation, a plus or a 
minus) is  a bad mark ( i . e .  both marks and does not mark) of 
t r u th  ( i . e .  of the  t ru th  or falsehood of something). From the  
s t a r t ,  we do not know whether to  take these words p o s i t iv e ly  or 
n e g a t iv e ly .  Only a f t e r  reading the l in e s  th a t  fo l lo w ,  which 
break the opening statement down in to  component p a r ts ,  can we 
begin to  give the opening sentence s ta b le  meaning, ( p . 171)

She then po in ts  out th a t Ducasse's re w r i t in g  omits the opening l in e  of 

the pens^e, and reads the p lag ia r ism  in the l ig h t  of th is  omission:

( I t )  immediately puts P asca l 's  statement concerning the  
r e l i a b i l i t y  of co n tra d ic t io n  as a sign of t ru th  or f a l s i t y  
prag m atica lly  to  the te s t .  That i s ,  i t  puts to  the te s t  the very  
sentence from the Pascal te x t  th a t  has been omitted in the  
re w r i t in g  or c o rre c t io n ,  ( p . 172)
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This reading goes on to  demonstrate convinc ingly  th a t  'Ducasse's  

c o rrec t io n  cannot be evaluated as to  i t s  t ru th  or f a l s i t y '  e i t h e r ,  but 

the problem with the reading i s  th a t  the English t r a n s la t io n  used by 

Guerlac is  e v id e n t ly  of the  1890s Brunschvicg e d it io n  of Pascal.  

There, in  e f f e c t ,  the f i r s t  l in e  of the p r e - te x t  i s  a l in e  missing 

from P o i s i e s .  In the e d it io n  of Pascal used by Ducasse, however, th a t  

f i r s t  l i n e  was never part of the p re - te x t  in  the  f i r s t  p lace , having 

been a lready omitted by Condorcet (no doubt in  an attempt to  n e g o tia te  

the  ambiguity of P ascal's  t e x t  by the simplest of te x tu a l s t r a te g ie s ) .  

Without d is q u a l i fy in g  G uerlac 's  in s ig h ts  -  which are the  f r u i t  of the  

most serious and sch o la r ly  reading of P o is ie s  to  date -  her re l ia n c e  

on the poor research of predecessors shows the dangers of en te r in g  

th is  f i e l d  as a scholar and assuming th a t  those predecessors w i l l  have 

been as s ch o la r ly  in t h e i r  in te n t io n s .

As a means of measuring the d if fe re n c e  between Ducasse's  

P o i s i e s  and Pascal's  P en s ie s , any e d it io n  c o l lo c a t in g  the two te x ts  

was rendered obsolete by C roquette 's  1974 a r t i c l e ,  Le (C on t re )  Pascal  

d ' I s i d o r e  Ducasse.  I t  i s  s u rp r is in g ,  then , th a t  th ree  annotated  

e d it io n s  published since 1974 take no account of C roquette 's  research,  

inc lud ing  a revised P16iade e d it io n  th a t  l i s t s  the a r t i c l e  in  i t s  

b ib lio g rap h y . In f a c t ,  no e d it io n  of P o is ie s  to -d a te  reproduces the  

exact p r e - te x ts  from Pascal in i t s  notes. This makes proper a t te n t io n  

to  these correc tions  almost im possib le, since l i b r a r i e s  other than the  

B ib lio th£que Nationale  tend only to  have e ig h teen th -cen tu ry  e d it io n s  

of the Condorcet t e x t ,  and the  n in e teen th -c en tu ry  r e - p r in t s  seem to  be 

as ' in t ro u v a b le s ' ,  i f  not as v a lu a b le ,  as copies of P o i s i e s  i t s e l f . 30 

Having to  w r ite  out, by hand, e x tra c ts  from a B ib lio th£que  N ationa le  

copy of Pascal too f r a g i l e  to  be photographed is  not the le a s t  burden 

to  be shouldered by the close reader of an a lready demanding t e x t .

There are none of these problems concerning the te x t  of

Vauvenargues used by Ducasse, though a c e r ta in  v ig i la n c e  is  s t i l l  

requ ired  of the reader. The p re - te x t  of P o i s i e s  11.133 -  'Une Sme 

daigne accepter la  fo r tu n e ,  le  repos, s ' i l  leu r  fa u t  superposer la

vigueur de ses sentiments, 1 ' essor  de son g£n ie ' -  appears, from a

1981 Garnier-Flammarion e d it io n  of Vauvenargues,31 to  read as fo llo w s:
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Une &me, un peu courageuse, d a ig n e r a i t -e l  le  accepter ou la  
•fortune, ou le  repos d 'e s p r i t ,  ou la  moderation, s ' i l  - f a l l a i t  
leu r  s a c r i- f ie r  la  vigueur de ses sentiments et abaisser 1 ' e f f o r t  
de son genie?

This replacement of ' e f f o r t '  by 'esso r ' i s  a transform ation  of the

type th a t  J u l ia  K r is teva , in her s c ie n t i f i c  approach to  c o rrec t io n  in

Poes ies ,  c a l ls  ' in d e f in ie '  and ch arac te r ises  thus:

Certa ines  transform ations de lexemes dans le  te x te  presuppose 
sont remplacees par des homonymes ou des semi-homonymes, de 
so rte  qu'on d i r a i t  q u ' i l  s 'a g i t  de deplacements (metonymiques) 
operant sur 1 'axe de la  c o n t ig u ite  de la  chatne s ig n i f ia n t e .  
A in s i :

Pascal: ' . . .  d e p o s ita ire  du v r a i , amas d ' in c e r t i tu d e s ,
g lo i r e  et rebus  de 1 'u n iv e r s . '
Ducasse: 'C 'es t  le  d e p o s ita ire  du v r a i ,  1 'amas de c e r t i t u d e ,  
la  g lo i r e ,  non le  r e b u t  de 1 'u n iv e r s . '
Vauvenargues: 'La ra ison e t le  sentiment se c o n c i 1i e n t  e t se 
suppieent tour & t o u r . '
Ducasse: 'La ra is o n , le  sentiment se c o n s e i l l e n t , se
s u p p ie e n t . '3Z

The immediate problem i s  th a t  the  word ' e f f o r t '  c red ite d  to

Vauvenargues is  a misreading on the part of the modern e d i to r :  a l l

e ighteenth  and n ineteen th -cen tury  e d it io n s  give Ducasse's 'e s s o r ' .  I t  

i s  t ru e  th a t  n e ith e r  K r is teva  nor any e d ito r  of Ducasse has been 

misled by t h is  one mistake and most reproduce a u then tic  p r e - te x ts  fo r  

th is  phrase from Vauvenargues. They a l l  r e f e r  to  the 1857 e d it io n  of 

h is  works by D.L. G i lb e r t ,  though a few d i f fe re n c e s  of punctuation  

in c l in e  me towards the 1867 Garnier vers ion , with no c red ite d  e d i to r .

A d i f fe r e n t  problem, however, a r is e s  from the examples quoted

by K r is te va  in  the e x tra c t  above. These 'deplacements metonymiques'

i l l u s t r a t e  the second of two le v e ls  a t which Poesies  i s  said to

operate upon the p re - te x t :

L 'a p p ro p r ia t io n  des discours presupposes s 'e f f e c t u e ,  dans 
Poesies 11,  s o i t  selon des reg ies  de transform ations  admises 
dans 1 'usage du langage comme acte a l lo c u to i r e ,  s o i t  selon des 
processus de 1 'o rdre  du deplacement e t  de la  condensation. Dans 
le  premier groupe de transform ations  d 'o p p o s it io n , on c i t e r a  la  
neg a t ion  e t ses v ar ia n te s  semantiques, e t  la  p e r m u ta t i o n . Dans 
le  second groupe de transform ations  d 'o ppos it ion  & e f f e t  
in d e f in i ,  on c i t e r a  le s  om iss io n s ,  le s  scans ions  e t  les  
deplacements  (metonymiques). Ce deuxieme groupe - est
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t ra d it io n n e lle m e n t  d £ c r i t  comme appartenant A la  s t y l i s t iq u e .  
Mais, en essayant de s p e c i f ie r  le s  operations qui se cachent 
sous 1 'a p p e lla t io n  's t y l i s t i q u e ' ,  nous constatons q u 'e l le s  
re in v e n t du proems de r e je t  m u l t ip l ia n t  la  p o s i t i o n  du langage 
e t  du s u je t ,  l a  paragrammatisant, la  rhythmant, e t  r isq u an t de 
1 'emporter. Cette  operation re ie v e  done d'une n e g a t i v i t e  p lu t t i t  
que d'une nega t ion  in te rn e  au jugement.

(La R e v o lu t io n  du langage p o e t i q u e , p . 344)

I have l i t t l e  d ispute  here with K r is te v a 's  evidence to r  Ducassian 

negation and permutation o-f p r e - te x ts ,  but her reading o-f h is  more 

' s t y l i s t i c '  reworkings as signs o-f 'une n e g a t iv i te  semiotique' has no 

' s c i e n t i f i c '  evidence to  support i t .  To take  the passage from 

Vauvenargues she c i t e s ,  'se c o n s e i l le n t '  may well be a metonymic 

displacement of 'se c o n c i l i e n t ' ,  but re fe rence  to  any e d i t io n ,  even to  

the  recent Garnier-Flammarion, shows Vauvenargues' choice of words to  

be the  same as Ducasse: both te x ts  read 'se c o n s e i l le n t ' ,  and no

c o rre c t io n  of any kind has taken p lace . Despite  her cla im  to  have used 

the  1857 G i lb e r t  t e x t ,  i t  i s  c le a r  th a t  K r is te v a 's  e rro r  a r is e s  from 

heeding too c lo se ly  the annotations Goldfayn and Legrand o f f e r  in  

t h e i r  e d i t io n  of Poesies  ( p . 141), where the misreading of Vauvenargues 

f i r s t  appears.

Furthermore, in t h is  chapter on ' transform ations  i n d £ f in ie s ' ,  

K ris te v a  supplements her evidence from Vauvenargues with th ree  more 

c i t a t io n s ,  a l l  from Pascal, two of which are as inadm iss ib le . The 

f i r s t  I have a lready quoted above. She i s  e x p l i c i t  th a t her readings  

are  based on C roquette 's  research:

Une 6tude r£cente montre qu'en ce qui concerne Pascal, Ducasse 
a pu disposer du te x te  6 ta b l i  par Condorcet e t  annot6 par 
V o l t a i r e .  On s 'a p e rg o it  a lo rs  que Ducasse c o rr ig e  moins qu'on 
p o u r ra i t  le  supposer & p a r t i r  des E d it io n s  des Poesies  par 
G. Goldfayn e t  G. Legrand, e t  par P .-O . Walzer. Nous nous 
r£ f£ re ro n s  A c e t te  E d it io n  de Pascal pour examiner quelques 
transform ations  auxquelles le  te x te  pr£suppos6 a £ t6  
soumis. (op. c i t .  p p .343-4)

According to  K r is teva  (p .3 5 0 ) ,  in  Poesies  11.32 Ducasse s u b s t i tu te s  

' r e b u t '  fo r  P asca l's  ' re b u s '.  According to  n in e teen th -cen tu ry  e d i t io n s  

of the Condorcet t e x t ,  P asca l's  choice of word matches Ducasse: both 

te x ts  read ' r e b u t ' ,  and again no co rrec tio n  has taken p lace . Her la s t  

example (a lso  p . 350 ),  r e fe r r in g  to  Poesies  11.87, -suggests the
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in f lu e n c e  on the  trans-f ormation o-f 'c o n tra in te s  de 1 'o rd re  du 

d£placement morphophon^tique':  the p r o l i t e r a t io n  of a 'ch ' sound in

the  Pascal te x t  th a t  concludes ' ( . . . )  e t  le u r  font des impressions  

fausses' m otivates the choice of ' f  ctc/?euses' as a s u b s t i tu te  fo r  

' fa u s s e s ' .  Needless to  say, the authorised vers ion of Pascal g ives the  

same 'impressions f i c h e u s e s ' as Ducasse.

The f i r s t  of K r is te v a 's  modes of ap p ro p r ia t io n  -  'tran s fo rm atio n s  

d 'o p p o s it io n  & e f f e t  n £ g a t i f '  ( p .344) -  is  less vu lnerab le  to  the  

vagaries  of the p re - te x t  than the second, 'A e f f e t  i n d ^ f i n i ' .  This is  

not because i t s  examples are b e t te r  chosen but because i t  i s  not 

through examples th a t  the mode's c h a ra c te r is t ic s  are presented. She 

concentrates ins tead  on tra n s c r ib in g  the trans form ations ,  

a p p ro p r ia te ly  or not,  in to  the language of trans form ationa l grammar. 

This  produces a modified tree-d iagram  with categories  combining the  

symbols fo r  Phrase ( P ) , Term ( t )  and M o d if ie r  (m). The model is  

ap paren tly  able  to  express a l l  possib le  oppositions and permutations:  

not only  morphosyntactic or le x ic a l  negations but a lso d if fe re n c e s  

between terms th a t are not s t r i c t l y  c o n tra r ie s ,  'qui ouvrent to u te  une 

gamme de d i f fe re n c e s  s£mantiques, parmi le s q u e l le s  le  s u je t  operant la  

trans form ation  va c h o is i r '  (p .345).  The '£ v e r t a i l  s£mantique' th a t  

represents  the expanded range from which the opposing terms are chosen 

does not q u ite  describe the  system one might expect a f t e r  reading  

Ducasse's epigraph, a system where opposed terms are s tra ig h tfo rw a rd  

paradigm atic  assoc ia tions  of the 'p l a i s i r s ' / ' d e v o i r s '  type. This kind 

of opposition alone cannot account fo r  the  s u b s t i tu t io n  of 'c e r t i t u d e '  

fo r  ' v £ r i t £ '  or of 'v e r t u '  fo r  'honneur', but in K r is te v a 's  genera tive  

grammar, systematic negation can be over—ridden where necessary:

□n e n tre v o it  ( . . . )  que le  te x te  de P o i s i e s  ne se contente pas de 
s u iv re  la  ju r id ic t io n  du pr6suppos£, mais q u ' i l  sort du cadre  
que c e lu i - c i  lu i  assigne e t  q u ' i l  in t r o d u i t  un nouvel univers  
s^mantique. L 'a p p ro p r ia t io n  du pr6suppos6 se f a i t  en en tran t  
d'abord dans ses c o n tra in te s ,  puis en le s  q u i t t a n t ,  pour ne 
donner, par la  s u i te ,  comme oppos ition , que son propre l i e u  
d '£ n o n c ia t io n . ( p .347)

The merging here of the  s i t e  of opposition and the s i t e  of enunciation  

reso lves  the problem. In an in h e re n t ly  oppositional ' l i e u  

d '6 n o n c ia t io n ' ,  choices made by the 's u je t  de 1 '6 n o n c ia t io n ' th a t  do
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not correspond to  simple paradigmatic associations serve instead as 

signs th a t  the te x t  has s lipped  the -frame o-f ' l e  pr£suppos6':

On v o i t  que 1 'ap p ro p r ia t io n  dont i l  s 'a g i t  ne se s i tu e  pas 
simplement au niveau s^mantique des 6nonc6s, mais £galement au 
niveau de leur £nonciation: ce qui oppose un 6nonc6 b un a u tre ,  
ce n 'e s t  pas t e l  s£me dans 1 '6nonc6, c 'e s t  l e  s u je t  de 
1 '£nonc ia tion . ( i b i d . )

The e f f e c t  of supplementing oppositional transform ations with the 

o p p o s i t io n a l i ty  of the enunciating subject is  to  recuperate  a l l  

d e v ia t io n s  from s t r i c t l y  morphosyntactic or le x ic a l  negation because 

they can be shown to  bear the mark of the s u b je c t 's  'a p p ro p r ia t io n  

p o s i t iv a n te '  (p .347 ),  and thus remain o p p o s it io n a l.  The examples given  

by K r is te va  are of double negations th a t ,  i f  they re s to re  the sense of 

the  p r e - t e x t ,  apply a d i f f e r e n t  '6conomie s£miotique ( . . . )  e t  par 

consequent leu r  sens n 'e s t  pas id en tique . La p o s i t iv a t io n  s 'o b t ie n t  

par une redondance de n e g a t io n s . '  ( i b i d . )

K ris teva  had d is tingu ished  the two categories  of opposition

by the dependence of the f i r s t  on gram m atically  determined ru le s  of

tran s fo rm atio n . That in c e r ta in  cases those ru le s  are secondary to  the

p o s it io n  of the subject seems to  me to  erode the d is t in c t io n .  I t  was

the second category, a f te r  a l l ,  th a t  was supposed to  have replaced the

a u th o r ia l  s u b je c t iv i ty  of t r a d i t io n a l  s t y l i s t i c s  with the  processes of

the  s u b je c t -p o s it io n .  S im i la r ly ,  the p r i o r i t y  of n e g a t iv i ty  over

negation c h a ra c te r is t ic  of the second category appears a lso  to

c h a ra c te r is e  the f i r s t ,  a t le a s t  in  those oppositional transform ations

where 'une redondance de negations' is  in evidence:

Nous constatons qu'A t ra v e rs  cet 'abus' des negations, la  
fo n c tio n  m£me de n ie r  se trouve mise en doute, comme fonction  
log ique , pour ne degager qu'une n e g a t iv i te  propre & la  fonction  
semiotique e t v isan t £ s 'a p p ro p r ie r  le  presuppose, ( p .348)

Both kinds of transform ation  are 'opera tions  qui se cache sous 

1 'a p p e l la t io n  s t y l i s t i q u e '  (p .3 44 ) ,  hidden th e re  by the  once a l l -  

powerful su b jec t.  Though the dependency of t r a d i t io n a l  s t y l i s t i c s  on a 

subject making choices is  d is c re d ite d  (w ith  the notion of 

i n t e r t e x t u a l i t y  rep lac ing  the in t e r s u b je c t iv i t y  that co n st itu ted  the  

author3,3) th is  author survives as metaphor fo r  the operations of 

K r is te v a 's  enunciating subject and the a p p ro p r ia t in g , s e l f - a f f i r m a t iv e  

t e x t .  Without th is  metaphor as premise, in  f a c t ,  the s y s te m a tic i ty  of
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' l a  Science de Lautr6amont' co llapses . The attempt to  s u b s t i tu te  a 

Kristevan Textual S c ie n t is t  -for the Ducassian P o s t-M o ra l is t  o-f P o is ie s  

founders, I b e l ie v e ,  on t h is  metaphorical ' 6 c u e i l ' . 3*

The incorrectness  of the te x t  c ite d  by K ris teva  as p r e - te x t  to  

Poes ies ,  and the inconsis tencies  in  her construction of c i t a t io n - a s -  

science could , fo r  a h o s t i le  reader, be the means of h is  own e le v a t io n  

as a c r i t i c a l  m o ra lis t  of Ducassian p roportions . The occasion is  th e re  

to  take the language of P o is ie s  1 .45 ('sophismes' and ' v 6 r i t £ s ' ,  

'c o rre c t io n  v r a ie '  or ' fa u s s e ' ,  'hors du v r a i ' ,  ' t ra c e  de fa u x ' ,  'par  

consequent n u l ' )  and use i t  as an 'a p p ro p r ia te ' rod of c o r r e c t io n .30 

' A p p ro p r ia t io n ' i s  somehow the co rrec t paradigm, being K r is te v a 's  

favoured word fo r  the  process of te x tu a l  re v is io n  in P o i s i e s .  But even 

i f  th is  moral stance adopted was the  same as th a t  of Ducasse towards 

h is  m o ra lis t  predecessors, i t  would be e n t i r e l y  in ap p ro p ria te  in a 

th e s is  th a t  o f fe rs  no a l t e r n a t iv e  system atisation  of those te x tu a l  

re v is io n s ,  s c i e n t i f i c  or otherwise. This th e s is  is  not a theory of

re v o lu t io n  in  poetic  language. L ike the rev is ion ism  cas tig a ted  by

Lenin, i t  'determines i t s  conduct from case to  c a s e ' ,3*  w ith no

u lt im a te  aim. In th is  chapter, reading Ducasse as i f  he were the  

author of Pensies  and not Poes ies ,  the premise is  the p o s s ib i l i t y  th a t  

he be some kind of m o ra lis t ;  the conclusion is  th a t  he a t le a s t  more 

of a m o ra lis t  than he is  a s c ie n t is t .  In the next chapter, the premise 

is  th a t  he is  a th e o r is t  of in f lu e n c e ,  and the conclusion w i l l  

(probably) be as approximate.

*  #  #
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1. From Barbey's 1857 a r t i c l e  on Vauvenargues, reproduced in  Femmes 
e t  ao r a l i s t e s , 1906, p. 188. On the name of 'p o e te ' ,  see B audela ire ,  
Les Drames e t  l e s  roman bonnGtes , in  oeuvres c o m p le te s , p . 296.

2. I t  i s  common enough to  read Baudela ire  as C a th o l ic ,  but one o-f 
the - f i r s t  to  do so was Barbey d 'A u re v i l ly  ( in  h is  1857 a r t i c l e  on 
Les F le u r s  du m a l , reproduced in l e  XIXe s i b c l e ,  I . ,  pp. 198-204).

3. In R e f le x io n s  sur  que lques-uns  de mes contemporains  (Oeuvres 
c o m p le te s , p. 477).  Baudela ire  i s  re -phras ing  B o ile a u 's  -famous 
c r i t iq u e  of Q u in a u lt 's  ' l ie u x  communs de morale lu b r iq u e ' .

4. C ited  in  Caradec, L a u t r i a m o n t , p . 305.

5. A v is  d e r n i e r ,  in  Les Odeurs de P a r i s  (1867 ),  p p .525-6 .

6. C ited  in  f u l l  above, Chapter 2 .1 ,  Section 4.

7. Choix  de maximes c o n s o la n te s . . .  (1846, in Oeuvres comp le tes ,
p p .2 6 3 -5 ) ;  L e t t r e s  d 'un a t r a b i l a i r e ,  unfin ished p ro je c t  ( i b i d . ,  
p p .6 4 2 -3 ) ;  the Catechisme  was advertised  as a forthcoming work but 
never appeared ( i b i d . ,  p .263 ).

8. From h is  in tro d u c tio n  to  La Rochefoucauld's Maximes ( p .77) 
reproduced in  Houveaux e ssa is  c r i t i q u e s ,  c o lle c te d  in  1972 an 
published with Le Degre z i r o  de 1 ‘ e c r i t u r e .

9. The v a r ia n t  is  given on page 7 of the Garnier e d it io n  from 1867.

10. C ited by Brunschvicg in  Pascal, Pens ies ,  p . 264.

11. See L e t t r e s  p b i l o s o p b i q u e s , XXV ( x i ) .

12. Bernard Croquette, Le C on t re -Pasca l  d ' I s i d o r e  Ducasse (19 74 ),  
RHLF, LXXIV, p p .447-455.

13. V o l t a i r e ,  Pensdes p b i lo s o p b iq u e s  ( a r t .  Q u in a u lt ) ,  1776.

14. Maximes e t  R e f le x io n s  sur  l a  comedie,  in  T r a i t i  de l a  
concup iscence ,  p . 124.

15. C ited by Gustave Lanson, H i s t o i r e  de l a  l i t t e r a t u r e  f r a n c a i s e .  
p . 537.

16. Sermon pour l a  p r o fe s s io n  de Madame de La V a l l i e r e  (4 .6 .1 6 7 5 ) ,  
in Oeuvres de Eossuet ,  I I I . ,  1849, p . 382.

17. Barthes on La Rochefoucauld (see note 8 ,  above), p. 69. The La 
Fontaine te x t  on La Rochefoucauld i s  L'bomme e t  son image,  the  
eleventh  of h is  F a b le s .
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18. See note 16, above. To describe Pascal as a 'dark m ir ro r '  i s ,  
according to  R i f f a t e r r e ,  inappos ite . Reading the poetic  m otif o-f the  
'm iro ir  sans t a i n ' ,  he discounts in  passing any re ference  to  the  
' c l i c h e ' of 'seeing through a glass d a r k ly ' :

We can e lim in a te  a t  le a s t  the  hypothesis of a c u l tu ra l  constant,  
an im plied re ference to  the  quotation from Paul, I Cor. 13:12: 
the  French do not know about th is  th rough  a g lass  business. For 
one th in g ,  Paul i s  hard ly  ever quoted, a t le a s t  not th is
passage. For another, although the L a t in  Vulgate does in fa c t  
say ‘ per  speculum', ' th ro u g h ',  the best-known French version (Le 
M ais tre  de Sacy, 1667) has i t  'nous ne voyons maintenant que 
comme en un m iro ir ,  e t en des 6nigmes. ' N e ither th rough  nor 
d a r k l y  is  to  be found. (S em io t i c s  o f  P o e t r y , 1978, p . 171)

For one th in g ,  I  would contend, Saint Paul is  not so obscure as 
R i f f a t e r r e  seems to th in k ,  not even in  th is  passage. Hugo, fo r
example, is  f u l l y  aware of the dark s ide of t h is  'mage':

I I  semble q u ' i l  a une m oiti£  de sa pens^e sur l a  t e r r e  e t  une 
m o it i£  dans 1 'Ig n o re , e t l 'o n  d i r a i t ,  par in s ta n ts ,  qu'un de ses 
verse ts  r£pond & 1 'a u tre  par-dessus la  m u ra i l le  obscure du
tombeau. W i l l i a m  Shakespeare , p . 67)

The verse of I Corin th ians in  question is  quoted by Bossuet in  the  
Oraison f u n t b r e  de Miche l  Le T e l l i e r  (Oeuvres, 11, p . 651:

0 moment heureux oil nous sort irons  des ombres e t  des 6nigmes
pour v o ir  la  v £ r i t 6  m anifeste!

For another th in g ,  the L a t in  Vulgate i s  as well-known a te x t  
to  a French speaker as any t ra n s la t io n  of the B ib le ,  even Sacy's,
making the 'through' and the 'd a r k ly '  not so u n l ik e ly  a c u l tu ra l  
constant. Moreover, the well-known P ro testan t t r a n s la t io n  of th is  
passage by Ostervald (Neuchate l, 1724), conveying the terminology of 
the Vulgate  more e x a c t ly ,  has i t  'Car nous voyons maintenant par un 
m iro ir  obscurement' .

I  ra is e  these ob jections  here in  a n t ic ip a t io n  of my reading of 
R i f f a t e r r e  below (see Chapter 5 .3 ,  section 1 ) ,  where h is  tendentious  
constructions of what 'th e  French' do or do not know are r e la te d  to  
his  s p e c i f ic  readings of Ducasse.

19. C ited  by Sainte-Beuve, C auser ies ,  I . ,  p . 169.

20. P e t i t s  moyens de defense t e l  que j e  l e s  congo is  ( c i t .  in
B aude la ire , Oeuvres comp le tes ,  p . 724):

Tout £ t a i t  p r is  dans le  domaine de la  po£sie. Lamartine a v a i t
p r is  le s  cieu-v, V ic to r  Hugo a v a i t  p r is  l a  t e r r e , et plus que la
t e r r e . Laprade a v a i t  p r is  les  f o r t t s . Musset a v a i t  p r is  la
pass ion  e t  1 ‘ o r g ie  6 b l o u i s s a n t e . . .

21. Sainte-Beuve, C a u s e r ie s , I I I . ,  p . 143, and Barbey d 'A u re v i l ly  
Femmes e t  m o r a l i s t e s , p . 188.

22. See Van Der Abbeele, M o r a l i s t s  and the legacy  o f  C a r te s ia n is m ,  
in H o l l i e r  ( e d . ) ,  >1 New H i s t o r y  o f  French L i t e r a t u r e  (1989 ),  p . 330:

Notwithstanding the m ora lis t  w r i te r s '  s ta tus  as o r ig in a to rs  of a 
genre, e x p l i c i t  r e w r i t in g  i s  a key dimension of t h e i r  l i t e r a r y  
output. Pascal and La Rochefoucauld o ften  rephrase the te x ts  of 
t h e i r  in t e l le c tu a l  fo rebears , e s p e c ia l ly  those of Montaigne and 
S t.  Augustine. La Fontaine and La Bruy6re le g i t im a te  t h e i r  
genres by c i t in g  the precedent of ancient authors.

23. This te x t  is  not included in  the  Garnier e d it io n  of 1867 from 
which I am c i t in g  most of Vauvenargues' maxims. I t  is  numbered Maxim 
398 in  the 1981 Garnier-Flammarion e d it io n  (p .314 ).
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24. See L e ttre s  philosophiques , XXV (x x x iv ) .

25. Reading the correc tions  aloud to  my French mother and noting  
which seemed - fam il ia r .

26. My scanning o-f as many Oeuvres completes  in  the time a l lo t te d  
■for research on t h is  th e s is .

27. Oeuvres co m p le te s , p p .90-91 .

28. See, -for example, e d i t io n s  o-f the Oeuvres completes  by Jean & 
Mezei (1971, p . 3 3 5 ) ,  Juin (1973, p . 470) and Oster (1977, p . 357).

29. V in e t ,  La Revue c h r e t i e n n e , no. 746, in E s p r i t  d 'A le x a n d re  
V i n e t ,  Pensees e t  r e f l e x i o n s  (A r t .  ' F o i ' ) ,  1880.

30. Croquette himsel-f admits th a t  he may not have pinned down 
e x a c t ly  the c o rrec t  Condorcet e d i t io n  used (op. c i t . ,  p . 454 ).

31. In  the  1981 Garnier-Flammarion e d i t io n  of Vauvenargues' 
I n t r o d u c t i o n  £ l a  connaissance de 1 ' e s p r i t  humain .

32. K r is te v a ,  La R e v o lu t io n  du langage p o e t i q u e , 1974, p . 350
(h e re in a f te r  c i te d  in  t e x t ) .

33. See K r is te v a ,  Le n o t ,  l e  d ia lo g u e  e t  l e  roman, in  S e m io t i k e ,  
recherches  pour une semanalyse  ( r6 -£ d . 1978), p . 85.

34. 'E c u e i l '  is  an apposite metaphor, having been used by Ducasse in  
Poesies  11.18 in a s im i la r  context ( 'T e l  est 1 '6 c u e il  des hymnes').

35. The 'verge de la  d is c ip l in e '  (Proverbes de Salomon 22 :15 , tra n s .  
Lem aistre de Sacy) can be l in ked  e ty m o lo g ica lly  to  Ducassian 
p la g ia r ism  through B o u i l l e t 's  d e f in i t io n  of ' l e  p l a g ia t ' :

PLAGIAT, d 6 1 i t  du p la g ia i r e .  Chez les  Romains, on a p p e la i t  
p l a g i a i r e  c e lu i  qui 6 t a i t  condamn6 au fouet iad p lagas)  pour 
a v o ir  vendu comme esclaves des hommes l ib r e s .  -  Dans notre  
langue, c e t te  q u a l i f ic a t io n  s 'a p p liq u e  A 1 'au teur qui 
s 'a p p ro p r ie  le s  pens6es d 'a u t r u i .

This etymology i s  in fa c t  only one of several contenders. As useful  
to  a theory  premised on the  fo rce  of a metaphor is  Chambers' t ra c in g  
of p la g ia r is m  through the L a t in  ' p l a g i a r i u s , a kidnapper' to  'p l a g a , 
a n e t ' ,  suggesting a l l  kinds of su b tle  readings. Suzanne Guerlac  
opts fo r  a d i f f e r e n t  metaphoric fo rce  in s e le c t in g  her etymology:

The remedy then would be a ( . . . )  sidestepping of rep rese n ta tio n  
a lto g e th e r .  This is  achieved through the r e p e t i t io n  of the  
p l a g i a t  -  a word whose etymology takes us back back to  the word 
o b l i q u e .  Given the Kantian e th ic a l  im pera tive  a t  work in  
P o e s ie s , given the s p e c i f ic  s ig n if ic a n c e  of a transcendental  
horizon of pure p ra c t ic a l  reason with respect to  the em pirica l  
world of nature as rep resen ta tio n  -  in  other words, given the  
s u b lim ity  of the Kantian moral law -  the gesture o-f e luding  
re p resen ta tio n  is  s ig n i f ic a n t  in i t s e l f .

(The Impersonal  S ub l im e , p . 161)

36. Marxism and Rev is io n is m  (1899, f i r s t  published 1925), in  
S e le c te d  H a rk s , 1968, p .30.
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Theories Les Ath6niens donnaient le  nom de T h ko r ie  k l a  deputation  

so len n e lle  q u ' i l s  envoyaient tous les  ans k Delphes, k D61os, e tc ; les  

membres de la  deputations s 'a p p e la ie n t  t h k o r e s . . .

( B o u i l le t ,  1862)

Theorie: . . .  A u j . ,  longue s u i te  de personnes qui s 'avancent en rangs.

(Larousse, 1962)1

A theory can be defined as a 's u i te  de personnes', but in f lu en ce  is

demonstrably a te x tu a l a f f a i r .  A te x t  has been in fluenced by another 

when i t  can be measured against a p r e - te x t  and found to  have derived  

fe a tu res  from i t ,  and we have a lready seen in  Chapter 3 .3  how generic  

conventions can be assembled to  c o n s t i tu te  a p r e - t e x t ,  acting as model 

or anti-model but e i th e r  way in f lu en c in g  i t s  fe a tu re s .  Without using 

the word, R i f f a t e r r e 's  theory of te x t -g e n e ra t io n  a lso  describes a form 

of te x tu a l  in f lu e n ce , with the 'minimal sentence or m a t r i x '  from which 

a te x t  is  generated corresponding to  the  p r e - t e x t .  In  t h is  model, 

however, the p re - te x t  is  a c l ic h e  or s tereotype  th a t  cannot be

lo c a l is e d  in the work of a p a r t ic u la r  au thor, and ' in f lu e n c e '  is

perhaps only m etaphorica lly  appropria te  as a name fo r  the process. In

the la s t  part of t h is  chapter ( 5 . 3 ) ,  th a t  appropriateness w i l l  be more 

e xa c t ly  determined. This chapter w i l l  a lso examine (again) Ducassian 

c o rre c t io n ,  a c loser r e la t io n  of te x t  to  p r e - te x t  fo r  which in fluence  

is  the r ig h t  word only l i t e r a l l y ,  the in - f lu x  of one te x t  in to  

another.

S o u rce -c r it ic is m  has always been a theory  of both in fluence  

and in t e r t e x t u a l i t y .  We have seen M .-F . Guyard, e d i to r  of the P l£iade  

e d it io n  of Lamartine, apply th is  t r a d i t io n a l  approach to  Ducasse in  

h is  1965 paper Lautrkamont & L a m a r t i n e , a t i t l e  revised a year la t e r  

as Un H k r i t i e r  r e b e l l e  de L am ar t i n e :  L au t rkam ont . Guyard measures the  

two oeuvres against each other and f in d s  fe a tu re s  in  the  Chants de 

Maldoror  derived from poems by Lamartine. For Guyard, a t le a s t  fo r  the  

Guyard who p re fe rs  his second t i t l e ,  th is  is  not ju s t  an a r b i t r a r y  

te x tu a l  r e la t io n ,  with poets as ju s t  passive vessels of the in t e r t e x t .
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Ducasse was not simply in fluenced by the o lder poet: he made a

conscious p ra c t ic e  of tak ing  h is  te x ts  and reworking them to h is  own 

ends. Guyard emphasises the parodic in te n t  of these re v is io n s  and 

reads the r e la t io n  between Lamartine and Lautrkamont as one o-f -father 

to  wayward son: ' l a  c r i t iq u e  des sources s 'a t ta c h e  trop souvent aux

• f i ls  doc iles : A leu r  manikre, les  f i l s  re b e i le s  sont aussi dkbiteurs  

de leu rs  pkres' (p .8 2 ) .  Despite Guyard's re v is io n a ry  a t t i tu d e  towards 

' l a  c r i t iq u e  des sources', th is  framing fa m ily  drama is  q u ite  in  l in e  

with t r a d i t i o n a l ,  persona lity -based  d escr ip t io n s  of in f lu e n ce ,  

represented today by the Bloomian model, where i n t e r t e x t u a l i t y  is  not 

the a r b i t r a r y  function ing  of a system but a systematic antagonism 

between poetic  fa th e rs  and t h e i r  anxious sons, a r b i t r a te d  by te x ts .

To Ducasse and h is  proto-Bloomian contemporaries, the  

f a m i l i a l ,  in te r -p e rso n a l model of in f lu e n ce  would be a very fa m i l ia r  

model. Poets were p rogen itors , bequeathing a l i t e r a r y  in h er itan ce  to  

t h e i r  d u t i fu l  or re b e l l io u s  o f fs p r in g .  The model has v a r ia n ts  in the  

r e la t io n s h ip  between d u t i fu l  or re b e l l io u s  student and pedagogue, and 

between a respectfu l or d en igra to ry  public  and the  Academy, but each 

of these re la t io n s h ip s  is  mediated by te x ts ;  each v a r ia n t  is  an 

in te r te x tu a l  model of in f lu e n c e ,  e x p lo i t in g ,  as Bloom does, a 

vocabulary of in ter—personal c o n f l i c t  to  re in fo rc e  te x tu a l  

oppositions.

The Second Empire's f i x a t io n  on b iograph ica l m inutiae may 

make i t s  models of poetic  in f lu en ce  seem ra th e r  un-Bloomian, since the  

b iographica l poet in a Bloomian opposition is  so r a r e f ie d  a te x tu a l  

construct; but a l l  poets, l i k e  Hollywood s t a r s ,2 are complex te x ts ,  

made up from a m u l t i p l i c i t y  of c o n -te x tu a l d iscourses. Gossip, 

scandal, anecdotes, accounts of t h e i r  appearances in  co u rt ,  

c a r ic a tu re s ,  p o r t r a i t s ,  o b i tu a r ie s ,  b iograph ies , p u b l ic i t y  n o tices ,  

re fe rences , c i t a t io n s ,  reviews, c r i t i c a l  essays, monographs e tc . ;  a l l  

of these co n tr ib u te  to  the star—t e x t ,  along with fe a tu res  of the  

poets ' actual te x ts :  t i t l e s  (of volumes and of in d iv id u a l  poems),

epigraphs, ded ica tions , the p u b l is h e r 's  name, the sa le  p r ic e ,  even 

less reputab le  p ara tex tua l fe a tu re s  such as m is p r in ts .3 Any of these -  

as w e l l ,  of course, as the actual words of a te x t  -  can mediate the  

in f lu en ce  of one poet on another, and many of them can be discovered  

operating in  Ducasse ' 5  oeuvre. His discourse on in f lu e n ce  c i te s  most



of the d iscurs ive  contexts, from the b io -g rap h ic  to  the i n t r a - t e x t u a l , 

from gossip about B au d e la ire 's  love l i f e  and Musset's alcoholism to  

c r i t i c a l  readings of Musset's L e t t r e  a Lamar t ine  and the  H u i t  de m a i , 

and te x tu a l  c i ta t io n s  of Lamartine, Hugo, Leconte de L is le  and S u lly  

Prudhomme.

A discourse on t h is  discourse could begin by adopting a 

Ducassian approach, reading the subject h im self as a complex t e x t ,  but 

with no gossip and l i t t l e  necro log ica l in form ation  about him, a 

reconstruction  of the th e o r is t -s u b je c t  of P o is ie s  draws on a l im ite d  

te x tu a l  corpus. There i s  a rudimentary th e o r is t  in  Lespks' 

biographica l reminiscences, in  the  l e t t e r s ,  in  the apocrypha and, of 

course, in  the Chants , but the  th e o r is t  of in f lu en ce  we can 

reconstruct from P o is ie s  does not q u ite  correspond to  the s ix te e n -  

year-o ld  schoolboy Lespks describes, an e n th u s ias t ic  reader of Poe out 

of c lass  and, in  c lass , an a p p re c ia t iv e  c r i t i c  of such prescribed  

te x ts  as Sophocles' Oedipe r o i . 4 He is  not the  twenty-year—old prose 

poet who evokes ' l e  ly c k e ' ,  ' le s  t r i s t e s  journkes, le  m altre  dur e t le  

son du tambour' in  the Choses t r o u v i e s  dans un p u p i t r e , nor the ephebe

who a t twenty-two w rites  the  most submissive of l e t t e r s  to  the master—

poet Hugo in November 1868 (see Appendices B & C ) . Nor i s  the th e o r is t  

of in f lu en ce  who in P o is ie s  c i t e s  a l in e  from S u lly  Prudhomme's

A A l f r e d  de t tudset  q u ite  the  same th e o r is t  who had c ite d  the same l in e  

in  the Chants . In each of these instances th e re  are d if fe re n c e s  to  be 

addressed as between d i f f e r in g  th e o r ie s  of in f lu e n c e .

Reading the f ig u r e  of A lfre d  de Musset may te s t  those

d if fe re n c e s ,  s ince Musset i s  evoked, addressed and c r i t i c i s e d  

throughout Ducasse's work. The tem ptation i s  strong to  see the same 

theory a t  work, each time applied to  the same archetypal o b je c t ,  with  

the same name attached. But names are notorious dissemblers of 

d i f fe re n c e ,  and there  are other ob jects  of a discourse on in f lu en ce  

th a t  f ig u re  in Ducasse'5 oeuvre, each with a d i f f e r e n t  name, and each 

may be d i f f e r e n t l y  theorised  th e re .  This reading of Ducasse as 

th e o r is t  of in f lu en ce  w i l l  examine the  d i f f e r e n t  t ra n s c r ip t io n s  in  the  

Chants and in  P o is ie s  of the  M u sset-tex t ,  but w i l l  a lso read Byron, 

Lamartine, Hugo and B aude la ire . This in t e r t e x t  i s  not simply a 

p re lim in a ry  or p o s t -s c r ip t  to  reading Musset, who i s n ' t  th a t  important
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on h is  own. These f iv e  names are o ffe re d  by Ducasse as the l i t e r a r y  

focus of h is  e n te rp r is e  in Poesies:

Je prends k p a rt  les  plus b e l le s  poesies de Lamartine, de V ic to r  
Hugo, d 'A l f re d  de Musset, de Byron e t  de B audela ire , e t  je  les
c o rr ig e .  ( l e t t e r  6, dated 21 .2 .1870)

Since P o is ie s  seems more preoccupied with co rrec tin g  ' le s

plus b e l le s '  pensies  of La Rochefoucauld, Vauvenargues and Pascal, i t

would be useful to  e s ta b l is h  what e ls e  'c o r r e c t io n ' ,  w ith i t s

m o ra l is t ic  overtones, might mean in  Second Empire discourse on

l i t e r a t u r e .  I t  might simply mean passing moral judgment bn immoral

l i t e r a t u r e ,  in the manner of C h r is t ia n  p o le m ic is ts  such as the

P rotestant V inet or the C atho lic  V e u i l lo t .  In  an e a r l i e r  l e t t e r  (5 ,

dated 27.10 .1869) to  P o u le t-M a lass is ,  pu b lish er of and e d ito r  of a

guide to  immoral l i t e r a t u r e ,  Ducasse had recommended the C h r is t ian

apologist N a v i l le 's  Le P r o b l i n e  du » a i ,  where ' l e s  pontes maudits' are

c i t e d ,  t h e i r  e r ro rs  corrected . A proto-Bloomian th e o r is t  of in fluence

might f in d  analogies between h is  c r i t i c a l  e n te rp r is e  and an e x p l i c i t l y

C h r is t ia n  p o s it io n  on ' le s  poetes du d o u te ':

Les hommes ne c ro ie n t  p lus; le s  p£res ne savent plus  
qu'enseigner k leu rs  f i l s ,  les  jeunes gens b ran len t l a  t& te  aux 
legons de leu rs  maftres.

(1 'abb6 Baunard, Le Doute e t  ses v i c t i m e s . . . ,  p . v i i i )

There are d if fe re n c e s  to o , of course. C o rrect in g  the e rro rs  of 

Romanticism means engaging in  contest w ith th e  precursor, but t h is  i s  

n o t,  fo r  the C h r is t ian  th e o r is t ,  the imposing fa th e r  or master of the 

Bloomian model, but the a n t i -C h r is t ia n  poet who disseminates the idea 

of the fa th e r  or master as im p o s it io n , i n f i l t r a t i n g  doubt in to  the  

minds of sons and students.

As in te r te x tu a l  models, both Bloom's 'a n x ie ty '  and the  

p o s it io n s  of C h r is t ian  apo log is ts  such as N a v i l l e  and Baunard may have 

only a l im ite d  pertinence to  Ducasse's d iscourse on in f lu e n ce . In h is  

favour, despite  Ducasse's Dwn a n t i -C h r is t ia n  p o s i t io n ,  a C h r is t ian  

po lem ic is t can claim  to  provide actual p r e - te x ts  fo r  P o i s i e s .  Against 

Bloom i t  could be said th a t  i f  a t r a d i t io n a l  s o u r c e -c r i t ic  l i k e  Guyard 

can discover Bloomian paradigms in  Ducasse's work w ithout re ference  to  

a map drawn by Bloom, then perhaps 'm is re a d in g ',  'ag o n ',  're v is io n ism '  

and 'a n x ie ty '  are superfluous adjuncts to  a reading of in f lu en ce  in
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Poes ies.  That i s  not yet my own p o s i t io n ,  and I hope to  use th is  

terminology only to  in d ic a te  where a th e o r is t  o-f in-fluence may be 

■found o-f-f the beaten Bloomian t ra c k ,  to  use i t  less  as a map than as a 

signpost, ' l e  poteau in d ica te u r  de c e t te  hypothkse bonasse' (Ch11 -1 2 ) .

*  *  *

1. For a more e laborate  e x p lo i ta t io n  o-f t h is  sense o-f ' th e o r y ' ,  see 
Christopher L. M i l l e r ,  Theor ies  o f  A f r i c a n s :  The Quest ion o f
L i t e r a r y  A n th ro p o lo g y , in  Gates ( e d . ) ,  'R a c e ' ,  W r i t i n g  and 
D i f f e r e n c e , 1986. M i l le r  c i te s  Ouologuem's Le Devo ir  de v io le n c e
(1968),  where appears a 'caravane de n k g r ie rs ,  le  plus souvent 
poussant devant eux de lamentables th e o r ie s  d'hommes, de -femmes, 
d 'en -fan ts . . .  ' .  Ouologuem i s ,  in  th is  te x t  (c o in c id e n ta l ly ) ,  the  most 
successful successor to  Ducasse as genuine l i t e r a r y  p la g ia r is t .  See 
M i l l e r ' s  discussion of Ouologuem's p lag ia r ism s in  Blank Darkness, 
A f r i c a n i s t  D iscourse  in  F re nch , 1985.

2. See, fo r  example, C h r is t in e  G le d h i l l  ( e d . ) , A Guide to  the S t a r s , 
1991, pass im .

3. Most of these p aratex tua l fe a tu re s  are enumerated by Genette in  
S e u i l s , 1987.

4. Souveni rs  de Paul Lesp ts  in  Lautrkamont, Oeuvres com p le tes , ed. 
Walzer (1970), p . 1024.
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5 5 - 1  F I G U R E S  O R  A U T H O R I T Y

1. BYRON, LAMARTINE & NAV1LLE

Guyard i l l u s t r a t e s  the in fluence  of Lamartine on Ducasse by making

several in te r te x tu a l  connections, none more s t r ik in g  than h is

discovery th a t Ducasse transforms a l in e  from Lam artine 's  M e d i ta t io n s

in the s t rophe  des poux:

Je te  salue, 6 mort! L ib £ ra teu r  c e le s te .  (£. ' Im m o r ta l i te*)
Je te  salue , s o le i l  le v a n t ,  l ib ^ r a te u r  c e le s te .  (Chant  I I . 9)

This a n t ic ip a te s  word-for-word c o rrec t io n  in  Poes ies I I ,  ra re  evidence

of methodological c o n t in u ity  in Ducasse's oeuvre and i t s e l f  a p re - te x t

fo r  the correc tions  in Poesies  of two other passages from Lamartine.

Though Guyard does re fe r  to Poesies  fo r  the expression of Ducasse's

c r i t i c a l  d if fe re n ce s  with Lamartine, c i t in g  nine re fe rences  to  him, he

misses the two te x tu a l  re v is io n s . The less immediately s t r ik in g  of

them is  embedded in the la s t  pages of Poes ies 11,  transforming a

conventionally  melancholic sentiment expressed in  the

Harmonies poe t iq ues  e t  r e l i g i e u s e s , Book I l l s

Rien n 'e s t  v r a i , r ie n  n 'e s t  faux; to u t  est songe e t  mensonge.
(Le Tombeau d 'u ne  mere,  p .264) 

Rien n 'e s t  faux qui s o i t  v r a i ;  r ie n  n 'e s t  v ra i  qui s o i t  faux.
Tout est le  c o n tra ire  de songe, de mensonge. (P I I .1 3 7 )

The other corrects  a l in e  from a famous passage in the  Premieres

m e d i t a t i o n s , where Lamartine h im self adopts a c o r re c t iv e  stance

towards a f ig u re  of a u th o r i ty :
Im p arfa it  ou d£chu, 1 'homme est l e  grand myst^re.

( L ‘ Homme. A Lord Byron,  p . 123) 
Non im p a r fa i t ,  non d6chu, 1 'homme n 'e s t  p lus le  grand myst^re.

( P I I .2 7 )

Here Ducasse a lig n s  h im s e lf ,  b r i e f l y ,  w ith  orthodox C h r is t ian  

c r it ic is m s  of Lam artine 's  'po6sie du d o u te '.  Three years before  

Poes ies ,  N a v i l le  had corrected the same passage in the  fo u rth  chapter 

of Le Probieme du * a l  (a chapter annotated by Ducasse h im se lf,  

a p p a re n t ly ) :



M. de Lamartine s 'e s t  f a i t  l 'harmonieux in te r p r £ te  de la  pens£e 
que je  combats, du choix ci f a i r e  en tre  la  d o c tr in e  de la  chute 
e t la  doc tr ine  du progress

L'homme est un Dieu tomb£ qui se souvient des c ieux.
S o it que, d £sh £rit§  de son antique g lo i r e ,
De ses destins perdus i l  garde la  m£moire;
S o it que de ses d £s irs  1 'immense profondeur
Lui presage de lo in  sa fu tu re  grandeur:
Im p arfa it  ou d£chu, 1 'homme est le  grand myst£re. (p,18S)

Despite h is  claim  to  have c r i t i c i s e d  Byron from a C h r is t ia n  

perspective , Lam artine 's  C h r is t ia n i t y  is  read by Navi l i e  as un­

orthodox, in fec ted  by h is  Byronism. His Byron is  an 'en fan t d£chu', 

'un ange tombe'. He t ra n s f ig u re s  t h is  'E s p r it  m yst£rieux, m o r te l , ange 

ou demon' ('Qui que tu s o is ,  Byron'®) in to  a Pascalian Everyman,

l 'Homme of the poem's t i t l e .  This is  the  t r a n s f ig u r a t io n  th a t  b e fa l ls

the angel Cedar in La Chute d ' un ange , a work both f r e n e t i c a l l y  

Byronic and th e o lo g ic a l ly  dubious:

Tous les  anges mes f r £ re s  ( . . . )
M 'ap e llen t en v a in ,  moi seul je  re s te  en bas:
( . . . )  Soeur jum elle  de moi! ( . . . )
Combien de f o is ,  te n te  par un a t t r a i t  trop  ten d re ,
Ne pouvant t 'C le v e r ,  je  b rO la is  de descendre 
D'abdiquer ce dest in  ( . . . )
E tre  homme! quel d e s t in !  (p p .35-6)

As Ducasse points  out in  Poesies  11.55, Lamartine was mistaken i f  he 

believed th a t  ' l a  chute d'un ange d e v ie n d ra it  1 'E le v a t io n  d'un Homme'.

To read Byron in Pascalian terms i s  not in  i t s e l f  an 

unorthodox p o s it io n ,  th e o lo g ic a l ly  or c r i t i c a l l y :  the conjunction is

made by N a v i l le  in Le Probieme du » a l ,  w r i t in g  on Byron (p .204) , and 

had been made e a r l i e r  by Sainte-Beuve, w r i t in g  on Pascal. But 

Lamartine expands the dichotomy Pascal sees in man ( ' I I  y a deux 

natures en nous, l 'u n e  bonne, 1 'a u tre  mauvaise'2 ) to  c re a te  a genuine 

'monstre incom prehensible ', reading the  d u a l i t y  in  Byron as a 

d ia le c t ic  of the non-human, ' f a i b l e  atome' and 'd ie u  tombe', 

' im p a r fa i t  ou d£chu', ' l e  grand m yst£re '.  This  anti-hum anist  

m y s t if ic a t io n  is  d isp e lled  by Ducasse in Poesies  11 .27 , and f iv e  

paragraphs l a t e r  in a co rrec tio n  of P asca l's  most famous statement of 

the p o s it io n :
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Quelle chim£re es t-ce  done que 1 ' homme! Quelle  nouveaut£, quel 
chaos, quel su je t  de c o n tra d ic t io n !  Juge de tou tes  choses,
im becile  vers de te r r e ;  d £ p o s ita ire  du v r a i ,  amas d ' in c e r t i tu d e ;
g lo i r e  et rebut de 1 'un ivers : s ' i l  se van te , je  1 'abaisse; s ' i l  
s 'ab a isse , je  le  vante; et je  le  c o ntred is  to u jo u rs , jusqu'et ce 
q u ' i l  comprenne q u ' i l  est un monstre incomprehensible.

For Ducasse man is  ' l e  vainqueur des ch im £res ',  ' l a  g lo i r e ,  non le  

rebut de 1 'u n iv e rs ':  ' I I  p a rv ie n t k comprendre q u ' i l  est la  soeur de

1 'ange. I I  n 'y  a r ie n  d ' incomprehensible. ' The s u b s t i tu t io n  o-f 

Lam artine 's  'soeur de l 'a n g e '  -for P asca l's  'monstre' casts Pascalian  

ambivalence down with Lamartinian m y s t i f ic a t io n  as mere l i t e r a r y

sophism, premised on such th eo lo g ica l sophisms as the  F a l l .

The dogma of the F a l l  i s  the premise of Ducasse's  

philosophical d if fe re n c e  with Pascal and Lam artine, and also with  

N a v i l le :  'L'homme est p a r f a i t .  L'£me ne tombe pas. Le progress e x is te .  ' 

( P I I . 1 2 ) .  N a v i l l e 's  d if fe re n c e  with Lamartine is  more a d if fe re n c e  

over in te r p r e t a t io n ,  over how to  read the F a l l .  He contests

Lam artine 's  b e l ie f  that there  i s  a choice to be made 'e n tre  la  

doctr ine  de la  chute et la  doctr ine  du p ro g r^ s ',  th a t  there  is  a 

co n trad ic t io n  between the two d octr ines; fo r  N a v i l le  they are  

compatible. Where Ducasse would agree w ith N a v i l le  is  in  the  manner of 

expressing a philosophical d i f fe re n c e :

Je r6ponds au poete, en usant de ses expressions, dont j ' a l t £ r e  
la  beauts pour les  m ettre au s e rv ice  de mon id6e:

Im p arfa it  et  d6chu, l'homme v i t  sur la  t e r r e ;
Mais e 'e s t  un Dieu tomb& qui se souvient des c ieux . ( p . 188)

In h is  own 'r£ponse au poete ' Ducasse l ike w is e  a l t e r s  the  beauty of

Lam artine 's  expression to  serve h is  idea. The o r ig in  of Ducasse's

notion of the p ra c t ic a l  value of r e - w r i t in g ,  i f  i t  can be tra c e d ,  can

probably be traced here; correc tion  in Poks ies  re ve a ls  the in fluence  

not only of the 'philosophes and po&tes maudits' he c i t e s ,  but a lso of 

c i t a t io n a l  th e o r is ts  l i k e  N a v i l le .  In Guyard's proto-Bloomian model of 

in f lu en ce  Ducasse is  Lam artine 's  r e b e l l io u s  son; he re ,  towards 

N a v i l le ,  he appears more d o c i le ,  heeding the lessons of a wise, i f  

unimposing, p rogen ito r .

I f  i t  seems unnatural th a t Ducasse is  son to  more than one

fa th e r ,  the need is  a l l  the g re a te r  to  e s ta b l is h  th a t  N a v i l le  i s  not 

ju s t  a temporary s u b s t i tu te  fo r  some more le g i t im a te  a u th o r i ty ,  and we
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must avoid the? temptation to impose on Ducasse our own view of th is

mediocre m o ra lis t .  Aside from o f fe r in g  lessons in  p ra c t ic a l  c r i t ic is m ,

Navi l i e ' s  Le Problkme du mal as a te x t  i s ,  in Ducasse's reading of i t

( l e t t e r  5, dated 2 7 .1 0 .1 8 6 9 ) ,  an archetype of the  in f l u e n t i a l  te x t :

Ernest N a v i l le  (correspondent de l ' I n s t i t u t  de France) a f a i t  
1 'ann£e d e rn i£ re ,  en c i t a n t  le s  philosophies e t  les  pontes 
maudits, des conferences sur l e  problkme du n a l , k Gen£ve et k 
Lausanne, qui ont dQ marquer leur tra c e  dans les  e s p r i ts  par un 
courant in sen s ib le  qui va de plus en p lus s 'e ia r g is s a n t .

Moreover, N a v i l l e 's  c i t a t io n a l  p ra c t ic e  o f f e r s  an unexampled 

opportunity  fo r  the incorporation  of Ducasse's own te x t  in to  modern 

1i te r a t u r e :

Je lu i  enverrai un exem plaire. Dans le s  e d i t io n s  suivantes, i l  
pourra p a r le r  de moi, car je  reprends avec plus de vigueur que 
mes predecesseurs c e t te  these e trange, et son l i v r e  ( . . . )  me 
fe ra  connaftre  indirectem ent en France. C 'es t une a f f a i r e  du 
temps.

N a v i l le  appears to  j u s t i f y  such optimism by descr ib in g , in  the  

conclusion to  h is  le c tu re s ,  how su scep tib le  he i s  to overtures from 

the pub lic :

Avant l 'o u v e r tu re  de nos reunions, k 1 'occasion du t i t r e  sous 
lequel el les  ont etes annoncees, j ' a i  regu de 1 'e tranger une 
l e t t r e  e c r i t e  par une plume que guide une lime d 'a r t i s t e .  On me 
demandait si ce n 'e s t  pas la  contemplation du beau et du bien 
qui est s a lu ta i r e ,  et s ' i l  n 'e s t  pas dangereux de trop regarder  
le  mal. Je reponds: 11 n 'e s t  pas bon de regarder le  mal, et i l
fa u t  se h£ter d'en detourner les  yeux, si on se sent f a ib le  en 
sa presence, et qu'on a i t  la  c r a in te  fondee de ceder k ses 
s o l i c i t a t i o n s ,  au l ie u  de le  combattre. l ia is  le  mal est l i e  si 
intimement k notre  v ie  q u ' i l  se montre sans q u ' i l  s o i t  besoin de 
le  regarder; e t  comme 1 'a d i t  Pascal: ' I I  est bon de
s'accoutumer k p r o f i t e r  du mal, p u is q u ' i l  est si o rd in a ire ,  au 
l i e u  que le  bien est s i r a r e ' ,  ( p .323)

This sentiment is  echoed in  P o i s i e s i

A quoi bon regarder le  mal? N 'e s t - i l  pas en m inorite?  Pourquoi 
pencher la  t£ te  d'un lyceen sur des questions q u i,  fa u te  de 
n 'a v o ir  pas 6 t£  comprises, ont f a i t  perdre la  le u r  £ des hommes 
t e l s  que Pascal e t  Byron? ( P I . 49)

We may even speculate th a t  the '3me d ' a r t i s t e '  to  whom N a v i l le  re fe rs  

is  Ducasse h im self. The ob jection  ra ised in the  l e t t e r  to N a v i l le  

agrees well enough with the p o s it io n  in  Pods ie s ,  and in many respects



Poesies  and Le Problkme du aai can be read as opponents occupying the

same ground. Where N a v i l le  speaks o-f ' l a  l u t t e  contre le  mal' ( p .244),

and of how ' i l  est beau de prendre part A la  grande l u t t e '  (p .2 74 ),

Ducasse repudiates the struggle: 'C a c h e - to i , g u e rre ';  ' I u t t e r  contre

le  mal est lu i  f a i r e  trop d'honneur' (P I I .8 1  & 104). Where N a v i l le ,  in

h is  chapter on la  negat ion  du mal,  a ttacks  those sophists who argue

th a t  'Tout est b ien ' ( p . 105), tha t e v i l  is  necesary and th e re fo re

good, Ducasse bypasses ' l e  sentiment des l u t t e s ' ,  transcends ' l e  genre

des m o ra lis te s ,  qui ne fon t que constater le  mal, sans indiquer le

remade' ( P I I . 8 2 ) ,  and o f fe rs  h is  own s o lu t io n :  ' l e  bien est la

v ic t o i r e  sur le  mal, la  negation du mal. Si l 'o n  chante le  b ien , le

mal est 61imin£ par cet acte congru' ( P I I . 4 3 ) .  His so lu t io n  may appear

s im p l is t ic  beside the three  hundred and twenty pages of analys is

culminating in N a v i l l e 's  so lu tion : ' l a  f o i ' ,  ' l a  p r i £ r e ' ,  and ' l e  nom

de J£sus de N azare th '.  But th a t  s im p l ic i ty  is  the economy that comes

from dispensing with dogma:

Je n 'accepte pas le  mal. L'homme est p a r f a i t .  L'Sme ne tombe 
pas. Le progr£s e x is te .  Le bien est i r r £ d u c t ib le .  Les
a n t ic h r is ts ,  les  anges accusateurs, les  peines i t e r n e l l e s ,  les  
re l ig io n s  sont le  p rodu it du doute. (P I I .1 2 )

La fo i  est une vertu  n a tu re l le  par la q u e l le  nous acceptons les  
v i r i t i s  qu'Elohim nous r i v i l e  par la  conscience. ( P I I .4 1 )

Je ne connais pas d 'a u tre  gr£ce que c e l le  d 'e t r e  n i .  ( P I I .4 2 )

Ducasse's d e f in i t io n  of f a i t h  here is  not only unorthodox, i t  i s  an

o v e r t ly  c o rre c t iv e  re -read in g  of the catechism (see page 101, above):

La fo i  est une vertu  s u rn a tu re l le  par la q u e l le ,  avec l ' a id e  de 
1 ' in s p i ra t io n  et de la  grace de Dieu, nous croyons v ra ies  les
choses q u ' i l  nous a r i v i l i s .

This d e f in i t io n  of f a i t h  is  re g u la r ly  r e i t e r a te d  in orthodox C atholic  

t e x ts ,  and was immediately a v a i la b le  to  Ducasse in the  chapter on

Fa ith  in  Mathieu B ra n s ie t 's  Houveau T r a i t k  des d e v o i r s  d'un c h r ^ t i e n  

envers  D ie u ,3 a book he owned but had l e f t  in  l io n tiv id eo , o r ,  at very  

short n o t ic e ,  in  the  Vatican C o u n c il 's  statement De F i d e , d e l ive red  on 

24 A p r i l  1870, two months before Poksies I I  was deposited at the  

Bib lio th£que  N ationa le . His h o s t i l i t y  towards C h r is t ia n i t y  opposes him 

equally  to the Roman C atho lic  Church and to  N a v i l l e ,  a p ro te s ta n t ,

though h is  correc tions  of the Swiss theologian are less  tex tu a l than 

them atic . In Le Problkme du aai ' l a  p r i£ r e ,  la  v ra ie  p r i£ r e  d o it  6 tre



210

la  source de 1 'ac tio n  pour le  b ien . A qui d i r a i t :  Agissez au l ie u  de 

p r ie r !  nous devons tou jours  r£pondre: Je p r ie  pour avo ir  la  -force

d 'a g i r '  (p .303). For Ducasse, 'La p r i£ r e  est un acte -faux' ( P I I . 3 9 ) ,  

repud iating  the p rac t ices  o-f r e l ig io n  as he dispenses with i t s  dogmas. 

N a v i l l e 's  analys is  of e v i l  is  s im i la r ly  dogmatic, based on reading the  

F a l l  as an act of f re e  w i l l :  the e v i l  proceeds from roan, from his

freedom to  choose between good and e v i l .  'Let oCi i l  n 'y  a pas de 

l i b e r t y ,  i l  n 'y  a ni bien, ni mal' (p .214 ).  Ducasse denies roan th is  

freedom -  'Nous sommes l ib r e s  de f a i r e  le  bien ( . . . )  Nous ne sommes 

pas l ib r e s  de f a i r e  le  mal' ( P I I . 29-31) -  as he has denied the F a l l ,  

re je c te d  the doc tr ine  of grace and a ff irm e d  man's p e r fe c t io n .

N a v i l l e 's  a u th o r i ty ,  l i k e  P asca l's  'm onstre ',  has two sides  

to  i t ,  ' 1 'une bonne, l ' a u t r e  mauvaise': good in so fa r  as he engages

w ith the questions that in te re s t  Ducasse, o f fe r in g  a forum and a 

s tra teg y  fo r  in te rv e n t io n ,  bad in s o fa r  as he represents  a C h r is t ian  

m o ra lity  which Ducasse repudiates . L am artine 's  case is  more simple. As 

c r i t i c  of Byron he claims an a u th o r i ty  to  which, as C h r is t ian  

m elancholic, he is  not e n t i t l e d .  He lapses in to  despair on the death 

of E lv i r e ,  and though he repents, h is  repentance proclaims a 

res ig n a tio n  th a t  is  anathema to  Ducasse:

. . .  mon espoir s 'envoi a!
Pardonne au d£sespoir un moment de blaspheme,
J ' o s a i . . .  Je me repens: G lo ire  au m attre  supreme!
I I  f i t  1 'eau pour c o u le r ,  1 'aqu ilon  pour c o u r i r ,
Les s o le i ls  pour b rQ le r ,  e t l'homme pour s o u f f r i r .

(L'Homme, in  Premie res  m e d i t a t i o n s , p . 129)

Lamartine fa i l e d  in  his contest with Byron. He was not ' l ' a u t r e  po£te 

( . . . )  capable de se presenter comme son r i v a l '  ( P I . 2 2 ) ,  ' l e  combattre 

avec avantsge'; ab le  to  convert him in  the  name of ' l e  bien e x c lu s i f ' .

Byron's a u th o r ity  is  p a rad o x ica l,  but not ambivalent in the  

Pascalian sense. Ducasse admires h is  i n t e g r i t y ,  revea led  by h is  

exceptional grasp of ' l e  probl£me du m a l' .  He was:

Une £me qui n 'a p p a r t ie n t  pas au v u lg a ire  des hommes, et qui se 
t r o u v a it  A son a ise dans les  consequences dern i^res  d'un des 
deux moins obscurs probl£mes qui in te res s en t le s  coeurs non­
s o l i t a i r e s :  le  b ien , le  mal. I I  n 'e s t  pas donn£ A quiconque
d'aborder le s  extremes.
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Even before PoGsies,  Byron is  an a u th o r i ty  of s o r ts .  His Manfred 

provided the type of Maldoror, the u l t im a te  f ig u r e  of ' l e  mal 

e x c lu s if  ':

C '£ t a i t  quelque chose dans le  genre du Manfred de Byron et du
Konrad de Misgkiewicz, mais, cependant, bien plus t e r r i b l e .

( l e t t e r  7)

I t  is  tru e  th a t  Maldoror, who declares th a t  'on ne me v e rra  pas, £ mon 

heure d e rn i£ re ,  entour£ de p r£ tre s '  (Chi. 1 2 ) ,  is  a hero 'b ien plus 

t e r r i b l e '  than Manfred, who g lad ly  exp ires  in the  arms of a p r ie s t .  

This la s t  d e ta i l  is  c ite d  by l 'ab b £  Baunard, a longside other examples 

of approximate repentance, as evidence th a t  Byron was in  h is  h eart  a 

C h r is t ia n ,  a lb e i t  of the melancholic Lam artin ian v a r ie ty  (te  Doute e t  

ses v i c t i m e s . , . ,  p . 194). But Baunard's case i s  unconvincing. He may be 

able  to demonstate Byron's b e l ie f  in the  im m o rta li ty  of the soul 

( p . 173), but th a t alone is  not evidence of C h r is t ia n  orthodoxy. As 

Ducasse says, ' 1 ' im m o rta l i ty  de 1 'Sme est v i e i l l e  comme le s  assises du 

monde' ( P I . 4 2 ) ,  and not an in h e re n t ly  C h r is t ia n  b e l i e f .  Baunard cannot 

prove Byron's acceptance of any more s p e c i f ic  dogma. A b e l ie f  in 

degraded mankind, a m o ra li ty  th a t  promises Paradise and th rea ten s  ' le s  

peines y t e r n e l l e s ' ,  is  re je c te d  with the same single-mindedness by 

Byron and Ducasse, the one as 'chantre  des e n fe rs '  and of ' l e  m a l ' ,  

the other as voice of ' l e  bien e x c lu s i f ' .

Ducasse constructs Byron as type of the  e x c lu s iv i ty  he 

advocates, a negative f ig u re  of a u th o r i ty .  This is  a d i f f e r e n t  Byron 

from the f ig u re  of d ec lin in g  importance common in  accounts of Second 

Empire poetry; a post-Byronic e ra ,  by those accounts. Ducasse's  

Byronism, i f  i t  is  not to  be read as an anachronism, a response to  the  

d ec lin in g  a u th o r ity  of a Lamartine, or to  the  paroch ia l a u th o r i ty  of a 

N a v i l le ,  has to  be s itu a te d  w ith in  i t s  contemporary d is cu rs ive  

context ,  the s p e c if ic  's i tu a t io n  de Byron' of the  1860s.



2. P0ST-BYR0N1SI1

Studies of the in fluence  of Byron on n in e teen th -cen tu ry  French

l i t e r a t u r e  concentrate on the period demarcated by Est£ve in his  book 

Byron e t  l e  romantisme f r a n g a i s  (1815-1850).  Est£ve 's  account o-f his  

in f lu en ce  on la t e r  w r ite rs  f inds  only one adept worth considering at 

len g th , and needs ju s t  the space of an a r t i c l e :  'Byron en France apr£s 

l e  romantisme; Le byronisme de Leconte de L i s l e ' .  The omission o-f 

Ducasse is  a re g re t ta b le  symptom of h is  la t e  en try  in to  the canon of 

great post-Romantics.

The consensus is  th a t  by the 1860s Byron's re p u ta t io n ,

a r t i f i c i a l l y  prolonged by successive t r a n s la t io n s  and the advocacy of 

h is  immediate d is c ip le s ,  had f i n a l l y  diminished. The death of Musset 

and Lam artine 's  f a l l  from the Muse's favour had allowed France to 

catch up with the English-speaking world, where Byron had been pass6 

fo r  decades. For Hugo Byron was no longer a re fe ren ce  p o in t ,  f ig u r in g  

n e ith e r  in  the pantheon of 'Mages', from Les Contemp la t ions  (1856),

nor among the 'Genies' ce lebrated  in  h is  H i l l i a m  Shakespeare (1864). 

The new generation of poets acknowledged more immediate masters, among 

them Musset and Hugo, but also G au tie r ,  B aude la ire  and Leconte de

L is le .  For a l l  of these Byron e ith e r  had been or remained a master, 

but t h e i r  fo llo w ers  could w ithout d i f f i c u l t y  ignore or s i f t  the 

Byronism from th a t  which they wished to  preserve.

Hugo made th e ir  task e as ier  by h is  s i le n c e ,  but 1867 saw the 

r e -p u b l ic a t io n ,  in L i t t e r a t u r e  e t  p h i l o s o p h i e  m & l ie s ,  of h is  

m ag is te r ia l  ob ituary  a r t i c l e  from 1824, reminding younger readers of 

h is  e a r l i e r  enthusiasm. Musset's Byronism was impossible to ignore ,  

but was expiated by h is  premature death, an o b je c t  lesson in the  

dangers of succumbing to  dangerous in f lu e n c e s .  S u l ly  Prudhomme's 

A A l f r e d  de Musset (p a r a l le l in g  both Musset's L e t t r e  h M, de Lamart ine  

and Lam artine 's  address to  Byron in  L'Homme) comes f i r s t  to  pra ise  his  

su b jec t,  but then chastises him fo r  the  same f a u l t s  as Lamartine found 

in h i s  chosen mentor. The f ix e d  assoc iation  of G au tier  with h is  Emaux 

e t  Camies and '1 '£cole p la s t iq u e ' ,  i f  resented by G autier  h im se lf,  at 

le a s t  enabled h is  admirers to  read h is  Byronism as no more than the 

youthful enthusiasm evoked in  the Souven i rs  Romant i q u e s,A B aude la ire 's
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Byronism is  more d i f f i c u l t  to  ignore when he ranks Byron alongside Poe

as exemplar of ' l ' a r t  moderne':

Maturin dans le  roman, Byron dans la  po£sie , Poe dans la  po£sie  
et dans le  roman an a ly t iq u e , 1 'un malgry sa p r o l i x i t y  et son 
verbiage, si dytestablement im ity  par A lf re d  de Musset, l ' a u t r e ,  
malgry son i r r i t a n t e  concis ion , ont admirablement exprim£ la
p a r t ie  blasph^matoire de la  passion. ( . . . )  Je veux d ire  que 
l ' a r t  moderne a une tendance e ssen tie l lem en t d£moniaque.®

To the degree that Baudelaire  did not im i ta te  Byron's p r o l i x i t y  and

verb iage, however, h is  p ra c t ic e  could be d is t in g u ish ed  from h is  theory

and h is  example could s t i l l  be fo l lo w ed . The imputed Byronism of

Leconte de L is le ,  f i n a l l y ,  need not have imposed upon those fo llow ers

who could c i t e  th is  passage from the preface  to  the Poemes a n t iq ues

(1352 ),  where ' l a  po£sie moderne' designates the old poetry tha t the

Parnassian School is  about to  render o b se le te :

La po6sie moderne, r e f l e t  confus de la  p e rso n n a lity  fougueuse de 
Byron, de la  r e l i g i o s i t y  fa c t ic e  de Chateaubriand, de la  re v e r ie  
mystique d 'ou tre -R h in  et du r^a lism e des L a k is te s ,  se tro u b le  et 
se d iss ip e . Rien de moins v ivan t e t  de raoins o r ig in a l  en s o i , 
sous l 'a p p a r e i l  le  plus spycieux. Un a r t  de seconde main, 
hybride e t incohyrente. (A r t i c l e s , e t . , p . 116)

In 1864 Barbey d 'A u r e v i l ly ,  an in v e te ra te  B y ro n is t ,  sums up the  

contemporary rep u ta tio n  of h is  'Pauvre grand B y ro n !':

I I  n 'es t  pas heureux en France, depuis quelques annyes ( . . . )  I I  
s 'y ta ie n t  rencontry une Ecole, ( . . . )  la q u e l le  a trouvy que l u i , 
Byron, 1 'auteur du C o r s a i r e , de L a r a , du G ia o u r , de Don Juan , et 
de ta n t  d 'a u tre s  ch efs -d 'oeuvre , y t a i t ,  en termes de c e t te  
Ecole: horrib lem ent p o n c i f .  (Le XIXe s i i c l e ,  I . ,  p . 8 0 . )

There is  more Byronism in  P o i s i e s  than in  the  'poysies ' of

any exemplar of th is  new 'y c o le ' .  Even counting as one h is  enumeration 

of Byronic types -  ' l e s  Konrad, les  Manfred, les  Lara , les  marins qui 

ressemblent au C o rsa ire ' ( P I . 23) -  Byron is  second only to  Hugo and 

Lamartine fo r  the number of re ferences  in P o i s i e s , and alone in 

warranting so considered a reading as P o i s i e s  1 .2 2 ,  described by 

Pleynet as ' l e  plus bel hommage qui a i t  y ty  rendu A la  Grande-T6te- 

Molle de Byron' ( L a u t r i a n o n t , 1967, p . 164). P leynet exaggerates. The

p ra ise  in  that passage is  f a r  from u n q u a l i f ie d ,  and as 'hippopotame 

des jungles  in f e r n a le s ' ,  'grand c r im in e l ' and c re a to r  of 'd ia b le s  en 

c a r to n s ' ,  Byron rece ives  the same severe treatm ent meted out to other
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Romantics. Nonetheless, compared with the  in d i f fe r e n c e  o-f contemporary 

poets, Ducasse's q u a l i f ie d  apprec ia tion  of Byron makes him more the 

a l l y  of the s ix ty -y e a r -o ld  Barbey than of any new breed post-Romantic.

One explanation of Ducasse's unfashionable  in te re s t  in Byron 

is  simply th a t Poesies  are not in fa c t  'p o e s ie s ' ,  where Byronism would 

be out of p lace , but discourse on poetry : an in te rv e n t io n  in the

l i t e r a r y  h is to ry  being w r it te n  in the  Second Empire. Though h is  vogue 

had passed among poets, w ith in  the l i t e r a r y  h istoriDgraphy of the

1860s Byron remained a fo rc e fu l  presence. An a r t i c l e  by Louis Etienne  

in  the Revue des Deux-i lorides of 1869, 'Un re to u r  vers Byron a propos

de nouvelles p u b l ic a t io n s ' ,  is  both a serious c r i t i c a l  study in i t s

own r ig h t  and a c h e c k l is t  of the decade's var ied  h is to r io g rap h ic a l  

output on Byron, from anecdotal memoirs to  c r i t i c a l  re a d in g s .*  Most of 

the nine p u b lica t io n s  l is t e d  are b io g ra p h ic a l ,  and even then he omits 

Mondot's H i s t o i r e  de la  v ie  de B y ron , from 1860, Baunard's chapter in  

Le Doute e t  ses v i c t i x e s , and Lam artine 's  Vie de Byron,  published in  

Le C o n s t i t u t i o n n e l  in  1865.

The most substan t ia l of the te x ts  l i s t e d  by Etienne is  the  

Marquise de G u ic c io l i 's  two-volume Lord Byron jug§  par des t ^ x o in s  de 

sa v i e , published anonymously in  France and under her own name in  

England. This is  an a u th o r i ta t iv e  attempt to  c o rre c t  the d is to r t io n s  

of her predecessors in  the b iographical f i e l d ,  invoking an a u th o r ity  

derived la rg e ly  from her adulterous involvement with Byron in the  

1820s (she f ig u re s  alongside him in  the 'sc#ne de le c tu r e '  evoked by 

Musset in  h is  L e t t r e  £ W. de L a x a r t i n e ) . G u ic c io l i  tu rns  f i r s t  to  the  

re c e n t ly  deceased Lamartine, evoking h is  debt to  h is  precursor as she 

re g re ts  the inaccurac ies  and in ju s t ic e s  of h is  l a t e r  rev is io n ary  

a t t i t u d e  in  the Cours i a x i l i e r s  de l i t t e r a t u r e  and in the pages of Le 

C o n s t i t u t i o n n e l . O b itu a r ies  of Lamartine took the same opportunity  to  

assess h is  Byronism, and the death in  t h is  period o f Baudelaire ,  

Vigny, and (a l i t t l e  e a r l i e r )  of Musset, provided s im i la r  occasion fo r  

c r i t i c s  to  consider the in f lu en ce  of Byron on French Romanticism as a 

whole. The re -p u b l ic a t io n  of such c r i t ic is m  in  book form 

(Sain te-Beuve's  L u n d is , Barbey's Les Oeuvres e t  l e s  Hoaxes) gave 

re ference to  Byron h is to r io g ra p h ic a l  s o l id i t y .

More s ig n i f ic a n t ,  however, than any passing re ference  or two- 

volume biography was the space given over to  Byron in  the decade's
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most p res t ig io u s  piece o-f l i t e r a r y  h is to r y ,  T a in e 's  -four-volume 

H i s t o i r e  de l a  l i t t i r a t u r e  a n g l a i s e , from 1864. The f i f t h  volume,

dealing with ' le s  grands V ic to r ie n s ' ,  wasn't published u n t i l  1872, so 

th a t  the 1864 e d it io n  comes to  a climax in  the  n inety -page  chapter 

devoted to  Byron. Taine uses him as the  conclusive te s t  of h is  theory  

of in f lu e n c e ,  of the w r i te r  as m irror of the  environment in  which he 

i s  nurtured. Of English w r i te r s ,  Byron is  's i  grand e t s i an g la is  qu'A 

lu i  seul i l  nous apprendra sur son pays e t  sur son temps plus de

v £ r i te s  que tous le s  autres ensembles' ( p .3 35 ) .  T a in e 's  n in e ty  pages 

are more worthy of P ley n e t 's  accolade than Ducasse's paragraph; the  

chapter i s ,  according to  Barbey, 'une de p lus  b e l le s  choses de c e t te  

h is t o i r e '  (op. c i t ,  p .81) and i t  c e r t a in ly  helped renew Byron's  

p re s t ig e  in  a p o te n t ia l ly  h o s t i le  environment.

3. SYRONIC TYPES
. . .  ce qui f a i t  de cet homme un type d ' excep tion . 7

Reading Byron as a type of Englishness, as Taine does, redresses the  

commonplace mythologisation of him as somehow beyond the  human sphere, 

as 'e s p r i t  mysterieux, m o rte l , ange ou demon' .  For Ducasse, as fo r  

Lamartine and fo r  most of t h e i r  contem poraries, Byron cannot be 

measured by conventional human standards: 'une £me qui n 'a p p a r t ie n t

pas au v u lg a ire  des hommes', 'excessivement i n t e l l i g e n t ' ,  'p lus  grand 

que les  g£nies o r d in a ir e s ' ,  'doue d'une in t e l l ig e n c e  e x c e p t io n n e l le ' , 

'un des quatre ou cinq phares de 1 'humanity ' ( P I . 2 2 ) .  Of course Taine 

also considers Byron to  be excep tio n a l;  i t  i s  a lso  by h is

in c o m p a t ib i l i ty  with English conventions, by h is  u n t y p ic a l i t y ,  th a t  he

i l lu s t r a t e s  them, but he can exp la in  how Byron is  exceptional w ithout 

recourse to  the language of theology. Nor does Taine subscribe to  the  

commonplace c o ro l la ry  of the  f i r s t  myth, according to  which Byron's  

exceptional nature gives him a demonic power over innocent young mens' 

souls, leading them by example in to  d is s o lu t io n  and an e a r ly  death. He 

doesn't deny th a t Romanticism has claimed many l i v e s ,  b u t ,  fo r  Taine, 

Byron is  only the most i l l u s t r i o u s  of i t s  v ic t im s ,  and h is  e leg iac  

conclusion attempts a t ra g ic  grandeur:

Ainsi v£cut e t  f i n i t  ce malheureux grand homme; la  maladie du 
s ie c le  n 'a  pas eu de plus i l l u s t r e  p ro ie .  Autour de l u i ,  comme 
une hecatombe, gisent les  a u tre s ,  b lesses aussi par la  grandeur 
de leu rs  fa c u lte s  e t 1 'intemperance de le u rs  d e s irs ,  les  uns
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d te in ts  dans la  stupeur ou 1 ' iv re s s e ,  les  autres us6s par le  
p l a i s i r  ou le  t r a v a i l ,  ceux-ci p r£ c ip i t6 s  dans la  -fo lie  ou le  
s u ic id e , ceux-lA rabattus  dans 1 ' impuissance ou couches dans la  
maladie, tous secou^s par leu rs  n erfs  exasp6r£ ou en d o lo r is ,  les  
plus -forts portant leurs  p la ie  saignante jusqu'ci la  v ie i l l e s s e ,  
les  plus heureux ayant s o u f fe r t  autant que le s  a u tre s ,  e t  
gardant leu rs  c ic a t r ic e s ,  quoique gu£ris . Le concert de leu rs  
lamentations a rempli tou t le  s ie c le .

(L i t t £ r a t u r e  a n g l a i s e , I V . ,  p . 419)

T a in e 's  hyperbolic  de-fence comes c lose , in  i t s  language, to

the ty p ic a l  case -for the prosecution, where the strewn bodies o-f the

a-f-flicted are readers of Byron, 'v ic t im e s  du l i v r e ' .  In h is  a r t ic le s

published under that: t i t l e ,  w r it in g  a t the same time as Taine but at

the opposite end of the h is to r io g ra p h ic a l  s ca le ,  Jules V a l le s

c r i t iq u e s  those authors whose books have corrupted t h e i r  readers,

o f fe r in g  a h igh ly  Ducassian se lec t io n  of 'c i b le s ' :  Eug&ne Sue, La

L ande lle , Walter S cott, Fenimore Cooper, Hugo, Sand, Balzac, Dumas

(p£re e t  f i l s ) ,  F la u b er t ,  Baudela ire  and, of course, Byron:

I I  a tro u b le  aussi quelques ames, c e lu i - lA !  I I  a d£rang6 
quelques te te s !  ( . . . )  I I  y a v a i t  l a ,  dans ce melanges de fa rces  
lugubres e t d 'ac tio n s  g lo r ieu ses , de quoi f a i r e  tourner le  sang 
aux v a i l l a n t s  et la  t £ te  aux -fa ib les . ( Les R i f r a c t a i r e s , p. 156)

In V a l le s '  'longue s u ite  de personnes', Byron is  fo llowed by Musset, a

common sequ itu r: 'Ce q u ' i l  a £gar6 de ta le n t s ,  ce grand po6te, vous le

savez; ce q u ' i l  a f a i t  d 'iv ro g n es , on 1 ' i g n o r e . ' And a f t e r  ' 1 'absinthe

de Musset', 'c 'e s t  1 'opium de B a u d e la ire ' .  V a l le s  is  s ce p tic a l of

'c e t te  th g o r ie  de la  muse fo u e tt^ e  par la  b i£ re ,  des larmes battues

par 1 'a b s in th e ' ,  according to  which in to x ic a t io n  exerts  a p o s it iv e

in f lu en ce  on a poet, but he does subscribe to  the  theory th a t an

in to x ic a te d  poet is  a negative in f lu e n ce  on o th e r ,  would-be poets.

V a l le s  dep icts  Musset as a ' ty p e '  created by h is  im ita to rs :

I l s  avaient toujours rencontre le  po£te , l ' a u t r e  s o i r ,  dans une 
rue borgne, iv r e  e t  malade, cherchant le  gros c h i f f r e .
I l s  mentaient! Dans leu r iv re s se ,  et pour les  besoins de la  
cause, i l s  voyaient des Musset p a r to u t .  On m'en a bien montrer 
une d iza in e .  ( p . 158)

Once mythologised, the p o e t 's  behaviour is  emulated by readers who 

come to  unfortunate  ends as a consequence. The myth-making is  a l l -  

im portant. The author must be endowed with the power of a f i c t io n a l
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by casting h is autobiographical Confession d 'un en fa n t  du s i t c l e  as

f i c t i o n ,  supported posthumously by the f ic t io n a l is e d  responses of Sand

and Paul de Musset. Baudelaire  too contr ibu ted  to  h is  own mythology

with h is  personal ta s te  fo r  ' fo r f a n t e r ie s  et m y s t if ic a t io n s '® :

Chaste comme le  p a p ie r ,  sobre comme 1 'eau, port£  ct la  devotion  
comme une communiante, in o f fe n s i f  comme une v ic t im e , i l  ne me 
d £ p la i r a i t  pas de passer pour un d£bauch£, un ivrogne, un impie 
et un assass in .*

Otherwise so u n like  each o th er, both Musset and Baudelaire

i l l u s t r a t e  the paradox th a t  to  be a type the author must f i r s t  have

been constructed as exception (though th is  was no longer a paradox

a f t e r  the exemplary 'type d 'e x ce p tio n ' Byron). Musset's p ro te s ta t io n s

in La Confession d'un e n fa n t  du s i& c le  might in themselves convince

the reader th a t ' l a  maladie du s i£ c le '  was a disease a f f l i c t i n g  not

only Musset but most of h is  generation , but h is  exceptional 'g6n ie '

fo r  s u ffe r in g  is  what made him a type to be im ita te d .  In B aude la ire 's

case, Asselineau makes c le a r  how the  construction  of the exceptional

B audela ir ian  type was soon out of the o r ig in a l 's  hands:

Combien d 'au tres  ont to u t  aussi logiquement accuse 1 'auteur des 
F le u rs  du mal de f 6 r o c i t £ ,  de blaspheme, de depravation e t  
d 'h y p o c r is ie  re l ig ie u s e !  Ces accusations, qui l 'am usaient  
lo r s q u 'e l le s  lu i  6 ta ie n t  je t£es  directement dans la  discussion  
par un adversaire  i r r i t e  et dupe de ses a r t i f i c e s  de rh e to r iq u e ,  
avaient f i n i  par le  la s s e r ,  l o r s q u ' i l  s ' 6 t a i t  vu composer une 
legende d 'abomination. (Asse l ineau  & B a u d e l a i r e , p . 125)

When, in  h is  Commentaire sur  l e  d e r n ie r  p i l e r i n a g e  d ' H a r o l d , 

Lamartine asks:

Quand Lord Byron f a i s a i t  p a r le r  Manfred, le  C o rsa ire , ou Lara; 
quand i l  m e tta i t  dans leu r  bouche les  imprecations les  plus  
a ffreu ses  contre 1 'homme, contre  le s  in s t i t u t io n s  s o c ia les ,  
contre la  D iv in i t e  ( . . . )  a - t -o n  jamais confondu la  pensee du 
poete et c e l le  du brigand?10

The answer is  c le a r ly  yes. The 'Byronic typ e ' is  a fus ion  of the  

au th o r 's  'e x c e p tio n a l '  b iographica l persona and h is  'e x c e p t io n a l '  

f i c t io n a l  c rea t io n s ,  a process th a t began immediately C h i lde  H a r o ld ' s  

P i lg r im a g e  was published, despite  Byron's own p ro te s ta t io n s  tha t he 

was not h is  c re a t io n ,  nor was h is  c rea tio n  'intended as example'. 

Ducasse, to  h is  c r e d i t ,  in s is ts  on d is t in g u is h in g  the  'sombres
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Poesies  1 .23 he s itu a te s  Byron among 'types d 'e x ce p tio n ' from the rea l  

world: the emperor Napoleon, the murderers Troppmann and Papavoine, 

the  p o l i t i c a l  assassin C h ar lo tte  Corday, and the p o l i t i c is e d  v ic tim  

V ic to r  Noir: 'Ces grands c r im in e ls ,  £ des t i t r e s  si d iv e rs ,  je  les

£carte  d'un g e s t e . ' His challenge is  issued against ' to u te  la  s 6 r ie  

des d iab les  en c a r to n s ' ,  f i c t io n a l  c rea tio n s  l i k e  M ick i6w icz 's  Konrad, 

l i k e  Goethe's Werther, Faust and Mephistopheles, and of course the 

d e f i n i t i v e  types of e v i l :  ' l e s  Manfred, les  Lara, le s  marins qui

ressemblent au C orsa ire , les  Don Juan, les  C a in ' .

4 . UNE DEPLORABLE ECOLE

Southey, poete la u r£ a t ,  d is a i t  de l u i ,  en beau s ty le  b ib l iq u e ,  
q u ' i l  te n a i t  de Moloch et de B e l ia l ,  mais surtout de Satan.

(Taine, L i t t 4 r a t u r e  a n g l a i s e , I V . ,  p . 395-6)

To have created 'd ia b les  en c a r to n ' is  a r e l a t i v e l y  minor e rro r

compared with the charge le v e l le d  against Byron f i f t y  years e a r l i e r  by

Southey, to  which Byron himself had responded in  h is  preface to  The

V is io n  o f  Judgment:

I t  has pleased the magnanimous Laureate to  draw the p ic tu re  of a 
supposed 'Satan ic  School' ,  the which he does recommend to the  
n o tice  of, the le g is la tu r e ;  thereby adding to  h is  other la u re ls  
the ambition of those of an in form er. I f  th e re  e x is ts  anywhere, 
except in  h is  im agination , such a School, is  he not s u f f i c i e n t ly  
armed against i t  by h is  own in tense v a n ity ? 11

Not only did such a school e x is t ,  but by the  time Ducasse w r ites  th a t

' i l  n 'a u r a i t  pas dd parcourir  le s  domaines sataniques' ( P I . 2 2 ) ,  Byron

had become permanently associated w ith  i t .  I t  i s  t ru e  th a t  th is

'ancienne £co le ' had grown to  accommodate such a d iv e r s i ty  of f ig u re s

th a t  none but the purest of s p i r i t  could cla im  exemption. Ducasse's

r o l l - c a l l  even includes Byron's o r ig in a l  calum niator a longside him:

J 'a i  chants le  mal comme on f a i t  M icki§w ickz, Byron, Southey, A. 
de Musset, Baudelaire  ( . . . )  C 'es t tou jours  le  bien qu'on chante 
en somme, seulement par une m^thode plus philosophique e t  moins 
naive que 1 'ancienne 6cole , dont V ic to r  Hugo e t  quelques autres  
sont les  seuls repr£sentants  qui so ien t encore v iv a n ts .

( l e t t e r  4 , dated 23 .10 .1869 )
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C rit ic is m  in the Second Empire was not content with a simple

d is t in c t io n  of 'a n c ie n t '  and modern schools. I t  was a convention th a t

every strong poet had h is  or her im ita to rs  among the young. Of these

'chantres du mal ' l is te d  by Ducasse, each had h is  school, inc luding

Southey, whose reputa tion  in B r i ta in  was lower even than B y ro n 's .12

The devotees of Musset and Mickiewicz were le g io n ,  but the  school most

fre q u e n tly  re fe rre d  to  was ' 1 '£co le  B a u d e la ire ' .  Although at the time

he dismissed i t  as a passing fash io n , s ix teen  years l a t e r  V a l le s  gives

a v iv id  account of the 'cenac les ' th a t had formed in the 1860s around

two fu tu re  masters:

On peut bien d ire  que M. Leconte de L is le  est le  p£re de toute  
une 6cole qui t i e n t  un cdt6 du pav£, ta n d is  que c e l le  de 
Baudelaire t i e n t  1 'a u tre .  ( L i t t e r a t u r e  e t  r e v o l u t i o n ,  p . 459)

Much of Barbey d ' Aurevi1l y ' s  a ttack  on the Parnasse con tewpora in  i s  an 

a ttack  on th is  school, la b e l l in g  V e r la in e  'un B audela ire  p u r i t a in '  and 

Mallarm£ 'ce Baudelaire t£n£breux e t enrag£' (2e XIXe s i t c l e ,  I I . ,  

p .8 8 ) .  Baudelaire  himself knew he had fo l lo w e rs ,  r e fe r r in g  here to  

V erla in e  and, perhaps, to  Mai 1 arm6: x;s

I I  y a du ta le n t  chez ces jeunes gens; mais que de f o l i e s !  
quelles  exag£rations e t  q u e l le  in fa tu a t io n  de jeunesse! Depuis 
quelques ann£es je  surprena is , e t lei, des im ita t io n s  e t  des 
tendances qui m' a l a r n a i e n t . Je ne connais r ie n  de plus  
compromettant que les  im ita te u rs  et je  n'aime r ie n  ta n t  que 
d 'e t r e  s e u l . Mais ce n 'e s t  pas possib le ; e t i l  p a r a i t  que 
I ' i c o l e  Baude la i re  e x is te .

I t  was a lso a convention fo r  the  strong poet to  disown his  

im i ta to rs ,  one dating back a t  le a s t  as f a r  as Chateaubriand, whose 

1836 Essai  sur l a  l i t t e r a tu re  a n g la is e  ends, l i k e  T a in e 's  H i s t o i r e , 

with Byron and ' l a  maladie du s i£ c l e ' :

Lord Byron a la is s £  une dep lorab le  6cole: je  presume q u ' i l
s e r o i t  aussi desole des Chi 1 de-Harold auxquels i l  a donne 
naissance que je  le  suis  des Rene qui revassent autour de moi. 
( . . . )  Une maladie de 1 'cime n 'e s t  pas un e ta t  permanent e t  
n a tu re l;  on ne peut la  re p ro d u ire ,  en f a i r e  une 1 i t t e r a t u r e . 141

Chateaubriand is  defending a lo s t  cause. For 'on ne peut' we should 

read 'on ne d e v r a i t ' ,  since by then the  sickness described here had 

a lready  been reproduced several times. Even as he wrote, h is  attempt 

to  d is tance h im self from h is  a f f l i c t e d  progeny was being countered by 

Musset, in  an apocalyptic  tone worthy of the  Chants de i l a l d o r o r i
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P a r e i l le  A la  peste a s ia t iq u e  exhal^e des vapeurs du Gange, 
1 'a ffre u s e  d^sesp irance  marchait A grands pas sur la  t e r r e .  D6j& 
Chateaubriand, p rince  de la  po£sie , enveloppant 1 'h o r r ib le  id o le  
de son manteau de p £ le r in ,  1 'a v a i t  plac£e sur un aute l  
de marbre, au m il ie u  des parfums des encensoirs sacr^s. D6jA, 
p le in s  d'une -force desormais i n u t i l e ,  les  en-fants du s i£ c le  
r o id is s a ie n t  leu rs  mains o is iv e s  e t  buvaient dans leu r  coupe 
s t e r i l e  le  breuvage empoisonne. D£j& tout s 'ab l'm a it,  quand les  
chacals s o r t i r e n t  de t e r r e .  Une l i t t e r a t u r e  cadavereuse 
e t in -fecte, qui n 'a v a i t  que la  forme, mais une forme hideuse, 
commenga d 'a rro s e r  d'un sang f £ t id e  tous le s  monstres de la  
nature . ( La C o n f e s s i o n . . . ,  Oeuvres com p le tes ,  p . 558)

Musset could be describ ing ' 1 '£co le  B a u d e la ire ' .  Of course,

B audela ire  would s trong ly  r e s is t  being ass im ila ted  to  t h is  f r e n e t ic

Romanticism, but as Edouard Scherer in s is te d ,  'B au d e la ire  est s o r t i  du

romantisme' (E tudes . . . , I V . ,  p .2 82 ).  He is  the lo g ic a l  consequence of

i t s  premises. In the hands of 'ses premiers in te rp re te s  e t  ses chefs

de f i l e '  i t  enjoyed r e la t i v e  good h e a l th ,  but: 'Les im ita te u rs

n ' im i te n t  guere que les  defauts de le u rs  modules. Le romantisme eut

une seconde 6poque' (p .2 85 ) .  Followed by a th i r d :  'on ne s 'a r r £ t e

po int sur les  p e n te s . ' 10 And a fo u rth :

Le t e r r i b l e  e s t - i l  £puis£, on a r r iv e  au degoQtant. On pe in t les  
choses immondes. On s 'y  acharne, on s 'y  vau tre .  Mais c e t te
p o u rr i tu re  elle-m&me p o u r r i t ;  c e t te  decomposition engendre une 
decomposition encore plus f e t id e ,  jusqu'A ce q u 'e n f in  i l  re s te
un je  ne s a is  quoi qui n 'a  de nom en aucune langue. V o ile
Baudela ire , ( p .286)

To almost every c r i t i c  of the Second Empire i t  is  Baudela ire ,  

' 1 'e c r iv a s s ie r  fu n e s te ' ,  author of ' l ' im m o r te l  cancer, Une Charogne' 

( P I . 2 7 ) ,  who best exem p lif ies  Musset's ' l i t t e r a t u r e  cadavereuse et

in fe c t e '  ( ' l e  lec teu r  se bouche l e  nez, l a  page p u e ! ' ,  says Scherer, 

p .287); i t  is  Baudelaire  who gives t h is  school i t s  name. Where Scherer 

can d is t in g u ish  f i v e  stages on the way to  t h is  l a s t  phase of 

Romanticism, Ducasse is  less  p a r t ic u la r .  The stage beyond the 'po£tes  

qui se sont vautres dans l e  limon impur' ( P I . 27) includes Baudelaire  

alongside Romantics of the  f i r s t  crop, Jean-Paul and Z o r r i l l a .  

Romantics and post-Romantics a l ik e  p ra c t ic e  'c e t te  poesie moite des 

langueurs, p a r e i l l e  A de l a  p o u r r i tu r e '  (F‘1 .1 2 ) .  A l l  e xe rt  the same 

strong in f lu e n ce , and i t  i s  as a c o l l e c t i v i t y  of strong poets th a t  

th is  '§co le  dep lorab le ' is  c r i t iq u e d  in  Poes ies .



5. MUSSET IN THE CHANTS DE MALDDROR

The leas t strong of these poets, according to mythology, weak in

s p i r i t  and enfeebled by d r in k ,  was A lfred  de Musset. Neither th is ,  

however, nor the fa c t  tha t he died in 1857, diminished h is  in fluence  

on the poetic  generation of 1860. On the c o n tra ry ,  the myth-making

th a t  followed h is  death at the age of f o r t y - s ix  ( i t s e l f  mythologised 

in to  'une mort pr6matur6e') replaced the b a n a l i ty  of h is  academic

conformity and c re a t iv e  decline  with a '16gende de mis£re et de

m a lh e u r ' .1*  Poetic impotence could i t s e l f  be mythologised as t r a g ic ,

but Musset the Academician, s tr ipped  of h is  Romantic accoutrements,

cuts more of a comic than a t r a g ic  f ig u re :  'nu comme le  discours d'un 

acad£micien' ,  he himself would have s a i d . XT In  h is  speech to

inaugurate the statues of Bernardin de S a in t -P ie r r e  and Casimir

Delavigne in Le Havre, standing in a t  the la s t  minute fo r  Salvandy, 

Musset i s  tremulous at the prospect of r i v a l l i n g  th is  now forgotten  

'o ra teu r  c £ l£ b r e ' ,  and obsequious before  h is  c o -o ra to r ,  the poet 

Jacques Ancelot (Oeuvres comple tes ,  p . 926 ).  His D is c o u rs  de re c e p t io n  

& 1 'Acaddnie  f r a n g a is e  was an embarrassing panegyric of the

inconsequential p layw right Dupaty, a speech where Musset also found 

occasion to  p ra ise  V i l le m a in ,  ' l 'u n  des m attres  de 1 'Eloquence

fra n c h is e ' (p .919).  Not even the Ducasse of P o i s i e s  would consider

Musset's 'discours academiques' to  be 'chefs  d 'o e u v re s ',  but whatever 

unfavourable impression they l e f t  at the  time was soon d isp e lled  by 

Musset's posthumous tex tu a l presence. The p u b lic a t io n  of the Oeuvres 

completes  between 1860 and 1866 played an im portant p a rt  in t h is ,  as 

did the vogue fo r  Musset's th e a tre  in  the  same p e r io d , but i t  was most 

s p ec tacu la r ly  re a l is e d  in the t r i o  of n o v e l is a t io n s  based on h is  

a f f a i r  w ith George Sand: Sand's own E l l e  e t  l u i , Paul de Musset's Lui  

e t  e l l e , a c o rre c t iv e  r ip o s te ,  both from 1859, and Louise C o le t 's  L u i , 

roman con tem pora in , from the fo llo w in g  year.

In a decade where Parnassian im p a s s iv i ty ,  Baudela ir ian  

rea lism  or Hugolian idealism  are supposed to be the dominant modes,

there  are countless instances of poets of the Musset school. Most of 

these a ttendants  at Musset's '6co le  mdflancol i c o - f  a rce u se ' 10 are now 

fo rg o t te n ,  but Badesco's chapter on Musset g ives  an impressive l i s t  of 

s ig n i f ic a n t  w r i te rs  who at some stage or other s u f fe r  h is  in fluence .  

Some confess i t  with p r id e ,  l i k e  Houssaye; most a llow  i t  to  be



discerned in the phraseology and themes of t h e i r  work, and e ith e r  

remain under Musset's s p e l l ,  l i k e  Armand S i lv e s t r e ,  or outgrow i t ,  

l i k e  Emmamuel des Essarts, V i l l i e r s  de i ' Is le -A d a m , Mend£s, Daudet and 

Zola ( la  G4n4rat ior i  po4 t ique  de I 8 6 0 , I . ,  pp. 1 5 6 -8 ) .  They might, l i k e  

D ie rx ,  attempt to  suppress i t s  every t ra c e .  And th ere  are several who, 

in  verses addressed 'A A lfred  de M usset',  engage in a dialogue with 

the poet, em pathetica lly  l i k e  Louise Ackermann, or c r i t i c a l l y  l ik e  

Hippolyte  P h i l ib e r t ,  Ratisbonne and S u l ly  Prudhomme ( p . 160). These are  

not the kinds of t race  l e f t  in Ducasse's oeuvre, and we cannot speak 

of in fluence  in the same way. C ita t io n s  in  the  Chants de Ma ldoror  are  

not d ec la ra t io n s  of a f f i n i t y ,  nor is  the  discovery of a phrase or l in e  

from Musset embedded in the te x t  the exposure of a w e l l -k e p t  sec re t.

There are several v a r ie t ie s  of re fe ren ce  to Musset in the

Chants.  The most innocent would be the  coincidence of themes or the

acc identa l and unmotivated passage of phraseology from one te x t  in to

another. This is  featured here only h y p o th e t ic a l ly :  every 'a c c id e n t '

can be motivated, given the r ig h t  in t e r t e x t s  and the r ig h t  metaphors.

In Chant I V . 5 the narra to r  f in d s  h im self 'devant la  m^connaissance de

ma propre image', m irroring  Musset in la  N u i t  de d4cenbre:

Mais tout £ coup j ' a i  vu dans la  n u it  sombre
Une forme g l is s e r  sans b r u i t .

Sur mon r ideau j ' a i  vu passer une ombre;
E l le  v ie n t  s 'a ss e o ir  sur mon l i t .

Qui done e s - tu ,  morne e t p31e v isage ,
Sombre p o r t r a i t  v£tu de no ir?

Que me veux-tu , t r i s t e  oiseau de passage?
Est-ce un vain r£ve? e s t -c e  ma propre image

Que j 'a p e rg o is  dans ce m iro ir?  (Oeuvres completes  , p . 154)

In the Chants there  are frequent evocations of ' le s  rayons de 

l a  lu n e ' ,  and i f  the phrase alone is  so banal as not to  evoke

immediately the l in e s  'Je vois encore, aux rayons de la  lu n e ' ,  and 'Ne

v o is - tu  pas a lo rs ,  aux rayons de la  lu n e ' ,  both from La n u i t  d ' o c to b r e

(p p .157 & 159), the context shows the phrase c le a r ly  to be an

evocation of Musset's t i c :

Pendant mon enfance, vous m' appardtes, une n u i t  de raai, aux 
rayons de la  lune, sur une p r a i r i e  verdoyante, aux bords d'un 
ruisseau lim pide . . .  (Chant 11.10)



La N u i t  de mai is  a te x t  c i te d  e x p l i c i t l y  by Ducasse both in 

P o is ie s  and in  the C han ts , r e fe r r in g  on each occasion to  ' l a  

repoussante comparaison du p e l ic a n ' .  The passage is  so s trong ly  

id e n t i f i e d  with Musset th a t (as I have a lready suggested above, page 

75) i t  is  tempting to read the man with a ' t 6 t e  de p e l ic a n ' in Chant 

V.2 as an a lle g o ry  of Musset, v ic t im  'de 1 'amour des magiciennes 

sombres', i . e .  a v ic t im  of George Sand. The a l le g o ry  is  tempting but, 

fo r  the moment, untenable beyond the f ig u r e  of Musset as type of the  

lover who makes a pub lic  d isp lay  of h is  s u f fe r in g .  There are , however, 

a l le g o r is a t io n s  of Musset in the Chants  th a t  do bear examination.

Chant  I I I . 4 is  an a l le g o r ic a l  d e sc r ip t io n  of the Creator as 

drunkard, ly in g  unconscious in the middle of the road and abused, 

v e rb a l ly  and p h y s ic a l ly ,  by h is  c rea tures  as they pass him: 'L 'Sne,

qui p a s s a it ,  lu i  donna un coup de pied sur la  tempe'; ' l e  crapaud, qui 

p a ss a it ,  langa un j e t  de bave sur son f r o n t ' ;  ' 1 'homme, qui p a ss a it ,  

( . . . )  f i e n t a ,  pendant t r o i s  jours sur son visage auguste '. Only the  

l io n  shows respect fo r  h is  'splendeur § c l ip s 6 e ' ,  s ig n a l l in g  the  

in t e r t e x t  in La Fo n ta in e 's  a l le g o ry  Le Lion devenu v ie u x  (F a b le s , 

I I I . 4 ) .  Discovery of t h i s  in t e r t e x t  does not in i t s e l f ,  however, 

decipher the  strophe. When Ducasse g ives the donkey the horse's  r o le  -  

'Le cheval s'approchant lu i  donna un coup de p ie d ' -  he destroys the  

opposition which was the basis of La F o n ta in e 's  moral, according to  

which ' l e  coup de pied de 1 '£ne ' is  too great an in d ig n i ty  to bear.  

This is  not the only seventeenth-century moral t a le  de-moralised in 

the Chants . In 11.15 Ducasse dismantles the conclusion of P e r r a u l t 's  

Les P ie s ,  and in  I V . 6 he destroys the  argument of F6nelon's G r y l l u s  

and Ulysse  from the Dia logues  des morts  (see page 258, below). But 

although Ducasse destroys the argument of La Fo n ta in e 's  a lle g o ry  of 

p o l i t i c a l  power, where the l io n  stands fo r  the monarch, in

s u b s t i tu t in g  ' l e  Dieu souvera in ' fo r  the l io n  he preserves the

a l le g o r y 's  s tru c tu re .

What God stands fo r  in  Ducasse's a l le g o ry  is  discovered by a 

d i f f e r e n t  in t e r t e x t :  'Un p o r t r a i t  anecdotique e t  p it to resq u e  d 'A lf re d

de Musset' from 1 ' Ind ipendence  b e ig e ,  reproduced in l e  F ig a ro  and

commented on in V e u i l l o t 's  1 'U n iv e r s  of May 25, 1868. * *  From th is

widely  disseminated te x t  Ducasse derives  the o v e ra l l  p ic tu re  of the  

recumbent d e ity  and several turns  of phrase. He transform s, fo r
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example, ' I I  6 t a i t  iv re ,  £pouvantablement i v r e ! '  in to  ' I I  6 t a i t  soOl ! 

Horriblement s o t i l ! ' ,  s ig n a l l in g  th a t  h is  'iv rogne  supreme' is  a -figure 

o-f the a lco h o lic  Musset, generated from an id e n t i f i a b l e  m atr ix .

I t  remains to be determined whether the a l le g o ry  has any 

p a r t ic u la r  s ig n if ic a n c e  or whether Ducasse is  simply dismantling that  

device in the way he dismantles the moral of La Fonta ine 's  fa b le ,  

d eva lo r is in g  s ig n i f ic a to r y  conventions wherever he f in d s  them. I f  the  

passage i s  f ig u r a t iv e ly  'about' Musset i t  th rea tens  the l i t e r a l  sense 

of a l l  other represen ta tions  of God in the Chants , of which there  are 

many. The strophe in question is  fo llow ed by an account of the  

C re a to r 's  debauchery in a bro the l th a t ,  less o v e r t ly ,  a lso  associates  

i t s  o s ten s ib le  protagonist w ith Musset, t h is  time through 

phraseological associations with R o l l a . * 0 But the name of Musset 

cannot be discovered behind every name of God c ite d  by Ducasse: the 

debauched d iv in i t y  chastised by h is  own g ian t 'cheveu' in Chant I I I . 5 

has as much in  common with the p ro tagon is t o-f an obscure and 

pornographic 'conte moral' c a l le d  Le Cheveus l  as with Musset's hero 

R o lla ;  the  anthropophagic d e i ty  of I I . 8 is  a combination of Homer's 

Polyphemus and Dante's Satan; the d iv in e  adversary of the J o b -l ike  

f ig u r e  in  I V . 4 is  B ib l ic a l ;  and the rhinoceros in to  which ' s ' £ t a i t  

in t r o d u i te  la  substance du Seigneur' ( V I . 10) seems e n t i r e ly  obscure in  

i t s  te x tu a l  o r ig in s ,  and c e r t a in ly  shares no evident c h a ra c te r is t ic s  

with A lfred  de Musset.

There a re ,  moreover, a l le g o r ie s  th a t  f ig u re  Musset but where 

the  f ig u r e  is  not the C reator. In these, by way of compensation, the 

a l le g o ry  seems d e f in i t e ly  to  have more than formal s ig n if ic a n c e .  

Chant  11.11 -  '0  lampe au bee d 'a rg e n t '  -  has been a t t r ib u te d  

Lam artine 's  La Lampe du temple  as i n t e r t e x t :

P&le lampe du san c tu a ire ,
F’ourquoi, dans 1 'ombre du s a in t  l i e u ,
Inapergue et s o l i t a i r e ,
Te consumes-tu devant Dieu? . . . 23:

Words l i k e  'lampe' and 's a in t  l i e u '  occur in both te x ts ,  and other  

f a in t  tra ces  of Lam artine 's  vocabulary are d is c e rn ib le  in Lautr§amont: 

' inapergues' in  'mes yeux t 'a p e r g o iv e n t ' ,  'se suspendre' in

'suspension ', 'adora teurs ' in 'a d o r e r ' ,  and 'Sur le  pav£ fumant du 

tem ple/ Son pied ne te  fo u le ra  pas' in  'mes pieds -forient le  basa lte



des £ g l is e s ' .  To these correspondences, c ite d  as proof th a t Ducasse 

had read Lamartine c lo s e ly ,  can be added correspondences between the  

same strophe and Musset's R o l l a i  there  is  a 'lampe d 'o r ,  dans 1 'ombre 

suspendue' in  th a t te x t ;  the 's o u r ire  in e x t in g u ib le ' in the Chants 

resembles R o l la 's  ' r i r e  in e x t in g u ib le ' ;  the 'g la iv e  i n v is ib le '  can be 

seen as Musset's 'g la iv e  re d o u ta b le ';  and the 's o u f f le  f i£ v re u x '  of 

Ducasse's Satan is  the 's o u f f le '  Musset evokes in describ ing h is  lack  

of C h ris t ian  f a i t h :

Et je  re s te  debout  sous tes  s a c r i s  p o r t i q u e s ,
Quand ton peuple f id d le ,  autour des n o irs  arceaux,
Se courbe en murmurant sous le  vent des cantiques,
Comme au s o u f f l e  du nord un peuple de roseaux.
Je ne c ro is  pas, 6 C h r is t!  A ta  paro le  s a in te .

(Oeuvres comp le tes ,  p . 139)

This is  a passage c ite d  c o r re c t iv e ly  by Leconte de L is le  in H y p a t i e , a

d i f f e r e n t l y  a n t i -C h r is t ia n  te x t  from the Potmes a n t iq u e s .  A pagan

p r ie s te s s ,  v ic t im  of ' l e  v i 1 G a l i l£ e n ' ,  is  addressed in the language

of the Hail Mary and of Musset's R o l l a :

Je t 'a im e  et te  salue, 6 v ie rg e  magnanime! ( . . . )
Debout , dans ta  p&leur, sous le s  sacr£s p o r t i q u e s  
Que des peuples  in g ra ts  abandonnait 1 'essaim. (p .66)

Leconte opposes a healthy paganism to the p o s t-C h r is t ia n  angst of

Musset, an opposition re in fo rced  by the  con tras t of the v i r g in  Hypatie

and Marie -  '6  v ie rg e '  -  the p r o s t i tu te  who shares R o l la 's  la s t  n ig h t.

In the Chants,  Ducasse sets up a d i f f e r e n t  opposition using the same

phraseology. Beneath h is  d escrip t ion  of Maldoror in the church we can

read Musset's d escr ip t io n  of h im self:

Je n'ose pas me l i v r e r  aux suggestions de mon c a ra c t£ re ,  e t  j e  
r e s t e f sous l e  p o r t i q u e  s a c r£ ,  en regardant par l e  p o r ta i l  
e n tr 'o u v e r t ,  ceux qui £chappent & ma vengeance, dans le  sein du 
Seigneur. 0 lampe portique!

And i-f Maldoror here i s  Musset, the  ' lampe-ange' can be, 

metonymical l y ,  a f ig u re  o-f Lamartine. The a ttack  on the 'lampe 

p o rtiq u e ' is  an a lle g o ry  of a contest between poets, a destruction  of 

the kind of r i t u a l  po liteness  expressed in Musset's L e t t r e  & M. de 

Lamar t ine  (to  be destroyed, on d i f f e r e n t  grounds, in Poes ies  -  see 

page 237 below).



Lamartine -figures in an a l le g o ry  e a r l i e r  in the Chants , where

(as we have seen, page 205 above) a l in e  -from his ode to Im m orta lity

is  embedded in Ducasse's hymne au pou :

0 pou ( . . . ) ,  tant que le  v ide muet n 'aura  pas d 'h o r izo n , ( . . . )  
ton regne sera assure sur I 'u n iv e r s .  ( . . . )  Je te  s a l u e , s o le i l  
le v a n t ,  l i b £ r a t e u r  c e l e s t e ,  t o i , l 'ennemi in v is ib le  de 1 'homme. 
Continue de d ire  & la  s a le t£  de s 'u n i r  avec lu i  dans des 
embrassements impurs, et de lu i  j u r e r , par des serments, non 
Merits  dans la  poudre, q u 'e l l e  re s te ra  son amante -fiddle jusqu'A  
1 '6 t e r n i t £ .  ( I I . 9)

Lam artine 's  hommage to Death is  e-f-faced, destroyed by an image of

L i f e ,  the sun r is in g .  Considered in  is o la t io n ,  th is  is  the correc tion

of a poetic  sophism in the manner of Poes ies ,  but i t  doesn't a llow  the

Chants  to  be read as i-f they were an analogue of th a t  t e x t ,  a

r e p e r to ire  of corrected o n e - l in e rs .  The s ig n i f ic a t o r y  conventions

exp lo ited  here are not the same. In the  same paragraph Ducasse has

c ite d  l in e s  from another poem, by S u l ly  Prudhomme:

Poete, aussi longtemps que marchera la  t e r r e  
Dans l e  v ide  muet q u i  n ' a  pas d ' h o r i z o n \  ( . . . )
Tant que posant le  pied dans le  temple des causes,
I I  rencontrera  Dieu pour lu i  b a rre r  l e  s e u i l ;
Q u 'i l  verra  comme 1 'a s tre  et 1 'onde e t to u te  choses 
Sur soi-m§me ro u le r  1 'ignorance e t  l ' o r g u e i l ;
( . . . )  Que 1 'amour G c r i r a  des serments dans la  poudre  
En mariant la  honte avec la  vo lupt6  ( . . . )
0 po£te, ton nom sera jeune e t  fameux!

(A A l f r e d  de Musset , in  Stances e t  pobmes, p p .302-3)

Beneath Ducasse's d e i f ie d  'pou' is  S u l ly  Prudhomme's a n t i -h e ro  Musset, 

once again depicted on the  threshold  of a p lace  of worship. Here there  

is  no contest between the l i t e r a l  and the f ig u re d  meaning of the  

a l le g o ry ,  no agon between God and Musset over who gets to  p lay the 

s ig n i f ie d .  The Chants de Ma ldoror  are 'ab o u t' l i t e r a t u r e  and not about 

l i c e .  They are about l i t e r a r y  succession and the a n x ie t ie s  of

in f lu e n ce . Where Musset pretends to  engage in a c iv i l is e d  exchange

with Lamartine, Ducasse casts the two in to  t e r r i b l e  c o n f l i c t .  What 

S u lly  Prudhomme sees as no more than a simple philosophical

d i f fe re n c e ,  Ducasse e x p lo i ts  as a v io le n t  a t ta c k  on the poet as 

p a ra s i te .  P aras it ism , the p o e t 's  a b i l i t y  to t h r iv e  on h is  forebears  

and readers , becomes Ducasse's model o-f l i t e r a r y  in f lu e n c e ,  and is  the  

subject as much as the method of h is  w r i t in g .  S u l ly 's  own te x t



e x p lo i ts  the precedent of Musset's address to Lam artine, and e x p lo its

Musset's Espo ir  en D ieu , using i t s  opening 'Tant q u e . . . '  as a r e f r a in

in h is  f i r s t  twenty l i n e s . 33 S u lly  would c a l l  i t  a ph ilosophica l

exchange; h is  te x t  responds to the doubting r e l i g i o s i t y  of the former

w ith  a repud iation  of God and a declared f a i t h  in Man. In h is  turn

Ducasse responds to S u lly  Prudhomme by re p u d ia t in g  both God and Man;

Tant que 1 'humanity d^chirera  ses propres f la n c s  par des guerres  
funestes; ta n t  que la  ju s t ic e  d iv in e  p r £ c ip i te r a  ses foudres  
vengeresses sur ce globe 6goiste; tan t que 1 'homme m£connaltra 
son c r^ a teu r ,  et se narguera de l u i ,  non sans ra is o n , en y 
m§lant du m£pris, ton r£gne sera assure sur l 'u n iv e r s ,  et ta  
dynastie  £tendra ses anneaux de s i£ c le  en sifecle.

Ducasse's c o n tr ib u t io n  to  the  p h ilo so p h ica l debate is  

readable  in  the d if fe re n ce s  between the views expressed in h is  te x t  

and those expressed in S u l ly 's ,  but the important d i f fe re n c e ,  in th is  

read ing , is  between the 'pou' and the  'p o e te ' .  The f ig u re  of Musset 

po in ts  to  other f ig u res  in the t e x t ,  as yet undeciphered. Lamartine 

was th e re  before; the 'generations de poux' th a t  fo l lo w  in Musset's  

wake are the next generation of poets, S u l ly  Prudhomme and Copp£e2*  

among them. But th is  is  not an epic £ c l e f , and Ducasse's in s c r ip t io n  

of Musset or S u l ly  Prudhomme in h is  te x t  is  not the  s a t is fa c t io n  of a 

p a r t ic u la r  grievance against them, or even a re fe re n ce  to  the  

p a r t ic u la r  substance of the  c i t a t io n .  S u l ly  Prudhomme' 5  q u a l i f ie d  and 

s p e c i f i c a l ly  post-Romantic c r i t iq u e  of h is  Romantic precursor is  

buried in  the deep s tru c tu re  of Ducasse's t e x t ,  a f a r  more general 

c r i t iq u e  of modern poetry . The s t ro p h e  des poux  is  an a l le g o ry  of the  

fu nc tion  and in fluence  of the fe t is h is e d  poet in mid n in e te e n th -  

century French soc ie ty .

The same is  t ru e  of in s c r ip t io n s  elsewhere in the  Chants . 

Musset is  a p r iv i le g e d  veh ic le  of Ducasse's a l le g o r ie s  because the  

high re c o g n it io n - fa c to r  of an a l lu s io n ,  to h is  l i f e  or to  h is  work, 

should ensure the a l le g o r y 's  eventual decipherment. Though there  are  

analogies to  be drawn between the fu n c tio n  of r e c o g n is a b i l i ty  here and 

in  the p lagiarism s of Poesies 11 , re fe ren ce  to  Musset in P o i s i e s  has 

a q u ite  d i f f e r e n t  fu n c t io n ,  centred on the overt in s c r ip t io n  of 

h is  name.
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6 . MUSSET IN POESIES
. . .  d ^vo ile r  par la  p ra tiq u e  le  nom d 'A l f re d  de Musset.

(P o ts ie s  1.49)

An a l le g o ry  is  necessarily  a n a r r a t iv e ,  and i t  would not be reasonable

to  expect Musset to  be -figured in  the la rg e ly  n o n -n a rra t iv e  P o is ie s  by

the  same means. When S u lly  Prudhomme's poem on Musset is  c ite d  in

Poes ies  the  e f fe c t  is  very d i f f e r e n t .  S u lly  had guaranteed the poet's

fame ' t a n t  que':
. . .  1 'amour 6 c r i ra  des serments dans la  poudre 
En mariant la  honte avec la  vo lupt£ . ( p .303)

In  the Chants  these were 'serments, non M e r its  dans la  poudre' 

t e s t i f y in g  to  the e ternal love of ' l a  s a le t£ '  fo r  mankind. In Poesies  

they are  jus t one item in a l i t a n y  of ob jec t io n s  to  the  love of a 

woman:

L'amour d'une femme est incom patible  avec d'amour de 1 'humanity. 
L 'im p e rfe c t io n  d o it  £ t re  r e je t^ e .  Rien n 'e s t  plus im p a rfa it  que 
1 '^goi'sme £ deux. Pendant la  v ie ,  les  defian ces , les
re c r im in a t io n s ,  les  serments M erits  dans la  poudre p u l lu le n t .  Ce
n 'e s t  p lus l'amant de Chim£ne; e 'e s t  1 'amant de G r a z ie l la .  Ce 
n 'e s t  plus Petrarque; e 'e s t  A lfre d  de Musset. ( P I I .1 6 )

The a t ta c k  on Musset here is  open, and there  i s  no need to  encode h is  

name as the hidden s ig n if ic a n c e  of an a l le g o r ic a l  t e x t .  The 

'd e f ia n c e s ' and 're c r im in a t io n s ' are fa m i l i a r  to  any reader of the  

n a r ra t iv e s  by Sand, Paul de Musset and Louise Colet w ithout

recognis ing the reference to  'serments' from S u lly  Prudhomme's ode.

Footnotes are commonly provided to  decode the  items in the  l i s t  

fo l lo w in g  h is  name, but i f  some have a double a p p l ic a t io n ,  none could 

p ro p erly  be c a lle d  a c ry p t ic  a l lu s io n :  the 'q u a r t ie r  de roche aupr^s 

de la  mer' is  Chateaubriand's b u r ia l  p lace (from the  Mimoi res d ' o u t r e -  

tombe) ;  the  'la c  quelconque' and the  ' f i e  d ' I s c h ia '  are out of Byron 

or Lamartine; the  'chambre ardente avec un c r u c i f i x '  i s  the  s e t t in g  of 

Lam artine 's  Le C r u c i f i x  or G a u t ie r 's  La T t t e  de n o r t ; the  'cab ine t de 

t r a v a i l ,  en compagnie d'un corbeau' is  Poe's, obv iously , or possib ly  

Leconte de L i s le 's ,  from Le Corbeau . Musset f ig u re s  here to o , casting  

h is  f a m i l ia r  'rayons d'une lune qui f i n i t  par ag acer ' onto a cemetery- 

scene out of the H u i t s  d ‘ Young, and provid ing the  scene of h is  amorous 

encounters with Sand, ' l a  forfet de Fontainebleau' evoked in  S o u v e n i r ,
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in  La Confess ion d 'un e n fa n t  du s i t c l e ,  and in  the  novels based on 

t h e i r  romance.2,3

This is  as obscure as re fe rence  to  Musset gets in Poes ies.  

Ducasse's p o s it ion  is  c le a r ,  h is  an tip a th y  towards Musset consis tent,  

uncompromised by the 'adm iration r 6 f l6 c h ie '  of a S u l ly  Prudhomme or a 

Sainte-Beuve. His c r i t iq u e  of Musset i s ,  nonetheless, ' r £ f l 6 c h i e ' .  Of 

the  twelve separate references to Musset, only th ree  are dismissive  

i te m isa tio n s : the ' fo r£ t  de Fontainebleau' above, the 'Gandin-Sans- 

C h e m is e - In te l le c tu e l le '  among the 'G randes-T£tes-M olles ' (F'1.47), and 

the  '6 c r iv a s s ie r  funeste ' l i s t e d  alongside Dumas and Ponson du T e r r a i l  

( P I . 39 ) .  Otherwise Ducasse is  c a re fu l to  s p ec ify  h is  ob jec t io n s . His 

'proverbes' ( P I I . 3 8 ) ,  never more fashionable  than in the 1860s, are  

the  best Romantic th e a tre  can o f fe r  to  compete with c la s s ic a l  or 

pseudo-classical tragedy, p u tt in g  him above Sainte-Beuve, Hugo and 

Lamartine, but leaving him no match fo r  Pradon, Rotrou, Laharpe or 

Marmontel.

In a more extended passage of c r i t ic is m  ( P I . 34-36) 

s t r ik in g ly  a n t ic ip a t in g  Rimbaud's l e t t r e s  du voyant  of the fo llow ing  

year -  Ducasse in v i te s  us to  'consta te r  1 ' i n f 6 r i o r i t 6  de Musset sous 

le s  deux pontes' Lamartine and Hugo. The former is  an in te l l ig e n c e  'de 

deuxi&me o rd re ' capable of pushing h is  fa c u l t ie s  beyond the l im i t s  

observed by ' le s  in te l l ig e n c e s  de premier o rdre , Lamartine, Hugo.' 

Ducasse objects  to  Musset's imbalance of f a c u l t i e s ,  and i l l u s t r a t e s  

h is  d if fe re n c e  from Hugo by suggesting a p ra c t ic a l  t e s t ,  reading  

various sam ple-texts { ‘ R o l l a  ou Les H u i t s , Les Fous de Cobb', Hugo's 

L'Homme qu i  r i t  or Rac ine 's  Ph&dre) 'devant une jeune f i l l e ' .  

According to  Ducasse any a u thor, even Racine, i s  capable of provoking 

in  such an audience signs of physical d is tre s s  'comme un homme qui se 

n o i e ' , 2*  but only those whose f a c u l t ie s  are balanced, such as Hugo in 

h is  P r i t r e  pour tous  and other 'poesies sur le s  en fan ts ' ( P I . 3 7 ) ,  can 

a lso  provoke d ia m e tr ic a l ly  opposite e f fe c ts .

I t  i s  common to  compare Musset w ith these immediate 

predecessors, but th is  c la r i f i c a t i o n  of the  po int by examples is  not 

r e a l l y  successful. The p rec ise  d i f fe re n c e  between Musset and ' le s  deux 

pontes' Lamartine and Hugo remains obscure, complicated as i t  is  by 

Ducasse's more usual in c l in a t io n  to  c a s t ig a te  a l l  Romantics to g eth er ,  

by h is  inclusion of a passage from the u s u a l ly  favoured Racine among
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bad te x ts ,  and by h is - fa i lu re  to c i t e  te x ts  by Lamartine w ith Hugo on

both sides o-f the opposition . I t  i s  c le a r  th a t  i-f Hugo is  p re fe rre d  i t

is  fo r  h is  r e la t i v e l y  c la s s ic a l  balance of the  'v in g ta in e  de fa c u lt^ s '  

th a t  make up the soul. This is  not the q u a l i t y  fo r  which Hugo is  

u su ally  p rized  by h is  contemporaries, even when favourab ly  compared 

with the 'execrab le ' Musset. The more f a m i l ia r  c r i t e r i a  are e s th e t ic ,  

moral, theo log ica l or p o l i t i c a l .

For Rimbaud, the Romantics are acceptable in  proportion  to

t h e i r  v is io n a ry  c ap a c it ies :

Lamartine est quelquefois  voyant, mais § tra n g l6  par la  forme 
v i e i l l e .  -  Hugo, trop cabochard, a bien VU dans le s  dern iers  
volumes: Les M is6 rab les  sont un v ra i  po6me. ( . . . )

Musset est quatorze fo is  execrable  pour nous ( . . . ) .  0! le s
contes et les  proverbes fadasses! d les  n u its !  6 R o l l a ! ,  6
Waroouna, 6 La coupe1. ( . . . )  A quinze ans, ces 61 ans de passion 
mettent le s  jeunes en r u t ;  k  se ize  ans, i l s  se contentent d6j£ 
de les  r e c i t e r  avec coeur; k d ix -h u i t  ans, k d ix -s e p t  m£me, tou t  
co ll6 g ien  qui a l e  moyen, f a i t  le  R o l la ,  6 c r i t  un R olla !
Quelques-uns en meurent peut-fetre encore. Musset n 'a  r ie n  su
f a i r e :  i l  y a v a i t  des v is io n s  d e r r i6 re  la  gaze des r ideaux: i l  a 
ferm6 le s  yeux.27

For Baudela ire , Les R is k r a b le s  is  a lso  a 'poeme d 'a i l l e u r s

p lu td t  que roman', but he is  re lu c ta n t  to  a t t r i b u t e  v is io n a ry

q u a l i t ie s  to  i t ,  p re fe r r in g  to  question Hugo's th e o lo g ica l  premises

and h is  f a i t h  in  ' l e  p ro g r6s ':

I I  c r o i t  que l'homme est n& bon, e t  cependant, m§me devant ses 
d£sastres permanents, i l  n'accuse pas la  f £ r o c i t £  e t  l a  malice  
de Dieu. ( . . . )
H61as! du P6ch6 o r ig in e l ,  m£me apr6s ta n t  de progr£s depuis si 
longtemps promis, i l  r e s te ra  tou jours  bien assez de tra c es  pour 
en constater 1 'imm6moriale r 6 a l i t 6 ! 2®

B au d e la ire 's  q u a l i f ie d  adm iration fo r  Hugo can be set against h is  

Rimbaud-like antipa thy  fo r  Musset, the  'Gandin-sans-Chemise- 

I n t e l l e c t u e l l e ':

Excepts k l 'd g e  de la  premiere communion, c 'e s t - A - d i r e  k l 'S g e  
oCi tout ce qui a t r a i t  aux f i l l e s  publiques e t  aux 6ch e lles  de 
s o ie , f a i t  1 ' e f f e t  d 'une r e l ig io n ,  je  n 'a i  jamais pu s o u f f r i r  ce 
maftre des gandins, son impudence d 'e n fa n t  gctt6 qui invoque le  
c ie l  et l 'e n f e r  pour des aventures de ta b le  d 'h b te ,  son to r re n t  
bourbeux de fau tes  de grammaire e t de prosodie , e n f in  son



231

impuissance t o t a le  A comprendre le  t r a v a i l  par lequel une 
re v e r ie  devient un o b je t  d ' a r t . 3**

This a e s th e t ic is in g  combination o-f th e o lo g ic a l  ob jections and 

a concern fo r  grammar and prosody is  p e c u l ia r  to  Baudelaire  and a 

happy -few. The more common c r i t e r io n  is  the  p o e t 's  social usefulness: 

' l e  po£te d o it  6 t re  plus u t i l e  qu'aucun c ito y e n  de sa t r i b u '  ( P I I . 3 5 ) .  

I t  accounts fo r  Hugo's p re s t ig e  among p ro g re s s iv is ts  l i k e  Louis-Xavier  

de Ricard and L is s ig a ra y ,3*° and i t  grounds t h e i r  ob ject io n s  to Musset, 

g iv in g  the moral ob jections  of a S u l ly  Prudhomme a p o l i t i c a l  tu rn .  His  

lack of socia l commitment, h is  in d i f fe r e n c e  and h is  ' i n u t i l i t y ' , 

combined with h is  p e rs is ten t appeal makes him a dangerous in f luence .  

This charge is  answered, s u rp r is in g ly  perhaps, by the  s o c ia l is t  

V a l le s ,  arguing fo r  the socia l value of Musset's atheism, 'bien  

autrement r ^ v o lu t io n n a ire ' ,  'un coup t e r r i b l e  £ la  fo i  c h r^ t ie n n e '.  He 

s p e c i f i c a l ly  uses p o l i t i c a l  c r i t e r i a  to  defends Musset against Hugo 

and Lamartine, each of whom has exerted  f a r  more dangerous an 

in f lu en ce :

Vous croyez done que, plus que Musset, Hugo e t Lamartine sont 
des pontes de l ib e r t y ?  N 'a l le z  pas compromettre par une s o tt is e  
le u r  g lo i r e  le g it im e ! ( . . . )  Tous deux sont descendus dans 
l 'a r^ n e  en 48, e t vo ilA  pourquoi vous le s  g l o r i f i e z .  Que ne sont 
i l s  res t£s  chez eux! I l s  donn&rent & la  R£publique, 1 'un des 
pieds de cygne, 1 ' au tre  une t§ t e  d 'a i g l e ,  e t  la  raen£rent a ins i  
endormie e t  saignante & 1 'a b a t t o i r .
( . . . )  Mieux vaut avo ir  6 t6  ' i n u t i l e '  comme Musset que g lorieux  
comme eux. (L i t t 6 r a t u r e  e t  r e v o l u t i o n , p . 357)

'La po£sie ne se m£le pas aux £v£nements de la  p o l i t iq u e ,  £ la  mani&re 

dont on gouverne un peuple' ( P I I . 3 8 ) .  The ir  views on Musset d i f f e r  

considerably , but Ducasse o ften  reads l i k e  V a ll& s . Both, l i k e  

V e u i l lo t ,  are in te res ted  in the  myth of Musset as w ell as in  his  

te x ts ,  though the  sympathy Vall&s and V e u i l lo t  express fo r  the  poet's  

s u ffe r in g  is  not shared by Ducasse:

C 'es t 1 'abs in the , savoureuse je  ne l e  c ro is  pas, mais, n u is ib le ,  
qui tua moralement 1 'auteur de R o l l a . Malheur & ceux qui sont 
gourmands! i P o i s i e s  1 .21)

In h is  a lle g o ry  of the poet as drunken d i v i n i t y ,  he had been 

more sympathetic towards ' l ' i v r o g n e  supreme': ' P i t i £  pour c e t te  l& vre ,  

s o u i l l^ e  dans les  coupes de 1 ' o r g i e ! ' For V e u i l l o t ,  'Musset ne fu t  

qu'un pauvre enfant qui tr^bucha e t se b r is a  au s o r t i r  du premier
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f e s t in ,  moins iv r e  qu'empoisonnG. ' 31 V a l le s '  t e x t  is  a response to  the

same F igaro  a r t i c l e  c ite d  by V e u i l lo t ,  the  te x t  used by Ducasse in  the

Chants . 'Apr£s t o u t ' ,  w r i te s  V a l le s :

I I  ne sao t lla it  que l u i ,  ce fu t  un s u ic id e  e t  non un assassinat:  
l e  su ic id e  -fut h o r r ib le  et le n t  e t  i l  e n la id i t  e t  d^grada le
p a t ie n t ,  mais es t-ce  qu'on a le  d r o i t  de tro u ver r id ic u le  ou
honteuse une agonie? ( . . . )

Q u 'e s t - i l  besoin d 'a l l e r  ramasser l'homme d e r r i£ r e  le  r id ea u , de 
me montrer 1 'iv rogne d£grad6 e t m e u r t r i ! ( . . . )

Vous me c r ie z  que c e t te  po^sie est baign^e de poison e t que les
gouttes en tombant -font trou  dans le  coeur d'une g6n6ration! Eh!
q u o i, monsieur, vous en fctes encore A c r o ire  que les  pontes 
peuvent § t re  le s  bons ou le s  mauvais g£nies d'un temps?

( L i t t e r  a tu re  e t  r e v o l u t i o n , p .355)

Four years e a r l i e r ,  in  Les V ic t im e s  du l i v r e , V a l le s  had held  

p re c is e ly  th is  b e l i e f ,  t r e a t in g  Musset as 'bourreau' w ith  the s e v e r ity  

of a Ducasse:

Ce q u ' i l  a f a i t  d 'iv ro g n es , on 1 'ig n o re . ( . . . )
On s 'e s t  g r is 6  apr&s R o l la ,  on a couru les  cabarets et les  
maisons de f i l l e s  apr&s don Juan.
J 'a i  vu des gargons ava ler de la  bi&re qui le s  rendaient b£tes,
de 1 'absinthe  qui le s  rendaient fous, po int par p l a i s i r ,  parce 
q u ' i l s  ava ien t s o i f ,  non! mais parce que c ' 6 t a i t  d6j& 6 t r e  po£te  
que de b o ire  a i n s i ! ( Les R e f r a c t a i r e s , p p .156-7)

This model of in f lu e n ce  by example i s  not th e  model app lied  by Ducasse

in Poes ies .  L ike Ta ine , he is  not concerned w ith  lay ing  drunkards a t a

p o e t 's  door. I f  i t  i s  absinthe th a t  'tu a  moralement 1 'auteur de 

R o l l a ' ,  th a t  i s  more or less  h is  own a f f a i r ,  and the  p i t i a b le  f ig u re  

of the  debauched Creator in  the Chants  is  not shown leading h is  

crea tures  in to  debauchery. The s i t e  of Musset's most dangerous 

in f lu en ce  is  not the cabaret or the  b ro th e l ,  but the schoolroom. This 

arena i s  marked out both in  the  Chants  and in  P o e s ie s , where the  

a l le g o r ic a l  f ig u re  and the  object of discourse are supplemented by a 

f ig u re  of Musset as pedagogical i n t e r t e x t .
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7,  PEDAGOGUES & POETS
. . .  ignorant comme un m a ltre  d '6 c o le .  (Musset)

. . .  je  vous h a is ,  pedagogues! (Hugo)33

Po4sies 1 ends w ith a n a r r a t iv e  of  p o e tic  in-fluence -  the dangers

thereo f and the means o-f re s is ta n ce  th e re to  -  grounded -firmly in  the

re a l  o-f te x tu a l  c i t a t io n s  and pedagogic p ra c t ic e s :

La premiere chose que -font les  pro-fesseurs de quatriem e, quand 
i l s  apprennnent k -fa ire  des vers l a t in s  £ leu rs  e ieves , jeunes 
poetes dont la  le v re  est humectee du l a i t  m atern e l, e 'e s t  de 
leu r  d e v o ile r  par la  p ra tiq u e  le  nom d 'A l f re d  de Musset. Je vous 
demande un peu, beaucoup! Les professeurs de tro is i^ m e , done, 
donnent, dans leu rs  classes & t r a d u i r e ,  en vers grecs, deux 
sanglants Episodes. Le prem ier, e 'e s t  l a  repoussante comparaison 
du p e lican . Le deuxi^me, sera 1 '6pouvantable catastrophe a rr iv 6 e  
k un laboureur. ( P I . 49)

La N u i t  de »a i and the L e t t r e  k ft. de Lam ar t ine  are n ecessar i ly  the

in t e r t e x t s  here, but they lack the a t t r a c t io n  of an in t e r t e x t  tha t

takes more f in d in g .  This the  Chants de f t a ld o ro r  provide when a l i s t  of

'comprehensible a c ts '  re ve a ls  a paraphrase of ' l a  repoussante

comparaison du p e l ic a n ':

Lorsque le  sauvage p e lican  se r£sout k donner sa p o i t r in e  k 
d6vorer k ses p e t i t s ,  n 'ayant pour t£moin que c e lu i  qui sut 
cr£er un p a re i l  amour, a f in  de f a i r e  honte aux hommes, quoique 
l e  s a c r i f ic e  s o i t  grand, cet acte se comprend. ( C h i .12)

The explanation  of the a l le g o ry  o ffe re d  in  Musset's te x t  has the  

p e lican  stand fo r  the poet, s a c r i f ic in g  h is  'coeur' fo r  h is  fe l lo w  

men: 'Po6te , e 'e s t  a in s i que fo n t  le s  grands p o n te s . '  But th e re  are at  

le a s t  th re e  fu r th e r  le v e ls  of meaning. The f i r s t  s u b s t i tu te s  oedipal 

c o n f l i c t  fo r  benign s a c r i f i c e ,  preserving the p e lican  as poet but

reading h is  o ffsp r in g  as poe tic  h e irs ,  cha llengers  of h is  a u th o r i ty .  

The second exposes the  ambiguous gendering th a t  subtends the poem. An 

e ro t ic is e d  Muse, in  an e f f o r t  to  seduce the male poet, describes a 

f a m i l i a l  scene where the mother i s  in e x p l ic a b ly  absent and the

feminised fa th e r  must s u b s t i tu te  h is  blood fo r  m other's m ilk .  

'Regardant couler sa sanglante mamelle ', h is  death i s  an a u to -e ro t ic  

Romantic agony: ' i v r e  de vo lu p t6 ,  de tendresse e t  d 'h o r r e u r ' .  The

th i r d  le v e l  is  C h r is to lo g ic a l , the p e l ic a n 's  s a c r i f ic e  of h is  f le s h  a 

f ig u re  of the communion th a t  saves Mankind, 'ses p e t i t s  a ffam ^s '.  This  

dying C h r is t  is  the a n t i -C h r is t ia n  f ig u r e  of Jean -P au l's  Songe and



234

N e rv a l's  Le C h r i s t  aux O l i v i e r s , 33 the Son of Man abandoned by h is  

F a th e r, now only - f ig u ra tiv e ly  consu bstan tia l w ith  God the  F a th er.

The paraphrase in  the  Chants e x p lo its  none o-f these le v e ls  o-f 

meaning, r e s t r ic t in g  the C re a to r 's  ro le  to  th a t  of w itness to  the  

s a c r i f ic e .  Ducasse l i t e r a l i s e s  the d e s c rip tio n  of the  p e lic a n ,  

reducing i t  to  a d e ta il out of '1 'h is to ir e  n a tu r e l le '  and preserv ing  

only the  sim ple moral th a t the  p e lican  is  capable of g re a te r  love than  

are men. Once the  s a c r i f ic e  is  d e -a lle g o r is e d , 'c e t  acte  se comprend'.

The next comprehensible act d e p ic ts  a young man who bonds 

'd 'un e  a m itig  in d is s o lu b le  avec la  d o u le u r ',  i l lu s t r a t in g  a lesson 

from La N u i t  de mai: 'R ien ne nous rend s i grands qu'une grande 

d o u leu r' (Oeuvres c o np l& te s ,  p . 152). The fo llo w in g  passage then brings  

Musset in to  c lose  conjunction  w ith  th e  theme of pedagogical 

oppression:

Quand un glgve in te rn e , dans un lycg e , e s t gouverng, pendant des 
annges, qui sont des s i& c le s , du matin jusqu 'au  s o ir  e t du s o ir  
jusqu'au lendemain, par un p a r ia  de la  c iv i l is a t io n ,  qui a 
constamment le s  yeux sur l u i ,  i l  sent le s  f lo t s  tumultueux d'une 
haine v iv a c e , monter, comme une gpaisse fumge, & son cerveau, 
qui lu i  par a f t  pr&s d'gc la t e r .  Depuis le  moment oQ on l ' a  je tg  
dans la  p ris o n , jusqu'A c e lu i , qui s 'approche, oCi i l  en s o r t i r a ,  
une fi& v re  in tense lu i  ja u n it  la  fa c e , rapproche ses s o u rc ils , 
e t lu i  creuse les  yeux. La n u it ,  i l  r g f lg c h i t ,  parce q u ' i l  ne 
veut pas dorm ir. Le jo u r , sa pensge s 'g lan c e  au-dessus des 
m u ra ille s  de la  demeure de 1 'a b ru tis se m e n t, jusqu 'au  moment oft 
i l  s 'gchappe, ou qu'on le  r e je t t e ,  comme un p e s t ifg rg , de ce 
c lo f t r e  g te rn e l;  cet acte  se comprend.

This expression of what Bachelard c a l ls  'ressen tim en t d 'a d o le s c e n t' is  

tre a te d  by him and by Gracq as raw autob iography, 'rg fg ren ces  

d ire c te s ' buried among th e  l i t e r a r y  re fe re n c e s :

Si avares de d g ta ils  qu 'apparaissent le s  b iograph ies  pub liges  de 
Lautrgamont, g leu r le c tu re  la  c o n v ic tio n  se re n fo rc e  que, chez 
cet £ t r e  mort trg s  jeune, un gvgnement: son sgjour fo rcg  au 
c o llg g e , a la is s g  une tra c e  in e ffa g a b le , e t  que ce qu'on peut 
bien appeler la  tra g g d ie  de 1 'in te r n a t  a gtg vgcu par lu i  dans 
des co n d itio n s  p a r t ic u l ig r e  d 'a c u itg  e t d 'an g o isse . le s  
rg fgrences d ire c te s  p u llu le n t dans le s  Chants de h a l d o r o r i  les  
'mathgmatiques s g vg res ', ' 1 'g lgve  qui regarde obliquement c e lu i 
qui est ng pour 1 'o p p resser' . . . 3#
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Such evocations may be b io g ra p h ic a lly  a u th e n tic , but b iograph ica l

re fe ren ce  to  school l i f e  is  i t s e l f  a h ig h ly  l i t e r a r y  theme, whether in

r e a l is ts  l ik e  V a lle s  and D audet,30 or as p a rt of a Romantic t r a d it io n

of adolescent r e v o lt .  The theme fin d s  e q u a lly  h e a r t fe l t  expression in

Hugo's A propos d 'H orace i

Marchands de g re c ! marchands de la t in !  c u is tre s ! dogues! 
P h i l is t in s !  m agisters! je  vous h a is , pedagogues!

And in  Musset's Confession d 'un  e n fa n t  du s i & c l e i

Qui osera jam ais raconter ce qui se p a s s a it a lo rs  dans les  
colleges?  Les hommes d o u ta it de to u t :  le s  jeunes gens n i£ re n t
to u t . Les po&tes ch an ta ien t le  d£sespoir: le s  jeunes gens
s o r t ire n t  des £coles avec le  f ro n t  s e re in , le  v isage f r a is  e t 
v e rm e il, e t le  blaspheme & la  bouche. (Oeuvres c o a p l b t e s , p .558)

By h ating  the pedagogue and daring to  t e l l  'ce qui se p assa it a lo rs

dans le s  c o lle g e s ', the Ducasse of the  f i r s t  Chant  belongs in  th is

t r a d i t io n ,  though by the beginning of the  s ix th  a re s is ta n c e  to  th a t

t r a d i t io n  is  e v id e n t. Poetry is  accused of th r iv in g  in  the  pedagogical

environm ent. Scorn is  poured on th e  p o e tic  e f fo r ts  o f the  schoolboy

who succumbs to  the  in flu e n c e  of the  Romantics:

Ne croyez pas q u ' i l  s 'a g is s e  encore de pousser, dans des 
strophes de quatorze ou quinze l ig n e s , a in s i qu'un £l&ve de 
quatri&m e, des exclam ations qui passeront pour inopportunes, e t  
des gloussements sonores de poule co ch in ch in o ise , aussi 
grotesques qu'on s e r a it  capable de 1 'im a g in e r. ( V I . 1)

When we reach P o i s i e s , the  '616ve de quatrifeme' has h im self le a rn t  to  

r e s is t .  Schoolboys, now turned c r i t i c s ,  a re  scorn fu l of th e  poetic  

e f fo r ts  of a Lam artine:

Les n o v i s s in a  Verba fo n t s o u r ire  superbement le s  gosses sans 
mouchoir de la  quatri&me. ( P I . 43)

And d is d a in fu l of the prosaic  e f fo r ts  of a Hugo:

Par cel a seul qu'un 616ve de tro is i^ m e  s 'e s t  p6n£tr6  q u ' i l  ne 
fa u t pas chanter le s  d iffo rm it6 s  physiques e t in t e l le c t u e l le s ,  
par c e la  s e u l, i l  es t plus f o r t ,  p lus capab le , p lus in te l l ig e n t  
que V ic to r  Hugo. ( P I . 16)

One danger rem ains, re tu rn in g  us to  the  c lim a c tic  n a rra t iv e  

of p o e tic  in flu en ce  introduced a t  the  beginning o f t h is  s ec tio n . I t  

l ie s  in  the pedagogue's exposure o f h is  students  to  Romantic poetry  

'par la  p ra t iq u e '.  In h is  a r t i c le  'R h £to riq u e  e t enseignem ent' ,
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Genette describes how pedagogical p ra c tic e  in  the  n in e teen th  century  

was not n ece s sa rily  an obstacle  to  the -formation o-f a Romantic poet:

Les grandes te x te s  de la  l i t e r a t u r e  grecque, la t in e  e t
fra n g a is e  n 'g ta ie n t  done pas seulement des o b je ts  d 'e tu d es , mais 
a u s s i, e t de la  mani&re la  p lus d ire c te ,  des noddies £ i m i t e r .  
Et 1 'on s a it  bien que jusqu 'g  la  -fin du s i£ c le  (1880) les  
gpreuves l i t t £ r a i r e s  aux com positions, aux examens, au Concours 
g g n g ra l, -furent des pogmes e t des d iscours la t in s  -  c 'e s t -A -  
d ir e ,  non des commentaires, mais des im ita t io n s : des exercices
p ra tiq u es  de l i t t & r a t u r e .  ( . . . )  Pour un adolescent de c e tte  
gpoque, 'se lancer dans la  l i t e r a t u r e '  n 'g t a i t  done pas, comme 
a u jo u rd 'h u i, une aventure e t une ru p tu re : c 'g t a i t  le
prolongement -  on d i r a i t  v o lo n tie rs  1 'aboutissem ent normal d'un 
cyc le  d 'g tudes bien conduites, comme le  montre 1 'exemple de
Hugo, couronng & quinze ans par 1 'Acadgmie, e t chez qui 1 'en fan t 
sub l ime  ne f a i t  qu'un avec le  bon g lg v e .3*

I t  is  ju s t such a form ation th a t Ducasse would not wish upon the  

schoolboy, e p e c ia lly  when by the  1860s the f i r s t  th in g  th e  teacher of 

L a tin  verse does fo r  the young poets in  h is  charge 'e 'e s t  de le u r  

d g v o ile r  par la  p ra tiq u e  le  nom d 'A lfre d  de M usset'. These o b je c tio n s , 

even more than the passage on the  'g lg ve  in te rn e ' and th e  'p a r ia  de la  

c iv i l i s a t i o n ' ,  a re  'rg fg rences  d ire c te s ' to  Ducasse's biography. They 

are no less in te r te x tu a l fo r  th a t ,  o f course. Lespgs describes an

episode from Ducasse's l i f e  'en c lasse de rh g to r iq u e ' in  1864:

Ducasse a v a it  une aversion p a r t ic u l ig r e  pour le s  vers la t in s .  
H in s tin  nous donna un jo u r & tra d u ire  en hexam&tres le  passage 
r e l a t i f  au p e lican  dans R o l la  ( s i c )  de Musset. Ducasse, qui 
g t a i t  ass is  d e rr i& re  moi sur le  banc le  p lus g levg de la  c lasse , 
maugrga £ mon o r e i l l e  contre le  choix d'un p a re i l  s u je t .  Le
lendemain H in s tin  compara deux com positions classges prem ieres  
avec c e lle s  d'&l&ves du Lyc&e de L i l l e  o& i l  a v a it  professg  
nagu&re la  rh g to riq u e . Ducasse m anifesta  vivement son 
i r r i t a t io n :  'Pourquoi to u t cela?  me d i t - i l .  C 'e s t f a i t  pour
dggodter du l a t i n . ' 3 r

Towards the  end o f P o is ie s  I ,  H in s t in 's  advocacy of Romantic 

a lle g o ry  is  reduced to  a t i c  of v e r s if ic a t io n  c lasses , the  obsessive  

t ra n s la t io n  of Musset's verse , 'en quatrigm e' in to  L a t in ,  the next 

year in to  Greek, and 'en seconde', in to  Hebrew.3® The consequences of 

th is  te x tu a l a t t r i t i o n  are t e r r ib le .  The adolescent p o e t's  res is tan ce

to  Romanticism is  a l l  but destroyed: 'ces p la ie s  de la  n a tu re  animale

e t humaine le  re n d ire n t malade pendant un m o is ':
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I I  c ro y a it v o ir une arm6e de p e lic a n s  qui s 'a b a tta ie n t  sur sa 
p o it r in e ,  e t la  lu i  d ^ c h ira ie n t. I l s  s 'e n v o la ie n t ensu ite  vers  
une chaumi^re en flammes. I l s  mangeaient la  -femme du laboureur 
e t ses en-fants. Le corps n o irc i de b rO lu res , le  laboureur 
s o r ta it  de la  maison, engageait avec le s  p e lican s  un combat 
a tro ce .

The 'emparement du coeur' encouraged by F6nelon in  h is  P o i t i q u e is

h o rr ib ly  re - in te rp re te d  in  the  -future p o e t's  r e v is io n is t  'ra v e s ':

L '616ve vo ya it s o r t i r  son pro-fesseur de seconde, tenant d'une 
main son coeur, de 1 'a u tre  une - fe u i l le  de pap ier 0 C1 1 'on
d ^ c h i-f-fra it, en t r a i t s  de sou-fre, la  comparaison du p e lic a n  e t  
c e l le  du lab oureur, t e l le s  que Musset lui-m$me le s  a compos£es.

In h is  a -f-flic tio n  the schoolboy s u ffe rs  th e  tran s fo rm atio n  from 'bon 

61£ve' to  f u l ly  formed Romantic th a t Hugo had undergone untroubled. 

From schoolroom p ra c t it io n e r  o f 'v e rs io n  l a t in e '  he becomes, in  h is  

'r6ves de p e rs is ta n ce ' ,  a f ig u re  o f the  fu tu re  poet of the  Chants , a 

p o e tic  re v is io n is t  of M aldororian dim ensions. This transform ation  

transform s biography in to  'c o n te '. 'How l i t t l e  Ducasse became the  

Comte de Lautr6am ont' becomes an a lle g o ry  of in flu e n c e .

In flu en ce  here is  fig u re d  as the anxious b ir th  of the  poet, 

induced by exposure to  Romantic p o e try . In  both of Musset's a lle g o r ie s  

the mother is  absent from her 'p lace  accoutum6e' , * °  e ith e r  unmentioned 

or consumed by f i r e  before  the  n a rra t io n  begins. Her ro le  is  f i l l e d  by 

an id e a lis a t io n  of p a te rn a l love and d evo tio n . This fan tasy  is  

d is p e lle d  in  the young p o e t's  re v is io n , where the o ffs p rin g  are  

transform ed from passive re c ip ie n ts  o f th a t  love  in to  a p a tr ic id a l  

brood. These poetic  s ib lin g s  engage in  'un combat a tro c e ' w ith the  

f ig u re  of the p ro g e n ito r, w re s tlin g , as Bloom would say, 'w ith  th e ir  

strong precursors, even to  the  d eath ' (A n x i e t y  o f  I n f l u e n c e , p .5 ) .  The 

re v is io n  brings out -  'd ^ c h if f r e ' -  th e  Bloomian subtext of the  Muse's 

o r ig in a l message: 'Fo& te, e 'e s t  a in s i que fo n t le s  grands p o n te s .'

There are , in  f a c t ,  two re v is io n s  o f Musset in  th is  passage, 

the  schoolboy's M aldororian d ream -n arra tive  and th e  n a rra t iv e  in  which 

th is  is  embedded. The f i r s t ,  i f  i t  i s  a c o rre c tio n , co rrec ts  Musset 

w ord-for-w ord , but 'dans le  sens du d £ s e s p o i r ' ,  foregrounding  

h y p e rb o lic a lly  the dangerous in flu e n c e  of Romantic poetry on p o s t- 

Romantic poets. The second is  d i f f e r e n t ly  c o r re c t iv e , redressing the  

wrongs done to  the young poet in  the  f i r s t ,  and re s to r in g  him to  the
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mother absented by Musset -from the -fam ily romance. The s tra te g y

recommended as a cure fo r  th is  te x tu a l i n f l u e n z a  is  not a w o rd -fo r-

word c o rre c tio n , or a d ec ip h erin g , or even a ta lk in g  cure:

Je lu i  recommandai de se t a i r e  soigneusement, e t  de n'en p a r le r  
A personne, su rto u t A son professeur de seconde. Je c o n s e il la i A 
sa m£re de le  prendre quelques jo u rs  chez e l l e ,  en assurant que 
c e la  se p a s s e ra it .

Bloom's A nx ie ty  o f  I n f l u e n c e  suggests a wide range o f p o e tic  defense 

mechanisms against in flu e n c e , but m aternal s o lic itu d e  and a regime of 

s ile n c e  are  not among them. Even i f  they were Bloomian, they would

s t i l l  be in e ffe c tu a l fo r  th e  young poet Ducasse, 'dont la  1 6v re ' was 

never 'humect^e du l a i t  m a te rn e l'. The m other, dead a year a f te r  

Is id o re  was born, is  as absent from the b io g rap h ica l as from the

p o e tic  p r e - te x t .  Moreover, a t  th is  ju n c tu re  of Ducasse's 'p u b lic a tio n  

perm anente', s ile n c e  is  a lso  no more than a h y p o th e tic a l s o lu tio n .

The problem is  th a t in  Poesies  the  in flu e n c e  th a t  engendered

a re v is io n a ry  Lautr£amont out of Romanticism is  fig u re d  as 

re g re t ta b le ,  im plying th a t the  re v is io n a ry  mechanisms of defence 

employed in  the Chants -  a l le g o r is a t io n , c i t a t io n ,  parody, p a s tic h e , 

e tc . -  a re  a lso  re g re t ta b le . I f  the  defences then described in  Poesies  

are in e f fe c tu a l ,  the defenceless poet w i l l  be d e fe a ted . This is  not 

the  case, o f course, since Ducasse's p o e tic  e n te rp r is e  does not come 

to  a h a lt  w ith  Poesies Is  the promise of c o rre c tio n s  'dans le  sens de 

l 'e s p o ir '  is  re a lis e d  by th e  non-Bloomian p o s t-m o ra lis t. My Bloomian 

Ducasse is  a dim inished f ig u r e ,  not the  successful b e la ted  m o ra lis t I  

have described but a latecom er to  the game of accounting fo r  

in flu e n c e . He has few defences against p o e tic  in flu e n c e  to  r iv a l  

Bloom's Six R evis ionary  R a tio s . Cl inamen,  t e s s e r a ,  k e n o s is ,  

daem o n iza t ion ,  a ske s i s  and apophrades  a re  the  names o f strong  

metaphors, 'm ajor f ig u re s  w ith  the p e rs is ten ce  to  w re s tle  w ith th e ir  

strong precursors , even unto d e a th '. This does not mean Ducasse w il l  

g ive  up the  contest and s e t t le  down as a p la g ia r is t  of P ascal. In the  

next p a rt of th is  chapter I  want to  examine h is  form as a th e o r is t  of 

l i t e r a r y  in flu e n ce  who can generate strong metaphors of h is  own.

#  *  *
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1. L '  I m m o r t a l i t i , in  Premieres  m e d i t a t i o n s , p. 143. See Guyard, 
Lau t reanont  e t  L a m a r t i n e , p .79.

2. For a Pascalian Byron, see S ain te-B euve, Le S c e p t i c i s n e  de
P a s c a l , in  Revue des Deux Mondes, 16:13 (1B 46), p. 121, and G u erlac 's  
reading o-f th is  passage in  The Impersona l  S u b l i n e , pp. 164-5 .

3. The copy owned by Ducasse 'ne p o rte  n i le  nom de 1 'au teu r n i la
moindre re fe ren ce  de l ib r a i r e  ou d 'e d ite u r ' (L e fr£ re , Le Visage de
L au t re a n o n t ,  p .9 3 ) . L e fre re  doesn 't n o tic e  the s p e c if ic  p lag ia rism  
of th is  te x t in  P o e s ie s , and o ffe rs  no means of id e n t ify in g  the  
e d it io n  th is  might be. My re fe re n c e  is  to  the  on ly  copy of
B ra n s ie t's  te x t  in  the B ib lio th eq u e  N a tio n a le , an 1883 e d it io n  
published in  Tours.

4. Souveni rs Ronan t iq ues , p . 17. Barbey d 'A u re v i l ly ,  review ing £»aux 
e t Cannes, is  very pleased to  d iscover the passionate 'b y ro n ien ' 
beneath G a u tie r 's  mask of im p ass iv ity  (Le XIXe s i b c l e ,  I . ,  p .237 ).

5. R e f le x io n s  sur  que lques-uns de nes co n te np o ra in s  (Theodore de 
D a n v i l l e ) , in  Oeuvres c o n p i e t e s , p .483.

6. The te x ts  Etienne l i s t s  are: R e c o l l e c t i o n s  o f  the  l a s t  days o f
S h e l le y  and B y ron , by Trelawney, London, 1858; S h e l le y  H e m o r ia ls , by 
Lady S h e lle y , London 1859; P r o f i l i  d i Giuseppe T o r e l l i ,  F iren ze , 
1861; Conversa t ions  de Goethe , tra d , par M. D e le ro t , P a r is , 1863;
Lord Byron, e ine B iograph ie , von Dr Felix E berty , L e ip z ig , 1863; 
H i s t o i r e  de l a  l i t t e r a t u r e  a n g l a i s e , par M. Taine; A S e le c t i o n  from 
the  works o f  Lord B y ro n , by A.C. Swinburne, London, 1866; Le
Sent iment  de l a  n a tu re  chez le s  node rnes , par M. V ic to r  de Laprade,
P a r is , 1868; Lord Byron juge par des temoins de sa v i e ,  P a ris  1868.

7. Baunard, Le Doute e t  ses v i c t i n e s  dans l e  s i & c l e  p r e s e n t ,  p . 178.

8 . See Bandy & P icho is  (e d .) ,  B a u d e la i r e  devant  ses c o n te n p o r a in s , 
p .207.

9. A sselineau, B au d e la i r e  e t  /Isse iin eau , p. 124.

10. In  t i o u v e l le s  M e d i t a t i o n s , p .322. Byron makes a s im ila r  
d isc la im er regard ing  C h ilde  Harold '(whom, notw ithstand ing  many 
h in ts  to  the c o n tra ry , I  s t i l l  m ain ta in  to  be a f i c t i t i o u s  
personage)' .See P o e t i c a l  w o rks , p . 179. He a lso  adds th a t Harold  
'never was intended as an e x a m p le ... ' ( p .180).

11. P reface to  The V is io n  o f  Judgment , in  Byron, op. c i t . ,  p . 156.

12. See De Romont's comparison of B yron's Cain and Leconte de 
L is le 's  Ka'in (Revue du Monde C a t h o l i q u e , 2 5 .4 .1 8 7 0 ):

La copie est devenue de la  c a r ic a tu re : on a eu le s  types
byroniens, la  po^sie byronienne; mais c e t te  g lo ir e ,  si g lo ire  i l  
y a, d'apposer son nom A une l i t t e r a t u r e  m alsaine ne peut 
ap p arten ir qu'A un im ita te u r  des po&tes a n g la is , re le v a n t au 
re s te  moins de Byron que de Southey dont le s  gigantesques  
fantasm agories sont bouffonnes & fo rc e  d 'h o rre u rs  extravagantes .
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I t  i s  d i f f i c u l t  to  see th is  High Romantic Southey in  the p a l l id  
f ig u re  we remember today, but De Romont may have in  mind a te x t such 
as h is  ode To H o r ro r  (D a rk  H o rro r! hear my c a l l ! ) ,  a d e f in ite  
M aldororian in te r te x t :

Or i f  thy  fu ry  form ,
When o 'e r  th e  m idnight deep 
The d ark-w in g 'd  tempests sweep 

Beholds from some high c l i f f  the  in c reas in g  storm ,
Watching w ith  strange d e lig h t ,

As the black b illo w s  to  the thunder ra ve ,
When by the l ig h tn in g 's  l ig h t  

Thou s e e 's t th e  t a l l  ship s ink beneath th e  wave.
(Southey, P o e t i c a l  H o rk s , P a r is , 1829, p .670)

This is  ju s t as much a source o f Chant  11.13 as any of the  usual 
in te r te x ts  c ite d  out of M a tu r in 's  Melno th .

13. Barbara Johnson is  tempted to  read B a u d e la ire 's  'm 'a la rm a ie n t' 
w ith  re fe ren ce  to  h is  d is c ip le . See Les F le u rs  du x a l  a rad :  some 
R e f l e c t i o n s  on I n t e r t e x t u a l i t y , in  A H o r ld  o f  D i f f e r e n c e , 1987,
p . 118.

14. Ecole de Lord B y ron , in  Essai  su r  la  l i t t d r a t u r e  a n g lo is e  ( s ic ) ,  
p .562.

15. Ducasse had sa id : 'L isez  la  Confess ion d 'u n  e n fa n t  du s i d c l e .  La 
pente est f a t a le ,  une fo is  qu'on s 'y  engage ( . . . ) .  M 6fiez-vous de la  
pente ' ( P I . 3 4 ).

16. See Badesco, La Gdndra t ion  pod t iq ue  de 1860 , I . ,  p p .141 & 143.

17. See Haaouna,  Conte o r i e n t a l , ( I . i i i ) ,  in  Oeuvres c o a p lb te s ,  
p . 127.

18. B a u d e la ire 's  phrase, in  notes fo r  an a r t ic le  in  Le Hibou  
p h i l o s o p h e . See Oeuvres com p le tes ,  1968 , p .302.

19. Un t r a i t  d ‘ A l f r e d  de Musse t , reproduced in  V e u i l lo t ,  Melanges 
r e l i g i e u x ,  h i s t o r i q u e s ,  p o l i t i q u e s  e t  l i t t d r a i r e s , I I l e  s& rie , tome 
I I  (1 8 76 ), p p .527-529.

20. For example: an in s c r ip t io n , 'en c a ra c t£ re s  h£breux' warns the
n a rra to r  of the Chants of th e  fa te  th a t aw aits :

Vous, qui passez sur ce pont, n 'y  a lle z  pas. Le crim e y s§journe
avec le  v ic e ; un jo u r ,  ses amis a tte n d ire n t en va in  un jeune
homme qui a v a it  fra n c h i la  p o rte  f a t a le .

R o lla 's  n ig h t w ith  a p ro s t itu te  is  as f a t e f u l :
Marion co O ta it ch er. -  Pour lu i  payer sa n u i t ,
I I  a v a it  d6pens6 sa dern i& re p is to le .
Ses amis le  s a v a ie n t. Lui-m§me. en a r r iv a n t ,
I I  s '^ t a i t  p r is  la  main e t  donn£ sa p a ro le
Que personne, au grand jo u r , ne le  v e r r a i t  v iv a n t.

(Oeui/res c o a p l d t e s , p. 142)
At the end o f the episode in  the  Chants , th e  n a rra to r  is  questioned  
by a 'pou' ( f ig u r e , as we s h a ll see, of the  poet M usset):

A lo rs , le  pou, so rta n t subitem ent de d e r r i£ re  un prom ontoire, me 
d i t ,  en h 6rissan t ses g r i f f e s :  'Que penses-tu  de c e la ? '

The n a rra to r  of M usset's poem had asked the  read er:
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Penses-tu cependant que s i quelque croyance,
Si le  p lus 16ger -fi 1 le  r e te n a it  encor,
I I  v ie n d ra it  sur ce l i t  p ro s t itu e r  sa mort? ( p .144)

There is n ' t  space here to  d e ta il  a l l  the passages assoc iating  the 
two te x ts .

21. Simon C o if f ie r  de M oret, Le Cheveuf con te  n o r a l  (1808 ). The hero 
is  punished fo r  spying on the  -fa iry  M £ lu s in e 's  a b lu tio n s  by being 
transform ed in to  a h a ir  on the  head of h is  loved one, so th a t he can 
w itness her debauched i n f i d e l i t i e s ,  w ithout the  power to  stop her.

22. See Guyard, L au t re a zo n t  e t  L a z a r t i n e , p .81.

23. 'Tant q u e . . . '  is  a lso  the  r e f r a in  o f th e  famous prologue to  Les 
M i s e r a b l e * , a p re - te x t  fo r  S u lly  Prudhomme and fo r  Ducasse:

Tant q u ' i l  e x is te ra , par le  f a i t  des lo is  e t des moeurs, une 
damnation s o c ia le  cr6ant a r t i f ic ie l le m e n t , en p le in e
c iv i l is a t io n ,  des e n fe rs , e t  compliquant d'une f a t a l i t y  humaine 
la  destin £e  qui est d iv in e ; ta n t que le s  t r o is  probl&mes du 
s i& c le , la  degradation de 1 'homme par le  p r o le t a r ia t ,  la  
decheance de la  femme par la  fa im , 1 'a tro p h ie  de 1 'en fan t par la  
n u it ,  ne seront pas reso lu s ; ta n t que ( . . . )  e tc .

Reviewing Les M i s e r a b le s , B a u d e la ire 's  response to  th is  is  one of 
p e ss im is tic  re s ig n a tio n :

'Tant q u e . . . ! '  Heias! au tan t d ire  T0UJ0URS!
Weuvres c o z p i e t e s , p .494)

24. In  a la t e r  p a rt of the  same strophe ( I I . 9 ) ,  a l in e  from Coppee's 
sonnet Le Feu f o l l e t  is  embedded in  Ducasse's te x t :

Par une n u it  d 'o rage  e t sous un c ie l  en d e u il ,
P a rfo is  le  paysan, qui s o rt d 'une v e i l l £ e ,
Apergoit au d&tour de la  ro u te  m o u ill£e  
Un feu f o l l e t  &norme e t f ix e  comme un o e i l .

{Poes ies  de Frangois Copp6e, 1864-1869, p .55)
In the  Chants th is  peasant appears as w itness to  an apparently  
supernatura l phenomenon:

P a r fo is , le  paysan r§veur a p erg o it un a & ro lith e  fendre  
v ertic a le m e n t 1 'e s p a c e .. .

25. Le C r u c i f i x  i s  in  L am artine 's  Houve l l es  M e d i t a t i o n s ,  p . 133; La 
T i t e  de z o r t  is  in  G a u tie r 's  Poesies  (Poes ies com p le te s , p .56 ); Le 
Corbeau is  in  Leconte de L is le 's  Pobzes b a r b a r e s , p .262.

26. The drowning man may be a rem iniscence o f M usset's Confession  
(Oeuvres co m p le te s , p .6 2 3 ), where the  n a rra to r  is  a w itness to  such 
a scene.

27. Rimbaud, l e t t e r  to  Paul Demeny (1 5 .5 .1 9 7 1 ) , in  Poesies, 
G allim ard , 1973, p .204.

28. in  Oeuvres c o m p le te s , p .496.

29. Correspondence  I . ,  p .675.

30. See Badesco, op,  c i t . ,  I I . ,  p .942.
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31. V e u i l lo t ,  Melanges r e l i g i e u x ,  h i s t o r i q u e s , p o l i t i q u e s  e t  
l i t t i r a i r e s ,  I l l e  s £ r ie ,  tome I I  (1 8 7 6 ), p .529.

32. The stanza -from which the Musset te x t comes could have strayed  
■from my reading above (pp. 179 & 185) of the  'Tout es t d i t '  tro p e :

'Byron, me d irez -vo u s , m'a s e rv i de module. '
Vous ne savez pas done q u 'i l  im i t a i t  P u lc i?
Lisez le s  I t a l ie n s ,  vous verrez s ' i l  le s  v o le .
Rien n 'a p p a rt ie n t k r ie n , to u t a p p a rtie n t k tous.
I I  fa u t § tre  ignorant comme un m a ltre  d '£ c o le  
Pour se f l a t t e r  de d ire  une seu le  p a ro le  
Que personne ic i-b a s  n 'a i t  pu d ir e  avant vous.

iHamouna, I l . v i i i - i x ,  in  Oeuvres c o m p u t e s , p . 136)
Hugo's l in e  is  from A propos d 'H o ra c e ,  in  Les Contempla t ions  
(Oeuvres p o i t i q u e s  com p le tes , p .3 2 6 ).

33. See a lso  V ig n y 's  Mont des O l i v i e r s , in  Les D e s t i n i e s .

34. See C orti edtion  of Lautr6am ont, Oeuvres c o m p u t e s , 'p re face  de 
J u lie n  G racq ', p .79.

35. See, fo r  example, V a lle s , L 'E n f a n t  (1 8 79 ), and Daudet, Le P e t i t  
Chose (1868) and Jack  (1876).

36. G enette , F ig u re s  11 , p .26.

37. Souven irs  de Paul Lespks , in Lautr6am ont, Oeuvres c o m p u t e s , ed. 
Walzer (1 9 7 0 ), p . 1025.

38. See P o is ie s  1 .4 3 , 49 & 50. I t  does not seem l ik e ly  th a t version  
in to  Hebrew r e a l ly  was a p art o f th e  curricu lum . Here i t  is  e ith e r  
hyperbo lic  or an a llu s io n  to  H in s t in 's  hebraic  o r ig in s .

39. See L e t t r e  k 1 ' Acad im ie , p .83:
I I  fa u t q u ' i l  exprime le s  passions pour le s  in s p ire r ;  i l  fa u t

3u ' i l  s'empare du coeur pour le  to u rn er vers le  but le g it im e  
'un po&me.

40. L e t t r e  k M. de Lam ar t ine :
Lorsque le  lab oureur, regagnant sa chaumi&re,
Trouve le  s o ir  son champ ras6 par le  to n n e rre ,
I I  c r o it  d 'abord qu'un r£ve a fa s c in g  ses yeux,
E t, doutant de lui-m§me, in te rro g e  le s  c ieu x .
P artou t la  n u it  est sombre, e t  la  te r r e  enflamm£e.
I I  cherche autour de lu i  la  p lace  accoutum&e 
OCi sa femme 1 'a tte n d  sur le  s e u il e n t r 'o u v e r t . . .

(Oeuvres c o m p u t e s , p. 160)
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5 .2  FIGURES OR INFLUENCE

1. STRONG POETS & STRONG METAPHORS

Je prends £ p art les  plus b e lle s  poesies ( . . . )  e t je  les  
c o rrig e  ( . . . )  J 'in d iq u e  comment i l  a u ra it  f a l lu  -fa ire .

(Ducasse, l e t t e r  6 , 1870)

This appears as a c o rre c tiv e  movement in  h is  own poem, which 
im p lies  th a t the precursor poem went acc u ra te ly  up to  a 
c e rta in  p o in t.

(Bloom, The A n x ie t y  o f  I n f l u e n c e , 1973, p . 14)

The candidates fo r co rrec tio n  announced to  P o u le t-M a lass is  are the  

obvious ones and, B a u d e la ire 's  p u b lish er might o b je c t, a l i t t l e  out of 

d a te . They are a l l  strong poets, but by the 1860s the Romantics had 

been superseded, there  was a new generation  and a new, post-Romantic 

l i t e r a t u r e  to  be reckoned w ith . The only 'modern' of the  f iv e  is  

B a u d e la ire , who had been dead th ree  years.

To a th e o r is t  of in flu e n c e  th is  o b jectio n  misses the p o in t. 

Each poet c ite d  serves to  i l lu s t r a t e  in  a d i f fe r e n t  way the  

problem atics of the theory. I f  Byron, a poet in  E nglish and dead 

fo r ty -s ix  years can s t i l l  be a presence, i f  not a s tre n g th , in  the  

Second Empire, i t  shows th a t in flu e n c e  is  not s tra ig h tfo rw a rd ly  bound 

up w ith  the succession of g en era tio n s , th a t the 'genealogy of 

im a g in a tio n ' is  not a d iachronic  lin ea g e . The example of Hugo makes 

th e  p o in t as e f fe c t iv e ly :  only fourteen  years younger than Byron but 

'encore v iv a n t ' , 1 e x ile d  from the P aris ian  l i t e r a r y  scene but s t i l l  

i t s  p res id in g  genius. By the tim e Mallarm£ breathed h is  famous sigh of 

r e l i e f  in  1885, Hugo had presided over four generations of French 

p o e try . Lam artine and Musset represent d if fe r e n t  ways of n e g o tia tin g  a 

dominant in flu e n ce  (th a t of Byron a g a in ), in  the one case re s is t in g  

through d ia lo g u e , arguing the p o in t w ith  the strong precursor, in  the  

other (so the myth goes), o ffe r in g  no re s is ta n ce  and succumbing, with  

f a ta l  consequences. They a lso  exe rt in flu e n ce  themselves in  d if fe r e n t  

ways, i l lu s t r a te d  in  the n a rra t iv e  of Poesies  1 .5 0 . B audela ire  

embodies the agon of in flu e n ce  as a contemporary issue, a lte rn a te ly  

aggressor and v ic tim , strong or weak, according to  the read ing . For
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Barbey d 'A u re v il ly ,  condemining h is  p a r t ic ip a t io n  in  the  f i r s t  

Parnasse c o n te n p o r a in , B audela ire  is  pure v ic tim :

Sans M. Hugo, le  P£re k Tous, -  sans M. Th£ophile G au tie r, 
1 'o n c le  k tous ( . . . ) ,  -  sans Edgar Poe q u 'i l  a t r a d u it  e t  dont 
i l  s 'e s t  t e in t  jusque dans le s  profondeurs de sa pens£e -  e t 
m£me sans Sainte-Beuve e t son t e r r ib le  carabin  de Joseph 
Delorme, -  que s e r a i t - i l?  (Le XIXe s i k c l e ,  I I . ,  p p .87 -8 )

But he is  a v ic tim  who, as we have seen, has v ic tim s  o-f h is  own, in  

Mallarm e -  ' I I  a 6videmment pour g6n£rateur M. B a u d e la ire ' -  and 

V e rla in e :

Un B audela ire  p u r ita in ,  -  combinaison fun£brement d rd la t iq u e , -  
sans le  ta le n t  net de M. B au d e la ire , avec des r e f le t s  de M. Hugo 
e t d 'A lfre d  de Musset, ( i b i d . ,  p .88)

The reader can a lso  d isce rn , w ith  S ain te-B euve, an un-anxious

B a u d e la ire , r e la t iv e ly  fre e  of in flu e n c e s , a pure o r ig in a l 'content

d 'a v o ir  f a i t  quelque chose d 'im p o ss ib le , I k  oCi on ne c ro y a it pas que

personne pGt a l l e r '  (Causer ies ,  IX . ,  p .5 2 8 ), o r , w ith  Ju les V a lle s  and

V ic to r  N o ir , a B audelaire u n lik e ly  to  generate an x ie ty  in  those who

come a f t e r .  V a lle s ' 1867 o b itu ary  fo r  the  poet p red ic ted  h is  imminent

descent in to  o b liv io n :

I I  eut une minute de g lo ir e ,  un s i£ c le  d 'agon ie; a u r a - t - i l  deux 
ans d ' im m o rta lite ? '
A peine!
Ses adm irateurs peuvent to u t au p lus  esp£rer pour lu i  qu'un 
jo u r , un curieux ou un r a f f in g  logera ce fou dans un volume t i r e  
k cent exem plaires, en compagnie de quelques excentriques  
c ro tte s . ( L i t t e r a t u r e  e t  r e v o l u t i o n , p p .323-4 )

V ic to r  N o ir makes a s im ila r  p re d ic tio n . H is B audela ire  w i l l  e xe rt no 

in flu e n c e , dangerous or otherw ise:

I I  passera k la  p o s te r ite . Mais de m£me que 1 'on s 'a rr fc te ,  
s u rp r is  e t fa s c in e , en face  des nombreuses e t grandioses  
c re a tio n s  de 1' Inde mystique, oH le  beau se marie k 1 'h o r r ib le ,  
de m£me on re s te ra  frappe de stupeur e t d 'ad m ira tio n  en presence 
de ce prodigieux monument l i t t e r a i r e  re c e ia n t une enigme 
in d e c h if f ra b le .
De nos jours d e je , la  fo u le  n 'a  p r£ te  qu'une a tte n tio n  d is t r a i t e  
aux chants b iza rre s  du poete q u 'e l le  a vu mourir avec une fro id e  
in d iffe re n c e .
B audela ire  s 'e s t  6gar£ seul dans l ' i n f i n i . 2
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Noir and V a lle s  were q u ic k ly  proved wrong, o i  course. 

B audela ire  is  unquestionably the  major -figure o-f poetry  in the  Second 

Empire. What Bloom him self has had to  say about French poetry  has been 

m ainly about B audela ire , and the  s itu a t io n  of poetry  in  1860s P a r is ,  

th e  's itu a t io n  de B a u d e la ire ', s p e c if ic a l ly ,  has proved a severe te s t  

of the Bloomian paradigms. Poesies  is  both a p a rt o f th a t s itu a t io n  

and a m editation  upon i t ,  te s t in g  th a t theory  of in flu e n c e  not on ly  as 

an o b ject to  which i t  might be a p p lie d , but as an analogous theory  

w ith  which i t  must compete.

Ducasse's c r i t ic a l  re v is io n  of L ite ra tu re  makes several 

Bloomian gestures. Poesies  is  c r it ic is m  of the kind th a t ,  as Bloom 

would have i t ,  tends to  become poetry  as poetry  tends to  c r it ic is m . I t  

too is  a m editation  upon misreading and, a t le a s t no les s  than does 

Bloom, Ducasse o ffe rs  in s tru c t io n  in  the  p ra c t ic a l c r it ic is m  of 

p o e try . Poesies  d isp lays names in  f a m i l ia r ly  Bloomian genealogies of 

im ag ination : C o rn e ille , Racine; Dante, M ilto n ; Hugo, Lam artine and 

Musset -  the te x t is  l i t t e r e d  with the great dead names, entered in  

l i s t s ,  grouped in to  p a r tie s  and p it te d  against each o th e r, fa th e rs  

ag a in s t sons. There are d iffe re n c e s  to o , of course. The Bloomian 

s o l i t a r y  agon of strong poet and strong poet gives way to  the French 

th e a tre  of c u ltu ra l war, the c r i t ic a l  scene where the combattants are  

schools of thought and polem ical judgments. P a ls ie s  i t s e l f  is  th is  

's taged scen e ,' a 'court o-f judgment' such as Bloom discovers in  

Browning's Ch i lde  Roland and a play o f w rite rs -a s -p u p p e ts  -  'p a n tin s  

en baudruche, f ic e l le s  usees' ( P I .23) -  animated by the

c r i t i c a l  discourse th a t puts them to  use. The prim al scene of th is  

drama was enacted by V ic to r  Hugo in  the p re fa ce  k Croroweii, the  

c r it iq u e  of e xa c tly  such c r i t i c a l  p ra c tic e :

Puis le s  noms de ceux qui sont morts je t6 s  k la  t£ te  de ceux qui 
v iv e n t: C o rn e ille  la p id £  avec Tasso e t G uarin i (G u a r in i! ) ,  comme 
plus ta rd  on la p id e ra  Racine avec C o rn e il le ,  V o lta ire  avec 
Racine, comme on la p id e  au jo u rd 'h u i to u t ce qui s '61£ve avec 
C o rn e ille , Racine e t V o lta ir e .  La ta c t iq u e , comme on v o i t ,  est 
us£e, mais i l  fa u t q u 'e l le  s o it  bonne, p u is q u 'e lle  s e rt  
to u jo u rs . (p .41)

Forty  years on th is  ta c t ic  s t i l l  serves:
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Les v a u d e v ille s  barbares de Hugo ne proclament pas le  d e v o ir . 
Les m^lodrames de Racine, de C o rn e il le ,  le s  romans de La 
Calpren£de le  proclam ent. Lam artine n 'e s t pas capable de 
composer le  Ph£dre de Pradon; Hugo, le  Venceslas de Rotrou; 
S ainte-B euve, les  trag ed ies  de Laharpe, de Marmontel. ( P I I . 38)

Ducasse counters 'le s  prefaces insens^es comme c e l le  de Cromwell' 

( P I . 13) by making a pawn of the g ian t Hugo, kept down as much by the  

le s s e r (R o trou !) as the g re a t. These lesser names are  n o t, l ik e  Gagne 

or Z o r i l la ,  tra c e s  of an e s o te ric  ta s te ,  o r , l i k e  Capendu and Cobb, of 

ephemeral re ad in g , but n e ith e r are they w ith Lam artine and Hugo among 

the  precursors  of the poet Ducasse. The p re te x ts  of P o is ie s  11.38 are  

not those p a r t ic u la r  p lays by Pradon and Rotrou, nor the dram atic  

works of Laharpe and Marmontel. The Scenes of In s tru c tio n  are the  

commonplace ones: the schoolroom, where Rotrou and Pradon are  nothing  

more than the  lesser contemporaries o f C o rn e ille  and Racine, and the  

discourse of the  c r i t ic  fo r  whom Laharpe and Marmontel a re  V o lta ir e 's  

les s er d is c ip le s  and nothing more. Those names are merely quotations  

from L i te r a tu r e ,  agents of in s t i tu t io n a l  precursors (School, Press and 

Academy) which are c o lle c t iv e ly  in v u ln e ra b le  to  the  assau lts  of the  

in d iv id u a l poet.

Ducasse's ta c t ic a l  response is  to  p lay  o f f  these in s t i tu t io n s  

ag ain s t th e ir  most i l lu s t r io u s  agents, the strong poets , p icking  them 

o ff  one by one: 'Je prends k p a rt les  p lus b e lle s  poesies de

Lam artine , de V ic to r Hugo, d 'A lfre d  de Musset, de Byron e t de 

B a u d e la ire '. Of these subjects  fo r  re v is io n , Hugo alone f i t s  the  

Bloomian type of the strong poet w ith  whom the  lesser must compete:

V a l6 ry , u n lik e  both Form alis t and P o s t -S tru c tu ra lis t  c r i t i c s ,  
understood th a t Hugo was to  French poetry  what Whitman was to  
American p o e try , and Wordsworth was to  a l l  B r it is h  poetry a f te r  
him: the  inescapable p re c u rs o r.3

B a u d e la ire 's  f a i lu r e  to  escape Hugo's in flu e n ce  is  made much of by 

Bloom, too much, given Sima G odfrey's  persuasive dem onstration th a t  

B oileau  is  the t r u ly  inescapable a u th o r ity  over modern French poets, 

even over B au d e la ire , the 'B o ile a u -h y s t6 r iq u e ' . +  Nonetheless, since  

M ilto n 's  Satan is  'th e  archetype of the  modern poet a t h is  s tro n g e s t' 

(A n x ie ty  o f  I n f l u e n c e , p. 1 9 ), Hugo gets to  p lay  God, 'th e  dead but 

s t i l l  em barrassingly potent and present a n c e s to r ', and the ro le  of 

adversary goes to  B audela ire  (o r, conceivab ly , to  Ducasse). The poet
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of Les L i t a n i e s  de Satan and the c re a to r o-f Maldoror both - f i t  the  type  

o-f t h is  Bloomian Satan but, as modern French poets, they both know 

th a t th is  archetype is  no longer M ilto n ic  but Byronic. This doesn 't 

d im in ish  the  ty p e 's  s ig n ific a n ce : Byron is  s t i l l  'un des quatre ou

cinq phares de 1 'hum anity' ( P I .22) and ' l ' a r t  moderne' is  s t i l l  

'e s s e n tie lle m e n t d£moniaque', but even fo r  B au d e la ire , 'en p le in e  

atmosphere satan ique ou rom antique, au m ilie u  d'un concert 

d 'im p re c a t io n s ', the  expressions of th a t demoniacal tendency are no 

longer epic but s a t i r i c a l ,  h is  d e v ils  are c a r ic a tu re s  observed 'au 

fond d'un th e a tre  b a n a l'.®  And M aldoror, l ik e  the Konrads, Manfreds 

and Laras from whom he d e riv e s , is  a 'd ia b le  en c a rto n ' ( P I .2 3 ) ,  a 

m ario n e tte  operated by Ducasse fo r the  purpose of exploding the  myths 

of l i t e r a r y  Satanism.

This is  not to  say th a t h is  oeuvre cannot accommodate an

orthodox Bloomian read ing . I f  ever Bloom comes to  preface  a volume of

Modern C r i t ic a l  Views on Lautr6am ont, he might w ell choose to  c i t e

th is  passage, th e  post-scriptum  to  a l e t t e r  from the young Ducasse to

Hugo, in to  which can be read a l l  the tremulous su b jec tio n  of the

ephebe b efore  the  ancestra l poet:

Vous ne sau riez  c ro ire  combien vous re n d rie z  un e tr e  humain 
heureux, s i vous m '6criv iez  quelque mots ( . . . )

Et m aintenant, parvenu A la  f in  de ma l e t t r e ,  je  regarde  
mon audace avec plus de s a n g -fro id , e t je  fr^m is de vous avo ir  
e c r i t ,  moi qui ne su is  encore r ie n  dans ce s i£ c le ,  tan d is  que 
vous, vous e tes  le  Tout, (see Appendix B)

Ducasse's stance here is  a rc h e ty p a lly  Bloomian, though i t  must be 

added th a t  before  i t  was Bloomian i t  was B au d e la ir ian . In  1840, the  

n o v it ia te  B audela ire  w rite s  to  the o b jec t of h is  ven era tio n :

Je su is  encore un 6 c o lie r  e t je  commets p e u t-e tre  une 
im pertinence sans exemple; ( . . . )  P o u rta n t, s i vous saviez  
combien n o tre  amour, £ nous au tres  jeunes gens, est s in cere  e t  
v ra i ( . . . ) ;  je  vous c ro is  bon e t g6n£reux, parce que vous avez 
e n tre p r is  p lu s ie u rs  r e h a b il i ta t io n s  ( . . . ) ;  je  vous aime comme on 
aime un h£ros, un l i v r e ,  comme on aime purement e t sans in te r e t  
to u te  b e lle  chose. Je suis p e u t-e tre  bien hardi de vous envoyer 
bon gre mal gr£ ces eioges par la  poste; mais je  voudrais vous 
d ir e  vivem ent, simplement, combien je  vous aime e t je  vous 
adm ire, e t je  trem ble d 'e t r e  r id ic u le .  Cependant, puisque vous 
avez e te  jeune, vous devez comprendre cet amour que nous donne 
un l i v r e  pour son au teu r, e t ce besoin qui nous prend de le
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rem erc ier de vive voix e t  de lu i  b a ise r humblement le s  mains; k 
d ix -n e u f ans, eussiez-vous h 6 s it£  k en £ c r ir e  au tant k un 
6c r iv a in  dont vo tre  £me etft £ t6  6 p r is e , k  M. de Chateaubriand  
par exemple ? ( . . . )  j 'e s p £ re  ( . . . )  que vous daignerez m'honorer 
d'une r£ponse: je  vous avoue que je  1 'a tte n d s  avec une
im patience extreme ( . . . ) *

B audela ire  a llu d e s  here to  Hugo's dictum , issued a t the  age o-f 

f i f te e n s  'Je veux § tre  Chateaubriand ou r ie n .  ' The same m atrix  is  

expanded by Ducasse when he humbly compares h im self to  the  same 

addressee, Hugo: 'moi qui ne suis encore r ie n  dans ce s i& c le , ta n d is

que vous, vous dtes le  T o u t'.

This l in e  of succession lin k in g  Ducasse and B audela ire  to

Hugo, a secret genealogy of gestures performed p r iv a te ly  by young

poets in  awe of th e ir  m asters, ends in  th a t im aginary le t t e r  from Hugo

to  Chateaubriand, the f i r s t  of the 'Grandes’-T S te s -M o lle s ' .  A d i f fe r e n t

l in e ,  where the  forebear is  h a ile d  (or disowned) p u b lic ly , a lso  lin k s

Ducasse w ith  Chateaubriand. Poksies  1 .5 0 , the a lle g o ry  of Romantic

in flu e n c e , c ite s  Musset's L e t t r e  k M. de L a n a r t i n e .  Th is is  not a

p r iv a te  l e t t e r  but a published poem. Musset begins h is  submission to

the precursor by evoking Lam artine 's  own submission, to  Byron. He

imagines Byron reading the poem dedicated to  him by Lam artine:

I I  £couta ces vers que l i s a i t  sa m attresse,
Ce doux s a lu t lo in ta in  d'un jeune homme inconnu.
Je ne s a is  s i du s ty le  i l  com prit la  richesse;
I I  la is s a  dans ses yeux s o u rire  dans sa tr is te s s e :
Ce qui v e n a it du coeur lu i  fu t  le  bienvenu.

(Oeuvres comp le tes ,  p . 160)

This f i c t io n 7 of a precursor revers in g  the  flow  o-f a f fe c t ,  of a 

r e c u r s u s , is  e laborated  by Musset so he may s o l ic i t  the  same 

acknowledgement from Lam artine:

A ton to u r , regois-m oi comme le  grand Byron, ( i b i d . )

A ccordingly Lam artine obliged w ith  h is  Fragment de M e d i t a t i o n : A M. de 

Musset,  en rkponse k ses vers  (1840 ), fo r  the  recursus in  th is  l in e  of 

in flu e n ce  is  p a rt of a p o lite  so c ia l r i t u a l  acted out before  the  

reading p u b lic . S im ila r  exchanges occur between Musset and S a in te -  

Beuve, and between Sainte-Beuve and Turqu6ty.
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Only a t the source, passing from Byron, the  la s t  of the

'G ra n d es -T 6 te s -M o lles ,' to the f i r s t ,  Chateaubriand, do these two

lin e s  of in flu en ce  jo in : the p r iv a te  an x ie ty  becomes p u b lic  d is p la y ,

and i t  is  the precursor who s o l ic i t s  the o th e r 's  acknowledgement.

C o n trib u tin g  to  the debate on how g re a t ly  he in fluenced  Byron,

Chateaubriand w rite s :

Au su rp lu s , un document tra n c h e ra it  la  question s i je  le  
poss^dais. Lorsque / Ita ia  p a ru t, je  regus une l e t t r e  de 
Cambridge, sign^e G. Gordon, lo rd  Byron. Lord Byron, dg£ de 
quinze ans, 6 t a i t  un as tre  non lev6 ( . . . ) :  je  c ro is  cependant me 
souvenir d 'a v o ir  r£pondu A lo rd  Byron; mais i l  est possib le  
aussi que le  b i l l e t  de 1 '§ tu d ia n t de Cambridge a i t  subi le  sort 
commun. En ce cas mon im p o litesse  fo rc6e  se sera chang6e en 
o ffense  dans un e s p r it  ir a s c ib le ;  i l  aura puni mon s ile n c e  par 
le  s ie n . Combien j ' a i  re g re tt£  depuis le s  g lo rieu ses  lig n es  de 
la  prem iere jeunesse d'un grand p o 6 te !°

And he concludes by applying once more the metaphor th a t makes the  

h is to ry  of Romanticism so readable  a fa m ily  romance:

Si par hasard lo rd  Byron m 'a v a it f a i t  v iv re  de sa v ie , i l  a u ra it
done eu la  fa ib le s s e  de ne jam ais me nommer? J '£ ta is  done un de
ces p6res qu'on re n ie  quand on est a r r iv e  au pouvoir? ( ib id . )

C hateaubriand's language of p a te rn a l a u th o r ity  and f i l i a l  

re je c t io n  g ives a s u ita b ly  oedipal edge to  the  n a r ra t iv e , but the  

n a rra to r  might adopt a d if fe r e n t  tone and d ispel the Bloomian 

atmosphere, c it in g  S ain te-B euve 's  response to  Chateaubriand, perhaps:

I I  y a 1A de 1 'e n fa n ti 11 age vraim ent. Ces grands pontes n 'o n t 
pas eu besoin de s 'im ite r  l 'u n  1 'a u tre ; i l s  ont trouv6 en eux- 
m§mes e t  dans l ' a i r  du s i^ c le  une i n s p i r a t i o n  s u f f i s a n t e  q u 'i ls  
ont chacun a p p r o p r i i e  e t f i g u r £ e  £ leu r m ani£re, en y m ettant le
cachet de leu r ta le n t  e t de le u r  6goi‘sm e.*

The fa m ily  romance is  dismissed as 'e n fa n ti 11 age' by the  fa th e r  of 

modern c r it ic is m , who o f fe rs  instead a few fragments o f o ther strong  

metaphors. There are traces  of Bloom in the language of a p p ro p ria tio n  

and f ig u ra t io n :  'f ig u re s  of capable im agination  a p p ro p ria te  fo r

them selves' (A nx ie ty  o f  I n f l u e n c e , p .5 ) .  In the  self-engendered  

' in s p ira t io n  s u ff is a n te ' o f 'grands pontes' th e re  is  Hugo's: 'Le g6nie  

a to u t ce q u ' i l  lu i fa u t dans son c e rv e au ', and thereby Bloom: 'A

strong poet ( . . . )  must d iv in e  or in ven t h im s e lf, and so attem pt the  

im p o s s ib ility  of o r ig in a tin g  h im se lf. 10 ^ more frequent metaphor in
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Sainte-B euve e lab o ra tes  on the  a f f l i c t io n  of lesser poets , fo r  whom 

in s p ira t io n  is  a l i t e r a l  b reath in g  in  of an unhealthy 'a i r  du s i£ c le ' .  

The metaphor generated -  Byron's 'm aladie du s i^ c le ' as diagnosed by 

T a in e , C hateaubriand's 'm alad ie  de l'£ m e ' from which 'on ne peut f a i r e  

une l i t e r a t u r e '  -  is  a lso  Ducassian, and a ls o , i f  a n t i t h e t ic a l ly ,  

Bloomian:

In flu e n ce  is  I n f l u e n z a  -  an a s tra l d isease.
I f  in flu e n ce  were h e a lth , who could w r ite  a poem?

(A n x ie t y  o f  I n f l u e n c e , p .95)

The language of i l ln e s s  has been used since the  o r ig in s  of 

Romanticism to  describe the s itu a t io n  of p o e try . By i t s  a p p lic a tio n  

Ducasse can be s itu a te d  w ith in  a c r i t i c a l  master—n a rra t iv e  th a t has 

i t s  o r ig in s  in  the C lassicism  of the conservative  jo u rn a l Le 

C o n s t i t u t i o n n e l :

Le romantisme n 'e s t p o in t un r id ic u le .  C 'es t une m aladie comme 
le  somnambulisme.12

This is  meant more or le s s  l i t e r a l l y ,  but the l i t e r a l is m  of th is  

discourse develops in to  a metaphor th a t comes to  dominate a l l  

discourse on l i t e r a t u r e ,  Romantic and an ti-R om antic . S ain te-B euve, the  

Romantic turned C la s s ic is t ,  c a te g o r ic a lly  opposes the two as s ta te s  of 

h e a lth :

Le c lassique ( . . . )  comprend le s  l i t e r a t u r e s  £ l ' 6 t a t  de sant6  
e t de f le u r  heureuse ( . . . ) ;  le s  l i t e r a t u r e s  qui sont e t se 
sentent chez e l le s ,  dans le u r  v o ie , non d6class§es, non 
tro u b la n te s , n 'ayan t pas pour p r in c ip e  le  m a la ise , qui n 'a  
jam ais £ t£  un p rin c ip e  de beaut£. Ce n 'e s t pas moi, m essieurs, 
qui m ^ d ira it des l i t e r a t u r e s  romantiques; je  me t ie n s  dans le s  
termes de Goethe: 'J 'a p p e lle  le  c lass ique  le  s a in , e t le
romantique le  m alade'. (C a u s e r ie s , XV ., p .369-70)

The vocabulary of physical a f fe c t  becomes so commonplace th a t by 1870 

i t  has lo s t almost a l l  i t s  metaphoric power. The word 'g^missement' ,  

fo r  example, in  the f i r s t  l in e  of Poesies  no longer describes  

anyth ing , i t  simply declares  the t e x t 's  p lace in  n in e te en th -c en tu ry  

discourse on Romanticism. 'G^missement' had s ig n if ie d  Romanticism's  

id e a l o f immediate, un-mediated communication between soul and v o ic e , 

of s e lf-e x p re s s io n , whenever the  id e a l had been obliged to  accept the  

unhappy fa c t  of the s e l f 's  is o la t io n  and the s e lf  f e l l  s ic k . The term  

i t s e l f  was a i l in g  by 1841, reduced to  a r i t u a l  bonding c a ll  in  Sand's
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preface  to  L i l i a ,  where she describes the in flu e n c e  on her generation  

of Goethe, Chateaubriand, Byron, M isgki^w icz, Hugo, Dumas, S a in te -  

Beuve ('Joseph Delorm e') and Barbiers

Et nous au tres  a r t is te s  inexp£rim ent6s, qui venions sur leu rs  
tra c e s , n '6 tio n s -n o u s  pas n o u rris  de c e t te  manne am6re r6pandue 
par eux sur le  desert des hommes? Nos prem iers essais  ne fu r e n t -  
i l s  pas des chants p la in t i f s ?  N'avons-nous pas te n t6  d 'accorder 
n o tre  ly r e  tim id e  au ton de leu r ly re  § c la ta n te ?  Combien sommes- 
nous, je  le  r6 p £ te , qui le u r  avons r^pondu de lo in  par un choeur 
de g^missements?13

W ithout th e  heavy a llu s io n s  to  B ib lic a l  e x i le  and s p ir i tu a l  s u ffe r in g ,

th is  metaphor would be dead. I t  remains cu rren t th e re a fte r  m ainly in

anti-R om antic  d iscourse , i t s  growing b a n a lity  a metonym of the

d is c u rs iv e  b a n a lity  of the  o b jec t under s c ru tin y . Sainte-B euve, in  the

a r t ic le  a lread y  quoted, uses the term to  show C lassicism  in  a

favo u rab le  lig h ts

La l i t t £ r a t u r e  classique ne se p la in t  pas, ne g£mit pas, ne 
s 'e n n u ie  pas. Q uelquefois on va p lus lo in  avec la  douleur e t par 
la  do u leu r, mais la  beauts est p lus  t r a n q u i l le .  (o p . c i t . p .370)

In h is  1864 a r t i c l e  on Lam artine, Leconte de L is le  g ives  th is  

s te re o ty p ic a l and fa ls e  expression of s u ffe r in g  a fresh  v iru le n c e  by 

opposing to  i t  the  genuine 'm a la is e ' th a t is  induced by exposure to  

Romanticism:

I I  y a dans ce g^missement continu une t e l l e  absence de v i r i l i t y  
e t d 'a rd eu r r ^ e l le ,  c e tte  langue est te lle m e n t m olle , effem in§e  
e t in c o rre c te , le  vers manque A ce p o in t de muscles, de sang e t  
de n e r fs , q u ' i l  est im possible d 'en poursuivre la  le c tu re  e t 
1 '6tude sans un in to le ra b le  m ala ise.

(A r t i c l e s , e t c . ,  p . 170-71)

In 1870 F re d eric  Dame, a ded icatee o-f P o i s i e s ,  r e v i ta l is e s  the  

Romantic c lic h e  a n t i t h e t ic a l ly  by asso c ia tin g  the term w ith  the  

c h a ra c te r is t ic  fe a tu re  of Leconte de L is le 's  anti-R om antic  'e c o le  

d e s c r ip t iv e ',  e f fa c in g , as Ducasse does, whatever d iffe re n c e  Leconte 

h im self might make between h is  'e s th ^ tiq u e ' and Lam artin e 's :

R£ver, g£m ir, d g c r ire . Ces t r o is  mots renferm ent to u te  
1 'e s th £ tiq u e  des pontes en 1870: le  r§ve  absurde, voulu e t
guind6: le  g£missement faux d'un e s p r it  bien p o rta n t, d'un coeur 
t r a n q u i l le ,  d'une pens£e qui se fa rd e ; la  d esc rip tio n  r u t i la n t e ,  
A outrance, que r ie n  ne rebute  ni n 'a r r § t e . iA
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The 'm aladie du s i^ c le ' could be more s p e c if ic a l ly  diagnosed

and tra c e d , perhaps, to  the co n d itio n  of the  Romantic hero Joseph

Delorme, who died: 'd 'une p h t is ie  pulm onaire compliqu^e, A ce qu'on

c r o i t ,  d 'une a ffe c t io n  de c o e u r ' .1® This paradigm too was soon

stereotyped  and found i t s  way in to  a l l  an ti-R om antic  d iscourse , even

th a t of a Romantic l ik e  G au tie r, a tta c k in g  the fashion fo r  tu b e rc u la r

heroes in  contemporary f ic t io n :

L 'on y trouve peu de doldances sur les  £mes d 6 p a re ill£ e s , la  
p e rte  des i l lu s io n s ,  le s  m £lancolies  du coeur e t au tres  
p la t itu d e s  p r£ ten tieu ses  q u i, re p ro d u ite  A s a t i£ t£ ,  6nervent e t  
am olissent la  jeunesse d 'a u jo u rd 'h u i. -  I I  est temps d'en f i n i r
avec le s  m aladies l i t t £ r a i r e s .  Le r£gne des p h tis iq u es  est 
p a ss 6 .1A

Leconte de L is le ,  in  the a r t ic le  a lread y  c ite d ,  transform s the  c lic h e

by a c tu a lis in g  i t s  metaphoric component, applying the  name of a

physical co n d itio n  to  a cond ition  of th e  soul:

M. de Lam artine est a r r iv e  & la  g lo ir e  sans lu t t e ,  sans fa t ig u e ,  
par des vo ies  largements ouvertes . Ses prem ieres paro les  ont £mu 
le s  £mes a tte n tiv e s  et b ie n v e i11 antes au moment p ro p ice , ni trop  
td t  ni tro p  ta rd , £ 1 'heure p re c is e  oCi i l  le u r a p lu  de
s 'a t te n d r i r  sur elles-m£mes, oCi la  p h t is ie  in t e l le c t u e l le ,  les  
vagues langueurs e t le  goQt d£prav£ d'une so rte  de mysticisme 
mondain a tte n d a ie n t leu r poete. (op. c i t .  p . 168)

In Ducasse th e  term comes to  c h a ra c te ris e  not ju s t a l i t e r a r y  fashion  

or the  in te l le c tu a l  d e fic ie n c ie s  of the  p u b lic  at a 'moment p ro p ic e '. 

The d isease a f f l i c t s  the  whole cen tu ry , transform ed in to  an agonising  

body:

Je co n state , avec amertume, q u ' i l  ne re s te  plus que quelques
gouttes de sang dans le s  a rt£ re s  de nos 6poques p h tis iq u e s .

(Poesies  1 .27 )

This paradigm atic  language of c u ltu ra l d isease is

concentrated in  the f i r s t  h a lf of Poesies  J , so concentrated th a t the  

te x t  can look more l ik e  a parody of an over-used metaphor than a 

serio u s  c u ltu ra l c r it iq u e .  To l i s t  only the  obvious symptoms of th is

diseased vocabulary: 'g£missements' ( P I . l ) ,  'm alade' and 'g a rd e -

m alade' ( P I . 7 ) ,  'm ig ra in e s ' ( P I . 1 1 ), 'a n x i6 t£ s ',  'h a l lu c in a t io n s ',  

' 1 'in o c u la t io n  des stupeurs p ro fo n d es ', 'p o i t r in a i r e ' ,  'spasm odique', 

'an£m ique', 'b o rg n e ', 'c h a n cre s ', 'a s p h y x ie s ', '6 to u ffem e n ts ' ,  'rag es ' 

( P I . 1 3 ), 'd if fo rm it£ s  physiques e t in t e l le c t u e l le s '  ( P I . 1 6 ),
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't r is te s s e s  g o ttre u s e s ', 'insom nies p u ru le n te s ', 'cauchemars

a t r a b i la i r e s '  ( P I . 2 0 ) , 'v ^ r ita b le s  a l i6 n 6 s ',  'cas p a tho log ique '

( P I .2 4 ) ,  'e x h a le r le s  s o u ffra n e e s ', 'moribonds' ( P I . 2 6 ) , 'p h t is iq u e s ',

'c a n c e r ',  'd o u le u rs ', 'p o i t r in a i r e ' ( P I . 2 7 ) ,  and 'm alaises in c u ra b le s '

( P I . 3 2 ) . There is  a parodic element to  th is  d is p la y , but Ducasse's

in te rv e n tio n  makes a more s p e c if ic  p o in t. U n like  Goethe, Sainte-Beuve

or T a in e , who speak of ' l a  m aladie du s i6 c le ' as i f  i t  were

h is t o r ic a l ly  determ ined, an in e v ita b le  socia l decay, Ducasse accuses

h is  c u ltu re  of having induced i t s  own disease:

Les douleurs invraisem blables que ce s i£ c le  s 'e s t  cr66es & l u i -  
mdme, dans le u r  voulu monotone e t d£goQtant, 1 'on t rendu 
p o i t r in a ir e .  Larves absorbantes dans le u rs  engourdissements 
insupportab les! ( P I . 27)

The blame is  la id  on the poets, from Rousseau to  B au d e la ire , 'qui se 

sont vau tr^s  dans le  limon im p u r', and on th e ir  c o m p lic it readersh ip :

I I  e x is te  une convention peu ta c i t e  e n tre  1 'au teu r e t le  
le c te u r ,  par la q u e lle  le  prem ier s ' i n t i t u l e  malade, e t accepte  
le  second comme garde-malade. ( P I . 7)

The t e r r ib le  consequences of th is  convention are apparent when, in  

Po4sies  1 .5 0 , a f ig u re  of the innocent young poet is  struck down by 

the  Romantic d isease, and cured only a f te r  the  in te rv e n tio n  of Ducasse 

as 'g a rd e -m alad e '.

The end of Poesies 1 uses i l ln e s s  and cure to  f ig u re  an 

a n x ie ty  of in flu e n c e , brought on when the pedagogue has the  student 

read and r e -w r ite  Romantic te x ts . D if fe re n t  reading s itu a t io n s , other 

media o f in flu e n c e , s im ila r ly  induce an a n x ie ty  fig u re d  as physical 

m ala ise. The te s t  of Musset's in f e r io r i t y  in  Poesies  1 .3 6 , where 

d if fe r e n t  te x ts  are read aloud to  a young g i r l ,  induces signs of 

physical d is tre s s  in  the s u b je c t, as i f  she were drowning. Two 

paragraphs la t e r  Ducasse describes the  f i t  provoked by a childhood  

reading of Paul  et  V i r g i n i e , and e a r l ie r  ( P I . 11) the reading of Young 

had brought on m igraines. Bloom would not consider these in flu e n c e -  

induced m igraines an obstacle to  c re a tio n : ' I f  in flu e n c e  were h e a lth ,

who could w r ite  a poem?' The question is ,  fo r  Ducasse, what kind of 

poem is  he in fluenced  to  w r ite ; i t  i s  answered in  the next passage, 

c it in g  paradigms of Romantic n ih ilis m  s tra ig h t  from the Chants de 

M a ld o r o r :
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Ce sont des mots comme c e lu i de rE ve , nEant de la  v ie ,  passage 
te r r e s t r e ,  la  p roposition  p e u t-E tre , le  trO pied dEsordonnE, qui 
ont i n f i l t r E  dans vos Ernes c e tte  poEsie moite des langueurs, 
p a r e i l le  k de la  p o u rr itu re . ( P I . 12)

The i n f i l t r a t i o n  o-f the soul th a t describes in flu e n ce  here is  a form

of te x tu a l possession. Metaphors of in te ra c t io n  w ith the  supernatura l

and of physical possession by the  other are a p p ro p ria te  paradigms fo r

the  c o n f l ic ts  enacted in  the  Chan ts , whether between Maldoror and h is

v ic tim s  or between LautrEamont, the 's c r ip t e u r ' ,  and the in scrib ed

re ad e r. They describe p re c is e ly  the  kind of in s id io u s  in flu e n ce  w ith

which the reader is  threatened in  th e  f i r s t  l in e  o f the  Chants de

M a ld o r o r , where the soul is  taken possession of by absorption

-  ' im b ib it io n ' -  in to  the books

k moins q u ' i l  n 'apporte  dans sa le c tu re  une log ique rigoureuse  
e t une tension  d 'e s p r it  Egale au , moins k sa d e fian ce , le s  
Emanations m o rte lles  de ce l i v r e  im biberont son Eme comme l 'e a u  
le  sucre.

I f  the  s c r ip te u r is  to  be b e lie v e d , these are more than m etaphorical

s tru g g les  fo r  possession o f the re a d e r 's  so u l. His declared  in te n tio n

is  to  'h y p n o tis e ', 'c r e t in is e ' ,  'p a ra ly s e ' the re a d e r, 'a b r u t ir

puissamment k doses renouvelEes 1 ' i n t e l 1igence du le c te u r ':

Ce sentim ent de remarquable s tu p E fa c tio n , auquel on d o it  
gEnEralement chercher k s o u s tra ire  ceux qui passent leu r temps k 
l i r e  des l iv r e s  ou des brochures, j ' a i  f a i t  tous mes e f fo r ts  
pour le  p ro d u ire .

Po&sies  m il ita te s  against the  in flu e n c e  on readers  of such 

' l i v r e s '  and 'b ro c h u re s ', and employs the ap p ro p ria te  metaphors of 

physical a f fe c t  in  the process. But th is  form of in flu e n c e  is  not 

in scrib ed  in  Po&sies,  The 'v ic tim e s  du l i v r e '  are  not e n tic e d , 

seduced, aggressed, v io la te d  and 'possessed' as we read . In flu e n ce  is  

p h y s ic a lly  in scrib ed  in  P o is ie s  only as th a t l i t e r a l is e d  i n - f l u x  of 

one te x t  in to  another mentioned a t  the  beginning of th is  chapter. As 

metaphor, th is  in flu en ce  is  not so fa r  removed from the i n f i l t r a t i o n  

used to  c h ara c te ris e  the e f fe c t  o f dangerous books, but i t  does not 

seem ap p ro p ria te  to  describe p la g ia r is e d  te x ts  as p h y s ic a lly  possessed 

in  the  way sub jects  can be. I t  is  tru e  th a t e ty m o lo g ic a lly  p la g ia rism  

is  re la te d  to  physical a f fe c t  of the  most basic k in d , and th a t
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h is t o r ic a l ly  i t  designates the  ap p ro p ria tio n  of a s u b je c t, a -form o-f 

possession:

PLAGIAT, d A lit  du p la g ia ir e .  Chez le s  Romains, on a p p e la it  
p l a g i a i r e  c e lu i qui A ta it  condamnA au -fouet (ad p la g a s ) pour 
a v o ir  vendu comme esclaves des hommes l ib r e s .  -  Dans n o tre  
langue, c e t te  q u a lif ic a t io n  s 'a p p liq u e  A 1 'au teu r qui 
s 'a p p ro p rie  le s  pensAes d 'a u t r u i .  (B o u il le t )

But Ducasse h im self e x p lo its  a d if fe r e n t  metaphor o f physical a f fe c t

in  h is  d e f in i t io n :

Le p la g ia t  ( . . . )  se rre  de pr£s la  phrase d'un a u te u r, se s e rt de 
ses expressions, e ffa c e  une idAe fausse, la  remplace par 1 'idA e  
ju s te .

This effacem ent through p ro x im ity  can be re fe rre d  back to  the  c o n f l ic t  

of Maldoror and the f ig u re  of Lam artine, the  ' lam pe-ange' ,  

re s tro s p e c tiv e ly  confirm ing th a t c o n f l ic t  as f ig u re  o f te x tu a l  

c o rre c tio n :

I I  s 'e f fo rc e  de rapprocher de sa bouche la  f ig u re  de 1 'ange; 
( . . . )  I I  se penche, e t  p o rte  la  langue, imbibAe de s a l iv e ,  sur 
cete  joue angAlique ( . . . )  Le mal rongeur s'Atend sur to u te  la  
f ig u r e ,  e t de 1A, exerce ses fu r ie s  sur le s  p a r t ie s  basses; 
b ie n td t , to u t le  corps n 'e s t  qu'une vaste  p la ie  immonde. (1 1 .1 1 )

But i t  could be argued th a t to  draw on the  Chants de Maldoror  fo r  

f ig u re s  of in flu e n ce  leaves P o is ie s  r e la t iv e ly  im poverished, d is ­

possessed even, i t s  s e l f - r e f e r e n t ia l  paradigms imbibed -  'comme l 'e a u  

le  sucre ' -  by i t s  p a ra s it ic a l  predecessor.

To te s t th is  hypothesis, the next sections of th is  chapter 

e la b o ra te  a lia ld o ro rian  paradigm o f possession and then attem pt to  

a p p ro p ria te  i t  fo r  use in P o i s i e s , re -c o n s tru c tin g  i t  as i f  i t  were a 

Bloomian re v is io n a ry  r a t io .  This is  not intended to  f ig u re  Poesies  as 

e ith e r  M aldororian or Bloomian in  i t s  f ig u ra t io n s , but as worthy of 

ap p ro p ria tio n s  on i t s  own account. Any d is c e rn ib le  in flu e n c e  is  on the  

read in g , and not on the te x t  read .
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2.  POSSESSION IN THE CHANTS DE MALDOROR

L o rs q u 'il est en c r is e , le  poss6d£ execute tou tes  so rtes  de 
mouvements b iz a rre s , d i t  des paro les  impies ou 
blasph^m atoires, p a rle  ou comprends le s  langues inconnues, 
d£couvre des choses & loign£es ou cach^es, - fa it  montre de 
•forces qui d£passent le s  -forces n a tu re lle s  de son &ge ou de sa 
c o n d itio n . ( D i c t i o n n a i r e  de l a  Fo i  c h rG t ien ne :  'P ossession ')

La po£sie ne m'a jam ais poss£d6 to u t e n t ie r .  (Lam artine17')

In  Chant  IV .6 Maldoror exclaims h is  s a t is fa c t io n  on d iscovering  h is  

tran s fo rm atio n  in to  a swine:

Je r§ v a is  que j '£ t a is  en tr£  dans le  corps d'un pourceau, q u 'i l  
ne m '6 ta it  pas f a c i le  d'en s o r t i r ,  e t que je  v a u tra is  mes p o ils  
dans le s  mar£cages les  plus fangeux. E ta it -c e  une recompense? 
O bjet de mes voeux, je  n 'a p p a rte n a is  plus & l'h u m a n ite ! Pour 
m oi, j 'e n te n d is  1 'in te rp re ta t io n  a in s i ,  e t j 'e n  eprouvais une 
jo ie  p lus que profonde. D ependant,, je  recherchais  activem ent 
quel acte  de vertu  j 'a v a is  accompli pour ra £ r ite r , de la  p a rt de 
la  Providence, c e tte  ins igne fa v eu r.

This n a r ra t iv e  of possession has a complex in t e r t e x t ,  s ig n a lle d  

i n i t i a l l y  by the  e lab o ra te  analogy Maldoror draws between h is  

'som m eil' and the tired n ess  of a shipwrecked man: 'Quand la  tempSte a 

pouss£ v e rtic a le m e n t un vaisseau, avec la  paume de sa main, jusqu'au  

fond de la  m er'. Luke V I I I . 22-25 describes Jesus asleep in  a storm - 

tossed v es s e l, and the episode is  fo llow ed by a d if fe r e n t  n a r ra t iv e  of 

possession:

Et lorsque J6sus fu t  descendu & t e r r e ,  i l  v in t  au-devant de lu i  
un homme, depuis longtemps possd>d£ du d£mon, qui ne p o r to it  
p o in t d 'h a b it  e t ne demeuroit p o in t dans les  maisons, mais dans 
le s  s^pulcres.
Aussitfct q u ' i l  eut apergu J6sus, i l  je ta  un grand c r i ,  e t v in t  
se p ro s te rn er & ses p ieds, en lu i  d isan t £ haute vo ix: J6sus,
f i l s  du Dieu Tr£s-H aut, qu'y a - t - i l  en tre  vous e t moi? Je vous 
p r ie ,  ne me tourmentez p o in t.
J6sus, en e f f e t ,  commandoit £ 1 'e s p r it  immonde de s o r t i r  de cet 
homme, car i l  le  possedoit depuis longtemps, e t quoiqu'on le
gard^t l i 6  de chafnes e t le s  fe rs  aux p ieds, i l  rompoit tous le s  
l ie n s ,  e t £ to i t  emport£ par le  d6mon dans le s  d eserts .
J6sus lu i demanda: Quel est ton nom? I I  lu i  d i t :  Je m 'ap p e lle
Legion, parce que p lu s ieu rs  demons £ to ie n t en tr£s  dans cet
homme.
Et ces demons le  s u p p lio ie n t q u 'i l  ne le u r commanddt p o in t de
s 'en  a l l e r  dans 1 'abi'me.
Mais comme i l  y avo it 1& un grand troupeaux de pourceaux qui
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p a iss o ien t sur la  montagne, i l s  le  p r ie re n t  de le u r  perm ettre  
d 'y  e n tre r ; e t i l  le  le u r p e rm it.
Les demons done so rtan t de ce t homme, e n tr£ re n t dans le s
pourceaux; e t au ss ittit le  troupeau courut avec im petuosity  se 
p r^ c ip ite r  dans le  la c , oCi i l s  se noyerent.

( t ra d . Lem aistre de Sacy)

The pourceau-M aldoror is  aware -from th is  p re - te x t  th a t h is

'degradation  n 'e t a i t  probablement qu'une p u n itio n , re a lis e e  sur moi 

par la  ju s tic e *  d iv in e ' , but he reverses th is  negative  in te rp re ta t io n  

o-f the porcine c o n d itio n , in tro d u c in g  a d if fe r e n t  and i n i t i a l l y  

secu lar in te r te x t .  The o ldest l i t e r a r y  metamorphosis in to  swine

b e fa lls  the men of Odysseus, a t the  hands of C irc e , in  Book X of the

Odyssey:

I l s  avaient la  t e te ,  la  v o ix , le  corps et le s  so ies du pore, 
mais le u r e s p r it  e t a i t  le  m^me qu 'auparavant. Et i l s  p le u ra ie n t ,  
a in s i renfermes ( . . . ) ia

Odysseus manages to  obtain the re s to ra tio n  of h is  men to  th e ir  form er 

co n d itio n :

I l s  re d ev in ren t des hommes p lus  jeunes q u ' i l s  n 'e ta ie n t
auparavant, p lus beaux et p lus grands. Et i l s  me reconnurent, e t
tous , me serra n t la  main, p le u ra ie n t de jo ie ,  e t la  demeure 
r e te n t is s a it  de leu rs  sang lo ts .

Maldoror is  s im ila r ly  re-transform ed -  'Je s e n tis  que je  redevenais  

homme' -  but h is  response is  q u ite  d i f fe r e n t :

Revenir k ma forme p r im it iv e  fu t  pour moi une douleur s i grande,
que, pendant le s  n u its , j 'e n  p leu re  encore.

Before being a p re -te x t  to  M aldoror, th is  episode from Homer 

is  used as the s e tt in g  of P lu ta rc h 's  im aginary d ia logue between 

Odysseus and G ry llu s , where the co n d itio n  of man is  contrasted  

unfavourably w ith  th a t of G ry llu s , a man transform ed in to  a s w in e .1T 

Odysseus attem pts to  show th a t animals must be unhappy because they  

have no knowledge of reason, v ir tu e  or p leasu re . G ry llu s  su ccess fu lly  

demonstrates th a t in  fa c t some animals can have a knowledge of these  

th in g s  th a t is  superio r to  th a t of some men. Odysseus' concluding  

argument is  th a t reason cannot e x is t  in  c rea tu res  who have no 

knowledge of God, an argument G ry llu s  d e fea ts  by reminding Odysseus of 

h is  ancestor Sisyphus, who cannot have possessed reason, since he had 

no b e l ie f  in  God.
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I t  is  unclear whether th e  te x t  is  supposed to  end on G ry llu s '

w it ty  re jo in d e r , or i f  the proper conclusion is  lo s t .  Whichever is  the

case, - f if te e n  hundred years la t e r  a conclusion to  the  exchange is

supp lied  by F6nelon in  h is  Dia logue  e n t re  Ulysse e t  G r y l l u s , =°  where

th e  conclus ive  issue is  not knowledge of reason but the  possession of

an immortal so u l. The soul th a t P lu ta rch  a llow s both man and beast is

no more than the seat of the fa c u lt ie s ,  and not a guarantor of

im m o rta lity ; C irce  e x p l ic i t ly  mocks Odysseus fo r  p re fe rr in g  the  mortal

c o n d itio n  of man to  im m o rta lity  as a god w ith  her. F6nelon 's U lysse,

c o rre c tin g  th e  p r e - te x t ,  reverses th is  negative  in te rp re ta t io n  of the

human c o n d itio n . He agrees with G ry llu s  th a t the l i f e  of a swine is

b e t te r ,  more peaceful and happy, by every c r i t e r io n ,  except when i t

comes to  the prospect of im m o rta lity . As 'p o u rceau ', G ry llu s  has no

s o u l, and th e re fo re  has no hope of l i f e  a f te r  death. In  F6nelon th is

argument is  conclusive. In the Chants de Pla ldoror  the in te rp re ta t io n

is  once more reversed. What makes the  l i f e  of the pourceau-Maldoror

happy is  not peace, t r a n q u i l i t y  and a d ie t  of ro o t veg etab les , but the

o p p o rtu n ity  to  indulge h is  most aggressive in c lin a t io n s  w ith  im punity:

Lit, plus de c o n tra in te . Quand je  v o u la is  tu e r , je  tu a is ;  c e la ,  
m£me m 'a r r iv a it  souvent, e t personne ne m'emp^chait. ( . . . )  Ma 
conscience ne me f a is a i t  aucun reproche.

And above a l l  h is  l i f e  as a swine is  blessed because the d iv in e  spark, 

guarantor of im m o rta lity , has been extingu ished:

La metamorphose ne parut jam ais & mes yeux que comme le  haut e t 
magnanime retentissem ent d'un bonheur p a r f a i t ,  que j 'a t te n d a is  
depuis longtemps. I I  e t a i t  e n fin  venu, le  jo u r oCi je  fus  un
pourceau! J 'essaya is  mes dents sur 1 '6corce des arbres; mon
g ro in , je  le  contemplais avec d £ lic e . I I  ne r e s t a i t  p lus la  
moindre p a rc e lle  de d iv in i te :  je  sus Clever mon clme jusqu'ct
1 'excessive  hauteur de c e t te  vo lup t6  in e f fa b le .  Ecoutez-moi 
done, e t ne rougissez pas, inepu isab les  c a r ic a tu re  du beau, qui 
p ren a ien t au s£rieux le  braiem ent r is ib le  de v o tre  ctme ( . . . )

E lev a tio n  of the soul towards God, parodied here as the

measurable d is tan ce  between the soul and i t s  non-d iv ine  d e s tin a tio n ,  

is  a re c u rrin g  tro p e , a t i c ,  Ducasse would say, of those who address 

' l a  p a ro le  & Elohim , comme on f a i t  le s  Job, les  J6r6m ie, les  David, 

le s  Salomon, les  Turqu£ty' ( P I I .3 9 ) .  I t  o r ig in a te s  in  the  'Ad te  

l e v a v i . . . '  of the Psalms:



J 'a i  £ lev£  mon £me vers vous, Seigneur; je  mets ma confiance en 
vous, mon Dieu: ne perm ettez pas que je  tombe en confusion.

(X X IV :1)
Remplissez de jo ie  1 '3me de v o tre  s e rv ite u r ,  parce que j ' a i  
£ le v £  mon ctme vers vous, Seigneur. (LXXXV:3)

I t  recu rs  in  Lam artine, whose Hymne de l a  mort  tropes u n p a ro d ica lly  on 

the d is tan ce  to  be covered: 'E 1 6 v e -to i, mon £me, au-dessus de t o i -

m§me.' This is  not a p re -te x t  of Chant  IV .6; th e re  are too many other  

e le v a tio n s  of the  soul in a corpus s tre tc h in g  from David to  Turqu6ty, 

and passing through Lam artine, whose 's o if  sublim e' is  more than a 

's o if  in s a t ia b le  de l ' i n f i n i ' . 21 In the  M e d i t a t i o n s  and the Harmonies , 

the  s o u l's  d e s tin a tio n  is  so fre q u e n tly  troped to  f ig u re  the non­

d iv in e  th a t i t  becomes l i t t l e  more than the 'vague o b je t de mes voeux' 

of L ' I s o l e m e n t , the  f i r s t  poem of L am artin e 's  Oeuvres comple tes .

The a s p ira tio n s  of Lam artine 's  soul are deeply im p lica ted  in

the in t e r t e x t  of Ducasse's n a rra t iv e  of possession, where de liveran ce

from humanity is  welcomed in  Lam artin ian  terms: 'O b je t  de mes voeux ,

je  n 'a p p a rte n a is  p lus £ 1 'humanity.1' Guyard im m ediately recognises the

's im p le  6cho' of 'un vers  bien connu de Z.' I s o l e m e n t ':

Que ne p u is - je ,  p o rt6  sur le  char de 1 'A urore,
Vague o b je t de mes voeux, m'61ancer jusqu'A  t o i !
Sur la  te r r e  d 'e x i l  pourquoi r e s t^ - je  encore?
I I  n 'e s t  r ie n  de commun e n tre  la  te r r e  e t m oi.22

I f  th e  coincidence of phrase were a sim ple echo, then the  phrase would 

be echoed as sim ply in  a l in e ,  unmentioned by Guyard, from La Lampe du 

Temple , where Lam artine addresses h is  soul as i t  asp ires  towards ' l e  

S e ig n e u r': 'ce  p file , o b je t de tous tes  voeux '. But the  context of the  

phrase in  L '  I s o l e m e n t , in s is t in g  on the  s u b je c t's  d e live ran ce  from the  

world of men, demands th a t i t  be in te rp re te d  as a s p e c if ic  re fe re n c e . 

I t  i s ,  anyway, a c le a r  re fe ren ce  to  Lam artine, and the n a r ra t iv e  of 

possession has as s u b -te x t the a lle g o r ic a l t ra n s -f ig u ra t io n  of those  

'qu i se vau tren t dans le  limon impur' ( P I .2 7 ): fo r  'pourceau' read

'p o u ', read 'p o 6 te '.  Possession jo in s  p a ras itis m  among th e  r a t io s  of a 

M aldororian  theory  of p o e tic  re v is io n ism .
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3.  PDESIES & POSSESSION

Chez M. Hugo la  preoccupation de 1 'a r t is t e  ressemble A une 
possession. (Vi n e t )23

P o i s i e s  11.69 p la g ia r is e s  s ix  stanzas o-f Hugo's T r i s t e s s e  d 'Olympio , 

though th is  'p la g ia t '  doesn 't take possession o-f the  o r ig in a l in  the  

way Ducasse claim s i t  should. I-f the beginning and end are

reco g n isab ly  out of Hugo, between them the te x t  has been purged o-f i t s

language and possessed by q u ite  extraneous vo ices:

Les passions diminuent avec l 'S g e . L'am our, q u ' i l  ne ta u t pas 
c la s se r parmi les  passions, diminue de m £m e.... I I  n 'e s t plus  
s£v£re pour 1 'o b je t de ses voeux, se rendant ju s t ic e  & lui-m6me: 
1 'expansion est accept^e. Les sens n 'o n t plus le u r  a ig u il lo n  
pour e x c ite r  les  sexes de la  c h a ir . L'amour de 1 'humanity
commence.. .

The vo ice  o-f Lam artine, mediated by Chant  IV .6 , is  im m ediately  

reco g n isab le . The incursion o-f th a t phrase in to  P o ts ie s  in troduces  

in to  the body of the te x t the  context of i t s  c ita t io n  in  the Chants . 

There i t  is  corrected : Maldoror had ce leb rated  h is  separation  from 

hum anity, but P o is ie s  is  no longer so severe. Love has been red efin ed  

as love  fo r  humanity, no longer 'p a s s io n a te ly ' in c lin e d : 'L'amour

d'une femme est incom patib le  avec l'am our de 1 'hum anity ' ( P I I .1 6 ) .

Between the 'o b je t de ses voeux' from the Chants and th is  

a llu s io n  to  the  love of humanity in  Poesies I I , a th ird  te x t  has been 

c ite d ,  b rin g in g  w ith i t  i t s  own, analogous, context: ' 1 'a ig u i l lo n  de

la  c h a i r , '  the thorn in the  f le s h , is  the  famous 'envoys de Satan ' 

th a t S a in t Paul describes b u ffe t in g  him, from the Second E p is t le  to  

th e  C o rin th ia n s  ( X I I : 7 ) .  The m otive fo r  the  re fe ren ce  to  P a u l's  te x t  

is  c le a r  enough since in  th is  ch ap ter, and in  the l e t t e r  as a whole, 

Paul describes the incursion  in to  the human province (the w orld , the  

body, th e  h e art) of the extra-hum an, be i t  by the grace of God in  

C h r is t 's  In carn a tio n  or by th e  operation  of Satan. P a u l's  t e x t ,  

re p ea tin g  the  g estu re , comes to  possess Hugo's poem as an agent of the  

d iv in e . 'An in term ed iary  being, n e ith e r d iv in e  nor human, en te rs  in to  

th e  adept to  a id  h im ', Bloom might say, describ ing  the fo u rth  of h is  

re v is io n a ry  r a t io s  (Anx ie ty  o f  I n f l u e n c e , p . 15 ). But what Paul 

d escribes  is  not q u ite  Bloom's da e m o n iza t io n , nor in fa c t  is  i t  q u ite  

possession: Satan, standing here, as in  the Book of Job, in  God's
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serv ice  as man's 'a d v e rs a ry ', is  a c lose  but an ex te rn a l th re a t .  He is  

the enemy 'b e fo re  y o u ', as are th e  in h a b ita n ts  of the  land before  the  

I s r a e l i t e s ,  in  the  Old Testament passage to  which P a u l's  te x t  a llu d e s :

And an angel of the Lord came up from G ilg a l to  Bochim, and 
s a id , I made you to  go up out of Egypt, and have brought you 
unto the  land which I  sware unto your fa th e rs : and I  s a id , I  
w i l l  never break my covenant w ith  you.
And ye s h a ll make no league w ith  the in h a b ita n ts  of th is  land; 
ye s h a ll throw down th e ir  a lta r s :  but ye have not obeyed my
vo ice: why have ye done th is  ?
Wherefore I a lso  sa id , I w i l l  not d r iv e  them out from before  
you; but they sh a ll be as t h o r n s  in  your s i d e s , and th e ir  gods 
s h a ll be a snare unto yo u .2*

The same God, w ith  th e  same in te n t ,  lays  a d if fe r e n t

landscape before  man in  Hugo's T r i s t e s s e  d ‘ Oly ispio:

Dieu nous p r6 te  un moment le s  pr6s e t le s  fo n ta in e s  ( . . . )
Pour y m ettre  nos coeurs, nos r6ves , nos amours.
Puis i l  nous le s  r e t i r e . 2®

This sen tim en ta lised  na tu re , th e  physical world of e x te rn a lis e d

passions, is  discarded by Ducasse in  h is  te x tu a l re v is io n  of Hugo's

poem. He expands P au l's  phrase to  in c lu d e  'l 'a m o u r ',  the o b ject of

Hugo's morbid n o s ta lg ia , here purged of i t s  mystery a t the  source:

'le s  sexes de la  c h a ir ' .  The h o s t i le ,  Old Testament te r r a in  and i t s

ensnaring gods were l e f t  behind by Paul in  h is  conversion to  C h r is t.

Repeating the  g estu re , Ducasse rep u d ia tes  the  passions, fa ls e  gods of

the rom antic landscape, as Paul rep u d ia tes  the m erely e x te rn a l

persecutions of Satan:

Et quand i l  nous c o n fie , ' I I  m'a £t& mis dans la  c h a ir  un 
a ig u il lo n ,  un envoys de S a ta n ,' q u 'e s t-c e  & d ire  s i non que sa 
souffrance se b o rn a it au domaine physique.

(Jean Chrysostome, Six ibme h o j n i l i e  sur  S a in t  P a u l * * )

This is  the s u ffe r in g  of which Hugo's poem is  purged by Ducasse when 

he excises re fe ren ce  to  the landscape: th is  te x tu a l c o rre c tio n  is ,

l i t e r a l l y ,  a conversion. The poem th a t remains in  P o i s i e s  is  only  

apparen tly  d im in ished, converted from verse to  prose and emptied of 

i t s  p ro p erly  p o e tic a l content (an em ptying-out -  k e n o s i s -  not in  

Bloom's sense, though he takes i t  from St P a u l). The communicant te x t  

is  made open to  re c e iv e , perhaps too l i t e r a l l y ,  the f le s h , ' l a  c h a i r ' ,  

of another. C orrection  is  a form of grace:
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J 'a i  t r o is  fo is  p r i£  le  Seigneur de f a i r e  que cet envoys se 
r e t i r a t  de moi.
Mais le  Seigneur m'a d i t :  Ma gr&ce te  s u f f i t ;  car dans la
fa ib le s s e  ma fo rce  d e la te  davantage. Je me g lo r i f i e r a i  done, 
p lu tb t dans mes in f ir m it^ s ,  a f in  que la  puissance du C h ris t  
h a b i t e  en moi .  ( I lC o r .  X I I : 9)

Possession by C h ris t is  in te r n a l ,  and saving. This re tu rn  of the dead, 

of C h ris t in  H is power, is  not the dismal or unlucky day of Bloom's 

apophrades , when 'th e  dead re turned  to  re in h a b it  the houses in  which 

they had l iv e d ' (A n x i e t y , p . 1 5 ), but th e  bestowing of s tren g th  through  

grace. From w ith in , 'Ma fo rc e  d e la te ':  the fo rc e  of the P auline te x t  

bu rs ts  the  Hugolian frame. P a u l's  words describe the d e v i l 's  ex tern a l 

in flu e n c e  but they enact possession by C h r is t. The Second E p is t le  to  

the  C o rin th ian s  is  the  new man, 'born a f te r  the  s p i r i t , '  and T r i s t e s s e  

d 'O l y n p io  is  the  angel of Satan, 'th e  works of the  F le s h '.2®

Grace is  an ap p ro p ria te  term fo r  a te x tu a l agon when one of 

th e  te x ts  is  a te x t on grace and the  other the work of a supposed 

S a ta n is t, but i t  takes e f fo r t  to  make i t  e ff ic a c io u s  elsewhere in  

Poes ie s .  Remembering th a t Ducasse's conversion of Hugo from e v il  to  

good, in  im ita t io n  of C h r is t , is  a lso  conversion from verse in to  

prose, and remembering th a t ' l a  c h a r i te ' is  from the Greek ' c h a r i s 1, 

g race , a d i f f i c u l t  passage might la b o rio u s ly  be glossed: 'F a u t - i l  que 

j 'd e r iv e  en v e r s . . .?  Que la  c h a r ity  prononce!' ( P I I .1 4 2 ) .  More 

successful is  the re fe ren ce  to  grace in  Poes ies  11 .42 , a p a rt of 

Ducasse's a n t i-C h r is t ia n  polem ic, an a p p ro p ria tio n  of the  fo rc e  of the  

C h ris tia n  covenant in  i t s  c o rre c tiv e  movement, a ' c l  in  amen ':

. . .  which is  p o e tic  m isreading or m ispris ion  proper; I  take  the  
word from L u c re tiu s , where i t  means a 'sw erve' of the  atoms so 
as to  make change possib le  in  the  un iverse . A poet swerves away 
from h is  p recursor, by so reading h is  p re cu rs o r's  poem as to  
execute a cl inamen  in  r e la t io n  to  i t .  This appears as a 
c o rre c tiv e  movement in  h is  own poem ... (A n x i e t y , p . 14)

Bloom's use of Lucretian  physics to  describe p o etic  m isreading is ,  of 

course, i t s e l f  a w ilfu l  m isreading, the  c r i t i c 's  gesture an im ita t io n  

of the  p o e t's : the swerve from a 't r u e ' sense of the  appropriated

vocabulary is  always intended. My f ig u r a l  use of grace fo r  te x tu a l 

borrowing -  m isp ris io n , t h e f t ,  p la g ia rism  -  does the  same, in  

im ita t io n  of Ducasse's s e c u la ris in g  a p p ro p ria tio n  of C h r is t ia n i ty 's  

tru e  sense. In T r i s t e s s e  d 'O lymp io  Hugo is  a C h ris tia n  poet:
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L'£me, en un r e p l i  sombre oCi to u t semble f i n i r ,
Sent quelque chose encor p a lp ite r  sous un v o i l e . . .
C 'e s t to i  qui d o rt dans 1 'ombre, b sacr6 souvenir!

P o i s i e s  converts  th is  te x t  to  th a t o-f the  a n t i-C h r is t ia n  Ducasse:

L'amour de 1 'humanity commence. Dans ces jo u rs  oCi 1 'homme sent 
q u ' i l  d ev ien t un au te l que parent ses v e r tu s .. .  l'd m e, dans un 
r e p l i  du coeur ou to u t semble prendre naissance, sent quelque 
chose qui ne p a lp ite  p lu s . J 'a i  nommb le  souvenir. (P I I .6 9 )

Ducasse's removal o-f the v o i l e w  -from Hugo's poem im ita te s  the  gesture

performed by C h ris t in  the P au lin e  te x t  to  which Hugo a llu d e s :

Car jusqu'A ce jour l e  »£»e v o i l e  demeure sur la  le c tu re  de 
1 'Ancien Testament, sans § tre  le v £ . I I  es t ab o li par C h ris t;
Mais jusqu'A  ce jo u r , quand i l s  l is e n t  Moise, i l s  ont un v o i l e  
sur le u r  coeur.
Cependant quand leu r coeur se c o n v e r tit  au Seigneur, le  v o ile  en 
sera 6 t£ . ( I I  Cor. 111:14-16)

The v e i l  is  l i f t e d ,  and th a t which was hidden beneath the v e il  is  

ab o lish ed , 'ne p a lp ite  p lus. J 'a i  nomm£ le  souven ir. ' Conversion of 

the h e re t ic  swerves from the tru e  C h ris tia n  sense by d e se c ra tin g , 

again l i t e r a l l y ,  the converted te x t :  Hugo's 's o u v en ir ' is  purged of

i t s  e p ith e t ,  's a c r £ ',  so th a t he might re ce ive  a secu lar g ra c e .30 By 

c o n tra c tin g  Hugo's poem in to  prose, Ducasse has made possib le  the  

reading of the  precursor te x t :  c o rre c tio n  is  redem ption. By redeeming 

the  te x t  Ducasse l i f t s  the burden of the past and becomes the C h ris t 

of a secu la r humanism, whose grace is  th is  death of memory.31

This re v is io n  began w ith Hugo possessed by S a in t P au l, the  

Satanic te x t  possessed by th e  sacred. Ducasse's p ro jected  co rrec tio n  

of h is  p o etic  precursors was also  to  fe a tu re  's ix  pieces des plus  

mauvaises de mon sacr£ bouquin. ' The one tra c e  of th is  is  Poesies

11 .62 , re v is in g  Chants de Ma ldoror  1 .5 . Ducasse's p lay on 's a c r £ '32 

throws in to  r e l i e f  the  sacramental character of th is  c o rre c tio n . The 

p re -te x t  from the Chants acts  th e re  as a pre face  to  M a ld o ro r's  Sadian 

burlesque of redemption in th e  next strophe (Chant  1 .6 ) .  I t s  la s t  

l in e s  are  a d e r is iv e  prayer fo r  the g i f t  of grace:

D ieu , ( . . . )  c 'e s t  to i que j'in v o q u e : montre-moi un homme qui
s o it  b o n ! . . .  Mais que ta  gr£ce  decuple mes fo rces  n a tu re lle s ;  
c a r , au s p e c ta c le  de ce monstre, je  puis mourir d '6tonnem ent: on 
meurt £ moins.
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In ap p ro p r ia t in g  h is  own te x t  as p r e - te x t  Ducasse seems to  have

avoided 'th e  immense a n x ie t ie s  o-f indebtedness' th a t  ' s e l f -

a p p ro p r ia t io n  in vo lve s ' n ece s sa r i ly  -for Bloom (A n x i e t y , p . 5 ) ,  but the

p r e - t e x t  i t s e l f  is  indebted to  a p r e - t e x t ,  a discussion of grace from

Navi l i e ' s  Le Problbne du mal:

On demande p a r fo is  A Dieu la  c rea tio n  d'un £ t re  qui ne pftt pas 
pAcher, c 'e s t - A -d i r e  qui fU t nAcessairement bon. (p .214)

The inconceivab le  'monstre' of the Chants  i s  c le a r ly  evoked in

im i ta t io n  of Navi l i e ' s  C h r is t:

Non-seulement vous ne pensez pas q u ' i l  y a i t  d'homme qui a i t  
to u jo u rs  chois i le  b ie n , mais vous ne croyez pas que, dans les  
cond itions  de notre humanity, 1 'ex is ten ce  d'un homme absolument 
bon s o i t  possib le . Personne ne le  pense; e t  je  n'en voudrais  
pour preuve que les  controverses qui s 'a g i t e n t  autour du nom de 
JAsus de Nazareth. Ceux qui l e  d isent absolument bon, concluent 
sans h A s ite r  de sa bont£ absolue A sa nature d iv in e ;  et ceux qui 
n ie n t  sa d i v in i t y  n 'h A s ite n t  pas A n ie r  la  rA a l i tA  h is to r iq u e  de 
ce t homme absolument bon. (p p .137-8)

When Chant  1 .5  is  corrected in  P o is ie s  the te x t  is  purged of i t s  

e x p l i c i t  re fe ren ce  to  grace and distanced from th is  p r e - te x t  in  

Navi l i e .  I f  Ducasse w i l l  have a strong precursor, so strong th a t  the  

in f lu e n c e  must be anxiously dissembled, i t  w i l l  not be Hugo but 

C h r is t ,  the strongest of a l l  and not 's imply a f ig u re  fo r  any t r u ly  

strong p o e t ' .® 3 And when His s trength  is  d iss ip a ted  in mediation  

through t e x t s ,  there  w i l l  be no more strong precursors to  speak o f.  

The weak remain to  remind us of what might have been: in  the p lace  of 

the precursor stands Navi l i e .

Once my Bloomian scenario f ig u re s  an anx ie ty  of C h r is t 's  in f lu en ce  

behind the  un -th reaten ing  f ig u re  of N a v i l l e ,  the in f lu e n c e  of 

C h r is to lo g ic a l  phraseology on mine seems j u s t i f i e d .  Possession, 

Conversion, S a lv a t io n ,  Redemption, even Im i ta t io n ,  are a l l  e n t i r e ly  

ap p ro p r ia te  names fo r  Ducassian re v is io n a ry  r a t io s .  (There is  m ateria l  

enough in  the Romantic corpus fo r  an e n t i r e  th e s is  on T ra n s f ig u ra tio n  

as a metaphor fo r  i n t e r t e x t u a l i t y . ) Nonetheless, th e re  are other  

scenarios th a t  f ig u re  a mediated C h ris t  without appropriated names. 

R i f f a t e r r e ,  fo r  instance, describes such a f ig u re  in  the  same meta­

language he would use of any o ther:
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Such a sentence as to  have fas te n ed  to  the f l a n k  o f  mankind such 
a crown o f  mounds cannot be regarded simply as a paradigm 
c i r c l in g  around a verb -for 'wound', or -for the moral s in  the  
wound obviously s ig n i f ie s .  For the semantic in c o m p a t ib i l i t ie s  
(you do not crown a f l a n k ,  or fasten  a crown, fo r  th a t  m atter; a 
crown of wounds makes no sense, except perhaps as an a l lu s io n  to  
the  Stigmata) are not ju s t  lo g ic a l  in c o m p a t ib i l i t ie s  whose 
d is to r t io n s  are perceived by re fe rence  to  a preestab lished  
standard of body d e sc r ip t io n .  The abn o rm alit ies  here d is t o r t  the  
very body of C h r is t ,  fo r  every i l l o g i c a l  or unacceptable  
c o l lo c a t io n  bears upon some c l ic h 6  of the  Passion: the  wound in  
the  s id e ,  the crown of thorns , the id e n t i f i c a t io n  of mankind 
w ith the Redeemer. The semantic void thus pointed to  by the  
sequence of malapropisms (the  sentence i s  something l i k e  a 
prolonged spoonerism) is  C h ris t  as the  s a c r i f i c i a l  lamb and as 
man, C h r is t  not as a person or a symbol of h im self but as a 
metonym of the ever gaping wound th a t  is  the  metaphor of s i n . 3*

Such im p ass iv ity  before the Passion i s  perhaps a b e t te r  example fo r  

the  reader of P o is ie s  to fo l lo w  than the tro p o lo g ic a l excesses of

Bloom. He, a f t e r  a l l ,  i s  f ix a t e d  on the poet and h is  poems, and

wouldn't a llow  a Protestant predicant l i k e  Navi l i e  (or even a f ig u r e  

of the Messiah) to  d is t ra c t  him:

The f ig u r e  th a t a poet makes, not so much in  or by h is  poem, but 
as the poem re la te s  to  other poems, is  the  f ig u re  I  seek to  
i s o la t e ,  d e f in e ,  and d e s c r ib e .3®

The an ti-M ess ian ic  f ig u re  made in  Poesies  (a p o s t - ,  not an

a n te -C h r is t ia n  poet) was not made by the poet but by the  reader,

r e la t in g  the poem to  other (Messianic or Satan ic ) poems, and i t  i s  as 

much the stance of the reader th a t  the appropriated  names adequately  

describe . 'No r e a d e r . . .  can describe her or h is  re la t io n s h ip  to  a 

p r io r  t e x t  without taking up a stance no less  t ro p o lo g ic a l than th a t  

occupied by the te x t  i t s e l f . '  Bloom doesn't say, of course, th a t  the  

stance has to  be tro p o lo g ic a l in  the same way as the  te x t  i t s e l f .  This  

allow s fo r  the  p o s s ib i l i t y  th a t  R i f f a t e r r e 's  m e ta l in g u is t ic  

im p ass iv ity  is  a trope. That p o s s ib i l i t y  is  explored in the next part  

of t h is  chapter, where (somewhat b e la te d ly )  the  R i f f a t e r r i a n  stance is  

taken up.

*  *  *
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1. See l e t t e r  4 , r e fe r r in g  to ' 1 'ancienne £co le , dont V ic to r  Hugo et  
quelques autres  sont le s  seuls representants  qui so ient encore 
v iv a n t s ' .

2. In Jo u rn a l  de P a r i s  ( 3 .9 .1 8 6 7 ) ,  c ited  in Bandy ( e d . ) ,  B aud e la i re  
devant  ses c o n te n p o ra in s , p .265. The 's tu p e u r ' and 'a d m ira t io n ' o-f 
the  'grand crim inel ' V ic to r  Noir ( P I . 23) resemble Ducasse's  
's tu p e u r ' ,  ' in q u ie tu d e ' and 'adm iration  r 6 f l £ c h ie '  v i s - a - v is  the  
'grand c r im in e l '  Byron in  P I . 22.

3. Bloom ( e d . ) ,  Char les B a u d e la i r e ,  Modern C r i t i c a l  Views, 1987, 
p. 3.

4. The e p ith e t  is  -from A lc ide  D u s o lie r ,  w r i t in g  in  Le Hain ja une ,  
A p r i l  1864, and c ite d  in  Sima Godfrey, The A n x ie t y  o f  A n t i c i p a t i o n , 
preface and chapter on U l t e r i o r  Mo t ives  i n  French P o e t r y ,  in  YFS 66 
(1984 ),  p p .1-26.

5. See Oeuvres comple tes , pp .483-4 ( a r t i c l e  on B a n v i l le )  and p .74 
( L ' I r r e p a r a b l e ) :

-  J 'a i  vu p a r fo is ,  au fond d'un th e a tre  banal 
Qu'enflammait 1 'o rchestre  sonore,

Une f6e  allumer dans un c ie l  in fe rn a l  
Une miraculeuse aurore;

J 'a i  vu p a r fo is  au fond d'un theatre banal
Un e t r e ,  qui n 'e t a i t  que lum iere , or e t  gaze,

Terrasser 1 'enorme Satan ( . . . )

6. L e t te r  dated 25.2 .1840 (Correspondence  I I ,  1973, p p .8 1 - 2 . )  I t  is  
not t ru e  th a t  Baudelaire is  'encore un e c o l ie r '  when he w r ite s  th is  
l e t t e r ,  nor th a t he is  n in e te e n -y e a rs -o ld ,  but, as we know from 
Bloom, poets l i e .
The h is to ry  of B aude la ire 's  re la t io n s  with Hugo is  p e c u l ia r ly  marked 
by the  trauma of th is  f i r s t  submission ( ' j e  trem ble d 'e t r e
r i d i c u l e ' ) .  To give two instances: in  May 1860 ( i b i d . ,  I I ,  p . 41) he 
t e l l s  Eugene Crepet th a t ,  'Je vais  G crire  A Hugo pour le  pr£ven ir  
que moi, p e t i t  et in f i rm e ,  je  prends v is - a - v is  ae lu i  tous les  
d r o i ts  de la  l i b e r t y . '  In  a l e t t e r  to  h is  mother (dated 3 .11 .1865)  
he turns  the ado lescent's  ' r i d i c u l e '  onto the  master: 'Je
n 'accep te ra is  ni sa g lo i r e  ni sa fo r tu n e ,  s ' i l  me f a l l a i t  en m£me
temps poss£der  (B au d e la ire 's  emphasis) ses £normes r i d i c u l e s . '
( i b i d . ,  I I ,  p . 541 .)

7. See Sainte-Beuve's commentary on Musset's hommage and on 
Lam artine 's  belated response to  i t :

M. de Lamartine lui-m£me n 'a v a i t  pas £ t£  s i bien a c c u e i l l i  de 
lo rd  Byron que M. de Musset semble le  c ro ire :  Byron, dans ses 
Memoires , ne p a r le  de c e t te  b e l le  6 p f t r e  su r 1 'Homte,  des 
premieres M e d i t a t i o n s , que t r£ s  a la  l£g£re  e t  comme de 1 'oeuvre  
d'un quidan  qui a jug£ a propos de le  comparer au d£mon e t  de 
1 'appeler chant re  des e n fe r s .  En somme, ce n 'e s t  point a ces 
i l l u s t r e s  devanciers q u ' i l  fa u t  demander d 'e t r e  to u t  a f a i t  
ju s tes  e t a t t e n t i f s  quand on est soi-m&me de leu r  race; i l s  sont 
trop  p le in s  d 'eux-m§mes. ( C a u s e r ie s , I . ,  p . 296)



8. Quel que s ressemblances de d e s t i n i e s , in  Essai  sur  l a  1 i t t i r  a tu re  
a n g l o i s e ,  p p .560-61.

9. Mario Praz c i t e s  th is  comment in  discussing Chateaubriand and 
Byron (The Metamorphoses o f  Satan,  in  The Romantic Agony,  1970, 
p p .69-70 & 8 8 ) .  Praz argues co n c lus ive ly  th a t  Byron could hardly  
have w r i t te n  the  l e t t e r  in  question , and th a t  i f  he had 
Chateaubriand would h ard ly  have remembered i t  from among the  
'thousands' of l e t t e r s  he was rece iv in g  a t the  tim e.

10. Bloom, P oe t ry  and R e p res s ion , p . 7, c ite d  in  Sima Godfrey 
(op. c i t . ,  p . 16).

11. Sainte-Beuve gives an h is t o r ic a l  perspective  on a p p l ic a t io n s  of 
t h is  metaphor in  h is  paper De l a  T r a d i t i o n  en 1 i t t i r a t u r e
(C a u s e r i e s , XV., p p .356-382):

S tagyre , Augustin dans sa jeunesse, 6 ta ie n t  des romantiques, des 
Ren^s. a n t ic ip ^ s ,  des malades; mais c '£ t a ie n t  des malades pour
g u ^ r i r ,  e t  le  C hris tian ism e les  a gu6ris : i l  a e x o rc is t  le
d£mon. Hamlet, Werther, Childe Harold, les  Ren6s purs, sont des 
malades pour chanter e t  s o u f f r i r ,  pour jo u i r  de le u r  mal, des
romantiaues p lus ou moins par d i le t ta n t is m e :  -  la  maladie pour
la  m aladie.

12. See P e t i t  de J u i n v i l l e ,  M i s t o i r e  de l a  langue e t  de l a  
l i t t i r a t u r e  f r a n g a i s e ,  V I I . ,  p . 690.

13. Sand, L i l i a ,  nouv. ed. 1881, p . 7.

14. La p o i s i e  en 1870f in  L ‘ A ven i r  l i t t i r a i r e  2,  ja n v ie r  1870, c ite d  
in  Caradec, L a u t r i a m o n t , p . 307.

15. See page 84 above, note 22.

16. G a u t ie r ,  p re face  to  F o rtu n io ,  p . 6.

17. Lam artine, P r i m i i r e s  m i d i t a t i o n s ,  (1849 p re fa c e ) ,  p .21. Leconte 
de L is le  is  responding d i r e c t l y  to  th is  remark when he concludes h is  
c r i t iq u e  of Lamartine (A r t i c l e s , e t c . ,  p . 172):

I I  lu i  a manqu6 l'amour e t  le  respect r e l ig ie u x  de 1 'A r t .  C 'est  
l e  plus f£cond, le  p lus Eloquent, le  p lus ly r iq u e ,  le  p lus  
e x t ra o rd in a ire  des amateurs po6tiques du dix-neuvi£me s i^ c le ;  
mais le  gotit a rden t, le  d6s ir  puissant du Beau n'en va len t po int  
l a  passion absolue e t  s a t i s f a i t e ,  e t  nul ne poss^de la  Po6sie, 
s ' i l  n 'e s t  exclusivement poss6d6 par e l l e .

18. Odyss ie ,  t ra n s . Leconte de L is le  (1868 ),  p p .140 & 144.

19. See P lu ta rc h ,  Moral Essays (ed. 1971), p p .159-175.
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20. See F6nelon, Dia logues  des m o r t s , P a r is ,  1712.

21. Lam artine, Wynne de l a  no r t  in Harmonies , p . 299. More o ften  than 
not the  a s p ira t io n  of Lam artine 's  soul i s  towards reunion with the  
lo s t  lo v e -o b je c t .

22. See Guyard, Lautr£amont e t  L a m a r t i n e , p p .78-9 . Edmond Scherer, 
in  h is  ob ituary  of Lamartine (Etudes, IV ,  pp .9 5 - 6 ) ,  is o la te s  these 
l in e s  as a te s t  of changes in  poetic  ta s te :

Pr6occup6s de gagner e t  de d^penser, vou6s aux a f f a i r e s ,  au luxe 
e t  au p l a i s i r ,  comment le s  hommes de no tre  g£n£ration  
c o m p re n d ra ie n t- t - i ls  le s  Harmonies  ou les  M e d i t a t i o n s ?  Se 
re p r6 s e n te -t -o n  les  jeunes gens d 'au jo u rd 'h u i r6p£tan t ce que 
nous avons tous soupir& ja d is :

Que ne p u is - je ,  port6  sur le  char de 1 'Aurore,
Vague o b je t  de mes voeux, m'61ancer jusqu'A t o i !

23. V in e t ,  L*oeuvre  l y r i q u e  de V i c t o r  Hugo, in  Etudes su r  la  
l i t t i r a t u r e  f r a n g a i s e  au XIX•  s i & c l e  I I  (1916 ),  p .340.

24. I have lapsed here in to  the  Authorised Version (Revised) because 
none of the  French t r a n s la t io n s  of th is  passage would have given me 
q u ite  the  vocabulary required  to  make my p o in t .  In Lemaistre de 
Sacy, fo r  example, the 'thorns  in  your s id es ' from P au l's  p re - te x t  
in  Judges are not 'a ig u i l lo n s  dans la  c h a i r '  but simply 'ennemis'; 
in  O sterva ld , the Angel simply announces th a t ' i l s  seront A vos 
c o s te z ' ,  moreover h is  version of I I  C orin th ians  X I I : 7 gives  
' escharde en la  c h a i r ' .

25. In  Les Rayons e t  l e  Ombres, Oeuvres p o i t i q u e s  c o m p le te s , pp .239-  
40 (h e re in a f te r  c ite d  in t e x t ) .

26. H o m i l ie s  sur  S a in t  Paul  (1980) p . 94 ( t ra n s la t io n  adapted).

27. The A n x ie t y  o f  I n f l u e n c e , p . 14: ‘ ke no s is  then is  a movement 
towards d is c o n t in u ity  with the precursor. I  take the word from St.  
P aul, where i t  means the humbling or emptying-out of Jesus by 
h im s e lf ,  when he accepts reduction from d iv in e  to  human s t a t u s . '  
Paul uses the  word in  P h i l ip p ia n s  11:8. The Authorised Version gives  
'And being found in  fashion as a man, he humbled h im s e l f ' ;  Lemaistre  
de Sacy has no rendering o f ' f a s h io n ' ,  beginning the  verse with ' i l  
s 'e s t  rabaiss6  lui-m£me'j fo r  anyone constructing  t h e i r  readings on 
metaphorical asso c ia t io n s , Ostervald o f fe rs  the most useful version  
in  'E t estant trouv6 en f i g u r e  comme un homme, i l  s 'e s t  abaiss6  
soi-mesme' .

An i l lu m in a t in g  in t e r t e x t  of Bloom's a p p ro p r ia t io n ,  and 
perhaps of a l l  such d£tournements , is  t h is  passage from Hugo's 
H i l l i a m  Shakespeare (p .6 7 ) ,  discussing Sain t Paul:

C e tte  demi-possession de la  mort lu i  donne une c e r t i tu d e  
personnelle  e t  souvent d is t in c te  e t s6par6e du dogme, e t une 
accentuation de ses apergus in d iv id u e ls  qui le  rend presque 
h £r6 t iq u e . Son h u m il i ty ,  appuy^e sur le  myst£re, est hautaine.  
P ie r re  d is a i t :  On peut  dezourner le s  p a ro le s  de Paul en de
mauvais sens.  Le d ia cre  H i l a i r e  et le s  lu c i f^ r ie n s  ra tta c h en t  
leu r  schisme aux 6 p ftre s  de Paul.
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P e te r 's  warning about the m is in te rp re ta t io n  of these l e t t e r s  is  from 
the  end of h is  Second E p is t le  (111:16 ):  ' i l  y a quelques en d ro its
d i f f i c i l e s  k entendre, que des hommes ignorants  e t lag ers  
d^tournent, aussi bien que le s  autres  E c r i tu re s ,  k de mauvais sens 
pour le u r  propre ru in e '  (Lemaistre de Sacy; the  A.V. has 'w re s t '  fo r  
'd ^ to u rn e n t ' ,  and 'd e s t ru c t io n ' fo r  ' r u in e ' ;  Ostervald has ' to rd e n t '  
and 'p e r d i t i o n ' ) .

28. In t h is  read ing , Hugo i s  possessed by S a in t Paul, a possession 
in  C h r is t 's  name. Ducasse is  possessed by Hugo, who is  no f ig u r e  of 
C h r is t .  This paradigm is  p a r t ic u la r ly  ap propria te  to  the  te x tu a l  
c o rre c t io n  of Hugo who, in  a l l  of h is  w r i t in g s ,  i s  possessed by 
f ig u re s  of d iv in i t y :

Pourquoi Hugo se p re n d - i l  pour Gwynplaine, le  monstre? Parce 
q u ' i l  s 'e s t  d'abord p r is  pour Lord David, l e  d ieu ( . . . )  Mais 
Jupiter—Hugo d^couvre b ien tftt  l a  v an ity  de son tonnerre  ( . . . )  I I  
se p r ^ c ip i t e  done dans le  domaine de 1 'in fo rm e, de 1 'o b s c u r ity  
e t du d6sordre; ( . . . )  I I  se d^couvre monstre mais i l  cherche 
a lo rs  k d iv in is e r  le  monstre car i l  ne cesse pas, monstre, de se 
v o u lo ir  d ieu . ( . . . )  S ' i d e n t i f i e r  au monstre, e 'e s t ,  en d e rn ie r  
r e s s o r t ,  s ' i d e n t i f i e r  k Satan ( . . . )  I I  n 'y  a pas de redemption  
de Satan chez Hugo, mais r e h a b i l i t a t io n  pure e t  simple. Hugo 
( . . . )  tend tou jours  k d iv in is e r  Satan.
Rene G ira rd ,  Honstres e t  dem i -d ieux  dans 1 ‘ oeuvre de Hugo, in  
C r i t i q u e s  dans un s o u t e r r a i n  (1976 ),  p p .191-193.

29. The l i f t i n g  of the v e i l  i s  a re cu rr in g  f ig u re  in  poetic  
re p resen ta tio n s  of contact between Man and God. I t  i s  employed by 
Musset (Oeuvres c o w p lk te s , p . 166) in the c losing  stanzas of L 'E s p o i r  
en D ieu :

Soul eve les  v o i le s  du monde 
Et m o n tre - to i , Dieu ju s te  et bon!

L'abbe Baunard (Le Doute e t  ses v i c t i v e s , p . 287) c i t e s  th is  passage 
and i t s  possib le  p re - te x t :  'Chose etrange! Ce voeu par lequel la  
p r ie r e  s 'acheve, e 'e s t  c e lu i que Fenelon fo rm u la it  au debut de ses 
L e t t r e s  sur  l a  R e l i g i o n , presque dans les  memes termes:

□h, s ' i l  est v ra i  q u ' i l  y a i t  au-dessus de 1 'homme quelque § t re  
plus puissant e t m e il le u r  que l u i ,  duquel i l  depende, je  conjure  
cet E tre  par sa bonte d'employer sa puissance k me s e c o u r i r . . .  □ 
E tre  in f in im e n t  p a r f a i t !  s ' i l  est v ra i que vous soyez e t que 
vous entendiez les  d es irs  de mon coeur, ao n t re z -v o u s  k n o i f  
l e v e z  l e  v o i l e  ou i  couvre v o t r e  f a c e , preservez-moi du danger de 
vous ignorez , d 'e r r e r  lo in  de vous, e t de m'egarer dans mes 
vaines pensees en vous cherchant. 0 v e r i t e !  6 sagesse! 6 bonte 
supreme! s ' i l  est v ra i que vous soyez tout ce que 1 'on d i t ,  e t  
que vous m'ayez f a i t  pour vous, ne sou ffrez  pas que je  so is  k 
moi, e t  que vous ne possediez pas vo tre  ouvrage; ouvrez-moi les  
yeux, montrez-vous k vo tre  c rea tu re !

I t  i s  unnecessary to  emphasise again how im pert inent t h is  apostrophe 
i s  to  a Ducassian construction  of the Godhead (see Chapter 2 .3  
above, section  4 ) .

30. Conversion (another name fo r  'detournement')  i s  a lso  an 
enactment of c rea tio n : the  f i r s t  stage of the  r i t e  fo r  re c e iv in g  a 
former member of an h e re t ic a l  sect back in to  the Church is  the  
r e c i t a l  of the V en i f C re a to r .
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31. Akin to  Bloom's Death of Love:
Considered th e o lo g ic a l ly  or b e t te r  yet th e o s o p h ic a l ly , t h is  
Crossing of Solipsism or void ing of the  sense of o thers  and 
otherness, and so of the p o s s ib i l i t y  of any eros save s e l f - lo v e ,  
represents  a renewal of the Gnostic ' c a l l '  of the A lien  God, the  
t ru e  estranged D iv in i t y  who has (had) been th ru s t  aside by 
Jehovah the  Demiurge, mere god of nature  and the  C reation ,  
ra th e r  than s p i r i t  of c r e a t i v i t y  i t s e l f .
{Auras :  The Sublime Cross ing and the Death o f  Love , in  Agon:  
Towards a Theory o f  R e v i s io n i s m , 1982, p . 240 ).

32. The same pun was made by Rossini ('musique s a c r 6 e ' /  'sacr6  
musique') in  the ded ica tion  ( to  God) of h is  P e t i t e  messe s o l e n n e l l e  
of 1868, and by Musset (more p e r t in e n t ly )  of h is  poem L 'E s p o i r  en 
Dieu  ( 'c e s  sacr6s vers m'assomment')  in  a l e t t e r  to  Aim6e d 'A lton  
dated January 1838 (see Oeuvres co m p le te s , p . 164).

33. Bloom, Break ing  o f  the Vessels  (1982),  p . 36.

34. R i f f a t e r r e ,  Genera t ing  Lautr$amont ‘ s T e x t , in  Harari ( e d . ) ,  
T e x tua l  S t r a t e g i e s , p . 419.

35. Bloom, Break ing  o f  the Vessels  (1982),  p . 7.
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5-3- PRE—TEXTUALITY

1. CLICHES, PRE-TEXTS AND ' INFLUENCE' IN THE CHANTS

Une phrase, un mot -  un seul -  b isarrement choisi e t  p lac£ ,  
£voquait pour nous un monde inconnu de -figures o u b l i^ e s . . .  
r a v iv a i t  les  souvenirs d 'ex is te n ces  a n t^ r ie u r e s . . .  e t  nous 
f a i s a i t  p re ss e n tir  autour de nous un choeur myst^rieux  
d 'id ^ e s  6vanouies, murmurant A m i-voix  parmi le s  fantbmes 
des ch o ses ...  (G a u t ie r1)

The te x t  po in ts  towards another te x t  th a t  p re e x is ts .
( R i f f a t e r r e )

R i- f fa te r re  and Bloom are very  di-f-ferent th e o r is ts  o-f in f lu e n c e .  

The Bloomian Revisionary R atios  -  c l ina m en ,  t e s s e r a ,  k e n o s i s ,  

daem on iza t io n ,  askes is  and apophrades  -  determine 'th e  p o e t 's  stance  

( . . . )  as he w r ites  his poem'.2 Their v a r ie ty  r e f l e c t s  the v a r i a b i l i t y  

-  ' r h e t o r ic a l ,  psycholog ical, im a g is t ic '  -  to  which a poet is  

susceptib le  as he w r ites .  With no in te r e s t  in  the stance of the  poet,  

R i f f a t e r r e 's  'two ru le s  of expansion and conversion' r e f l e c t  the non­

v a r ia b le  th a t  is  the te x t .  This seems d i s t i n c t ly  more s c i e n t i f i c  an 

approach, a match, almost, fo r  the T e lq u e l is ts '  'sc ience of the t e x t ' .  

The analogy, however, is  a dangerous one fo r  the r e l a t i v e l y  t r o p e - f re e  

R i f f a t e r r e  s in ce , as we know from Bloom, when S o l le rs  w r ites  of ' l a  

science de Lautr^amont' and K ris teva  gives an a lg eb ra ic  re n d it io n  of 

transform ations and permutations in  P o i s i e s , such a stance is  'no less  

t r o p o lo g ic a l ' than that of t h e i r  o b je c t ,  the Ducasse of ' l a  nouvelle  

science' ( P I I . 9 9 ) .  K r is teva  and R i f f a t e r r e  speak the same language of 

genera tive  grammar and transform ation: i f  R i f f a t e r r e  had read P o is ie s  

in  the same d e ta i l  as K r is te v a ,  the correspondences between the two 

would be dangerously close.

Though R i f f a t e r r e  h im self has not sought so lu tions  to  the  

problems of P o i s i e s , he is  a c lose reader of i t s  in t e r t e x t ,  p re -  and 

post-1870. His Lecture  i n t e r t e x t u e l l e  d 'un  potme reads Ponge's prose 

poem on ' l e  d is p o s i t i f  M aldoror-Po6sies ' ,  from 1946, id e n t i fy in g  i t s  

use of humour with S u r re a l is t  automatism, properly  defined:
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C 'e s t  d'un automatisme plus pur, p lus authentique q u ' i l  est 
question: c e lu i de ce proc6d£ p u r i f i 6  de tou te  in te rv e n t io n  de
I 'a u te u r ,  de to u te  es th £ t iq u e , s£par6 de tous le s  courants  
p u ls io n n e ls ,  qui consiste  k re to u rn er comme les  do ig ts  de gants 
le s  formules respect£es de la  l i t e r a t u r e ,  k in verser  les  
maximes e t le s  grandes c i t a t io n s ,  mettant sens dessus dessous 
ces embl£mes du beau e t  du b ien . Bref le  proc6d6 d '6 c r i t u r e  des 
Poesies  de Lautr£amont, sur lequel d 'a i l l e u r s  K r is te va  s 'e s t  
fond le  pour d ^ f in i r  1 ' i n t e r t e x t u a l i t £  comme une n 6 g a t i v i e . *

In Genera t ing  Lau t r6am on t ' s T e x t ,  R i f f a t e r r e  examines c lo s e ly  

the  procedures whereby the surface  anomalies of the Chants de Ma ldoror

can be re -constructed  as s ig n ify in g  process. His argument in th is

paper is  th a t  any te x t  can be generated s ys te m a tic a l ly  'from a minimal 

sentence or m a t r i x  ( . . . )  in  accordance w ith two ru le s  of expansion and 

convers ion '.  The Chants provide convincing i l l u s t r a t i o n s  of the

process a t work:

The te x t  is  so b u i l t  as to  f a c i l i t a t e  reconstruction  of the
m atr ix .  Then reading is  comparing.

Such is  the  case in M a ld o ro r .  I t s  m atrices are e i th e r  e a s i ly  
in fe r re d  or made inescapable assumptions because the te x t  points  
toward another te x t  th a t  p re ex is ts :  t h is  model is  l a t e n t ,  but
comes r e a d i ly  to  the mind of anyone who speaks the language 
n a tu r a l ly ,  i t  is  a c l i c h i  or a d e s c r i p t i v e  sys te m .*

Trying to  read the p r e - te x t  as a matrix of t h is  k ind, I have always 

kept R i f f a t e r r e 's  model of te x t -g e n e ra t io n  in mind w hile  reading  

P o i s i e s .

R i f f a t e r r e 's  reading of the Chants de Maldoror  i s  not 

t r a d i t io n a l  l i t e r a r y  s o u rc e -c r i t ic is m , since the matrix from which a 

te x t  i s  generated does not n ecessar i ly  have a l i t e r a r y  expression. 

Nonetheless, to  demonstrate th a t a phrase is  s te r e o t y p ic a l , he l ik e s  

to  c i t e  evidence from poets such as Hugo and Baudela ire  who have 

in fluenced Ducasse, and some of h is  examples might be c ite d  as sources 

by less  rigorous c r i t i c s .  He c i t e s ,  fo r  example, a passage 'which 

looks to  be a ta k e o ff  on conventional l y r i c a l  l i t e r a t u r e  -  the  

umpteenth v a r ia n t  of a theme found everywhere':

I I  s 'appuie  sur le  rebords. I I  contemple la  lune qui verse, sur 
sa p o i t r in e ,  un cdne de rayons e x ta t iq u e s ,  oCi p a lp i t e n t ,  comme 
des phal£nes, des atomes d 'a rgen t d'une douceur in e f fa b le .
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This is  compared w ith a s im i la r  occurrence of the theme ' in  a poem of

V ic to r  Hugo's th a t  precedes Maldoror  by a mere dozen y e a rs ':
E l l e  ( la  lune) monte, e l l e  j e t t e  un long rayon dormant 

A 1 'espace, au myst£re, au g ouffre ;
Et nous nous regardons tous le s  deux f ixem ent,

E l le  qui b r i l l e  e t  moi qui s o u ffre .

R i f f a t e r r e  then gives a d e ta i le d  reading of the  sentence out of the 

Chants:

The expansion proper i s  c lo ser than Hugo's to  t r a d i t io n a l  
a l le g o r ic a l  humanization, except fo r  the  d is ru p ting  ad d it io n  of 
cdne de rayons -  d is ru p t in g  because the techn ica lism  cdne, 
borrowed from o p tics  or simple geometry, j a r s  w ith  the  
a l le g o r ic a l  s ty le  and the emotional ly r ic is m  of e x t a t i q u e  ( . . . )  
What is  wholly unrea l,  however, i s  the  general p ic tu re  of atoms 
f l u t t e r i n g  in the l i g h t ,  not ju s t  the p s e u d o rea lis t ic  d e t a i l .  
Moonbeams do not look l i k e  th a t ;  only sunbeams do. What we have
here, in  f a c t ,  is  simply a nocturnal version of the f a m i l ia r
motes-dancing in-a-sunbeam m o t i f ,  a standard fe a tu re  of the  
l i t e r a r y  summer l ig h t  f i l t e r i n g  through closed s h u tte rs .  This is  
a conversion that employs as m ateria l fo r  i t s  transforms words 
taken from the commonplace rep res en ta tio n s  of n ig h t:  the golden
atoms,  motes in  a ray  of s u n l ig h t ,  exchange th e i r  gold fo r  the  
s i l v e r  of moonlight; daytime b u t t e r f l i e s  become n igh tt im e  moths 
( p h a lb n e s ) , A l l  these changes have the same s ig n if ic a n c e :  they
c rea te  a p o s it iv e  aes th e t ic  and 'moral ' o r ie n ta t io n  in  harmony 
with  p a l p i t e n t , suggesting sweet fe e l in g s ,  and with the c l ic h e  
douceur i n e f f a b l e , derived from s o f t  l i g h t ,  im p l ic i t  in  
moonlight. (Generating L a u t r ia m o n t  ‘ s T e x t ,  p p .415-6 )

I quote th is  reading at length because th ere  is  a great deal more 

im p l ic i t  in  th is  moonlight than R i f f a t e r r e  suggests, r e f le c t in g  on the  

s ig n if ic a n c e  of Ducasse's phrase w ith in  the n a r ra t iv e  of in f lu e n c e  in

the Chants . For R i f f a t e r r e ,  i t  i s  not a matter of tra c in g  a p a r t ic u la r

in f lu e n c e  and, presumably, i f  Hugo's poem had been published twelve  

years a f t e r  the Chants i t  would s t i l l  be a p e r t in e n t  in t e r t e x t ;  the  

p o in t is  th a t  both are expansions of the Romantic s tereotype: he

con tem p la tes  the  moon s h in i n g  down upon him.  I t  is  appropria te  that  

the  c l ic h e  of lunar in fluence  on the  poet should exert so strong an 

in f lu e n ce  on Ducasse. I t  is  unquestionably common, and R i f f a t e r r e  

could as e a s i ly  have c ite d  t h is  d i f f e r e n t  expansion of i t  from 

Baudela ire :
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Cependant, dans 1 'expansion de sa jo i e ,  la  Lune re m p lis s a it  
to u te  la  chambre comme une atmosphere phosphorique, comme 
un poison lumineux; e t to u te  c e t te  lum i£re v ivan te  pensait  
e t d is a i t :  'Tu subiras e te rne llem ent 1 ' in f lu e n c e  de mon
b a iser  ( . . . )  '

(Les B i e n f a i t s  de l a  l u n e , in  P e t i t s  po&mes en prose  ° )

But R i f f a t e r r e  is  not very in te re s te d  in expanding on the

i n t e r t e x t .  I f  he were he might have connected the phrase in  the

Ch a n ts , as Jonathan Romney does,*  w ith an episode in  B ertran d 's

Gaspard de l a  H u i t  ( i t s e l f ,  of course, a p r e - te x t  to  B a u d e la ire 's

po£nes en prose) ' .

The f in a l  moonlight scene seems to  condense elements of th ree  
separate  passages of B ertra n d 's  'La N u it e t ses p r e s t ig e s ' :

I I  contemple la  lune qui verse , sur sa p o i t r in e ,  un cdne de 
rayons e x ta t iq u e s , oft p a lp i  t e n t ,  comme des phal&nes, des 
atomes d 'a rgen t d'une douceur in e f fa b le .  I I  a ttend  que le  
cr£puscule du matin vienne ap p o rte r ,  par le  changement de 
decors, un d ^ r is o ire  soulagement £ son coeur bouleversd.

'Oh! la  t e r r e ,  -  murmurai-je £ la  n u i t ,  -  est un c a l ic e  
embaumg dont le  p i s t i l  e t  l e  gtamines sont la  lune e t  les  
£ to i le s .

La lune p e ig n a it  ses cheveux avec un d£mdloir d'6b£ne qui 
a rg e n ta i t  d'une p lu ie  de vers lu is a n ts  le s  c o l l in e ,  le s  prds 
et les  bo is .

Phalene p a lp ita n te  q u i ,  pour ddgager ses a i le s  captives  
entre  mes doigts,me p aya it  un rangon de parfum.

Romney's own in te r te x tu a l  reading of Chant  V .7  convinc ingly  re in fo rc e s  

the  connection with th is  passage from Bertrand by re fe ren ce  to  the  

p a r a s i t ic a l  spider th a t appears in  both te x ts .  In Gaspard de l a  n u i t  

the c rea tu re  is  v i r t u a l ,  a th re a t  issued against the n a rra to r  by the  

f ig u r e  of e v i l ,  Scarbo. In the Chants the th re a t  i s  a c tu a l is e d .  The 

episode begins with Maldoror's  n a r ra t iv e  of how he is  tormented each 

n ig h t in  h is  dreams by 'une grande araign^e de la  v i e i l l e  espdce'. We 

then have such an episode described to  us by the  n a rra to r  

(Lautr^am ont): 'nous ne sommes plus dans la  n a r r a t io n . . .  H£las! nous

sommes maintenant a r r iv e s  dans le  r £ e l ' .  The c rea tu re  approaches h is  

ear and revea ls  i t s e l f  to be a composite of Reginald and Elsseneur,  

M aldoror's  f i r s t  two v ic t im s  in  h is  long career as a f ig u re  of e v i l .  

Their  s to r ie s  are narrated by E lsseneur, who revea ls  how an Angel of
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the  Lord enjoined them to  become t h is  vampiric spider and torment 

Maldoror in  h is  sleep:

Pendant pr£s de dix ans, nous avons hant6 t a  couche. D£s 
a u jo u rd 'h u i ,  tu  es d61iv r6  de no tre  p e rs e c u t io n . . .  R 6 v e i l l e - t o i , 
Maldoror! Le charme magnetique qui a pese sur ton systeme 
c e re b ro -s p in a l , pendant le s  n u its  de deux lu s t re s ,  s 'evapore .

Relieved o-f h is  burden, Maldoror approaches the window and adopts the

s te re o ty p ic a l  pose analysed by R i f f a t e r r e .

The episode is  in te rp re te d  by Romney as an a l le g o ry  of 

l i t e r a t u r e ' s  ty ra n n ic a l  oppression of the  reader:

L ike  Maldoror, we lea rn  th a t  what l i e s  outs ide n a rra t io n  i s  not 
the  r e a l ,  but simply more l i t e r a t u r e ,  which appears here as a 
p a r a s i t ic  fo rce  th a t  preys on the reading su b jec t,  as the sp ider  
preys on Maldoror. The 'o u ts id e  w o r ld ' ,  the  ' r e a l ' ,  is
represented by B ertran d 's  t e x t ,  from which the spider issues  
( . . . ) .  The strophe teaches a paradoxical lesson: fo r  i f
Lautr6amont's te x t  i s  'p a r a s i t i c '  on B e r tra n d 's ,  an expansion of 
i t s  'm a t r ix ' ,  in  R i f f a t e r r e 's  terms, then the Bertrand te x t  is  
no less  p a r a s i t ic  on i t s  reader, (p .69)

This in te r p r e t a t io n  accords with my own reading of the  s t rophe  des 

poux  (C h I I .9 )  as an a lle g o ry  of the p a r a s i t ic a l  modern poet, feeding  

o f f  o ther l i t e r a t u r e  (B ertrand 's  te x ts  a lso feed o f f  a r t ,  announced on 

the  t i t l e - p a g e  as ' f a n ta is ie s  k l a  mani£re de Rembrandt e t  de 

C a l l o t ' ) .

Even i f  R i f f a t e r r e  i s n ' t  in te re s te d  in  a l le g o r ie s ,  the  

correspondence between Ducasse's 'p a lp i  te n t  comme des phal£nes' and 

B e rtra n d 's  'phaldne p a lp i ta n te '  might have led him to  read Ducasse's  

phrase, not as an a l lu s io n  to  a s te re o ty p ic a l  theme, but as the  

c o rre c t io n  of a p re - te x t  in the manner of Poes ies .  But he sees l i t t l e  

d i f fe re n c e  between the two kinds of re fe ren ce . Reconstructing the  

c l ic h e  from which the phrase 'un cdne de rayons e x ta t iq u e s ' i s  

generated, he f in d s  a ra re  occasion to compare Ducasse's te x tu a l  

s t r a te g ie s  in  the  Chants and in P o i s i e s i

This strangeness of e c s ta t ic  as a m od ifie r  of rays e i th e r  is  
perceived as merely a s t y l i s t i c  tw is t  fo r  the  sake of 
a r t i f i c i a l i t y  or t ip s  the reader o f f  th a t  the  moon-gazer's  
contem plative  mood is  being tra n s fe rre d  to  the moon i t s e l f  ( . . . )  
This tra n s p o s it io n  of ro le s  is  the  same mechanical  s h i f t  th a t  
produces the a n t ip h ra s t ic  re w r i t in g  of famous ph ilosoph ica l  
maxims in  Lautr^amont ' 5  PoGsies.  The absurd ity  of a n t ip h ra s is  in
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P o i s i e s  and here the s l ig h t  humor of the  a d je c t iv a l  shi-ft -force 
the  reader to decode the te x t  as an a l lu s io n  ( . . . )  to the  
t r a d i t io n a l  te x t  they a l t e r .

(G enera t ing  L au t r iam o n t  ‘ s T e x t , p . 417)

For me, th is  correspondence between the processes of te x t -g e n e ra t io n  

in  P o i s i e s  and in  the Chants  i s  less  s ig n i f ic a n t  than the d i f fe re n c e .  

That Ducasse's c orrec tions  are  e f fe c te d  by means of ' th e  same 

mechanical s h i f t '  is  debatab le , and i t  i s  c e r t a in ly  not t ru e  th a t  they  

are  a l lu s io n s  to  ' t r a d i t io n a l  t e x t s ' .  The Maldororian matrix may be a 

c l ic h e  or stereotype fa m i l ia r  to  a normal or 'n a t u r a l '  reader, but in  

P o i s i e s  the  reader who can recover the matrix has to  be fa m i l i a r  with  

s p e c i f ic  p r e - te x ts ,  not stereotyped phrases. Some of these p re - te x ts  

may be so well known th a t  they are  t r a d i t io n a l  or c lic h £ e d , but o thers  

are  e n t i r e l y  obscure: i f ,  fo r  example, the Maldororian p r e - te x t  to

Poes ies  11.62 can be recovered, i t  i s  by a reader fa m i l ia r  with the  

C ha n ts , a ra re  crea ture  in  1870; ra re r  s t i l l  are those readers who 

know the  p re - te x t  of P o i s i e s  I I .  1. In whatever circumstance, the  

recovery of p re - te x ts  to Poesies  is  an e n t i r e ly  d i f f e r e n t  process from 

the m a tr ix -re c o n s tru c t io n  of which the 'norm al' R i f f a t e r r i a n  reader is  

capable.

Reading Poesies  has, r e c ip r o c a l ly , made i t  d i f f i c u l t  fo r  me 

to  f in d  R i f f a t e r r e 's  model a p p l ic a b le  throughout the Chants . The word- 

for-w ord  d e r iv a t io n  of the sentence ' l a  reserve est 1 'apprentissage  

des e s p r i t s '  (P I I .1 3 5 )  from the Vauvenarguian matrix ' l a  f a m i l i a r i t y  

est 1 'apprentissage des e s p r i ts '  encourages me to  look fo r  the  same 

kind of d e r iv a t io n  in  the Chants.  The few examples to  be found th e re ,  

t r a d i t i o n a l l y  read as sources, are too t e x tu a l ly  s p e c i f ic  to  be no 

more than Romantic s tereotypes , and they cannot be dismissed as 

anomalies, s ince to  be an anomaly i s  s t i l l  a sign of pe rt in en ce . My 

own account of the te x tu a l re ferences  to  Musset or to  Lamartine in  the  

Chants  i s  th a t  they are p a rt  of an a l le g o r is a t io n  of the poetic  

fu n c t io n ,  connecting what Jameson c a l ls  the molecular with the molar 

l e v e l .  As c i t a t io n ,  they bring  with them more than ju s t  a d e s c r ip t iv e  

system of a c l ic h e ,  'the  molecular p r o l i f e r a t io n  of sentences on the  

s t y l i s t i c  l e v e l ' . 7 They bring complete 'p o e s ie s ':  odes, m edita t ions,  

sonnets, even 'p e t i t s  po£mes en prose ';  these become inseparable  from 

the  C h an ts , complicating the in te r p r e ta t io n  of the a l le g o ry  to  the
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p o in t of th reaten ing  i t s  ru in .  I t s e l f  dependent on the  lo g ic  of a 

higher n a r ra t iv e ,®  the a l le g o r y 's  in co n s is ten c ies  can be subsumed 

without th rea ten ing  the s p e c if ic  s ig n if ic a n c e  i t  g ives to  the  te x tu a l  

c i t a t io n  of Lamartine, Musset or B audela ire .

Phrases with s p e c i f ic  p r e - te x ts  are few in  the  C han ts , 

e s p e c ia l ly  those th a t signal an a l le g o r ic a l  leve l of in t e r p r e t a t io n ,  

but they have a d e s tru c t iv e  p o te n t ia l  f a r  exceeding t h e i r  small 

number. In  p a r t ic u la r  I b e l ie v e  th a t ,  when more are recovered and 

im p lica ted  in  the n a r ra t iv e  r e -w r i t in g  of Romanticism th a t  is  being 

e ffe c te d  throughout the Chants , the p r o l i f e r a t io n  of these c i t a t io n s  

w i l l  render obsolete the model of the Chants as a te x t  wholly derived  

from c l ic h e s .  To take  one example from the ten passages R i f f a t e r r e  

reads (the only one I can re - re a d ,  fo r  the p re s e n t) ,  the sentence 'oft 

p a lp i t e n t ,  comme des phaienes, des atomes d 'a rg e n t '  performs an 

e n t i r e ly  d i f f e r e n t  function  from the one R i f f a t e r r e  ascribes to  i t .  

The phrase is  a c l ic h e ,  possib ly , but Ducasse n e ith e r  expands or 

converts i t  to  h is  own purposes. He l i f t s  i t  in ta c t  from t h is  te x t  by 

G autier:

La descente de 1 'a s tre  nocturne dans une chambre avec sa lueur  
phosphoriquement b le u d tre ,  ses g r is  de nacre i r i s e s ,  son 
b r o u i l la r d  traverse  de rayons oCi p a l p i t e n t ,  comme des pha l&nesf 
des atomes d 'a r g e n t .  -  Du haut de son e s c a l ie r  de nuages, la  
lune se penche sur l e  berceau d'un enfant endormi, le  baignant 
de sa c la r t e  v ivan te  et de son poison lumineux; c e t te  j o l i e  t £ t e  
pd le , e l l e  la  doue de ses b ie n fa i t s  Stranges, comme une f£e  
m arraine, e t lu i  murmure & l ' o r e i l l e  ( . . . ) *

This is  not ju s t  another in t e r t e x t  to  re in fo rc e  the Romantic 

s tereotype of lunar in f lu e n ce .  I t  comes from the l a s t  pages of 

G a u t ie r 's  lengthy preface  to  the 1868 Michel Levy e d i t io n  of 

B a u d e la ire 's  Oeuvres comple tes .  The passage is  in  f a c t  G a u t ie r 's  

paraphrase of the f i r s t  p a rt  of Les B i e n f a i t s  de l a  lune .  He has ju s t  

described how d i f fe r e n t  from h is  model in  Bertrand are B a u d e la ire 's  

P e t i t s  po$mes en p r o s e , and he chooses th is  one to  i l l u s t r a t e  th e i r  

q u a l i t y .  His re v is io n  takes very l i t t l e  from the  corresponding passage 

in  Baudelaire: 'poison lumineux' and 'son e s c a l ie r  de nuages' appear

in  both, but Gautier gives 'c l a r t e  v iv a n te '  fo r  ' lu m iere  v iv a n t e ' ,  

' lu e u r  phosphoriquement b le u S tre '  fo r  'atmosphere phosphorique' and 

' fe e  marraine' fo r  'fa ta d iq u e  m a rra in e '.  G autier a lso  takes the
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a d je c t iv e  in  'g r is  de nacre i r i s e s '  -from the ' r e f l e t s  i r i s e s '  o-f a 

re la te d  poem in verse, T r i s t e s s e s  de l a  l u n e . 10 F in a l l y ,  Gautier  

inc ludes a -fu ll quotation (the  speech beginning 'Tu subiras  

6 te rn e llem en t 1 ' in f lu e n c e  de mon b a i s e r . . . ' )  and concludes with an 

extended evocation o-f the power o-f B a u d e la ire 's  te x t  over the reader.  

This in f lu e n c e ,  l i k e  th a t of the b e n e f ic ie n t  moon in  G a u t ie r 's  pre­

t e x t ,  is  ambiguous, inducing the kind of a n x ie ty  in the  unwary reader  

th a t  is  c r i t i c i s e d  in  P o i s i e s , but which G autier only h a l f -s e r io u s ly  

warns aga ins t:

Quand on £coute la  musique de Weber, on £prouve d'abord une 
sensation de sommeil magnetique, une s o r te  d'apaisement qui vous 
s£pare sans secousse de l a  v ie  r £ e l l e ,  puis dans le  lo in t a in  
r^sonne une note 6trang6re qui vous f a i t  dresser l ' o r e i l l e  avec 
inqu ietude. Cette note est comme un soupir du monde s u rn a tu re l , 
comme la  voix des e s p r i ts  in v is ib le s  qui s 'a p p e l le n t  ( . . . ) .

La le c tu re  des p e t i t s  po&wes en prose  nous a souvent produ it des 
impressions de ce genre; une phrase, un mot -  un seul 
bizarrem ent choisi e t  p lace , evoquait pour nous un monde inconnu 
de f ig u re s  oubliees e t pourtant amies, r a v iv a i t  les  souvenirs  
d 'e x is te n c es  an te r ieu res  e t  lo in ta in e s ,  e t  nous f a i s a i t  
p re s s e n t ir  autour de nous un choeur mysterieux d ' id e e s  
evanouies, murmurant e mi-voix parmi le s  fantfimes des choses qui 
se detachent incessamment de la  r e a l i t e .  D 'au tres  phrases, d'une 
tendresse morbide, semblent comme la  musique chuchoter des 
consolations pour le s  douleurs inavouees e t  le s  irrem ed iab les  
desespoirs. Mais i l  fa u t  y prendre garde ( . . . )

(Souven i rs  r o n a n t i q u e s , p p .340-41)

G a u t ie r 's  te x t  i s ,  I th in k ,  the best example of a genre th a t  he made 

p e c u l ia r ly  h is  own: the c r i t i c a l  paraphrase of another p o e t 's  work. I t  

is  a prose poem in  i t s  own r ig h t ,  com plicating those equations of 

t r a n s la t io n  and paraphrase th a t  Barbara Johnson has examined with  

r e la t io n  to  B au d e la ire 's  own paraphrases of verse poems in the  P e t i t s  

po£nes en p r o s e . 11 In c i t in g  G a u t ie r 's  paraphrase, Ducasse's te x t  a lso  

enters  the equation , a r t ic u la t in g  a d i f fe re n c e  th a t  is  not simply the  

d i f fe re n c e  between a fa m i l i a r  s tereotype and i t s  un-mimetic re v is io n .

In R i f f a t e r r e 's  reading of the Chants de M a ld o r o r ,  B audela ire  

and Ducasse are connected only by the  common fund of s tereotypes  on 

which they can draw. This model of te x t -g e n e ra t io n  obscures the  

connections made by c i t a t io n  and i s  e n t i r e ly  i r r e le v a n t  to  a reading  

of p lag ia r ism  in that t e x t .  What R i f f a t e r r e  c a l ls  a 'co n n ect ive ' i s  a
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signpost in d ic a t in g  a d i f f i c u l t y .  The secret presence of an in t e r t e x t  

is  v is ib le  as an ungram m aticality , but the c i t a t io n s  and p lag iarism s  

th a t  connect the Chants with i t s  p r e - te x ts  are in v is ib le .  They don 't  

come in  quotation marks; the l in e  marking them o f f  from the ' re a l  ' 

t e x t  is  b lu r re d .  They are v is ib le  only to  those f a m i l ia r  w ith the  pre­

te x t  in  the  f i r s t  place: to  'normal' readers furnished with annotated 

e d i t io n s ,  or to  researchers scanning the p re - te x tu a l  corpus fo r  

sources.

This i n v i s i b i l i t y  means th a t  as connectives they cannot bring  

about the  pre-supposit ion  of i n t e r t e x t u a l i t y  th a t ,  according to  

R i f f a t e r r e ,  enables an in te r te x tu a l  reading w ithout the actual  

id e n t i f i c a t io n  of the in t e r t e x t .  An unperceived ungram m aticality  has 

no in f lu e n ce  a t a l l ,  and cannot impel the reader ' to  pursue the search 

fo r  the i n t e r t e x t ' . 12 On the co n tra ry ,  once, one connection with a pre­

te x t  is  made v is i b l e ,  c rea ting  an impression th a t  c i t a t io n  or 

p lag ia r ism  are the  means whereby the te x t  as a uhole  i s  generated, i t  

i s  those p arts  of the te x t  tha t do not have a p re - te x t  a t t r ib u te d  to  

them th a t  appear d e f ic ie n t  and ungrammatical -  unreadable, in  fa c t .  

They are  marked by a lack insurmountable save by scholarsh ip .

The e f fe c t  is  not the same as the  v i r t u a l  in te r te x tu a l  i t y  

enabled by R i f f a t e r r e 's  ungram m atica lit ies . The recovery of the  

i n t e r t e x t  can be ju s t  as im perative  a process, but i t  i s  not as 

in e v i ta b le  fo r  the normal reader in  whom R i f f a t e r r e  places h is  f a i t h .  

The prospect induces no tro p o lo g ic a l p leasure in  t h is  reader, whose 

'passion connue pour le s  £nigmes' (ChV.2) does not extend to  's o lv in g '  

every phrase of a three-hundred page t e x t .  R i f f a t e r r e  sees 'th e  te x t  

as Sphinx and the in t e r t e x t  as O e d ip u s ',13 but the author of the  

Chants knows th a t  the oedipal re a d e r 's  f ix a t io n  on s o lu tio n s  can be 

e x p lo i te d ,  inducing not pleasure but a n x ie ty .  The 'sentiment de 

remarquable s tu p e fa c t io n ' brought on by the f a i l u r e  to  tra c e  a pre­

te x t  i s ,  in  a phrase th a t  should have been the heading fo r  th is  

chapter, an anx ie ty  of in t e r t e x t u a l i t y .
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2.  HYPOTHETICAL PRE-TEXTS

According to  R i f f a t e r r e ,  searching -for what he c a l l s  hypograms, 

Genette c a l l s  hypotexts and I  c a l l  p re - te x ts  is  a normal re a d e r ly  

compulsion, and need bring on no anx ie ty : ' th e  urge to  understand

compels readers to  look to  the i n t e r t e x t  to  f i l l  out the t e x t 's  

gaps ' . 1A I t  is  tr ig g e re d  by te x tu a l  signposts po in ting  to  d i f f i c u l t i e s  

' th a t  only an in t e r t e x t  can remedy'. Moreover these signposts in d ic a te  

the  way ' to  where a so lu tion  might be sought':  'poteaux in d ic a te u rs '

of 'hypotheses bonasses' (C h II .1 2 ) .  A la rg e  p a rt  of the  research fo r  

th is  th e s is  was spent looking compulsively fo r  p r e - te x ts  signposted by 

the unfootnoted passages in  P o is ie s  I I .  This search was undertaken in  

the f i r s t  p lace because th e re  were ju s t  too many gaps, not in  the te x t  

i t s e l f ,  but in  the immediate in t e r t e x t  supplied by i t s  e d i to rs ,  'th e  

p h i lo lo g ic a l  crutches of footnotes  and sq h o la r ly  g l o s s ' . 1® U n like  a 

normal re ad er,  I had su b stitu ted  these gaps fo r  the phenomenal te x t  in  

f ro n t  of me, and I  found myself blocked by a l i t e r a l  a - p o r i a  of the

t e x t ,  'sans p a ss a g e '.16 However, the anx ie ty  th is  induced was not so

severe as the 's tu p e fa c t io n ' of the Chants , simply because the task 

was less  daunting. I f  70 out of 159 te x ts  a lready had p r e - te x ts ,  i t  

c o u ld n 't  be th a t  d i f f i c u l t  to  f in d  them.

In the event i t  did prove d i f f i c u l t ,  so I su b st itu ted  the  

exp lo ra tio n  of the wider in t e r t e x t  fo r  the immediate ta s k ,  t r u s t in g  in  

chance encounters. Without being unduly anxious about i t ,  I s t i l l  have 

a l i s t  of u n a ttr ib u te d  maxims f ix e d  permanently in  my mind, ready to  

be tr ig g e red  by any passage haphazardly come across. Forgotten in some 

dark recess of an unfrequented l i b r a r y ,  these p r e - te x ts ,  or something 

l i k e  them, w i l l  e ve n tu a lly  come to  l i g h t :

Les hommes qui meurent ne connaissent r ie n  de la  mort, pas m£me 
la  grandeur, (c f .  P I I . 5 )

Tout raisonneur c r o i t  contre  sa ra is o n . (11 .40)

Le seul obstacle qui passe les  forces  de 1 'e s p r i t  humain est la
v £ r i t £ .  (11.45)

Les hommes qui ont p r is  l a  re s o lu t io n  d'a imer leu rs  semblables
ignorent q u ' i l  fa u t  commencer par s 'a im er soi-m£me. (11 .52)

Les hommes qui ne se b a tte n t  pas en duel c ro ie n t que les  hommes
qui se b a tte n t  au duel & mort sont Inches. (11.53)
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I f  these are not the exact -forms, they are not too di-f-ferent -from the  

actual missing p re -te x ts ;  when these are traced I  s h a l l  take great  

pleasure in  measuring th e i r  exact d istance from my hypotheses. Some, 

a t le a s t ,  are destined to  be traced: the maxim on so t r a d i t io n a l  a

m o ra l is t 's  to p ic  as d u e ll in g  i s  p a r t ic u la r ly  promising: though i t  is  

not a correc tion  of N ic o le 's  pens6e Du due l  ( 'S i  1 'on ne p a r la i t  

jamais de ceux qui se b a tten t en d u e l . . . ' ) ,  nor of any remark from 

Rousseau's famous pages on the  subject in La Houve l l e  H i l o ' i s e . 17 I 

haven 't  yet scanned the w r it in g s  of more s p e c ia l is t  a u th o r i t ie s  on 

d u e l l in g  (Savaron, Basnage, Nougar^de or Cauchy1®) but I am confident  

th a t  somewhere, along with other u n a ttr ib u te d  pens^es, Poesies  11.53  

w i l l  one day reveal i t s  o r ig in s ,  however obscure.

That i s ,  a t le a s t ,  i f  i t s  obscu rity  remains w ith in  c e r ta in  

bounds. A maxim can be the work of some- sub-Pascalian n o n -e n t i ty ,  but 

i f  i t  was published somewhere i t  i s  f a i r  game to  the  'c h erch eu r '.  I 

have a l in g e r in g  suspicion, however, th a t  the works of my hypothetica l  

m o ra lis t  are more ' in t ro u v a b le ' than t h is ,  th a t  he is  some personal 

acquaintance of Ducasse whose in s c r ip t io n  in  P o is ie s  i s  d is c e rn ib le  

only to  the in te res ted  p a r t ie s :  some kind of p r iv a te  joke. In the

f i r s t  of the Chants de M a ld o r o r , Ducasse had a lready constructed h is  

f i c t io n s  around a c ryp t ic  f ig u re  of h is  f r ie n d  Dazet; the m o ra lis t  

corrected  in Poesies  might well be Dazet h im se lf ,  the f i r s t  of the  

dedicatees of P o is ie s .  I t  is  not d i f f i c u l t  to  p ic tu re  the fu tu re  

d u e l l i s t ,  free-mason and secre ta ry  to  Jules Guesde as a precocious  

amateur 'penseur' brought c la n d e s t in e ly  to  press by h is  a lready  

estab lished  o lder f r i e n d . 1’  In fa c t  these maxims could as e a s i ly  be 

the  work of any of persons named on the  f i r s t  page of P o i s i e s . I f  none 

became a famous author of maxims, some might s t i l l  have had 

pretensions to  that s tatus; perhaps they were dissuaded from t h e i r  

c a l l in g  by the treatment handed out in  Po&sies.

A lte r n a t iv e ly ,  the amateur m o ra lis t  i s  I s id o r e 's  fa th e r  

Frangois Ducasse, the p a r t- t im e  le c tu re r  in ph ilosop hy,30 which would 

give a c e r ta in  piquancy to Ducasse's expressed d es ire  to  send PoGsies 

to  h is  fa th e r  and show him 'que je  t r a v a i l l e '  ( l e t t e r  7 ) .  An 

in t e l le c t u a l  r i v a l r y  between fa th e r  and son would c e r t a in ly  complicate  

t h e i r  f in a n c ia l  exchanges.



282

I t  might even be Ducasse h im se lf:  we must imagine, then , th a t  

among the  source-books fo r  P o i s i e s  i s  an abandoned volume of Pensies  

de Ducasse , salvaged with fragments of P ascal, Lamartine and the  

Chants from the wreck of modern l i t e r a t u r e :  'des volumes d 'a u jo u rd 'h u i  

i l  ne re s te ra  pas 150 pages' ( i b i d . ) .  This hypothetica l c o l le c t io n  of 

p r e - te x ts  would have exis ted  only in  manuscript, and w i l l  never be 

recovered, lo s t  with the re s t  of Ducasse's personal e f fe c ts .  Burnt, 

probably, as a health  r i s k ,  i f  i t  is  a lso  correc t to  hypothesise th a t  

Ducasse died of the pi ague,21 along w ith  the f i v e  hundred or so other  

P aris ian s  who did so in  the  week of the  24th of November, 1870.

3. PRE-TEXTUAL EXCESS
Love and h a p p in e s s . . .22

Speculation on the cause of Ducasse's death i s  an unhappy conclusion  

to  come to  when the po in t of departure  was an e n t i r e ly  te x tu a l  

problem atic: the search fo r  the hypothetica l p r e - te x t .  Returning to  

t h is  problematic does n o t, however, guarantee any more happy a r e s u l t .  

As disheartening as a te x t  with no p r e - te x t  i s  one with too many. 

Find ing , in  PoGsies 11.50, a Ducassian r e - d e f in i t io n  of love placed 

between two well-known maxims from La Rochefoucauld, I  looked f i r s t  

among h is  t iaximes fo r  a p r e - te x t  th a t  may have been overlooked by

e d ito rs  of P o is ie s .  I  was unsuccessful but not downcast; the missing 

p r e - te x t  of ' 1 'amour n 'e s t  pas le  bonheur' would turn  up somewhere 

among the c lass ica l French m o ra lis ts .  I  was not yet ready to  succumb 

to  the suggestions of Goldfayn & Legrand, who construct a genuine 

re a d e r ly  in t e r t e x t ,  unconstrained by the p u rsu it  of the  w r i t e r ' s  

actual sources:

On confrontera ce v e rd ic t  an ti-rom antique  oCi 'amour' est 
d 'a i l l e u r s  p r is  au sens le  p lus vague, l a  phrase la is s ^ e  par
S a in t-Ju s t sur son fameux carnet rouge: 'L'amour est la
recherche du bonheur', e t la  d e c la ra t io n  recente  d'Andre Breton: 

' I I  fa u d ra it  s 'en tendre  sur le  sens de ce mot bonheur.  Un
c e r ta in  degre de s a t is fa c t io n  t i r e e  du jeu des idees e t de
1 'echo que ces idees peuvent rencontrer ne s a u ra it  e t r e  ass im iie  
b un b ie n -e tre  de grande p e rs is ta n c e . ' Et c r i t iq u a n t  Gide pour 
avo ir  d i t  que t o u te  l a  na tu re  ense igna it & 1 'homme une vocation  
de bonheur: 'Dans 1 'amour, ce n 'e s t  pas non plus le  bonheur que
j ' a i  cherche, mais bien 1 'am our.' (Poesies, ed. 1962, p . 130)
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Experience has since taught me th a t  Ducasse's known preference fo r  re ­

w r i t in g  C h r is t ia n  m o ra lis ts  and Romantic poets is  no grounds fo r  

re je c t in g  S a in t -J u s t 's  remark as a possib le  p r e - t e x t ,  given Ducasse's  

e q u a lly  known p re d i le c t io n  fo r  in co n g ru ity .

However, the remark is  only one of a number with equal claim  

to  be Ducasse's source, and a l l  might be d is q u a l i f ie d  on the  grounds 

th a t  i t  i s  not h is  p ra c t ic e  to  change the sense of a p r e - te x t  by

suppressing a substantive  l i k e  're c h e rc h e ',  w ithout rep lac in g  the  term 

with i t s  opposite . A more l i k e l y  p r e - te x t  must be reconstructed and 

can be, e a s i ly ,  s ince i t  i s  h is  p ra c t ic e  to  suppress or add negative  

p a r t i c le s ,  as in Poesies  11.126: 'On peut e t re  ju s te  si 1 'on n 'e s t  pas 

humain,' (reading Vauvenargues: 'On ne peut e t re  ju s te  si on n 'e s t  pas 

hum ain ') .  I t  i s  reasonable to  suggest th a t  somewhere in the  p re -  

Ducassian corpus can be found the a f f i rm a t io n  th a t  'L'amour, e 'e s t  le

bonheur. ' But I  th in k  i t  i s  no accident th a t  i t  has not yet been

found. Such a remark is  in  i t s e l f  unremarkable, and though i t  is

possib le  to  imagine someone holding t h is  op in ion , i t  i s  d i f f i c u l t  to  

see so banal an expression as i t s  unmediated a c tu a l is a t io n ,  a maxim 

a v a i la b le  then fo r  a Ducassian r e - w r i t in g .  I t  i s ,  r a th e r ,  the c l ic h e  

to  which an expression l i k e  th a t c ite d  above from S a in t-Ju s t r e la te s  

i t s e l f  by d i f f e r e n t i a t i o n ,  e i th e r  as nuanced re -s tatem ent or bold 

a n t i th e s is  but always, in  R i f f a t e r r e 's  terms, as the transform of a 

c u l tu r a l  m a tr ix .  The h is to ry  of t h is  commonplace assoc ia tion  begins 

perhaps w ith  P la to :

I f  he who loves loves the good, what is  i t  then th a t  he loves?
The possession of the good.
And what does he gain who possesses the good?
Happiness. (Symposium 204e=3 )

In f lu en c in g  mainstream philosophy in  the  seventeenth century through 

Spinoza ('Love is  joy with the accompanying idea of an ex terna l  

cause') and L e ib n iz :

L e ib n itz  (s ic )  donne de 1 'amour c e t te  b e l le  d e f in i t io n ,  qui 
s 'a p p liq u e  uniquement A 1 'amour de b ie n v e i l la n c e :  'Aimer, e 'e s t
e t re  porte  & prendre du p l a i s i r  dans le  bien ou bonheur de 
1 'e t r e  a im e . ' (Larousse, a r t .  'Amour' )

And the  'd iscours  amoureux' of French moral philosophy in th a t  period  

through expressions such as La Rochefoucauld's:
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La f e l i c i t y  est dans le  gout e t  non pas dans les  choses; e t  
e 'e s t  par avo ir  ce qu'on aime qu'on est heureux, e t  non par 
a vo ir  ce que le s  autres trouvent aimable. (Mx.48 )

This ' f l e u v e '  d r ie s  up - f in a l ly  among the moral philosophers of the

n ine teen th  century , represented in  Larousse by Edouard A l l e t z ,  author

of an Essa i  su r  1'hoisve and an Esquisse de l a  s o u f f ra n e e  m o ra le s

L'amour est l e  sentiment de 1 'harmonie en tre  le  besoin du 
bonheur e t 1 'o b je t  du bonheur. (Larousse, i b i d . )

By Ju les  Simon:

Mais i l  y a un p l a is i r  que je  ne puis s a c r i f i e r  A mon ami, e 'e s t  
l e  p l a i s i r  de 1 'a im er, ou, s i 1 'on veut, le  p l a i s i r  de me 
s a c r i f i e r .  Mon bonheur est de n 'a v o ir  d 'a u tre  bonheur que le  
sien; mais e 'e s t  mon bonheur.

Or by P ie r re  Larousse h im se lf,  in  the  te x t  connecting these various  

c i t a t io n s :

Rappelons-nous ce tte  d e f in i t io n :  Aimer, e 'e s t  f a i r e  son bonheur 
du bonheur d'un autre; vo ilA  le  c r i te r iu m ,  le  seul auquel on 
puisse reconnaftre  l'amour v e r i t a b le ,  l'amour complet.

I f  Larousse's d ic t io n a ry  is  a r ic h  source fo r  expressions of 

the  f i r s t  k ind , nuanced re -s tatem ents  of the m a tr ix ,  he b r i e f l y  gives  

a i r  to  the  second, a n t i t h e t ic a l  type of transform  in  c i t in g  

Schopenhauer, a lb e i t  to  re fu te  him:

Dans un t r a v a i l  i n t i t u l e  Metaphysique de 1 'Amour, un philosophe  
allemand, Schopenhauer, a emis sur la  f i n a l i t e  de c e t te  passion 
des idees ingenieuses ( . . . ) :  Les amants s 'im aginent q u ' i l s  ne 
recherchent que leur propre bonheur; mais i l s  se trompent ( . . . ) ;  
1 ' attour n ' a  pas d ' a u t r e  f i n  que la  g 6 n $ r a t i o n .  (My emphasis )

To which Larousse re p l ie s :

L'amour n a l t  sans doute dans la  region des in s t in c t s ,  mais i l  
n 'y  re s te  pas confine; i l  f r a n c h it  les  l im i t e s  que semblait lu i  
imposer son o r ig in e ,  e t prend place £ c6t6 de 1 'a m it ie  parmi les  
a f fe c t io n s  durables e t  conscientes d ' elles-m£mes, qui sont pour 
1 'espece humaine un carac te re  de noblesse e t  une source de 
bonheur.

C it in g  a higher a u th o r ity  to  close the question:

L'homme seul est quelque chose d ' im p a r fa i t ,  a d i t  Pascal; i l  
fa u t  q u ' i l  trouve un second pour 6 t r e  heureux.



285

The -force o-f the  assoc iation  in  the  n ineteenth century is  

apparent in  i t s  recurrence outside o-f the  obvious contexts o-f moral 

philosophy. In the poetry o-f V ic to r  Hugo, -for example, according to  

whom:

Le plus grand des bonheurs est encor dans 1 'amour.
( c i t .  Larousse, a r t .  'Bonheur' )

The view was restated  by Hugo:
L'amour -fa it  songer, v iv re  e t  c r o ir e .
I I  a, pour rechau-f-fer le  coeur 
Un rayon de plus que la  g lo i r e ,
Et ce rayon e 'e s t  le  bonheur! (Aimons Tou jou rs  )

By Lamartine in the nov iss im a  Verba (words t h a t ,  according to  

P o is ie s  1 .43 , ' fo n t  s o u r ire  superbement les  gosses sans mouchoir de la  

quatri&m e') :
Ce bonheur que 1 'amour puise dans 1 'amour m&me,
N'est pas un songe vain cr£6 pour nous te n te r .

By A lfred  de Musset in  'ce p la ie  de la  nature animale e t  humaine'

( P I . 5 0 ) ,  La H u i t  de mail
Quelque amour t ' e s t  venu, comme on en v o i t  sur t e r r e ,
Une ombre de p l a i s i r ,  un semblant de bonheur.

Or in  a sonnet by Gautier:
Qu'est-ce que ce bonheur dont on parle?  ( . . . )
L ' ambitieux le  met dans un t i t r e  £ la  cour,
Le vieux dans le  c o n to r t ,  le  jeune dans 1 'amour.2A

The d isassocia tion  of love and happiness in Schopenhauer and in  these

la s t  two instances shows a d i f f e r e n t  a f f i n i t y  between the th re e ,  fo r  

i f  Schopenhauer concludes with a w i l f u l l y  a n t i t h e t ic a l  co rrec tio n  of 

the minimal sentence (pu tting  'g £n £ra t io n ' fo r  'b o n h eu r ') ,  in  passing  

he jo in s  Musset and G autier in  r e - s t a t in g  a d i f f e r e n t  m a tr ix ,  

a n t i t h e t ic a l  to  the f i r s t  but, in  i t s  own r ig h t ,  one from which these  

te x ts  can be generated with a minimum of expansion. Ihe matrix i s  the  

Romantic c lic h e  th a t the happiness of romantic love is  i l lu s o r y ,  and 

i t  i s  tempting to  suggest th a t  i t s  s implest expression -  one th a t  

coincides with the matrix -  is  Ducasse's: 'l 'am our n 'e s t  pas le

bonheur.' However, in the R i f f a t e r r i a n  model of te x t-p ro d u c tio n  

applied h e re ,20 'th e  generator and the transform  are semantic and 

fu n c tio n a l homologues'. Happiness in  both Musset's 'semblant de 

bonheur' and G au tie r 's  e rro r  of youth i s ,  fu n c t io n a l ly ,  an item in  a
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l i s t ,  a l i s t  th a t  sem antically  connotes the r e l a t i v i t y  of each item ,  

debunking any i l lu s io n  that an item -  p o l i t i c a l  success, m ateria l  

comfort, love -  might be the p r iv i le g e d  means o-f access to  happiness. 

Ducasse's phrase in  Po is ies  omits the  seme i l l u s i o n  th a t  is  cen tra l  

to  the  matrix from which the expressions from Musset and G autier are  

derived . At best the missing seme i s  im p lied , but the d i f fe re n c e  th is  

im p lies  between i t s  deep and surface s tru c tu re  makes i t  ju s t  another 

a c tu a l is a t io n  of a m atrix , a lb e i t  a c o n trac t io n  and not the usual 

expansion.

The two matrices so fa r  proposed -  ' lo ve  is  happiness' and 

' lo v e 's  happiness is  i l lu s o r y '  -  are c le a r ly  p e r t in e n t  to  a reading of 

Poesies  11 .50, whether in minimal-sentence form or as t h e i r  various  

a c tu a l is a t io n s ,  but i t  is  equa lly  c le a r  th a t  the d e r iv a t io n  of 

Ducasse's phrase from one or the other can.be too e a s i ly  problematised  

fo r  e i th e r  to  stand alone as the p r iv i le g e d  m atr ix .  Nor can the  phrase 

be a ligned with Schopenhauer's expression as an expansion of both in  

tu rn ,  i f  only on the grounds th a t  transforms in  P o i s i e s  a re ,  

h a b i tu a l ly ,  s y n ta c t ic a l  as much as fu n c t io n a l homologues of the  

m a tr ix ,  and I  have compiled Schopenhauer's expression from phrases of 

a la rg e r  t e x t ,  spread over several columns in  the D i e t i o n n a i r e }  the  

two m atrices are not simultaneously but successively p e r t in e n t  to  

Schopenhauer's t e x t .  Regarding Poesies  11 .50 , the passage from the  

possib le  pertinence of one matrix to  th a t  of the next is  not a 

movement l i t e r a l l y  across the page, an e f fe c t  of reading i n t r a -  

t e x t u a l ly ,  but a movement from one context of reading to  another, an 

in t e r - t e x t u a l  reader—e f fe c t .

Both of the matrices suggested above are combinations of 

semes associated with s p e c if ic  discourses w ith in  l i t e r a t u r e  -  those of 

moral philosophy and of Romantic poetry -  between the a c tu a l is a t io n s  

of which there  are evident exchanges and overlapping. (This is  i t s e l f  

a theme of Ducasse's own discourse in  P o i s i e s . 36 ) Their separation  out 

is  more the work of the re ad e r 's  own c la s s i f ic a to r y  purpose than a 

natura l f a l l i n g  in to  place, less s t i l l  an unmediated re a d in g -o f f  from 

the D ic t io n a ry .  D i f fe re n t  c la s s i f ic a t io n s ,  moreover, are p o ss ib le ,  fo r  

example i f  we consider not which semes are associated but how th is  is  

done; not a thematic but a syn tac tic  read ing . Im p l ic i t l y ,  t h is  second 

manner has a lready combined with the f i r s t  in  these readings, since
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among those l i s t e d  above the expression with the strongest cla im  to  be

a p r e - te x t  to  Poes ies  11.50 , were the search s t i l l  on, would s t i l l  be

S a in t -J u s t 's  ' l 'am our est la  recherche du bonheur,' because i t s

surface s t ru c tu re  best corresponds to  th a t  of Ducasse's axiom. I t  i s

a t te n t io n  to  surface  s tru c tu re  th a t  re vea ls  e xa c t ly  which of several

versions of Pascal Ducasse employed, and i t  i s  the s u p e r f ic ia l

s i m i l a r i t i e s  t h a t ,  in  choosing a p r e - te x t  fo r  Poesies  I I . 6 ('Dans le

malheur, le s  amis augmentent' ) ,  determine the choice of a phrase from

F lo r ia n 's  F a b l e s s
Dui ne songe qu'A soi quand sa fo rtu n e  est bonne,
Dans le  malheur n 'a  point d 'amis. ( Les Deux Voyageurs*7 )

Or from Vauvenargues' R e f le x io n s  e t  Nax ives :  'La p ro s p 6r it6  f a i t  peu

d 'am is ' (Mx. 17). That the phrase from Vauvenargues is  the p re fe rred  

choice of every annotating e d ito r  in d ic a te s  how one h a b it  can over­

r id e  cons idera tions  of another. Though Ducasse is  in  the h a b it  of 

re v is in g  Vauvenargues, rev is io n s  of Vauvenargues in Poesies  h a b i tu a l ly  

co n tra d ic t  him in  some way or o th e r ,  making a maxim e n t i r e ly  

compatible w ith Ducasse's te x t  the most u n l ik e ly  of p re - te x ts .

The p re - te x tu a l  claims of F lo r ia n 's  verses can be 

supplemented by the  pertinence of t h e i r  thematic context to  the  

opening of Poes ies I h  the re ference to  Les Deux Voyageurs ( i f  such i t  

is )  is  immediately followed by a re fe rence  to  Dante as voyager through 

the In fe rno : 'Vous qui e n tre z , la is s e z  to u t d^sespoir' ( P I I . 7 ) .

However, the  convincing evidence fo r  F lo r ia n  as source is  not any deep 

thematic correspondence but the s u p e r f ic ia l  coincidence of the phrase 

'dans le  malheur' in  each expression. Without t h is ,  F lo r ia n 's  maxim 

would be no more p e r t in e n t  than any other transform of the  same 

m a tr ix ,  a c l ic h e  of moral philosophy expressed among many by A r is t o t le  

( 'M is fo rtu n e  shows those who are not r e a l l y  f r i e n d s ' ) ,  by Publius  

Syrius ( ' I t  i s  a consolation to  the wretched to  have companions in  

m is e ry ' ) ,  by the playw right Destouches ('On perd tous ses amis en 

perdant tou t son b ie n ' )  or as a proverb 'en p a to is  languedocien':

A douro dr£cho, h£s d 'a b r i ,  a p&our' om6 jh£s d 'am i. (A vent du 
nord, p o in t d 'a b r i ,  & pauvre homme point d 'a m is ) ,  Quand la  b ise  
ou le  m is tra l  s o u f f le ,  on ne peut trouver un a b r i ;  quand on est  
pauvre, on n 'a  point d 'amis. ( c i t .  Larousse, a r t .  'Amis' )
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S tran g e ly ,  perhaps, the  e d i to rs  who disregard -formal 

co n s id era tio n s  in  reading P o is ie s  I I . 6 do a llow  surface s tru c tu re  to  

determine the  a t t r ib u t io n  of source fo r  the sentence th a t  fo l lo w s  i t .  

The p u re ly  thematic connexion i s  tenuous between Ducasse's: 'Bont£,

ton nom est homme,' and Shakespeare's: ' F r a g i l i t y ,  ton nom est femme'

(the  unvarying version of every n in e teen th -cen tu ry  t r a n s la to r  in to  

French). The f r a i l t y  of women is  only in c id e n ta l ly  p e r t in e n t  to  

Ducasse's theme, which is  Man as opposed to  God, and i f  thematic  

co n sid era tio n s  alone bore upon source a t t r ib u t io n  the p r e - te x t  of 

Po&sies  I I . 8 would be an a c tu a l is a t io n  of the th eo lo g ica l commonplace 

'Goodness as a Name of D e i t y , '  (an expression of i t  from Dionysius2®).

I t  i s  not correspondence of themes or semes but sentence 

s tru c tu re  th a t  motivates the reading of P o is ie s  1 1 .8 through 

Shakespeare. To a llow  th is  reading i s  to  a llow  as a t e x t 's  p re - te x t  

any s t r u c t u r a l ly  homologous phrase w ith  the merest t ra c e  of a 

p e r t in e n t  theme. I would be f r e e ,  then, to  make of Ducasse's ' l e  doute 

est un hommage rendu A l ' e s p o i r '  ( P I I .4 7 )  a transform of La 

Rochefoucauld's '1 'hypocris ie  est un hommage que le  v ic e  rend A la  

v e r t u '  (Mx. 218 ).  Generalised, th is  freedom might bring about the  

d is s ip a t io n  of s o u rc e -c r i t ic is m  (perhaps not a bad t h in g ) ,  but t h is  is  

not l i k e l y  to  happen; the cases c ite d  from the opening of Poes ies  11 

do not r e a l l y  support i t .  In p laying down the extent to  which thematic  

co nsidera tions  determine s o u rc e -a t t r ib u t io n  I have exaggerated to  make 

a p o in t  about the v a r i a b i l i t y  of e d i t o r ia l  c r i t e r i a .  In t r u t h ,  though 

the  s im i l a r i t y  of surface s tru c tu re  is  d e c is iv e ,  there  are other  

determ inants: i f  not the (q u a l i f ie d )  thematic pertinen ce  of the

man/woman oppos ition , then a t le a s t  the in t r a - t e x t u a l  coherence 

revea led  when an a l lu s io n  to  Hamlet in  P o is ie s  I I . 8 is  fo llow ed in

11.10 by a re fe rence  to Shakespeare by name ( ju s t  as the re fe rence  to  

Dante 's  I n f e r n o  in  I I . 7 is  fo llowed f i v e  paragraphs l a t e r  by a 

re fe re n c e  to  Dante by name). In t h is  and in several pensGes of 

Poes ies 11 the m atrix is  over-determ ined , with both thematic and 

s tr u c tu r a l  c r i t e r i a  app lied . The most e v id e n t ly  over-determined  

a t t r ib u t io n s  are the p re - te x ts  from the m o ra lis ts  th a t  are both 

th e m a t ic a l ly  Ducassian -  r e fe r r in g  to  themes d e a lt  w ith in  'o r i g i n a l '  

te x ts  -  and s tru c tu ra l  homologues of te x ts  in P a ls ie s .  Of course, fo r  

those proven p re - te x ts  i t  hard ly  matters which c r i t e r i a  were applied
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p r e - t e x t ,  once made, is  s e l f - e v id e n t :  'hors de d is cu ss io n '.

This se lf -ev id e n ce  enables co rrec tio n  to  be used as evidence

in  o ther contexts. I t  i s  used by R i f f a t e r r e ,  fo r  example, when he

c i t e s  a n t ip h ra s is  in Poesies  as an i l l u s t r a t i o n  of how the reader

p erce ives  and decodes d e r iv a t io n s  from matrix to  te x t  in  g e n era l,

applying  the  se lf -ev id e n ce  of d e r iv a t io n s  in  P o is ie s  to  h is  more

arguable  instances from the Chants de M a ldo ro r .  According to  the

passage I  have a lready c i t e d ,  the m atrices of th a t  te x t  'a re  e ith e r

e a s i ly  in fe r re d  or made inescapable assumptions because the te x t

p o in ts  towards another te x t  th a t  p r e e x is t s ' .  This la te n t  model:

i s  a c l i c h d  or a d e s c r i p t i v e  system -  a network of actual words
(not ju s t  meanings, as would be the  case with a semantic f i e l d )
associated w ith  a kernel word. A d e s c r ip t iv e  system is  e a s i ly  
id e n t i f i e d  because i t  has a grammar d e fin in g  the re c ip ro c a l  
r e la t io n s h ip s  of i t s  components, and together they form 
stereotyped phrases.2^

Had R i f f a t e r r e  taken the a n t ip h ra s t ic  r e -w r i t in g  of a stereotyped

phrase in  Po&sies  11.50 to  i l l u s t r a t e  h is  p o in t ,  h is  argument might

have been d i f f e r e n t ;  the dogmatic and c o n tro vers ia l in s is ten ce  on a

s in g le  minimal sentence or matrix might have been tempered. 'L'amour

n 'e s t  pas le  bonheur' i s  the transform of several m atr ices ,

d i f f e r e n t l y  p e r t in e n t  according to  the context of the reading -

according to  whether the reader is  a t te n t iv e  to  themes or s y n ta c t ic

s t ru c tu re s ,  or to  the fusion of these in c l ic h e s .  Applying t h is  model

might a lso  q u a l i f y  the formalism im plied in  h is  suggestion th a t

d e r iv a t io n  from a c lich£ed matrix  is  a metalanguage about a

'c o n v e n t io n ',  s ince the simultaneous d e r iv a t io n  of a te x t  from

d i f f e r e n t  c l ic h e s  r e la t iv is e s  and r e v i t a l i s e s  th e i r  thematic content,

making them new, so to  speak. The 'supersedure of meaning by function

in  m odernity ' which, i t  has been suggested,30 is  a fu nc tion  of

c l ic h e s ,  is  a movement reversed in Podsies.  To o f fe r  no d e f in i t io n  of

love is  not to  say th a t i t  has no meaning. The re -read in g  of c u l tu ra l

commonplaces about lo v e 's  happiness and i t s  i l lu s o r y  nature allows at

le a s t  fo r  some enigmatic v a lo r is a t io n  of love in i t s  own terms, in the

t r a d i t io n  of M ile  de Scud6ry:

L'amour est je  ne sa is  q u o i, qui v ie n t  de je  ne s a is  0 C1, e t qui 
f i n i t  je  ne sa is  comment. (Larousse, a r t .  'Amour' )
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Or of M ic h e le t ,  a lso from Larousse:

L'amour est l 'am our, une chose qui ne ressemble A aucune a u tre .

The d i f f i c u l t y  of d e f in i t io n  is  i t s e l f  inscribed  in t r a d i t io n :

I I  est to u t  aussi d i f f i c i l e  de d £ f in i r  l 'amour que le  bonheur.
(Sa in t Prosper, 403-463 ) 

I I  est d i f f i c i l e  de d ^ f in i r  l 'amour: ce qu'on en peut d i re  est 
que, dans 1 'Sme, e 'e s t  une passion de r£gner; dans les  e s p r i ts ,
e 'e s t  une sympathie, e t ,  dans le  corps, ce n 'e s t  qu'une envie
cach£e e t  d e l ic a te  de poss^der ce que l 'o n  aime, apr6s beaucoup
de myst£res. (La Rochefoucauld, Mx.68 )

La Rochefoucauld i l l u s t r a t e s  t h is  d i f f i c u l t y  in  t h i r t y - f i v e  or so more

maxims th a t  attempt to  d e f in e  love. T hem atica lly  11.50 is  a transform

of t h is  same m atrix  ( ' lo v e  is  d i f f i c u l t  to  d e f i n e ' ) ,  but

s y n t a c t ic a l ly ,  reproducing as M ichele t does the form of a d e f in i t io n

but w ithout the ta u to lo g ic a l  'p o in t e ' ,  Ducasse's phrase is  an a n t i -

d e f in i t io n .  I t  i s  the ' l i t o t i c '  complement of B o re l 's  hyperbolic

d e s tru c t io n  of the s te re o ty p ic a l  meanings associated with the word:

Pour moi, l 'am our, e 'e s t  de la  ha ine, des g^missements, des
c r i s ,  de la  honte, du d e u i l ,  du f e r ,  des larmes, du sang, des 
cadavres, des ossements, des remords. (Cbampavert31 )

The transform ation  of the 'Love i s . . . '  c l ic h e  ( s t i l l  c u r re n t ,  

of course, in  a newspaper c a r to o n -s tr ip )  amounts to  a c r i t iq u e  of the  

phrase as a s tru c tu re  of thought. The verbal d escrip t io n  of such a 

s tru c tu re  is  n e ce s sa r i ly  approxim ative, and as a guide to  t e x t -  

generation  i t  doesn 't s a t is f y  in  the way the systematic expansion of a 

d e s c r ip t iv e  system does. 'L'amour n 'e s t  pas le  bonheur' po in ts  to  a 

l a t e n t  model th a t  is  a network of actual meanings (not ju s t  words, as 

would be the case fo r  R i f f a t e r r e )  associated with the kernel word 

'amour'. I t  doesn 't take very much to  have generated Ducasse's phrase: 

the  network of meanings associated with the word has no complex

grammar d e f in in g  the rec ip ro ca l re la t io n s h ip s  of i t s  components, only  

a h is to r y .  That h is to ry  i s  represented f u l l y  in  te x ts  l i k e  the en try  

in  Larousse's D i c t i o n n a i r e , w ith the  paradigmatic c ross -re fe rences  

th a t  a c tu a l is e  i t s  semantic f i e l d ;  i t  i s  represented in  fragmentary  

form in  Poes ies ,  where the a c tu a l is a t io n s  of a s im i la r  semantic f i e l d  

are syntagmatic; they include 'bonheur' ( P I I . 5 0 ) ,  'passion ' (1 1 .6 9 ) ,  

'p o £ s ie ' (1 1 .9 1 ) ,  'humanity' (11 .16  & 6 9 ) ,  and 'femme' (11 .16  & 9 2 ) .
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4.  HOHAH AS PRE-TEXT

MATRICE (en l a t in  ma t r i x ,  d£ r iv£  de mater ,  m6re). Outre son 
sens propre, ce mot a regu metaphoriquement p lu s ie u rs  au tres  
a c c e p t io n s . . .  (B o u i l le t ,  1862)

Even w ith  a Shakespearean - f ra i l  woman behind Ducasse's good man 

( P I I . 8 ) ,  Woman is  s in g u la r ly  absent from Ducasse's p re - te x tu a l  corpus. 

'Le nez de C l^opdtre ' survives as a f ig u r e  of im m orality  out of Pascal 

in  P o i s i e s  11 .21, but otherwise the  fa m i l i a r  concern of C lass ica l  

French m o ra lis ts  with ' l a  v e rtu  des femmes' is  not reproduced by 

Ducasse in  h is  correc tions  of them. Gender, s e x u a l i ty  and the  

p ro c re a t iv e  functions  are c r i t i c i s e d  in  passing as the symptomatically  

perverted  or p ru r ie n t  obsessions of contemporary l i t e r a t u r e :

( . . . )  les  enfantements p ire s  que l e  meurtres, le s  odeurs de 
poule m ou ill£e , ce qui est hermaphrodite, b a ta rd , a lb in o s ,  
p£d£raste , ph6nom6ne d'aquarium e t  femme k  barbe, les  chancres 
parfum£es, le s  cuisses aux cam£lias, les  m£g£res k 1 ' in s t a r  de 
Colomba, 1 'amant morbide de la  V6nus h o tte n to te ,  les  
femm elettes, 1 'H erm aphrod ite -C ircon c is .. .  ( P I . 13, 23, 27, 47)

Ducasse does in h e r i t  from the m o ra lis ts  t h e i r  presumption in  speaking

of ' 1 'homme' or ' le s  hommes' as i f  a l l  humankind were designated, and

women were the only gendered sex. A statement l i k e  ' 1 'homme est

p a r f a i t '  ( P I I .12) would appear to be u n iv e r s a l is t , but cannot seem so

when four paragraphs la t e r  we are to ld  th a t :

L'amour d'une femme est incom patib le  avec l'amour de 1 'humanity. 
L 'im p e rfe c t io n  d o it  & tre  r e je t£ e .

'La femme' is  a mark of d i f f e r e n t i a t i o n ,  th e re fo re  of im p erfec tio n .  

For Ducasse, as fo r  the more w orld ly  m o ra lis ts ,  Man is  a n o n -v a r ia b le ,  

whereas women, l i k e  ' le s  jeunes ' and ' le s  v ie u x ' ,  are subject to  

change:

L 'e n fe r  des femmes, e 'e s t  la  v ie i l l e s s e .  (La Rochefoucauld)

Je regarde ces jeunes gens comme les  femmes qui a ttendent leur
fo rtu n e  de leur beaut£: l e  m£pris e t  la  pauvret6 sont la  peine
s6v£re de ses esp^rances. (Vauvenargues)

Si je  consid^re 1 'humanity comme une femme, je  ne d£velopperai
pas que sa jeunesse est k son d £ c l in ,  que son dge mQr
s'approche. Son e s p r i t  change dans le  sens du mieux. L ' id £ a l  de 
sa po^sie changera. (Ducasse33)
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Feminine -figures serve in t h is  way as types elsewhere in

P o i s i e s . 'La jeune - f i l l e '  ( P I . 30, 1.36 and 11.61) i s  a s te re o ty p ic a l

■figure of innocence, taken d i r e c t ly  -from the immediately p re - te x tu a l

corpus. In  p a r t ic u la r ,  Ducasse's d e s ire  th a t  'une jeune - f i l l e  de

quatorze ans' be able  to  read h is  poetry  has many a n t i t h e t ic a l

precedents. The most -famous is  G a u t ie r 's  v i r i l e  de-fence of h is  poetry

in A lb e r t u s  (1831 ),  l a t e r  to  be c ite d  by Chaix d'Est-Ange in  h is  leg a l

de-fence o-f Les F le u rs  du a a l:
tioi qui ne su is  pas prude, e t qui n 'a i  pas de gaze 
Ni de - fe u i l le  de vigne & c a l l e r  & ma phrase,
Je ne passerai r ie n .  -  Les dames qui l i r o n t
C ette  h is t o i r e  morale auront de 1 'indulgence
Pour quelques chauds d e t a i ls .  -  Les plus sages, je  pense,
Les verro n t sans ro u g ir ,  e t  le s  autres  c r ie r o n t .
D 'a i l l e u r s ,  -  e t j 'e n  pr^viens le s  m6res de -f ami l i e ,
Ce que j ' 6 c r i s  n 'e s t  pas pour le s  p e t i te s  - f i l l e s  
Dont on coupe le  pain en t a r t in e s .  -  Mes vers  
Sont des vers de jeune homme e t non un cat6chisme.
Je ne le s  ch£tre  pas ( . . . )  (Stance X C V I l l )

And Dumas f i l s , in  one of h is  'Prefaces absurdes' ( P I . 17 ) ,  can address

h is  a d u lt  and male readership w ithout re s e rv a t io n ,  knowing th a t  no

innocent reader is  a t r is k :

Je pense que vous n'avez pas plus donnd? ce l i v r e  a vos f i l l e s  
que vous ne le s  avez conduites a mes pieces; nous pouvons done 
p a r le r  l ib rem e n t,  sinc£rement s u r to u t .

(La Dame aux cam61ias** )

'Ma soeur ' ,  a more ambiguous f ig u r e  of poe tic  innocence a f t e r  

Byron and Chateaubriand have f in is h ed  with h e r ,34 is  a Romantic t i c  

re je c te d  o u tr ig h t  by Ducasse as a f ig u r e  of 'd £so rd re ':

Les experiences s c ie n t i f iq u e s ,  comme les  t ra g e d ie s , le s  stances 
& ma soeur, le  g a l im a tia s  des in fo rtu n es  n 'ont r ie n  & f a i r e  
i c i - b a s .  ( P I I .9 4 )

The a l lu s io n  here might be, as most annotators suggest, to  

B a u d e la ire 's  'mon e n fa n t ,  ma soeur' from L '  I n v i t a t i o n  au voyage,  but a 

more immediate source may be S u l ly  Prudhomme's Stances e t  po&mes 

(1865, p . 5 7 ) ,  where a poem c a lle d  A Ma Soeur opens the section on 

Jeunes F i l l e s . 353
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'La m ire ' in  P o i s i e s  i s  more complex, -figuring somewhere

between the  phantasmatic re -c re a t io n  o-f the absent b iograph ica l mother

( in  1 .49 -50) and the d en ig ra t io n  o-f Romantic stereotypes. She appears

in  a r e la t i v e l y  -favourable l ig h t  in  Poesies  11 .39 , where a comparison

is  drawn between veneration  o-f the mother and of the  Godheads

Ce qui est l e  bien en moins 1 ' i t a n t  en p lu s , je  permets que 1 'on 
me c i t e  l 'exem ple de la  m atern ity . Pour p la i r e  A sa m ire , un 
■fils ne lu i  c r ie r a  pas q u 'e l le  est sage, rad ieuse , q u ' i l  se 
conduira de fagon & m i r i t e r  la  p lu p a rt  de ses i lo g e s .  I I  - fa it  
autrement. Au l ie u  de le  d i re  lui-m£me, i l  le  - fa it  penser par 
ses actes.

But the ta rg e t  here i s  the mourn-ful, t r i v i a l i s i n g  and hyper-

sentim ental son -fixated on the  q u a s i-d iv in e  v i r t u e  o-f h is  mother. This

i s  recognisably Lamartine, whose -f ixa tion  on ' l a  couleur des cheveux

de sa m ire ' i s  mocked in  Po&sies  1 1 .1 02 .? *  The a l t e r n a t iv e  Romantic

s tereotype is  B au d e la ire 's  post-Lam artin ian  v i l i f i c a t i o n  o-f the  p o e t 's

mother in  the i r o n ic a l l y  t i t l e d  B e n e d i c t i o n , the opening poem of the

F le u rs  du roal:

Lorsque, par un d ic re t  des puissances suprimes 
Le P o ite  apparaft en ce monde ennuyi,
Sa mire ipouvantie  e t  p le in e  de blasphemes
Crispe ses poings vers Dieu, qui la  prend en p i t i i . 37

Reconstructed as the gesture of the poet towards the mother and

towards God, the clenched f i s t  becomes the connective th a t  signposts

B a u d e la ire 's  poem as a p r e - te x t  of Chant  1 .5 :

J 'a i  vu ( . . . )  les  hommes ( . . . )  lasser les  m o ra lis te s  £ d ic o u v r ir  
leu r  coeur, e t  f a i r e  retomber sur eux l a  c o l i r e  implacable d'en  
haut. Je les  a i vus tous & la  f o is ,  ta n td t ,  le  poing le  p lus  
robuste d i r i g i  vers le  c i e l ,  comme c e lu i  d'un enfant d i j&  
pervers contre sa m ire , probablement e x c i t i s  par quelque e s p r i t  
de 1 'en fe r  ( . . . ) ,  n 'oser im e t t re  le s  m editations vastes e t
in g ra tes  que r e c i l a i t  leu r  s e in ,  ta n t  e l l e s  i t a i e n t  p le in e s  
d ' in ju s t i c e  e t  d 'h o rre u r ,  e t  a t t r i s t e r  de compassion le  Dieu de 
m is ir ic o rd e ; ta n tf it  ( . . . )  p ro s t i tu e r  les  femmes e t  le s  en fan ts ,  
et dishonorer a in s i le s  p a r t ie s  du corps consacries & la  pudeur.

In the imaginary new order of poetry  evoked in  Poesies  11.62 (where 

th is  passage is  c o rre c te d ) ,  the Lamartinian 'm e d ita t io n ' and the

(d e -iro n ised ) B audela ir ian  'b e n e d ic t io n ' are both signposted as 

p re - te x ts :
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J 'a i  vu le s  hommes lasser le s  m oral1 s tes A d6couvrir le u r coeur, 
■fair rd?pandre sur eux la  bened iction  d'en haut. I l s  6m etta ien t 
des m editations aussi vastes que p o s s ib le , ( . . . )  ren d a ien t 
hommage £ la  -femme, consacraient & la  pudeur les  p a r t ie s  que le  
corps se reserve  de nommer.

A sexualised conception of Woman (phan tasm atica lly  e ffaced

here) is  the dominant -figure in  P o i s i e s , id e n t if ie d  w ith Romanticism

and repudiated  w ith  i t :

C 'e s t avec le s  pieds que je  -fou lera i le s  stances a ig re s  du 
sceptic ism e ( . . . )  ( P I . 20)

La femme est e mes p ieds! ( P I I . 92)

This la s t  remark repeats one of Romanticism 's most re c u rre n t and 

re v e a lin g  t ics* .

C 'e s t seulement la  condamnation de 1 'a t t i tu d e  des Romantiques 
fra n g a is , qui p r£ lu d a it & la  resurgence du m a tr ia rc a t dans le  
c h ris tia n ism e  e t le  p o s itiv ism e  de 1870. La source de ce passage 
p o u rra it  6 tre  Booz e n d o rn i :  'Booz ne s e n ta it  pas une femme A ses
p ie d s '. ( P o i s i e s ,  Goldfayn & Legrand, p . 168)

I t  could a lso  be from another poem by Hugo, the P re n ib re  re n c o n t re  du

C h r i s t  avec l e  Tonbeau from La Ligende des s i b c l e s :

Quand Jesus a r r iv a ,  Marthe v in t  la  prem iere ,
E t, tombant £ ses p ie d s . . .

Or from B a n v ille :

Poete, comme i l  fu t  adore des ce monde!
Oh! que de fo is ,  songeant & nous, i l  deroula  
Du bout de ses do ig ts  f in s  1 'o r d 'une tre s se  blonde,
Sans savo ir qu'A ses pieds une femme e ta it  1&!

(L 'Ane de C i l i o ,  in  Les E x i l e s ,  1867)

But the p re -te x t  th a t best exposes the  the th re a t Romantic woman poses 

to  the  poet is  V igny's  La Co lbre  de Sanson. Two shadows are  cast by a 

lamp against the w all of a te n t:

L 'une est grande e t superbe, 1 'a u tre  est A ses pieds:
C 'e s t D a li la  1 'e sc lave , e t ses bras sont l i6 s  
Aux genoux rdlunis du m aftre  jeune e t grave  
Dont la  fo rce  d iv in e  o b £ it & 1 'e s c la ve .

In th is  a t t i tu d e ,  Samson begins h is  ind ictm ent of the human c o n d itio n , 

and of the Creator responsib le  fo r  i t :
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Une lu t t e  £ te rn e lle  en to u t temps, en to u t l ie u ,
Se l i v r e  sur la  te r r e ,  en presence de D ieu ,
E ntre  la  bont6 d'Homme e t la  ruse de la  Femme,
Car la  -femme est un § tre  impur de corps e t d'dme.
L'Homme a to u jo u rs  besoin de caresse e t d'amour,
Sa m£re l 'e n  abreuve a lo rs  q u ' i l  v ie n t au jo u r ,
Et ce bras le  premier l 'e n g o u rd it ,  le  balance  
Et lu i  donne un d £s ir d'amour e t d 'in d o le n ce . ( . . . )
E te r n e l! Dieu des fo r ts !  vous savez que mon &me 
N 'a v a it  pour a lim ent que 1 'amour d 'une femme,
( . . . )  -  La vo ilA  sur mes pieds endorm ie.30

I f  a c lich^ed  m isogynistic  d ia t r ib e  such as th is  is  a p re -te x t  to  

Poes ies ,  then the  semantic m atrix  to  a phrase l ik e  'Bont6 ton nom est 

homme' is  not Woman's f r a i l t y  (nor God's goodness) but her m a le fic  

in fluences im pure, d e c e it fu l ,  c o rru p t. An expression of i t  would be 

some B a u d e la ir ian  assoc iation  of woman and e v il  (on the l in e s  of 

Proudhon's 'D ie u , c 'e s t  le  m a l') .

As a m atrix  th is  is  n e ith e r  converted nor expanded upon.

P o i s i e s  I I . 8 i s n ' t  'Bont£, ton nom est femme', and th e re  is  no

discourse on ' l a  resurgence du m a tr ia rc a t ' or on any other such

co n stru ctio n  of Woman. She is  sim ply d isassociated  from the proper

concerns of the  post-Romantic poet, fo r  whom love has been re -d e fin e d

and given a new o b je c t, ' 1 'hum anity ' i

L'amour d'une femme n 'e s t pas le  bonheur; i l  est incom patib le  
avec 1 'amour de 1 'hum anity. L'amour d'une femme diminue avec 
1 'dge, comme diminuent le s  passions. Mais ce que 1 'amour perd du 
cdt£ de la  femme, i l  regagne du cdt6  de 1 'hum anity. L'amour de 
1 'hum anity, q u ' i l  ne fa u t pas c lasser parmi le s  passions, es t en 
expansion. L'amour de 1 'humanity commence. L'amour ne se confond 
plus avec la  po£sie. La femme, o b je t des voeux des po&tes 
romantiques -  ou to u t de m6me de le u rs  c rea tu res  Booz, C61io e t  
Samson -  est maintenant £ mes pieds (comme le  sont le s  stances
a ig re s  du s ce p tic ism e ). ( P I I .1 6 ,  50, 69, 91 & 92)

My expansion here of Ducasse's fragm entary non-discourse on Woman, 

Love and Poetry  is  intended to  reconstruct an argument presented more 

co n c ise ly  in  P o i s i e s .  The response to  Romantic constructio ns  of Woman 

should indeed be more expansive i f  i t  is  to  compete w ith Hugo and 

Vigny, and P o is ie s  could be deemed d e f ic ie n t  in  th is  resp ec t. In

Romanticism fem in ine e v il is  a f e r t i l e  theme fo r  p o e try , but in

P o i s ie s  i t  is  a barren m a trix , superseded by ' l a  bont6 d'Homme'.
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The m atrix  is  a ra th e r obvious metaphor fo r  te x t-g e n e ra tio n  when

fig u re s  of the  m aternal can be associated  w ith  the  p r e - te x t .

A pparently  s e n s it iv e  to  th is  p o in t, R i f f a t e r r e 's  reading of the Chants

de H a ld o ro r  only once ap p lies  the paradigm to  a te x t where f e r t i l i t y

may be an issue; even th en , in  a d e r iv a tio n  from the m atrix

'p r o s t i t u t e ' ,  i t  so only a n t i t h e t ic a l ly :

Un r$ve im placable qui prom£ne, sur le s  ta b le s  des banquets, 
e t sur les  l i t s  de s a t in ,  0 C1 sommeille la  pd le  p r& t res s e
d 'a mour ,  pay£e avec l e s  n i r o i t e m e n t s  de 1 ' o r , le s  volupt^s  
am&res du d^senchantement, le s  r id e s  p e s t i le n t ie l le s  de la  
v ie i l l e s s e . . .  (Chant  X I I .  1)

S ta r t in g  w ith  ' l a  face m a te rn e lle ' on the  f i r s t  page of the Chants ,

R i f f a te r r e  could have c ite d  countless f ig u re s  to  re in fo rc e  the

p ertin en ce  of the m atrix-parad igm . That he disapproves of such over—

d eterm in a tio n  is  obvious from the more recent a p p lic a tio n  of the  

theory  in  h is  paper on 'Compulsory Reader Response'. A poem by Breton

a ss o c ia tin g  euphemisms fo r  fem ale g e n ita lia  w ith the flow  of blood

from a 'moulage p lus beau qu'un s e in ' is  f u l l y  e x p lic a te d  by

R if f a te r r e  w ithout once e x p lo it in g  the o pportu n ity  to  describe  the  

p re -te x tu a l s tereo types as m atrices . This is  a l l  the more su rp ris in g  

given h is  d e ta ile d  reading of 'th e  in te r te x t  th a t lu rk s  behind 

moulage ':

I t  i s  borrowed s tra ig h t from the s c u lp to r 's  s tu d io , designating  
the  p la s te r  tem plet moulded on a m odel's b re a s t, or on a 
s cu lp tu re  created  in  her like n e ss . ( . . . )  A fu r th e r  revers io n  of 
the  in te r te x tu a l s h u tt le  then describes a fem ale shape through 
the  detour of a f ig u r a t iv e ,  or l i t e r a l ,  hollow  mould. * *

I am surprised  because what he c a l ls  the tem plet here can also

designate  the  fo n t-m a ke r's  mould, known in  French as a n a t r i c e i

Dans le s  A rts , on donne en g6n£ral le  nom de m a t r i c e s  aux 
moules, s o it  en c reu x , s o it  en r e l i e f ,  qui apr&s a v o ir regu 
1 'em preinte  d'un poingon, doivent la  re p ro d u ire  sur le s  o b je ts  
soumis A le u r a c tio n : ce qui se f a i t  s o it  par le  b a la n c ie r ,  
comme dans le s  monnaies e t  le s  m ^d a illes ; s o it  par le  
re fro id is s e m e n t, comme dans la  fo n te  des carac t^ res  
d 'im p rim e rie . (B o u il le t ,  a r t .  'M a tr ic e ')

In the  same circum stances, reading the same Breton te x t ,  I  would not 

have been ab le  to  r e s is t  e x p lo it in g  these o v er-d e te rm in a tio n s ,
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e s p e c ia lly  i f  I  could associated  s e x u a lity , p ro c rea tio n  and the  

mechanical reproduction  of a work of l i t e r a t u r e .

Th is  same tendency to  over-determ ine has informed most of my 

reading of in flu e n ce  in Ducasse's oeuvre. I have not made too much of 

h is  'f le u v e ' metaphor fo r p o e try  ( P I . 10 & 1 1 .1 0 2 ), I  hope, but I  do 

f in d  the idea of the te x tu a l flo w  from B ertrand through B audela ire  and 

G au tier to  the  Chants de H a ldo ro r  an i r r e s is t ib le  f ig u re  of in flu e n c e . 

Beneath th is  no doubt is  a theory th a t the most convincing paradigms 

are  those th a t in  some way reproduce the  fe a tu re s  of the o b jects  

'soumis & le u r a c t io n ',  even i f  then they must appear ta u to lo g ic a l.  I 

have re fe rre d  to  Bloom and R if fa te r r e  because th e ir  paradigms can be 

moulded to  f i t  Poes ies ,  but th a t the  f i t  is  im perfect is  not too g reat 

a problems these th eo ries  and models o f in flu e n c e  and in t e r t e x t u a l i t y  

are  not premises of th is  th e s is , a f te r  a l l ,  only p re - te x ts .
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CONCLUSION

I t  should have been simple enough to  -fin ish  w ith  the p re -te x ts  to  

Poes ies  and move on to  readings of the  te x t .  I  am aware of the absence 

in  th is  th e s is  o f c e r ta in  in t r a - te x tu a l  read ings th a t have been de 

r i g u e u r  fo r  other readers. I should, fo r  example, have accounted fo r  

th e  vario u s  apparent in c o n s is te n c ie s , e s p e c ia lly  i f  I r e je c t  a reading  

of the  te x t  as w i l f u l l y  in c o n s is te n t. L ikew ise , I  should have glossed 

Poes ies  1 1 .7 4 , which is  u s u a lly  dismissed as meaningless but which I 

am convinced has a sense th a t one day w i l l  revea l i t s e l f  (perhaps when 

I work out what a 'r ^ g u la t r ic e ' i s ) .  I should have had something to  

say about what e x a c tly  is  ' l a  nouvelle  science' being undertaken by 

Ducasse (1 1 .9 9 ) ,  about h is  s p e c if ic  theory of ' l e  p la g ia t ' and of 

p o etry  as 'g 6o m 6trie ' (1 .4 7 ) ,  and I  am aware th a t fo r  a l l  the  readings

I have c ite d  of Poesies  11 .88 , I have not said what I th in k  Ducasse

means by ' l a  po6sie f a i t e  par to u s '.  For what i t ' s  w orth, l ik e  Suzanne 

Guerlac I  r e je c t  e n t ir e ly  the now-dominant reading of 'to u s ' as a l l  

' le s  ph6nom£nes de 1 '3me' and a l l  ' le s  sens' from the  previous  

paragraph, working together to  produce a synaesthetic  m asterpiece. 

Anaphoric re fe re n c e  is  used o ccas io n a lly  in  Poesies  (P I I .4 6  to  11.45;

11.64 to  11.62 & 63) but I read the  'to u s ' as ca tap h o ric , re fe r r in g  to  

' le s  hommes en n a is s a n t' in  the next paragraph, whose ignorance is  

opposed to  th a t of ' le s  grandes dmes' ( i . e .  Hugo, Racine, Coppge, 

e t c . ) .  I t  might almost be an exophoric re fe re n c e , marking an id e n t i ty  

w ith  the  'to u s ' of the Pascalian  p re - te x t  of 11.89 th a t was suppressed 

in  Ducasse's more concise v ers io n . So I  do th in k  Ducasse is  advocating  

th e  'd £m ocratisa tion  de la  p o £sie ' r id ic u le d  by Oster (see page 28 

above), ju s t as Poesies  dem ocratises ' l a  pens£e ', in s is t in g  th a t  

'q u e lle  que s o it  1 ' in te l l ig e n c e  d'un homme, i l  fa u t que le  proc6d£ de 

penser s o it  le  m§me pour to u s ' ( P I I . 100).

The very la s t  words of Poesies  -  the 'sous quelque p r^ te x te

que ce s o i t '  of the  'A v is  au le c te u r ' -  might le g it im is e  a f ix a t io n  on

p r e - te x ts ,  but th is  cannot conceal the fa c t th a t a la rg e  p a rt of 

Poes ies  has been l e f t  unread. In  a th e s is  reading the p re -te x ts  o f a 

t e x t ,  read ing the te x t i t s e l f  can le g it im a te ly  be deferred  (u n t i l  the  

next th e s is , perhaps), though 'le g it im a c y ' may be too strong a 

metaphor; Ducasse's own appeals to  ' l a  lo i  ' are too various  to



301

m o tivate  i t .  'A pp ro pria teness ' should s u f f ic e .  In  th e  p lace of the  

d e fe rred  read in g , th is  read ing could have o ffe re d  a reading of 

d e f e r r a l , m otivated in  p a rt by passages l ik e  P o is ie s  11.99:

Je n 'a i  pas besoin de m'occuper de ce que je  fe r a i  p lus ta rd . Je 
devais  f a i r e  ce que je  f a is .  Je n 'a i  pas besoin de d £cou vrir
q u e lle s  choses je  d £co u vrira i p lus ta rd . Dans la  nouvelle
sc ience, chaque chose v ie n t & son t o u r . . .

And m otivated a lso  by the p re - te x t  o f th is  d e fe rra l in  the  Chants,

connected by an otherw ise innocuous 'p lu s  t a r d ':

Ce n 'e s t  que plus ta rd  ( . . . )  que vous comprendrez mieux la  
p re face  du r£nd?gat, A la  f ig u re  fu lig in e u s e . (V I.  1)

Such an ap p ro p ria te  conclusion has been re s is te d  to  avoid (perhaps 

b e la te d ly )  overdoing the metaphor of appropriateness. I  may have lo s t  

more than I have gained by th is :  a th e s is  reading p re -te x ts  is  t ie d  to  

a no tio n  o f temporal sequence, reading those te x ts  th a t came before  

Poes ies  more a t te n t iv e ly  than those th a t come a f te r ;  ty in g  i t  in  w ith  

th e  decon struction  of te m p o ra lity  through d e fe rra l would have made 

th a t f ix a t io n  seem less  crudely  e m p ir ic a l.

C e rta in  em piricism s cannot be avoided. R ead erlin ess , premised 

on the  s itu a t io n  of an e m p ir ic a lly  i r r e fu ta b le  reader (here and now), 

can be a burden, even i f  i t  has b u i l t  in to  i t  a p o te n tia l fo r  

d eco n stru c tio n . The Chants de Ma ldoror  have been read as the u ltim a te  

r e a l is a t io n  of th a t p o te n t ia l.  In comparison -  and th is  may be a good 

reason fo r  avoid ing such comparisons -  Poesies  d isap p o in ts . U n like  the  

Chants,  which Po&sies  i t s e l f  reads, Po&sies  does not supply a model of 

i t s  own re a d e r, and i t  is  th is  f a i l in g ,  th is  la c k , from the re a d e r 's  

p o in t o f v iew , which has sent th is  em p irica l reader back to  the  

p re - te x ts  of P o i s i e s ,  reading them as i f  th a t were what the te x t had 

in tended . I  know th is  is  not the case, th a t i t  is  only a necessary 

working hypothesis (and th a t the h y p e r-th e s is  is  s t i l l  to  come).

*  *  *



A P P E N D IX  As P O E S I E S  I  & I I 1

P O E S I E S  I

EPIGRAPH: Je remplace la o£lancolie par le courage, le doute par la certitude, le desespoir par
l'espoir, la oechancete par le bien, les plaintes par le devoir, le scepticisms par la foi, les
sophisees par la froideur du calee et l'orgueil par la modestie.

A Georges Dazet, Henri Hue, Pedro Zuraaran, Louis Durcour, Joseph Bleuasteim, Joseph Durand;

A ses condisciples Lesp£s, Georges Hinvielle, Auguste Deloas;

Aux Directeurs de Revues, Alfred Sircos, Frederic Dame;

Aux amis passes, presents et futurs;

A Monsieur Hinstin, mon ancien professeur de rhetorique;

sent d£di£s, une fois pour toutes les autres, les prosaiques oorceaux que j'ecrirai dans la suite
des Ages, et dont le premier commence k voir le jour d'hui, typographiqueaent pariant.

1 Les g&aisseinents poetiques de ce si&cle ne sont que des sophisees.

2 Les preaiers principes doivent etre hors de discussion.

3 J'accepte Euripide et Sophocle; eais je n'accepte pas Eschyle.

4 Ne faites pas preuve de nanque des convenances les plus eieoentaires et de mauvais goOt envers le 
crAateur.

5 Repoussez 1'incrAdulitA: vous me ferez plaisir.

6 II n'existe pas deux genres de poesies; i l  n'en est qu'une.

7 II existe une convention peu tacite entre 1'auteur et le lecteur, par laquelle le presier
s'intitule malade, et accepte le second comae garde-malade. C'est le po£te qui console l'humanite.1 
Les roles sont intervertis arbitrairement.

8 Je ne veux pas etre fietri de la qualification de poseur.

9 Je ne laisserai pas des Memoires.

10 La poesie n'est pas la temp&te, pas plus que le cyclone. C'est un fleuve majestueux et fertile.

11 Ce n'est qu'en admettant la nuit physiquesent, qu'on est parvenu k la faire passer floraleaent.
0 Huits d'Young/ vous o'avez cause beaucoup de nigraines!

12 On ne reve que lorsque 1'on dort. Ce sont des sots comae celui de r£ve, neant de la vie, passage 
terrestre, la preposition peut-£tre, le trepied desordonn£, qui ont infiltre dans vos does cette 
po£sie moite des langueurs, pareille A de la pourriture. Passer des aots aux idees, i l  n'y a qu'un 
pas.

13 Les perturbations, les anxietes, les depravations, la oort, les exceptions dans l'ordre physique 
ou floral, 1'esprit de negation, les abrutisseients, les hallucinations servies par la volonte, les 
touraents, la destruction, les renversements, les larees, les insatiabilites, les asservisseraents,- 
les iflaginations creusantes, les romans, ce qui est inattendu, ce qu'il ne faut pas faire, les 
singularites chiaiques de vautour mysterieux qui guette la charogne de quelque illusion lorte, les 
experiences precoces et avortees, les obscurites k carapace de punaise, la oonomanie terrible de 
l'orgueil, 1'inoculation des stupeurs profondes, les oraisons funAbres, les envies, les trahisons, 
les tyrannies, les ispietes, les irritations, les acrimonies, les incartades agressives, la dAmence,
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le spleen, les Apouvantements raisonnAs, les inquietudes Atranges, que le lecteur prAfArerait ne pas 
Aprouver, les grimaces, les nAvroses, les filiAres sanglantes par lesquelles on fait passer la 
logique aux abois, les exagArations, 1‘absence de sincAritA, les scies, les platitudes, le sombre, 
le lugubre, les enfanteeents pires que les meurtres, les passions, le clan des romanciers de cours 
d'assises, les tragedies, les odes, les mAlodraaes, les extremes presentes A perpetuite, la raison 
impunAment sifflAe, les odeurs de poule mouillAe, les affadissements, les grenouilles, les poulpes, 
les requins, le simoun des deserts, ce qui est somnambule, louche, nocturne, somnifAre, noctambule, 
visqueux, phoque pariant, equivoque, poitrinaire, spasmodique, aphrodisiaque, aneaique, borgne, 
heraaphrodite, bAtard, albinos, pederaste, phAnomAne d'aquarium et ferae £ barbe, les heures sotiles 
du dAcouragement taciturne, les fantaisies, les ScretAs, les monstres, les syllogisaes 
dAmoralisateurs, les ordures, ce qui ne refiechit pas comae 1'enfant, la desolation, ce mancenillier 
intellectuel, les chancres parfuaes, les cuisses aux caaeiias, la culpabilite d'un ecrivain qui 
roule sur la pente du nAant et se aeprise lui-mAae avec des cris joyeux, les remords, les 
hypocrisies, les perspectives vagues qui vous broient dans leurs engrenages imperceptibles, les 
crachats serieux sur les axidmes sacres, la veriine et ses chatouilleaents insinuants, les prefaces 
insensAes, comae celles de Cromwell, de Kile de ilaupin et de Duaas fils , les caducites, les 
iapuissances, les blasphemes, les asphyxies, les etouffeaents, les rages, - devant ces charniers 
iuiondes, que je rougis de noaaer, i l  est teaps de rAagir enfin contre ce qui nous choque et nous 
courbe si souveraineaent.

14 Votre esprit est entratnA perpAtuelleaent hors de ses gonds, et surpris dans le pi Age de tAnAbres 
construit avec un art grossier par l'Agoisme et 1'amour-propre.

15 Le gobt est la quality fondamentale qui resume toutes les autres qualitAs. C'est le #ec plus 
ultrk de 1'intelligence. Ce n'est que par lui seul que le gAnie est la santA supreme et l'Aquilibre 
de toutes les faculty. Villeeain est trente-quatre fois plus intelligent qu'EugAne Sue et FrAdAric 
SouliA. Sa preface du Bictionnaire de l'Acadtoie verra la mart des romans de Halter Scott, de 
Fenimore Cooper, de tous les romans possibles et inaginables. Le roman est un genre faux, parce 
qu'il dAcrit les passions pour elles-mAmes: la conclusion morale est absente. DAcrire les passions 
n'est rien; il suffit de naltre un peu chacal, un peu vautour, un peu panthAre. Nous n'y tenons pas. 
Les dAcrire, pour les soumettre A une haute morality, comme Corneille, est autre chose. Celui qui 
s'abstiendra de faire la premiere chose, tout en restant capable d'admirer et de coaprendre ceux A 
qui il est donnA de faire la deuxiAme, sur passe, de toute la superiority des vertus sur les vices, 
celui qui fait la premiered

16 Par cela seul qu'un professeur de seconde se dit: "Quand on se donnerait tous les trAsors de 
l'univers, je ne voudrais pas avoir fait des romans pareils A ceux de Balzac et d'Alexandre Dumas," 
par cela seul, il  est plus intelligent qu'Alexandre Dumas et Balzac. Par cela seul qu'un AlAve de 
troisiAme s'est pAnAtrA qu'il ne faut pas chanter les difformitAs physiques et intellectuel les, par 
cela seul, i l  est plus fort, plus capable, plus intelligent que Victor Hugo, s 'il n'avait fait que 
des romans, des drames et des lettres.

17 Alexandre Dumas fils  ne fera jamais, au grand jamais, un discours de distribution des prix pour 
un lycAe. II ne connatt pas ce que c'est que la morale. Elle ne transige pas. S'il le faisait, il 
devrait auparavant biffer d'un trait de plume tout ce qu'il a Acrit jusqu'ici, en commengant par ses 
Prefaces absurdes. RAunissez un jury d'hommes corapAtents: je soutiens qu'un bon AlAve de seconde est 
plus fort que lui dans n'importe quoi, (mAme dans la) mAme dans la sale question des courtisanes.

18 Les chefs-d'oeuvre de la langue frangaise sont les discours de distribution pour les lycAes, et 
les discours acadAmiques. En effet, 1'instruction de la jeunesse est peut-Atre la plus belle 
expression pratique du devoir, et une bonne appreciation des ouvrages de Voltaire (creusez le mot 
appreciation) est prAfArable A ces ouvrages eux-mAmes. -  Naturellement!

19 Les meilleurs auteurs de romans et de drames dAnatureraient A la longue la fameuse idAe du bien, 
si les corps enseignants, conservatoires du juste, ne retenaient les gAnArations jeunes et vieilles 
dans la voie de 1'honnAtetA et du travail.

20 En son nom personnel, malgrA elle, il le faut, je viens renier, avec une volontA indomptable, et 
une tAnacitA de fer, le passA hi deux de 1‘humanity pleurarde. Oui: je veux proclamer le beau sur une 
lyre d'or, defalcation faite des tristesses gottreuses et des fiertAs st up ides qui dAcomposent, A sa
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source, la poAsie marAcageuse de ce siAcle. C'est avec les pieds que je foulerai les stances aigres 
du scepticisms, qui n'ont pas leur motif d'etre. Le jugesent, une fois entrA dans 1'efflorescence de 
son Anergie, impArieux et rAsolu, sans balancer une seconde dans les incertitudes dArisoires d'une 
pitiA sal placAe, comae un procureur gAnAral, fatidiqueaent, les condaane. II faut veiller sans 
relAche sur les insomnies purulentes et les cauchemars atrabilaires. Je apprise et j'exAcre 
l'orgueil, et les voluptAs infAmes d'une ironie, faite Ateignoir, qui dAplace la justesse de la 
pensAe.

21 Quelques caractAres, excessivement intelligents, il  n'y a pas lieu que vous l'infirmiez par des 
palinodies d'un godt douteux, se sont jetAs, A tAte perdue, dans les bras du mal. C'est 1'absinthe, 
savoureuse, je ne le crois pas, aais, nuisible, qui tua aoraleaent 1'auteur de Rolls. Malheur A ceux 
qui sont gourmands! A peine est-il entrA dans l'dge mdr, 1'aristocrate anglais, que sa harpe se 
brise sous les murs de Missolonghi, aprAs n'avoir cueilli sur son passage que les fleurs qui couvent 
1'opium des mornes anAantisseoents.

22 Quoique plus grand que les gAnies ordinaires, s 'il s'Atait trouvA de son temps un autre poAte, 
douA, comme lui, A doses semblables, d'une intelligence exceptionnelle, et capable de se presenter 
comme son rival, i l  aurait avouA, le premier, 1'inutility de ses efforts pour produire des 
maledictions disparates; et que, le bien exdusif est, seul, declare digne, de par la voix de tous 
les mondes, de s'approprier notre estime. Le fait fut qu'il n'y eut personne pour le combattre avec 
avantage. VoilA ce qu'aucun n'a dit. Chose etrange! aerne en feuilletant les recueils et les livres 
de son epoque, aucun critique n'a songe A mettre en relief le rigoureux syllogisme qui precede. Et 
ce n'est que celui qui le surpassera qui peut 1'avoir invente. Tant on etait rempli de stupeur et 
d'inquietude, plutfit que d'adairation rAflAchie, devant des ouvrages Acrits d'une main perfide, mais 
qui reveiaient, cependant, les manifestations imposantes d'une Arne qui n'appartient pas au vulgaire 
des hommes, et qui se trouvait A son aise dans les consequences derniAres d'un des deux aoins 
obscurs problAmes qui intAressent les coeurs non-solitaires: le bien, le aal. II n'est pas donnA A 
quiconque d'aborder les extremes, soit dans un sens, soit dans un autre. C'est ce qui explique 
pourquoi, tout en louant, sans arriAre-pensAe, 1'intelligence aerveilleuse dont il  denote A chaque 
instant la preuve, lui, un des quatre ou cinq phares de 1'humanitA, l'on fait, en silence, ses 
nombreuses reserves sur les applications et l'emploi injustifiables qu'il en a faits sciemaent. II 
n'aurait pas dti parcourir les domaines sataniques.

23 La rAvolte fAroce des Troppmann, des NapolAon Ier, des Papavoine, des Byron, des Victor Noir et 
des Charlotte Corday sera contenue A distance de mon regard sAvAre. Ces grands criminels, A des 
titres si divers, je les Acarte d'un geste. Qui croit-on trooper ici, je le demande avec une lenteur 
qui s'interpose? 0 dadas de bagne! Builes de savon! Pantins en baudruche! Ficelles usAes! Qu'ils 
s'approchent, les Konrad, les Manfred, les Lara, les marins qui ressemble au Corsaire, les 
MAphistopheiAs, les Herther, les Don Juan, les Faust, les Iago, les Rodin, les Caligula, les Cain, 
les Iridion, les mAgAres A 1'instar de Colomba, les Ahrimane, les manitous manichAens, barbouillAs 
de cervelle, qui cuvent le sang de leurs victimes dans les pagodes sacrAes de l'Hindoustan, le 
serpent, le crapaud et le crocodile, divinitAs, considArAes comme anormales, de 1'antique Egypte, 
les sorcier5 et les puissances dAmoniaques du moyen Age, les PromAthAe, les Titans de la mythologie 
foudroyAs par Jupiter, les Dieux MAchants voais par 1'imagination primitive des peuples barbares, -  
toute la sArie bruyante des diables en carton. Avec la certitude de les vaincre, je saisis la 
cravache de 1'indignation et de la concentration qui soupAse, et j'attends ces monstres de pied 
ferme, comme leur dompteur prAvu.

24 II y a des Acrivains raval As, dangereux loustics, farceurs au quarteron, sombre mystificateurs, 
vAritables aliAnAs, qui mAriteraient de peupler BicAtre. Leurs tAtes crAtinisantes, d'od une tuile a 
AtA enlevAe, crAent des fantbmes gigantesques, qui descendent au lieu de monte'. Exercice scabreux; 
gymnastique spAcieuse. Passez done, grotesque suscade. S'il vous plait, retirez-vous de ma prAsence, 
fabricateurs, A la douzaine, de rAbus dAfendus, dans lesquels je n'apercevais pas auparavant, du 
premier coup, comme aujourd'hui, le joint de la solution frivole. Cas pathologique d'un Agoisme 
formidable. Automates fantastiques: indiquez-vous du doigt, l'un A 1'autre, mes enfants, 1'ApithAte 
qui les remet A leur place.
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25 S'ils existaient, sous la rAalitA plastique, quelque part, ils seraient, malgrG leur intelligence
av£r6e, mais fourbe, l'opprobre, le fiel, des plan t̂es qu'ils habiteraient la honte. Figurez-vous
les, un instant, r&inis en soci6t6 avec des substances qui seraient leurs semblables. C'est une 
succession non interroepue de combats, dont ne r^veront pas les boule-dogues, interdits en France,
les requins et les aacrocAphales-cachelots. Ce sont des torrents de sang, dans ces regions
chaotiques pleines d'hydres et de ainotaures, et d'ofi la coloabe, effarrdie sans retour, s'enfuit k 
tire-d'aile. C'est un entassement de b6tes apocalyptiques, qui n'ignorent pas ce qu'elles font. Ce 
sont des chocs de passions, d'irr6conci lia b ility  et d'aabitions, k travers les hurleaents d'un 
orgueil qui ne se laisse pas lire, se contient, et dont personne ne peut, adne approxiaativeaent, 
sonder les £cueils et les bas-fonds.

26 Mais, ils ne a'en imposeront plus. Souffrir est une faiblesse, lorsqu'on peut s'en emp6cher et 
faire quelque chose de aieux. Exhaler les souffrances d'une splendeur non 6quilibr£e, c'est prouver, 
6 moribonds des aaremaes perverses! aoins de resistance et de courage, encore. Avec aa voix et aa 
solennite des grands jours, je te rappelle dans aes foyers d&serts, glorieux espoir. Viens t'asseoir 
k aes cbtes, envelopp6 du aanteau des illusions, sur le tr£pied raisonnable des apaiseaents. Coase 
un seuble de rebut, je t'ai chassA de aa deaeure, avec un fouet aux cordes de scorpions. Si tu 
souhaites que je sois persuade que tu as oublie, en revenant chez aoi, les chagrins que, sous 
1'indice des repentirs, je t'ai cause autrefois, crebleu, raaene alors avec toi, cortege sublime, -  
soutenez-aoi, je a'evanouis! -  les vertus offensees, et leurs iaperissables redresseaents.

27 Je constate, avec amertuee, qu'il ne reste plus que quelques gouttes de sang dans les arteres de 
nos epoques phtisiques. Depuis les pleurnicheries odieuses et speciales, brevetees sans garantie 
d'un point de repere, des Jean-Jacques Rousseau, des Chateaubriand et des nourrices en pantalon aux 
poupons Oberaann, k travers les autres poetes qui se sont vautrAs dans le liaon iapur, jusqu'au 
songe de Jean-Paul, le suicide de Dolor&s de Veintemilla, le Corbeau d'Allan, la Com£die Infernale 
du Polonais, les yeux sanguinaires de Zorilla, et l'iamortel cancer, Une Charogne, que peignit 
autrefois, avec aoour, l'aaant morbide de la VAnus hottentote, les douleurs invraiseablables que ce 
si&cle s'est cr6£es k lui-m&ae, dans leur voulu monotone et dggotttant, l'ont rendu poitrinaire. 
Larves absorbantes dans leurs engourdisseaents insupportables!

28 Allez, la ausique.

29 Ckii, bonnes gens, c'est aoi qui vous ordonne de brdler, sur une pelle, rougie au feu, avec un peu 
de sucre jaune, le canard du doute, aux lAvres de veraouth, qui, r̂ pandant, dans une lutte 
n£lancolique entre le bien et le aal, des laraes qui ne viennent pas du coeur, sans oachine 
pneumatique, fait, partout, le vide universel. C'est ce que vous avez de aieux k faire.

30 Le dfeespoir, se nourrissant avec un parti pris, de ses fantasaagories, conduit imperturbablement 
le litterateur k 1‘abrogation en masse des lois divines et sociales, et 6 la a£chancet£ thAorique et 
pratique. En un mot, fait pr&doainer le derri&re huaain dans les raisonneaents. Allez, et passez-aoi 
le mot! L'on devient aAchant, je le rApAte, et les yeux prennent la teinte des condaanAs k aort. Je 
ne retirerai pas ce que j'avance. Je veux que ma poAsie puisse Atre lue par une jeune fille  de 
quatorze ans.

31 La vraie douleur est incompatible avec 1'espoir. Pour si grande que soit cette douleur, 1'espoir, 
de cent coudAes, s'AlAve plus haut encore. Done, laissez-moi tranquille avec les chercheurs. A bas, 
les pattes, k bas, chiennes cocasses, faiseurs d'embarras, poseurs! Ce qui souffre, ce qui dissAque 
les aystAres qui nous entourent, n'espAre pas. La poAsie qui discute les vAritAs nAcessaires est 
aoins belle que celle qui ne les discute pas. Indecisions k outrance, talent aal employe, perte de 
temps: rien ne sera plus facile k verifier.

32 Chanter Adamastor, Jocelyn, Rocambole, c'est puAril. Ce n'est aAme que parce que 1'auteur espAre 
que le lecteur sous-entend qu'il pardonnera k ses hAros fripons, qu'il se trahit lui-mAae et 
s'appuie sur le bien pour faire passer la description du aal. C'est au noa de ces mAmes vertus que 
Frank a sAconnues, que nous voulons bien le supporter, 6 saltiabanques des malaises incurables.

33 Ne faites pas coame ces explorateurs sans pudeur, magnifiques, k leurs yeux, de aAlancolie, qui 
trouvent des choses inconnues dans leur esprit et dans leur corps!
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34 La mAlancolie et la tristesse sont dAjA le commencement du doute; le doute est le commencement du 
dAsespoir; le dAsespoir est le commencement cruel des diffArents degrAs de la mAchancetA. Pour vdus 

en convaincre, lisez la Confession d'un enfant du sikcle. La pente est fatale, une fois qu'on s'y 
engage. II est certain qu'on arrive k la mAchancetA. MAfiez-vous de la pente. Extirpez le sal par la 
racine. Ne flattez pas le culte d'adjectifs tels que indescriptible, inAnarrable, rutilant, 
incomparable, colossal, qui mentent sans vergogne aux substantifs qu'ils dAfigurent: ils sont 
poursuivis par la lubricity.

35 Les intelligences de deuxiAroe ordre, comae Alfred de Husset, peuvent pousser rAtivement une ou 
deux de leurs facultAs beaucoup plus loin que les faculty correspondantes des intelligences de 
premier ordre, Lamartine, Hugo. Mous segues en presence du dAraillement d'une locomotive surmenAe. 
C'est un cauchemar qui tient la plume. Apprenez que l'Ame se compose d'une vingtaine de facultAs. 
Parlez-aoi de ses mendiants qui ont un chapeau grandiose, avec des haillons sordides!

36 Voici un moyen de constater 1'inferiority de Husset sous les deux poAtes. Lisez, devant une jeune 
fille , Rolla ou les Huits, les Fous de Cobb, sinon les portraits de 6wynplaine et de Dea, ou le 
RAcit de ThAramAne d'Euripide, traduit en vers frangais par Racine le pAre. Elle tressaille, fronce 
les sourcils, lAve et abaisse les mains, sans but dyterminy, comme un hoame qui se noie; les yeux 
jetteront des lueurs verdStres. Lisez-lui la Prikre pour tous, de Victor Hugo. Les effets sont 
diamytralement opposes. Le genre d'yiectricity n'est plus le m£me. Elle r it  aux Aclats, elle en 
demande davantage.

37 De Hugo, i l  ne restera que les poysies sur les enfants, oil se trouve beaucoup de mauvais.

38 Paul et Virginie choque nos aspirations les plus profondes au bonheur. Autrefois, cet Apisode qui 
broie du noir de la premiyre k la derniyre page, surtout le naufrage final, ae faisait grincer des 
dents. Je me roulais sur le tapis et donnais des coups de pied k eon cheval en bois. La description 
de la douleur est un contre-sens. II faut faire voir tout en beau. Si cette histoire ytait racontAe 
dans une simple biographie, je ne 1'attaquerais point. Elle change tout de suite de caractyre. Le 
malheur devient auguste par la volonty inpynytrable de Dieu qui le crya. Mais 1'hoame ne doit pas 
cryer le malheur dans ces livres. C'est ne vouloir, k toutes forces, considyrer qu'un seul ctitA des 
choses. 0 hurleurs maniaques que vous ytes!

39 Ne reniez pas 1'ionu^tality de l'Ame, la sagesse de Dieu, la grandeur de la vie, 1'ordre qui se 
manifeste dans l'univers, la beauty corporelle, l'aaour de la famille, le aariage, les institutions 
sociales. Laissez de cdtA les ycrivassiers funestes: Sand, Balzac, Alexandre Dumas, Husset, 
Du Terrail, FAval, Flaubert, Baudelaire, Leconte et la Grkve des Forqerons!

40 Ne transoettez k ceux qui vous lisent que 1'expArience qui se dAgage de la douleur, et qui n'est 
plus la douleur elle-mAme. Ne pleurez pas en public.

41 II faut savoir arracher des beautAs litAraires jusque dans le sein de la mort; mais ces beautAs 
n'appartiendront pas k la mort. La mort n'est ici que la cause occasionnelle. Ce n'est pas le moyen, 
c'est le but, qui n'est pas elle.

42 Les vAritAs immuables et nAcessaires, qui font la gloire des nations, et que le doute s'efforce 
en vain d'Abranler, ont commencA depuis les Ages. Ce soit des choses auxquelles on ne devrait pas 
toucher. Ceux qui veulent faire de l'anarchie en littArature, sous prAtexte de nouveau, tombent dans 
le contre-sens. On n'ose pas attaquer Dieu; on attaque 1'immortality de l'Ame. Hais, 1'immortality 
de l'Ame, elle aussi, est vielle comae les assises du monde. Quelle autre croyance la remplacera, si 
elle doit Atre reoplacAe? Ce ne sera pas toujours une nAgation.

43 Si l'on se rappelle la vAritA d'oii dAcoulent toutes les autres, la bontA absolue de Dieu et son 
ignorance absolue du aal, les sophismes s'effondreront d'eux-mAmes. S'effondrera, dans un temps 
pareil, la littArature peu poAtique qui s'est appuyAe sur eux. Toute littArature qui discute les 
axiomes Aternels est condamnAe k ne vivre que d'elle-aAme. Elle est injuste. Elle se dAvore le foie. 
Les novissita Verba font sourire superbement les gosses sans mouchoir de la quatriAme. Nous n'avons 
pas le droit d'interroger le CrAateur sur quoi que ce soit.

44 Si vous Ates malheureux, i l  ne faut pas le dire au lecteur. Gardez cela pour vous.
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45 Si on corrigeait les sophisaes dans le sens des vAritk correspondantes k ces sophismes, ce n'est 
que la correction qui serait vraie; tandis que la pike ainsi reraanik, aurait le droit de ne plus 
s'intituler fausse. Le reste serait hors du vrai, avec trace de ■faux, par consequent nul, et 
considkA, foreAment, comme non avenu.

46 La poAsie personnelle a -fait son temps de jongleries relatives et de contorsions contingentes. 
Reprenons le fil indestructible de la poAsie impersonnelle, brusquement interroapu depuis la 
naissance du philosophe manquA de Ferney, depuis l'avortement du grand Voltaire.

47 II paratt beau, sublime, sous prAtexte d'humilitA ou d'orgueil, de discuter les causes finales, 
d'en fausser les consAquences stables et connues. DAtroapez-vous, parce qu'il n'y a rien de plus 
bAte! Renouons la chatne rAgulike avec les temps passAs; la pokie est la gAomAtrie par excellence. 
Depuis Racine, la pokie n'a pas progresŝ  d'un millimAtre. Elle a reculA. Grke k qui? aux Grandes- 
TAtes-tlolles de notre Apoque. Grke aux femmelettes, Chateaubriand, le Hohican-MAlancolique; 
SAnancourt, 1 'Homoe-en-Jupon; Jean-Jacques Rousseau, le Socialiste-Grincheur; Anne Raddiffe, le 
Spectre-ToquA; Edgar Poe, le Hameluck-des-RAves-d'Alcool; Hathurin, le Compke-des-TAnAbresj Georges 
Sand, 1'Heraaphrodite-Circoncis; Thkphile Gautier, l'lncomparable-Epicier; Leconte, le Captif-du- 
Diable; Goethe, le SuicidA-pour-Pleurer; Sainte-Beuve, le SuicidA-pour-Rire; Lamartine, la Cigogne- 
Larmoyantej Lermontoff, le Tigre-qui-Rugit; Victor Hugo, le FunAbre-Echalas-Vert; MisgkiAwicz, 
1'Iaitateur-de-Satan; Musset, le Gandin-Sans-Chemise-Intellectuelle; et Byron, l'Hippopotame-des-,. 
Jungles-Infernales.

48 Le doute a existA de tout teaps en minority. Dans ce sik le , i l  est en majority. Nous respirons 
la violation du devoir par les pores. Cela ne s'est vu qu'une fois; cela ne se reverra plus.

49 Les notions de la simple raison sont telleaent obscurcies k l'heure qu'il est, que, la premike 
chose que font les professeurs de quatriAme, quand ils apprennent k faire des vers latins k leurs 
AlAves, jeunes pokes dont la lAvre est humectk du lait aaternel, c'est de leur dAvoiler par la 
pratique le nom d'Alfred de foisset. Je vous demande un peu, beaucoup! Les professeurs de troisiAme, 
done, donnent, dans leur classes k traduire, en vers grecs, deux sanglants Episodes. Le premier, 
c'est la repoussante comparaison du pAlican. Le deuxiAme, sera l'Apouvantable catastrophe arrivk k 
un laboureur. A quoi bon regarder le >al? N'est-il pas en minority? Pourquoi pencher la tAte d'un 
lycAen sur des questions qui, faute de n'avoir pas AtA comprises, ont fait perdre la leur k des
hommes tels que Pascal et Byron?

50 Un AlAve m'a racontA que son professeur de seconde avait donnA k sa classe, jour par jour, ces 
deux charognes k traduire en vers hAbreux. Ces plaies de la nature animale et humaine le rendirent 
malade pendant un nois, qu'il passa k l'infirmerie. Comme nous nous connaissions, i l  me f i t  demander 
par sa mke. II me raconta, quoique avec naivetA, que ses nuits Ataient troublks par des rAves de 
persistance. 11 croyait voir une armAe de pAlicans qui s'abattaient sur sa poitrine, et la lui 
dAchiraient. Ils s'envolaient ensuite vers une chaumike en flammes. Ils mangeaient la femme du 
laboureur et ses enfants. Le corps noirci de brfllures, le laboureur sortait de la maison, engageait 
avec les pAlicans un combat atroce. Le tout se prkipitait dans la chaumike, qui retombait en 
Aboulements. De la masse soulevAe des dAcombres -  cela ne ratait jamais - i l  voyait sortir son 
professeur de seconde, tenant d'une main son coeur, de 1'autre une feuille de papier ob 1 'on
dAchiffrait, en traits de soufre, la comparaison du pAlican et celle du laboureur, telles que toisset
lui-mAme les a composAes. II ne fut pas facile, au premier abord, de pronostiquer son genre de 
maladie. Je lui recommandai de se taire soigneusement, et de n'en parler k personne, surtout k son 
professeur de seconde. Je conseillai k sa mke de le prendre quelques jours chez elle, en assurant 
que cela se passerait. En effet, j'avais soin d'arriver chaque jour pendant quelque heures, et cela 
se passa.

51 II  faut que la critique attaque la forme, jamais le fond de vos idAes, de vos phrases. Arrangez- 
vous.

52 Les sentiments sont la forme de raisonnement la plus incomplAte qui se puisse imaginer.

53 Toute l'eau de la mer ne suffirait pas k laver une tache de sang intellectuelle.
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P O E S I E S  I I

1 Le g£nie garantit les faculty du coeur.

2 L'hoame n'est pas aoins iaaortel que l'dme.

3 Les grandes pensyes viennent de la raison!
Les grandes pensyes viennent du coeur. (Vauvenargues, Mx.127)2

4 La fraternity n'est pas un aythe.

5 Les enfants qui naissent ne connaissent rien de la vie, pas a£ae la grandeur.

6 Dans le aalheur, les amis augeentent.

7 Vous qui entrez, laissez tout dAsespoir.

8 Booty, ton non est hoame.

9 C'est ici que demeure la sagesse des nations.

10 Chaque fois que j'ai lu Shakspeare, il m'a sembiy que je dychiquyte la cervelle d'un jaguar.

11 J'ycrirai aes pensyes avec ordre, par un dessein sans confusion. Si elles sont justes, la 
premiyre venue sera la consyquence des autres, C'est le vyritable ordre. II aarque non objet par le 
dysordre calligraphique. Je ferais trop de dyshonneur k aon sujet, si je ne le traitais pas avec
ordre. Je veux aontrer qu'il en est capable.

J'ycrirai ici aes pensyes sans ordre, et non pas peut-ytre dans une confusion sans dessein;
c'est le vyritable ordre, et qui aarquera toujours aoi objet par le dysordre aftne.
Je ferais trop d'honneur k aon sujet si je le traitais avec ordre, puisque je veux aontrer 
qu'il en est incapable. (Pascal, IV.i.)

12 Je n'accepte pas le aal. L'hoame est parfait. L'Sme ne toabe pas. Le progrys existe. Le bien est
irryductible. Les antdchrists, les anges accusateurs, les peines yternelles, les religions sont le 
produit du doute.

13 Dante, Milton, dycrivant hypothytiqueaent les landes infernales, ont prouvy que c'ytaient des 
hyynes de preside espyce. La preuve est excellente. Le rysultat est aauvais. Leurs ouvrages ne 
s'achytent pas.

14 L'hoame est un chOne. La nature n'en compte pas de plus robuste. II ne faut pas que l'univers 
s'arise pour le dyfendre. Une goutte d'eau ne suffit pas k sa pryservation. Myae quand l'univers le 
dyfendrait, il  ne serait pas plus dyshonory que ce qui ne le pryserve pas. L'hoame sait que son 
rygne n'a pas de mort, que l'univers possyde un commencement. L'univers ne sait rien: c'est, tout au 
plus, un roseau pensant.

L'homme n'est qu'un roseau le plus faible de la nature; mais c'est un roseau pensant. II ne 
faut pas que l'univers entier s'arise pour l'ycraser; une vapeur, une goutte d'eau suffit pour 
le tuer. Mais quand l'univers l'ycraserait, l'homae serait encore plus noble que ce qui le 
tue, parce qu'il sait qu'il meurt; et l'avantage que l'univers a sur lui, l'univers n'en sait 
rien. (Pascal, VI.v.)

15 Je ee figure Elohia plutdt froid que sentimental.
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16 L'aaour d'une femae est incompatible avec l'aaour de 1'humanity. L'imperfection doit btre 
rejetbe. Rien n'est plus iaparfait que l'bgoisae b deux. Pendant la vie, les dbfiances, les
rbcriainations, les seraents Merits dans la poudre pullulent. Ce n'est plus l'aaant de Chiabne;
c'est l'aaant de Graziella. Ce n'est plus Pbtrarque; c'est Alfred de Musset. Pendant la aort, un 
quartier de roche auprbs de la aer, un lac quelconque, la forbt de Fontainebleau, 1'lie  d'Ischia, un 
cabinet de travail en coapagnie d'un corbeau, une chaabre ardente avec un crucifix, un ciroeti&re ob 
surgit, aux rayons d'une lune qui finit par agacer, 1'objet aiab, des stances ob un groupe de filles 
dont on ne sait pas le no#, viennent balader k tour de rble, donna- la iesure de 1'auteur, font 
entendre des regrets. Dans les deux cas, la dignity ne se retrouve point.

17 L'erreur est la lbgende douloureuse.

18 Les hyanes k Elohi# habituent la vanity k ne pas s'occuper des choses de la terre. Tel est 
l'bcueil des hyanes. Ils dbshabituent 1'humanity k compter sur l'bcrivain. Elle le dblaisse. Elle 
l'appelle aystique, aigle, par jure k sa mission. Vous n'btes pas la coloabe cherchbe.

19 Un pion pourrait se faire un bagage littbraire, en disant le contraire de ce qu'ont dit les
pontes de ce sibcle.Il reaplacerait leurs affiraations par des negations. Rbciproqueaent. S'il est 
ridicule d'attaquer les preaiers principes, il est plus ridicule de les dbfendre contre ces abaes 
attaques. Je ne les dbfendrai pas.

20 Le soaaeil est une recompense pair les uns, un supplice pour les autres. Pour tous, il est une 
sanction.

21 Si la norale de Clbopbtre eOt btb aoins courte, la face de la terre aurait change. Son nez n'en 
serait pas devenu plus long.

Si le nez de Clbopbtre eOt btb plus court, toute la face de la terre aurait change.
(Pascal, Vl.xviii.)

22 Les actions cachees sont les plus estinables. Lorsque j'en vois tant dans l'histoire, elles ae
piaisent beaucoup. Elies n'ont pas btb tout k fait cachees. Elies ont etes sues. Ce peu, par ob
elles ont paru, en augnentent le aerite. C'est le plus beau de n'avoir pas pu les cacher.

Les belles actions cachees sont les plus estinables. Quand j'en vois quelques-unes dans
l'histoire, elles ae piaisent fort. Mais enfin elles n'ont pas ete tout k fait cachees,
puisqu'elles ont etes sues: ce peu, par ob elles ont paru, en diainue le aerite; car c'est lb
le plus beau, de les avoir voulu cacher. (Pascal, Vl.xiv.)

23 Le charae de la aort n'existe que pour les courageux.

24 L'homae est si grand, que sa grandeur paratt surtout en ce qu'il ne veut pas se connattre 
aiserable. Un arbre ne se connatt pas grand. C'est etre grand que de se connattre grand. C'est btre
grand que de ne pas vouloir se connattre aisbrable. Sa grandeur refute ces aisbres. Grandeur d'un
roi.

L'homae est si grand que sa grandeur paratt ebae en ce qu'il se connatt aiserable. Un arbre 
ne se connatt pas aiserable. 11 est vrai que c'est btre miserable que de se connattre
aisbrable; aais c'est aussi btre grand que de connattre qu'on est aisbrable. Ainsi toutes ces
aisbres prouvent sa grandeur. Ce sont aisbres de grand seigneur, aisbres d'un roi dbtrdnb.

(Pascal, VI.vi.)

25 Lorsque j'beris aa pensbe, elle ne a'behappe pas. Cette action ae fait souvenir de aa force que 
j'oublie k toute heure. Je a'instruis k proportion de aa pensbe enchainbe. Je ne tends qu'b 
connattre la contradiction de aon esprit avec le nbant.

En bcrivant aa pensbe, elle a'behappe quelquefois; aais cela ae fait souvenir de aa faiblesse 
que j'oublie k toute heure; ce qui m'instruit autant que aa pensbe oublibe, car je ne tends 
qu'b connattre aon nbant. (Pascal, V I.i.)

26 Le coeur de l'hoaae est un livre que j'ai appris b estieer.
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27 Non iaparfait, non dAchu, l'hoame n'est plus le grand aystfre.
Imparfait ou dAchu, l'homae est le grand aystfcre.

(Lamartine, L'Honte. A Lord Byron, in Prea ikres  M e d ita t ion s . )

28 Je ne permets k personne, pas a£me k Elohia, de douter de aa sinc6rit§.

29 Nous sommes libres de faire le bien.

30 Le jugement est infaillible.

31 Nous ne soames pas libres de faire le sal.

32 L'hoame est le vainqueur des chia£res, la nouveautA de demain, la r6gularit6 dont g£ait le chaos, 
le sujet de la conciliation. 11 juge de toutes choses. II n'est pas imbAcile. II n'est pas ver de 
terre. C'est le dApositaire du vrai, l'aaas de certitude, la gloire, non le rebut de l'univers. S'il 
s'abaisse, je le vante. S'il se vante, je le vante davantage. Je le concilie. II  parvient k 
coaprendre qu'il est la soeur de l'ange.

Quelle chia&re est-ce done que l'homae? quelle nouveautA, quel chaos, quel sujet de 
contradiction? Juge de toutes choses, iob&cile, ver de terre, dApositaire du vrai, amas 
d'incertitude; gloire et rebut de l'univers. S'il se vante, je l'abaisse, s 'il s'abaisse, je 
le vante, et le contredis toujours, jusqu'A-te qu'il comprenne qu'il est un aonstre 
incooprSensible. (Pascal, V l.iii.)

33 II n'y a rien d'incomprehensible.

34 La pensAe n'est pas noins claire que le cristal. Une religion, dont les aensonges s'appuient sur 
elle, peut la troubler quelques ainutes, pour parler de ces effets qui durent longteaps. Pour parler 
de ces effets qui durent peu de temps, un assassinat de huit personnes aux portes d'une capitale, la 
troublera - c'est certain -  jusqu'A la destruction du aal. La pensAe ne tarde pas k reprendre sa 
limpiditA.

35 La pô sie doit avoir pour but la v£rit£ pratique. Elle £nonce les rapports qui existent entre les 
preaiers principes et les vAritAs secondaires de la vie. Chaque chose reste k sa place. La aission 
de la poAsie est difficile. Elle ne se m£le pas aux AvAneaents de la politique, k la aaniAre dont on 
gouverne un peuple, ne fait pas allusion aux pAriodes historiques, aux coups d'Etat, aux rAgicides, 
aux intrigues des cours. Elle ne parle pas des luttes que 1'home engage, par exception, avec lui- 
m&me, avec ses passions. Elle dAcouvre les lois qui font vivre la politique thAorique, la paix 
universelle, les refutations de Nachiavel, les cornets dont se coaposent les ouvrages de Proudhon, 
la psychologie de 1'humanitA. Un poAte doit Atre plus utile qu'aucun citoyen de sa tribu. Son oeuvre 
est le code des diploaates, des lAgislateurs, des instructeurs de la jeunesse. Nous somaes loin des 
HomAre, des Virgile, des Klopstock, des Camoens, des imaginations AaancipAes, des fabricateurs 
d'odes, des oarchands d'̂ pigrammes contre la divinity. Revenons k Confucius, au Boudha, k Socrate, k 
JAsus-Christ, moralistes qui couraient les villages en souffrant de faim! II faut ccapter dAsormais 
avec la raison, qui n'opAre que sur les faculty qui president k la catAgorie des phAnomAnes de la 
bontA pure.

36 Rien n'est plus naturel que de lire le Discours de la Methods aprAs avoir lu Berenice. Rien n'est 
moins naturel que de lire le Traite de 1‘Induction de BiAchy, le Problk»e du Ma1 de Naville, aprAs 
avoir lu les Feuilles d'Automne, les Contemplations. La transition se perd. L'esprit regimbe contre 
la ferraille, la aystagogie. Le coeur est ahuri devant ces pages qu'un fantoche griffonna. Cette 
violence 1'Aclaire. II ferae le livre. II verse une larme k la aAaoire des auteurs sauvages. Les 
poAtes conteoporains ont abusA de leur intelligence. Les philosophes n'ont pas abusA de la leur. Le 
souvenir des premiers s'Ateindra. Les derniers sont classiques.
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37 Racine, Corneille, auraient yty capables de composer les ouvrages de Descartes, de Halebranche, 
de BAcon. L'Soe des preaiers est une avec celle des derniers. Lamartine, Hugo, n'auraient pas yty 
capable de composer le Traitd de 1'Intelligence. L'Sae de son auteur n'est pas adequate avec celles 
des preaiers. La fatuity leur a fait perdre les quality centrales. Lamartine, Hugo, quoique 
sup r̂ieurs k Taine, ne posŝ dent, comae lui, que des -  il est pGnible de faire cet aveu - faculty 
secondaires.

38 Les tragedies excitent la pitiy, la terreur, par le devoir. C'est quelque chose. C'est aauvais. 
Ce n'est pas si aauvais que le lyrisme aoderne. La K&d&e de Legouv̂  est pr£fArable k la collection 
des ouvrages de Byron, de Capendu, de Zaccone, de F£lix, de 6agne, de 6aboriau, de Lacordaire, de 
Sardou, de Goethe, de Ravignan, de Charles Diguet. Quel £crivain d'entre vous, je prie, peut 
soulever -  qu'est-ce? Quels sont ces renifleaents de la resistance? -  Le poids du Monologue 
d'Auguste/ Les vaudevilles barbares de Ikigo ne proclaaent pas le devoir. Les m£lodraaes de Racine, 
de Corneille, les roaans de La Calpren̂ de le proclament. Lamartine n'est pas capable de coaposer le 
Ph&dre de Pradon; Hugo, le Venceslas de Rotrou; Sainte-Beuve, les tragedies de Laharpe, de 
Harmontel. Husset est capable de faire des proverbes. La trag£die est une erreur involontaire, admet 
la lutte, est le premier pas du bien, ne paraftra pas dans cet ouvrage. Elle conserve son prestige. 
II n'en est pas de t£ae du sophisae, - apr£s - coup le gongorisae m£taphysique des autoparodistes de 
mon temps hfroico-burlesque.

39 Le principe des cultes est l'orgueil. II est ridicule d'adresser la parole k Elohia, comae ont 
fait les Job, les J£r£mie, les David, les Salomon, les Turqudty. La priere est un acte faux. La 
eeilleure oani6re de lui plaire est indirecte, plus conforme k notre force. Elle consiste k rendre 
notre race heureuse. II n'y a pas deux aanidres de plaire k Elohia. L'idde du bien est une. Ce qui 
est le bien en aoins l'dtant en plus, je permets que l'on ae cite l'exemple de la aaternity. Pour 
plaire k sa a&re, un fils  ne lui criera pas qu'elle est sage, radieuse, qu'il se conduira de fagon k 
Writer la plupart de ses yioges. II fait autrement. Au lieu de le dire lui-m£ae, i l  le fait penser 
par ses actes, se ddpouille de cette tristesse qui gonfle les chiens de Terre-Neuve. 11 ne faut pas 
confondre la bantd d 'Elohia avec la triviality. Chacun est vrai sellable. La familiarity engendre le 
mdpris; la vynyration engendre le contraire. Le travail dytruit l'abus des sentiments.

40 Nul raisonneur ne croit contre sa raison.

41 La foi est une vertu naturel le par laquelle nous acceptons les vdritds qu'Elohim nous ryvyie par 
la conscience.

(See page 101, above, Chapter 2.3, section 4.)

42 Je ne connais pas d'autre grSce que celle d'dtre ny. Un esprit impartial la trouve coapiyte.

43 Le bien est la victoire sur le aal, la negation du mal. Si l'on chante le bien, le aal est 
yiiainA par cet acte congru. Je ne chante pas ce qu'il ne faut pas faire. Je chante ce qu'il faut 
faire. Le preaier ne contient pas le second. Le second contient le preaier.

44 La jeunesse dcoute les conseils de l'dge mur. Elle a une confiance illimitye en elle-odae.

45 Je ne connais pas d'obstacle qui passe les forces de 1'esprit humain, sauf la vyrity.
46 La oaxime n'a pas besoin d'elle pour se prouver. Un raisonneaent demande un raisonnement. La 
oaxioe est une loi qui renferme un ensemble de raisonnements. Un raisonnement se coapiyte k assure 
qu'il s'approche de la oaxioe. Devenu oaxime, sa perfection rejette les preuves de la oytamorphose.

47 Le doute est un homaage rendu k 1'espoir. Ce n'est pas un homaage volontaire. L'espoir ne 
consentirait pas k n'dtre qu'un hoamage.

48 Le mal s'insurge contre le bien. II ne peut pas faire aoins.
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49 C'est une preuve d'aaitie de ne pas s'aperceyoir de 1'augmentation de celle de nos amis.
C'est une preuve de peu d'amitie de ne s'apercevoir pas du refroidissement de celle de nos 
amis. (La Rochefoucauld, ler sup. Mx.22.)

50 L'amour n'est pas le bonheur.

51 Si nous n'avions point de d£fauts, nous ne prendrions pas tant de plaisir £ nous corriger, £ 
louer dans les autres ce qui nous manque.

Si nous n'avions point de defauts, nous ne prendrions pas tant de plaisir £ en remarquer dans 
les autres. (La Rochefoucauld, Mx.31.)

52 Les homes qui ont pris la resolution de detester leurs seiblables ignorent qu'il faut commencer 
par se detester soi-m£®e.

53 Les hoases qui ne se battent pas en duel croient que les hommes qui se battent en duel £ mort 
sont courageux.

54 Come les turpitudes du roman s'accroupissent aux etalages! Pour un home qui se perd, comme un 
autre pour une piece de cent sous, i l  semble parfois qu'on tuerait un livre.

55 Lamartine a cru que la chute d'un ange deviendrait 1'Elevation d'un Homme. II a eu tort de le 
croire.

56 Pour faire servir le mal £ la cause du bien, je dirai que 1'intention du premier est mauvaise.

57 Une v£rite banale renferme plus de genie que les ouvrages de Dickens, de Gustave Aymard, de 
Victor Hugo, de Landelle. Avec les derniers, un enfant, survivant £ l'univers, ne pourrait pas 
reconstruire l'£me humaine. Avec la premiere, il  le pourrait. Je suppose qu'il ne d£couvrit pas tot 
ou tard la definition du sophisme.

58 Les mots qui expriment le mal sont destines £ prendre une signification d'utilite. Les idees 
s'aseiiorent. Le sens des mots y participe.

59 Le plagiat est necessaire. Le progr£s l'implique. II serre de pr£s la phrase d'un auteur, se sert 
de ses expressions, efface une idee fausse, la reoplace par 1'idee juste.

60 Une maxiee, pour etre bien faite, ne demande pas £ Atre corrig£e. Elle demande £ etre developpee.

61 D£s que l'aurore a paru, les jeunes filles vont cueillir des roses. Un courant d'innocence 
parcourt les vallons, les capitales, secourt 1'intelligence des po£tes les plus enthousiastes, 
laisse tomber des protections pour les berceaux, des couronnes pour la jeunesse, des croyances £ 
l'imaortalite pour les vieillards.

62 J'ai vu les hommes lasser les moralistes £ decouvrir leur coeur, faire rdpandre sur eux la 
benediction d'en haut. Ils emettaient des meditations aussi vastes que possibles, rejouissaient 
1'auteur de nos feiicites. Ils respectaient l'enfance, la vieillesse, ce qui respire comme ce qui ne 
respire pas, rendaient homaage £ la femme, consacraient £ la pudeur les parties que le corps se 
reserve de nommer. Le firmament, dont j'admets la beaute, la terre, image de non coeur, furent 
invoques par moi, afin de me designer un homne qui ne se crut pas bon. Le spectacle de ce monstre, 
s 'il eOt ete realise, ne m'aurait pas fait mourir d'6tonnement: on meurt £ plus. Tout ceci se passe 
de commentaires.
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J'ai vu les hommes, & la tite  laide et aux yeux terribles enfoncis dans 1'or bite obscur, 
surpasser la dureti du roc, la rigidity de l'acier fondu, la cruauti du requin, l'insolence 
de la jeunesse, la fureur insensie des criainels, les trahisons de 1'hypocrite, les comidiens 
les plus extraordinaires, la puissance de caractire des prAtres, et les Atres les plus caches 
au dehors, les plus -froids des sondes et du ciel; lasser les aoralistes A dicouvrir leur 
coeur, et -faire retomber sur eux la colire implacable d'en haut. Je les ai vus tous A la 
fois, tantAt, le poing le plus robuste dirigi vers le ciel, comae celui d'un enfant dijA 
pervers contre sa aire, probablement excites par quelque esprit de l'enfer, les yeux charges 
d'un remords cuisant en eise temps que haineux, dans un silence glacial, n'oser iaettre les 
meditations vastes et ingrates que recilait leur sein, tant elles Ataient pleines d'injustice 
et d'horreur, et attrister de compassion le Dieu de aisiricorde; tantAt, A chaque aoaent du 
jour, depuis le commencement de l'enfance jusqu'A la fin de la vieillesse, en ripandant des 
anathiaes incroyables, qui n'avaient pas le sens comaun, contre tout ce qui respire, contre 
eux-aAoes et contre la Providence, prostituer les femaes et les enfants, et dishonorer ainsi 
les parties du corps consacries A la pudeur. Alors, les aers soulivent leurs eaux, 
engloutissent dans leurs abtaes les planches; les ouragans, les treableaents de terre 
renversent les aaisons; la peste, les maladies diverses diriment les families priantes. Mais, 
les hommes ne s'en apergoivent pas. Je les ai vus aussi rougissant, pAlissant de honte pour 
leur conduite sur cette terre; rarement. Tempites, soeurs des ouragans; firaaaent bleuAtre,
dont je n'admets pas la beauti; aer hypocrite, image de mon coeur; terre, au sein mystirieux;
habitants des sphires; univer5 entier; Dieu, qui l'as crii avec magnificence, c'est toi que 
j'invoque: montre-aoi un homae qui soit bon!... Mais, que ta grAce dicuple mes forces 
naturelles; car, au spectacle de ce monstre, je puis aourir d'itonnement: on aeurt A aoins. 
(Chants de Haldoror 1.5.)

63 La raison, le sentiment se conseillent, se supplient. Quiconque ne connatt qu'un des deux, en 
renongant A 1'autre, se prive de la totaliti des secours qui nous ont i t i  accordis pour nous
conduire. Vauvenargues a dit 'se prive d'une partie des secours.'

La raison et le sentiment se conseillent et se supplient tour A tour. Guiconque ne consulte 
qu'un des deux et renonce A 1'autre, se prive inconsidiriment d'une partie des secours qui 
nous ont i t i  accordis pour nous conduire. (Vauvenargues, Hx.150.)

64 Quoique sa phrase, la Bienne reposent sur les personnifications de l'Aae dans le sentiaent, la 
raison, celle que je choisirais au hasard ne serait pas meiHeure que l'autre, si je les avait 
faites. L'une ne peut pas itre rejetie par aoi. L'autre a pu Atre acceptie de Vauvenargues.

65 Lorsqu'un pridecesseur emploie au bien un aot qui appartient au aal, i l  est dangereux que sa 
phrase subsiste A cbti de l'autre. II vaut aieux laisser au aot la signification du aal. Pour 
employer au bien un aot qui appartient au mal, i l  faut en avoir le droit. Celui qui emploie au aal 
les aots qui appartiennent au bien ne le posside pas. II n'est pas cru. Personne ne voudrait se 
servir de la cravate de Girard de Nerval.

66 L'Ame itant une, l'on peut introduire dans le discours la sensibiliti, 1'intelligence, la 
volonti, la raison, l'imagination, la mieoire.

67 J'avais passi beaucoup de teaps dans l'itude des sciences abstraites. Le peu de gens avec qui on 
communique n'itait pas fait pour a'en digotiter. Quand j'a i coamenci l'itude de l'hoame, j'a i vu que 
ces sciences lui sont propres, que je sortais coins de ma condition en y pinitrant que les autres en 
les ignorant. Je leur ai pardonni de ne s'y point appliquer! Je ne crus pas trouver beaucoup de 
compagnons dans l'itude de l'hoame. C'est celle qui lui est propre. J'ai i t i  trompi. II y en a plus 
qui l'itudient que la giomitrie.
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J'avais passb beaucoup de temps dans l'itude des sciences abstraites; aais le peu de gens 
avec qui on peut coomuniquer s'en avait dbgodtb. Quand j'a i comeencb l'itude de l'homae, j'ai 
vu que ces sciences abstraites ne lui sont pas propres, et que je a'bgarais plus de aa 
condition en y pbnbtrant, que les autres en les ignorant, et je leur ai pardonnb de ne s'y 
point appliquer. Mais j'a i cru trouver au Mins bien des compagnons dans l'itude de l'hoame, 
puisque c'est celle qui lui est propre. J'ai btb troopb. II y en a encore aoins qui 
l'btudient que la Gbombtrie. (Pascal, I.vi.)

68 Nous perdons la vie avec joie, pourvu qu'on n'en parle point.
L'orgueil nous tient d'une possession si naturelle au ailieu de nos misbres et de nos 
erreurs, que nous perdons aboe la vie avec joie, pourvu qu'on en parle. (Pascal, VI.x.)

69 Les passions diainuent avec l ’Sge. L'amour, qu'il ne taut pas classer parai les passions, diainue 
de abme. Ce qu'il perd d'un cbtb, i l  le regagne de l'autre. II  n'est plus sbvbre pour 1'objet de ses 
voeux, se rendant justice k lui-mbme: 1'expansion est accepts. Les sens n'ont plus leur aiguillon 
pour exciter les sexes de la chair. L'amour de 1'humanity commence. Dans ces ja rs  ob l'homae sent 
qu'il devient un autel que parent ses vertus, -fait le CDmpte de chaque douleur qui se releva, l'bme, 
dans un repli du coeur ob tout sesble prendre naissance, sent quelque chose qui ne palpite plus. 
J'ai nommb le souvenir.

Toutes les passions s'bloignent avec l'dge,
L'une emportant son aasque et l'autre son couteau,
Comae un essaim chantant d'histrions en voyage 
Dont le groupe dbcroit derribre le coteau.

Mai5 toi, rien ne t'efface, aaour! toi qui nous charmes,
Toi qui, torche ou flambeau, luis dans notre brouillard!
Tu nous tiens par la joie, et surtout par les larmes.
Jeune home on te maudit, on t'adore vieillard.

Dans ces jours ob la tbte au poids des ans s'incline,
Qb l'hoame, sans projets, sans but, sans visions,
Sent qu'il n'est plus qu'une tombe en ruine 
Ob gisent ses vertus et ses illusions;

Quand notre dme en rbvant descend dans nos entrailles,
Comptant dans notre coeur, qu'enfin la glace atteint,
Comae on compte les morts sur un champ de bataille,
Chaque douleur tocbbe et chaque songe bteint,

Comae quelqu'un qui cherche en tenant une lampe,
Loin des objets rbels, loin du sonde rieur,
Elle arrive A pas lents par une obscure rampe 
Jusqu'au fond dbsolb du gouffre intbrieur;

Et lb, dans cette nuit qu'aucun rayon n'btoile,
L'dme, en un repli soabre ob tout semble finir,
Sent quelque chose encor palpiter sous un voile... -  
C'est toi qui dors dans 1'ombre, 6 sacrb souvenir!

(Hugo, Booz endor*j, in Les Rayons et les oibres.)

70 L'bcrivain, sans sbparer l'une de l'autre, peut indiquer la loi qui rbgit chacune de ses pobsies.

71 Quelques philosophes sont plus intelligents que quelques pobtes. Spinoza, Malebranche, Aristote, 
Platon, ne sont pas Hbgbsippe Moreau, Malfilatre, Gilbert, Andrb Chbnier.

72 Faust, Manfred, Konrad, sont des types. Ce ne sont pas encore des types raisonnants. Ce sont dbjb 
des types agitateurs.
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73 Les descriptions sont une prairie, trois rhinoceros, la loitig d'un catafalque. Elles peuvent 
gtre le souvenir, la prophgtie. Elles ne sont pas le paragraphe que je suis sur le point de 
tereiner.

74 Le rggulateur de l'goe n'est pas le rggulateur d'une goe. Le rggulateur d'une Sme est le 
rggulateur de l'Sme, lorsque ces deux espgces d'gmes sont assez con-fondues pour pouvoir affiroer 
qu'un rggulateur n'est une rggulatrice que dans 1'isagination d'un fou qui plaisante.

75 Le phgnoogne passe. Je cherche les lois.

76 II y a des hommes qui ne sont pas des types. Les types ne sont pas des houses. II ne faut pas se 
laisser dominer par 1'accidentel.

77 Les jugements sur la pogsie ont plus de valeur que la pogsie. Ils sont la philosophie de la
pogsie. La philosophie, ainsi comprise, englobe la pogsie. La pogsie ne pourra pas se passer de la
philosophie. La philosophie pourra se passer de la pogsie.

78 Racine n'est pas capable de condenser ses tragedies dans des prgceptes. Une traggdie n'est pas un
prgcepte. Pour un ogme esprit, un prgcepte est une action plus intelligente qu'une traggdie.

79 Hettez une plume d'oie dans la sain d'un soraliste qui soit gcrivain de premier ordre. II sera 
supgrieur aux po&tes.

80 L'amour de la justice n'est, en la plupart des hom&es, que le courage de souffrir 1'injustice.
L'aaour de la justice n'est, en la plupart des homes, que la crainte de souffrir 
1'injustice. (La Rochefoucauld, Mx.78.)

81 Cache-toi, guerre.

82 Les sentiBents expriment le bonheur, font sourire. L'analyse des sentioents exprime le bonheur, 
toute personnalitg nise g part; fait sourire. Les premiers glgvent l'gme, dgpendamoent de l'espace, 
de la durge, jusqu'g la conception de l'humanitg, considgrge en elle-ogme, dans ses oembres 
illustres. La dernigre glgve l'goe, indgpendamaent de la durge, de l'espace, jusqu'g la conception 
de l'humanitg, considgrge dans son expression la plus haute, la volontg! Les preaiers s'occupent des 
vices, des vertus; la dernigre ne s'occupe que des vertus. Les sentiments ne connaissent pas 1'ordre 
de leur oarche. L'analyse des sentioents apprend g le faire connattre, augoente la vigueur des 
sentioents. Avec les preaiers, toute est incertitude. Ils sont 1'expression du bonheur, de la 
douleur, deux extrgmes. Avec la dernigre, toute est certitude. Elle est 1'expression de ce bonheur 
qui rgsulte, g un oooent donng, de savoir se retenir, au milieu des passions bonnes ou oauvaises. 
Elle emploie son caloe g fondre la description de ces passions dans un principe qui circule g 
travers les pages: la non-existence du aal. Les sentioents pleurent quand il  le leur faut, comm 
quand il  ne le leur faut pas. L'analyse des sentioents ne pleure pas. Elle possgde une sensibilitg 
latente, qui prend au dgpourvu, emporte au-dessus des oisgres, apprend g se passer de guide, fournit 
une arms de combat. Les sentioents, marque de la faiblesse, ne sont pas le sentiment! L'analyse du 
sentioent, oarque de la force, engendre les sentioents les plus magnifiques que je connaisse. 
L'gcrivain qui se laisse tromper par les sentioents ne doit pas gtre ois en ligne de coopte avec 
l'gcrivain qui ne se laisse trooper ni par les sentioents, ni par lui-mgoe. La jeunesse se propose 
des glucubrations sentioentales. L'gge oOr commence g raisonner sans trouble. II ne faisait que 
sentir, il  pense. II laissait vagabonder ses sensations: voici qu'il leur donne un pilote. Si je 
considgre l'humanitg comm une femoe, je ne dgvelopperai pas que sa jeunesse est g son dgclin, que 
son gge mdr s'approche. Son esprit change dans le sens du oieux. L'idgal de sa pogsie changera. Les 
traggdies, les poeoes, les glggies ne primeront plus. Prioera la froideur du oaxime! Du temps de 
Quinault, l'on aurait gtg capable de cocprendre ce que je viens de dire. Grgce g quelques lueurs, 
gparses, depuis quelques annges, dans les revues, les in-folios, j'en suis capable ooi-mgoe. Le 
genre que j'entreprends est aussi diffgrent du genre des moralistes, qui ne font que constater le 
mal, sans indiquer le remgde, que ce dernier ne l'est pas des mglodraoes, des oraisons fungbres, de 
l'ode, de la stance religieuse. II n'y a pas le sentioent des luttes.
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83 Elohin est fait k 1'image de l'hoame.

84 Plusieurs choses certaines sont contredites. Plusieurs choses fausses sont incontredites. La 
contradiction est la marque de la faussetG. L'incontradiction est la marque de la certitude.

Plusieurs chcses certaines sont contredites; plusieurs fausses passent sans contradiction; ni 
la contradiction n'est marque de faussetG, ni 1 'incontradiction n'est marque de v§rit£.

(Pascal, IV.v.)

85 Une philosophie pour les sciences existe. II n'en existe pas pour la pogsie. Je ne connais pas de
moraliste qui soit po£te de premier ordre. C'est strange, dira quelqu'un.

86 C'est une chose horrible de sentir s'6couler ce qu'on poss&le. L'on ne s'y attache mfime qu'avec 
l'envie de chercher s 'il n'a point quelque chose de permanent.

C'est une chose horrible de sentir continuellement s'Seouler tout ce qu'on poss£de, et qu'on 
s'y puisse attacher sans avoir envie de chercher s 'il n'y a point quelque chose de permanent.

(Pascal, I . i i . )

87 L'homae est un sujet vide d'erreurs. Tout lui montre la v£rit&. Rien ne 1'abuse. Les deux 
principes de la v£rit£, raison, sens, outre qu'ils ne manquent pas de sincSritS, s'Sclaircissent 
l'un l'autre. Les sens Sclaircissent.la raison par des apparences vraies. Ce m£me service qu'ils lui 
font, ils la regoivent d'elle. Chacun prend sa revanche. Les phSnomSnes de l'firne pacifient les sens, 
leur font des impressions que je ne garantis pas fdcheuses. Ils ne mentent pas. Ils ne se trompent 
pas k 1'envi.

L'homme n'est done qu'un sujet plein d'erreurs; rien ne lui montre la v£rit£, tout 1'abuse. 
Les deux principes de v£rit£, la raison et le sens, outre qu'ils manquent souvent de
sinc£rit£, s'abusent r£ciproquement l'un l'autre. Les sens abusent la raison par de fausses
apparences; et cette aPas piperie qu'ils lui apportent, ils la regoivent d'elle k leur tour: 
elle s'en revanche. Les passions de l'dme troublent les sens et leur font des impressions 
fdcheuses. Ils mentent et se trompent k l'envi. (Pascal, IV .viii.)

88 La pogsie doit £tre faite par tous. Non par un. Pauvre Hugo! Pauvre Racine! Pauvre Copp§e! Pauvre 
Corneille! Pauvre Boileau! Pauvre Scarron! Tics, tics, et tics.

89 Les sciences ont deux extr§mit§s qui se touchent. La premiere est 1'ignorance o& se trouvent les
hommes en naissant. La deuxifcme est celle qu'atteignent les grandes dmes. Elles ont parcouru ce que
les hommes peuvent savoir, trouvent qu'ils savent tout, se rencontrent dans cette a&ae ignorance 
d'ob ils 6taient partis. C'est une ignorance savante, qui se connatt. Ceux d'entre eux qui, 6tant 
sortis de la premiere ignorance, n'ont pu arriver k l'autre, ont quelque teinture de cette science 
suffisante, font les entendus. Ceux-IA ne troublent pas le monde, ne jugent pas plus mal de tout que 
les autres. Le peuple, les habiles coroposent le train d'une nation. Les autres, qui la respectent, 
n'en sont pas moins respects.

Les sciences ont deux extr£mit6s qui se touchent. La premiere est la pure ignorance
naturelle, o& se trouvent tous les hommes en naissant. L'autre extr£mit£ est celle oQ 
arrivent les grandes Sines, qui, ayant parcouru tout ce que les hommes peuvent savoir,
trouvent qu'ils ne savent rien, et se rencontrent dans cette m&oe ignorance d'oti ils Staient 
partis. Mais c'est une ignorance savante qui se connatt. Ceux d'entre eux qui sont sortis de 
1'ignorance naturelle, et n'ont pu arriver k l'autre, ont quelque teinture de cette science 
suffisante, et font les entendus. Ceux-1A troublent le monde, et jugent plus mal de tout que 
les autres. Le peuple et les habiles composent pour l'ordinaire le train du monde. Les autres 
le mSprisent et en sont mSprisSs. (Pascal, IV.vii.)

90 Pour savoir les choses, i l  ne faut pas en savoir le detail. Comme il est fini, nos connaissances 
sont solides.

Pour bien savoir les choses, i l  en faut savoir le detail et comme il  est presque infini, nos 
connaissances sont toujours superficielles et imparfaites. (La Rochefoucauld, Hx.106.)
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91 L'aaour ne se confond pas avec la po6sie.

92 La femme est k mes pieds!

93 Pour dfrrire le ciel, il ne faut pas y transporter les mat£riaux de la terre. II faut laisser la 
terre, ses mat̂ riaux, \k oil ils sont, afin d'embellir la vie par son id£al. Tutoyer Elohia, lui
adresser la parole, est une bouffonerie qui n'est pas convenable. Le meilleur moyen d'etre
reconnaissant envers lui, n'est pas de lui corner aux oreilles qu'il est puissant, qu'il a cr££ le 
monde, que nous sommes des veroiceaux en coaparaison de sa grandeur. II le sait mieux que nous. Les 
hommes peuvent se dispenser de le lui apprendre. Le meilleur moyen d'etre reconnaissant envers lui 
est de consoler l'humanitg, de rapporter tout k elle, de la prendre par la sain, de la traiter en 
frere. C'est plus vrai.

94 Pour etudier 1'ordre, il ne faut pas etudier le desordre. les experiences scientifiques, comme 
les tragedies, les stances k sa soeur, le galimatias des infortunes n'ont rien k faire ici-bas.

95 Toutes les lois ne sont pas bonnes k dire.

96 Etudier le sal, pour faire sortir le bien, n'est pas etudier le bien en lui-m&me. Un ph6nom£ne
bon etant donne, je chercherai sa cause.

97 Jusqu'i present, l'on a decrit le aalheur, pour inspirer la terreur, la pitie. Je decrirai le 
bonheur pour inspirer leurs contraires.

98 Une logique existe pour la poesie. Ce n'est pas la a£me que celle de la philosophie. Les 
philosophes ne sont pas autant que les poetes. Les poetes ont le droit de se considerer au-dessus 
des philosophes.

99 Je n'ai pas besoin de m'occuper de ce que je ferai plus tard. Je devais faire ce que je fais. Je 
n'ai pas besoin de d£couvrir quelles choses je d£couvrirai plus tard. Dans la nouvelle science, 
chaque chose vient k son tour, telle est son excellence.

100 II y a de 1 'Atoffe du pofcte dans les moralistes, les philosophes. Les po&tes renferment le 
penseur. Chaque caste soupgonne l'autre, d£veloppe ses quality au detriment de celles qui la 
rapprochent de l'autre caste. La jalousie des premiers ne veut pas avouer que les po&tes sont plus 
forts qu'elle. L'orgueil des derniers se declare incompetent A rendre justice k des cervelles plus 
tendres. Quelle que soit 1'intelligence d'un homme, il  faut que le proc£d£ de penser soit le m£me 
pour tous.

101 L'existence des tics etant constatee, que l'on ne s'etonne pas de voir les admes mots revenir 
plus souvent qu'i leur tour; dans Lamartine, les pleurs qui tombent des naseaux de son cheval, la 
couleur des cheveux de sa mere; dans Hugo, 1'ombre et le detraqug, font partie de la reliure.

102 La science que j'entreprends est une science distincte de la poesie. Je ne chante pas cette 
derniere. Je m'efforce de decouvrir sa source. A travers le gouvernail qui dirige toute 
pensee poetique, les professeurs de billard distingueront le dSveloppement des theses sentimentales.

103 Le theoreme est railleur de sa nature. II n'est pas indecent. Le theoreme ne demande pas k 
servir d'application. L'application qu'on en fait rabaisse le theoreme, se rend inddcente. Appelez 
la lutte centre la matiAre, contre les ravages de 1'esprit, application.

104 Lutter contre le mal, est lui faire trop d'honneur. Si je permets aux hommes de le tepriser, 
qu'ils ne manquent pas de dire que c'est tout ce que je puis faire pour eux.

105 L'homae est certain de ne pas se tromper.
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106 Nous ne nous contentons pas de la vie que nous avons en nous. Nous voulons vivre dans 1'idAe des 
autres d'une vie iaaginaire. Nous nous efforgons de paraitre tels que nous somaes. Nous travaillons
A conserver cet Atre iaaginaire, qui n'est autre chose que le veritable. Si nous avons la
gAnArositA, la fidAlitA, nous nous empressons de ne pas le faire savoir, afin d'attacher ces vertus 
A cet Atre. Nous ne les dAtachons pas de nous pour les y joindre. Nous somaes vaillants pour 
acquArir la reputation de ne pas Atre poltrons. Marque de la capacity de notre Atre de ne pas Atre
satisfait de l'un sans l'autre, de ne renoncer ni A l'un ni 6 l'autre. L'homae qui ne vivrait pas
pour conserver sa vertu serait infArne.

Nous ne nous contentons pas de la vie que nous avons en nous et en notre propre Atre: nous 
voulons vivre dans 1'idAe des autres, d'une vie imaginaire, et nous nous efforgons pour cela 
de paraftre. Nous travaillons incessaament A eobellir et conserver cet Atre iaaginaire, et 
nAgligeons le veritable. Et si nous avons, ou la tranquillity, ou la gAnArositA, ou la 
fidelity, nous nous empressons de le faire savoir, afin d'attacher ces vertus A cet Atre 
d'imagination: nous les dytacherons plutbt de nous pour les y joindre, et nous serions 
volontiers poltrons, pair acquArir la rAputation d'Atre vaillants. Grand oarque du nAant de 
notre propre Atre, de n'Atre pas satisfait de l'un sans l'autre, et de renoncer souvent A
1'un pour 1'autre! Car qui ne oourrait pour conserver son honneur, celui 1A serait infAae.

(Pascal, V l.viii.)

107 lialgrA la vue de nos grandeurs, qui nous tient A la gorge, nous avons un instinct qui nous 
corrige, que nous ne pouvons rApriaer, qui nous AlAve!

MalgrA la vue de toutes nos aisAres qui nous touchent, et qui nous tiennent A la gorge, nous 
avons un instinct, que nous ne pouvons rAprimer, qui nous AlAve. (Pascal, V III. i i.)

108 La nature a des perfections pour aontrer qu'elle est l'iaage d'Elohia, des dAfauts pour aontrer 
qu'elle n'en est pas aoins que l'iaage.

La nature a des perfections pour aontrer qu'elle est l'iaage de Dieu; et des dAfauts, pour 
aontrer qu'elle n'en est que l'iaage. (Pascal, V III.i.)

109 II est bon qu'on obAisse aux lois. Le peuple coaprend ce qui les rend justes. On ne les quitte
pas. Quand on fait dApendre leur justice d'autre chose, i l  est aisA de la rendre douteuse. Les
peuples ne sont pas sujets A se rAvolter.

II serait bon qu'on' obAit aux lois et coutuaes, parce qu'elles sont lois; et que le peuple 
coaprlt que c'est 1A ce qui les rend justes. Par ce aoyen on ne les quitterait jaaais: au 
lieu que quand on fait dApendre leur justice d'autre chose, i l  est aisA de la rendre 
douteuse; et voilA ce qui fait que les peuples sont sujets A se rAvolter. (Pascal, V.xix.)

110 Ceux qui sont dans le dArAgleaent disent A ceux qui sont dans 1'ordre que ce sont eux qui 
s'Aloignent de la nature. Ils croient le suivre. II faut avoir un point fixe pour juger. 0A ne 
trouverons-nous pas ce point dans la morale?

Ceux qui sont dans le dArAgleaent, disent A ceux qui sont dans 1'ordre, que ce sont eux qui
s'Aloignent de la nature, et ils croient le suivre. Comae ceux qui sont dans un vaisseau
croient que ceux qui sont au bord s'Aloignent. Le langage est pareil de tous cOtAs. II faut 
avoir un point fixe pour en juger. Le port rAgle ceux qui sont dans un vaisseau; aais oA 
trouverons-nous ce point dans la morale? (Pascal, V. xii.)

111 Rien n'est aoins Atrange que les contrariAtAs que l'on dAcouvre dans l'homae. I I  est fait pour 
connattre la vAritA. II la cherche. Quand il  tAche de la saisir, i l  s'Ablouit, se confond de telle 
sorte, qu'il ne donne pas sujet A lui en disputer la possession. Les uns veulent ravir A l'hoaae la
connaissance de la vAritA, les autres veulent la lui assurer. Chacun emploie des motifs si
dissemblables, qu'ils dAtruisent l'eobarras de l'homae. II n'a pas d'autre lumiAre que celle qui se 
trouve dans sa nature.
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Rien n'est plus strange dans la nature de 1'hoame que les contrarigtgs que l'on y dgcouvre £ 
l'^gard de toutes choses. II est fait pour connaitre la v£rit£, il la desire ardemment, il la 
cherche; et cependant, quand il  tbche de la saisir, i l  s'gblouit et se confond de telle 
sorte, qu'il donne sujet de lui en disputer la possession. C'est ce qui a fait naftre les 
deux sectes des pyrrhoniens et des dogmatistes, dont les uns ont voulu ravir k l'homme toute 
la connaissance de la vgritg, et les autres tdchent de la lui assurer: »ais chacun avec des 
raisons si peu vraisemblables, qu'elles augmentent la confusion et l'embarras de 1'hoame; 
lorsqu'il n'a point d'autre lumigre que celle qu'il trouve dans sa nature. (Pascal, IV.xvii.)

112 Nous naissons justes. Chacun tend k soi. C'est envers l'ordre. II faut tendre au ggngral. La 
pente vers soi est la fin de tout dgsordre, en guerre, en econoaie.

Nous naissons injustes; car chacun tend k soi: cela est centre tout ordre. II faut tendre au 
ggngral, et la pente vers soi est le coenenceaent de tout dgsordre, en guerre, en police, en 
econoaie, etc. (Pascal, VIII. xi.)

113 Les homaes, ayant pu gugrir de la mort, de la misgre, de 1'ignorance, se sont avisos, pour se
rendre heureux, de n'y point penser. C'est tout ce qu'ils ont pu inventer pour se consoler de si peu
de saux. Consolation richissioe. Elle ne va pas k gu£rir le aal. El1e le cache pour un peu de tecps.
En le cachant, elle fait qu'on pense k le gugrir. Par un legitime renversement de la nature de
l'homae, i l  ne se trouve pas que 1'ennui, qui est son mal le plus sensible, soit son plus grand 
bien. II peut contribuer plus que toutes choses k lui faire chercher sa gugrison. Voil£ tout. Le 
divertissement, qu'il regarde comae son plus grand bien, est son plus infiae aal. II le rapproche 
plus que toutes choses de chercher le reogde k ses aaux. L'un et 1'autre sont une contre-preuve de 
la aisbre, de la corruption de 1'hoame, horais de sa grandeur. L'homae s'ennuie, cherche cette 
aultitude d'occupations. II a l'idge du bonheur qu'il a gagng; lequel trouvant en soi, il  le
cherche, dans les choses extgrieures. II se contente. Le aalheur n'est ni dans nous, ni dans les 
creatures. II est en Elohia.

Les homaes n'ayant pu gugrir de la aort, de la ais&re, de 1'ignorance, se sont avis&s, pour 
se rendre heureux, de n'y point penser: c'est tout ce qu'ils ont pu inventer pour se consoler 
de tant de aaux. Mais c'est une consolation bien miserable, puisqu'elle va, non pas k gugrir 
le aal, aais k le cacher simplement pour un peu de temps; et qu'en le cachant, elle fait
qu'on ne pense pas k le gugrir vgritablement. Ainsi, par un gtrange renversement de la nature
de l'hoame, i l  se trouve que 1'ennui, qui est son aal le plus sensible, est en quelque sorte 
son plus grand bien, parce qu'il peut contribuer plus que toutes choses k lui faire chercher 
sa veritable gugrison, et que le divertissement, qu'il regarde coame son plus grand bien, est 
en effet son plus grand aal, parce qu'il l'gloigne plus que toutes choses de chercher le
reo&de k ses aaux. Et l'un et 1'autre est une preuve admirable de la misgre et de la 
corruption de l'hoame, et en a&ae temps de sa grandeur; puisque l'homae ne s'ennuie de tout, 
et ne cherche cette multitude d'occupations, que parce qu'il a l'idge du bonheur qu'il a 
perdu, lequel, ne trouvant pas en soi, i l  le cherche inutilement dans les choses extgrieures, 
sans se pouvoir jamais contenter, parce qu'il n'est ni dans nous, ni dans les crgatures, aais 
en Dieu seul. (Pascal, VI. xxx.)

114 La nature nous rendant heureux en tous gtats, nos dgsirs nous figurent un gtat oalheureux. Ils 
joignent k 1'gtat ob nous sosmes les peines de 1'gtat ob nous ne soames pas. Quand nous arriverions 
k ces peines, nous ne serions pas malheureux pour cela, nous aurions d'autres dgsirs conferees k m 
nouvel gtat.

La nature nous rendant toujours lalheureux, en tous gtats, nos dgsirs nous figurent un gtat 
heureux, parce qu'ils joignent £ l'gtat ob nous sommes, les plaisirs de 1'gtat ob nous ne 
sommes pas; et, quand nous arriverons k ces plaisirs, nous ne serions pas heureux pour cela, 
parce que nous aurions d'autres dgsirs conferees £ un nouvel gtat. (Pascal, VI. xxiii.)

115 La force de la raison parait cieux en ceux qui la connaissent qu'en ceux qui ne la connaissent 
pas.

La faiblesse de la raison de l'hoame parait bien davantage en ceux qui ne la connaissent pas 
qu'en ceux qui la connaissent. (Pascal, VI. xx.)
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116 Nous somses si peu prgsomptueux que nous voudrions gtre connus de la terre, mgoe des gens qui 
viendront quand nous n'y serons plus. Nous sommes si peu vains, que l'estime de cinq personnes, 
mettons six, nous aause, nous honore.

Nous soames si prgsomptueux, que nous voudrions 6tre connus de toute la terre, et a£me des 
gens qui viendront quand nous n'y serons plus; et nous scenes si vains que l'estime de cinq 
ou six personnes, qui nous environnent, nous amuse et nous contente. (Pascal, VI. x ii.)

117 Peu de chose nous console. Beaucoup de chose nous afflige.
Peu de chose nous console, parce que peu de chose nous afflige. (Pascal, VI. xvi.)

118 La aodestie est si naturelle dans le coeur de l'hoame, qu'un ouvrier a soin de ne pas se vanter, 
veut avoir ses admirateurs. Les philosophes en veulent. Les pontes surtout! Ceux qui gcrivent en 
faveur de la gloire veulent avoir la gloire d'avoir bien gcrit. Ceux qui le lisent veulent avoir la 
gloire de 1'avoir lu. Moi, qui gcris ceci, je ce vante d'avoir cette envie. Ceux qui le liront se 
vanteront de agoe.

La vanity est si ancrge dans le coeur de l'homae, qu'un goujat, un aarmiton, un crocheteur, 
se vante, et veut avoir ses admirateurs, et les Philosophes agmes en veulent. Ceux qui 
gcrivent contre la gloire, veulent avoir la gloire d'avoir bien gcrit; et ceux qui le lisent, 
veulent avoir la gloire de 1'avoir lu; et moi, qui gcris ceci, j'a i peut-gtre cette envie, et 
peut-gtre que ceux qui le liront, l'auront aussi. (Pascal, VI. xi.)

119 Les inventions des homaes vont en augmentant. La bontg, la malice du aonde en ggngral ne reste 
pas la a&me.

Les inventions des homaes vont en avangant de si&cle en sigcle. La bontg et la aalice du 
monde en ggngral reste la agme. (Pascal, VI. xxii.)

120 L'esprit du plus grand homoe n'est pas si dependant, qu'il soit sujet k gtre trouble par le 
aoindre bruit du fintaiarre, qui se fait autour de lui. II  ne faut pas le silence d'un canon pour 
empgcher ses pensges. II ne faut pas le bruit d'une girouette, d'une poulie. La louche ne raisonne 
pas bien k present. Un homme bourdonne k ses oreilles. C'en est assez pour la rendre incapable de 
bon conseil. Si je veux qu'elle puisse trouver la vgritg, je chasserai cet aniaal qui tient sa 
raison en gchec, trouble cette intelligence qui gouverne les royauaes.

L'esprit du plus grand homoe du aonde n'est pas si indgpendant, qu'il ne soit sujet k gtre 
troublg par le aoindre tintaaarre qui se fait autour de lui; i l  ne faut pas le bruit d'un 
canon pour empgcher ses pensges, i l  ne faut que le bruit d'une girouette ou d'une poulie. Ne 
vous gtonnez pas s'il ne raisonne pas bien k prgsent, une mouche bourdonne k ses oreilles, 
c'en est assez pour le rendre incapable de bon conseil. Si vous voulez qu'il puisse trouver 
la vgritg, chassez cet aniaal qui tient sa raison en gchec et trouble cette puissante 
intelligence qui gouverne les villes et les Royaumes. (Pascal, VI. xxi.)

121 L'objet de ces gens qui jouent k la pauae avec tant duplication d'esprit, d'agitation de 
corps, est celui de se vanter avec leurs amis qu'ils ont aieux joug qu'un autre. C'est la source de 
leur attachment. Les uns suent dans leurs cabinets pour aontrer aux savants qu'ils ont rgsolus une 
question d'alggbre qui ne l'avait pu gtre jusqu'ici. Les autres s'exposent aux pgrils, pour se 
vanter d'une place qu'ils auraient prise aoins spirituelleoent, k con grg. Les derniers se tuent 
pour remarquer ces choses. Ce n'est pas pour en devenir ooins sages. C'est surtout pour aontrer 
qu'ils en connaissent la soliditg. Ceux-lg sont les ooins sots de la bande. Us le sont avec 
connaissance. On peut penser des autres qu'ils ne le seraient pas, s 'ils n'avaient pas cette 
connaissance.
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Que pensez-vous que soit l'objet de ces gens qui jouent k la pause avec tant duplication 
d'esprit, et d'agitation de corps ? Celui de se vanter le lendemain, avec leurs amis, qu'ils 
ont Bieux jouA qu'un autre. Voilk la source de leur attacheaent. Ainsi les autres suent dans 
leurs cabinets, pour aontrer aux Savants qu'ils ont rAsolu une question d'algAbre, qui ne 
l'avait pu Atre jusques ici. Et tant d'autres s'exposent aux plus grands perils pour se 
vanter ensuite d'une place qu'ils auraient prise aussi sotteaent, k son grA. Et enfin les
autres se tuent pour remarquer toutes ces choses; non pas pour en devenir plus sages, aais
seulement pour aontrer qu'ils en connaissent la vanitA: et ceux-lA sont les plus sots de la
bande, puisqu'ils le sont avec connaissance; au lieu qu'on peut penser des autres qu'ils ne
le seraient pas, s'ils avaient cette connaissance. (Pascal, VI. xxviii.)

122 L'execple de la chastetA d'Alexandre n'a pas fait plus de continents que celui de sot ivrognerie 
a fait de teopArants. On n'a pas de honte de n'Atre pas aussi vertueux que lui. On croit n'Atre pas
tout k fait dans les vertus du coamun des honaes, quand on se voit dans les vertus de ces grands
hosmes. On tient k eux par le bout par ob ils tiennent au peuple. Buelques AlevAs qu'ils soient, ils 
sont unis au reste des homaes par quelque endroit. Ils ne sont pas suspendus en l'a ir , sAparAs de 
notre sociAtA. S'ils sont plus grands que nous, c'est qu'ils ont les pieds aussi haut que les
ndtres. Ils sont tous k iArne niveau, s'appuient sur la mAme terre. Par cette extrAaitA, ils sont
aussi relevAs que nous, que le enfants, un peu plus que les bAtes.

L'exesple de la chastetA d'Alexandre n'a pas tant fait de continents, que celui de son 
ivrognerie a fait d'intespArants. On n'a pas de honte de n'Atre pas aussi vicieux que lui. to 
croit n'Atre pas tout-A-fait dans les vices du common des hom&es, quand on se voit dans les
vices de ces grands hom&es. On tient k eux par le bout par ob ils  tiennent au peuple.
Quelqu'AlevAs qu'ils soient, ils sont unis au reste des hommes par quelqu'endroit. Ils ne 
sont pas suspendus en l'a ir, et sAparAs de notre sociAtA; s 'ils  sont plus grands que nous,
c'est qu'ils ont les pieds aussi bas que les nfitres. Ils sont tous k mAse niveau, et
s'appuient sur la oAme terre, et par cette extrAoitA, ils  sont aussi abaissAs que nous, que 
les enfants, que les bAtes. (Pascal, Persies dttachtes, XVI.)

123 Le eeilleur moyen de persuader consiste k ne pas persuader.

124 Le dAsespoir est la plus petite de nos erreurs.
Le dAsespoir est la plus grande de nos erreurs. (Vauvenargues, fix.514.)

125 Lorsqu'une pensAe s'offre k nous comse une vAritA qui court les rues, que nous prenons la peine 
de la dAvelopper, nous trouvons que c'est une dAcouverte.

Lorsqu'une pensAe s'offre k nous co&me une profonde dAcouverte, et que nous prenons la peine 
de la dAvelopper, nous trouvons que c'est une vAritA qui court les rues.

(Vauvenargues, Hx.9.)

126 On peut Atre juste, si l'on n'est pas humain.
On ne peut Atre juste si on n'est pas huaain. (Vauvenargues, Mx.28.)

127 Les orages de la jeunesse prAcAdent les jours brillants.
Les orages de la jeunesse sont environnAs de jours brillants. (Vauvenargues, Hx.36.)

128 l'incon5cience, le dAshonneur, la lubricitA, la haine, le sApris des homaes sont k prix
d'argent. La libAralitA cultiplie les avantages des richesses.

La conscience, l'honneur, la chastetA, 1'amour et l'estioe des homaes sont k prix d'argent. 
La libAralitA multiplie les avantages des richesses. (Vauvenargues, llx.50.)

129 Ceux qui ont de la probitA dans leurs plaisirs en ont une sincAre dans leurs affaires. C'est la
marque d'un naturel peu fAroce, lorsque le plaisir rend humain.

Ceux qui manquent de probitA dans les plaisirs n'en ont qu'une feinte dans les affaires. 
C'est la oarque d'un naturel fAroce, lorsque le plaisir ne rend point humain.

(Vauvenargues, fix.46.)
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130 La moderation des grands homaes ne borne que leurs vertus.
La moderation des grands hoames ne borne que leurs vices. (Vauvenargues, Hx.72.)

131 C'est offenser les humains que de leur donner des louanges qui eiargissent les bornes de leur 
nitrite. Beaucoup de gens sont assez aodestes pour souffrir sans peine qu'on les apprecie.

C'est offenser les bonnes que de leur donner des louanges qui marquent les bornes de leur 
merite; peu de gens sont assez modestes pour souffrir sans peine qu'on les appr6cie.

(Vauvenargues, Hx.66.)

132 II faut tout attendre, rien craindre du teaps, des homaes.
II faut tout attendre et tout craindre du temps et des hoames. (Vauvenargues, Mx. 102.)

133 Si le a^rite, la gloire ne rendent pas les houses Balheureux, ce qu'on appelle malheur ne merite 
pas leurs regrets. Une dme daigne accepter la fortune, le repos, s 'il leur faut superposer la 
vigueur de ses sentieents, 1 'essor de son genie.

Si la gloire et le i£rite ne rendent pas les homaes heureux, ce que l'on appelle bonheur 
m6rite-t-il leurs regrets. Une ftne un peu courageuse daignerait-elle accepter ou la fortune, 
ou le repos d'esprit, ou la moderation, s 'il fallait leur sacrifier la vigueur de ses
sentiments et abaisser 1'essor de sw genie? (Vauvenargues, Mx.71.)

134 On estiae les grands desseins, lorsqu'on se sent capable des grands succ£s.
On meprise les grands desseins lorsqu'on ne se sent pas capable des grands succ£s.

(Vauvenargues, Hx.88.)

135 La reserve est 1'apprentissage des esprits.
La familiarite est 1'apprentissage des esprits. (Vauvenargues, Mx.105.)

136 On dit des choses solides, lorsqu'on ne cherche pas 6 en dire d'extraordinaires.
On dit peu de choses solides lorsqu'on cherche 6 en dire d'extraordinaires.

(Vauvenargues, Hx.112.)

137 Rien n'est faux qui soit vrai; rien n'est vrai qui soit faux. Tout est le contraire de songe, de 
mensonge.

Rien n'est vrai, rien n'est faux; tout est songe et mensonge,
Illusion du coeur qu'un vain espoir prolonge.
Nos seuls v£rit£s, hoames, sont nos douleurs...

(Lamartine, Le Totbeau d'une i$re, in Haraonies poitiques et religieuses.)

138 II ne faut pas croire que ce que la nature a fait aimable soit vicieux. II n'y a pas de si&cle,
de peuple qui ait etabli des vertus, des vices imaginaires.

II ne faut pas croire ais6ment que ce que la nature a fait aimable soit vicieux. II n'y a 
point de si&de et de peuple qui n'aient etabli des vertus et des vices iaaginaires.

(Vauvenargues, Mx.122.)

139 On ne peut juger de la beaute de la vie que par celle de la mort.
0) ne peut juger de la vie par une plus fausse regie que la mort. (Vauvenargues, Hx.140.)

140 Un draflaturge peut donner au Bot passim une signification d'utility. Ce n'est plus un 
dramaturge. Un Boraliste donne £ n'isiporte quel sot une signification d'utilite. C'est encore le 
Boraliste!

141 Qui considere la vie d'un homae y trouve l'histoire du genre. Rien n'a pu le rendre mauvais.
Qui considerera la yie d'un seul homae y trouvera toute l'histoire du genre humain, que la 
science et 1'experience n'ont pu rendre bon. (Vauvenargues, Hx.156.)

142 Faut-il que j'derive en vers pour me Sparer des autres homaes? &ie la charite prononce!
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143 Le prdtexte de ceux qui font le bonheur des autres est qu'ils veulent leur bien.
Le prdtexte ordinaire de ceux qui font le malheur des autres est qu'ils veulent leur bien.

(Vauvenargues, tlx. 160.)

144 La gdndrositd jouit des fdlicitds d'autrui, comme si elle en dtait responsable.
La gdndrositd souffre des aaux d'autrui, comse si elle en dtait responsable. (Vauvenargues, 
Mx.173.)

145 L'ordre domine dans le genre humain. La raison, la vertu n'y sont pas les plus fortes.
Si l'ordre doaine dans le genre humain, c'est une preuve que la raison et la vertu y sont les 
plus fortes. (Vauvenargues, tlx. 193.)

14b Les princes font peu d'ingrats. Ils donnent tout ce qu'ils peuvent.
Les princes font beaucoup d'ingrats parce qu'ils ne donnent pas tout ce qu'ils peuvent.

(Vauvenargues, ftc-177.)

147 On peut aimer de tout son coeur ceux en qui on reconnatt de grands ddfauts. 11 y aurait de 
1'impertinence A croire que 1'imperfection a seule le droit de nous plaire. Nos faiblesses nous 
attachent les uns aux autres autant que pourrait le faire ce qui n'est pas la vertu.

On peut aimer de tout son coeur ceux en qui on reconnatt de grands ddfauts. II y aurait de 
1'impertinence & croire que la perfection a seule le droit de nous plaire. Nos faiblesses 
nous attachent quelquefois les uns aux autres autant que pourrait le faire la vertu.

(Vauvenargues, Hx.176.)

148 Si nos amis nous rendent des services, nous pensons qu'A titre d'amis ils  nous les doivent. Nous 
ne pensons pas du tout qu'ils nous doivent leur inimitid.

Si nos amis nous rendent des services, nous pensons qu'A titre d'amis ils nous les doivent, 
et nous ne pensons pas du tout qu'ils ne nous doivent pas lew amitid.

(Vauvenargues, tlx. 179.)

149 Celui qui serait nd pour commander, commanderait jusque sur le trdne.
Celui qui serait ne pour obdir, obdirait jusque sur le trdne. (Vauvenargues, Mx.182.)

150 Lorsque les devoirs nous ont dpuisds, nous croyons avoir dpuisd les devoirs. Nous disons que 
tout peut remplir le coeur de l'hoame.

Lorsque les plaisirs nous exit dpuisds, nous croyons avoir dpuisd les plaisirs; et nous disons 
que rien ne peut remplir le coeur de l'hoame. (Vauvenargues, Kx.195.)

151 Tout vit par 1'action. De Id, communication des dtres, harmonie de l'univers. Cette loi si 
fdconde de la nature, nous trouvons que c'est un vice dans l'hoame. II est obligd d'y obdir. Ne 
pouvant subsister dans le repos, nous conduons qu'il est & sa place.

Le feu, l'a ir, l'esprit, la lumidre, tout vit par 1'action. De Id la communication et 
1'alliance de tous les dtres; de Id l'unitd et 1'harmonie dans l'univers. Cependant, cette 
loi de la nature si fdconde, nous trouvons que c'est un vice dans l'hoame; et parce qu'il est 
obligd d'y obdir, ne pouvant subsister dans le repos, nous conduons qu'il est hors de sa 
place. (Vauvenargues, Mx.198.)

152 On sait ce que sont le soleil, les cieux. Nous avons le secret de leurs mouvements. Dans la main 
d'Elohim, instrument aveugle, ressort insensible, le aonde attire nos hoomages. Les revolutions des 
empires, les faces des temps, les nations, les conqudrants de la science, cela vient d'un atome qui 
rampe, ne dure qu'un jour, ddtruit le spectacle de l'univers dans tous les Ages.

0 soleil! 6 cieux! Qu'dtes vous? Nous avons surpris le secret et l'ordre de vos mouveoents. 
Dans la main de l'Etre des dtres, instruments aveugles et ressorts peut-dtre insensibles, le 
monde sur qui vous rdgnez mdriterait-il nos hoomages. Les rdvolutions des empires, la diverse 
face des temps, les nations qui ont domind et les homaes qui ont fait la destinde de ces 
nations mdmes, les principales opinions et les coutumes qui ont partagd la crdance des 
peoples dans la religion, les arts, la oorale et les sciences, tout cela, que peut-il
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paraftre? Un atoae presque invisible, qu'on appelle l'homae, qui rampe sur la face de la 
terre et qui ne dure qu'un jour, eabrasse en quelque sorte d'un coup d'oeil le spectacle de 
l'univers dans tous les figes. (Vauvenargues, Hx.202.)

153 II y a plus de v£rit£s que d 'erreurs, plus de bonnes quality que de oauvaises, plus de plaisirs 
que de peines. Nous aiaons k contrfiler le caractfire. Nous nous dlevons au-dessus de notre espfice. 
Nous nous enrichissons de la consideration dont nous la comblfiaes. Nous croyons ne pas pouvoir 
sAparer notre intent de celui de 1'humanity, ne pas a£dire du genre sans nous coomettre nous-mfioes. 
Cette vanite ridicule a rempli les livres d'hyanes en faveur de la nature. L'homae est en disgrace 
chez ceux qui pensent. C'est k qui le chargera de ooins de vices. Quand ne fut-il pas sur le point 
de se relever, de se faire restituer ses vertus?

II y a peut-fitre autant de v£rit6s parai les homes que d'erreurs, autant de bonnes qualit&s 
que de aauvaises, autant de plaisirs que de peines: aais nous aiaons k contrfiler la nature 
huoaine, pour essayer de nous filever au-dessus de notre espfice, et pour nous enrichir de la 
consideration dont nous tfichons de la dfipouiller. Nous somaes si prAsoaptueux que nous 
croyons pouvoir sfiparer notre inter fit personnel de celui de 1'humanitfi et mfidire du genre 
huoain sans nous compromettre. Cette vanitfi ridicule a rempli les livres des philosophes 
d'invectives contre la nature. L'homae est aaintenant en disgrfice chez tous ceux qui pensent, 
et c'est k qui le chargera de plus de vices. Mais peut-fitre est-il sur le point de se relever 
et de se faire restituer toutes ses vertus, car la philosophie a ses modes comae les habits, 
la ousique et 1'architecture, etc. (Vauvenargues, Nx.219.)

154 Rien n'est dit. L'on vient trop tfit depuis plus de sept aille ans qu'il y a des homaes. Sur ce 
qui concerne les moeurs, comae sur le reste, le ooins bon est enlevfi. Nous avons 1'avantage de 
travailler aprfis les anciens, les habiles d'entre les modernes.

Tout est dit: et l'on vient trop tard depuis plus de sept mille ans qu'il y a des homaes, et 
qui pensent. Sur ce qui concerne les moeurs, le plus beau et le aeilleur est enlevfi: l'on ne 
fait que glaner aprfis les anciens et les habiles d'entre les aodernes.

(La Bruyfire, Des Ouvrages de l ‘e sp ritr in Les Caractkres, I . i . )

155 Nous somaes susceptibles d'amitifi, de justice, de cospassion, de raison. 0 mes aais! qu'est-ce 
done que 1'absence de vertu?

Nous soomes susceptibles d'aaitifi, de justice, d'humanitfi, de coapassion et de raison. 0 oes 
aais! qu'est-ce done que la vertu? (Vauvenargues, Mx.298.)

156 Tant que ces amis ne aourront pas, je ne parlerai pas de la mort.

157 tous sommes consternfis de nos rechutes, de voir que nos malheur5 ont pu nous corriger de nos 
dfifauts.

Nous 5omaes consternfis de nos rechutes et de voir que nos aalheurs afiaes n'ont pu nous 
corriger de nos dfifauts. (Vauvenargues, Hx.247.)

158 Chi ne peut juger de la beautfi de la mort que par celle de la vie.
On ne peut juger de la vie par une plus fausse rfigle que la mort. (Vauvenargues, Hx.140.)

159 Les trois points terminateurs me font hausser les fipaules de piti6. A-t-on besoin de cela pour
prouver que l'on est un hoame d'esprit, c'est-6-dire un iabdeile? Comae si la dartA ne valait pas
le vague, k propos de points!

AVIS

Cette publication peraanente n'a pas de prix. Chaque souscripteur se fixe k lui-mfiae sa 
souscription. II ne donne, du reste, que ce qu'il veut.

Les personnes qui recevront les deux preaifires livraisons sont pri&es de ne pas les refuser, sous 
quelque pretexts que ce soit.



APPENDIX Bs LETTERS

1/ (to an unknown c r itic )

Paris, le  9 noveobre 1868.

Monsieur,

Auriez-vous la bontfi de faire la critique de cette brochure dans votre esticable journal. 
Pour des circonstances indfipendantes de oa volontfi, elle n'avait pu parattre au aois d'aodt. Elle 
parait aaintenant k la Librairie du Petit Journal, et au passage Europfien chez Neil et Bloch. Je 
dois publier le 2* chant k la fin de ce oois-ci chez Lacroix.

Agrfiez, Monsieur, oes salutations eapressfies.

L'AUTEUR.

2/ (to VICTOR HUGO)

Paris, 10 novembre 1868.

Monsieur,

Je vous envoie 2 exemplaires d'une brochure qui, pour des circonstances indfipendantes de ca 
volontfi, n'avait pas pu parattre au aois d'aodt. Elle paratt saintenant chez deux libraires du 
boulevard, et je me suis dficidfi k fierire k une vingtaine de critiques, pour qu'ils en fassent la 
critique. Cependant au aois d'aodt un journal, La Jeunesse, en avait parlfi! J'ai vu hhier k la poste 
un gamin qui tenait l'Avenir National entre ses aains avec votre adresse et alors j'a i rfisolu de 
vous ficrire. II y a 3 seoaines que j'ai remis le 2W chant k M. Lacroix pour qu'il l'inpriie avec le 
1"". Je l'ai prfiffirfi aux autres, parce que j'ai vu votre buste dans sa librairie, et que je savais 
que c'fitait votre libraire. Mais jusqu'ici i l  n'a pas eu le tecps de voir non manuscrit, parce qu'il 
fitait trfis occupfi, ce d it-il; et si vous vouliez c'ficrire une lettre, je suis bien sdr qu'en le lui 
montrant, i l  se rendrait plus prompt et qu'il lira it le plus tfit possible les deux chants pour les 
faire ioprioer. Depuis dix ans je nourris l'envie d'aller vous voir, aais je n'ai pas le sou.

II y a trois fautes d'ispricerie; les voici:

page 7 ligne 10: Au lieu de s i ce n'est ces farces i l  faut si ce n'est ses

pag. 16 1. 12. Hais 1 'h oa te  l u i  e s t plus redo utab le , i l  faut aais 1'Q cian

p.28 l'antfipfinultioe. Au lieu de i l  est brave i l  faut i l  e s t beau.

Voici mon adresse:

M. Isidore Ducasse

rue Notre-Daroe des Victoires

23 Kdtel: k r u n io n  des nations

Vous ne sauriez croire combien vous rendriez un fitre hucain heureux, si vous m'fieriviez quelques 
cots. Me proaettez-vous en outre un exemplaire de chacun des ouvrages que vous allez faire parattre 
au inois de janvier? Et oaintenant, parvenu k la fin de ma lettre, je regarde ion audace avec plus de 
sang-froid, et je frficis de vous avoir fierit, moi qui ne suis encore rien dans ce sificle, tandis que 
vous, vous fites le Tout.

Isidore Ducasse
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3/ (to the banker DARASSE)

22 aai 1869.

Monsieur,

C'est hier mAme que j'ai regu votre lettre datAe du 21 cai; c'Atait la vAtre. Eh bien, 
sachez que je ne puis pas malheur euseasent laisser passer ainsi 1'occasion de vous expriaer *es 
excuses. Voici pourquoi: parce que, si vous m'aviez annoncA 1'autre jour, dans 1'ignorance de ce qui 
peut arrive- de fAcheux aux circonstances oil ca personne est places, que les fonds s'Apuisaient, je 
n'aurais eu garde d'y toucher; aais certainement j'aurais AprouvA autant de joie A ne pas vous 
Acrire ces trois lettres que vous en auriez AprouvA vous-aAme k ne pas les lire. Vous avez ais en 
vigueur le deplorable systAme de affiance prescrit vagueaent par la bizarrerie de aon pAre; aais 
vous avez devinA que mon aal de tAte ne a'empAche pas de considArer avec attention la difficile  
situation ob vous a place jusqu'ici une -feuille de papier k lettre venue de l'A&erique du Sud, dont 
le principal dAfaut etait le aanque de clarte; car je ne sets pas en ligne de coapte la aalsonnance 
de certaines observations aeiancoliques qu'on pardonne aiseaent k un vieillard, et qui a'ont paru, k 
la premiere lecture, avoir eu l'a ir de vous iaposer, k l'avenir, peut-Atre, la necessite de sortir 
de votre rdle strict de banquier, vis-A-vis d'un consieur qui vient habiter la capitale...

.. .  Pardon, monsieur, j'ai une priere k vous faire: si con pere vous envoyait d'autres 
fonds avant le ler septecbre, epoque k laquelle non corps fera une apparition devant la porte de 
votre banque, vous aurez la bonte de me le faire savoir? Au reste, je suis chez aoi k toute heure du 
jour; aais vous n'auriez qu'A a'Acrire un cot, et i l  est probable qu'alors je le recevrai presque 
aussitbt que la demoiselle qui tire le cordon, ou bien avant, si je ae rencontre sur le vestibule...

...Et tout cela, je le rApAte, pour une bagatelle insignifiante de formality Presenter dix 
ongles secs au lieu de cinq, la belle affaire: aprAs avoir rAflAchi beaucoup, je confesse qu'elle 
n'a paru remplie d'une notable quantity d'iaportance nulle...

4/ (to POULET-MALASSIS3)

Paris, 23 octobre (1869).

- Laissez-moi d'abord vous expliquer ca situation. J'ai chants le aal, comae ont fait HisgkiAwickz, 
Byron, Milton, Southey, A. de Musset, Baudelaire, etc. Naturellenent, j'a i un peu exagArA le 
diapason pour faire du nouveau dans le sens de cette littArature subliae qui ne chante le dAsespoir 
que pour oppriner le lecteur, et lui faire dAsirer le bien comae remAde. Ainsi done, c'est toujours 
le bien qu'on chante en soaae, seuleaent par une mAthode plus philosophique et coins naive que 
l'ancienne Acole, dont Victor Hugo et quelques autres sont les seuls reprAsentants qui soient encore 
vivants. Vendez, je ne vous en eapAche pas: que faut-il que je fasse pour cela? Faites vos 
conditions. Ce que je voudrais, c'est que le service de la critique soit fait aux principaux 
lundistes. Eux seuls jugeront en ler et dernier ressort le commencement d'une publication qui ne 
verra sa fin Avideament que plus tard, lorsque j'aurais vu la Bienne. Ainsi done, la aorale de la 
fin n'est pas encore faite. Et cependant i l  y a dAjk une iomense douleur A chaque page. Est-ce le 
aal, cela? Non, certes. Je vous en serai reconnaissant parce que si la critique en disait du bien, 
je pourrais dans les Aditions suivantes retrancher quelques piAces trop puissantes. Ainsi done, ce 
que je dAsire avant tout, c'est Atre jugA par la critique, et, une fois connu, ga ira tout seul. 
T.A.V.

I. Ducasse, rue du Faubourg Montmartre, no 32
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5/ (to POULET-MALASSIS)

Paris, 27 octobre (1869).

- J'ai parl6 k Lacroix conform&aent k vos instructions. II vous 6crira n£cessairement. Elies sont 
acceptfes, vos propositions: le Cue je vous fasse vendeur pour moi, le Quarante pour X et le 13e ex. 
Puisque les circonstances ont rendu l'ouvrage digne jusqu'A un certain point de figurer 
avantageuseoent dans votre catalogue, je crois qu'il peut se vendre en peu plus cher, je n'y vois 
pas d'inconvenient. Au reste, de ce c6te-U, les esprits seront «ieux preparer qu'en France pour 
savourer cette poesie de revolte. Ernest Naville (correspondant de l'lnstitut de France) a fait 
l'annee derniere, en citant les philosophes et les poetes saudits, des conferences sur Le probl&ne 
du eal. k Geneve et k Lausanne, qui ont dA sarquer leur trace dans les esprits par un courant 
insensible qui va de plus en plus s'eiargissant. II les a ensuite reunies en un volume. Je lui 
enverrai un exeoplaire. Dans les Editions suivantes, i l  pourra par ler de moi, car je reprends avec 
plus de vigueur que mes predecesseurs cette these etrange, et son livre, qui a paru a Paris, chez 
Cherbuliez le libraire, correspondant de la Suisse Romande et de la Belgique, et k Geneve, dans la 
ft£$e librairie, me fera connattre indirectement en France. C'est une affaire du temps. Quand vous 
m'enverrez les execplaires, vous *'en ferez parvenir 20, ils suffiront.

T.A.V.

6/ (to POULET-MALASSIS)

Paris, 21 F6vrier 1870

Monsieur,

Auriez-vous la bonte de m'envoyer Le supplement aux poesies de Baudelaire. Je vous envoie ci-indus 
2F, le prix, en timbres de la poste. Pourvu que ce soit le plus tdt possible, parce que j'en aurais 
besoin pour un ouvrage dont je parle plus bas.

J'ai l'honneur etc

I. Ducasse 

Faubourg-Montaartre, 

32

Lacroix a-t-il c&te 1'Edition ou qu'en a-t-il fait? Ou, l'avez-vous refuses? II ne m'en a rien dit. 
Je ne l'a i pas vu depuis lors. -  Vous savez, j'a i reni& non pass£. Je ne chante plus que l'espoir; 
sais, pour cela, i l  faut d'abord attaquer le doute de ce si&le (mdancolies, tristesses, douleurs, 
dfrsespoirs, hennissements lugubres, m6chancet§s artificielles, orgueils pupils, maledictions 
classes etc etc). Dans un ouvrage que je porterai k Lacroix aux lers jours de Mars, je prends k
part les plus belles po&sies de Lamartine, de Victor Hugo, D'Alfred de Musset, de Byron et de
Baudelaire, et je les corrige dans le sens de l'espoir; j'indique comment il  aurait fallu faire. J'y
corrige en s&me temps 6 pieces des plus mauvaises de eon sacr& bouquin.
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7/ (to DARASSE)

Paris, 12 Mars 1870

Monsieur,

Laissez-aoi reprendre d'un peu haut. J'ai fait publier un ouvrage de poesies chez M. Lacroix 
(B. Montoartre, 15). Mais, une fois qu'il fut iapriaA, i l  a refusA de le faire parattre, parce que 
la vie y Atait peinte sous des couleurs trop aaAres, et qu'il craignait le procureur-gAnAral.
C'Atait quelque chose dans le genre du Manfred de Byron et du Konrad de Misgkiewicz, aais, 
cependant, bien plus terrible. L'Adition avait cofltA 1200F, dont j'avais dAjA fourni 400F. Mais, le 
tout est tonbA dans l'eau. Cela ae fit  ouvrir les yeux. Je se disais que puisque la poAsie du doute 
(des volumes d'aujourd'hui i l  ne restera pas 150 pages) en arrive ainsi A un tel point de dAsespoir 
aorne, et de oAchancetA thAorique, par consAquent, c'est qu'elle est radicalement fausse; par cette 
raison qu'on v discute les principes. et ou'il ne faut oas les discuter; c'est plus qu'injuste. Les 
gAaissements poAtiques de ce siAcle ne sont que des sophisaes hideux. Chanter 1'ennui, les douleurs, 
les tristesses, les oAlancolies, la mort, l'aabre, le sombre, etc, c'est ne vouloir, A toute force, 
regarder que le puAril revers des choses. Laoartine, Hugo, Musset se sont lAtaaorphosAs
volontairecent en fecselettes. Ce sont les 6randes-TAtes-Molles de notre Apoque. Toujours
pleurnicher! VoilA pourquoi j'ai complAteraent changA de cAthode, pour ne chanter exdusivement que
l'espoir. 1'espArance. le caloe. le bonheur. le devoir. Et c'est ainsi que je renoue avec les 
Corneille et les Racine la chatne du bon-sens et du sang-froid, brusqueaent interroapue depuis les 
poseurs Voltaire et Jean-Jacques Rousseau. Mem volume ne sera terainA que dans 4 ou 5 aois. Mais, en 
attendant, je voudrais envoyer A non pAre la prAface, qui contiendra 60 pages; chez Al. Lemerre. 
C'est ainsi qu'il verra que je travaille, et qu'il n'enverra la soame totale du volume A imprinter 
plus tard.

Je viens, Monsieur, vous demander, si aon pAre vous a dit que vous ae dAlivrassiez de 
1 'argent, en dehors de la pension, depuis les cois de novecbre et dAceobre. Et, en ce cas, i l  aurait 
fallu 200F., pour 1'impression de la prAface, que je pourrais envoyer, ainsi, le 22, A MontividAo. 
S'il n'avait rien dit, auriez-vous la bontA de ae l'Acrire?

J'ai l'honneur de vous saluer.

I. Ducasse, 

15, rue Vivienne.
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APPENDIX C: APOCRYPHA

CHOSES TROUVEES VANS UN PUPlTREi4

7 novenire 1866.

Etre possede par une idee -fixe: connaissez-vous ce touraent?

Non, votre esprit est trop calme, votre sens trop froid et rassis, vous ne soupgonnez pas 
cette torture. Eh bien, j'a i dix-huit ans, l'dae ardente, vierge de toute jouissance excessive, le 
corps surabondant de vie et tout nerf; une idee fixe me dosine: Etre libre.

Voile eon aaftre, non tyran, son bourreau qui chaque jour ne g&henne et ne tenaille sans 
janais lecher prise. Je suis dans sa aain, sous son fouet. 11 ne faut vivre, agir et penser coane 
lui.

Toute comparaison, toute a&taphore est trop faible pour rendre sensible non supplice.

C'est une chatne trop courte qui ne rive k un poteau; c'est un etroit cachot dans lequel je 
tourne sans cesse en ce heurtant aux nurs.

Plus encore: c'est la pieuvre du ronancier qui se saisit, ne tient, ne serre dans ses 
hideux enbrassenents. Nous ne faisons plus qu'un: elle ne boit, ■'aspire, s'assinile nan etre. Je ne 
suis plus noi, je suis elle. L'honne est transforme; toutes ses faculty sont absorb£es dans le 
desir, ce n'est plus qu'une passion servie par la volonte.

Oh! un tout petit peu de liberty

J'ai fain, donnez-noi la pdture! une heure par jour, qu'est-ce que cela? Ne craignez rien, 
je n'en ferai pas plus pour etre libre, nais, durant une heure, je ne dirai: 'Tu peux aller oii tu 
veux; faire k ta fantaisie le bien, le nal, librenent, sans contrdle', et je serai content.

Janvier 1867.

Vieillards caducs qui d'une voix cass£e 
Venez nous dire: 'Ah! que j'a i de regrets!'
Pourquoi mentir? ce n'est pas le lyc6e 

Que vous pleurez?
Ce ne sont point et les tristes journtes 
Le lattre dur et le son du tambour;
C'est la jeunesse aux brillantes ann&es 
C'est votre coeur k quinze ans plein d'amour!

1868.

J'etais jeune, et j'avais des asours profondes, et non coeur debordait d'enthousiasne!

Et je se suis s£16 k la foule, j'ai fraye avec nes senblables, disant tout haut sa 
pensge!

Et ils se regardaient d'un air hebete, sans conprendre.

Et je ne suis retire d'eux, et ils n'ont dit: Orgueilleux!

Et, par Bosent, dans ma solitude, ses asours, ses enthousiasnes concentres se 
r^pandaient en dehors en odes, en discours; et ses camarades riaient et ae montraient du 
doigt comae un fou.

Alors j'a i souffert, j'a i doute, j'ai maudit, et nul ne m'a cru sincere.

Ce coeur, naguere si plein de force et d'amour s'est coame aneanti.
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ANNOTATIONS OF ERf£ST NAVILLE (page ISO of 1863 edition of Le Probl&oe du aal)3:

NAVILLE:

Qui estioez-vous plus libre, par exeople, ce jeune aarchand qui, en ouvrant pour la 
preai&re fois son aagasin, se deoande s'il essaiera de trooper ses pratiques, ou s 'il 
veut faire un cosanerce honndte, et qui a, dans cette hesitation afrse, le t&noignage et 
la conscience de sa liberty, ou ce i&ae aarchand blanchi par un travail honorable, 
enchafn£ par l'acte r£it£r£ de sa volute & la loi de l'honneur, et qui, se sentant 
dteoroais coaae incapable de trouper, s'est fait, par l'eaploi otae de son libre 
arbitre, le serviteur de la probitg? Qui estioez-vous plus libre, ce jeune hoaae qui 
se denande s 'il veut aentir, et qui sent sa liberty dans son hesitation atoe, dans ce 
choix possible entre son devoir et quelque basse tentation, ou ce afeate jeune hoaae 
qui, par la pratique assidue des lois de la v£rit£, est devenu l'esclave volontaire de 
sa parole? Nous estiaons libre. dans le plus haut sens du aot. celui qui est affranchi 
dujnal.

DUCASSE:

Et ceux qui esportent la caisse? apr̂ s 30 ans de travail. L'habitude n'est pas une loi 
absolue; ce serait au bout d'un certain teaps la negation, la perte lOoe de la 
liberty.

+ N'6crivez pas cette phrase, puisqu'il n'y a que Dieu qui soit affranchi du aal. Et 
encore!

*  *  *
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NOTES TO APPENDICES A, B & C:

1. The text of Poisies 1 & I I  is  reproduced from the 1970 Juin facsimile re-print of the 
first editions.

2. Pre-texts from Vauvenargues and La Rochefoucauld are taken from the 1867 Garnier 
edition containing the works of both. Those from Pascal are in the 1866 Dubuisson & Marpon 
re-print of the Condorcet edition. Other sources are indicated in text.

3. The consensus is that letters 4, 5 and 6 were addressed to Verboeckhoven, the co­
director, with Lacroix, of the house that published, or rather failed to publish, the 
Chants de H aldoror. Verboeckhoven is then supposed to have passed them to Poulet-Nalassis, 
in whose copy of the Chants de Haldoror the letters were found. I prefer to agree with 
Daniel A. de Graaf (Approxinations sur Lau trtanon t, 196?) who argues that the addressee is 
obviously Poulet-Nalassis himself. Letter 5 seems to me conclusive on this point, alluding 
as it  does to the peculiar circumstances under which the Chants figured 'avantageuseeent' 
in Poulet-Nalassis' catalogue of books banned in France.

4. Some of the apocrypha assembled by Curt Huller in his Docutents in id i t s  sur le  Conte de 
Lautrian ont e t son oeuvre are extremely doubtful, but these texts, published in the 
journal La Jeunesse (no. 16, 12.12.1868), are more promising (see Caradec, L a u trian o n t, 
pp.134-137).

5. Reproduced from the photograph in the 1938 G.L.M. edition of the Oeuvres c o n p lite s .
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