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ABSTRACT?

o

- ¥ - .
Since the publication of Mobile in 2962, Miched”BwWtor
‘ « . : .

has been associated with books which depart sh.:-ply from
what readers have long regarded as’the norm. This has

frequently produced an adverse reaction from public and\

critics alike, and as with new devélopments in art gener-

¢

. -
ally, the classics are invoked as a screen against these

innovations which secem to threaten accepted values.
, 4 ,

i

[y

.

L A . co . " ‘ .
Ironically, 'in Butoxr's case, it is his own earlier

work which is put to this use, and the effect is doubly

deleterious. !t obscures the profound originality of the

A . ) 4 “
first suite of four novels and by setting up a rigid bound-
ary between them and what followed, it denies the organic

. /7 .

: /
nature of Butor's oeuvre. The achievement/which his first

) {

books represent is therefore either exaggerated for the
wrong reasons, or else underplayed in favour:of his latest
experiments.

It is the aim of this study4to right the balance and

to provide an overview of Butor's work as a whole, follow—%

ing the example of his own criticism (which has always

1maintained the equilibrium between the great works of the

past and the innovations of our contemporaries) , showing
in the process that the later works teach us how to read’

their predeéessors, and vice versa; that all his‘books from

=

iv



Passage da Milan onWardF arc highly original works of
art, and_that the innovativehtechnidue which has disf
tinguished him as a writer from the beginning, is the
necessary expression of an underlying métaphysiqud

which informs his entire work.

The writing of Michel Butor Lestifies not only to
a highly deVeloped éesthetic sense but to. an outstéﬁd—
ingly sincere and COurégeous effort to come to g;ips with
the complexity of life din the twentieth century and to

give expression to the spirit of our age.

L) B
)

.,“ -
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The Novel and Novelty



The good cended happily and the bad’uhpdppkfx‘u hat
is what fiction means. , rgf

\‘< | ';,\"kgz_"_

r

The "new novel" is no longef\new. Jndeed it igs

'

startling to reflect that some. of its carlier manifesta-
tions w;ll sodn be twenty years old; a fact thch lecads
to the pa;adoxical conclusion that while to be newvis
necessarily an-cphemeral state, to be a "new novel" is a
relatiVéiy enduring.one. But what precisely do we mean
by the term "new novel"? It'haé been variously suggested
T

that it is in fact neither new, nor a novel nor a "new

novel”.

For example, it has been praposed ihat'every'novelist
of quality, in whatever age he‘;ived, hasbproduced‘a "new

novel" - Flaubert in 1857, Proust in 1910 - implying that

La Modification or La Jalousieyconstitute"no more radical a

break with tradition than did Xadame Bovary or Du coté de
Cheé Swann. fhis argument seéks to undermine the notion
that the "ne& novei" is a phenomenon peculiar to the
twentieth century and carries thg further suggestion‘that
it is only new in the measure that all true Qorks of art

are new.' On the other hand the collectivity implied by

the term "new novel" has been denied by many of its alleged

practitioners, who dispute the existence of an FEcole de

Minuit; Ecole du regard or any other - Robbe-Grillet being

>



A\

the most vociferous spokesman on this issue.

Yet if we take three contemporary writers who have,
expounded their views-on the novel ét some length - Butor,
Sarraute and gobbe—Grillet ~ it will be scden that several
of those views are held in common, or are at.leést cbmplc—
mentary to each other. On tha;question of the importance
of forﬁ‘in the novél, for exémple, both Butor and Sarraute
1n515t on the obllgatlon which falls on the ;ovelist oé
'good faith to seék new forms which w1£1 be ;ompreﬁen§ive
of newly emergéd or emerging realltles.2 Oof fhe ngyelist
who neglects this duty, Butor says severely that " ... son
oeuvre en fin de compte est un poison." .(R.l, 9). For |
Sarradte,'téchniques‘which ig’the hands of a Balzac served
to "inciter le lecteur a agcéder 3 une vérité qui se con-
- quiert de haute 1utte."}3 h§ve become in the handé of His
twehtieth century imit tors a danggraus concession to the
 reader's‘laziness. She seeks to turn the tables onighose
who accuse the new novel ' of "formaiisﬁ", while oéting
for the allegedlj realistic traditioqal ngvei, by showing
that Ehe labels ought really to be reversed,,since the'

"realists" in their slavish imigétion'of established forms

‘are the real "formalists":

t . &

"Il est bien clair pourtant gque la réalité
n'est pas leur principale affaire. Mais la forme,
toujours, celle que d'autres ont inventée et dont
‘une force magnethue 1es empeche de jamals pouv01r
s'arracher."



.
1

while their failuifc to invent new forms renders them
\“incapable of writing realistically. Robbe-Grillet has,

expressed his complete agrecement withcthis judgment:
. ) ' o
"Ils, sont formalistes parce qu'ils ont
accepté une forme toute ‘faite, sclérosée, qui
‘n'est plus qu'une formule, et parce qu'ils
s'accrochent & cette carcasse sans chai

"

And he i‘n‘sts that " ... la forme est invention, et

non recette."5 That Butor shares this view is borne

i

out by his declaratiof that: : - , B

-,

/

"L'invention formelle dans-le roman,
bien loin de s'opposer au réalisme commeé
l'imagine trop souvent une critique a courte
vue est la condition sine qua non d'un -
réalisme plus poussé." (R 1, 9). ol

ey
4 \

The tec nlqueswhlch had been developed to provlde
adequate expression of the weltanschauung of the nlne—“v

teenth cenfury are manlfestly ill Zdapted to our age, in

-which pOsitiViSmgﬁﬂE been ousted by trelativism. But there

S s tmgy ‘ (
is another aspect to the situation and that is that writeg//~

f
[

and reader alike are necessarily. "en situation dans une \:
pivilieation mentale, dansAune‘littérature"qui ne peuvent
~ étre que.celles du péssé."ﬁ The norms of the paét eerveo
not only as yardstlcks for the present, they have helped

to erm it; it is made, to some extentr—in.thelr 1mage.

Thus  the flowering of the genre in the.nineteenth century

" has established the novel of that erd both as touchstone

°

-——

2
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and blueprint for the novel of today. In P\Psequonce,
. . . .

N S i . - . .
the most entrenched resistance to the innovative nqvel

' may be expected from those who afé ppecialistSvkto a

varying degree) in the novel - novelists’,  critics and
s ' ' B S

inveterate noveljreaders.

.
YQ o

The production of novelszln France is prodlgloua

.as Butor has p01nted out most people 'will have read

~

and

quantltles of them, 51gn1f1cantly not prec1sely contem—

porary novels, but more probably thOSe wrltten about

thlrty years ago. Any person who has passed through the A:'

secondary schools system w1ll have had to study certaln

writers - of former times and they will have marked hinm,

even if. they also. bored»hlm;; "Nous sommes balgnes‘dans*

..une atmosphere&romanesque. r (R 3, 7), one which is *

A

'sllghtly behind the times in whlch we llve. Butor has

expressed the problem w1th characterlstlc subtlety

.- C e

"Pour moi un des problemes fondamentaux
c'est de devenir contemporaln.v On croit étre
contemporalp de son propre temps, €t en réalité
c'est faux, on est toujours en retard sur son

propre: temps, dans la littérature en partlculler,

on a en général cent ans de retard. . Pour moi ,.
un des.problemes essentlels c'est.de réussir a

< diminuer ce retard, donc i devenlr le contem- ..

porain de mon propre temps, a devenlr le

.

IS

P contemporaln de moi- meme . , ; o

(. ",
Ay

) A , . .
_Readers are . apt t6 complaln when a 51m11ar effort is~

<+

requlred of them, and the very vlolence of thelr reactlona

'}

Awhen confronted w1th the new novel :1s an 1ndloatlon

I
PR
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that it is indeed hew._ Here one must disagree with Léon

. 5. Roudiez, whose assertion that the new novel is no more

w8

T

than "a figment of critics' imaginations is altogether

too sweeping, though it probably contains a gfain of truth.

The French literar? world knows the commercial valuéAof‘a
'succas de seandale aﬁd may well have exploited the mixture

of fncompféhensiém, indignation and enthusiasm which greceted

certain novcisudf,thé fifties. But these novels shocked

hJ
«

by their form,
. ¢ . : b
new, so'new that it was felt that the old mould might no

a fact which in itself makes them startlingly

longér contain them, hence the suggestion that the novel
as an art form is moribund. Before taking up this last

. point, the original Query - "What precisely is meant by

the térm 'new -novel'?" must be dealt with.

The following staitemer = by Butor provides‘the mo:«: 1

reasonable answer: ' -

"Historiquement 1l'expression "nouveau roman'
a ' déja un sens assez clair: il s'agit d'un
certain ‘nombre de romanciers gui sont devenus
brusguement.plus connus vers 1956. Ces romanciers,
" -fort divers, avaient évidemment des points communs,
et ce n'est pas un hasard s'ils ont été publiés
alors en grande partie par la méme maison
d'édition. ... ° -
, - -
Mais un tel rapprochement n'a nullement
permis la constitution d'une doctrine commune..."
(R 2, 300).

- The new novel, then, is not a figment of the imagination,

or more accurately, of the critics' imaginations. It does



exist and it is new, although the wrlters‘lnvolved could s
hardly be sald to form a school, in.the Sense’ that they

hold a falrly,strlctly defined body of doctrine‘i;.common;

vet they do share certain broad hut crucial concepts in

regard to‘noveleriting. It now remains to decide if the

new novel is g novel at all and if it is true that the

o

novel is dead or dying.

In order to answer’ these questlons it. becomes ‘necessary
towexamlne what we understdnd by the term "tradltlonal
novel". It is ga qulte amblguous one, although it has been
invoked freely as reprcsentlng the opposite pole to the
new novel. hIt is often taken to mean the great novels of
the'past — the "classics" of the genre - but it really
refers to the popular conception of those ‘works and of
novelg generally. And it becomes 1ncreas1ngly c%ear, inv
the llght of the debates which the new novel has generated
that the great novels of the nlneteenth century .are often
poorly understood by the ‘majority of their readers. As
Butor Has p01nted out we are now forced to look*back .on

3

these works w1th a dlfferent eye and the fact that the new

novel has thlS effect is, accordlng to him, but another

mark of itg profound newness.ﬁ "L'oeuvre actuelle nous

apprend la fécondité méconnue du passé ... La marque - ) .
méme d'une proforide nouveauté, c'est son pouvoir rétro- |

actif."_(R,3, 13).  This retroactlve power operates in two

ways. Elther thzgnew work constitutes a return to earlier



work which has been neglected, proscribed or ill- understood
(the outstandlng example would be the Renolssance) or it
«1s such a departure from tradition as to be regarded as a
threat, provoking a re—-examination of its ancestors, the
originals which were talked of but not read, obscured by
théir.too numerous imitations. Thé present discussion is

an appropriate examble of the latter development.

As a genre, the novel is more open than most to a
superficial reading, since it lends itself easily to what
Nathalie Sarraute hasicalled "les satisfactions extra-
littéraires". Sarraute claims that readers frequently
demand from the novel

"...un secours dans Jeur solltude, une descrlption

.de leur, situation, des révélations sur les

cbtés secrets de la vie des autres, des conseils

pleins de sagesse, des solutions justes aux

conflits dont ils souffrent, un elarglssement )

‘de léur expérience, 1 impression de vivre
‘d'autres vies."”7 -

(Maupassant, incidentally, has a'remarkably similar list

in his prefoce to Pierre et Jean%o) These extra—llterary
satlsfactlons are what Sartre had in mlnd when he con-
demned the bonrgeoisie for regarding"literature as con-’
sumer goods and even Erich Auerbach ‘who is more charltably
~dlSpOSGd p01nts out the escaplsm which the bourge01s

- reader of the 'last century sought to gratify by reading;
The fact that the novel could, until quite recently, and

may even yet, in many cases, be read for the story-lina

-



alone, made it the ideal vehicle for escapism - a sort
of opium of the bourgeoisie, as Auerbach has somewhat
suprisingly impliod.ll It has become fashionable to
" disapprove of the reader who wants to know what becomes
of the hero and who would have read ILa Comédicvﬂumaine in
order to follow the adventures of Rastignac or Rubempré.
‘Perhaps some of thlsarlses from llterary snobbery but
Sarraute's objectlons are made on more serlous grounds.

.” i . . |
It is her opinion that if novels are read with a view
to. prov1d1ng extra- llterary satlsfactlons, there is a danger
that the false coin passed by thlrd -rate practitioners may
dappear, to the undlscrlmlnatlng reader, ‘to have the same
value as the true gold of the great novelists. . If classics
and pulp are devoured indiscriminatelyvfor'the same puroose ‘‘‘‘‘
(which has nothing to do with llterature) may not one
category be as good or as- bad as the other? At flrst
glanoe they may appear to be 1nterchangeable, but even on
the plane. of extra—literary satisfactions the great novel
wiil triumph over the formula. Great books save the care-
less reader in spite'of himseélf by,refusind to be consumed/‘
Unlike their shadows, "ils supportent d'étre relus",_l2
‘thHus proclaiming the kernel of—reality which lies at their
center, underneath whatever outmoded intrigue. Their
authors have 51ncerely sought by all the means at'thelr
- command toégﬁbress each his 1nd1v1dual "parcelle de

 réalité"l3 ang intuitively,‘we realise that it is here,

and not in the cardboard travesty proyided by the



‘»4 "

.1y, Butor too has equated the satlsfactlons we obtain from

10

if
"foule ... distinguée qui singe un certain nombre des
caracterlsthues les plus exterleures des grands romans"l4

that our goal also lies.

This reallty goes far beyond the plot -and character
Wthh Alberto Moravia has descrlbed as the "civil register

kind", such 'as one finds in the detectlve novel, where

"Plot and character, are defined and set "in motion by .

mechanically calculated»interests and passions, rlgldly

-con51stent in themselves though startlng out from a quite

unreal conventlon, as 1n a parlour game. "15 (Interestln -
g

'
second rate novels with those provlded by the detectlve
novel or the pornographlc one ) Unfortunately, oux. Xeading

\

-

time is limited and we may waste a great deal of it on ”*\\\\
2 .

dross. That 1s Butor S great objectlon to "la formule du

roman habltuel' Second rate novels are pernicious becaése

they obscure the great works whose most superf1c1al aspects

X,

they imitate. As Mora ia has pointed out plot was never
an end in 1tself for“tne great novellsts,_but the "sum
total of 1deologlcal themes as they confllct and merge,"
The characters, though autonomous and human were ideas too
and many novels compete, not wx\h the c1v1l register but
with the philosophical treatlse or the moral .éssay. Pur-
veyors of "la formule du roman hablquel", by’ inviting us

o

to conform to a convention which in, thelr case is bankrupt

/
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(being underwrltten by no 1nd1v1dual "parcelle de reallté"
by no personal ideology), blind us to the changes which
have taken place in ourselves and in the world in which
we live, and atrophy us so that we are incapable of mov1ng

towards change.

‘Yet if the "parcelle. de réalité" as Sarraute  under~
stands it is a counter-force‘to escapism, Stlll the escapism
offered by the novel has always been 1nt1mately linked with'
verisimilitude. Indeed, to a large extent, the power‘of //7
the novel to offer escape may be measured by 1ts success.'
in impressing on the reader that all is true" Hence the
popular conceptlon of the novel will usually be found to
hinge on confused notlons of the reallsm" which is held
- to be the sine qua non-of the genre, and one of the primary
sources of the reader's satisfaction.' But this reallsT,

though a dlstIngulshlng mark of the genre, is yet only one

of its facets, as Butor has 1nd1cated:

le fait qu'il se présente comme fragment
illusoire du ~quotidien; n'en est qu'un aspect
particulier, celui qui nous permet de. l'1soler .

comme genre lltteralre." (R l 10). A '

|
The word illusoire is 1mportant 'for the novellst is
an 1llus1onlst and the most conv1nc1ngly told story 1s,

in the end, all done w1th mlrrors "J'en conclus: que les.

o
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Réalistes de talent devraient s'appeler plL tot des
mIl1u31onlstes" wrote Maupassant in 1887 ané\hls next
sentence (much admired by Henry James)»explodes the
commonly held belief that for writersfof tﬁefaineteenth
century reality was a body of truth eéxternal |to themselves
aad waiting to be "imitated". "Quel enfantillage
d'ailleurs; de"droire a la réalité puisque nous portons
chacun la n6tre dans ndétre pensée et dans nos organes." w16
.Furthermore, one ought to con31der, in what p0851b1e
_sense one may speak Qf reality in relatlon,to the novel,
itself a’figment of the”imagination.17 The terms reality
and realism are ambiguohs,.but it can be deduced.from
Butor's remark that what he has called "Cette application
du roman 3 la réalité" is a whole of which "réalisme" in
the commonly accepted though illusory sense of aéfisme iS‘
but a part. ;That_he makes a distinctien between Realism
and "réalisme" is evideﬁﬁ frem a statement he has made

elsewhere.18

Discussing how = term Realism might‘be.applied to
the new novel, he said -hat it could be used in two ways.
,Flrst, in the sense that .re n.w novel presents to us a
recognisaele image of the contemporary wqud;which is aﬁ
the same time‘sufficiently uriisual to bring us up she;t
before matters%we had hitherte¢ ignored. This realism is

< 0yt . . i
in no.vay limiting, since it includes dreams and illusions,

1

f12



whioh form a part of reality as we know it andnso;must be
described. On the other Sﬁnd one may speak of Realism in

a moral sense in_oonnection with the new novel, in so far
as the latter dispels illusions, allowing,things to be seen
and shown as‘they really are. The error underlyihg the '
popular cqaeeption of the novel is the reduction of Realism
to "réalisme" in the sense Butor attrlbutes to these terms.
The error of the producers of "la formuhado roman habituel”
has been to mistake the shadow.of'"réalisme" for the sub-
stancevoflthe "application du roman i 1la réalité." The

" result, as Butor claims, is incoherence. "Le style et les

anecdotes ne 'collent' pas; la reférence 3 la réalité ne

correspond pas a la forme du llvre nl9

The problem posed by "cette appllcatlon du romah a la
réalité" is ’not a new one. It: subtends every novel althohgh
not every novel embodles a satlsfactory solution. It has
always preoccupled nove%asts and their’ medltatlons on the
matter were oftéh publlshed ‘but separately from the novels
themselves. To be sure prefaces formed part ©of the same
physical volume as’ the novels that followed them, but the
’oplnrbns they expressed dard not normally erupt in the text
-of the novel 1tself It is 1nterest1ng that with the
devel&pment of the genre, prefaces tended to 1ncrease in
number, length and'lmportance, only,to disappear again,

and sufely one of the causes of their disappearance was

-



that the reflections which they had contained Beéan to
make their appearance within the fabgic of the novel
itself. Gide's Les Faux—MOnnayeurszO is a case in point,
a book which must be regarded as an important milestone
'in the dévelopment of the modern French novel, not only
because of its fotp but‘becaus; it cohtéins within it
crifiéal reflections on that form and because these re-
flectidns aﬂticipaﬁe much that the new novelists were

\

later to express.



"'Ne craignez-vous pas, en quittant la réalité, de
vous égarer dans des régions mortellement ahstraites,
et de faire un roman, non d'8tres vivants, mais d'idées?"
demanda Sophroniska craintivement." )

Gide, Les Faux-Monnayeurs

s

\

A

Using the novelist~hero Edouard as his mouthpiece
e . Yoy s e S e .
Gide claims that it is out of timidity (being free of such
canonical laws as dominate tragedy for example) that the .

novel "s'est cramponné a' la réalité"” and that it will never
, o o ‘ ‘ >
establish itself as a great art form except by that '

21

"volontaire écartement de la vie" (already present in

the tragedy) which the development of stYie implies,. and

which, while disassociatirig- its@lf from the appearance,of ‘

v

reality, reveals the more clearly,what Jacques Maritain

has called "the'tranlsapparent_reality"22 which is the true

object of c¢reative intuitjon. As G. W. Ireland has demon-

23 . :

strated, Gide does not believe (any more than did

.

Maupassant) in the existence of an objective\Egality whose
‘perception is common to n11 observers and which exists

indepéndently of them. 'IE is one of the achievements of

Les Faux-Monnayeurs that it is the reader- alone who may

're—establish theAreality ofievénts”which for each character

24

are "légeérement déformés" since it is he alone who enjoys

-.

auVariety of perspectives. The omniscient narrator is

replaced by the omniscient :eader;
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The entire chapter called "Edouard expose ses idées

sur le roman" is of capital importance to the student of

the novel in France;‘homeyer the discussion here will be
confined to Edouard's theories on the relatlonshlp between !
the novel and reallty. He rejects outrlght the suggestion
that- the novel should compete w1th the civil register,

crylng "L'état c est_m01, l'artiste!" (Les Faux-~
Monnayeurs, 231). He criticises‘the."tranche de vie" of

the naturalists on the'grounds that they were unable or
unwilling to cut it in any dlreqtlon but lengthwise, in

time. He hlmself w1shes to make hls novel all embrac1ng -
"Je voudrals tout vy falre entrer, dans ce roman.' (P. 232);' \
and the effort to styllse thlS wealth of materlal will be
the matter of his book "Ce que Je veux, c'est de présenter
d'une part la reallte, présenter d'autre part cet effort

pour la styliser ... "(P 232). (One is strongly remlnded
‘here of at least tWO of Butor s novels,. L'Emploi du,temps .
and Degrés.) The means by‘Which Edouardvproposes to do

this - presenting in his novel.a novellst at grips w1th

reality - has also been employed by Alberto Morav1a, whose_

1deas on the novel generally are very close to Gide's.
\

Morav1a declares that when people speaﬁ,of a crisis
1n the novel, they really mean a CrlSlS in the nlneteenth
: century novel, and he claims that it was the attampt of

the nineteenth century novelﬂto "faire_concurren:e 3 1'état




civil" .that was its undoing. He has pointed ouyt, as~Gide.
foretold, that the very efficiency of the ClVll reglster,

-;) photography and Journallsm has contrlbuted to making that
» type of novel p01ntless and borlng. Like Edouard, he - '
believes that thelnovel can only develop_by means of a

flight from naturalism.'wThe "objective" representation

of reality must be left to the cinema, or at least the
pseudo—objective Yepresentation; which from the point of

view of the consumer comes to the same thing;,and-what..
Moravia calls the- essay—type novel must prevail, w1th the
concomltant effect of . appeallng to a very restricted
readershlp. ThlS essay—type novel, as he descrlbes 1t "0
comprehends both a vitalistic urge to give us all reallty"
.and the essayist’ 'S attempt to order that reallty accordlng\~
to the plans of an 1deology. Surely this describes -
Edouard's projected book‘vexactly'> By 1deology, of course, °
‘Morav1a understands not a superlmposed credo,but rather : *
the wrlter S con501ousness of the themes that underly hlS . o
own work " This type of novel, he- clalms, can only arlse at
" a determlned moment in the development of the genre, that
is when "the poetlc de51gn in naturalistic representatlon :

has degenerated 1nto a mechanlsm"',z5

For the novel is -
.poetlc,and ‘the novelist's thoughtvsprlngs not from hlS ': . f
Lmlnd (like the phllosopher s) but from his . sen51b111ty. o

- Every discovery made by the segs1b111ty brlngs with it a

dlscovery in theme, though the novellst may” be unaware

-



'
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of it. For example,'the critical perspective now auailable
to us allows us tp discern the themes underlying Balzac's‘
Eimself aware of’ them’> An ‘author's aware-~

o

ness of his themes and thelr artlculatlon into an 1deology

work, but Was he

are characterlstlc of the essay—type novel as deflned by

Morav1a. Thus UZysses, A Za recherche du temps perdu, Les
3

Fauzx- Monnayeurs, the novels(of Butor,‘are alf essay-~ type N
> ~

novels. If La Comedze Humaine is not, thlS detracts in no
way from 1ts stature a5 a great novel. . Flrstly, in- 1t the

/.

poetlc de51gn in naturallstlc representatlon" is very much
alive. Furthermore 1t would be»an erxror to mlstake 1ts
réallsme" for its "application . a la réallte" which is

hlghly complex, as’ Butor has demonstrated 26 X |

| ‘;.
A
“In order to appre01hte the scope of Ba zac s endeavour,
it 1s essentlal to con51der\La Comedze Humatne as. a whole.

This was cruc1al to Balzac hlmself who felt thls aspect of‘
Zhls work  to be his 1hsp1red,1mprovement on the accompllshment
of Slr Walter Scott. From thls p01nt of v1ew, But r argues, |
we are able to”’ apprec1ate the complex 1nterplay Wthh makes
-,of La Comédie Humaan Yun moblle romanesque" even "un
Aprodlgleux exemple sur le plan romanesque" of Le szre l,

'whlch haunted,Mallarme.’ (R 1, 84) What may atlflrst

appear, in one of 1ts parts to be a linear 1ntrrbue, emerges,

,>after the readlng of related novels as the culmlnatlon of

a number of themes severally developed elsewhereu/}Butor

g
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has described how, by means of hlS use\\f Celebrated : Ag S,
'contemporarles whom he mentlons by name, and by his happy |
1nvent10n of recurrlng characters, Balzac succeeded 1n

maklng of hlS novel a contractzon of reallty. " ..: lay

relatlon de ce qu'on dit d'un _personnage, fictif dans un

L}

roman avec-ce qu'on en d1t dans les autres, étant exacte- L

[}

ment la méme que celle de ce qul est dlt d'un personnage

'réel dans L Comedze Humaine avec ce' qu on en dlt

(24 « . ) . N 4 .
~aille s,"‘ (R l 87).

-~ /

The moral: pufport of ‘realism 1s apparent too in La - ,
Comedze Humazne since by the end of . hlS labours Balzac,' e
has become more -and more dlslllu51oned with the "deux

: verltés eternelles,)la rélaglon et 1a monarchlg" which hadr" .

_at flrst lighted, hlS path. Balzac s aVOwed\ambitlon was

" ©27
to- ”forcer l'arcane de la nature" The reaZtsme he

o
-~

} .
employed 1n pursult of thls alm, the thlrd person narratlve
whlch took objectlve representatlon and bellef in the

. obje%t ﬁor granted was valld for hlm. But the reallty of 2

“today has very little 1n common with the reallty whlch
presentedlltself to Balzac and the novellst of. today who

seeks to "forcer le reel a se revéler" (R 1, 272) must )

. T, 4
1nvent forms adequate to the task. i S

o

P )

: To the questlon "Is the new novel really a novel at’
arizv, the answer then must be an emphatlc “yes For the

’real opp051tlon lles not between the new novel adﬁ the

’
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‘traditiogal novel, but between the new novel and the popu-

lar conception of the traditional novel, a misguided con-
ception which finds its justification. in the works of what
Ezra Pound has calleqjthe "diluters" and André Gide the

by

fauxlmonnayeuﬁﬁ;— the.bfdducerSﬂof "la formule du roman

habituel".

This formula may well be dead or dying, and if so it
< . /
would ‘be no great loss. Butor, at least, feels it would
be a’pqs{tivé benefit, since books of- this kind merely

mask,the great originals. But the novel as a genre is

perhaps;bnly in crisis in so far as the techniques of fic-
. ’[ N .

" tion havéﬂalWays been in crisis, that is in evolution.
- Viewed in this'ligﬁt, the new novel simply represents a

particular moment, in, France, in the development of the

-

. . ol : . 0 ‘. .
Western novel. Nonetheless, Butorfs own career, extending

‘frém the'firét four’novelsato what~critics-haVe'called
Romanésque II séems to show a gradual abandonment of the
novei form. The long{prdmised novel Les Jumeaux has
..éppargﬂtlf‘been Setbaside in«favour of. essays, poetry and

a

works such as MobiZe and Description de San Marco. He
has saia that facts aré now so readily and ;o abundantly
availab1e as to makeufictions*unneceséary,and furthermore,
that infqrmatioﬁ need nollbnger be commudicateasthrough

books. .Television, the éinema and the tape recorder all

provide éltefnatives to reading and this is not necessarily

™~

20
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a bad thing, as Ezra Pound noted, as early as'1934* "Max
Ernst's designs sené a great deal of psychologlcal novel
.writing into the dlscard The 01nema supersedes a great
deal of second ~rate narrative, and a great deal of theatre
«e. In all cases one test will be, 'could this materlal

have been more efficient in another mediumz'"?28

Yet, Ehough Butor has admitted that the novel no longer
V holds for him "la/prlmaute absolue" which it hltherto
held, he everyvhere‘affirms,the value and importance of
the book, emphasising, among other things its great. flex—
1b111ty as an object’ compared with ‘the tape recordlng, for
examplen which can neither be rlffled throungh Successfully,
nor read in reverse order. Butor s reverence for rLe Livre,
recalling Mallarmé's in 1?% 1nten51ty, persists. He has
.desc Ctaed how,_ln the earlier- stages of his career, the
novel prov1ded him with a satlsfactory compromise between
the essay and the poem (Morav1a 'S essay-type novel comes
_to mind here). There are indications that the later works
are attempts to absorb all three forms in the book without
this time allowing the novel form to dominate. On the other
hand, he may be suffering from the malalse which Mary
McCarthy has described thus: . ‘ -

"We are #11 in fllght from the novel and yet -

drawn back to it, as to some unfinished and

prablematic relatlonshlp. The novel seems  to

be dissolving into its component parts: +the

*€ssay, the travel book, reporting, on the one

hand, and the ' pure' fiction of the tale on
the other. The center will not hold. No '

o




structure (except Faulkner's) has been strong

enough to keep in suspension the diverse

lements of which the novel is made. You

can call this, if you want, a failure of the

imagination. We know. that the real world

exists, but we can no longer imagine it.29
In any event, it is significant tybt Butor':: first recourse
as a mature writer, was to the novel, a fact which.is no
doubt strongly related to his bourgeois background and
upbringing, the influence of which he has frequently

asserted.

22
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"Tous les écrivains 4! origine bourge01se ont connu
la tentation de 1 1rresponsab111te

-Sartre, Situations IT

"Il me parait normal d'étre un écrivain_bourgeois
parlant sur des bourgeois."

Butor 3 Madeleine Chapsal
[ o ‘ . .
The most violent reaction to the new novel has come
from the habitual novel-readers. It is 'no accident that
these readers are largely drawn from the ranks of the
bourge0151e. That thlS should be so, was to a great extent
hlstorlcally determined by the flowerlng of the novel in
the nlneteenth century. It is useful to recall here Sartre's
treatment of the relatlons between the Bourge01s1e and
literature in the essay "Qu est—ce que la lltterature'>"30
"The 1mportance of Sartre's contrlbutlon to the theory and
‘development of the modern novel 1n France seems to have been
'
underestlmated -~ This may be due to the alleged -abandonment
of engagement by the young novellsts and in equal measure
to Sartre S own socio- pOllthal sta?ce, which has sometlmes
tended to obscure his often penetr;tlng‘crltlcal judgments.
.It 1s his contentlon that the choice of public deterr
mines to a large extent an author's ch01ce and treatment
of his subject (Conversely, a work w1ll flnd its publlc

by reason of its subject and presentatlon.) The -cause of

this lies in the elliptlcal nature of language.».People



24

who share the Same background and experlence can communi—.
cate satlsfactorlly w1th the minimum of words. This
pr1nc1ple applies to the wrlter and reader, who share a
common fund of experlence; and thelr p01nt of contact is’’
established by what Sartre calls "le truchement du livre."
"Ecriture et lecture sont les deux faces d-'ur ”méme fait fr
d'histoire", (P;.llQ) he .continues, and-in\the‘cQurSe'of

a book,dthe writerhcalls on'a whole world of ingtitutions;
_passionS»and‘conventions which he and his reader hold in
common, in order that the réader may consc1ously a sume
his world and’ thus‘achieve his own liberation. At 1east,

this is the alm of the wrlter of good falth who, free

‘himself, launches an appeal to the freedom of his reader

Accordlng to Sartre, the p031tlon of the nlneteenth
century writer was essentlally one of bad falth because\
while affectlng to despise the Bourgeoisie, he,remalned.
part of it; Works which were designedato provoke a'scandal
.were a551nllated by the bourge01s readlng public, with its
1nsat1able utllltarlanlsm, and thlS was connlved at by
wr;ters whose schoqlboylsh pleasure it was toﬁiépater le
bourgeois" " Even wrltlng the avowed purpose of which was -
to be.purposeless (L'art pour 1° art) was absorbed anyway,
as a dzverttssoment The complicity between the artlst and

public in the nlneteenth century was founded on the fact

that the writer both knew and did not wish to know the.
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public for whom he:was writing. Instead of assuming his
pubiic, the writer emphasised his solitude.and claimed

" that he was writ&ng only for himself or for Cod.i,But
however carefully he bllnkered hlmself from hlS readers
he could not escape thelr 1n51dlous 1nfluence and it was

by his technlque that he betrayed himself, Sartre clalms.

"Mals sa technlque le trahlt, parce qu'il
e la surveille pas avec le méme zéle, elle
exprime un choix Plus profond et plus vrai,
une obscure metaphy51que, une relatlon authenthue
avec la société contempordine." (P. 177).

B That is td‘éay that in portraying an ordered ‘and’ hier-
‘archical world where he himself acted as God and where the
'domlnatlng motive was’ self—lnterest, the novellst betrayed
his unconsc1ous acceptance of the bourge01s world-view.
Robbe-Grillet . has descrlbed the 51tuafion in terms that
.echo Sartre almost word for word: o

"Tous les éléments technlques du récit ...
tout visait 3 imposer 1° image d'un univers stable,
coherent continu, univoque, entlerement '
dechlffrable. Comme 1'intelligibilité Qu monde

n'était méme pas mise en %uestlon, reconter ne
posalt pas de probleme »3L i

Instead of renderlng the strangeness and opac1ty of -

vthe world, it was expected of the nlneteenth century wrlter-

that he-would make it more easily dlgestlble by reducing it

to a series of elementary and subjectlve 1mpre551ons., Thus,'

says Sartre, in spite of all dlsclalmers and however cynlcal

25



and emblttered the subject matter of the hovels mlght
,,have been, "L la technique romanesque du Xx1x©€ 81ecle
offre au public francals une 1ma9e rassurante de la

bourge0151e. (P l77)

\
}
)

“Sartre, then, goes further than Sarraute in his

. qondemnatlon of the nlneteenth centuryvnovel ‘since he

\ t

denies its: valldlty even for nlneteenth century readers,
v although he does grudglngly admlt that the writers of the
time d1d the best they could, even produ01ng some of .the

masterpleces of French llterature in the process., This

Asuggests that Sartre applles, or applled, a double standard

' to llterature, on the one hand polltlcal, on the other,

aesthetic. The issue of engagement which. domlnates

3

‘"Qd'est-ce que la lltterature°"and the apparent rejectlon
of thlS credo by the new novelists has provided CrlthS
w1th useful materlal for the constructlon of a watershed

between the post—war ex1stent1allst novel and the new novel
. o _

At»first_glance, it‘WOuld7seem that-the new novelists

-reject political and soc1al commltment out of hand. 'Robbe-

- -~

‘Grlllet has{done so categorlcally. But a great deal depends
here on the meaning glven the word 'engagement both by
4~Sartre and by-others. When he was wrltlng "ou' est-ce que

la lltteraturew’ln the aftermath of the war ; itvseems

- almost certaln that engagement" for hlm at' that time,’

-meant polltlcal commltment to the left and. 1mp11ed (1f

f

26



not outrlght propaganda) at least dldactlc wrltlng. In

1960, however, we find him saying to Madelelne ChapSal;

s

"Si la littérature n'est pas tout elle ne
vaut pPas une heure de peine. C'est cela que
je veux dire par "engagement" «+. 8i chaque
phrase équte ne résonne pas i.tous les
niveaux de 1°' homme et de 1a soc1ete, elle ne
signifie rien." (Chapsal 211).

g
|

In the‘course of the same interview'he citesAMallarmé as
an example of "L' artlste engagé" To this 1nterpretatlon
of engagemeﬁ;" 1t is evident that Butor . subscrlbes fully,
Just as he is awarq that the term/ is commonly misunderStoodf
Thus he condemns cette dem1351on devant son metler
propre qui se’ cache le plus souvent si mal sous 1e beau
mot d engagement" 32 -In an. 1nterv1ew glven to an Itallan
[N perlodlcal 33 Butor declares that the motives whlch 1mpel
him as an 1nd1v1dual to take a flrm leftlst polltlcal
stance, demand that as a wrlter, he llmlt hlmself to in-
| ternal research dlrected at hlS personal lived experlence.
He belleves that works of art operate‘on the age whlch
1 produces them. They cannot be gratultous. The problem
is to dlscover the dlrectlon in whlch their efflcacy tends,
and good 1ntentlons are not enough to 1nsure that the work
does  not belle the tendenc1es which are at 1ts roots

(RS

There must be crltlcal awareness. on the part of the erter.v

—He must reallse fully the dlrectlon in whlch his work tends.

Writing-has to be a very consc1ous affalr.

27



This is a long way from the explicit leftist attitude
which engagemeht.is often 'taken to mean. Seen in this
light it ie not a superéimposed value, but 51mply the .
writer's commltment to being a wrlter, always remembering
Rimbaud's challenge: "Il faut changer‘la vie". Thus, in
a sense, among Butor's most commltted acts as a wr;ter

might 'be the publlcatlon of- the Repertowre serles, the ralson

d'étre of which he descrlbed to Madeleine Chapsal as follows:

"Le probleme est de savoir ce que

c'est que la littérature. Pourqu01 les gens

écrivent? A quoi sert d'écrire? Et en.

partlculler des romans." ‘
To these questions, which reproduce almost exactly the
- chapter headings in 1’Qu est~ce que la lltteraturewy Butor.
provides his own answer:

M ... on écrit pour changer son ex1stence.

Et on ne peut changer son existence qu'en
essayant de changer celle des autres."3

Butor, however, seems to be more recon01led to hlS own
1bourge01s background than Sartre to hlS, and 1n consequence,.
he can accept a bourge01s readershlp w1th greater equanlmlty..
It seems that a certaln .amount of educatlon, moheykand |
lelsure have usually been and continue to be neceeeary to
the enjoyment of llterature, and to- that extent books are

wrltten for an ellte - a fact whlch Sartre too, now acknow—

‘ledges Although there may be some grounds for dlsapproval



of nineteenth century writing (and they would have to be-
‘ %

of a social and political rather than a literary naturej,
yet it was expressive of the society in which it flourished;
as Sartre himself hasyindicated. Furthermore, we must bear

in mind that:
/

"The frequent emphasis on the¢ contrast betweéé
'artist' and 'bourgeois' must not lead to the ’
conclus1on that nineteenth century literature
- had any other_soil to grow in than that of the
bourge0151e " ,

/
To retaip the conventions of the nineteenth century
novel in today's society is,'hOWever, another matter, and

'represents a more peruicious form of dishonesty than that

with which Sartre taxed the writers of the last century,'-

because, in Robbe-Grillet's words:

" ..la répétition systématique des formes du
passé ... en nous fermant les yeux sur
notre situatiom réelle dans le monde présent
... nous empéche, en fin de compte de
construire le monde et 1'homme de demain. 36

The novel which is "semplicione e oziosa';,?7 "la formule
du'roman habituelf inculcates laziness in its readers tod»
and is inadequate to reflect ‘the age we live in;. Thatiis
why the new novelists reject it and why, before them,
Flaubert Proust Joyce, Faulkner and Kafka were all

engaged ‘in cracking the old moulds.

29



As far back as. the fortids, Sartre saw clearly many .

of.the issues which the newlnove ists have since'confronted.‘
His essays on Mauriac and Faulhner,38 for exampie, are a
double-pronged attaok on what he regarded.as the besetting
~evils oflthe novel as it then‘stood - narration in the.
third person and in the past tense-and adherenoe to linear
progression in time. These techniques,'which are esaential—
ly explicative, Sartre sees as hetraying the nineteenth
century writer's comp11c1ty w1th the bourge0151e, since
they. are indicative of its world~v1ew. They express an
ordered soc1ety where everything has an expfanatlon and
where the cult of the man of experlence (who has seen
‘everythlng) finds an echo in the omnlsc1ent narrator.

ThlS is in keeping with his bellef that the choice of
public determines:the subject and treatment of the work

and vicenuersa. At the tlme of wrltlng "Qu est-ce que la
lltteraturew'the ideal of a 11terature for the masses seems
‘to have obsessed Sartre. Butor does not share thlS ideal’
and 1ndeed treats it with some severlty. M. blen'
souvent celui qul pretend ecrlre pour le peuple
1'enfermant dans sa dlfference, son manque de loisir et

de cu;ture, travaille en\%ait contre lui."“'(R 1, ;29) |
Hehaccepts (as Sartre himself had done by 1960), that his
éotential‘readership will be confined largely to the‘

bourgeoisie, yet he insists that the public of a bock may

not be known in advance. It does not exist until ‘the book

30
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itself calls it into being. lecleavage’in the potential
readerShip occurs, Wthh determlnes who ‘the real,publlc

will be, rather as the real audlence of a lecturer is

. -

called 1nto belng among those present, by their-response

to his words, a response of which they may not have known
themselves capable beforehand Only orlglnal ertlng

provokes this rift and sometlmes 1t ‘can only be achleved

by "s'écartant dellberemeht, expressément de telle’direcfl L
tion pourrissante," (R 1, l32)a\ Thls ls what'has‘occurred.
with the new novel. ‘ : ‘s‘

v

The cleavage of which Butor _Speaks has-~ been accompllshed
in the most obv1ggs way, by formal means. The'new'novelists,'

and Butor'outstandingly, are. preoccupled w1th formal’ exper—

<

iment. Seizing on this, some CrlthS have dlsmlssed their
. BN

work as cold and superf1c1al or have accused them. of a f‘
puerlle de31re to_"epaten le bourgeois"' Thls/is to per-
petuate the dlstlnctlon between forme and fond whlch the -
new novellsts reject and whlch Sartre rejected when he
declared in. hlS essay on Faulkner that: une ;e hnlque

Il

\\romanesque renvoie toujours i la metaphy51que du’ omancief" 397
lf technique isg not gratu1tous ornament, and if m taphyszque
may be interpreted as the develmeent of a weZtanschauung,

and if the culmlnatlon of metaphy51cal effort be "a synthetlc

statement 1n ultlmate terms, of the nature of the real, as

far as 1t is attalnable from the human standpoint", 40 then - //;/

i
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'Sartge ] comment is an apt rubrlc under Wthh to embark
.on a study of Butor. The dlscuss10n w111 not, however,
.be llmlted to "technlque PomaneSque , hence to a consider-
atlon of Butor as a novellst exclus1vely. He rs a writer
\a Sartre E drctum may justlflably be applled to literary

Aexpre351ons other .than the novel

In hlS .essay on Faulkner, Sartre goes on to say that.

A

- "la tache du crlthue est de degager celle -ci [la meta—

phy51que] avant d' appre01er celle la [la technlque] ndd’

I aecept these crltlcal obllgatlons, but ‘not necessarlly

1

thelr sequence.' The two" aCthLtleS must be carried on

AN

A

\51multaneously (as far as p0551ble) rather than consecu-j

-2

tlvely, 51nce technlque -and metaphyszque must be cont1n~

o

ually and mutually revelatory.’
_ P

S

/ The task ‘will be made both easier and more: dlfflcult
'by\the ex1stence of Butor's own cr1t1c1sm, in wh1ch many A
of his- llterary theorles are exposed.r Ea51er, 1n that some.
"-of hlS thoughts on wrlting are avallable to us, more dIffl—
cult in that the extent of hrs theorlsing argues a supremely;
consc1ous writer'who exerts a hlgh degree of control over;

| .

hlS ‘work and a. subtle 1nte111gence whose operatlons it

would be\mlstaken to over51mp11fy. ) o .
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Sttuations ITI (Paris: Galliward, 1948), pp. 55-317.

31 Robbe-Grillet, op. cit., p. 37.
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Butor, "Une autcbiographie dialectique,” in
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35 Auerbdch, op. cit., p. 504. Butor 'says substdﬁtially
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op. cit., p. 61. : : - .

-36_Robbe*Grillet,‘p. 10.

37 "Butor in Bulgaria," p. 130.

Jean-Paul Sartre, Situations I (Paris: Gallimard,
1947), "M. Frangois Mauriac et la libertéd," pp. 36-57.
"A propos de Le bruit et la fureur, la temporalité chez
Faulkner," pp. 70-80. . :

39 Situgtions,I, p. 71
In reply to the question: "Pourriez-vous parler de

votre inspiratign, de votre 'métaphysique’, Si vous acceptez

ce mot dans son sens le plus large?",. Jean Gaugeard, "Michel

Butor, Répertoire TI", lLes Lettres Frangaises, No. 1022,

26 March 1964, Butor said: .

"Je ne peux pas parler de ma métaphysique, ou de
ma philosophie. Si ‘elle n'est que la mienney
elle est sans interét. Le mot métaphysique me
semble ambigu, dangercux. IY faudrait d&finir
le sens exact du préfixe méta. Mes romans. ont



une signification physique. 'Ma technigue est v
physique. 1I1 est évident que le rapport est ' ﬁf
tellement étroit que 1l'on ne peut dissocier les

deux termes. Le,langage,transforme la situation

de 1' homme dans 1l'univers. Toute invention’

.technlque dans 1le domalne du langage est . -
métaphysique." S

.

. This svatement conveys an opinion regarding the indis~
soluble link between technique and metaphdszque which is ‘
substantlally in agreement with Sartre's. \

40 See A. S. Pringle-Pattison, "Metaphysics," in James
M. Baldw1n, chtzonary of Philosophy and Psychology (New
York: Macmlllan, 1925) pp. 72 74.

o 41 Situations I; p. 71.
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"A quoi bon? - Vaste et terrlble p01nt da' 1nterroga~
tlon qui saisit da critique au collet, deés le premler pas
qu'elle veut faire dans son premler chapltre.

Baudelaire

The distinction between creative‘and critical writing
has beenvthe subject of long and frequent discussion and 1n o
spite of the many new developments in cr1t1c1sm that have
occurred-ln recent years, the notlon per51sts that the

creative wrlter has chosen the. better part.

It is p0551b1e of course to dlstlngulsh between creatlve
wrltlng and CrlthlSm at a purely utllltarlan level, where
1no value ]udgment is 1nvolved. The tltle of a French book,,
for example, will frequently be followed by the category of
wrltlng to whlch it belongs, as in La Modzfzcatzon, roman,'
thus glVlng the reader a general idea of'what he oughtvto
expect, so that he may dlspose his mind accordlngly. Ther
1mpllcatlons of this conventlon have* not been lost on Butor, .

<

as a‘glance at the title pages of hls,books willvreveal;

» + The same effect is more forcibly obtained by the'adop—
tion of a distinctive format for .a critical'series, as in
'Galllmard s Les Essats or the CoZZectzon Crztzque of Les
Editions de Minuit: Such class1flcatlon is useful‘.lt is .
doubtfdlvif library catalogues-could function without:it; |

" but it is Butor's belief that a_book labelled romaﬁ may ,

indeed ought to be, critical, in the same degree that its



fellow, dubbed eséai, ought to be inventive. “Toute
1nventlon est une crlthue" he claims, asf"Toute critique
.est invention." The essay "La Crlthue et 1 1nvent1qn"l
Wthh is’ based on these two pPremises, is one of Butor s
most exp11c1t statements of the uses of criticism and as
such it is 1mportant, not only from the point of view of
his aesthetics, but as a gulde llne on how to proceed with

a crltlcal study of his own work -

t .
o -

Dealing first with the claim that "Toute 1nvent10n

est une critique"/ Butor p01nts out that 51nce the novel is
now an-established literary genre, no contemporary novellst
can claim to be 1nvent1ng a new form. He is necessarlly
writing in an atmosphere already saturated with the roman-
esque. If he is an orlglnal wrlter, then the 1nvent1ve
element in hlS work is 1ts 1mplled cr1t1c1sm of the writing
of his predecessors.( HlS attltude is crltlcal 1n the sense
that he has been conscious of thelir 1nadequacy in certaln
areas; hlS _consequent de51re to,“combler le%v1de" must
result in 1nventlon: that is, in creatlve wrltlng. Ezra
Pound expressed much the same viéw in hlS notice ‘on Ulysses,
'when he observed that: |

"The best cr1t1c1sm of any work, to my mind the.

only criticism of ‘any work of art that is of any

permanent or even moderately durable value, cones

from the creative writer or artist who does the .

next job; and not, not ever from the young gentle-

men who make generalltles about the creator.
Laforgue's .Salomé is the real criticism of. Salammbé;

Joyce. and psrhaps Henry James are CrlthS of Flaubert." "2

40
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Such criticism is, however, implicit and remains so
untll it is brought into the domaine of critical wrltlng
properly so called At ‘the same tlme "Toute critique
d'une littérature anterleure ... €n s'approfondiSsant"
will eventually emerge not only as a crltlclsm of an
anterior 11terature, but of "une reallte anterleure" as
well, accordlng to Butor (R 3, ll), and what is: ‘more, Y ‘ .
since for him all creatave wrltlng implies a cr1t1c1sm
of thevstatus'quol— of reallty, of society and 1ts insti-

tutions - the anterlor llterature too’ w1ll be made to yleld

up the latent crltlclsm it contalned

It is Butor's dlstlnctlon that his writing has been
both 1mpllc1tly and expllc1tly crltlcal 1n the partlcular

.sense whlch he accords to the term and it may be because hel—
is equally emlnent as creatlve erter and’df%tlc (1n the

commonly accepted meanlng of these’ terms) that he feels

—

none of the malalse to whlch many critics are prey. When~‘

1

a he asserts that "Toute crlthue est 1nventlon" he cannot be

‘

suspected of spec1al pleadlng

Having made it clear that by La Crttzque he does not .

H

understand the wrltlng of rev1ews,.an act1v1ty Wthh r"a -

A
la llmlte est le correlatlf exact d une . lltterature 'commer-
c1ale'"3 Butor states his belief 1n the high destlny of

criticism in moving terms':



"~

42

"De méme que le véritable écrivain est celui
qui ne peut supporter que 1l'on.parle si peu ou
si mal de tel ou tel aspect de la réalité, qui ‘
se .sent daps l'obligation d'attirer l'attention
sur celui-ci definitivement il 1l'espére ... de
“méme le critique le plus utile est celui qu1 ne .
peut supporter que.l'on parle sr»peu ou si mal -
~de tel livre, de tel tableau, ‘de telle musique,
et l'obligation est aussi durement ressentie dans
ce domalne que dans tout autre." (R 2, l§3 134).

I

The creative writer turns his gaze oh reality,’ and im-
plicitly on other artists' rendering of it; the Crlth

completes the progect, making his contribution to that
<

"oeuvre plus claire plus riche, plus intéressante", which
: {

- is a compound of the&original text and what has been written

about.it.'

Since, accordlng to Butor, the artist can never feel

that hlS work is finished but that rather he abandons it

‘when he can do no more w1th it, short of creatlng a new work

\s

altogether, the most effective critic Wlll be he who is

/

capable of proZongzng the artlstﬁs invention by his own,
by fus1ng hlS imaglnatlon w1th the artist s. As Henry
James expressed it: "ro cr1t1Clse is to apprec1ate, to
approprlate, to take intellectual possession, to establish

in fine a relatlon_w1thvthe criticised thing and make lt

one's own."? ' For Butor, this' concept of criticism carries

with it the obligation, for the critic, to put his readersf

in touch with‘the "criticised thing" The’ public he aims

at "n est donc autre que celui qu 1l apporte & 1! auteurv

o ¢

qui l'a retenu." (R 2, 134). The critic who does not sénd



his reader back to the text (or the painting, or the music)
he write& of, has betrayed his trust; nor,will his failure
to efface himself cause his work to endure, for it is only
that criticiem "qui permet ainsi d'atteindre l)deuﬁre
1nepulsable, [qu1] conserve un 1nepulsable pouv01r de

h”mlse en rapport, [qui] est‘oeuvre soi-méme,". (R 2, 134)

This means that criticism must be positive, at least .-,

in the'sense that it is "ouverte". It must never‘condeﬁn
in the name of a pre-conceived formula for this would‘be

incompatible with any'poﬁer Of "ﬁise’en rapport". ‘Indeed’
one concludes that ccndemnation»has little place in _4'-
) Butorian criticism for it is the critic's function not to

restrict, but- to accelerate the growth of the "postérité

en expan31on" for whlch the artist has aimed. It follows,'

then, that the " verltable crlthue" can. only be concerned
with the "véritable écrivain", and that he shares in his

imaginative power and his high;morélepurpose.

But if the critic is the peer of the creative Qriter

on aesthetic and moral grounds, why is he not himself a— . . -

ereative writer, tout ‘court? Butor would say that he zs,'

5

5 .
and yet we are aware that there 1s%a sense in which he is

.

not. Suppose we insist on maklng a distinction between A

o

who writes novels or poetry and B who writes about the
. work A has done?’ Butor would argue that the dlfference,

between them is one of degree rather than quallty Both

43
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i
o

A and B stand on other men's shoulders; thc‘artlst no leSS
than the eritic since Bufor holds firmly to the belief that
art 1s a contlnuum. Furthermore, both crltlclsm and crea-
tive writing have a common source in a certain critical
awareness, and in their functlon they are utterly»comple—
mentary. For if it is trueLthat the critic cannot surviveo
without thevartist's work, it is also true that the artist
cannot change the world if hla work passes unknown or 111—
‘understood. The difference between a novel Oor a poem and

-

a critical essay is the difference between the implicit

and the explicit. And yet, i{lwe\accept‘Butor's'view that‘

"L* act1v1te critique consiste a con31derer les oeuvres

" comme 1nachevees, 1 act1v1te poethue, 'l 1nsp1ratlon

manifeste la réalité méme comme inachevée." (R 3, 20), ithu

is hard not to feel that poetry is\the’bolder venture:
.Thereefslalschool of thought in France which pushes ‘5 *§f,

this argument to the extent of outright opposition to the

idea that criticism should be inventive, insisting that the

f”r th should adhere rellglously to documented fact,

.approachlng the work through the,biography of the artist.

Butor has some njicely ironic comments to make on these

"essayistes'se'qualifiant eux~mémes de“vieux'," (R 3, 14),

his main point being that though they profess toAshun "des

aventures interpretatives", they may'themselvesube‘fre;

quently caught "en flagrant délit de roman." (Ibid.)



The reason is that in presenting documents and in relatlngf

A

the artist's work to his blography, CrlthS of thls per—
¢

‘sua51on are 1nev1tab1y drawn 1nto interpretation of ev1*
dence whlch in- the nature of thlngs, must be based onﬂ
speculation. They too are guilty of what they condemn 1n
-Za nouveZZe crztzque that is, of 1nvent1ng "a partlr des
textes".. Their invention, however, is often- truncated by’

a lack.of 1mag1natlon, which makes it 1mp0551ble for fthem
to 1mpute to the artist any motlves other than those /by
which they themselves are inspired. faradoxically,,the more
.capable of invention the critic is, the closer he can,come'
to what really happened, says Butor. "Imaginer-la/réalité
méme" must be the ultimate challenge. Butor does«#ot c¢on-
demn the blographlcal approach to llterary crltlclsm per

se, but the fact that it is not carrled far enough Indeed
/

o

"his own boodks on Baudelalre and Montaigne clearl§ 1nd1cate
that he apprec1ates the value of biographical d&ta in clarl—

fylng the artist's work. : /
Speaking of Histoire Extraordinaire>, wh%bh has as its
/ TR '

p01nt of departure a letter of Baudelalre, descrlblng a
/

curious dream whlch v151ted him on the eve of publlcatlon

»

of his flrst’book (the translatlon of Poe’ s Tales of Mystery
/ :

/
and Imagznatton), Butor says: ' / »
"Dans cette lettre de Baudelalre, f ai senti
"qu'il y avait le moyen de relier un nombre d'aspects
de la vie et de l'oeuvre de son aute r, de les
présenter autrement qu'on ne fait 4. abltude, et de
parvenir a une_ coherence mellleure,, es rendant ainsi

-

plus forts et p&us beaux. N'est- Ce/pOlnt 13 le projet

de toute critique sérieuse?". (R 2 /295)

/
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to the artistic persona, Stlll less in some cases td the

'Butor S ésSsay submits 1t together w1th certain poems and

Essail sur un réve de Baud?laire

_ . Histoire Ertraordinalre has a strong claim to belng

the chef d'oeuvre of Butor s crltlcal work although the

"_essays on Proust on the theatre of Vlctor Hugo, on Joyce,

‘and the major essays on_the novel as a genre offer a
forceful challenge. The solid yet unobtru31ve erudltlon
of the study on Bamdelalre, 1ts 1mag1nat1ve and 1ntu1t1ve
power, the skill and cohe51on of its argument have not

1y

often been equalled however,‘even by Butor hlmself 6
v

. Based, ‘as he says, on "certalns aspects de la vie et de

.l'Oeuvre" of Baudelalre, the book achleves a remarkable -'<>

synthesis of the tradltlonal and the."new" critical ap-—
proaches, reveallng oW blographlcaz data relatlng to the,’
poet may 1llum1nate his work, whlle the .work may also . .

reveal the man, or’ more accuratelxu the artist, since,Butor

manages to, avoid the prtﬂall whlch threatens both the

psychoanalytlcal and the blographlcal methods, that is to o 1\3

say that thelr 1nvestlgatlons relate more to the man than

WOrk, so that the biographical dimension_tends to dominate °

y _U

the critical one, instead of illuminating it, while remain-

ing subordinate.

n

Taklng Baudelalre s¢ dream as 1ts p01nt of departure, .

- .

*certain 1ncldents in the poetks llfe to that "psychanalyse

; -
f



au sens large" ‘to which he has sald that hlS own novels

B

are, susceptlble. The fact that the dream took place on

.

. the eve, of such an, 1mportant event for Baudelalre,'and that“

e, |

> he took the trouble, 1mmed1ately -on. waklng, to send.a.

detalled account of 1t to hlS frlend Assellneau, whom -he
'had probably already half—consc1ously de01ded to make hls:a
.llterary executor, 1nd1cates that lt was .no tr1v1al occur—
ence. Baudelalre obv1ously felt, however,_that hlS respon~-
Slblllty ended W1th recordlng the dream, and plac1ng 1t 1n_
1what Butor calls a "Lleu sGr". Butor fulflls the role he

hhlmseIf a351gns tOche crltlc by completlng the actlon be-
“gun by~the poet: | by 1nterpret1ng the dream -

Baudelalre dreamt that he VlSlted a brothel for the

4 .

purpose of" presentlng a copy of one of his books, whlch

'had just been publlshed, to - the Madame. It appears that

& L

.the book was obscene, hence thls curlous obllgatlon. Once

'1nslde the establlshment however, he dlscovers to hls,“‘

membarassment that his penls is exposed and that further—

.

more he 'is barefoot and that hlS feet are wet and dlrty.

~In any.case he decldes that it w1ll sufflce to wash them

L] ‘x

avant de baLser, et avant de sortitr de la malson,' 51nce

it appears that thevpresentatlon of the book 1s to some

extent a. pretext to allow him to. make love to one oﬁ the
o o '

glrls, because, he says. woL sans la necess1té d'offrir

le llvre, Jje n' auraas pas ose aller dans une parellle

~ Mmaison." (P. l%).; The house/cdn51sts of a number of O



. ¥
1ntercommun1cat1ng "vastes galerlos" throughout which the
\glrls are dlspersed chattlng with young men whom Baude-
.lalre takes to be vcollégiens“ ‘He is too shy“to speak to

. N ,
. any of them, but explores the gallerles and examines theL
curlous plctures on the~walls. Some of.these are of birds,
.hbrightly ¢oloured, Tdont 1l'ceil est vivant", some are "des
‘1mages d'etres blzarres monstrueux, presque amorphes; comme
des aerolLthes.‘_ (P. 13).“>These are apparently foetuses
toiwh}ch the prostitutes had given birth at various times.
He. attrlbutes _these 51ngularly lnapproprlate pictures to
the 1nfluence of the pe;godlcal Le uzecle whose "manle de
prograﬁ, de sczence, de dszuozon des lumiéres" alone, would
‘.have dlctated such a choice. of decoratlon He concludes in

d—

a flash of 1n51ght that the brothel 1s f}nanced by Le Szecce

”
e ~

One of the monsters had however, surv1ved.. ‘Born in
the house, he remalns there as a 11v1ng museum: eXhlblt .
: curled up on a pedestal beautlful of feature but hampered

by - "quelque chose de n01ratre qul tourne plusleurs fois

.‘\ -

vautour de ses membres comme un gres serpent. o On questlon—'
1ng, he explalns that thlS appendlce monstrueux" grows out
_of hlS head to inordinate length It presents the greatest
dlfflculty ‘on the'occ351on of the evenlng meal when he is
obllged to make his way palnfully to the- dlnlng room and to
place hlS appendagelon ‘a nelghbourlng chalr. His embarassment

‘is 1ncrea3ed by the fact thaL he, belng small and deformed

1s obllged to ;1t next to une fille grande et bien,faﬁte."

o
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These explanations are ofﬁered.with no sign of bitterness.

!

‘Butor S brilliant applltatlon of this dream'to the
poet s life and work cannot be followed step by step‘here,
partlcularly as ”Le commentalre se developpe €n spirale, |
a partlr de ces donnees prec1ses pour en' étudier les
tenants et aboutlssants nl Some of the major themes, as

*Butor develops them, nay be singled out, however, as of
partlcular 1nterest not only to the studylof Baudelalre, ©
‘but to the study of Butor himself. ror it is another
characterlstlc of crltlclsm as he practises it, that it
also reveals the crltlc. This is hinted at in the final
sentences of the book: | |

"Certains estlmeront peut—etre que de51rant

parler de Baudelalre, ‘je n'ai réussi 3 parler

que de moi-méme. Il vaudrait certalnement

imleux dire que c'est Baudelalre gui parlalt
de moi. "Il parle de vous." :

The subt+1.. distinption~is typlcal but 1ts appeal to the

unlii Lo of art, though justified, cannot quite conceal
fact 2t the po T of LeS'FZeurs du mal and his work
" resemble Butor, ol in certain very particular respects,

"Butor’s exe ‘esis of the drean begins with its sexual
content and hls argument leads to the conclusion that Baude—

lalre, emasculated by the 1nfamous consetl Judzcbazre,

i

i w



There seems to be little doubt thatrﬁthat very urgent hole"

.50

could only recover his virility by publishing ‘a book.
Being a poet is thus intimately bound up with masculine
sexuality. But since it is at once a signuof.election
and an affliction, it confers not only virility but Za
vérole. Butor's demonstration that, the poet's semen
("mon vénin" of. the poem "A oelle qui est trop gale") is

the equlvalent of that other life- -giving if sombre fluiag,

~l'encre, is both fascinating and convincing. It increases

the reader's understandlng of Baudelalre s notion of the
poet's" m1551on, of his- relations with women (Madame Sabatier
in particular, in this instance),and'ofvthe poem which was

dedicated to her. For Baudelaire, Madame Desbordes~Valmore

AN

notwithstanding, a woman poet was a contradiction in terms.

[ This equatlon of the poetlc vocatlon w1th mascullne
sexuality, to which Baudelalre gave such deflnlte expre581on,
may be traced, en legyrane, hence in a more subdued form,
in Butor's own work. Speaking o the’part each new book

had to play in "the orchestra of my books", he said to ' an

interviewer:

"It had to fill a hole somewhere. I am perhaps’
rather simply masculine in that respect. I have -
a. tendency to see my work as a fllllng of holes.
e.. I am sw1mmlng, if I may say SO, in a world

of holes, in which I am always having to try and
£ill things here and there, and I know that some
-day. perhaps, if everything goes all rlght I'11
fill that .very urgent hole that I see in that
partlcularrdlrectlon' .

a C -

‘. . : ’ ©
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is closely connected with the magical- "goutte d'encre" -
which is the subject of a mov1ng text from Illustrations

III' "Le Foyer":

"J'espére ... que j 'obtiendrai enfln cette
goutte d'encre que je cherche depuls mon
enfance, laquelle tombant d'un pinceau sur
une.feuille de papier rendra soudain celle-
ci toute blanche autour d'une lettre gqui
remplacera un discours, qui me fera respirer.
'enfin, me rendra la parole enfin, une parole
qui instaurera le silence dans la bastille,
la transformera en espace ou ' s'étdirer les
bras enp regardant le paysage enfin, le
paysage ou l'on se tait." (P. 19).

This is'the-same "goutte d'encre" that Jacques Revel (in;'

L'Emploi du temps) and Pierre Vernler (in Degres) seek 'so

7 . - -

avidly, the quest usurplng their. normal sexual act1v3ty
/

The book that Léon Delmont (in La Modéfication) decides to

write is also in part an effort to restore his manhood,

}

‘the lack of which undermines hIs_relatione with both his’

wffe and his mistress.

In his interpretation of Baudelaire's drear, -utor

identifies the poet with "le petit monstre" and his
appendice monstrueux with the suicide repe which strangled‘
" the poet Gérard de Nerval. 'Baudelaire's preoccupation with

suicide recalls Butor's long discussion of the subject, as ¥
S g ‘

it is related to the Writer,;with Georges Charbonnier, in

the course of Wthh he refers to the book as "Il'équivalent

T

p051t1f du su1c1de"- " This Wlll be discussed in full in

»



o

" fied by Butor with a phallus. ‘ S

el

the chapter on L'Emploi du temps, but it is worth noting

/ : . b :
in the meantime that Revel refers to his diary as "ce

cordon .de phrases qui se love", an expression which be-

comes doubly significant when it is taken into account

- that the appendice of the little monster is also identi-

e

- T T
! K
o4

o

The section in Hiétoire,Extraordinaire‘deallng with
Le vin, and in particular the .sub~section "Une ivrognerie
methodlque" 1llum1nates an 1mportant theme in Baudelalye s
B b el

work while ‘exploring his relationship with Edgar Allan Poe.

In Butor's interpretation, Baudelaire regarded Poe's drink-

.~

ipg'as a'kind’of.suiéide, willingly undertaken for the sake
of his art, since for him it was not simply a vicé, but "un
moﬂgnfﬁnémonique; une méthodé de travail", (P. 159), é meénf “_.
_oflindﬁcing the visions to which his work gave expression.
As;such, its effects were ultlmately.beneficent, for others,
if not for the poet. Tﬁen tooiﬁhere'lg an el%pént of social
criticism in Poe's'dipsomania, a rejectién of bourgeois

American,sogiety,‘by the practice of the only poetry avail—"

able to the destitute: "Le Vin deS‘chifonnieféf. Butor .,

'declarés that:

"Baudelaire n'a jamais varié dans sa défense -
de 1° ivrognerie pdpulaire, seule issue que la

. société concéde a ses victimes les plus
déshéritees. C'est un crime certes, de ne
laisser que cette issue, mais c'est un crime

. encore plus grand d'essayer d 1nterd1re méme .
celle- Ia." (P. 164). \ S



o

Reading this, oné cannot but think of Jacques Revel
and his drinking companion, the West Indian, Horace Buck,

both of them outcasts ;n the city oB“Bleston, and one is

f . . .
reminded of the feverish drinking of that other outcast,
N - . ,

Louis Lécuyer, at the party in Passdgé de Milan, of Pierre

Vernier's mysterious boutsof solitary drunkenness in Degrés,

and of the "vin at EEE" that is offéred tO'Léon‘DelmOnt/in“-
his dream in Ia Modifiéation.. ObViouély Le Vin, a major

theme in Baudelaire's poetry, alsc plays an important part’
, o o ’ o : : : -
and related role in Butor's work.!'

»

It is a worthwhile exerdiée to read‘his éssay "Les
"Paradis artificielsf in‘tandem with Histoire Ext;aordinaire,
if only‘to.note thét/the fo;lowing éaSsage isﬂquoted by ‘ a
Butoflinleach of them, a sure indicatioﬁ”of the hoid that

the ideas it expresses have on his imaginationmn:

"'C'est dans cette dépravation du sens de 1l'infini’
qug, git, selon moi, la raison de tous les exces
coupables, dans l'ivresse solitaire et concentrée
du littérateur, qui, obligé de chercher dans 1'opium
un soulagement & une douleur physique, et ayant
ainsi découvert une source de jouissances morbides,
en a fait peu a peu son unique hygiéne et comme le .
soleil de sa .vie spirituelle, jusqu'a l'ivrognerie
.1a plus répugnante des faubourgs, qui, le cerveau
pPlein de flamme et de gloire, se roule ridiculement
' dans les ordures de la route.'" (HE, 165; R 1, 118).

' . o -

Butor addé the comment_that:

'Le littérateur dont il est question ici est
évidemment Thomas de Quincey, mais dans
l'expression, 'ivresse solitaire et concentrée'
. 'nous reconnaissons bien aussi la ‘'méthode
- littéraire’ d'Edgar_Poe." (HE, 165).



Readers of’ﬁutor ma& fecégniéé iniit the-méfhode de tra-
S vail of'Jacques Revel,'exiied‘in thatrsunleSS town wheré
alcohol pfovided "le soleil dé sa vie spiritﬁelle", ‘
fBléston, alias'Manchester, of &hich}De Quincey was a 
n§£ive ahd tb which one of the beSE knowﬁ sentehcesvip‘

the Confessions of an English Opium Eater Ccould certainly

be‘appliéd:

"It was a Sundéy afternoon, wet and cheerless:.
~and a -duller spectacle this earth of ours has
not to show than a rainy Sunday in‘LQndon."9v

; A ' SRR I ; /
- Without going into Butor's discussion of Baudelaire's
: i " : \\ ‘ ’
assessment of the relative merits of those three me ..,= of

access to "Les paradis artificiels", wine, opium and hashish,

it is importént to note that the poet's chief objection to .

the last two Qas.that they might éventually limit recourse

to the most potent drug of all: poetry, which, however,

has the power to cbﬁnteract their ill-effects. Thus:

: ~"de Quincey ne réussit 3 se délivrer de son

I délicieux opium devenu un atroce tyran qu'en
écrivant ses Confessions. De méme que seule’
"la poésie peut donner quelque durée & ce 'qui :
.se dévoilaient sous 1l'empire du hashish, de méme
seule la poésie peut donner & 1'individu
quelgue pouvoir sur. cette matidre onirique que
l'opium déchaine." (R 1,-119). = ’

All seeiérs after visions, whether drunkards, drug-addicts
. f . . . . ) A

or poets, share thg'samé motivation: - "le golt de 1'infini®™.
; , . o)

-~ This is'tﬁe origin of Léon Delmont's éymbolic thirst which

- 54



N
the "vin<atroce" of his dream cannot assuagé, but oniy
: the 11v1ng waters of poetry represented by the book he

1

‘will wrlte. In Baudelaire's words, quoted by Butor
/

"Par l'exerc1se assidu de la volonté et la.
noblesse permanente de 1 1ntentlon, nous
avons créé a notre usage un jardin de vraie

. beauté. cConfiants dans la parole qui dit gque
la foi transporte les montagnes, nous ‘avons
accompll le seul miracle dont Dieu nous ait
octroyé 1la llcence." (R 1, 118).

This is the Religion of Art,; free of all decadent overtones,
. firmly asserting the moral-force of poetry. All the evi-

dence suggests that Butor subscrlbes to the same doctrlne

~But if he and the poet ofLLes Fieurs~du‘mai*are related
. at a profound level they are also connected in what mlght
appear to be a more superf1c1al way, by thelr names. - This
is brought out by the section of Histoire Extraordznazre
called "Les Olseaux", which 1nterprets the birds fdont

l'oeil est divant" of Baudelaire's dream in terms of the

'poet as albatross/monsterf "Ses ailes de geant l empechent

.de marcher," and of the traglc descent into aphasia whlch
reduced hlS eloquence to a,"langage de perrodhet" (P. 239)
Butor,-whose name '‘means "bittern", feelingly describes the
mockery Wthh Baudelaire must have endured as a result of
puns on his name (Beau de 1°' alre). Commentlnd on the‘fref

quent mentlon of birds in his poetry (also a feature of

Butor's work, particularly Passage de MzZan), he says:
v

<
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"Une telle constance, il nous faut la relier

‘au .nom méme de Baudelaire. Je sais ce qu'un

enfant peut souffrir des plaisanteries faites

Sur -son nom. En ce qui concerne notre poéte, -
rappelons—nous quelle fureur provoquaient chez .

slui’ les fautes d'impression transformant

Baudelaire en 'Beaudelaire. I} fit détruire & !
cause de cela toute 1'édition de sa premiére ' '
traduction de la Philosophie de 1'ameublement

de Poe." (P. 223). .

There séems"then €vVery reason to believe that for Butor

"notre poéte"” is one of those very intercesseurs whose role

/

in Baudélaire's artistic and spiritual life Histoire Extra-

rordinaire,so»admirably exposes: "miroir de ce qu'il sera,"

3

"figure. idéale de lui¥méme",_not in the tragic shambles of

it was the ransom.

‘méme de 1la Pensée de Baudelaire est cette prise de conscience

de la poésie.": ' /

his life, one would certainly hope, but in the poetry to

which it gave tongue and in the‘dedicafion to art of which

a

SalUting Baudeiaire as‘"le'givot autour duquel 1a‘poésie

tourne pon”devenir moderne", Butor emphasises that "Le coeur

| .

"Baudelaire ne se contente pas de fabriquer
des poémes et de les mettre en vente comme
des objets d'art; il n'est pas seulement
poéte, il est critique, et grand critique

- de lui-méme; il ne lui suffit plus de commencer

a comprendre lui-méme ce qu'il fait, il 1lui
est{ngcessaire d'essayer de .donner A autrui le
mode~d'emploi de sa poésie, d'aider auntrui i
en faire une lecture correcte et entiérement
fructueuse." (R 1, 116). '
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In his letter td'Asselineéu, Baudélaife described his
dreams as a "langage hiéroglyphique dont je n'ai pas la
cléfP; 1Un langage dont il nous donne la‘clef," Butor |
comments . The lﬁcid‘prise de conscience had its counter-
part in the deeps of the sub-conscious and it is this -
Qbscﬁre current that Histoire Emtfdopdinqire sets out to
explore, uSing tﬂe kéys‘that Baudelaire has provided,

- completing éhe poét's project of‘seif—criticism, eluci-
dating "la mode de l'eﬁploi de sa poésie."  "N'est-ce
poinf'lé iehprojet de toute critigue éérieuse??

4

/
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"pour étre juste ... la critique doit étre_..fvpolitiqhel"

Baudelaire

_cr1t1c1sm as the necessary comple-

Clearly, ‘Butor, se{:
jqent oanrt, mahrn%# . witlal contrlbutlon to its fgﬁc—
tion. uThe inffgej .hinft tbdught on Bgtor s view of
what this - fﬁnctyﬂ 2 ﬁalso a parent. "Art, through an
lllusrond_changes men_ang the changed men .change the world
to make”that illusion a reall'ty,"lO These words might havé
been Butor's, but they are in fact a ¢ mming up of the out~
look of the Engllsh‘MarXist,writer Chrlstopher_Caudwell; .
who has been credited with the tirst attemét{at "a Marxist

solutioﬁ to the. fundamental problems of aesthetics."ll

7

Butor ev1dently belleves in the soc1al functlon of art,
that is to say that art, while it is a product of society,
also peacts upon soc1ety as a whole, ‘not’ just on 1nd1v1—
'duals, and its'goel is thellncrease of men's“freedom.
"Toute oeuvre est engagee, meme la plus
routiniére, toute act1v1te de l"esprit étant
vfonctlon dans une société; plus elle est
profondementﬁlnventlve et plus clle obllge
& un changement.
Le monde produit progresstvement Sa

propre crlthue et s 1nv§nte en nous
dlfflcglement. - (R°3,

b

- These closing sentences.of "La Critique et L'Invention"

echo the Marxist resonance of the tltlE, but it would be



wrong to extrapolate from this /o the conclusion that

Butor is a Marxist critic. ‘For one thing his critical

wrltlng makes no overt attempt to analyse works in the

llght of strlct Marx1st dogmA (he may be compared, in-
this resp@pt, with Lucien G ldman, for example), and

y o
furthermbre, the consisten

;.

empha51s he places on _the

virtue of the most- darlng 1nvent1veness would .seem to -

exceed the bounds of ort odox Marxist. practlce. His atti—
tude to surreallsm, for example, contrasts sharply with
Sartre s or with>§audw 11's, who regarded that movement

‘with extremefdlsapproval. Whatever hlS personal polltlcal

commitment may be, Bu or's first commltment as a writer is
to hisﬁart. His bel ef in the power’ of art to transform

the world, though it may be relnforced by the doctrlne of
dialectic materlal sm, 1is not dependent upon it. Thus his
belief in the effj cacy of art does not lead hlm to condemn

abstractionism, ds it mlght the orthodox Marxist Crltlc,

but rather,to extend the boundaries of realism. This has
1mportant 1mol'catlons for his critical method 51nce the
’representatlv properties of art are 1nt1mately connected

with the pro lem of meanlng

59



"A poem should not mean, but be." o o

Archibald,MacLeish

Butor's criticism aims at a "cohérence meilleure".

Does it then conflict with the idea that "A poem shodld not

mean, but be", to the degree tﬁat it presenté itseif as an
interpretative grill? 1In theglast analysis,ﬁi‘think not.
In any case, as in all.aphorisms nuance is here-sacrificed
to pithiness, whereassin Butorfs treatment of it, the
question of the autonomy of art appears 1n‘all its com-
'plex1ty.: leen the emphasis he places on its powers of .
mise-en rapport, cr1t1c1sm_necessarily impliey exegesis.
The foliowing observations‘from one of his essays onrjoyce
indicate, however,_that this exegesis is_oontrolled bf the
organisation of tae work unoerAcritioism.' It grows . from
NWithin,'rather than(being.imposed'from without.

§

%bute grille venant de l exterleur, ‘dont on aura
pu montrer qu'elle s'appliqu€, qu'on aura pu llre ,
et retrouver dans 1' ouvrage ne sera jamals gu'une
‘parmi toutes celles que Joyce a essayé d'y '
. . intégrer, elle n ‘en rendra compte que partiellement

- elle ne sera qu'un de ses matériaux. Il est donc
nécessaire d! essayer de saisir comment “1'ouvrage

- se dispose ainsi de par sa logique intérieure..."
(R 1, 231). -

~.

It has been remark@ﬁﬁ&hat Butor ‘s crltlcal wrltlng
totally lacks the apparatus of academic scholarship. It
contains ne;ther footnotes nor page references. Certa{p

-observations:he has made regarding his study of Baudelaire

e , v

° .

»
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‘ded to prov1de answers, butvon the contrary, to ask what he

© o . ) '

'," 7 . “ \ ] ‘\v,

;indicate that this is deliberate:

"je me situais volontalrement en dehors de
to ut cursus universitaire en -dehors. de ce' tissu
*de dlscussions'exprimé par les.notesz références,
coups de chapeau ou de patte dux predecesseurs

o

. ‘

-To adapt ‘the phenomenologrsts dlctum, -his crltlcal att1-~'

3

tude seems to be one of "Back to the works themselves'

Hls v1ew that "toutegrllle venant de 1 exterieur"\can :zly _

v

‘be of relatlve Value ‘im.the understandlng of a work to-

suggests that llke Susan Sontag, he is Agalnst Interpre—

tatlon, or more accurately, llteral 1nterpretatlon HlSn‘

rd

s

k4 - “

"Meanlng, however, and all hls llterary effort has been bent
on deC1pherrng ané dlsclos1ng, as far as p0351ble, ‘the - mean.
'1ng of llfe ‘and of art, taklng thelr mutual 1nter~reactlon

into account. 5Thls 1s not to say that hlS books are 1nten— .

9

i

AN

belleves to be the rlght questlons . o - O

It is 1mportant to note, however, that Butor does not

v

reject external sources of 1llum1natlon oj,a 'work of. art:

A4

outrlght He merely says that they cannot entlre’y account

for the coherence ©of the finished product There can b
«ho Objectlon, therefore, to’ us1ng such extraneous 1nfo“

tlon to corroborate what a study of the. work 1tself in i.
. : A

entlre work (not only his cr1t1c1sm) 1s manlfestly For ¢

6L
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terms of its own coherence, has revealed. That Butor does

‘art constantly asplres to the condltlon of muswc" and .-

so himself i1s shown byuHistoire Extraordinaire, which“
. . - ’

though it has no references to Baudelalre crltzc1um, refers
\-0'

frequently ‘to Baudelalre s life and correspondence It

‘follows from Butor s bellef 1n the efflcacy of art that he

’ 3
belleves it to be meaningful, and that 1ts eanlng is

AnecesSarlly related to 1ts hlstorlcal and cultural situa-

'tlon, but - that is not at all the same as attempting to pro-
Vlde aﬁllteral 1nterpretat10n whlch at*empt: to usurp ‘the

work of art by presentlng 1tself as. its substitute.' It is

A

in 1ts re51stance to ‘such attempts Lo wxplain it away, n’t‘

in the refusal to. 51gn1fy, that art establlshes its auto-.

~nomy A paem does 1ndeed mean, but the meanlng re51des in

1ts form, that 1s, its bqlng.. Meanlng is not an essence'
. pvt . : .
which is dlstllled it 15,1mmanent. S

"

‘MacLeish's aphorlsm 1s,related to Walter Pater S ”All'“

g
o

Bdtdr 1ntroduces his own varlatlons on the theme 1nﬂh}s'!

,.t.’/ ".

‘)én ﬁ%&La Mus1que, art reallste“ (R 2, 27 42), ‘which pro—
2 B o N IR

’“Qes~another 1nterest1ng perspectlve onﬁhls cr1t101qm as -’

T e,

. ..');‘J .

°w ‘as—}liustratlng oome Sf the’ p01nts made in thlS
g fj : . : »-:"2;‘ .

&Ecus 1on,, N e . G

iV



]
R

¢

L ;xif

B i

14

LN

W
b

La Musique, art réaliste

lhe paradox 1s ‘bold. almost teo the point of crw"ness,

>

but the essay effectlvely undérlﬁnes the llmltlng nature

~4

* of. the conventloqul %n;e?pretatron of reallbm (the source

»‘ s

»of ou1 1n1kdal s, Qck reactlon) This accounts for the

. o b ., »,, * T *
fact, Butoroangues 'that whlle ity 1s almost unlversally

e

.acknowledged that ;; il n)est point de pelnture'ou de

»Iu

poésiev sans brgnlflcatlon, 51tuat10n hlstorlque prec1se”

Y

e T T

vthe capacrtes representatlves" of mu51c femain underestl—

v

mated or even denied. . Accordlng to Butor, this is the

direct result of a defective onceptldn of rcallty, which

ue

is characterlsed by "une iden 1f1qatlon absolue du reel

. 9 -
[\ v : - ) N

avec le v151ble, comme i nous n av1ons pas d'autres sens.

In his .-view, since fromyats'orlglns,‘sound was a warn-

ing or 81gn, and thus meantésomethlng, any conception of

,.necessarlly abollshes any
4 p . ©

absolute dlstlnctlon betwe n; nature and “language, hence

‘\?

reallty whlch embraces soun

between matter and thought so that everythlng becomes

V

>suscept1ble to lnterpr aﬂlon, to the action of the 1ntel—
%

llgence.’ He declares music to he reallstlc becahse 1t

teaches us somethlng about the world, even in its most

abStract forms; its grammar is "une grammaire du réel"
c @ :

and "1és . chants transforment la vie". /(R 2, 28).- Quotlng
e 6 ~ L : .
o R Lo & N ..‘.. X e 2 0 .v ) - »
. Balzac‘s Ma351ﬂdlla Doni, he says: "L art pelnt avec des
# .. C? .

14

,motsc avac des sons, ‘avéec des qouleurs, avec des.llgnes,

T
'
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avec des formes; si ses moycas sont-divers, les effets - £ At
' - ! . S0 LY

hd
. " . . . oo ek
sont 4 s mémes." Music is: R , however, in that it ;ﬁ!

<
r

is "par l'art‘pur" thatAit achleves:its effects and con- L“@i@k“
sequently 1ts range is wider than that of .either palntlng

or llterature'

"'Chaque 1nstrument ayant pour ses. expressions
la duree, le souffle‘ou la main de 1°' homnme, "est
supérieur comme langage a la couleur qui est
fixe, et au mot qui a des bornes. La langue
musicale est indéfinie, elle contient tout, - _ ’

elle peut tout exprimer.'" (R 2 31). o .
| '4?. ‘ _ : v .
” b . Doy . .
Thus. the very non-representational qualities of music make k3

. L4

it susceptlble to the greatest charge of meanlng. This is R
so, Butor argues, because music in anterlor to language. : .

W '"A1n51 la mu51que creuse le 1lit du texte, prepare; forme

~

est espa .- dans lequel il peut se produlréw‘se pre01ser‘?
de plus en plus., (R 2, 34). Languages may be. regaﬁaed4

as partlcular cases of‘the'use of musitai strug%ﬁres. “ _ !'

Furthermore, the-faot that music can succeed in transform-
: / ‘ _ 2 : A _ o
ing an indifferent text (which many a libretto is) into

»

something remarkable, suggests that in syntactical power,

. .3 : o S ‘ 3
» music.outdoes articulated language.

_As the'"condition" of articulated language, music
contlnually teﬂdg toward the spoken word, Butor‘says,

and ths tendendy allows 1t .to bring 1nto being certain

complex verbdl stiluctures which language-alone could not.
v Q‘ a ‘ ' N , ‘ N , " )
attempt. - Music %% "l'antre ou peuvent se forger 4eg armes
14 : ' ' : B ’ , ‘

i
L)

c . / ' B v {
e ) .
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et 1nstruments d'une lltterature nouvelI‘ r le labourage
'du terrain sur lequel cette moisson pourra murlr. (R 2,

35) . It Sseems that if it is true for Butor that art, in

its quest for rigorous form,_aspires to the condition of

music, .music, for its part, aspires to the- condition of
‘ : : . ' . - ’ mo

o . . Co RN

language.

. + . Yoot ’ :14 :
- Having considered misic as a language in its relationfﬁﬂg :
// Y3 n" s t R

to articulatedflanguage, Butor then goes on. to dlscuss th¢“?

flguratlve power of musical colour, that is music as a
language whlch is distinct from verbal expression ‘and which

operates by v1rtue of the affectlve colour or a58001atlons
with which varlous rhythms, 1nstruments and tones gfe 1mbued.
‘He points out that "Le passage. d un mode & un autreiie}t
contraster leurs deux couleurs, 11 est tradltlonnellement
‘appelé chromatisme.? (R 2, 37) . Music may also have geo-

b3

.graphical and historical colour. It is p0581ble to repro—
duce the mu51cal colour of a people, as Chopin and Chabrler,
for example, have done. Strav1nsky has reproduced the colour

of other composers and- then modulated from one. to another as

in’ The Rake § Progress, thus opening up new avenues of ex-

pression. ‘But since thé system-within which

worked belonged to the past, the more modern musica colours

could only be introduced in an fronlc vein., _Schonberé's

dodecaphonlc system, or rather Webern interpretation of

it comme generallsatlon du concept ‘de tonv,' 3 offered

him the framewcrk within whlch the_geographical and‘h'storf




ical colours he had learned to manlpulate could have free
play. Contemporary music, Butor flnds, is- equlpped w1th
."des 1nstruments d'une pulssance 51gn1f1cat1ve 1nou1e"‘and
he regards it as:a sign. of great progress that popu}ar.
forms such ‘as jazz are now btlng absorbed. Music is no

&

mdre a luxury than poetry or paintjing, Butor concludes,

but is "indispénsable a notre v1e,'a la v1e de tous, et

jamais nous n'en avons eu autant besoin.“ (R 2, 41).

/

7waa‘Musique, art réaliste"\is interesting frOm severai
points of view. It prov1des evidence of the wide range of’
Butor's criticism, whlch does  not confine itself to liter~
ature, but is concerned with‘allothefarts; while it exempli~

fies Butor's cdﬁV1ctlon that all art 1s meaningful- and w1ll

. yleld to 1ntelllgent exege51s. It illustrates ‘tao his con-

ception of the critic's .role in acceleratlng the growth of

"la posterité en expanslon" and hence hlS contrlbutlon to

\ ~

. the soclal functlon of art. From the point of view of

A

Butor s aesthet1c5'rlt is a valuable indication of .his

A)

bellef 1nsthe 1nteract10n of the arts. as language evolved-

from the Qxeld of sound new llterary forms may be born of

mu51c.° v'} o ~§>4
. \".‘ - a- "?‘»V 1 .
BOTIAR PO o
Langudge, not ]ust as wprds, but‘as a metaohor for a
- AT
whole mode ‘of expre551on fascagﬂtes Butor but though he

L

refuses to llmlt his crltlcal act1v1ty to the consideration

of words alone, he sees them,invadihg every form of -artistic

N
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J : ' g
endeavour. - They appear in song, on musical scores, in
inscriptions on buildings and in painting. In Les mots

dans la peinturel? ye read:

"Parler, chanter.

Jur sa page souvent largement aussi grande
qu'un tableau, admirablement réglée de portées,
“le compositeur non seulement sait disposer les
mots, mais les dédoubler, les multiplier: o
apparitions, . échos, annonces; toutes moduldtions,
peut dire le peintre, gu'il nous *donne - par
l'intermédiaire d'un dessin souvent commenté de
longues 1légendes. . S : .

Perépectives et polyphonié de textes.” (P. 168).

A - : S

It is not surpiiéing then, thay Butor believes that "nous

agla partition d'une

en-his. life work -
: o T

and the notion of Zéﬂl;vré has ﬁndergone a_transformaiidhi T
in the-coufse,qf his éxPlOfatioh of.it:"if was with the‘
Inovel,-howeverf,that‘hevgegan, andléinée.fhe ensuing
.chaéterg will deél with his'novelg in order of publication,
it seems appropriate td'discuéé; if only briefly; his fwo
major essays on the genre thch'he once likénédito."une

colonne vertébrale."
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Recherches sur la technique du roman

' As. far as the novel is concerned, Henry James must
be counted among Butor's intercessors, to use Baudelalre (]
term. Like James, Butor dlscovered the novel to be "the
most prodlglous,'the most elastic of llterary forms", and
it provided for him a solution to the confllct between
poetry and philosophy which he experlenced at the beglnnlng
of hngEareer. Quoting James s dictum th%t "The novelist

’ /
is he on whom nothlng is lost", Butor declared in 1959 that

T
"I1 n'y a pas pour le moment de.ﬁﬁrme lltteralre don¢ le
. . mt}*ﬁk

‘ pouvo;r,d 1ntegrat10n 501t au331 grand. que £QIUl du roman.'

{R l,-272). The date is 1mportant because hlS attltude to
the novel has developed since then, & development in Wthh
hlS es;ays have played an 1mportant part.

His conceptlon of the novel seems to have undergone
vthe same process of generallsatlon which, accordlng to
.hlmself ‘the concept of tonallty underwent w1th1n “the ‘
dodecaphon;c system. Tnis -evolution of Butor s thought | /'
does not mean that. the essays in which he expressed h;sA
theory of the novel have ceased to be relevant In study—
‘ing them, .we can see how the flrst phase of his creatlve |
wrltlng dpons ‘onto the second and. they will contlnue to
be relevant to the novel as a genre, whethel it takes _the

-

dlrectlon in which Butor is p01nt1ng or not.




ﬁWith what Butor calls the application du roman a la :fak

/

-/

/

The two essays that will be dealt with are: "Le -
rbman'comme reCherohe" (R 1, 7-11), Butor's first essay

on the novel speCifically, published in 1955, and "Recher-—

.ches sur B technique du roman" (R 2, 88-99), published

in 1963. The former came out between Passage ‘de Milan and
'Emp?oz du temps, the latter in the same year as Descrzp-

tion de San Marco and the~year after Mobzle. There is a

" touch of the/manifesto about each of them because eadb)_

.expresses the essential points of Butor's theory of the

¢

novel at two different stages in his career and this makes
them an appropriate choice to _represent"‘Butor s crrtical

writing on the genre.

o

"Le Roman comme recherche" is principally concerned

i realite" and its aim is: to show that the novel, though it

is only a particular form of reevt (the tissue of words

through which we receive a large portion of our reality)

‘\“)
Bop

is of deCiSive importanCe,Since it wields a triple power

n

"de denonCiation, a’ exploration et 4! adaption... in rela-

'tion to "la conscience que 'nous avons ‘du réel." It accom-

plishes this by exploring new forms, an actiVity which

reveals the falsehood and inadequacy of the petrified
roman habituel (denonczatmon),_calls into being new facets;

of reality, Since the lmpOSltlon of form implies chOice

\\ L3R
i

(exploratzon) and conversely ‘endows the reczt as a whole

with the. capaCity to handle new realities (adaptatzon)

69




’and the wrlter S commltment are con

,Formal invention thus shows itself_to be essential to

genuine realism‘and'not opposed tO-it, as is frequently

claimed.

- For Butor, a novel's "symbolism" means the sum of.
the relatlonshlps between what it tells us and the reallty
in Wthh we live and these determlne the novel's subject,

and hence its form. It follows therefore that a new con-

i

‘cept of the- novel (of its relatlons with reallty) entalls

. B

new subjects and new forms, while conversely, new forms

call: up new subjects and reveal new relatlons with reallty

.That is- why Butor belleves that "a partlr d'un certain degré

de reflectlon, réallsme, formalisme et symbollsme dans le

ro@ip apparaissent compe constltuant une indissociable

unité.” (R l,'ll). Formal experiment then, is anything

but gratuitous, becquse all fruitful research in that fleld

.necessarlly contriButes not only to the evolution of the .

novel as a whole, but to the evolution of the.whole of

literature "qui se met a apparaitre non plus comme simple

délassement ou luxe, mais dans son réle essentiel/ﬁﬂ\\\

1'intérieur du fonctionnemegt social, et comme expérience

méthodique." (R'1, 11). - : y

Most of Butor S bellefs about the unotion of literature

ned in this-essay The
.8

“

1nfluence of phenomenology is apparent in hlS empha51s on

the powers of 1ntegratlon whlch the novel dlsplays and he

70



\

calls the novel'"le domalne phenomenologlque par excellence"
presumably because, llke HusserI's method, it may be‘used
Anot only in the analy51s of the objects of consc1ousness
‘but in Vlew1ng the alt of consc1ousness itself. The wide
sense in which Butor understands realism is also underlined,
as 1s the true engagement of the writer which follows from
it.. Far.fro?)being a flight Fromvresponsibility, formal

experiment can'only increase the noVelfs efficacy as an

instrument fcr exploring reality and for changiné‘it.
“"Recherches sur la technique du roman" begins with a
restatement of the bellefs expressed in "Le&roman,comme
recherche". "Un tel engagement' ne vaut—il-pas tous lee
effcrts?".\(R 2, 90), Butor asks and then goee on in eight
further sub-divisions of-the text to discuss soﬁe of the

efforts which Will'be requi%@d.

The treatment of time in "' he novel must be dealt with:

"1l faut donc etudler les'stEUCtures de euccession." (R 2,
91), and_since a rigorouslyflinearfprogression is in fact
virtually impossible, the complicated question of temporal
ccunternoint presents itself. Tﬁe term counterp01nt indi-

cates that there can be no haphazard juggling with flasH—

backs and the llke, and nelther can there be an uncontrolled

3

tnuity. - "Il s aglt donc de préciser une

g

terruptlon et du saut, ceci*en £tudiant

‘treatment of dis:
technique de 1'3

naturellement les rythmes ijectlfs sur lesquefé&epose en
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’

)

fait notre évaluation du temps," (R 2, 93{ Butor says.

Questlons relating to time brlng in their wake cons1dera—_

tlons on space. The two are intimately connected and in

order to study time in its'continuity, it is necessary to
apply it tOJa given space. Bergson' s famous sugar lump )

; . : LY
1s an example. But the space in which‘we live is no more’

Euclld s than the time we pass is that of the clock. Butor

1nterpr s what he calls "ce nouveau réalisme optique" as
q ," 0

an attempt to render space effectively, ard for/him this"

p01nts to the nece551ty of con51der1ng the uook 1tself a.:

‘an ob]ect, of u51ng its space syStematlcally.

Then there is the questlon of .the p01nt of v1ew, which

is characterlsed for Butor by thé use of partlcular pronouns;

o -

-~
This archltecture pronomlqal" if pfoperly manlpulated Mva
- !
permettre d' 1ntrqdu1re dans un ensemble romanesque une

clarté nouvelle et donc da’ explorer, de denoncerrde nouvelles
. . / -

)R

obscurités."  (R.2, 97Y. The relations between time, place>

and persons, so important to the'novelist are, of Course, the

L

special province of grammar. Literature is prlmarlly lan—'

'guage and it is out of the manlpulatlon of grammatical

stlucture, in the struggle for expre531on, that’ the sen-

tence, the paragraph the book is palnfully born. But 1f

-

so much palnstaklng care is devoted to the order in whlch

the material 1s presented should not the writer ask hlmself
. oo
s - F1-38

1f this is the only p0351ble order’ Aﬂa 1f prov151on may be

72
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IS

"made for.more than one, is it not his duty to exert con-

trol over ! all of them, over all. the p0551ble ltlnerarles

. f,

‘through its pages, as the sculptor takes into account all

the angles from Wthh his work may be viewed and photo-

3

graphed? Ia Comedte Humazne offers dlfferent p01nts of

" access, but the events recounted in it remain constant. ’ /‘

v

Butor dreams of a superlor moblllty which would rermit

. the reader himself to choose what would happen ' fle

‘microcosme de l'oeuvre", where his every move would assume

and confer meaning, often without hls knowledge, as 1n '

life, "l'eclalrant ‘sur sa liberté." (R;2; 99).
/ .
.

When these two studles on the novel are placed 51de

by slde, it is ev1dent that a.generalisation, in Butor' s‘

sense of the word has taken place on at.least two levels.
"Le roman comme recherche" has become part of"a wider
theory of the novel, nﬂﬂectlng the evolutlon of Butor's*

- T
concept of the novel in the dlrectlon of mobzlzty, or—,

'ganlsed space which the reader may explore at will, like

a*cathdfhlypf a town. The notion of the novel as a social

'function;Aas experlence méthodique" is in- no way dlmlnlshed,
: howeveri What has happened is that there has been a Shlft

'1n emphasis. The novel” remains’ an 1nstrument of research

in relatlon to reality but is itself tlz‘te ol‘ect of research

”as well, VThere has been an expan51on of Butor s thought so

,\, 3

that the flrst essay is contatﬂed within the second.r From



:}

contenant it has become contenu, mirrdring the progress

of the novel itself in Butor's canon.

Butor was to dlscover that his early convic’ on that
the novel resolved for hlm the confllct between poetry and
philosophy had been prec1p1tate. While the novel was falrly
successful 1n absorblng his poetry, 1t was never entlrely
so w1th regard to the essays, whlch he kept on wrltlng
alongside the novels. His artlstlc life, which he had

env1saged as developlng along one strong curve,gradually

By 1962 he was saylng that he again found.

hlmself onfronted by thnee forms of literary actlvlty,

the novel the essay ‘and the poem,abut that thlS was no

3

longer generative of - ten51on because.

"... la genérallsatlon que j'ai du faire sublr
& la notion Ye roman m'a permis de découvrir un
monde de structures intermédiaires ou englobantes,
et que je puis maintenant me promener librement

8
dans un triangle dont les pointes extrémes |
seraient 'lq.roman au sens courant, le poéme au
sens courant, 1'essai tel qu'on le pratique
d'habitude." (R 2, 295). - o

~s .

From being the solution, the novel had become part of a
grander design.i The essays on the novel may be likened to

»
the prefaces whlch Henry James wrote *for the New York -

edition of hlS books, whlch in James s own v1ew.

: - . o B N
LN represented or demonstrated an artist's
) cons01ousness and the character of his work '
~, in some detail, made an essay 1n general i~§.”
criticism which had an interest and a being ';5@3

aside from any connectlon with hlS own work,

v . k)

¥
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@nd  {that) flnally, (they) added up to a
fairly exhaustive reference book on the
technical aspects of the art of flctlon nl3

-

Although Butor, unlike‘James,¢makes no specific refererce

to his own fiction, thevconnectionrbetween theory and

[

- B ,m‘ - 4
qpractice is nonetheleSs]clear._ But if the essays on the

novel may be 51ngled ou\\fs being partlcularly lmportant,‘;
all of the material collected in Butor s three Repertozres,
even the occa51onal pieces, 1s 1nterest1ng, 1ntr1n51call{~
and in’ ‘the context of hlS Teﬁaphyszque, which it 1llum1—w
nates at two levels: dlrectly by frank statement of hlS”‘
v1ews, and obllquely by his choice of sub}ects and method 3

of treatment, or technlque.

A"l‘n . St
- S b . TR )

%
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iy

_._because armed w1th‘twent1eth‘century téchnology' it i§

Lo,
&‘dlfflcult to. feel adequate to/the task of cr1ttC151ng

La Critique et L'inveption, - P -
. - . ] . .o W
o . L Cel T

L

The. sheer Volume of Butor's critical wrltlng, gthn
W

v

that 1L is only a part of hlS total output “is rcmarkablej
1n Ltself qutO apart from the aculty of its obs@%ﬁatlon:

'”~or the breadth ofﬁlts range. lt has not bcen p0551ble to -

do more here than highlight some 1mpo“ ant ehamples, but
zie A4
even thls rapid~survey has 1nchated Lhe varlety of Butor

~

1ntere§ts and the rlchness of hlS culture ' He is no

i

dllettante, but resembles rather the RenalssaI I (rare

"in thlS age of spec1allsts) mad@ even moro fom e

I -

’

w A
/work therefore, and partlcular%y hms CrlLlCdlwwfltlng,,

Q.

_51nce 1t glves exp11c1t e p slon to the r}ch culture

a0 \_ .
whlch LS the sub 5011 of hls Creﬁplve worP It becomes

jless dauntlng, however, 1f w&pcan accept that hiw aimﬁis'

~  TFaites donc des etudes Si vousf&oule;ble

.not prlmallly to bllnd us w1th hig knowledge; but to lenhd

K]

us. the power of hlS 1n51gh cand 1f we.flnd that many of

his references reveal our own . 1gnorance, we havc onlv to

Tturn to the relevant tezt for eluc1datlon and our- culture

is enrlched accordingly.

o ) : . S . - ! . A ) . ) -
: . . ~ N . . E

\ :
“"Les lectures de Shakespeale etalentvyarlees
et profondes. : Cet’ 1nsp1re était un étudiant.

-

connaltre 14‘ DR o ég' o . >

¢

1
5 ’ N

{ . LI o T . . | o

Wrote VlctdrﬂHdgo; to whom Butor has, devoted thres 51 diesld
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‘1n-vaew of the

}of&ghosc, Butor re@arks that ”comme 11 est assez fac1le

(a cla551cal 1llustrat$&n of tht critic "qu1 ne peut .

supporter,que a;onaparlo si peu ou si mal de. tel livre...",
' _
»: "Vlg%or Hugo, helas'".) In one

1. : - '

.

* .

malgrectout de remarquer ici ou 1la quelqucs 1ncxéct1tudes,

N 0‘
on en pro 1§;$;our essayer de recuSer’en bloc tout ce qu on

. n'a pas le courage dc verlfler‘%f (R 3, Zlgﬁ,f One feels

. /‘

K&

e

4
(L

'does not however, mean -that Butor s work 1s not hfy

wo.

that ‘the recrlmlndttbn s not only made~

AN o ¥ . ‘ (‘ "“«)\.v‘

'Verrfylng Buton}s references -in fact presen%% aéﬁe@hlng of

;
"‘\.,

‘w !
a problem, since he dellberately esc WS the d@pg@aths of
..-! *
scholarly wrltlng Butéthls has the effectsnotugnly of
R —¢¢U
a%lowlng Butor to "con51derer l'oeuvre dans Sa nualté "lé

bA of forc1ng the reader to make*hls owd 1nvestlgatlon of

the text- ﬁnder cr1t1c1sm, _ .
_«' . L ) . P i

'.:"’ ",- ..‘.—’. . o . | . ’%‘

LN

Qh@alack of thestfapplngs of i

-,\

'professional in- the best sense, he has spent several years

“

teachlng llterature. It 1s true that ,as a wrlter,;BAtor 1s

.

‘best quallfled as a Ztterar4 Crlth, and that in hlS writlng

'on ‘the' other arts he relles heav1ly bn what has been calbed

\

3 W

synthetlc 1ntu1t&on, espe01ally as far as the visual arts,
¥ :

are concerned But accordlng to Erwin Panofsfy, ﬁhls
L -

ﬁ&culty "whlch is companable to that of a dlagnostlglsn"

may be "better developed 1n a. talented layman than in an

erudlte scholar nl7: And 1F “+ lsgobjected thatﬂthe;writer

N . . .
P ! . ' - A . ¥

ngyugo &% behal? ‘w

v 77'



1lui étre etranger (R 2 29@ i

. .
'although the word "unlva}entu must 1mﬂ§§§ﬁfely be dlsallowéd

4 Ha -
- on &h.eﬁt: “unds fﬁ 1t is entlrely foreign to Butor s out~ ' ¢ -,

. /
a manner that 1s not- con501ous and~metlculous., It ‘is in -

78

" N »
that: "Quant al' ecrlvaln, rlen, absolument rien ne devralt‘
«Nv ) ) . - " . j

) ?ﬂ% s .@’
A more serlous objectlbn to Butor s crltlcal method Q
o)

. K-/
T is ralsed by the anonymous contgabutmr to the “Tlmes therary

Supplement" who complalaed of "hlS f&é%ce desire to 1deallse

and suggested that Butor 1s mlstakenf*‘&asswﬁ hg the samé

degree of 80n501ousness and luc1d1»ﬁ h:'-

n\,-. ) ] E a

artlsts -as he hlmself posSesseS‘ T e o \ R 0

, ; ,u EI. . %ﬁi

. ) ey L °,?~~;' C s ,.&L a S W

R | e T

"‘omehow in, the act of creatlonjgh Butor e ol L
recreﬁﬁks it thetrc is no feom for acdi : :

ﬁw,,» or. Slbvenliness,_lf there 'i§ a dev1at£§n - (ﬁ__
' from-a- standardwpr tice then, thlS has to \ - fooT
 be w11ful and univhient."18 - - A T ‘
. %‘q S ,@ . . ‘ v : . . ® F) ) . - N .
te .(}e IR : : - 'S

c ’ i . L " . y

& There is probably som% jUStlflcatlon for thls charge . éﬁg

A

R
R B

' look both as Crlth and wruter. His de51re.to establlah

-
o

. . -
order is, however, undenlable (the title Repertozre is J g&-'
- /

_ 1tself lndlcatlve‘of thisg) and-he [finds 1t dlfflcult, if h

- h 4
not ampoqs1ble, to acoept that any artlst can functlon in

Jfact on thlS premlse that Butor s book On\§89%algner‘

@ -+ .
0
Eseais sur Zes Essazo, rests. It is-a dellberate chailenge'

to -”cette these, generalement admise, de 1' absence d'art de

' ) -
la comp051tlon, chez Montalgne.flgln 1mp051ng a certaln ) Co

-
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_@rschema of composition on Les Essazs,rButor¢may arrogate

€ -

o ER
3

to *himself tI right. to distprtm\ﬁlh.\
" Montaigne's - 'ki as one, critic poin STout, but all ‘the
-, .- . :
.same:\ 5. » . L&
" "N'y a- t-al pas, dans une telle conception,
Loum moyenade proposer-a la critique de
'substantielles p0551b111tes, d'approcher

o .du secret de la création, geut étre méme

de la capter. sur le v1f°" ' ; v
N

_'The rev1ewer 1n the "Tlmes therary Supplement" has seen

-

? 'Butor makes no secret of hlsude51re to achleve ne

3

thls, too ("the act of creatlon as BuﬁBr ’Efreates 1t.:."),‘

but 1t has failed to satlsfy hih

- RS

.3“

ﬁ,'cgherence mellieur%; by hls cr1t1c1sm. And 1f the result

~ /

is’ to maké certaln aspects of the WOrk "plus forts et plus
- .m-ﬂ
beaux” thé wrlter under cr1t&c1sm would h&%e no cause to

oy o o0

"feel betrayed ‘while Butor would have fulfllled what he

- v .
con51ders to be criticism's main task: the»completion of
the'artist)s project& o ' ) . -

. Aw 3. . Ta -

< . ) ' . F]
3

Baudelaire, himself a Crlth of extraordlnary range

:

e 204, brllllance, once wrote that "le mellleur compte rendu

.\n\

. e . e !

i

“druly tableau pourra &tre un sonnet ou uhe elegle : ;However,,,
» D vever, . ... ..

e

"he went on: = - . . S . . L

A

"ce genrt de crlthuc est destlne aux recuells de -
poes1e et aux iecteurs poethues. Quant 'a-la
qritique proprement dlte, | espere gue les phil--
osophes comprendront Ce que je vais dire: “pour-
étre juste, c est a-dire pour avpir sa ralson‘

a' etre,.la crlthue doit.étre partlale, pa85;onee,

Bot . to disfigue,

[

R Y

s

. -
e 0 ¢



politique, c'est-3-dire faite & un point
de vue exclusif mais auy point de vue qui
ouvre le plus d horlzons "21

-

Butor's critici*m, which equalg Baudelalre S own in its
.fange, falls into both categorles (La crlthue et 1! in-

ventlon) The cr1t1c1sm properly so cal;ed partial,

passlpnaté, polltlcal hlghly personal‘and oven, may. be

found in t series of Repertotﬁes, the "sonnets" and-

W

gﬁélégies" in the Series of Tllustrations.-

80

[

S A



“ g
¥

ot
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13 v o L.
. R. P. Blackmur, op. ©cit., p. viii.
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*de Shakespeare /par Frangoms—V1ctor me5,09uvres Complétes,
Tome 2, ed. Jean: Massin, (Paris: Le Club Francals du livre,
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‘plupart,des ecrlvalns'dans leur premier livre, j'avais

”.of=Butor;s,remar§,to Cbarbopnler, but suggests that Passage

; de'MiZan"&o tains not only tout as Butor then-consciously

~Singe, is the‘Portrazt of. the Artist as a Yod%g Man in

84

First Flight
-:'”
"Mais évidemment j'avais essayé \omme, je crois,. la

etk

- - : 1 . .
essayé d‘y mettre tout." Thus Butor of hls,frrst‘book

Passage de MiZan,2 published in 1954. Since he has furthew

Eaa

declared that each successive book has been written -in an
4

attempt to resolve the problems ralsed by the writing of .

%
its predecessor, the interest rn treatlng Passage de Milan

- U \ .;
ag the rep051tory of Butor's subsequent preoccupaglons in¥
embryo, so to speak, seems evident. Read froQ thlS angle,;

the novel not only provides - abundant evldence of %Le accuracy

;'

‘apprehended 1t but that it is a kind of Ur - novel, where

> ..\AJ

the sources of all Butor's wrltlng may be found 3. In so “nr
as ‘it is true that flctlon tends towards autoblography, anu

the history of the reallstac novel 1nd1cates that rt does,

» Passage de Hilan contalns not only tthe seeds oflyutor s

‘ ’ N

‘future wort but also Butor the man “and artlst as ‘he is today,

1n.embr;o: Butcr the man, 'whose response to llfe finds

’

express.on i art and who has progressed from the ledungs—

.

roman of i Lirst book to the Aunsélerroman of Degres. A

<

For Pasvage de MtZan ‘and not Poptrazt &e Z artzste en Jeune

Butor's work. , _ - -
; - r - . €. ' -

»



. %

that -Butor can bt explicitly identified with any

v

fone Qf the characters in the book (not even Louls Lecuyer,

\d w

whose flight into Egypt paralle}s his own) as_Joyce is
identified with Stephen Dedalus. . On the evidence of

' Georg&s Raillard, Butor is ‘naturally secretive, and his
- g 4 ' T .
reticence would preclude the adoption of any readily
. A .
identifiable alter ego. Yet on his own admisSioz/ a very."

_\L

strﬁng autoblographlcal element 1nforms the book generally

- ':'bA
- ... ily a dans ce llvre un effort’ pour
connaltre fnon enfance et mon adolescence
N c'est-a-dire tout' le temp que j'ai‘ Scu
chez mes parents, pour 1 itre our. =
en prendre consc1ence et geEdgme tem '"pour
4. m'en detacher;" (Entret ~‘v*j¥7lf ) >
I . w*
Joyce/Stephen § declared aim was more grandlloqucntly
phrased: "...to forge in “the smithy of my soul the un=
created conscience of my race."; but this ambition was all"
one w1th hig refusal tosserve "...that in whlch t ro longer

. ‘ "“ wﬁf

belleve, whether it call ikself my h me, my fé%herland, or =<
/

my'church,"4,_and, like Butor, one af the arms .he chose was -

‘exile. / -9
’ 1 .
. L - ) S )
L The very rlaﬁnességf Butor's first book makes‘orderly'
8 o
analy51s dlfflcult,‘bd% thls is: not to say that Pasoage'ue
' |

Milan ladks form..  On jhe contrary, "c'était- deja un llvre*

trés-réfléchi.", as Butor'somewhat sharply}remlnds Georges

Charbonnier, when the latter-suggests,that.there_is'a'

spontaneity amounting almost to a want of -ordexr. in this



— a

.. " novel (Entretiens, 48). . N

Certainly one can see what Charbonnier meant, if one

compares the complex and highly ordered structure of -

‘Degrés, say, with the @rganlsatlon of Pas sage de MzZan, '

Y

- whieH“EVen Butor concedes, reste flou" but ‘alli the same,

N rln N

N thlS is a.relatlve rather than an absolute dlstinctlon and

. ‘*‘-—_,
v a

v

in hlS flrst book Butor S preoccupatlon wrth fofﬁ is ¢ e

already_very apparent. Michel Carrouges notggf hls.ln

A

’

. .. 'one of the few perceptlve reviews. to appear hsp 1ng
nh' @

F.. en ce. temps ‘ol de bon ésprltSApour qy _

-2 se distraire s'en vont. repetant que le.i‘”gmﬁgﬁ

. roman meurt faute de strlicture; 1l'oeuvre = &

# . . de M. Butor est un modele de rlgueur "5 E

I

h—o&‘ e
S

wle T e -

Carrouges may have skaen more truly than he k

-.»{..n.ng‘ B -

°

-

B there 1s somethlng of the model, in another 3%35e ‘6f the
Tk
! archltect s maque%te,‘ln ?qssqge de MzZan, wh;ch is. a out,

) . i .‘ ! » ’ ) Ty - Y . - - ‘. » I
number <15 iy the street dﬁ:that-nama, a’ plcal,Par1s1an‘t

P ) , . . . )
‘apartment building. It should be- notgd that-it is a - |
& *reconetruction'of the buziding and not only,of the li\e‘ |
there:® . L _fgn‘ S W
N v : < & .
® _f "Il s' aglssalt vralment "de 1'extérieur de Paris o3
. . essayer de reconstltuer mentalement ce que * (D

vait etre Parls. Non pas le Parls de la

t la ‘matiére méme ‘de Par n,ces in epbles
s a co6té des autres.® (Entretieng,.
. - RO

Yo s
o ¢




T

L B
The six floors of the building are ocCupied in
ascending order as followsﬁ on the first floor, Alexis L

and Jean Ralon (both prlests) and their w1dowed mother,

'T‘

j? above them the numerous Mogne family, which includes
<

o M. Mogne's father and his wife's mother, as well as ~
f%§ . three of their five children, anhd on the third floor - *
A

Samuel Léonard, 'a wealthy Jewish Egyptologist, who lives,
with his "niece" Henriette Ledu. Above them are\the

. ‘Vertigues family, also wealthy, with one ‘adored daughttr,
‘ w.
- Angéle. The fifth floor is occupied by the art15§ Martin 3

v

de Vere, with hlS w1fe and small children,»anﬂﬁtheir 1dﬁger,

v
. w

ﬂf~/‘&ﬁaston Mourre.’“Finally, the sixth floor houses various

.(JG
‘ servants- Charlotte from the Ralon hOUSehold Madame
Cee »Phyllls the cook and Ahmed the Egyptian "boy employed by

Leonard,QElizabeth Mercadier, the old Servant of qumer
‘tenants who died in a plane crash as,well as“Lou1s Lecuyer,j

poor cou51n of the two curés ang “the two elder Mogne boys,

- — - £ -
b s ] ' . . . [
, Vincent ‘and Gér) rd. P . . . g .

‘ - . .. '_, " . ~ . .

%

"The action, which takes pL@ce between the hoéﬁs of
j,seven in the eVeniné amd seven the fOllOWLng morning, centres
S around ‘the party given to celebrate the entleth birthday
Q.L?’Zf Angtle Vertigues, which‘all ‘the ‘yo

w5

R)

building attend and Wthh affects n arly all the tenants

aand 1ndeed all ‘the- vrgﬁtors to~15 Pa sage de Mmlan in some

-

way. . The festiVities have a macabre ending, hoWever,v&n

Te

. . ?
> . \ 1
!

.g_people_in-the' {



'

I

-

. ‘»' s

‘the killing of Angélq by“Louis Lécuyer, whose subsequent

escape to Egypt is organised by Samuel. Lébnard.

5 The vertical and horizontal lines of its structure 4
hed 0 N
"are .an 1ndlcatlon of Butor s strong de51re to impose order
’ =Y

on the heterogeneous materlali PasSage de Milan.: " The,_‘
h

grld’ based owafhe hours- of t nlght and the 51x floors

* . »
5? thw'hulldlng, whlch supports the noﬁel is evidence"
that?B%tor was preoccupléd w1th§the archlteotural qpal—

1t§§§ of the book and w1th what he has cal&ed "l epp:

-«'

du roman"_from the first. j' o . J

Lnovel thls S hemafls relatlvely unsophlstlcated however,
* . -

perhaps even‘sgﬁewhat rlgld 1n“3ts 51mp11c1ty 1; one

were to compare 1t with the plan for Degre ,qthe distance

‘~velled by hlm.an the 1nter1m would be séen to be- con—'
- A

:rable. However, 1t 1s nonetheless clear that Passage

.
2t

'Y ian marks the begunnlng of a process whlch woulds
. & . .
eventually lead ta works such asJMobale. I
& : T S

Y . -

T " The schema of PaSuagC de Mtlan is twice- mzs en abymeim

R

1n the book 1tself (a procedure w1th wthh Butor s readers

were subsequently to. beCem@ famlllar )-j once'in the
. <° _ﬁ N
unflnlshed palntlng of Martln de Vere.a‘"le tableauv

nacheve sel lable & un emp101 du temps, douze carrés sur

- ’ ‘ttﬂ-, )
fohd grls... 8(P lll), once in the evocatlon of the

_ o R o P .

\,' LT 8 v - - g . E . ©

1
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/ 'Q’.

themes of Passage de lean.: Flrsrly there &ﬁ the dvert

' palntln -rand who,_lh the novol, are flgures of ‘Ang#l

_1m§nne£ﬁ n whlch the palnter has comblned nantatlv

<

T a tomb.) Bearlng 1n mlnd the schema for the anel, the

. réference to Egypt then there are the blrds, thch play
o N

5

basireliefs decofating»one of- the tombs of.SaqéaraQ;twhich

yere ‘themselves a source of 1nsp1ratlon to de- Vere.- The

-

artlst respon51ble for these bas- relisig,hag,employed the -
tradltlonal anc1ent device of reglsters or Irows:. _- '
o ;  PR S o ' ot

Tvr L .ces groupes a' olseaux tournant la téte I

de dlfferents cBtés, les- corps .des marins dans :
v les bateaux successifs, et l¢s. porteuses’ ‘

d'offrandes, te S de vivantes barres de .

mesure entrd lédgtigdles s¢,jouent des melodles\;

de cajgrds, de' £ éurs et deapanlers, L'artiste” ’

de Béri- Hassan: Jmlt passer d'une danseuse-ou . . %

a’ un guerrler ;$V'a%§re par la*® contlnﬁatlon . .
“vd'un méme mouvement mais dans les grandeS‘ - o

frises des lutteurs, chaque fg;s gn hoir

et un rouge, il a.mé€lé les, 1nstantanes )

succe551fs de divers combats, de telle sorte

que les séries de figures s' enlacent dans hn.v

immense . coq;rep01nt.'" (P. 112). 5 -

' - T, W B ¢

N L '_ 0~

’

g

.y .
W D4
¢

4 ThlS short passage contalns references tL many of the

STy

l

‘ .

an 1mportant role 1n the bock, and then,"les lutteurs"

1
\ . BT ]
\ ‘

and'"les danseuSes"L flgures of the guests ab Aﬁgele'%

.\‘A

Lo . H :
. [

suitcrs - However, t%e-p01nt’to note'at the moment/'s_the

<

//, "l.r

J‘lng and mﬁ51c in hms work. f(There is. a relation hip w1th ,‘f;,

/ N : ~,

<arbh1tecture too, 51n§e the palntlng decorates the wall of

\

T
:v‘ - : - .-' '-i.

o . . . . o . .
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e . : : ey S e \ 4 Lo
T S ) oot e el

o

-




>

~

description of the work of the artist of Bdéni-Hassan may

be compared with the following paragraph from Butor's essay

"L'Espace du roman':

"Le musicien projelte sa composition dans
1'espace de son papier réglé, 1'Horizontale devenant
le cours du temps, la verticale la détermination
des différents instrumentistes; de méme léﬁ
romancier peut disposer diffdérentes histoires .
individuelles dans un solide divisé cn étages,
par cxcmple un immeuble parisien, les relations.
verticales cntre les différents objets ou
événements pouvant étre aussi expressives que
celles entre la flQte et le violon." (R 2, 48).

£

Here Butor makes explicit the instructions on how to

read his first novel whiéﬁ had been implicit in the book
itself but which ﬁany of his readgrs'had fa;led to recog-
inise, jUSt as thé door~bells which fing on eve%y floor

of 15 Passage de Milan on-the fateful night seem to emanate

from a single instrument "mais nul de la maison ne peut

entendre l'air dans son entier." (P. 87). N a

e

Theﬁhighly orgénised framewoik of Passage-de Mﬁlan‘
éallg to mind the classicul )nities,‘CCrtainly those of
timg and pl;ce, unity of aption being perhap;'more proble? »
matic. This impression is reinforced by the frequent

< .recurrence througﬁout the book of bhrases from ﬁhé vocab-
ulary of the theatre. Terms such as ”entrerren scéne",
"coulisses", "1&s deux derniers trois coups", recur,

gomewﬁat too prediq;ably, one tends.to think, at 1« s? on

the third or fourfh reading of the book. This usc of

-

.

s
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-

‘theatrical convention < also é feature of Alain, Robbe-
Grillet's novel, pos Gommcs,‘which is divided Lnte ;ivc
"acts" with prologue ‘and eéilogue and cohﬁ( ms;iz th
unities of time and'act;on and to a lesser ‘ngree, lacc.
Furthermore, there s a crime, or morc‘accurately, an aqt
of violence, at the.hqart of botﬁ books, and both are

~
affiliated to’thé~detective novel inVarying degrees.
Robbe-Grillet's book appeared iﬁ 1853, the yeaf before
" Passage de Milan, but since'the latter had been written

by late 19519/'the possibility of mutual influence 1is

eff@cﬁively ruled out.

s
This‘makes it all the more interesting té'specﬁlate
on the reasons why the first boogs éf:these two practi-
tioners of "le nouveau roman" should sa'curiousiy_resemble
each éther aﬁ‘certain points. ;One'must not exaggerate, of
" course; the differences between ILes Gommgs and Passage de
Milan-are proportionately huch greatei than their similar-
Lties, but:the fact that they resemble‘each other at all is
evidence iﬁ support of fhét community of vigws among new .
novelists.whiCh was postdlated earlier,andiit is legitiméte
: ¢

to ponder on the use made in both books of theatrical con-

vention and the detective story.

- Classical Tragedy and the "Whodunit" are not unrelated,
although initially, their juxtaposition might appear

incongruous. As long agd as 1948 W. H. Auden suggestéd o T

.

..",.'f ~



thatfthe detective story exemplifiecs the Aristotelian
descripxiba of Tragedy in that it embodics Conccalment,
Manifestation,APeripateia and Catharsis\lo Arguing'that .
in neither genre are ,the charactere changed in or gy their. -
actions, Auden concludea that Time and épace, thefbfore,
are 51mply the when and where of reveallng e&ther'What has
to happen or what has actually happened "In ebnsequence;"
he says, "the Detectlve Story probably should ... obey the
'cIassicql'unities." On Auden's evidence, therefore, it‘
would appear that the observance of the unities in Les
Gommes and Passage de Milan follows from their adoption
of the roman.policier form. However, it: should be borne
in mind that, desplte their afflnlty with Greek Tragedy,
Detective Nqbels remain for Auden escape llterature and

y I

not works of art, because the satlsfactlon they offer is !

the 1llu51on of belng dlssoc1ated from the murderer, whereas

. a work of art would compel the reader to identify in- some

B

degree with him and to share in his guilt. In Auden's
case, therefore, the analogy between the Detective Story
\and\Tragedy exiets on a quite superficial level; it is

a matter of convention rather- than essence,

In contrast, when Andre Malraux wrote that William
Faulkner s novel Sanctuaru marked the intrusion of the
Greek Tragedy into the Detective Novelll, he meant

something quite different from Auden's remarks. It is

N
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e
evident that he was speaking of the essential and not'the
convcntlonal aspect of Tragedy and that he very definitely

.

con51dere@ Faulkner's novel®tao he g work of -art. The

\

Detective Novel as interpréted by the new novelists'also

=)
demands to be con31dered as a work of art and the conven-
tions of the genre (circular 1ntr1gue, inquisitaorial tone,
suspense) are employed to that end. As Ludovio Janvier
has observed "le Nouveau Roman c¢' est le roman policler

prls au sérieux. IRE:

-

Bt Why was the Detective Story so attfactive to the

nouveaux romanciers? The reason is implicit in thelr

ingful but transparently so. For the new/Povellsts,

"L! Unlvers romanesque a cessé 4d° etre un monde qui se
prete almablement a l 1nventa1re et 4 1" analyse, pour
devenir un monde 1nconnu, rOulant sur des‘logarithmes,
des symboles et des correspondances "13 Hence, Reallty
apprehended as a cryptogram is- approprlately rendered

by the novelist under that form whose ralson d‘étre.is_
the solv1ng of mysterles - the Detectlve Story' anf”
excellent,lllustration, 1nc1dentally, of the 1link between

technique and metaphyszque.

P
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' just as the equlvocal figure of Samuel Leonard rlch

. powerful, vaguely 51nlster and homosexual bears a strong

,Lecuyer and Léonard echoes that which ex};éed‘between' S

. . g

Seénes de la vie privée o -

Butor's avowed lntentlon that his first book should
be a representation of the physical reality of Paris,
("ces blocs qui forment la matiére méme: ‘'de Paris..."),
should not be construed as precluding a descrlptlon of
the social reality of the capital at the same time, and

in fact, a vertlcal sectlon of 15 Passage de Milan reveals .

a supcrp051tlon des couches humalnes qui composent la

A Y

5001eté"l4 worthy of Balzac hlmself Representatlves of
the different classes are neatly arranged in strata both
llterally and metaphorlcally ‘"The worklng class lodges
on the frlnge of society, the ground floor and ‘the sixth,
-then follow the artists and priests, while the rich bour—
geoisie nestles in the heart of the bulldlng nl5 JIndeed

the spirit of Balzac haunts Passage de Milan.

Louis” Lécuyer, "mal fringué", the country'cousin ill
. y - o N

at ease in an urban milieu, recalls Rastlgnac, for example,

wl
R . L.

resemblance to Vautrln, and the relatlonship between

their prototypes;




-
~

. Although their intrinsic interest is undeniable,
the real significanoe of.-sueh echoes'is that they are
concentratlons, as it were, of that community of outlook
between Butor and Balzac which is diffused throughout
Passage dec Milan, the\principle effect of which is to
1eaue Butof's novel open to justvsuch.a superficiallread—

ing as has been accorded by so.many to La Comédie Humaine.
’ o

K

‘Whiie.focusing on the realism of either writer the reader,

. o ~ .
often fails to appreciate his Realism and both novelists

are mistaken for "romanciers- arpenteuro” when they. belong

instead to the race of "romanciers-démiurges™.
. .

Two texts from Répertoire, "L'Espace du Roman"

and"philosophie de 1'ameublemen f,lllustrate this conten-

-
tion, and are partlcularly relev nt to Passage de Mtlan

whlch, of all Butor s books, is th most expllcltly con=

La Comedze Humaine, that.

o v l homme, par une loi qul est 5.!} rechercher, }

tend a représenter ses moeurs, sa pensee et sa 16
- vie dans tout ce qu 'il approprie a ses besoins."

4

-2

A number of the 1deas they contaln are common to both

essays, but it is in "La phllosophle de 1° ameublement"

.

that Butor conducts a hlghly revelatory analy51s of Balzac S

Nl

"théorie des objets". Quoting extensively from La Pedu de

,‘a‘
kg

\

y u
\ x

e
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’Chagrin,_he points out that Balzac regarded objects as

"les os des temps" from which, following Cuvier's example,
whole worlds might be reconstructed in the same manner in
which notre-immortel natnraliste [i.e. Cuvier] a recon-

Struit des mondes avec des os blanchis" 17 "Emporté par :

son [Cuvier's] génie, vez-vous plane sur l'abfme sans ‘
‘ S

I3

bornes du pasgé, comme SOutenu par la main d'un enchantcur?"g

Balzac asks, in terms which are curlously appropriate to
.Butor's first novel. (R 2, 57). 15 Passage de Milan
represents Butor's past (and the past of many of his con-
temporarles) and the narratlve form of the novel, in which
’several 1nterlor monologues ‘are combined with the commentary
of an omniscient narrator, functions rather like "la main
- d'un enchanteur", supporting the reader throughout the"‘
“length of the book so that he/does not questlon the pre-
Vternatural completeness of the data which he is glven.)“
The verb pZaner‘eyokes‘the Position adopted by narrator
and reader vis-3-vis the apartment building; of whichrqe

are given a "bird's-e e view", and it also descrlbes the.
g Yy

ning re-_ference.18

But' to return to 'Balzac's théonie des objets' he
regarded objects, Butor concludes, as "les f0551les de la
réalité numaine, et tant qu elle n'est pas morte, ils en

sont déja’ les Ossements, lé squelette externe." (R 2, 57{,

96
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- This dual role of things is intimately connected with

that "référence A 1'Egypte" (Butor's own phrase) which is
inserted in Pavsage de Milaﬁ. As "fossiles de lalréaiité
humaine" they recall the work of thé archaeoloéist, for
whom értifacts are sé impoftant, and ércheology at once

-~
evokes Egypt.-’ Then( too, it was in the little Egyptian
village of Minieh that Butor had a very real personal
experience of objects as "la squelette externe de la
réalité", whenzhe h;d to provide himself with a table.
‘This article of furpiture was virtually unknown, and fbr
the Egyptians, unnecessary, and Butor forésaw that 1ts
1ntroductlon would.have wide repercu551ons on thelf civi-
lisation, provoking "jusque dans les gestes les plus
courants une perturbafion et un désarroi giganteé@ueﬁ"kg

(3 ' .
As far as the novel is‘concerned, therefore, the

1. . . P . .
description of the milieu or décor is an indispensable

adjunét to the depiction of individuals and of social
classes, as well as to the setting of the action in a

particular period or place; not sigply for considerations

of conventional realism, or exotism, but because "1'ameuble-

ment dans le roman" can be at once hlghly revelatory and

5
endowed with yreat poetic power.

»

"Ainsi lorsque Balzac nous décrit 1°' amcublement d'un

salon, c'est l'histoire de la famille qui 1'occupe qu~1l




nous décrit."? Butor writes. tR 2, 54). Rcadérs of
paxgagc dc Milan will feel that this is equally true of
Butor himself and furthermore,- the éuperposition of
identicgf units which the.étructure of the novel imposes,
allows him to achiecve an effect which was beyond Balzac's '
raﬁge, fér historical rcasons. The fact tﬁat the apart-
ments share an identical'structure and lay-out throws the
furnisﬁiﬁgs of each ‘tenant and their arrangement into
sharper féliefvand is thus revelatory e an even greater
degree of the tastes, the income and the preoccupations

of each household. The play between this structural uni-"~"
formity and decorative disparity is brought out all through
Passage dé Milan and norhere more strikingly than in the 9
sharply contrasted descriptions of thé dining rooms in the

Mogne and Ralon apartments.

The curéq, their mother and cousin dine luxurigusly
fromlblue and white china set on gleaming linen and flanked
by“polished silver. Les Mogne %re crowded around a table
‘covered in "toile cirfe jaundtre" (although they have guests)
lit by a "lustre a abat jour de papier jaune". Thé serQing‘ﬂ
spoons which prétrude.from the dishes of purée are "métal .
anglais" and‘the glasses are a motley assortment: "... on
dépend‘dés marchands de moufﬁrde..." (P. 48). Thése dif;
ferences are‘not simply fhe reflection of different economic

bircﬁmstances, they also point up the gourmandise of the

¢



: C oA
priests, which is somewhat at variance ‘wi
S
.and it is hlghly significant that thclr apgyﬁ
SS ST - \:r 'IH
salon, the family comlng togothcr on%y to ca “%%ﬁile other-

wise living alon951de cach otherwfn 1;BJatloﬁ " Les Mogne,
in contrast, .feel the need of a communal room where all
can gather for purposes other than eating, and this in
spite of pver-crowding and thc'inevitable fgnsions of
family 1life. ,Likewise;»their meal has a ritual character
and a fceling of communify about it which iS’abéent from

the Ralon table, for all its superlative food and elegant

settiﬁg.
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Les Nourritures terrestres: Le Cru et le cuit ,

The role played by food in Passagé de Milan is, in

fact, of the highest importance. Always knowledgeably

and accurately described, it is an invaluable clue to the

life-style of each household and a comparison of'the food .

servedécn cach floor could be adduced as an ihstance of
Butor's faith in the revelatory power cf things. ,Further—
more, the many descriptions of meals and e&en of their
renains have scmething of the quality of natures mortes,
remlndlng us-of Butor's interest in palntlng,‘and of his

claim that wrlter and artlst.have much in common, since

@

both are engaged in coVering a surface. -

¢

]

__He is concerned to “:rirns out the'importance of food

in the llfe of French per ple generally, and in paEtlcular,

in the llfe of the bourgeoisie, and his attitude is an

admixture of cr1t1c1sm and nostalgia. It will be remembered

_that Passage de Milan was written partly in Egypt partly

in. Manchester, and whatever the limitations of Arab cooklng

may be, it is clear from L’Emploz du temps, whlch 1s set in

England that that country was for .Butor .a gastronomlc
desert. That the piéce de resistance at the Vertigues
party should rejoice in the name of assiettes anglaises

is therefore a' delicious irony. ' Space does not permit of
. : , .

.\’,

r
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a lengthy enumeration of the many descriptions of food®
which occur throughout the novel,gbut the follow1ng are'

among the most striking.a oo

Chez les Ralon, Charlotte presents "les navets
: . ' . : . v
transformés par ses soins en fondants ilots sous une

“
fogh

écume couleur ae bas de soie (P, 55),'wh11e at the Mogne’
table, Q‘blques brlns de p01reau pendent a la louche

" comme des algues (P 50) (The smooth as bllk texture

' and appetlslng caramel colour,of the stocking is in’ sharp ,
confrast with the displeasingly slimy quéﬁity of-the sea-
weed.) - When the artist, Martin\de Vere'snehildren have
dined, "Tr01s petits fauteuils restent vides, * aupres de
la table bdsse ou des restes de purée voisinent avec des
_épluchures a' orange". ﬂP, 41) . Benedlcte,'a gqest at’ the
Vertigues; surveYS a slice of sausage*mith a mixture of
cupidity and regret reminiscent of the Welrus and the
Carpenter: '"ﬁt cette tranche de-mortadelle ravissante . -
avec sdn grain de pistache just& on a presque regret de

la manger". (P. 178). - o \‘ ‘

Of course these descriptions also serve ‘to keep up

thé Egyptian theme since food was always provided For the

ae:;\;n\thefr tombs, either mummified or freSh or even
represented in the'wall—paintings. Porteuses d’offrandes
were frequently deplcted bearlng gifts of food to propl—‘

tlate the gods Osiris or Anubis, andiit is significant

\ :
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3 ‘ . ’ ’ . ~ \ .
. - i . X Z )
that Gertrude, the gauche young servant of_the,Vertiguesf.h
’ ’ . ,5" N ‘ ‘ . y
household, is described as a porteuse d'offrandes. when she -
is despatched with goodies. to placate the concierge (a sop

to. Cerberus?) whqg guards the entrance not only of the

buildiné, but Sf.the cavg - the underworld. . K

Finallx“ it is worth noting'that Butor's'treatment of
food in Passage de Milan is eVocat1Ve of certaln essays by
Roland Barthes, notably perhaps, those in thepcollectlon -
.entitled fythologzes . In Butor's novel, food (and of |
'course, clothes and décor tpo) is qulte clearly presenteo
as ajcoae or language and is so interpreted’ by the reader ’

and also by the characters of the novel 1tse1f. For'example,

‘hAngele s parents and the other guests ‘at the party 1mmed1- _

ately and 1ntu1t1vely "get the message" transmltted by Claraj'

- Grumeaux’' s appearance before she has even opened her mouth s

'Furthermore, these factors, coupled w1th the 1mportance,

in Passage de Milan of famlly.relatlonshlps and myth, not'

: ﬁbﬁpention-thehhalf—snbmerged theme ofiincest, call‘to ﬁing
the research of Lévi;strauss;wgﬂonever, sincelthe.Vast'bnlk « G
of‘hls work, as of Barthes's; appeared'after 19§3fare‘we to .,
conclude-that Bntorﬂpractised;structUralism Qithout’knowlnév

-

'it, as M. J%urdaln spoke pr05e° ‘An adequate'an5wer*to-this* K ]f

questlon would involvé -a dlscusslon of. the immensely com- L

_ pllcatéd procedures of structurallsm Wthh cannot be under—}f

taken here. The following briéf* comments must suffice.
. i ” B
| .



103

. o ' O

Butor's remark to Georges Charbonnier that when

: wrltlng his flrst novel j avals besoin de reconstltuer

A cehqu avalt pl étre ma v1e parislcnne, j'avais besoin
d'une representatlon de Paris.", and that Passage de
Milan is "la reconstltutlon d un echantlllon de la ville
de Paris".seem to have something in common with Lévi-

Strauss S. conception of the work of art as a "modéle //

E réduit™ and with Barthes' s observation that-»

"Le but de toute. act1v1te structuraliste. ..
, ,. st de reconstituer un objet de fagon 3
2 ' manlfeéter dans' cette reconstitution les.
régles du fonc ionnement (les "fonctlons")
- de cet objet."20

It 1s 81gn1f1cant that the notlon of reconsbztutzon,

‘€rucial to structurallsm, 1s “twice referred to by Butor
1n the’ course of the two short sentences quoted above.>-
As to the notlon of "le modéle réduit", LéVi—Strauss had

this to say in g Pe se Sauvage:
N
".,.. la qu%st on se vose de savoir si Jle
modéle réduit, .  p: offre pas, toujours et
partout, le type mAme de 1'oeuvre d'art.
Car il semble®bien que tout modéle réduit
. ait vocation esthétique - et d'ol tirerait-
~ il cette vertuy constante, sinon de ses
s dlme251ons mémes? - 1nversement 1'immense
majorité des oeuvres d'art ‘sont aussi des
modeles redults "21 , -

Arguing that science works on a full‘scalefwheréas art
' Al " ‘/ .
employs a reduced scale, Lévi- Strauss remarks that:

"La premlere demarche est de 1l'ordre de la metOnymle,

elle remplace un étre par un autre €tre, un effet pbr

o
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(3

sa cause, tandis que la seconde est de 1l'ordre de la

métaphore", and he concludes that "la vertu intrinséque
du médéle réduitest qu'il compense la rénonciation &

des dimensions sensibles par 1l'acquisition de dimensions
intellig'iblés".'22

4
° . o -

\The application of thége remarks to Passage de Milan,
itself a "mbdéle réduit" of life in a Paris apartment ) ‘.
building in thg 1950's and of Butor's early years,jis
élear. Ihdeed 15 Paséagé de Milan is a "modéle réauit"
of ?aris itsglf.‘ But before drawing ahy conclusions about

Butor and structuralism, at least one caveat must be issued.

It has been said of 1Lévi-Strauss that: "Son désir est

de dire scientifiquemeht de” qui est pergu esthétiquement

w23,

dans l'art. This implies that stiucturali%@ explicates

what art is capable of grasping and conveying intuitively.
To suggest that Butor consciously applied the structuralist

method in Passage de Milan would be to commit an anachronism.

Butor's interviews with Charbonzﬁpr were recerded in 1967,

.
eighteen years after Passage fe;MiZdn was written.  In the
% B . ) : E ! ,
interim, structuralism had become established and it is not.
. : 94

impbssible.that Tooking back at his first novel, he expressed

himself in terms made current by criticism in the sixties e

XS

and which he might' not have’employed in 1951. This is not -
- to say that his description of his first novel-as "la
reconstitution dLun €chlantillon de la ville de Paris" is

false, of course. .



~
However, when all is said,‘Butor and Lévi-Strauss
have much in common. In addition to the knowledge and

wo-

appreciation of music, which has marked the form of their

books, there are Lévi-Strauss's three declared maftresses:

n24

"Freud, Marx et la géoldgie » which have also been

o

objects of interest to Butor.

Lévi—Strauss's déSCribtion of the'aim éf geology as
the recovery of "un maitre-sens, obscur sans doute mais
dont chaéah des autres est la transposition partielle ou
déformée"25 ﬁas been'applied to sﬁructufalism itself. It
might also-be.fittingly applied to the wérks of Butor with
particular reféfence to the strata of 15 Paséage de Milan
and to Balzac's debt to Cuvier.‘;Bﬁﬁ with regard to Struc-
turalism and the work of Lévi—Straﬁss'in relation to
Butér's novels, perhaps the wisest cbnclusion is that
drawnfh¥ Baudélaire when wriﬁihg_of other doctrines and
'othe; artists in 1848: " ... toutes ces théoriés trécentes

sont quelquefois tombées par un accident singulier dans la

¥

téte des podtes, en méme temps que dans les tétes savantes."26
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La Poésie du roman ‘ . S

‘There is, then,;a community of outlook between . \
Balzac ané Butor which is expreésed in Passage de Milan : : \\
by the description of objects,énd décor - "1'ameublement
du roman". Critics who havé éqhmented on this aspect of
the novel have done so in rather a curious way, Either
' ﬁhey have insisted that this “nea—realism".of Butor's is
only apparent or-else-ﬁheyAhéve maintained, as in the case
o% Albérés, that if Balzac and Butor Shafe the same vision
"la construction et l'inteﬁtion sdnt‘différentes." (Yet
Albéreés has deciared, almost ;n the same bféath; that:
Paésage de Milan "est présenté selon ine vision &i in-

s

habituelle qu'il proahit uné“impréssiop ésotérique."p27

n
v

-y

which seems to.be stewhat contradictdry.) The implication
that Butor's novel would be a lésser thingvif its‘réalism

- were "genuine" or if his debt to BaiZac were seehrtoAbe,
too great, derivés‘from a severely limited underéﬁéndi g.

' both of realism and of Balzac with which Butor himsé}f

woﬁld certainly quarrel.

N \ N

[

“:Béethoven est dépassé parfia nouvelle école', dit _ :
dédaigneuSement le compositeur de romances.  fIl #'és; .
pas enéore compriSf, dit le comte, 'comment séraiﬁ—il~
dééééséggaEB 'This‘exéhaﬁge from oneg Qf.Balzac's,owﬁ
noaeIS'exbressés Butor;s attitude to the author of La

¢
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Comédie Humaine. His admiration for Balzac is as profound
as his irritation at the superf1c1al readlng that his workA
often receives and 1ndeed he regards the absorptlon of
Balzac's influence as the sine qua non of modernity. The'

’

writer whpse declared ambition it was to "forcer l1l'arcane

de la nature" cannot be said to differ greatly in intention,

after ail, from thedauthor of Passage de Milan. As' to con-
'struction, Albérés argues -that Butor'S'novel lacks completely
the suspense and.intrigue which characterise novels of the
realist persuasion. If so, Passage de lean was an unfor—
tunate ch01ce of example. Suspense mounts rlght through

the novel, and on several dlfferent counts (will the party

be a success'> who will win Angele E favour° will ‘Henri .
Delétang s theft succeed° Wlll Leonard su\\rise Vincent -
Mogne in Ahmed's bed’) It is- ev1dent from these exa examples

\

that there 1s perhaps a surplus rather than a dearth of
Vs

1ntr1gue.

T

Reallsm entalls more than the descrlptlon of external

reallty, to which 1t\1s frequently reduced - It remalns

true, however, that such descrlptlon is essentlal to the con-

3

cept and that it is, in consequence, 1nextr1cably bound up

'w1th the demand that the novel give the 1llu51on of life
N

" -as it 13 or has been lived in the actual world This

J P !

causedqd Andre.Breton to condemn the novel on the grounds

N

. that it is concerned only,with "les: moéments nuls"22 of

-life, an attitude which has a parallel in Proust's
: { , _ , , .

107 -
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[
rejection of "la littérature qui se contente de WYécrire
les ‘'choses'" and is therefore, in his View, "la plus |
elorgnée de la réalité". 30 .It is Butor's Qistinction that
‘he has accepted the obllgatlon that the novel present itself
as a "fragment illusoire du quotidien" while perceiving that

it is precisely 1n-thls, 1ts most banal and despised aspect,

that the poetry of the novel lies. |

The poetic powerlinherent.in the description of
objects, says Butor, (R 2, 8) derives initially fron'the
mesmeric faculty which such’descriptlon‘confers onpthe
novelistt It is hy‘virtue ofithis power that the. immediate
.surroundlngs of the reader are made to dissolve in favour
of "un autre 11eu; hante par_le decor_de ce qui est decrit,;
narré"ﬂfﬁﬁé, 58)L,“The‘romancier—demiurge is clearly im—'
'plled here}“with his powers of euocation ln‘theiprecise
maglcal sense of the word and the objects he calls forth
are transmuted, as by alchemy, into "mots" whlch tell us

|

. of the habits of thought and actlon of those whom. they

surround.

It should be noted here that Butor w111 have no truck
with "Bien écrire" and the purple. patch For him the poetry
of the novel residés not in isolated ~gems" but inheres in.
the structure as a whole and he argues with- typlcally para—
dox1cal verve that "la poésie’ romanesque" derlves from the
novel's very’realism/ which is the;origin;for the reader

Yy . .
. . z -
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"de tout un voyage dans 1l'histoiré et l'esprit.” (R 2, 10).

3t

This is to be accomplished by means of\"uﬁe prosodie gén~

é%alisée", by' the use of "des formes sg%fisamment'fortes"
(that isﬁhthe instruments of poetry proper;y so Called) in
order that "dee paﬁé entiers de banalitél de réalité quoti-
dienne; . s vont luire d'une phosphoresceﬁce inattendue."
(R 2, 24).“ For, since the novel, by virtue of its realism,
maintaine the vital connection with the banality of every—
day life (whlch poetry, by its "sacre&k.character, often
SeVersL it has the power to make that banallty meanlngful
“and hence *la Poe51e romanesque est donc ce par 1'inter-

médiaire. de quoi 1la ﬁg@llte dans son’ ensemble peut prendre

conscience 4! elle—meme pour se crlthuer et se transformer."”
)» , o

Y

(R 2, 26).

The»opening section of the final volum€ of 4 la

recherche du iemps perdu is relevant to these viewe_pf
,‘Butor; In it Proust takes his stahd egainst "realism" - L F
a la Goncourt, ageinst the novel ‘as "une sorteVQe défilé |
cinématographique de- choses." (P.882). Quitevclearly,j
these-momenes of rev~_ation, of resurrectlon of our dead

f -
-selves, which Proust's great novel celebrates and which

/ : -
are its corner-stones, ere at the opposite pole’to Breton's

"momehts nulé".-'And yet what could be more banal than
their stlmull - a madelelne, a boot'button; uneven cobbles,

a

- the cllnk of a spoon against a plate? The world of objects
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k
is not thé real world for Proust and'yet, through our

senses it may lead each of us to his individual reality.

~

This.is true not only for‘whét he called réminiscences

but also for his tmpressions "qui- cachaient non une
sensation d'autrefois mais une p8pits nouvelle", like
the steeples of Martinville: ‘impressions beneath which .

lay:.

" ...“&uelque chose de toute autre que je
devais tdcher de découvrir, une pensée qu'ils
traduisaient 3 1la fagon de ces caractéres
hiéroglyphiques‘qu'on croirait représenter
seulement des objets matériels." . (P. 879)..

3.

It is Proust's impressions. rather than his réminiscenqgs

.that seem‘primarily to interest Butor. The novelist for

him is:

" ... celui qui apergoit qu'une structure est en
train de s'esquisser dans ce qui l'entoure, ’
et qui va poursuivre  ¢éttes structure, la faire
croitre, la perfectionner, 1'étudier, jusqu'au
moment ou elle sera lisible pour tous." (R 2, 25).

i

His criticism of our knowledge of reality is as pointed

as'Proust's, who declared that:-

" ... l'art prétendu réaliste ... ne serait pas
si mensonger si nous n'avions pris 1'habitude
de. donner a ce que nous sentons- une expression
qui en différe tellement, et que nous prenons
au bout de peu dé temps pour la réalité méme . "
1p. 881). _ ' . '

THe dwellers in_lS'Passage‘de Milan are blind and deaf
' to the forces that ebb and flow in their microcosm.

5 .

ey
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Butor's originality lies in his use of "l'art pré-
tendu réaliste"c despised by Proust, in order to show
us how false our conception of reality commonly is. The
notion of hiéroglyphes is of capital importance here.
Egyptologists, at the beginning, made the mistake of
taklng them literally and a1l efforts at 1nterpretat10n
came up agalnst a blank wall. . It was only when these

drawings of material objects were read as §igns that the

meaning became clear.

Martin de Vere's painting.may be interpreted as a
figure of Passage de Milan, the‘canvas being divided into
twelye squares as the novel consists of twelve chapters.
While_discussing this, his most recent work, with some
visitors, de.Vere iaunches into a disquisition on the
Adevelopment of his art which is of some 1mportance., In
reply to a question whose nature remains undlsclosed
de Vere says that he had arrlved at?ﬂllﬂmasse'and goes
on to show soue of his old paintings by way of illustra-
tion. Here ;s how .they appeared to Benedicte, one of the
company : "celui-ce on dirait un tissu; ou une fourrure,
cét autre, un granit rouge ronge de lichens™” (P 111).

The artlst explalns that since unllke animals, man must
Adlg w1th the aid of/toole, these carefully prepared "carrés
de terrain” crumbled at a touch. From this somewhat cryptlc

utterance one deduces that the paintings employed actual

-



materials, as in collages, for example, and were not simply

rgprééentations.- De Vere goes on to say that as a cohse—
quence of atténding a lectu;e on the logical construction
éf music (which he found to be more evident to the eyé, on
the score, than to the ear) and of associating éhis with

the wallépaintings of Saqqarah, he produced a canvas which

was a synthesis of these experiences.

By using pure.colour instead of the'figures emploYed
by the artist of Béni-Hassan, but retaining the notion of

counterpoint he painted:

.

"... un.panneau sur fond trés pale, nacré,

ol des petits carrés sembl@bles a des notes
grégoriennes s'organisent en quatre lignes
sinueuses, la seconde renversant 1'order
longitudinal de la premiére, la troisiéme le
vertical, et la quatriéme les deux, tandis

que les couleurs se contrarient, noir pour le
blanc, vert pour le rouge, autour du pivot du
gris, et inversent leur succession." (P. 113).

In other words the canvas may.be read "bustrophedon" or

as the ox:ploughs, the mnde of writing employed by scribes

of hieroglyphic Hittite.\

"Je multipligi les formes de base, j';nventai des
iois de rencontre," de Vere expiains, such was his desire
to cément even further the diverse elements in his paint-
ing. Having up till thgn reiied~solely on Visual rela-
»tionships, he decided to introduce "un ensemble de signes”

so that "une dimension toute nouvelle se découvrirait".
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The ensemble in question Was none other than the alphabet
itself, the sign par excellence, and the effects of jitg

introduction were irideed far—reaching.

The letters, meticulously drawn, would form words.

long que moi. Ma Peinture, 1a plus raisonnable de toutes ,

devenait hantée.” ope of the Company makes the Suggestion

that "Il fallair faire aboutir ces mots embryonnaires,
écrire..." Byt another voice intervenes, closing the
discussion: . : .
"Mon cher, vous brulez  les étapes; ayant .-
découvert la puissance des signes, notre

et introduit dans ses tableaux des groupes
de représentations d'objets." (p. 115).

' preoccﬁpy Butor. There ig the pursuit of the link betweéh

music, pPainting, ang language, for example; the quest for.
ever tighter structure ("Je multipliaji les formes-de;base")
and the revelations which ensue fromAformal experiment

(JJ'inventai des lois de-renContre"). Tﬁé”usé of the word

hiérglyphe strikes an"Egyptian'note'but its full signifi-

cance-lies in jtsg connection with Proust's imfressions,
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repositories*of“"une vérité nouvelle" and ltS reference to

the groupes de representatlons d'objets" in Passage de

MzZan 1tse1f It almost seems as if Butor took up what_had

been fpr Proust failed experiences, and sought to brlng them

to fr 1t10n, to make them dellver up that new truth which o
they concealed "Il s 'agit blen d'une conversation entre
Baudelalre et Magrltte", Butor: wrote,'ln the late sixties,'

of Magritte's painting, Lfartiie la- conversation.  In the

Same sense one might say that Passage de Milan is a conver-
sation between Butor and Proust, who also had hlS "rue de

ll
lfolseau o
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LapRéférenji plagt@gne{ Les ‘mots da%f la peinture

Les“ho{i‘dans la peinture L from which the remakk on
.'Baudelaire and Magritte ig taken provides an interesting
"gloss on the conversation‘in de Vere's‘stndio, and indeed

on Butor's first novel generally. This b ok, whlch deals, .
¢
as its title 1nd1cates, with the role played by words in -

palntlhg, testifies not only to Butor s v1rtu031ty, but also

/

to the aculty of his observatlon and to the depth of the

-

medltatlons whlch it engenders. Its interest 1s therefore

great, but for the purpose of the present dlscu551on it will

t
- be suff1c1ent to refer to three particular 1nstances of the

use of words in palntang out of the many which are dealt

v

_with in the book. These are Magrltte s sa Clef des songes ,
A
Pieter Bruegel s Les proverbes neerlandazs, and the pheno—

menon"known as a rebus.

~ . 20
L \ .

"Magritte's canvas consists of a récta le -divided 1nto
51x coﬁpartments, rather like- the. panes ofi a w1ndow Eaph
of 'these houses a 51ngle object represented ultra—reallst—
"ically w1th‘lts name wr&%ten in "oopperplate“ underneath;
This would be'entirely innocuous'werevit‘not for the fact
that in eaoh case the name appears to be/totally 'unrelated :
. to the object SO falthfully represented above dit. Thus,

under what 1s 1ndlsputably an egg, we read "l AcaC1a"

./whlle a black bowler hat is entltled "la Nelge" U51ng

-
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another of Magrltte s works as an ald to 1nterpretatlon
(a procedure which may usefully'be applied to himself),

Butor points out. that the painter seeks to show the great

a

gap which in' fact separates the most "realistic" repwe-—~

sentation of the.simplestohject-from the reality. In the

‘.

gap between an egg and its image an acacia may flourash.

Or again, as in the clef des songes proposed by Freud and .

explolted by Madison Avenue, our subconscious may frequentIy
subs . cute one image for another too palnful or too shock~
ing to contemplate. Or yet agaln, the glarlng dlsparlty

between the real acacia: and the stereotype which 1ts name

evokes ‘may allow it to assume the appearanCe of an- egg in

one's dreams. What is 1nvolved,,accord1ng ton utor, is’

S
the 1nterplay of four terms the acacia, thé image of the

dream of the egg, the word acacia, the eg% e L

I - ‘ S
.The interest of this analysis in referenCe to’Martin°

-de Vere [ palntlng ahd to Butor s novel is at once manlfest

and dlfflcult~to express._ The follow1ng serles of questlons

seems'preferable to Flat statement, in the circumstances.

What light does Butor!'s dlscu551on of La CZaf des

songes thrOW on the representatlon of objects 1n Martln

<
-

'de Vére' s.palntlng? ;1n;Passage de lean.ltsele Can

- Magritte's canvas-help us tO‘interpret”the'dreamS‘which

h . ’ . - 4 *

haunt the .apartment building? D¢ de;Vere's painting and

. : : Lo ,= - ’
Butor's novel echo the disposition of La clef des sanges?

o
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In considering these ma£ters we might note that Butor
shares Magritte's:attachment tg wiﬁdows (they figure-
promgnently in Passag; de Milan), which he finds pafticu—
laﬁly fascinating at the moment when they pass from

transpérency to deflection, the "time: of day which is

"entre chian et loup", a favourite expression of his.

Writing of~fh Clef des songes Butor remarks that it
resembles a Vindow and goes on to ‘say:

"Que de fenétres chez Magritte,, K et que de . _ -
tableaux ol elles mélent le jour & la nuit! :
'  Celle-ci aussi associe 3 la pensée diurne des
‘" mots critiquant les peintures habituelles, 1la
pensée nocturne des emblédmes critiquant les
’ " paroles habituelles, nous. fait voir les étoiles
"en plein jour." (MP, 85). - .

This'cr;ticism of our knowlédge of the real by'means of
the interplay of image, dream and language is closely
related. to Butor's own enterprise.

: I S :
- Pieter Bruegel's Les proverbes néerlandais consists

of a seriés of scenes‘which‘illustrates various proverbs,
Qsﬁablishing an elaborgté interplay between them, which

P

results in .a multiplicity of meanings., For example, one

» / . . 1

scholar has proposed no less than four proverbs as ,>
"solutions" for the detail of a barefoot man kneeling

before a house in flaﬁes. The painting has its origin
. . in ‘the spoken language and Bdtor'sfdnalysis of this facet

- of the,wqu is mbst important.
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"Le tableau est entiérement bati & partir
du langagz courant et doit réagir sur celui—g&.'
Toutes ce fa?ons des parler habituelles, dont
-les mots sé sdnt usés, y retrouvent leur
- étrangeté.j D'autant Plus que les proverbes ne

mais qu'ils se mélent en scénes et groupes de
scénes; c'est 'l'homme au couteau entre les

dents' qui 'attache au chat le grelot'. cClest
le méme procédé d'invention que celuj de Lewis
Carrol (sic) dans A4lice." (p. 70) .

-

Butor's skill in handling different kinds of vérnécu--
lar is amply'dembnstrated in Passage de Milan, where the.
toneVOf Madame Mogne; of her sons énd of the various
servants, to take some exampleé,.is unerringly rendered.
,Like Bguegel's‘painting, the book is "bati 3 partir du
langégegcoﬁrant". Theirecurring phrase: ""les vannes‘sont
-ouvertés" is a good example of this. it is applied.to such
diver:a phehoﬁena as the'malicious'probing of’Frédéric
Mogne's mother-in-law, Alexis Ralon's radio, and the music
played at the party. "Lesvvannes" are sluiée—gates and
the expréssion derives its fofcé from its bbnneétion'with
fioqding waters. Thus the image of. the Nilé,fwith its

life~giving fload, i1s evoked while the piaying of "un blues

fluvial" (P. 223) conjures up the delta of another great

river, the Mississippi. ‘.

of

The reference to Lewis Carroll in the paséagé_quoted
-above sho#ld also be noted, not only on linguistic grounds.

The lay-out of Passage de Milan might be compared with a
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chess-board (Alberes has used the word damier in its regard),
and then there are the frequent references to playing cards
not to mention the network of over-lapping dreams, all
‘features of Carroll's work. Carroll was also very 1nter—
ested in puzzles, of whlch qhe rebus 1is an example._

This device, w ich§éntails;the enigmatic representation
of a name o6r word by pictures suggesting its syllables,
exercises a great‘attraction over Bu£0r, for»whom punning
Iconstitutes a verbal equivalent of the pictorial rebus and
has the same effect of slow1ng down the dec1pher1ng process
In both cases, sonorlty is of . capital 1mportance, which
means that they can only be "read".in the context of a
sing;e language. (This is_not so for Bruegel's proverbs,
in spite of their close link with popular speech.) The
making or'the'decipheringkof a rebus callslfor a sensiti-
v1ty to homonyms and homophones which makes one consc10us
that "Chaque mot est hanté par ceux qul lui ressemblent"‘
The work of Raymond Roussel is built around this, as are
many parlour games (notablyithe B.B.C. programme My Word)
and crossword puzzles 32 Butor has 'noted: “Chez les
.alchlmlstes. cabale phonethue".' The connection between
. the rebus and the hieroglyph is also‘clear and it will be
~remembered that Martin de Vere "remonte de la lettre au
'hleroglyphe et 1ntrodu1t dans ses tableaux des représenta—

tions d'objets. The introduction of the letters of the .

alphabet had already caused his work to become "hantée" as

119



~

the syllables formlng on the walls of his studio
"s attachalent a toutes les brlbes de langues anc1ennes
et modernes qui me restalent de mes etudes, pour brﬁler

en pensers (sic) blzarres. (P. 115).

Butor refers elsewhere to the rebus.in‘a different |
but most reyealingocontext. This occurs in his essay
"Le toman et la poésie"->(R 2,Pp. 7¥é7 ) Breton had quoted
the descrlptlon of a. room by Dostoevsky in ordii_to 1llus—
trate the hopelessly unpoetlc quality of the -novel and
Butor takes up the same-passage with the'intention of
turning the tables. Such descrlptlons are not 1solated

1nstances, Butor argues, but recur at nodal p01nts in’ the

novelist's work and when ‘they are correctly placed‘within
e _ :

. the context, not only of a sihgle book, but of his complete

opus they may'be_interpreted as: R . ;

... constantes de son imagination, dont je
pourral étudier le pourquoi, par 1% déchiffrer
ce qu'il nous cache parfois, ce qui de lui
était caché méme' 3 lui-méme; grille- ou ‘rébus
nous permettant de pénétrer dans son intimité
la plus profonde." (R 2, 9). R :

Desctlptlon thus 1nterpreted is a;long ‘way from belng
T a 51mple "defllé c1nématograph1que des choses": The obllque
rays cast by these observatlons, together with the texts L
quoted,above, illuminate the;many facets of the Realism of

Passage de Milan.

—
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The analysis of Magritte's: palntlng exposes the
comple¥1ty of the whole 1ssue of reallsm in art and sets
.us thlnklng about the relatlonshlp between image and
language. The commentary on Bruegel s proverbs points up .
the rlch 1magery whlch subtends popular speech although it
generally Ppasses unnotlced - The remarks on the rebus'
1ntroduce another dlmen51on to the dlSCUSSlonL sound
show1ng that it can be rendered plctorlally and yet form
words, and these samezremarks lead subtly to the conclu51on
‘that the novel_s 1mages are lmages in the fullest sense:
that[they may.at one and the same tlme be the art1f1c1al
imitation oé the - e;ternal form of. an object and metaphor.
Thls being’ sd\\the approach taken 1n thlS study, so far,
vto Passage de Mzid may have been from the wrong angle.“;
By per51stently v1ew1n it in relatlon to life rather than

to- language, the error c onp to noVeléreaders may have

been perpetuated. - = ' I _ - : .

Like all other books it is only "words, words, words"
as its characters are not real persons but "ensembles de
mots". lee Bruegel s plcture, Butor's novel 1s bUllt to
‘an unusual degree "a partlr de la langue courante", but in
contrast with writers like Carroll or Roussel, of whom the
same m;ght be said, the result is not fantasy, but Reallsm

Thus the numerous colloqulallsms and saylngs w1th Wthh

Passage de Milan 1S~studded are revealed as- so many "vers
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donnés" in Valéry's phrase, which not only provide'the
- basis of the structure, but by their interplay, its very

substance.

: Such’phrases ask"entre»chlen et loup" y"faire le
pied de grue" "on ne les conna®t ni d'Eve ni d Adam",
"les vannes sont ouvertes", the amblguousvt;tle itself,
arelsome examples '"Elle est 1 effacé" is the- general

verdlct on Henrlette Ledu - a 11teral descrlptlon of . her

1

. fate at the party, in the event The instant before she '

1s kllled Henri Deletang mentally dlsmlsses Angéle as
une petlte grue"i llterally in Engllsh a crane, the'
French WOrd for skull.. Verbal play of this klnd 1nev1-
‘-tably brlngs James Joyce to mind and 1t is 51gn1f1cant

that one of Butor s earllest essays was- devoted to hlm.

, Together’ w1th the later "Esqulsse da’ un seull pour Finne--

gan" -it has a great deal to contrlbute to a discussion of
the role of language 1n Butor s first novel. |

'"On a dit’ que le personnage pr1n01pal d UZysses,
:c était le langage, et il y(a‘la quelque chose de pro—ﬁ
fondément vrai.' (R 1 201) This comment of Butor s
in 1948 mlght equally well be applled to his own flrst
novel ) The notlon of language as . sound is exempllfled

in both Ulysses and Passage de Milan by the role accorded

““tomusic in both books. - Bloom s mlnd 1s haunted by beZ

W
)
AR
R, "
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canto and Stephen's by Gregorian chant.. Probably few
readers of Ulysses would recall unprompted that the
rbeglnnlng of the GZorza in Excelszs in Gregorran notation
appears in thenhook. Butor, however, would not have/ missed
such a detail and thevfacttthat one of de'Vere's paintin§s5
‘features'"des petits carres semblables a des notes gre—"
gorlennes" may be an obllque reference to thls.; Then too
,15 Passage de Mllan resounds for most of ‘the nlght to_/he
music emanatlng from the party, ranglng from Strauss's

| La vie révée to the plalntlve "Oh Lawd, you made the night.
too long"- tltles whlch typlfy Butor s unremlttlng atten~

i
tlon to detall ‘.

Butor remarks that "Il Yy avalt des cles pour Ulysses

4

dont 1a principale était le tltre meme. (R.l 211), a
statement which is no less true of Passage de MtZan and on )
»thls score it 1s amu51ng to find. Butor setting Charbonnler
on the rlght track rather as Joyce dld Stuart Gllbert

But it is 1mportant to note that for ‘all its preoccugatlon
w1th language and respon51veness to keys, Ulysses, for
Butor, avant d'étre autre chose, est un roman" (R 1, 199),
a comment which admlrably expresses the 1ntent10n of‘hls

own first four books when the novel seemed to hlm the most

elastlc of forms, ahd 1t is thlS whlch accounts for thelr‘ L
f . .

‘reallsm".

4]



Developing the cliché

It is perhaps Butor's discussion of Joyéé's;treatmeﬂt
of lieux communs in Finnegans Wake that is of most. inter-

est. to the study of Passage de Milan. Here is what he says; 

)

"La déformation que Joyce fait subir aux
lieux communs nous en délivrent. Il est certes
trés agréable de devenir capable de lire &
travers ces expressions rabdchées des histoires
ahurissantes, mais ces histoires ahurissantes
‘ne prennent tout leur sel que lorsqu'on a pergu
‘la formule qui les sous—tend. - Dans la vie :
quotidienne, c'est devant le lieu commun gue nous
nous trouverons, et Joyce nous aidera & le trans-
former, mais 3 1'intérieur de Finnegans - Wake
c'est souvent 1'opération inverse qui ‘se produira: N
je m'apercevrai en lisant une histoire bizarre que
finalement c'est tel lieu commun qui en fait
1'unité. ©La lecture de. Finnegans Wake devient ‘ .
incomparablement plus aisée et plus fructueuse i
partir du moment ol 1'on. commence & reconnaitre:
'les lieux communs joyciens classiques." (R 1, 224).

Butof's'aétiVity qgrresponds closely, though not exactly,f‘
to his description of Joyce's method. Passage de Milan
" is a quest for deliverance from the li{eu commun both

literally”and metaphoricélly.

?hé‘commonplace'is not deférmed,_as in'Joyce, nbr dré
the incidén£s‘particularly biéarfé; vet we aié aware. that
‘"c'est ﬁel lieu commun-qui en fait 1'unité" and henée‘tha£
‘the feading is-greatly ;ssiéfédby'récognition ofr"les

lieux communs [bdtoriens] classiques". Instead of defqrma—

124
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tion Butor's technique might be described as development of
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the cliché but the end result is the same, a revelation

- of the mystery of language.

<

The expression "une petite grue" illustrates Butor's
| use of the lieu commun. Une grue is llterally a crane
but it also means - "[une] femme de moeurs légeres et
'vénales", the sense in whlch Henrl applles it to Angele.
(P. 251). Thls second meaning derives from the expre551on
"Falre le pled de grue" whlch Robert deflnes as "attendre
longtemps sur ses jambes (comme une grue qui se tlent sur
" Une patte) Hence grue may mean prostltute "du fait des
statlons prolongees de la fllle qui fait le pied de grue"
An Engllsh equlvalent of "Faire le pied dé’@rue".would be
"to)dance attendance", which may  be significant.
: _ . / 1
' ~ , LT

On page 224 of Passage de Milan we read how Louis is
- consumed with Jealousy of Vlncent and Gerard Mogne. who
have monopollsed Angele whom he. de31res. ‘Resenting the
confidence bordering on_complacency whlch belonglng to a
large famlly confers on the brothers, he dlagnoses their
. attitude to out51ders to be one of good- natured contempt

\

They are- elaborately polite to each other-' "Tandls ‘que -
‘le reste du monde avalt la perm1551on de faire le pled de
grue" . In fact most of the young men at the party, but
espec1ally Louis, the Mogne brothers and Henri have danced
attendance (llterally and metaphorlcally) on Angele, who is.

Q

: descrlbed as{"une petite grue" at the end of the evening.



Bird~1magery plays a very important role in the novel
from the mzZan of the tltle to Martzn de Vere's friend

Plerre Grzvteux "payé pour griffonner des sons evocateurs.

.~

and thlS congtante of Butor's 1mag1natlon adds another

dimension to the express;ons under discussion, indicating
. ‘ |

that.they are not just casually dropped colloquialisms

but are constitutive of the ugity of the text. By qée same

- l
token,_the milan, who represents Horus, or "le soleil de 1la

N

mort" is of the Same tribe as the falcon, which may be

trained to hunt the crane and it is the rassage de mLZan

and the shadow 1t casts which ecllpses Angéle.

If it is felt that the. foreg01ng analy51s owes more

to progectlon than to perceptlon, the following remarks

addressed by Butor to Charbonnler may be cited in its

support: ,
' . "Dans la littérature, nous prenons'des mots
de la vie quétldlenne «++, nous les dechargeons

'un certain nombre de leurs 51gn1f1catlons,
our leur donner une 51gn1f1cat10n pre01se,
ﬁals ce n'est qu'un premier mouvement, car la
_ 51gn1flcatlon précise dont nous. les chargeons
va étre falte pour retrouver la 31gn1f1cat10n

précise gqu'ils avaient, qu'ils avaient non
'seulement avant d'entrer dans le llvre, nais
qu'ils avaient avant d'étre oublles rar le
lecteur.

I} y a ici un jeu, pour m01 tout a falt
fasc1nant un jeu tres serre,..

. 3 . - . ., - . - L. - .

P

"g! organlse ces mots de telle sorte qu'ils puissent
¢ mener 3 une prlse de conscience". (Entretiens, 26).
‘ J N
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This discussion is evidence of the success of his
endeavours. However, the very conscious use of language
in Passage de Milan in no way invalidates its realism, as

. Butor again makes clear when- he says:

’

"L'idéal, naturellement, ce serait d'arriver
d ce que chacun de nous retrouve la totalité de \
l'empire des mots, que la totalité de 1l'empire
des mots lui redevienne visible, qu'il puisse
se promener & l'intérieur de cet empire redevenu
lumineux, entiérement lumineux, et que 1l'empire
des mots soit lumineux implique que la réalité
toute entiére .soit lumineuse, que l'histoire
entiére soit devenue lumineuse, et que par
conséquent, nous sachions ce que nous voulons."
- (Entretiens, 27).

But if this ideal is to be approached, the novelist must

proceed in a highly selective manner:

"Les significations conventionelles dont
je viens de parler reposent sur les significations
qui sont déja 1a, et par conséquent ce n'est jamais -
n'importe quel mot ou n'importe quel objet, ou o
n'importe quel moment qui pourra étre chargé de - f_- o
telle ou telle signification. Il faut trouver = - . -
‘des objets, des moments, des détails, par lesquels ™=
la réalité se mette & parler, des méts, des
objets, des personnages qui soient métaphores
des autres, 'qui soient ce par quoi le reste
devient visible, audible, connaissable, et en
méme ‘temps désirable.” (P. 27) .

On reflection it become§¢clear that'finding Jées objéts,
des moments, des détails pér‘lesquels la réalité se mette
a Rsrlqr"'desc;ibes/a procéss in which novelists\a;
apparently diverse aé'Balzac, Prous apd Joyce, ' the trio

of intercesseurs who have left their imprint on Passage de

orre
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Milan, participated and which Butor has described as follows:

|

"Il faut se mettre 3 1°' ecoute de la reallte,_

il faut saisir le moment ol la réalité commence
“a parler, ou dans ce monde, dans ce discours

muet qu'est le discours de notre vie quotldlenne,
dans ce monde muet de notre vie quotldlenne, avec
ses significations usées, il faut saisir les
moments ol, tiens, quelque chose que nous. ne
comprenions pas se met 3 se révéler 3 nous,
quelque chose nous devient clair." (Charbonnler,;

This kind of "sudden spiritual manifestation" Joyce called _

(

an epiphany. 33

\\

‘While 1t may be true that what was for Joyce a mystlcal

\

concept has become a llterary dev1ce,‘nonetheless, Butor s ?
_understandlnéaof eplphany seems to have kept\or reanimated
the full Joycean charge and 1t thus attalns, in hia hands,

a vigour which a writer such as Katherine Mansfield, for

\~

“example, was unable to achieve., This may well have some—l\»

thing to do with certain 51m11ar1t1es 1n thehBﬁckgrounds . \\\
»of Joyce and Butor. Both came from devout Catholic famllles, \
'both were educated by the gesu1ts (an expetlence which,

legend has it, leaves an 1neradlcable 1mpres51on) and”B“th
became apostates. Slnce an eplphany is a spliritual Manl—"
festation, more partlcularly the man1festat1 n. of Chrlst

to the Magl, these matters cannot be 1rrelevant to the

concept. In Butor's case, as 1n JoyCe S, there may be an

-

attempt to create a literary substltute for the revelatlons

of rellglon. »?he elements of linguistic experlmcnt, mythi/;/ /////
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autoblography, symbollsm and natyrallsm whlch contrlbuted

to Joyce's transcendental view of experlence.are certalnly

present_ln Passage de Milan.
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Birds of Passage

- . \
a l

‘ The very tltle of Butor s first novel 1s an eplphany;r
the show1ng forth of Horus, the hawk =like sky god of whom
each of the<£haroahs was held to be a re- 1ncarnatlon,
avenger of his father 031r1s.n In form, Horus resembleS’
’thei"hawkllke man", Daedalus, whose name Stephen bore,

and whom he llked to 1maglne "soarlng out of his capt1V1ty

e

on osierxr'woven w1ngs"“ (Daedalus was. also the 1nventor -of
the Labyrinth, a theme whlch is taken up 1n Butor's second

book,_L'EmpZoi du temps.) The prlest Jean Ralon, 1seghe

only.character in the.novel who . sees the mﬂlan oflthe,title
and he wondérs if it mlght not be an’ aeroplane.."This is |
'con51stent w1th hlS fallure to recognlse 031rls, whom, in
his dreams, he meets in the Land of the Dead and 1nd1cates
‘that for all his studies in Egyptology he is no closer to_.-

the splrlt of the’ old rellglons than ‘to the splrlt of
Chrlstlanlty.n' L Lo jﬁ/ o

v

a

It is Vlrglnle, hlS mother, for all her superstltlon,\

N

or perhaps because of it, who has' "ears to hear".  She : S

descrlbed at the dlnner -table her emotlon at the’ 51gHt of

PN

Mune - grande troupe d'oiseaux ... qul poussalent de:grands
crls comme s 1ls voulalent avertlr au cours. d'un passage ....

{qul] tournoyalent et S attardalent comme s rls S 1rr1ta1ent

qu on:ﬂe les comprlt.p01nt,... Mo(PL 56—57);. Such flocks e i

[ ‘ e

. / ) . _— i .
// - ; . - 3 . . - N
. g e N .

PR
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u

{ ' . .
. of birds often heralded the erratic arrivals and departures

‘ . A 5y . _ . : ¢
of her late husband Augustin, but now that he is dead she:
. , 4 : ,

/,does‘not knéw ho& to intefpret the sigﬂ and is filled with
foreﬁoding. Significantly, her son Jéan cannot or will not
help her;. "il aurait bien trob peur  que j'ajoutasse féi a
ées sornéEtQS"millénaires." (P, Sj). In the event, the

birds warned of the departure of Louis, who is reminded of
the ancient practice of augury by his aunt's wards: .
" - : ! N ‘ ‘ . / - . . i
. o : o 4 ’
"Le peuple cruel des Oiseaux, le coucou, 1'ibis,
la mouette grise, avec des yeux ronds impénétrables
au travers desquels des prétres vétus autrement
- voulaienk voir de quoi, demain serait fait." .

v
8

Stépﬁén Dedalus loékgd to the. birds for alGyury too, g

]

—~saeking a sign that would confirm his own deéarture-from)
.Ireland. " Leaning on his' ashplant which reminds him of the

augur's curved stick:
. At g . ‘

- " - °

‘g%A.sehse of fear of the unknown fioved in the
heart of his.weariness, a fear of symbols and
portents, of the hawklike man whose name he.
boref'soaring out of ‘his captivity on osier-
woven wings, of Thoth the god of writers, ‘
writing with a reedsupon a tablet and bearing

on his narrow ibis-head the cusped moon."34 ‘ | ,

The co;fésppndénce between this passage &nd Butor's novel

are at once perceptible and dQJicate,,éo that-it is diffi-
.. [

cdlt to bting them oﬁt without being‘heayy-handed, Butof'S-‘

name is bird—like,'és Stephen's wa§,'add he has endured

o

Schobl~boy.jokes on this accaunt iust as Stephen did.
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("'wWhat is your name Stephen had answered: ‘Stephen

Dedalus.' Then Nasty Roche had said: ‘'What kind of a

name is that?'") . Then EgYpﬁ is invoked in the passage
: ‘ '

" from Joyce, in the person of Thoth, who was customarily
represented as an ibis and who appears qnder that guise
in the sentences quoted frqm Butdr.'.Aﬁdﬁher éphere of

Joyce's influence is revéaléd by the comparisSh between
the role played by birds in Portrait‘of the Artist as a.

Young Man and in Butor's book.

Stephén's alter ego, tempter and enemy was called
Vincent Heron, who had "a bird's face as well as a bird's
name" (Portrait of the Artist, 109)=J1e peuple cruel des
oiseaux". And in the vision which is the climax of the
book, the Qading girl on Dollymount strénd appears ﬁo

Stephen "like one whom magic had changed into the likeness

of a”strange and beautiful sea-bird."

"Her long slenéer_legs are delicate as a crane's
while her bosom was a soft as a bird's, soft

and slight, slight and soft as the breast of some
dark-plumnaged dove." (P. 186).

TOQafd' the end of the Vértigues pérty, LOuié.thinks that
Angéle is the only.real beiﬁg among the crowd.of'éagging
mariénettes. However, he pictures her body .as being ,
covered in feathers:

Q

'V"Votre'corps est couvert de plumes,’Angéle, juste
du—-dessous de votre peau, minces zutour des yeau,
amples sur votre ventre, et de toutes petites /

I o /
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vagues sans se lasserwqui lavent, chargées
d'un peu de sable, et de sel et d'essence.
(P. 193). : :

santly lapped by the céress of the waves, halcyon-like:
"one whom'mag;b hadq changed’ into the likeness of a strange

and beautiful sea-birg."
/“v“ ‘; ‘ . . . . .

In contrast, Henri Deletang, the inverted puritan;

is revolted by the hYgocrisy he discerns in Angéle's "Yeux
effrayds de colombe " (P.'251) when he finds Louis Lécuyer

at his heels in the Vertigues apartment. (How easily shocked

the cavalier of Clara Grumeaux turns out to be, inéidentally,

and what. an indictment of the double mdral'standard-his 

outrage implies,-a’good example of Butbr's pointed Criticism '

of_thq\society which is epitomised by'ISAPassage dé'Milan).

In connection with the éxXpression "une betite grue" it is~

© worth noting that grue échoes .the first syllable of Clara
-Gruheaux'smsurnamey and the following little exchangev

which occurs at the'beginning'of the partyﬁ expertly con-—

veying Madame Vertigue's chillyldisapprovél-dfhwg>attentibnA
to fhis:35 '

"Permettez—moi, chére madame, de vous pPrésenter

mademoiselle Clara Grumeaux. . .

- Tout a fait enchantée. Voyons, Henri, vous

connaissez Giséle Petitpatég." :

Un bonjou bouché. ‘

"Et puis Voici Denis Petitpatsg, mademoiselle. ..

- .Grumeaux. : - ,

J'ai si peu la mémoire des noms. Angéle, Henri

t'a amené uné de sesg nouvelles camarades. " (P.. 86).
. - ' . - N

133
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Pacing the corridor outside their bedrooms, Louis
Lecuyer v1suallses the two Mogne brothers as vamplres

or monstrous birds of prey, whose victim is Angele.
o . ' /

"Dans leurs draps noirs ils pllaent et
déptiaent leurs longues ailes; ils se A L
nourrissaient de ses yeux dans leurs . R
monstrueuses agapes ... Tout le sang- :
d'Angéle passait a laver leurs bras pour
leurs}sombres fétes,". (P 244) .

Meanwhile Alexis Ralon encounters,'ln hlS dreams, great
blrds~'
[qu1] chantalent avec des paroles, 1ls
avaient un visage semblable a celui des
hommes, et des bras separes de leurs ailes

avec des véritables mains, dont ils frappalent B
les paumes pour scander leurs strophes,". -

(. 218). o R >

A_strongly romantic.aura cling#’to these winged
creatures as it does to many passages ‘in Porbrazt of the
Artzst as a Young Man In hlS anger at E. C. S dallylng
-w1th a young prlest "looklng at h1m out of dove S eyes" )
(P. 225), Stephen scorns her "batlxke soul" (P 226) and
his dec1s1on to leave taken, "the black arms of tall ShlpS"
beckon to him, "shaking the w1ngs-of.the1r exultant and .
terrible youth" (P, 252); Whlle these romantlc overtones &\.
may beipartly attributed in both cases, to the strong
‘lyrical urge: which frequently impells flrst novels, Stuart
Gllbert has shown the influence of Pater on the Portratt36

and Butor has firmly stated to' an 1nterv1ewer that "1l y a

une continuité absolue entre les romantiques et la
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littérature'contemporaine."37 ' ! .

Edmund Wllson s view that Symbollsm was the twentieth ¥

century counterpart of thb Romantlc movement together with
the acknowledged influence. on Butor of Claudel- and Mallarme
seems’ significant. Wllson wrote of Joyce that in Ulysses

he had exp101ted to —gether as no writer had thought‘to

.do before, the. resources of Symbollsm and of Naturallsm" 38

. Butor s Passage de Mtlan follows Joyce's. example 1n this

"respect and hlS pervasive 1nfluence is dellcately acknow-
ledged by the novel called Les Faubourgs de Trzeste, the
Mwork of éne of Léonard's- guests, which is circulatingyin

15 Passage delelan.

R
One of the more important themes in Butor s flrst

| novel is that of Paternlty, also a major preoccupatlon of
Joyce. ‘The relatlonshlps between father and son are ex- | {as”r
plored In the Mogne family, the effect of a. dead or absent -
'father is seen on Louls and his cousans the prlests, the
'father—daughter tie. 1s éxempllfled by the Vertlgues famlly
and by Leonard and hlS 1lleg1t1mate daughter Henrlette.
Curlously, Vlncent Mogne thinks- of the pale dlstraught

. f
Louis as Hamlet at, one. p01nt in the- evenlng,.and 'this play

-

[
was closely bound up w1th the questlon of. fatherhood in

'Joyce S mlnd as the brllllant dlscu551on in Ulysses attests.

Louis; like Hamlet and'Stephen, is fatherless Hamlet

has lost his natural father and refuses to recognlse his
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step—father. Stephen rejects Slmon Dedalus as a father
and turns rather to hlS name sake Daedalus,\ old father,
-old artificer". The recognition of Louis as aA"Plteuse
1mage de m01~meme" by Samuel Leonard (a Jew) (P 266) and
his paternal sollcltude for _the young man carrles strong
overtones of Bloom' S recognltlon of Stephen in the Hades
-eplsode of Ulysses. (The scene between Leonard Iand LOUlS
takes place in the aave, 1nc1dentally ) It is paralleled
by Fellx Mogne s sudden rush of compassion for his father,
on returnlng from the party.

"’Comme ce dos est vieux', pensevFellx,. 'et qu il

est facile de lui faire acpepter nos mensonges .o

A-t-1il tous les jours ces epaules voltées, ces
vétements de cendre, cet air craintif?'" (p. 159).

. Henri Delétang on the other hand plots his father s
destruction or at least that of the family firm of Petlt-
, pate, Deletang, Vertlgues et Cle., "la.belle ralson soc1ale"
‘whlch he hopes to crack open. Heiwill never forgive his
father for "la gale qu 11 m' a-leguee avec son nom", {P. 202), .
£

ihe assures hlmself and refers contemptuously to M. Petlt—

paté asu"llttle ple senlor" 39 4 thoroughly Joycean twist. .

Paternlty of course is 1nt1mately bound up w1th questlons

'of succe551on and’ 1nher1tance, hence fraternlty, a matter

{
N

whlch Joyce for the most part ignored untll Finnegans

Wake but whlch flgurts largely in that book ‘as it does in



| Passage.deMiZan.i It is exempllfled 1n the three Mogne‘
brothers, who are bound by ties of loyalty, even when
‘rlvals, unlike the Ralon family where Jean and Alex1s,‘
though prlests, are mlles apart from each other and from
thelr mother. ' Gérard saves Vlncent'from dlscovery 1n_'
Ahmed's bed&»and cedes Angéle to his elder brother at the
.party, thou@g not w1thout presenting a constant challenge
Fellx, the youngest brother, watches, and hlS account 1s>

instructive of how Butor bullds up-a_theme.-

"A chaque nouveau disque, Mogne deux la
cherche, mals si nuimero-un arrive, s'efface. _
Il sait qu'il ne peut en. garder l'exclusivité;
si elle doit se frotti-frotter & 4 autres,
autant que g¢a reste dans la famille. Marrant.
‘le gars, tout sage, tout tranqullle, et de
temps en temps on ne salt plus ce qui lui

' passe par la téte; ce n'est pas comme le
Prince de Galles, au poil, mais siphonné, on .
est prévenu. Le droit d'atnesse comme chez

.les anciens rois et les juifs de la Bible.

" Pieux, comme pius Aeneas, ce n 'est pas lui
qui ferait le coup de lentllles, d'ailleurs
ce serait plutdt lui. qu1 aurait la téte
d'Esal; c'est comme si ca lui falsalt‘plalslr

r de les voir ensemble. - Quant aux autres ,
dem01selles, ces messieurs les laissent tomber
d'un plein accord, sauf Anne de Bretagne et la
jeune ensorceleuse, 3 pelne de ci de 13 une '

- politesse." (Pp. 149-150). ‘

-

There are several 1mportant thlngs to be noted about

this. snatch of 1nter10r monologue. Flrstly there 1s the
. e _

Ageneral tone which is very conv1nc1ngly that of a French

£

schoolboy of Fellx S age and background, with its mixture

of slang and pedantry. Then there are the references to
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Royal families (dduphinl Prince de Galles, Anne de Bretagne)
which recall the "royalty" of the pack of cards, represented

in de Vere's palntlng,and also the Egyptlan theme, The

|

out. The slang expression "au poil" recalls the subterfuge
used by Jacob S mother to obtaln for hlm the 1nher1tance
which waslrightfully Esaufs and its use here provides an
'excellent example of Butor's‘treatment of the Ziéu commun.
That Fellx should descrlbe his brother‘as "au poil" is a’
perfectly reallstlc" detall yet the phrase is- resonant
‘with a deeper reality. Moreover, ten pages further on,
féllx is again llnked with the Jacob/Esau ;iory when he

v151ts his grandfather in hlS bedroom. The old man mistakes

him 1n1t1ally for his own son Frederlc' mroo Donne~moi ta
P

/

main ... oOui tu es deja presque un homme, on pdurrait con-

fondre ta maln et la sienne.'" (P. 160).

The famlly as the ba51c unlt of 8001ety is under
_,scrutlny throughout Passage de Mtlan and the conclu51on
seems to be- “%hat it 1s more 1nt1mately concerned W1th the

3 protectlon of property than with the bonds of love, either
eros or agape. The strlctures on 1lleglt1maey, the law -of
prlmogenlture,‘the barterlng of daughters to achieve advan~;
tageous marrlages, are all corollarles of thls fact but |

. whereas under the old dlspensatlon, Kings and men such as
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Aeneas and. Jacob were held to be the Elect of God and ‘hence -

the maintenance of the purlty of the line was invested with
a higher 81gn1f1cance, ‘the ludlorously named dynastles of

Delétang, Petitgaté and Vertigues are distinguished‘only

by their'mdney.

h:It shouldﬂbenotedphOWever that‘the Mogne $amilyvisv

treated sympathetically, in general, and‘ perhaps because
they have no wealth they have managed to establlsh a |

c1v1llsatlon de famille™ whlch extends even to the grand—
parents whom they harbour. Even among them, however; there
is rlvalry betwd?n ‘thée brothers and a tendency to regard
the. glrls as marriage fodder: "tu es 1mmar1able", Lucie
Mogne cries in exasperatlon to one of her daughters.
Furthermore, as 1n all famllles, the sons must 1nev1tably

supplant the father " The word smaZa 1s used LW1ce of the .
o’

Mogne famlly in the course of?the book It means llterally,

the retlnue of an Arab chleftaln, and by extension, a large
tfamily. Frédéric Mogne mentally applies it to hlS brood

- as he wearlly returns from work, and it is. used agaln at
the end of the evenlng when his children are leaving the
»party » Vanent "pousse la Smala comme un troupeau"

A{P. 217), exXercising hlS "droit dfaﬁnesse";_assuming the

'role of his father.

>
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In: addltlon to its brilliant and profound treatment
of language, Passage de Milan has a strongly visual quallty
wh1ch was gouched on in the course of the dlscu551on of
food\an the novel, and which now»requires some further
rcommeht; This aspect of the book is closely Lonnected
with the question of the'narrator, who remains unidenti-
fied; Albéras has remarked that the art of Butor' s flrst
novel is that of the metteur-en- scene, and Paosage de Milan
has certaln c1nematographlc overtones whlch are undenlable.
. The style of Ulysses too owes a good deal to the motlon— f:3
picture, and ‘Joyce was suff1c1ently interested ‘in films - '7»f
%to try unsuccessfully to establlsh the first c1nema in
Ireland In any case, whether 1nfluenced directly by film .
'techniques, or indirectly, through Joyce S use of them, the.“

success of Passage de Milan owes a lot to skillful montage

v -
L

Such devices astdécoupage, fondu enchainé,’travelling
and cr0551ng up are frequently encountered in the novel
The descrlptlon of the slice of mortadella sausage is guite
clearly a close -up, as is the follow1ng "shot™" of Ciara
. Grumeaux' "Superbes épaules; visage etrlque dans son
aureole blonde art1f1c1el a la star, mains rapldes mais
1mprec1ses. . (P. 831,” The reverie of Frédéric Mogne as

he walts for his dlnner illustrates both travelling and

’fondu enchalne
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"Le regard de Frédéric Mogne effleutre une
pervenche, sur le papier peint du salon défrafchi,
puis de grands pétales violets, caresse un petit
cadre de bois noir, examine la vitre sans .la
traverser, sa poussiére, ses défauts, un petit
oeil dans la verre, s'y attarde, se laisse prendre
& son pidge, et s'y enfonce. ‘

A droite la maison, & gauche la charrette dans
la grange,.dans le ‘fond 1'&ne et le paysages de
vignes; la petite ligne qu'on devine, c'est le
clocher de 1'église ou il fut baptisé." (p. 40) .

This analogy with the technique of tﬁé'cinema; in
addition to thoée already drawn bétween Passage de Milan
and the works of Bglzac, bece and Proust ﬁight'seem,
perhaps, to detract'ﬁfom-the novel's,originality; Such
a conclusion would be simbliqpic, howévér. Ail artists 1
are indebted to .other artists;-a faCt.about which Malraux
has made éome pointad observétions in Les‘Voix‘du siZéﬁce;_.
remarks which,ére most appropriétg_to the discussion of a

first novel: .

"Il est révélateur que pas une mémoire de grande
artiste ne retienne‘une vocation née d'autre chose
gue de 1'émotion ressentie devant une oceuvre:
“représentation théatrale; lecture d'un poéme ou
d'un roman pour les écrivains; audition pour les
musiciens;'contemplation d'un tableau pour les
peintres. L'homme bouleversé par un spectacle

ou ‘un drame, et soudain obsédé par la volonté

de l'exprimer et Y parvenant, on ne le rencontre :
jamais. 'Et moi aussi je serai peintre!! pourrait
étre l'expression"rageuse de toutes les vocations
-+- Ce qui fait 1'artiste, c'est d'avoir été dans
1'adolescence pPlus profondément atteint par 1la
découverte des oeuv es-d'art que par celle des
choses qu'elles représentent, et peut-&tre celle
'des .choses tout court." 40 :
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 And- that 1s the reason Malraux concludes later on,'why
every artlst's career beglns with the pastiche (P. 310).
This term mlght seem a ;1ttle strong, but if 1t is. accepted
for the sake of argument the ambivalent nature of this

1n1t1al pastlche must be emphasised. /It is at once an-

‘gence of his mature works. That is the essential differ-
ence between such pastiche aqﬁ the activity of those "qui-
prennant les livres célébres d°' autref01s et maquillent

leurs rides."

Thus if Pater and Newman are discernibie in the back-
‘ground of Portrqit of the Artist UZysses could not have
been written if the Portrazt had not flrst beern produced
Passage de. Milan fulfills the same function, to some ex~
tent, where Butor is concerned, a fact which adds another
gloss ' to the nbtlon that thlS flrst novel is the matrlce
of his oeuvyre. In any case, when the wrlter reads,‘as
Butor has ob§erVed "La lecture d'un livre va lul donner, -

comme oh dlt, des idées:" (Entretlens, 70) One feels

that ‘hig- own use of the 1deas thus obtained is extremely _

: consc1ous, even-in hlS flrst book. The analogies that may

be drawn between Paosage de Milan and the work of other
artists are 1ntr1ns1cally 1nterest1ng and serve to eluc1—

date the novel but they do not conflict with its quid-"

142
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diias as a workibf art, sihce, in the final analysis, all

art is_synthesis.

of g bﬁght in:§'Raris‘apar£ment building. But then, Ulysse¢
too, was initfally taken to be an account of a day in the

life of g Dubliner, until Joyce was leiged to lead his

© 143
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«

novel could be interpreted as an ddvance notice. of the themes
of L'Emploi du temps and Degrés,.gnqther‘instance,,peihags;..

(Pari

of Passage de Milan's role of matiice in Butor's oceuvre.
Ok 2g S . -hdC . oH

9 see Georges Raillard, Buiof,La gibliothequefldeale,_

s: Gallimard, 1968

& .

K¢

)‘I" p-’ ‘209.
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- . . ;
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}jgsi "Ceux qui m adorent, voild mes seuls adversaires:

7T Tous ces étres qui s@ nourrissent de ma substance...
Comprenez vous ce que cela signifie que de leur
étre de nouveau livrée? Il va falloir recomposer
mes pensées, mes croyances, mes gouts, et jusqu'aux
traits de ma flgure selon le modéle qu'ils exigent
de moi." , :

~ o
Franc01s Mauriac, Oeuvres Completes, Tome IX (Paris:

‘fGrasset, 1952), p. 358.
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Donc, - Je ch0151s les titres soigneusement.

Passing Time: -
”"Je faiS-trés attention au titre; le tltre est un mot

qu est en plus gros que tous les autres mots du llvre,

c'est comme si ce mot é&tait repete 100 f01s ou lOOO fois.

nl In the llght

of thls statement the trtle of - Butor S second novel,

L’Emploz du temps assumes an amblgulty comparable to that

" of ‘Passage de lean although at first sight it would seem

.to be more flat and banal What -does it mean? The time-

e

table? The use of time? The work of t.lme'> Less literally'

the notlon of an allbl may: be 1mplled On the other hand
1f the word temps is narrowly 1nterpreted as "tense"
L’EmpZoz du temps may’ refer wryly to the partlcular nar-

ratlve problems which face the novellst. I belleve that=

!

the - title carrles all these connotatlbns. But in any casge,
\..‘t »

1t is clear that tzme is central to thls book and Buto

hlmself has sald that in wrltlng 1t he was partlcularly

concerned with the problem of renderlng the pa551ng of .

]tlme.?‘ The problem of passage, posed in his first novel

(and. referred to, 51gn1f1cantly, in- the tltle), 1s glven

fuller treatment 1n hlS second he says, and the tltle,‘

\
L'EmpZoz du temps, occuples a place in a progress1on which

\

mlrrors that of the novel itself in the progre551on of hlS

oeuvre (Entretzens, 12).
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Approprlately enough the book takes the form of a

journal kept by Jacques Revel, a.young Frenchman, during‘

the year he spends 1n the quintessentlally gr1m~North of

England city of. Bleston, whose squalor, mud and rain _Seem

the man;festatlons of lan 1n1m1cal genius Zocz. Employed

_as a cierk by the firm of Matthews and Sons, Revel mikes

a few 111 assorted friends in the course of his. year., the

bfack immigrant worker, dorace Buck, a fellowvclerk, James

-Jenkans, a detective storyfwriter, George William Burton '" K

‘and his wlfe, Harrlet and another Frenchman, Lu01en

Blalse, who 1s also spendlng a year in Bleston for the

'i .purpose apparently of learning the hotel buSiness, although

2 j \ o

why he should come to such a c1ty for such a purpose is

rather obscure.

\‘ 4Revel also falls half heartedly and - consecutlvely in
love with each of two 51sters, Ann and Rose Balley, and'
loses both of them, Ann to James Jenklns and Rose to
Lucien. Burton, the author of a detectlve story calledr
Le Meurtre de BZeoton under the pseudonym of J. cC. Ham11~,
ton, is the v1ct1m of a curlous hit- and—run motor acci-

,dent which may or may not’ have been an attempt on his

life. He recovers, but Reyel‘reproaches himSelf bitterly

Same person, thus exp051ng hlS friend to danger. For
various reasons hegsuspects James Jenkﬂns of belng the

dellnquent drlver and 1n~an effort to verrf? his susg-

\ .




152
\

- picions, embarks ontsome amateur detective work, the

results of which.are inconclusive. The engagements of the -
Bailey girls are duly announced and celebrated and Lu01en

- Blaise returns to France. Revel follows eventually,

having failed not only as a lover -and a detectlve, but

even as a dlarlst, since the journal begun when seven
months of his stay had already elapsed, remalns incom-
plete, the increasingly pressing need to record current

' events preventlng him from ever fully catchlng up on the
backlog from October to May. He has succeeded in d01ng

only one thlng, and it is no mean achievement: he has

survived.

Summarised thus, it is clear'that L'EmpZoi du temps
1:contains much that would ndt be out of place in a detec—
tlve story laced with mild romantlc interest, of the kind
.popularlsed by the now defunct green Penguln. ThlS is
acknowledged in the novel by the fc = that Revel reads
Le Meurtre de BZeston in thlS very ed&tlon, whose format
is descrlbed in ,some detall.' Burton s book proves very,

" useful to Revel at the outset; he usesélt as a gulde to

Bleston. But 'it is made clear that 1n the long ru? 1t is
Vlnadequate, that he must go beyond it to write hls own
book, whlch_Le @eurtre de BZeston may prefigure, but which
itvcannot'replace. This is a p01nter to us that we must
go beyond the detectlve story element ‘in L’Emplot du temps °

in order to apprec1ate 1ts full 51gn1f1¢ante; but to go

/
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beyond implies the absorption that comes of understandlng
and is very dlfferent from'lgnorlng thlS element, or even
from dlsmlSSlng it llghtly.\ The detective story'intrigue

4

in. L'Emploi du temps serves the same purpose in exploring
/ / & r
1ts structure as does Le Meurtre de Bleston in Jacques

!Revel's exploratlon of that c1ty T It provides a means of

access .

As the whole cannot be contained in one of its parts,
L’EmpZoz du temps cannot be fitted into the "detective~
story laced with romantlc interest" mould but it bears
just suff1c1ent resemblance to 1ts shape to arouse the
reader's hopes; rather in the way in which one tries to
' f1t a work 1nto a partlcular space in a crossword. = It is
‘'a question of what Gombrlch has called mental set", in—
duced by famlllarlty w1th a stereotype, in this case
' detectlve flctlon.‘ We per51st in our reading of L’EmpZoz'
du temps (for the first time only, of course) because we

hope that our attentlon will ultlmately be rewarded in the.

© . manner tradltlonal td the detectlve story, that some reve~

‘latlon, some explanatlon will retrospectlvcly confer mean- -
1ng on what often appears to be an accumulatlon of tr1v1a
One dare not - Sklp, lest 1mportant clues be ‘missed, thus
one.ls 1nduced to.submit to the frequently tedious yoke of
Jacques Regéy s dlary and to attend to every tortuous sen-
.tence of it. Only at. the end of the book when it becomes

clear that no "explanation" 1s forthcomlng, does the

e
3 .\
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perceptlve reader reallse that he has been "had", to

lput 1t bluntly. He has been induced to live Jacques -

Revel s exper1enc@w1th hlm, to lend him his own durée, T
to ‘endurg passing tlme in the fullest sense of the word.

'There 1s no novel of Wthh 1t could more truly be sald

that it "se gonfle et se nourrit avec le temps. de ses
lecteurs‘"4 ' B ' fi’ ' .

.

Accordlng to Sartre, this is the crlterlon of a -

successful novel and it can only happen if the/novellst
esqulsse un temps semblable au mien, ou 1'avenir
n'est pas fait."> However, when this requirement is

juxtaposed with the'fact that "les evenements se

- produisent dans un sens et nous les racontons en sens

,1nverse" 6 a paradox results whlch constltutes one of .
'*the most complex problems confrontlng the novelist, that
"is how to respecter dans le passé le présent qu 11 fut w7
Jean Poulllon concludes that if he 1s to- preserve the
equlvocal nature of the present, the\wrlter must resort

to subterfuge. He must hide from the reader that they
are both travelllng along the same course in opposzte
darectzons To narrate 1mplles that the future, relatiVe-

' to what is belng narrated, is known to the narrator. The
problem is not to allow thlS knowledge to impinge on
events which took place before it could have been acquir- -
ed and this has. been tackled with Varylng success by ’.;

-

dlfferent novellsts.~ The fact remains, howéver, that
v : , ‘ :
P ,
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knowledge, once acquired, cannot be expunged and therefore,
however scrupulously the wrlter tries to maintain a pre-
sent Wthh is free of the influence of future developments

already known to him, he can never be entirely successful

This difficuity'i ' ratlon, as . Roquentln p01nts

' RE Ebuter pak le commencement :
'C'était-pér ury beaq“f01r de 1'automne de 1922.
J'étais clerc de notau“e a Marommes._ "Et en
réalité c'est par la“ fin qu'on a commencé. Elle
est la, invisible et presente, c'est elle qui ‘
donne & ces quelques mots 1a pompe ¢e* la valeur

d'un commencement " (P 62). _ ) L .
‘. .

That is the dlfference between le rectt and life. In har-

'i

rative the uncertarnty,of the futurgdcan only be main- |
tained by illusion;-ln life, it is real.

The demadd~made~on the novellst therefore, is this:- oL
" ~de neutrallser son - sav01r “en d attelndre a la
"verlté par la mauvalse f01", and thlS is what Butor re--

fuses to do . in L’EmpZoz du temps, by showing exp11c1tly

"ce mouvement d ordlnalre secret par lequel le romancier
fremonte le cours que le lecteur descend. 8 Jacques Revel-
beglns wrltlng in May about the pPrevious September. His
object is to try to find out how he has arrlved at the
r_p01nt where he now stands.. There is no questlon of re-
vcoverlng a past Wthh is free from the 1nfluence of sub-.

I

sequent events._ On the contraryhjgt is in the- determlnate
o

sense, whlch llnks it causally to the present that the"



fpaat is'being sought.b Revel is trying to reconstitate his
amploi du temps. The issue is not uncertainty aboutgthe
future but unceraainty about the past, the past which is
progressively brought to light, and modifieé,uby current '

- events ag well as by.the application of hindsight. The

- : ' " v <
"present irrupts in the narrative because it awakens the

! . - : A

.membry of other "jours harmoniques" and therxeby:

»

M. transforme 1' apparence du passé, et
cette accession de certalnes régions a la
lumiére généralement s'accompagne de
l'obscurcissement d'autres jadis éclairées °*

., qui deviennent étrangéres et muettes jusqu a
‘ce que le temps ayant ,passé&, d'autres échos

viennent les réveiller." (P. 432).

Butor not only\accepts that hindsight imposes a pattern on

'past,épisodes in our lives (the pattern is not necessarily

false, it just wasn't apparent while we were living them),
- but he makes it the basic premise of his book. Thus
Roquentin's complaint that:

LA

" nous avons le sentlment que le heros a

. vécu tous les détails de cette nuit comme des - ~“’

annon01atlons, comme- des | promesses, ou méme
qu'il vivait seulement ceux qui.étaient des
ﬂpromesses, aveugle et sourd pour tout ce qui
n'amongait pas l'aventure. Nous oublions
‘que 1' avenir n 'était pas encore 1la; le type

se ﬁromenalt dans une nuit sans présages,

.gqui lui offrait péle-méle ses richesses
monotones et il ne chQisissait pas.” (P. 62},

is countered. Because L'EmpZoiﬁﬁu tempu takes the fbrm Qf

_L.\

-

i

a "réeit-a contre-courant",gxthe future is already there,.‘-

156



imposing a selectlve pattern an the past,‘whlch seems to

abound with omens and portents. The fact that the second
{

chapter of the novel lS called simply "Presages" cohld be
¢

1nterpreted as a subtle acknowledgment of Roquentln’s

challenge. : _ - _h \
‘ - ~
Now the "récit A contre courant“.par excellence is
the detective story., The detectlve starts w1th the cr;me
and works backwards, trylng to re- establlsh the events
which led up to it, and as he looks back, certaln thlngs
begin to appear 31gn1f1cant in the ilght of what-has
\happened and 158 happening’in the course of his 1nvest1ga~
tion. Presages in fact mlght be 1nterpreted as. clues,
thelr value 1s that they lead to an explanatlon. b"Mals le

but du véritable roman p011C1er est de dlsparaltre en’

fumee,_dans 1’ apotheose de l'expllcatlon enfln trouvee par

le déﬂactlve"}oas Pouillon remarks. In. thls sense, there'

is a detectlve story hldden in every tradltlonal ‘novel and

thls is what Butor ds trying to show us. - L'Emploi du temps

is nelther a detective story nor a tradltlonal novel;
therefore there is no explanatlon, hence it cannot go up
in smoke, cannot be’ W1ped out by 1ts own success. A sat-

-»Z‘:?}'
1sfactory dénouement obli

Eérates the effort which led up

to 1t,1n the reader's mind. But“if'there is no such dé-
¢ .

-

nouement the effort stands, amblguous and problematlcal‘

for the reader to 1nterpret as he w1ll He is left with.-
, . ] .

- it on hlS hands, so to speak; "Cette matiére épaisse’qne
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je ‘brasse ... ¢ est mon temps., "11 Butor w1shed to convey ‘ '

the pa551ng of tlme in L Emploz du temps, Revel's fallure

s

'is a necessary condltlon of hlS success.

B U
. . . ~ .

O

T The brllllant technmque w1th whictl. Butor uses the de~‘

-0

_tectlve story in the elaboratlon of hls second novel must

[

be seen as the formal expre551on of an underlylng meta~
phySLun ﬁL’EmpZoz/du temps is not 1ntended to be a post
facto accouﬁt of a young Frenchman S year in an’ 1ndustr1al‘
city in the North of England as if that clty were a real~x

'1ty whach“already@eX1sted, lntact and’ 1ndependent of Revel

: v/\ v

4and whlch he would get to know,'and descrlbe from the out~

'51de. "Maohel Butor ne décrlt pas la ville de Manchester.

1 I
il montre les eiforts de son personnage,. Jacques Revel,

pour decouvrlr la v1lle" 12; L'Emploz Adu temps 18 that\

' \ .
B .

effort, in fact-and as such it'is"a paradlgm of our dally

v

J

_attempt to do llkew1se in our. 1nd1V1dual 31tuatlons. Rew

- Id

5
vel's endeavour to 1mpose an explanatlon llke a grlll is.

bound to fall for the p031t1v15m of the nlneteenth dGn~
. . / )

ﬂtury, though 1t dles hard, 1s\a totally 1nadequate 1ns¢ru~'
- ment w1th whlch ‘to tackle today s world; and 1ts reflec—‘
tlon, the expllcatlve technlque of Lhe tra?ltaonal novel ) -

w1l-l thereforé no longer do-elther -As 'Eacques Revel dis~-
-1 -
'covers, explanations arrlved at by hlnd51ght are useLess‘
W ~ p
wageVEn when they are not false, because there is no st}

¥

p01nt in a turnlng world: we are constantly moblle,‘

7

'stantly-ln flux. As Butor wrote of Mrchel Leiris's’ HES

e
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autobiography, L'Age d'Homme : ' P B
a?,... le 'je! lorsqu il- ﬁtrmlne l'entreprlse ‘
n'en est plus au méme point que lorsqu il 1'avait

'commencee, et donc il voit les mémes evenements

d'une fa?on dlfforente, il a autre chose 3 en a ! “uT
dlre,v (R 1, 266) ' . . IR e
. | . « :’ ! ‘I . N -
That is the"ironyrofaRevel's'eXperienoe. The roman poli-

cter of our existence,canhot be resoﬁved'because there is
A : 6 . :
no.bottom line but death. That does not mean that we.

i

should abandon all attEmpts to make sense out of our livee;

R

qulte the contrary,.for the reward lles not in a pat ex—
planatlon, but in the effort 1tself ‘the cffort to organ-

fAlse our experlence, whlch transforms us, and e;go; the

world. . fi' - | R ' o g rji’”
Iroquently, in odr search for meaning, we are in- .

-cl,led to. explaln whole. perlods of -our llves away; to make

them dlsappear 1n a puf% pf smoke, llk% the detectlve .

; , . - .

story. But that 1s false to the den51ty and opacity of the:*g
exgerlence, it does away with’ our duree. The effect cre:“
ated by L'EmpZOL du temps is. the reverse, “and the COHtrlbu—

w
{‘ @

‘¥10n of the detective story 1ntrlgue to this is h'i"”

ol

R3] o
Butor hlmself has written: , L
(et - . % f’i

: 7“Il y 4 certes un roman naif .et une consommatlon

.ﬂ;ﬁJ naive¥du roman, comme délassement ou dﬁvertlsse—g I Aﬂ
Jgﬂﬁﬁb“,ment, ce.gui permet de ‘passer une neure ou deux,/ :
"g de" “tler le temps', et toutes les grandes oeuvres,

'fles}plus savantes, les plus ambltleuses, les plus;
J;austereg, sont nécessairenient én communjcation
S -'avec le contenu de cette énorme réverie, de cettel -
o mxthologle dlffuse, de CLt lnnombrable commerce, r‘
’ ' - . A / : R . > AA
B
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mais elles jouent aussi un role tout autre et \\
absolument décisif: elles transforment la

facon dont nous voyons et racontons le monde,
et’par consequent transforment le monde." (R 2,
90) -

N N “ )
It is the roman nalff and the related "con,ummatlonA

b / »

naive du roman" that Roquentln calls into question in La
RN g

“ Vausée. "’Empdba du,témps represents a fhrthef stage in

the autoaﬁztzq 3of the genre. It ‘is. Roquentln s conten—

hmon thatonarratlon, no less than readlng, may serve to

kllL tlme, tQ use»that phrase in all 1ts amblgulty. That'

l}

-

’ wOuld seemﬂto be one of Roquentln S maln ob]ectlons to it

&£ @

. and L'EWpZot du temps is/an attempt o deal with this dif-

flculty The two novels are thus connected at a profound
w7 * /
level, a link whlch is relnforced by numerous 51mllar1—

ties, whlch ‘a more detauled comparlson will reveal. .

: EN »
.’ -
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Bleston: BouviZZe‘Hevisiﬁed? o : -

In the. first pAl'ace, the re¢ lationship betweén Butor \,v?{%
anc - ﬁvel'and between Bles: ind ganchester is strongly’“@i%&{'
reminiségnt of_the Sértre/Roquentin; Bouville/Le Hévre , ‘
nexus which'supports La Nausée. Furfhermore; the i;ttér
is Réquentin}s diary, just as L”E%ploi‘du temps ig Révél'é.
Their basjic motive-for keeping”such a recpra is‘thg same,
although Roquentin's confident:exp;éssion<of‘it is in |
sharp Contrast Qith Revel s increasing\sense'of‘futiliéy: W

"Tenir un journail p ry v6ir'clair." (Roquentin, 9);

of exile jip it ‘too, When one considers the degree to which

in the Capital, not‘to'mention the fact that the whole

bourgeois way o lifeﬂ against which Sartre was in revolt,

. . . L . N . ‘
. oS . . B ‘i%j; E e
. » . . ~ -
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Numerous to'attribute to chance, - furthermore, the list
o oo e
is not an exhaustlve one. .

'

Both novels describe One man' § attempt to come to

grlps with reality (bearlng 1n mlnd the amblgulty which
[ 4

attaches to that word) and both are cancerned w1th the
role that wrltlng, Oor more broadly, le réecit, has to play 3

'in that attempt , ThlS concern w1th Ze réeit is not 1nc;~ ‘fﬂjyy s

dental, 1n elther case It is necessary to the enterpri$§,
‘ AR ,' " L

@ -
4

because, -as Roquentin remarks- e N
" . . . v WL
. v : . ? »~
" ... un. homme c'est’ toujours un conteur
d'histoires; il vit entouré de ses hlst01re5‘

et des hlst01res d'autrui, il voit tout ce -
qul lui arrive 3 travers elles; et il cherche

& vivre sa vie comme s'il 1a racontalt é?»
(La Nausee, 60) . . R
"Or as Butor has put it: h B

. _ \

" L. e récit ﬁst un phenomene qui depaSse

considérablement le deomaine gé. la lltterature,
il est. un des constituants. essentlels de notre

appréhension de la reallte. cwe L -

Ceci n est pas seulement vrai des hommes,_
mals des choses mémes, des lieux, par exemple,
ol je ne suls pas allé mais que l'on m'a
décrits." (R1, 7)

VAccordiné to Roqaentin, le récit EﬁlSlfJeS reallty

by imposing a spurlous order on the amorphous monotony of

living. It is an attempt to deny contlngency, to contra-
dict what one Crlth has called Roquentln s Law of

Matter: ‘'pout ex1stant nalt sans ralson, se prolonge_par‘




faiblesse et meurtwpag~rencontre;"l3' Butor too admits the
. i ’ i
distorting effect of le réecit: "Le -récit nous donne 1le

nonde, mais‘il nous donne fatalement un monde faux, (R 2,

88). However, this is not, "in.his view, because it dls—
closes meanlng where there is none, but because as a sy§—

~tem, it is not sufficiently inclusive. . It is an over—"
PNy s

51mp11flcatlon of the compléx1tYy' 83& relations with the

world and every new development in those relatlons reveals
/ -
its 1nadequacy. This is.as true. of our: dlscourse to our-

selves as it is of our discourse to other people, hence
Jacques Revel s continuous reassessment of the . events re—
vcorded in his dlary "Que de fantOmes ainsi entre nous et
1e monde, entre nous et les autres, entre dous—mémes et
nous!" (R 2’A89) . N ~

Al ’ F

Apart from its perpetual 1nadeancy, Ze rectt suffers

'from another defect: it may not always be true. Both'

Roquentln and Revel come up agalnst thlS dlfflculty in

‘thelr efforts to reconstltute the past, Revel his own,
‘4

Roquentln that of le Marquls de Rollebon, on whom he is .

ertlhg a*hrstorlcal work Although in posse551on of val-
P

uable aQCUﬁBntatlonﬂl%‘thp form of the marquls s letters, .

':Roquentln cannot be sd?% Ehat M. de Rollebon was telllng

e

3 *‘ l;\ 's,

the truth when he wrote them, espe01ally Sane at—Is
v"/

A

known that he enjoyed delibegpte-mystlflcatlon on another

,occaslon. ‘Roquentln comes to realise that, however sol~
U
idly they are. grounded 1n ev1dence, hls hypotheses about

-

1
.
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13

|
the marquls can never be conclu51vely proven. They dre
i \
31mply "une manidédre d unlfler mes connalssances" (P. 26)
and he sometlmes has the 1mpre551on that he is writing a

- work of pure lmaglnat;on.l4

"Une maniére-d'unifier mes‘connaissances"might be a
‘deflnltlon of ‘Butor's conceptlon of le ?eCLt. Unlike
Roquentln, however, ‘he does not see anything wrong w1th
thlS, prov1ded that the process is dynamlc and not statlc,
that our w0rk1ng hypotheses contlnually change and- develop
in dlrect_relatlon to the wideningiand deepening of_our
knowledge. : |
Roquentln eventually'reallses that he would llke to

glve full rein to his" 1mag1natlon in hﬁé&;reatment of M. de

HRollebon, but then, he concludes regretéﬁlly, it would ffé“'h”,
" cease to be a hlstorlcal work. "Seulement, 51 c etalt pour:¢'

}en venir, la, 11 fallalt glutot que j'écrive un goman sur

le marquls de Rollebon. ; (P 87) : This is precisely the -
dlstlnctlon that Butor makes between the reczt véridique
and the novel. . The one can be’verlfled from external
sources, the other cannot, must be entlrely self sufflclent
;But wheteas Roquentln even doubts the valldlty of the réeit
verzdﬁqup, declarlng the e&pre551on "une hz°tozre vraie" to
be a contradlctlon in terms;aButor points out that "le meneb

mot fran?als 'hlst01re de51gne a la fois le mensonge et la

verlte -... NOUS savons blen que le Pere Goriot n'a pas
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existé de la méme fa?on'que Napoléon Bonaparte.“ (R 2,

89). We can call on no outside evidence regarding le Peére

Goriont and fhis would remain the case even if a real Pére
¢oriot wbre discovered to have existed, since Balzac's -
declared intentfonVWas to write'a novel. Note, nowever,
that Butor. does nat deny the ex1stence ‘of Le Pere Gorlot, .
“but 51mply says that he ex1sts in another mode than |
Napoleon. Roquentln feels that.he cannot allow hls.lmag—
inatigh any laﬁitude in the case of M. e RolleBOn because

his declared intention had been to wrlte a hlstorlcal work.
.
The novel whlch he dec1des tplwmlte at the end ofﬁLa Nausee

J@a
st

_’1s a substltute for. this” wo@k which he had descrlbed as
- "la seule_justlflcatlon de mon existence."” (P 103) He
did-got,exagéerate, as this accopnt of:his relationship
| with the marquis shows: |

"M. de Rollebon ‘était mon associé: 1l avait

besoin de mpi pour étre et j'avais besoin

dé lui pour ne pas sentir mon étre. Moiy

je fournissais la matlere brute, cette

matiére dont j'avais & revendre, dont je ne

savais que faire: 1l'existence, mon existence. 7
3 Lui sa’ partle, c'était de representer. ‘Il '

se tenait en face de moi et s'était emparé

de ma vie pour me représenter la sienne. -Je &y

ne m'apercevais plus que j'existais, je

n'existais plus en moi, mais en lui; c'est

pour lui que je mangeais, pour lui que je , =
resplrals, chacun. de mes mouvements avait o
. . sSon sens au—dehors, la, juste en face de moi,- \

en lui; Je n etals qu'un moyen de le faire
vvre, il &tait ma raison d'étre, il m'avait
délivré de moi." (Pp. 140-141) :

. It has been suggested that Roquentin's decision:to

write a novel is an instance of bad faith. Cert inly,
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/

/
the descrlptlon above with its curlously pathologlcal
overtones, bears a close resemblance to the'escapist mode
of reading, and suggests that the act of writing, too,'
nay h%ganveSCape hatch. It implies that escaplsm may be
as'powerful a motive For the artlst as it often is for

th.public, and that is true,lf we regard 1t as' an attempt

to escape from the- awareness of contlngency and the angulsh

it 1nduces, by the appllcatlon of form (henhce ordéﬁ)and

nectessity) to llved experlence. But it is also an attempt
‘to,COnfront: "Tenir un journal pour'y voir clair", And

La Nausée 1s after all a record of the rejectlon of an
interpretative grlll" that of Zes saZauds, for ‘whom the
01051ng tlme oﬂ the publlc gardens is a law as 1mmutable )
‘and as. natural as that governlng the speed of falllng
bodles. Nonetheless, the decision to wrlte 1nvolves.ghev
‘1mp051tlon of rational structures on what Roquentln feels
to have no need of such structures, hence, ih attempting

P

to come to grips w1th experience by the use of sequentlal
",u r),

language a dlstortién necessarlly occurs, and the knowledge-
' that this happens, if the act of writing continues, -allows

i

for a deliberate-escape from the despair engendered by the~

-1
N

experience of one's own and the world's COntingency. But
perhaps there is.no issue, and the. enterprlse is bound to
fail. Stlll the attempt at escape has a double- -edged
’quality, in that it ls;to;some_extent an act of mauvaise

foi and at the same time a genuine search for significance. .



‘can never be more than une.frohtiete,trés poreuse, treés

is in the pursuit of this enterprige, SO foreign to the

- bourgeois notion of phychic noxm
. &

however, if we accept the modernist view that mental
. , . ' o . Y
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This is equally relevant in Revel' S case, whose dlary is

~at. once a protectlve meéasure aga1nst~Bleston S 1n51dlous

influence, and an effort to come to grlps w1th it.

_ The.reasons,behind Roquentihis abandonment of his

© work on_M. de RolIebon are'complekvbut one of them would P

»

‘appear to be the too figid distinction”he'makes between

the real and'the‘imaginary. "According to Butor, although

we are contlnually obllged to make this. dlstlnctlon, it

o

instable, frontiére qui recule constamment;ﬁww(R 2, 89).

- The way to reach the truth is not to cast out the 1mag— -

1nary, but to confronter 1nlassablement methodlquement
Ce que nous racontons d' habltude avec ce que nous voyons,
qgfndons, avec les 1nformatlons qué nous recevons e

'travailler' sur le'rec;t!" (R'2, 89).

This describes Jacques Revel's activity precisely, R 4

and arguably, Roquentin's too, in his one,valia work, his

'

diary, La Nausée.

It'would Seem, however, that this entepp/zgev

honourable and courageous as it is, has had the effect
TN

of making schlzophrenlcs of both of_the . Or‘perhaps it

ty, that their 'schizo- -

. . ' LN .
phrenia consists. This would not invalidate their efforts, S
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!

health, a condition of adjustment, is frequently the

equivalent of mental sloth "The very concept of mental

‘health is felt to 1nvolve .& naive trust, an unwarranted

confldence in the /stability and contlnulty of a man-
interpreted world. It is the product of 1gnorance, self-
deceit and fear and is 1mpat1ent of dissent from the model
of the universe to Wthh it clings."15'<Roquentin and
Revel do not agjust to thelr environments and the impli-
cation is that they are rlght not to do so, despite the
sufferlng that results from thelr refusal that theirs

is the way of ex1stent1al health.

Belthat.as it may, both characters show symptoms of
/

‘schizophrenia“. Roquentin experlences lapses of self—

awareness, when, for example, he looks in the mirror and

‘notes,that ce-que je Vois, est bien au-dessous du singe,

i

a la llSlere du monde vegetals“au niveau des polypes.

(P. 30) ‘and Revel feels himself 1‘hreatened by the fear

of dy;ndllng into a "somnambule, fantdme, larve" (P. 162).
They share an unusual attltude towards the phenomenal
world in that both of them regard Matter as anlmate

What are normally regarded as 1naﬂfmate objects 1nsplre‘ -
dlstrust and even fear in Roquentln "J ai peur 4' entrer ;
en contact avec eux, tout comme s 'ils étaient des betes

N .
or Revel it is the entlre 01ty of

vivantes." '—(P. 22

‘yested w1th this sinister lgfesand,-

s S é% ‘

Bleston which is
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which threatens to penetrate and absorb/hlm, rather in
the same way that objects thrust themselves at Roquentln K
Matter is particularly frightening to Sartre s hero because

he belleves that the ‘so~-called "Laws" of Nature are 51mply
comfortlng,flctlons4 -Nature 1is merely a cfeature.of

habit: "Je la vois moi;, cette nature,’je la vots ... Je-

sals que sa soumission est paresse, je sais qu elle n'a
-_pas deﬁi01s. ce qu'ils" prennent pour sa constance .,.‘
Elle n' a que des habltudes et elle peut en changer'

demaln (Pp. 222) | it is Nature hersel , Lather than'ﬁ,

the city of’ Bonglle speclflcally, that threatens Ro-

. quentin. His attxtude to c1t1es generally is equivocal,

/—r—"l

however, 51nce he fears them yet uses them as a temporary

refuge agalnst the tlde of vegetatlon Wthh, Triffid- llke,

L‘l

menaces .them from w1thout and whlch Wlll eventually
penetrate and smother them, a parallel of the fate dreaded

by the schlzophrenlc.~ At the same time, Bouv111e "une’
2 .
“belle cité bourge01se", typlfles a worklng mddel of the

‘unlverse which Roquentln refuses to accept

Revel, onlthe other hand, is thr atened. by Bleston

o

/1tself but the 1mages in which hlS ears are crystalllsed

are remarkably similar to those 1nvoked by Roquentln.. He

”
-

too, for example, seeks to- resrst encroachlng Vegetatlon

"car il,me'faut . reconquerlr pled a pied mes propres
' L -

terralns sur les preles qul les Bnt" éhvahls et les



‘ et les empéchent de p

.

, w1th Bleston ("Nous sommes qulttes'" P. 377), Roquentln '

‘camouflent, sur les ejux mousseuses qui Les pourrissent

oduire autre’ chose que cette
e

vegetatlon friable et charbonneuse.’"16 (P. 53).' Revel
also fears the contamination of'Blaston's vase, feels
himself besieged by "une sorte de terreur immobile et

muette telle une eau glacée‘... lourde de boue” and

.refers to the "marecage de Bleston" , expressions which,

like the "eaux mousseuses“ mentioned above, bring Bouville

vividly tO-mind and by extension,“the whole notion of

viscosity, an important feature of Sartre's thought. ,

Revel continually fears that he will be swallowed up

by Bleston; his diary is-intended as a fortress to, protect

~ /7 - ")

'hlm agalnst the city's insidious 1ncur51ons on his person—

1

ality: "3 ai décidé a' elever autour de m01 ce rempart de

lignes sur des feuilles blanches, sentant S+ .. COmMmMe ]e

m obscurc1ssals, comblen j'avais deja ad: lalsser penetrer
de vase dans mon crane,' (P. 290) ' Roquentln S dlary is
also, at least implicitly, an instrument for preservation

of'th? self, but whereas 'Revel clalms a draw 1n his contest

‘ {

-

acknowledges defeat ("j'ai perdu la partle _P. 220). We

o

must conclude, therefore, that although each speaks of

having "surv1ved" hlmself (a phrase,'an1dentally, thH‘

b
L

1nd1cates scission), dissimilar’ experlences are belng

vdescrlbed.' "Je suis le surleant de moi-méme dans cette

~

170
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‘viev

"of his surv1val.ﬂu

- George Burton,‘by jealousy, Lueien4Blaise, by suspieidng

171

année" (P. 397), Revel notes. "Je vais me survivre.",

says Roquentin, "Manger, dormir. -Dormir, manger. F\i ter
lentement, doucement, comme ces arbres, comme une £laguo

d'eau, comme la banquette rouge du tramway." (. 220).

The basic difference in their attitudes is'this-

}that Revel £eels that; a phase of his llfe is draw1ng to

3

a close. ‘He remapks thats 11 n'est plus*&emps pour
moi de faire de nouveaux prOJets~a 1 1nter1eur de mon

séjour,' (P .397), whlle for Roquentin no more pro;ects

1

_arg%ssl'ble, ever; hence he declares: "Aujourd hui ma

fend-fln." '(P. 220); All his.attempts to‘graft a -

=

_meaning'on life have“failed; he is condemned to the

nausea. of’ existence, locked in the present, since the paet

g

is dead and the future (as he laeks the ability to formu-

late any further projects) a'mattet'of indifferehce. "Ro-

\

_quentln s survival 1s emblematlc of hlS defeat. Although

Revel too speaks of 'ma defalte et ma. surv1mance" (p. 393)

" the connotatlon is dlfferent .his defeat is the condltlon"

-

It 1s true that the defeat is all too obv1ous, 1n terms

¢

of human relagionshlps at least two - abortlve love affalrs_

and all his frlendshlps with men flawed (by betrayal(

- James JenPins) Wlth such a tally one might begln to."

wonder if ‘the contest w1th Bleston dld not end .in ougrlght’ | hid

- : R ax



: engagements of the Balley girls substantlates.‘

TN transformatlon en ce fahtome\que Jje: suis-

- in efflgy {on "the’ occasion when ReVel set flre to hls

He has- been excluded _extruded by Bleston as 1f he

great cost on Eﬁe affectlve 1evel Indeed the paln qﬁu,¢a ‘ '

- , . '///. "‘/“ d';“ . _h - y ‘. v.. 172?

v . W . : .

‘ defeat after all, a defeat of whlch his 1llu51on of

surv&val 1s the bltterest proof. 'But the truth is that .

-

he really has surv1ved paradox1cally by v1rtue of that E

N
exclusion which constltutes his defeat and whlch the;V

Q

"Je sai: ui toute une aventure qui " -

prenait forme q puis mon arrivée ici, est o j '

malntenant ‘pParvenue a son terme, toute une '
figure s'est achevée puisqu'en dehors de

moi, malgré moi mais par moi, pour ma . o

douleur et presque pour ma mort, pour ma _ '\e_

devenu ... sgse sont rejoints. cette Ann ‘
et ce James: comme, il y a un mois s' etalent e
}re301nts Lucien et Rose. ... . oo

L)
'

Toute une flgure s est achevee dans cette hi a o €§>
‘exclusion de m01—meme, (P 377) ; ST

A 5‘\. S v . y . '.‘1:...' a

~

were a foreign body, hence he has not been absorbed : LT
[V e T

‘his worst ’fear has'not.been reallsed. - e

s
- b ' -I\.' - -
\. A ! &7

X,
The d;anylthen has fulfllled 1ts functlog, though at

\ﬁa
exclusron is such that he is seized- by a de51re to destroy

the dlary 1tself ‘at once the cause of hls»defeat and-of
. \ A

his survival, 51nce his absorptlon in it has bllnded him Ea L
to the Shlftlng currents of emotlon around -him, even as 1t .

prov1ded Bleston w1th a nlce revenge for hav1ng been burned

.street plan)-v Agaln, 51gn1flcantly, it 1s the dlary

ltself,‘lts very phy31cal ex1stence, whach enables hlm

IR
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to evade this final trap: - .

Sty . [\

"Toutes ces phrases et ces pages, ce qu;

les a sauvees, m'a sauvé, c'est lgur ..
nombre, c'est le temps qu'il aurait fallu,
toute~cette‘plle de pages, sur raquelle j'ai
: recommencé' a en amasser. de nouvelles, cette'
. cha®he gde phrases que . j allonge, ce gui m' a

. “pGIﬁlS de les conserver 1ntactes, c'est le ¢ S r';.

..~ ‘poids des- heures passees, c'est ce nombre, . jﬁ%ﬁ o
el ce temps, ce p@ids *qui m 'ont permis de ne e :
) ‘pas suivre l'insidieux consell Jn51stant,> )

- at attendre qui la voix se lasse ou change,.
& (Pp 378 379). ;
TheGrecord of hlS 1nterrogatyon of Bleston stands,

hlS Emploz du tempa, lee regalned, made concretf . space.

3 o w, *\ ) 2 .
‘It has sefved a double purpose, hglplng hint to a2 -t

hbelnq ab§orbed by Bleston and als

‘ the cause of hlS surv1val and of the changes that Rave taken.

,to themSelves ‘and to each ‘other and by doing so'to change V~~?~

.standlng of Bleston and reveallng the crty to 1t$eit. Bl

it | A
'th 1nterrogates reallty, and 1ts object 1s not togprOVL
danswers but E% formulatc the rrght questlons The welght-

. - C. . PR A ' . ‘-'.:.
- of hours “which Revel devotes tg the dlary saves hii. frog

"

)4
.¥ .’)‘

l‘A
v "( .o I

wsaves the dlary 1tself

f,from destructlon,‘the dlary wkh ch is at once the record and

- A

°

place in hlm, as well as belng the\lnstrument by whlch

— e Y

Bleston 1tself w1ll be transformed {

-

its power ﬁq}explaln and teach to reveal men*bnd the world °

.

‘a . ‘. . LT . e
- { “ . 5

All of Butor“s most profound bellefs about art are here::

\r

-

them for the better‘ results whrch can- only be achleved

' however,at‘the cost of consrderable self Sacr;frge on L

< ’
[ . . Lo
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’ment vides, la pre01euse matlete}premlere avec laquelle -

' w ’ o
< . N . ’ B

B ' N : B
the part of the artlst . The game is one of "qul pexd,

gagne" and the prlze cg@blnes defeat and. Surv1val.

“ ' _ . N ) . ‘v

4

0
ence*betWeen Bo, ~

and Bleston, Roquentln and Revel

ul&ihately lles. gJe vous ‘vois malntenant ‘rues de

Bleston VoS, murs, vos 1ngcr1ptlons et VOS v1sages, je
Wj l

vois - brllle r-m01, au fond de- vgs regards apparemh

: w111 probably come when he - Wkll'aSkiéEXGEIf "WM&§§

ontsbe transmuted 1ntp goId . ‘A?"hi;:!

,trlangle whose p01nts are Combray, Bleston and Bougllle

I

Rt 19 1n EE}SghtOpl nlsm, perhaps, that therdlffer~

en§1n, quand Jj etals a gouv1lle, qu gst ce que qupbuvgai

\

d8bc faime,.au long de la Jounnee°'";and "he. concludiﬁg"'Et

¥ | e co

B
de cer SOlEll, de cet aprés- mldl, 11 ne restera rlen, pas

n 3 {g‘.\ !”t N

5%
meye un SOUVenlr, (P 220) Theoyuﬁ%gg Bouv1lle w1li

.,.»f iy ‘- ‘ ' .

. .
< . e I

é@pls fundamental dlfference 1n attltude, wh&xAiisl

based on opp051ng views of man s capa01ty to preserve

hlS exper;ence agalnst the ravages ofatlmé, ca1151!oJﬁlnd

the novel to which this questlod is. absolutely central

v v

A Za récherche du-. tempu perdu.» Proust's work haf been
i \\ x, -

invoked in connectlon w1th both La Nausee and L’Epploz

-

P du temps 17 but separately “A complex relatldhshlp

ex1sts between the three novels however, of Whlch ghe

<
. <, .
- 2. A ’
L ! S

v
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18 paradljmatlc.” Basedkon.a common preoccupatlon w1th
MATE 4"

i ] .
.time, thlq relatlonshlpqﬁas profound 1mp11catlon°‘£or L w
" the yrltlng of frctlon and the problems whlch it posés, ’

oo ‘ J‘( )
an issue - ‘which cach of thé three books explores. _ . 'Qg- S
. N : =g

SN
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g '
@? The very tit.c of Butor's novel evokes Proust s
, : -

work and ‘sugges  that.both deal w%tﬂ ‘hﬁame theme: - . J&" .

¢

* Time figures » ooth titles and there'lsy sense in which

-an .emploi du amps%islune recherche du temps- berdiu. In ,
”the‘initial'stages of‘the.diary, Revel uses the word

x‘ Fe ' . - -
recheréhe with‘particular emphasis_to describe the acti—

o W . .
. vity he 'is about to: 1n1t1ate. In the entry for the nlne— .

teenth of May, two succe551ve paragraphs begln with the

phrase- "c! est.malntenant que commence “la verltaglej
‘ g

Y
’

recherche; (Pp 51 & 52), a deglce ﬁrquégiﬂy used ln('}‘ »fgb

S du- temps, 1nc1dentally, when Butor partlcularly R,

€ the reader S attentlon. The style”and
S . “ E .
ﬁcontent o@ the ﬁbvelgﬁuPport the valldlty of the remin-, K
9 -
_iscence 1nf%he tltle and Butor s amply documented 1nterest
m a
in Proust further relnforces the claim that. §3Za récherche,
. LY ke o ~
dv T Wps perdu has had an 1mportant 1nfluence on L’Emploz
I , Y
“du temps.,_;n Butor's own words: _ .
. ,. . ,' ~ v ~ ” . . .
er M 5rai beaucoup travallle sur Prougt <
- De tous les romanciers francals, 11 est L ,
sQremgnt, avec‘Balzac, celui que j'ai le, )
plus 1nterroge. " De tous,les écrivains
-\J: francals de: sa generatlon, seul Claudel, ., T
L a pujexercer ‘sur m01 une Lnfluence au551 - o S
'brofonde. S . S . DI

S ' . Comment se manlfeste ~-t-elle? D' autres - L_A A ‘_;
que moi seront mleux a meme de 1! etabllr v ' S



'_-recall Revel adm1ts that "ot

A la recherche du temps perdu is a meditation on
three principal themes: [Time, Memory and Art. The.
,stafement it makes could be drawn'dp,'very baldly, thus:

" Time destroys, rot only youth and beauty, but our very
selves, since the individual is but a succession of

i

th&rc is ‘only one agent capable Df re-integra-

1

moments;

- ting. the cgaﬁlnually dlslnteqratlng personallty and that”
/ ' . , R , .
ok S 1nvoluntary memory; however, th victory, achieved by

fts agency over time,.is fleeting, and experienced‘pufely

on an’ 1nd1v1dual ba51s, "l'interpénétration des ames"

R b@%‘.ﬂmposs1ble, 1t is through ’gﬂb work % art alone that
/ ‘,_U\f“)

Q_(f@ﬁelatlon of 1nvoluntdtﬂxﬁ5ﬂory is ﬁlxdﬂ and communi-

cate&?'the achlqyement ogkthls g%gl requlres her01c self— -

= to o Ei’ﬂ. o T sh<l

sacrlflce on . the pdrt of the artlst.

.r-J
-

L'Emploi du temps is a re- statement of these themes,

& 19

with variations. For Revel too, tlme is a des%ructlve

Q) .

.
Rt

force. As he notes: . $
S, . ' . . : .

Ve R : v ‘ : :
.'l‘.;-- ‘.‘ " N . a ’ 4 . . he iy

‘dont- le nombrp m'épouvante; duan

" ... dans mon souvenlr, toutas ces semalnes
Pk
consulte'mon calcndrler% dont chécune a

passe si lentement, se contractent .presqug - | e
en uqe'ﬁeule immense, epaasse, compacte, -
confuse," (P. 52). . o S g
o 74',“' - (n.'=,
c" - _
Im contras» w;th Proust, who\mlght be sald to have total .
E RN 5 % ..u -
. T K“%‘"Y 103 . b ‘_,.Hv/. g ‘;‘*’*‘&»’”

Al me serait blcn dlfflClle

de prec1ser a quel.moment s 'est produit‘tel minime événe-

ment qui a occupé pourtant longtemps nos bréves o NS
~ . ‘ LT \_\ to- -
- ! .“_ .

i
\
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. . St i,,l . ; ' ! '
conversatlons de collegtts (p. 52), and of course he

never succeeds in rememberlnq what happened on the’ twenty—'
ninth oﬁ-Eebruary of hishye 'in Bleston. ‘Time ‘thus

threa#tens to deprive him even of the fruits of voluntary 4ﬁwk

o

o memory, whichialways seem readily availab}e’to Proust,
and it is.in response to this threat»that Revel begﬂm%

his journal:
‘1 ) N PR ] - ]'.

" ... car je ne me contenterai pas® de cette
abrev1atlon v je ne me la serai pastu I Q.;ﬁ
: , frustre ,de ce: sse dont je,.gdis bien qu'¥l' . A
g . ’nlest pad vide, pulsquewjegmesure lawﬁlstance ’
R “gqui me .sépare de celui que jJ 'étais en arrivant,
‘ non seulement mon ‘enfong&mént, mon egarement,
. Coe mon aveuglement,,mals au551 mon: enrlchlssement L o
N “-fig,&Sur certaind plahs, progres dans la” : L
, . Jconnhaissance de ggt 11le et sés - habltants, ‘ 2o .
.« de sbn horreur et “Je s mpeme nts_de’ eauté,r
'g “car. il .me faut reprendre possess e tous . .
.,ces evenements que- }e ‘sens fourmlfier et
s'organiser 4 trdveérs le nuage qui . .tente de
les effacer, les évoquer un p.. un dans leur?
ordre, ‘afin de les sauver avant qu 1%5 n'aient .
sombré entiérement dans ce grand marais de
 poussiére grasse,". (Pp. 52-53).

LY

d . "~

A’ Such a pedestrlan reconstructlon of the past is of course

~

* quite foreign to Proust's enterprise, and he would ]udge ‘

it to be quite valueless, since for him voluntary memory
‘only restorés-the huask of reality. =

1 . . . . - . ! . .

. R N o B . ¥ . - T .‘

¢ P

-3

Alth@ugh Rgvel s efforts ar? directed towards con= . Lol

o which is threatened w1th ecllpse; 'Pc était bien ce-genre

-

. . . - .
~ ’ ) § ":" ’ . ot . 5
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de folle que J apprehendals, cet obscurclssement de moi-

N

meme), (P ll) And just as it would be wrong to regard

the Proustlan remlnlscence as 51mply emotlon recollected

'\“' X v

¢

1n tranqullilty, when %t 1s 1nvar1ably %;oductlve of some-"

thlng qulte ncw, so too Revel s palnstaklng reconstructlon

u .

of the past brlngs forth new" thfngs /éxempylfylng Butor S,

dictum thJ:;fEb "la forme etant un pr1n01pe de ch01 §ﬁ. ‘7
de% formes nouvelles revelerent dans la”Fealéteedes chds@s ,

8 | nou;elles, a; l; g 93.: Thus just as “the titie a Za ::. ! |

reckerchg duhéamps ébrdl%chenged 1ts me;nlng in thencour:e _&*

=

*y

elﬁ%&e temps perdu wa; or1g1nall§ 1ntended by

Leaﬁ 1dle ﬁoments andmthe bookoto foilow 1n RN

TR ) "

adltlon of Les PZaszrs ét Zes Joyrs), so ReVel'% ‘

» © Q_‘

.emp201 du tempa burgeOnsflpto an. 1nterrogat10n of the . ;"‘,

J *

- reallty of llVlng in a mbdern 1ndustr$al 01ty Both books"“

i,

were beqgun as a refuge qgalnst the world _each becqpe tv

d e QU‘ e
un llvre ouvéft dans quuel ie monde entler é%lt pouvoir

b,ag v01r ... se changer Jﬁﬂ et se voir changer (R‘ZQ 292) .

. %
~In the case of Proust s novel ~Butor attrlbutes thps

5
i
!

transformatlon partlcularly to "ces etapes fonaamentales

v
.

k]
de reflex1on qui sont les oeuvres ar art 1maglna1res, : !

|

(R 2, 292). Y B / |

) ~ .( N K .
His essayd 'Les oeuvres d'art imagijaires chegz Proust”

suggbsts.that he may have been consc1ously 1m1tat1ng thls

aspect of A la recherche du tempu perdu when he Provided

»
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JN, L o | | “ ‘ . ‘;.

-such a rlch array of lmaglnary works of art for Revel s

g

oontemplatlon. In the course of the essay, hé descrlbes

the - functlon of such works in, Proust S noveﬁ@hs follows

"Je voudrais montrer comment a travers elles
Proust prend peu & peu conscience du
développement de son propre travall comment
elles sont des modes de sq—refleX1on creatrlce.
(R 2, 252) . S »

.@ . ‘ \mﬂ' ‘

The word reflexzon here carrles a- double sense., It connotes
. . 8

a mirror-image as well as a medltatlonﬂ ‘Thus the movement

which compells,Vinteuil's sonata to exuberate into the - b'

final septuor is at once

~temps. pérdu. The development of hhe one refZects a

parallel devgiopmen% in the other ‘while at the same tlme

S&ov1d1ng a field of medltatlon from which the»nece551ty

-fOr such a development Wlll grow. In addition Butor traces

a progre551on from music through palntlng to language which
-,A N

he flnds reflected in the relatlanshlp between the Sonata,
s . g&* :

the palntlnqs of Elstir:and 4 la recherake“du temps perdu.
\ - . ° l/', : .

. N am L e L
‘Meaning, expresgg@iwordlessly in music, 1surepresented-
. _ , g , : "

*Proust himself.likened his great work to a

pictorially in space and f£inally articulat d in language. =
&dral and

Butor pursues this archltectural quality of A Za-peéher%he

P . - .

du. temps perdu showing that by a process analdgous td ‘that ©
~ Y

which.leads from the-sonata to the novel, Time itself is
given substance in space‘and is €hus recovered.
R Va

Sl - - ) ~ RS
. i -
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’

' There are four major imaginary works of‘art in
L'Emploi du temps: Le meurtre de Bleston, the detective
story by George’Burtoq, le vitrail de Cain in Bleston's

0ld Cathedral, le¢ tapisseries Harvey*in the Museum and
the New Cathedral-itself; Revel immediately seizes on

Le Meuyrtre de Bleston as a gu1de to his experlence in the h, ,Zﬁg
,

v

‘city. By the end of the book, however, he has transferred

hlS interest to the Mdeux grands hleroquphes., the tape-

strles and the stained glass window: ce 51gne majeur’ -
.,g . \
qul a organlse toute ma vie- dans éotre annee, Bleston ‘e '

o /

jq i ges moreeaux de werre tallles et joints dans la France du

P d‘t’ £
selzleme 51ecle, dont les harmonlques hlstorlques p%lnc1pales
B PO ¥

Qﬂlntercalent entre celles des’ taplsserles du Museé?comme
S - U

1es d01gts dﬂune main entre ceux de 1° autre lorsquelles se.

. T r o
crOLSen: .”rf’.'fgg). Le Meurtre de Bleston 1s eventually ,

/. L, .

N

déscarded on account of 1ts bltter tlrade agalnst the New.

Cathedral which 1t describes as "'cethe m;serable farce'
,’thrswmake—belleve'". «KP.'174). Incapable of d01ng justlct

to the New Cathedral, Burton s novel is therefore 1nadequate )
. LY . -

20

to represent Bleston. It’Wlll be aupplanted by Revel s

. “ ) e
: diary. There is a parallel here With the fate of Bergotte
. in Proust's nove,, ‘the wrlter on whom Proust 1n1t1a11y

intended o moc-1 nlmself- ~The develep;ng.structure'of‘

A ‘ )
his own WOfI modrrled this’ 1ntentlon. ‘As’'Butor remarks: £

'

"Mervellle ce demon 1nter1eur a son travall contraignant
N ) .

. . i o
) .\,‘. : e . - ’ a : \ RN
anTd . . . - - pa—
» > , . . . Vel
. ’ C : ’ . . . ’ v
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k ;u'ProustQ lequel aurait bien voulu faire des

livres de 'douceur a la Bergotte, a assombrlr se

prodlgeuSement son encre.' ,(R 2, 255). It was this

Y]

same demon which caused Proust s novel to become in-

I

creasingly complex, hence the number of volumes to
prolif&rate.A Butor analyses this process of dédouble- o .

ment- and p01nts out that.

" .. ce dedoublement de la deuxiéme partle : o=
fJontraint 1la Sonate a s'y présenter avec o
une dlver51te Plus . grand On devait passer - ' 9.

'hn seul 1nstrument a deux 1nstruments . . o

pdlfferents (R 2. 257)

,a stralght recapltulatlon of the events from September .
PR
to May untll_ w1th the 1rruptlon of the oresent 1nto the

-narratlve, and Revel's 1ncrea51ng urge to read what he

- £

has. wrltten, it becomes a 3-part melody 1n %§1ch t%fee"
-Voice55 the remote past, thexrecent pa t and the present,

combinea He descrlbes how thlS conmes about in a sentence
o

Wthh might have come -Straight from A Za recherche du - .

.. 9 . . N -
temps perdu : . g . ST

e e Co ‘
: -"Ainsi, chaque ?bur, evelllant de’ nouveaux
.Jjours harmoniques, ‘transforme’ 1° apparence du °
passe,.et cette -accegsion’ de certaines. régions
a la lumiere generalement s'accompaghe de
1! obscur01ssement d'autres jadis. eclalrees
“gui deVlennent etrangeres et muettes jusqu'a - .
‘ce que, le temps ayant pdssé, q°' autres echos :
v1ennent les revelller " b(P 432)



. I",‘» E . '
and "d'autres villes" until the whole history of Western
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< locking harmonics of the stained glass window and the

+ ~ tapestries. These in turn open on "d'autres périodes™

- .

L .
Man is -ubsumed. . ,

Ry
¥ e

© A

. et ‘oubliées dont 1’!épaisseu t . la distan

' "Ainsi la succession Primaire des jours
anciens ne nous est jamais rendue qu'a travers
une multitude d'autres, changeantes, chaque :
€vénement faisant en résonnér d'autres antérigurs - "
gqui en sont 1l'origine, l'explication, ouﬂ~’ : ‘
1"homologue, chaque monument, chaque_objet*@&f’,

chaque image nous renvoyant a d'autres pépriedes
qu'il._.est nécessaire de ranimer pour y retYdhver

le secret perdu de leur pulssance bonne'gggy
‘mauvaise, d'autres’ périodes souvent loingi i

mesdrent non plus par semaings ou paffméis' FUPR 0
par siecles, se détachant;§ﬁr le fond confu?ff%&j )
Obscur de notre histoire entiére, bien au-dela * -
des limites de notre année, Bleston, d'autres o _
périodésAetAd'autresvvilles bien au-deli de tes , Ces
frontidges camme celles qui se superpasaient. ' :
dans ma visidn samedi, tandis que je regardais ol
les jtapisseries du Musée, ses grandes illus-‘« T .
trations ‘de laine, de soie d'argent et d'or, -~ 3
qui m'ont si souvent servi de termes de . 'ﬂj ‘ :
référence dans ton déchiff;gge, Bleston, dont-

-les arbres m'ont fait découyrir certains de

tes arbres, et leg saisd@$fVoir tes saisons, L
qui ont si-fortjpesé/ sur mon destin, /ces points- . o
nouésyen/France gu dix-huitiéme sidclg, ar - B

. lesquels m'atteignaient, nous'atteignaient, I
Bleston, une 1égénde frés antique transmise ' R
par.la culture latine, par ce grec impérial
Plutarque ('ici_ finit 1a ville de Thésée, ici

- -g£ommence celle d'Hadnien'), uQe'légende‘dontg ' :
1'ordonnance datait de: 1a puissance d'Athénes, = & -
et a travers laguelle toute une histoire. I LD
‘antérieure ‘Se transmettait, perpétuant le nom - :
deMinos, rappelant un arrangement de la réalité s

Jtiés £ ndamental et tres Eecouveg%. (P..432-433).

<

" The taq‘stfiés reprqsent the

’ .
' - 5
-

Grébp—Latin side of our .

. HErftagéu(ﬁhefrogms in which they are displayed  open on E

h Y

L}
+
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v
Greek Street and_Roman Street), the‘Judeo+Christian

~ element is introduced by the Vitrail de Cain.

Ehe work of art—nexuS‘discerned by Butor in A la
_ recherche du temps perdu is mirrored in L'Emploi du
temps. The imaginary works of art operate on each other

as well as on the novel ‘as a whole and the novel on them
D

=iThe llnk between Les tapisserves Harvey and L Emploz du

’

%_temps illustrates this particularly well. e .
4 ; » o k

'
: . o : e < .
- - . . - . . e VAR 3
. W .

These tapestrles, woven in France‘rn the e;ghteenth

' century, deplct elghteen eplsodes in: the*llf%wof Theseus

J

Ek Revel. v151ts them on seberaﬂ/odca51ons,’applylng them as"

'094
'a;)knterpretatlve grlll to hlS year 1n Bleston and=' -k

fantasy, dlstrlbutlng t e roles of Arladne, Phedre, . A

Q-

, Plrlthous»and Dlonysus among hls“vaﬁalntance, 1m$t1allyf

reserv&gg the_part of Theseus to hlmself. Just'as Butorl

i

catalogues seven prlnClpal "eplphanles of Zaipetzte phraae

dE V%nteutl, we can. llst 31x separate v151ts o the tapes—

trles on the part of Rev%} lee the pettte phijse they

i

1
the Underlylng mytholOgy, Very llmlted to begln w1th,

1x prqgres51vely brlngs out  the” resonances of the elghteen

; panels as lt develops._ Slmll fly, the dlstrlbutlon of

" the roles alters toﬂglt the changlng patterhs of Revel' S

Y

- personal relatlonshlps. When hlS attentlon veers from
%

* Ann (Arladne) to Rose Balley (Phédre) he is! compelled to
I

\

do, not always appear in the same gulse.u_Revel s grasp of ’

o

L



- _/

. pre01seiy the same 1mage '_ ‘/v

'feiinquiSh the part of Thesens:tormthat ongionys&s% When
this is.stdlén from him (together with-Rqse herself) by
.Luc1en Blaise he trles to become Theseus to Ann's Ariadne
'again only to fﬁnd that James Jenklns has stepped 1nto the
part. The tapestrles, therefore, like the/mu51c, are given
successlvely dlfferent "’1nterpre'cions'" There are two
paéhﬂlelﬁﬁevelopmeﬁts, the progress¢vely rcvealed com—""

4 /5 ’
plexlt;eﬁ of the panels reﬁlectlng the 1ncrea51ng com—

.- aw

‘plex1€$@bf the personal relaﬁiéhshlps,and vzce v ] T g
N In addltlon,‘the Harvey Tapestrles are llnked, 1n

W é A

¢

‘,attltude resembllng those of Theseus when
. ;{-‘o .
slaylng the Mlnotagg the stalnedkﬁlass is the work of

\
0"y ) [

s1xteenth century French art1sts7 lnterlocked, as he " says :
L4 ! ! Q om .
e les d01gts d une maln entre ceux dg,@vautre
" Lo

,felles se cr01sent“' Jjust llke the nhterweavsng of .

v

e R
" N ..

"Ce sonﬁ ces feglons la qul sont venues. au . N
premler plan ce soir, passant. entre celles’ I
,qul s etalent evelllees hler, ‘comme les d01gts'

d'une main entre ceux,.de 1°' autre lorsqu elles e

‘se cr01sent, (Pp; 429£§30)

L ‘_:.. R ; oy
o L .
three pages of text separate these references to

Ohly
\1nterlock>hg flngers, SO that 1t 1s clearly Buﬁaq s 1nten—

tlon to sound the ‘same note 1n the readet s° con301ousness.

A

185
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L ;Thls is reinforced by the repetltlon of the word" harmbn—

~ v -
tkéi,',zques (Ainsij chaque jour, evelllant de nouveaux joursv

¢ harmonlques" [Pa'432], "les harmonlques ‘historidies S
o —

priﬁcipdﬂes" [P. 433]) which makes its flrst appearanbe,

hcompléte with: deflnltion, .on ﬁ%ge 428 “‘”' ¢ o 0:“

o

DeScrlblng the process by Wthh 'jours'harmohiques"V

’ arg evoked Revel noteé %?QQ 2 '. o SR+ R
. iy o, o . .. : . . ‘ a
o ﬂﬂ f‘" cel” ce qui cond 1onna1t mes phrases ceel v E
o c'était cette reglon du mois d:"acfit: pendant e s

K]

laquelle jlavais écrit les pages~gueage
venais de lire, et les reglons plus anciennes
qu'elles concernaient,. fragments, g avril,e. N
janvier, et Juin, et, gr&ce’é ce dernler, un S ,
" fragment de, nocﬁmbne, donc toute une serlea~§- e Lo
de bandes plus ou moins claﬁkes separees par‘ﬂ_ o ‘ el
. . ~ de larges zbnes. d'ombre, comme les rajie en . A R
! -, "« - quoi se decompose 1'éclat d'un ©orps ingan- .:¢ - - e
N ' desdent spr 1! ecran noir d'un spectrosc pe, .« , .. o
o out une, ser1e~de resonances plus ou- mohns : Ly L g
B 1ntenses separées par de lavges 1ntervalle-“ _‘\\ e .

7

re

=~ @ peuy pres muets., comme leés harmonlques en" "q
quoi se deCOmpOSe le-timbre d -un son'" (P 428)

S . y _',‘._ .
: T | I R ¥ 0t
e L'\.a' B 7 R - e . 1 ’ ' y ., I . ' . ‘* ~!V .4 . ' v T, ) "‘\. ‘

B
.

Thls antercalage of the varlous bandes de souveﬂvyz% is |
i

Lo 'reflected 1n the relatlonshlp between w1ndow and the

N
5 vy e '.x‘

tapestrles and betWeen them both separately and toge"

.

"ﬁ,’ and Revel.‘ Theseus and companj afe seefh’ through v'e eyes

T of elghteenth century France,°whlle Revel surVeys"

“both from - the perspectlve of the’ twentleth century,'

,O’I

L/.',French eyes, but agarnst an Engllsh background co £'$J “"‘.,“14

- ——
. .

In.comparlng these bapdes de souvenzr to llght l';~'_r,;-{ e
refracted through a prlsm and to a harmonlc serles, Butor B . ..

X - X . . N © e o o
L N . < e - Ce Ty . . . . ‘\ &

'
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Lo

invites us to recall his analysis of the intercalage

between the work of Vinteuil and Elstir ‘and the parallel

between the constantly multiplying elements in Proust's

novel and the. expansion of the sonata from a piece for

,pianq only to a piece fdr piano and violin ana so on to .
. '; / - ' ’.

thé-Séptuor. 7

| 3

, "Le passage de 1l'exécution Verdurin,
piano seul, & l%exécution Sainte-Euverte,
piano et wviolon, nous méne donc d'une musique]

V antérieure au langage, i une musique qui lui
est postérieure, idéal de celui~-ci, lequel,
impliqué tout entier dans l'intermédiaire,
- joue le rble de prisme. ‘ -

) - Cette métaphore du prisme, qui va jouer
; un role si impartant dans le septuor, ce
. ’ passage a la couleur nécessité en particulier
par l'intervention de 1'oeuvre d'Elstir, est
déja annoncé dans 1'exécution Sainte-Euverte
de la sonate.™ (R 2, 262).
-
Revel, struggling to "réduire au mieux les lacunes
- ) (-
de cette description exploratrice que je compose, forge
‘etltisSeq"'(P. 387) assumes the mant ¢ »f the threé sbns
- of Caiﬁ, "Yabal, ancétre de tous ceux qui filent ... Yubal,
. / _ . \ B %
- ancétre de tous les musiciens ... Tubalcain, ancétre.-de .
tous ceux qui travaillent les ﬁétaux,“ (Pp. 103-104),
3wh03e'three separate -tasks are subsumed in that of the
writer, composing his work on a.musical analogy, grasping
his material with "de solides et souples ténailles de
‘langage" (P. 436) in order to weave a tapestry as last- |

ingly . instructive as—those commissioned by the Duke of

o

.
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Harvey, " ... par lesquelles m'atteignaicnt, nous
atteignaient, Bleston, une¢ légende trés antique ... .
rappelant un arrangement de la réalitdé trés fondamental

ot trés recouvert." (P. 433).

™.
The efFort to recall and the cffort to understand

are inextricably lin%ed in L'Emploi du temps. Revel must
ramember his year in Bleston in order to make sense of it

put more than this, in trying to remember he is already
moving &n the direction 8f understanding. In this, as in
> ‘ | o

so much else, he echoeé Proust.

\‘ . |

In his essay "Les Moments de Marcél Proust", Butor
brings out the distinction_betWeen the two kinds of moment,
les impressions and les péminiscenees, at the same time

showing tho! this distinction, though necessary at a certain

°

point in the text, eventually disappears. He quotes from

Proust: ‘ .

"'Cependant, je m'avisais au bout d'un moment
et aprés avoir pensé a ces résurrections -de la
mémoire que, d'une autre facon, des impressions
obscures avaient quelquefois, et déja a Combray,-
du cdté de Guermantes, sollicité ma pensée, a
. la fagon de ces réminiscences, mais qui »
cachaient non une sensation d'autrefois, mais
\ une vérité nouvelle, une image précieuse que .
je cherchais a decouvrir par des efforts du
méme genre que ceux qu'on fait pour se rappeler
quelque chose ... que déja a Combray, je-fixais
avec attention devant mon esprit quelgue image
qui m'avait forcé a la regarder, un nuage, un
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triangle, un clohher, une fleur, un caillou,

en sentant qu'i!l y avait peut-étre sous ces - ,
signes quelque chose de tout autre que je \
devais tdcher de découvrir, une pensec qu'ils
traduisaient a la facon de ces caractéres ‘
hiéroglyphes qu'on croirait représenter ,
seulement des objets matériels.'" (R 1, P. 163).

|\,}.

This passage shows the COnnectibn drawn by Proust betweéh
the cffort to decipher the message>of things and to remem-
ber, and as Butor points out, it is curioue that tne activity
initiated by the impressions is closer to the Platonic

reminiscence than to the Proustian one.

'

Revel refers to the tapestries and the window as
"deux grands hleroglyphes" but his cryptographlc efforts

extend over Bleston ¢in its entlrety. ChifXre and décryptage
/ k

‘are words which recur frequently. He suggests that through

his 4text Bleston may be enabled to pursue its reading of

itself. But his text resembles a detec@ive‘story in many'
respects, and he re;:eads it, as James Jenkins re-reads

detective stories, perhaps for the same reason. As Jenkins

‘says:
. "'Ils prennent alors une sqQrte de transparance.
A travers les illusions du début, vous entrevoyez

la vérité dont vous avez plus ou moins garde le 'uﬁ
souvenir.'" (Pp. 128-129). '

The Platonic note here is as strong as in the passage Butor

guotes from Bgyoust.
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The great task of décryptage is however only
. .
accomplished at great cost. The reconstruction of his

-

emploi du temps fills more and more of Revel's emplot

du temps, pushing other activities ever further .into the

margins of his life, causing in part his disappointments

in love. By the twénty-Fifth of September, Revel has

become, in his own eyes, a ghost. "Fantd®me samedi dans
la maison d'All Saints Gardens" ... "Fantdme, dans -
l'aprés-midi de dimagahe" ... "Fantbéme, chaque soir ...";

three successive paragraphs of the diary begin thus.
. AY ‘

Earlier he had described himself as "le survivant de moi- "

méme dans cetti année".

"C'est déja son propre fantdme qui raconte son
. ' ! ' . ' /7
aventure.", Butor writes of Proust. » &/ﬁ
Al ‘

"Il ne s'attaque sérieusement & son grand oceuvre
magique qu'au moment de la premiére crise grave,
ce grand oeuvre qui est une fagon hon setilement
de mourir mais de survivre au milieu de tous

ces vivants d'apparence, de tous ces aveugles
gens du monde, qui voudraient le captiver."

(R 1, 171). ) y

E .

Revel's heroic sélf4sacrifice to his diary recalls Proust's

retreat to the cork-lined room. Butor has remarked to

Georges Charbonnier that the work of art comes frdm "au-

dela de la mort" but that paradoxically, it is also the -

positive equivalent of” suicide. It is a reprieve from

"l'arrét de mort" which hangs over the writer. *Si j'écris,

'

190
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c'est pour ne pas me faire mourir." (Entrétiens,.37f.

Like Proust, Butor likens the writer to Scheherezade.

. But where does thissthreat of death originate?
AcCofaiﬁg to Butor; in thé'fact lhat.ingpigation'springs
from "un désaccord avec la réalité qui nous entoure".which
is particulérised in the artisﬁ}s being at odds with him-
self; "I1 y a un individu qui.est pro?ondément mal &

l'aise". "Cet abcés qu'est l'écrivain, ce furonéle qu'est-
Jd'individu" (éntrgtiens, 38), what is séciety to do with .
him?2 Cast him out? anfing him in an asylum? This fre-
quently happens; but in certain cases the individgal is
able té reverse the situation. ’Iﬁstead of killiﬁg[himéélf
or being eliminated, he i§ able to exert his influence on
society so as to adapt it to his point’ of view.'l"Dans ce
désaccdrd vécu, et dOuloureusement vécu, naturellémégE(
l'individu réussit é‘trouvef ﬁneISOlution.qui lui permet
de ne pas se supprimer, quivlui;p;rmet,de faire,un traVéil,

une ervre.". (Entretiens, Pp. 37-39).

These words of Bu#df';vafelpértiaéﬁtitéﬂProuét,
Roq&entin and Revel. I£ is only after néarly dying o: the -
étaifs that Proust begins A4 Za‘recherche.du temps pfrdu. E
It is in the wake of an at%ack of -la nausée that Roquentin
starts his journal. After a c:isié-whiéh'culméggtes in
his deliberately burﬁing the street map of Blesgon; Revei

— —

scmbarks on his diary. _ ; A -
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C ;
"AlnSl, dans le travall\litteralrcl il yv a
en quolque sorte la mort Aqui- est’ 1ncluse et
dépassée. On peut dire, donc, que 1' écrivain,
le poéte, qul reu551t son travail, nous parle
de 1l'autre cété de la mort. Il y a de toute
fdcon dans la littérature, ce travail pour )
.dohner une durée au -‘langage, et par conséquent (
pour dépasser la conception et la perception
habituelle du temps." (Entretiens, 39).

This stétement has importaﬁt implications for Butor's
technlque in L meloz du temps, a novel in which language.

'achleves duratlon, and conveys it, in a remarkable way.

—



!
"Composition is time."

creatively will recognise, in this phrase of Butor's, an

dentally, of the difficdltieé at&cndant upon it. It is a

phrase which is hard tb‘oxplain unless hy such an'appeal

Gertrude Stein

-~ i - i 3 .
V'Donner unc durée au langage", most pcople who write

" to exberiencc but perhaps further reference Lo one of

3

Butor's essays on Proust may be helpful.

\

picturc it in spatial terms.

Swann, listening to Vinteuil's Sonata, tries to

o~

"t . K -~ . . » . 3

Alnsl, a peine la sensation délicieuse gue
Swann avait ressentie était-elle expirée, que
sa mémoire lui en avait-fourni séance tenante

~une transgription sommaire et provisoire, mais .

sur laquellle il avait jeté les veux tandis que

. le mdgcéau‘COntinuait, siﬁpien que, quand la

méme impression était tout d'un coup revenue,
elle fi'était déja plus insaisissable. Il

s'en représentait 1'étendue, les groupemnents
symétriques, la graphie, la valeur expressive;
il avait devant lui cette chose qui n'est plus
de la musique pure, qui.est du dessin, de '
l'architecture, de la pensée, et qui permet
de se rappeler la musique.'",

and- comments:

"Il ne s'agit point ici de ia notation de cette
phrase, mais de sa spatialité essentielle, ou
plus exactement de sa capacité de spatialisation
qui rend possible une notation conventionnelle

quelle qu'elle soit.. C'est 'par 1'établissement

d'un espace sonore en que lque sorte concurrent
de 1l'espace optique que la musique accéde 3 la-
représentation, qu'elle nous dit quelgque chose.

C'est d”ailleurs la constitution d'un tel espace

que permet l'avénement du langage articulé.”
(R 2, 258). i '

- accurate deécription of tho task they confront and, inci-

t

Butor quotes from Proust:

193
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Butor proposes the progression:: music, painting, language,

By
] ol Al
rgo 182’\,1;5

as a paradigm of the process that resulted in 4
/ - du temps perdu. While it is particularly appropriate to

Proust's_novel, it might be applied, by extension, to the = .
| N

complex interaction of conception and expression which

Y

.+ results in any picce of literature, or at least, to Butor's

notion of this process.

"Ce travail pour donner ﬁne durée au langage et pax
conséquent pour dépasservla conception et la percéptioﬁ
habituelle du temps" is accomplishedvby mcaﬁé of a
spatiulisation which recalls a parallel phase in Swann's
appiopriation of the sonata. Butof-scés the novel and
music as being élosely related because of "la valeur
privilégiée du travail romane'sque dans l'explorétion
temporelle, 1'étroite pareﬁté de cet aftvavec un autre
se déployant avant tout dans le temps: la musique",
(R 2, 42), but this very temporal aspect implies “une-
cépacité de spatialisation" since,"pdur'é?udier le temps
dans sa?continuité,.donc pouvolir mettre'eﬁ éviﬁe;ca'des
lacunes, il est nécessaire de l;appliquer sur une cspace,
de le considérer comme un parcours, un trajet." (R72, 95)

"Donner une durée au langage" impliecs establishing a
22

~° As»Butor remarks, we refer

space which it will fill.

to a book as a "volume". (R 2, 43)..



[N
[N

N du temps soient justement & son insu des

" lenteur." - (Entretiens,l92).

The close link between la durée and space 1s nowhere
more evident than in "the metaphors used by the philosopher
celebrated for his contemplation of -the world sub specie

\

durafioni&, llenri Bergson. This has not escaped Butor's

-

.~ nhotice:

\ . \

"N'est-il pas 51nguller que les metaphores
employees par Bergson pour nous rendre sen51bles
a certains aspects contlnus de notre experlence
métaphores éminemment Spatlales. le courant ‘ve
de con501ence,,le fleuve, le clne de la mémoire,
ou encore ce morceau de sucre qu'il ‘nous invite
d observer tandis qu’ *il se dissout peu 4 peu dans -

un verre d'eau, expérience qui ne peut nous ‘r .
donner un tel sentiment de lenteur - 'il faut
attendre que le sucre fonde' - que parce que

nous sommes capables de mesurer, constatant ce _
qu'il demeure du volume primitif, la vitesse du L,
processus." (R 2, 95). .

If it is true that Beygson employed spatial imagery unwit-

" tingly, Bﬁter goes a step further by using the same means

‘consciously»tovemphasise the interdependence of time and - .

space in his second novel, which he has described as "un

exerciee de continuité et surtout un exercice de la

The Very physical aspect of the Bpook (never a matter
of 1nd1ffe1ence to. Butor) strongly suggests thls, w1th its.
1nterplay between the tltle L'Emploil du temps and the sole i
illustration, the map of Bleston; prefiguring not only the

relationship between Time and Space, but more specifically,

the close connection between Revel's map of Bleston_aﬁd his

4



diary, or emploi du temps.

RLVGl in fact, fowns two successrve maps of théAclty~\ﬁggﬁfb;
Hav1ng burned the first in a flt of aberratlonkghe fe\ ?h ?{J
v
compelled to buy a replacement, osten51bly because he is
'still unable to f£ind his'way round_Bleston'withOut one,
‘but really becauée he is frightenedoby,the uiolence'of

his destructive impulse and wishes to,wipe”out the memory. ‘”'ﬂ

—_—

\

of it. In.a sensej thé ritual burning‘of the'map-is the- \
i direct cause of the-diary; since 1t brlng; home to him thet
extent of the 01ty s effect on hlm and incites him to |
begln the dlary.as a defence measure. Hls_hurrleﬁlrev
placement of the burned. map fails in its ohject,_howerer,
because'the second copy, although an"exact‘replica~of the
orlélnal is new and unsullied by frequent consultatlons.
‘It lacks the patlna of 1ts predecessor, veteran of o) many
wearyltrudges through wet.stre'ts; companion of s.o"r'nar_'x.‘ymi
>mediocre meals' in luggbrious restaurants. The difference
,between,the tWo maszis quite simply time, measured.by” p.;u
and on the dirty worn'surfacepof onc of them, where Qrime

\

and wear have giuen'it»substanceL{ . ' ’ .
This notion of time as a depositris repeated through--
“out L'Emploi du temps,*hringing in its wakejreferences—to
Y hgeology and archaeology, sciences that measure time in . .

strata. The fbllowing sentence may be taken as anvexample:
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"A1n51, méme en m01, quelque chose a traverse
~,Ces saisons sans cr01tre ni s'abolir, l'alluvion-
‘nement des heures a réservéd certains espaces-
témoins, et tandis _due je deambule, cherchant
la raison de m01—meme, dans ce terraln vague que
je suis. devenu, tdtonnant sur d'énormes masses
de. depot, tout d'un couP je trébuche au bord -
d'une faille au fond -de laquelle le sol d'arntan
est resté nu, mesurant alors 1'épaisseur de cette
matidre. qu'il Fdut que je sonde et tamise, afin
de retrouver des-‘assises et des fondations." 23

(p. 173).

\ \
. T . . . o ’

¢ The spatial quality?of the metaphors used here is as re—

markable, and for the same reasons, as.those used by
Bergson, but hlS 1nfluence on the novel is not conflned
to this one aspect.

One of Bergson's major'coﬁtributions,to;philosophyr'

o

was his development of the "idea that clock time has.really

: ) . - ¢ . .
very little to do with time ‘as we experience it and live it:

"le temps de la physique ne'duré pas.'; P1y51cal tlme is

no: more than a series of punctuatloh marks, since it Qaly

\ B ' .

1nd1cates the extremities of 1ntervals, whereas to selzeA

Zq duree is to‘come to grips with our'innermost self,
{ .

notre” propre moz, whlch is a contlnuum.f At the core of

one's belng, accordlng to Bergson.

"C'est tine succession d'etats dont chacun

annonce ce qui -suit. et contient ce qui précede.

A vrail dire, ils ne constltuent des états
multlples»que lorsque je les ai déja dépassés

et que je me retourne en arriére pour en observer
‘la trace. Tandis que je les éprouvalt, ils
‘étaient si solidement organlsés, 51 profondement
animés d'une vie commune,  que .je n'aurais su
dire ou l'un quelconque d'entre eux finit, ou

 }
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1'autre conmence.” En réalité, aucun d'eux
ne commence ni ne finit, mais tos se prolongent
les tns dans les autresy " o :

«

I

\

1 [ . -

-

This is an a?curate description of Revel's experience

in L'Emploi du temps as he attempts o sort out and record

his immédiate pasf: The inOrdinately long sentences reflect
‘ A . - -

this cumulative:conscid‘%ness,‘another,instance of techrnique
. . . . . . . ' / ' !

(2]

~

_métching métdphysiqﬁe;i'The folléwing example, which would

o

la durée

o

p is-typicalt" o ¢

: be an excellent illustraﬁion of Bergson's conception of -

( \
A\

"Tandis que hous mangions & 'l'Oriental Bambod',
ce deuxiéme samedi d'avril, Lucien m'a ‘demandé -
qui était George Burton 3 qui jé l'avais,pr§§enté

la semaine ‘précedente a la sortie d'un autre cinema,
de telle sorte que je lui ai expligqué ce que j'en’ L.

savais,
1'endroit ou nous étions, & peu prds deux mois
plus t6ét, 'qu'il était venu s'installer i3 cette o
table, que la conversation s'est mise a rouler . ,S}
" sur le livre que j'avais posé a c6té de moi, 'Le
Meurtre de Bleston' par J.-C. Hamilton, que je A\
venais de racheter dans une librairie .d'occasion, !
un livre qui m'avait servé de guide aux premiers

temps de mon séjour ici, un livre gréce auquel T
notamment j'avais découvert ce restaurant, un : Ao
livre que je pouvais lui préter, a lui Lucien, o
s'il le voulait., que je lui al apporté 1le

les circonstances de notxe rencontre a

lendemain & Plaisance Gardens, donc le dimanche

13 avril, qu'il m'a rapporté le samedi suivant,
le 19 avril, 3 cette méme table ol George Burton

1'a revu, a cette méme table oll un soir’de juin,
nous avons parlé tous les deux,. Lucien et moi.,

de J.~C. Hamilton et des soeurs Bailey,. de cette

Rose dont il est le fiancé, avec qui j'ai diné&

a cette méme table il Y a dix jours, de cette Ann

ravec qui je voudrais -tant prendre un- repas un de .
ces jours 3 cette méme table parce que c'est 12
l'endroit, me semble-t-il, ou je pourrxais. le

mieux lui parler de ce texte qui j'écris parce
que j'ai brﬁlé le plan de»Blesgon,.que je. lui

R

\
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‘avait achete 1l y a trés 1ongtemps, @n—oétobre, 1
la premiére fois que_ je 1'ai vue, parce—que j'lavais
brulé 1e plan de Bleston, ce qui était préfiguré
par la destruction du thk t de Plaisance Gardens,
un dxmanche du m01s d'avril, 1le deuxicme dlmanche
d'avrll, le 13 avrll puisque c'est le samedi 12,

la veille qu& nous sommes allés voir, au 'Royal’,
Lucien et moi, "The Re Nights of Roma' ¢ que nous
avions parlé du 'Meurtre de Bleston' au restaurant °
chinois, face a 1'Ancienne Cathedralc sous l'oeil
bienveillant de reptile du garcon jaune un peéu
‘gras." (p. 335 -336%. a :

[y

M ./

Revel ijnwrltlng this 1n August, descrlblng a meal eaten

Saturday April“12th and-: 1n the course of thlS'

51ngle sentence reference is made to events whlch occurred

with Lucien

a week before that date, two months before, One day'after,

. one week after, in the folIOW1ng June, ten days before the
/

time. of wrltlng, in the prevlous October, on the 13th of “;
<Apr11 and ’ on the last Sunday in Aprll the date of the rltual .
_burnlng of the plan of Bleston. The sentence even manages
to* push one of 'its tentacles 1nto the future, byrits refer- .
;ence to the projected meal w1th Ann Bailey.
_TJe~crois-bienP,=wrote§Ber§son, ﬁquelnotre vie

interieure'toute entiére est quelque chose comme une

~

phrasewunique entamée dés le prémier evell de  la coniﬁ'

science, phrase 4emee de v1rgules mals nulle part coupee
c '"25 T i
par des _points.

/ -4 : * ‘ ’ .'u .
: &

> ,

| The sentence structure used throughout L’Emploz du

~temps comes as close to Bergson s phrase unzque as 1t
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would seem possible to do. Critics such as Léo Spitzer

"~

) . . . s -
have referred to this sentence-structure .ds being "enorme-

' 26

‘ment gonfldée a la maniére de Proust" but rather than

imitating the Proustian séntence, it shares with it a com-
MOhiQ:igin in Bergson's conception of the inner life, to. . S
which it attempts to give concréte expression. Its cumu-

lhtlve progress illustrates perfecLly Bergbon S contcntlon

that. . 3, ) : :
. ) : D '
"Ma mémoire est 1a, qul pousse quelque chose de . .

‘ce passé dans ce présent. Mon état d'ame, en

avangant sur la route du temps, s'enfle !

continuellement de la durée qu'il remasse; il

falt pour ainsi dire, boule de neige avec lui-

méme . "2 . S

‘Usipg the fable‘at the Oriental Bamboo as an anchor, Butor's

sentence, Janus-like,’ looks befo- .nd after, according

.

perfectly«wifh the Bergonsian view that the present cannot

be isolated with a mathematical . int but that it is

"

already a éqration, the flux of thc¢ inner life, "... une
.croissance par le dedans, le prolongement ininterrompu du
. - - B . >‘ » . N : ! . - 2
passé dans un présent qui empiéte sur 1'avenir." 8

N °

] The nece581ty of such a complex sentence is 1llustrated

e 57

:by the fact that L'meZOL du temps was wrltten tw1ce In
‘the flrst,yer5lon.¢he sehtences were short: -~ Mals ga ne

: collalt/pas", ‘said Butor, "Alors je 1l'ai refait. Compléte—
' .29

ment. Phrase par phrase." Although this may have becn ; }

partly because long sentences come'naturally'to him,. I think

o
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thét it was lafgely due {o the fact fhat the métaphysique

of this particular novel, coinciding as it doés with
Bergson's conception of la dupéc,\demanded to be translateq
by such  a techniéue.BO‘ There is a tendengy for increasingly
cumulativé sentences to prgliferqﬁ: as L'Emploi du temps

r, by their frequency

o

progressés. In this way, they mir
as well asiby'ﬁhqig;coleex internal struc%u:e, the move-
.ment of the ﬁovef'aé a whole, which imitates that of a
nmusical canon. ' T
BuEOr Aas explained in some detéilkhow, by a process
.of‘supegbositioh and repetition, a pluraiity of "vbices"
is developed in L'Emploi_du‘temps, with the object. of
obtaining a polyphbnic effect similar to that of the canon.
sriefly, it works like this: the.novel is divided into
Livelpafﬁs{voné‘for each of theqfive_months éhat remain to
Revel in Bleston when he begins the diary. Part one récords
£he events of one mqnth,ipart two, fwo and so on up to paft'
five which éeals with five months. ThéLzucgession of months
doés not follow éhronological'order and tﬁe eugnté are
sometimesirecounted_in invérse?chronological order ("...parce
que les événeﬁents‘qui néus'frapﬁént proquuent’uﬁe mise eh |
lumiére progressive-de ce qui a'meﬁelvers eux.“.[P:4llj).

\ Furthermore; Revel not only writes the journal,  he reads

;‘it as well. The result is that by part five, as Butor
A-‘..“ . R

>

points out:
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" ..nous aurons cing voix gui iront ensemble.

Une premidre voix: souvenirs, une deuxieéme
voix: Jjournal,-une troisicme voix: souvenirs
en sens inverse, une quatrleme voix: reprise

de ce qui a déja été raconté mais avec un autre
eclalrage en sens normal et une c1nqu1eme voix: '
reprise de ce qui a déja été raconté mais en

sens inverse." (G. C. 108). .

This imitation of a musical form is oonsistcnt with
Butor's belief in the close relationship between the novel
and music. Since this relationship rests largely on the
‘temporal aspect of both art forms and since L'Emploti du
temps 1is overtly concerned with the problem of temporality
to a degree unusual even among novels; the adoption of a

musical model seems the more appropriate.

However true superposition of. Arolces 1s, in the’end,
el .

irreconcilable with ihtelligibil;tQ, in the linguistic
sense, and a hove%, Which is normally read by a single
reader, cannot iehd itself to the superposition‘of voioes
',which.is achieved by a chamber music ensemble, say. Iti
\;ould be -argued of course that the couhterpoint eimed at
by Butor. takes place in the hero's mind and hence, by a
sort of osmosis, -in the mind of'the reader, who, as he
follows Revel's frequenely tortuous chain of associations,
is forced/to remember the 1nc1dents to whlch they refer,
all of which occur in the book and are therefore plausibly

within the scope of the reader's knowledge. 1In this way

a kind of contrapuntal structure is elaborated, but
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IL'kmploi du temps is not a true canon and cannot be one.

All the same, Bergson speaks, in connection with la duréb,

of:

", ..la continuité indtvisible et indestructible
d'une mélodie ou le passé entre dans le présent
et forme avec lui un tout indivisé et méme
indivisible en dépit de ce qui s'y ajoute a
chaque instant- ou plutdt grdce & ce qui s'y
ajoute.”

and. arguably, L'Emploi du temps illustrates just such a

melodic concept of duration.



Filling in the Spaces32

It is clear that L'Emploi du temps does not'belie-its
multivalent title. "The time-table, the'use of time, the
work of time", each of these aspects is represented in the
novel. It is, firstly, Jacques Revel's emploi du temps |

¢
and as such acquires a spatial dimension; a time-table is

‘ traditionally."filIed'in". Then-}t illustrates the use of

.time.both in the sense of how it is employed and of its
utility. Revel employs his time in the reconstruction of

his emploi.du temps and the time\thus spent preserves both

hlmself and it. Then there is the work of tlme Wthh is

o
always potentlally one of destructlon but Wthh the’ effort
at reapproprlatlon renders constructive in the\strongest

sense, since the result is "ce volume ' Revel S Jourﬁal\\;\\
by ‘

which saves him and is in turn saved from destruction
“the time it would'havertaken to burn, hence,indirectlyﬁ
by "le p01ds des heures passees\.which had taken—sonany

‘pages to record. L EmpZoz du te%ps is 1tself an excellent

‘example of what Butor means by "dbnner une durée au langager;

the present discussion is evidence that the consequence
Butor predlcts for this activity: "depasser la conceptlon
et;la perception'habituellé\du-temps" does follow.

v

L'Emploi du»iémps is' a novel of great originality and

complexity'but‘it was not produced in vacuo.. 1ts own
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genesis reflects that reapproprlatlon of the past which 1t‘

.posits on two level ;i Revel's effort to reprendre posse551on

u

i
~de tous ces evenements" which eVentually leads him to lay

claim to the herltage of Western Man, or indeed of Man,
tout court (Bleston's New Cathedral looks very like. an
.analogy of The Origin of Speczen), Butor's novel is, in a’
sense, a4 reappropriation: of the 1nvest1gatlons of his

predecessors. I have s1ngled out the two, Proust and

Sartre, who seemed to me most relevant.

AsdEzra Pound renarked, "The best criticism of any
work .;. comes from the creative writer or artist who does
.‘ the next job;", an oplnlon with whlch Butor seems to agree.
He clalms that even whlle readlng,'we invent, hence criti-

cise, adaptlng the novel to our c1rcumstances, even to the

1
K

extent of re—writing it.nentally;‘ The tItular wrlter,
however, feels the_obligation "de pousser beaucoup plus
loin ce travail de réécriture,'de le prendre en charge,

aboutlssant aui etabllssement de nouveaux modeles pour_

nous permettre de raconter, de nous raconter,. ce'qui.nousv

‘arrive et ce qui arrive," ‘(R 3, 10).

If this principle were applied to the three novels:
' I
discussed in this chapter, the result very broadly speak—

ing, would be somethlng llke the follow1ng Reallsm a la
/Goneourt being inadequate for hlS purpose, Proust wrote

A la recherche du temps perdu; Sartre7 in turn,”finding

L -
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\“

. ! ) . . .
Proust's instrument d'optique distorting, wrote ILa Nausée;.

@

‘ Butor, dlssatlsfled w1th both models, -was ¢ mpelled to-

!

write L'Emplot du temps. : SRR

It is Butor's contentlon that writing is born of

dzsoatzsfactzon ("I1 vy a un 1nd1v1du qui est Arofondement

Wal a 1l'aise."). There is nothlng superficial in this;

t rs by no means a question of tossing aside the work of

arlier wliters on the grounds that it is outmoded, nor

oi att cking the integrity of the writers themselves.

"Ce n'est certes ni par mechancete ni par
1ncompetence 1nd1v1duelkade .son ou ses auteurs
Aque l'oeuvre est devenue si trompeuse, mais

c'est que, ce qul a changt, outre les robes, .

c'est ce que 1'on connaft du monde." ‘(R 3, 11).

Il

Yes indeed, and"as T. S. Eliot remarked, the workﬁof
theée authors-is what we know. Butor i1s aware of thlS and

. values ‘the new work as much for the light it throws on the

achievement of its preaecessoro as for its. novelty "La -
. i ) » .

marque méme d'une'profonde_nouveao , c'est son pouvoir

rétroactif." (R 3, 13).. Yet the . ‘- remains that we

—

need "de'nouveauk‘modéles pour nous pormettre de raconter

"Un homme c'est toujours un conteur d'..stoi.es;" as
Roquentin remarked. However, in his view, "il faut choisir;
vivre ou raCOnter. (La Nausee, 60). This was Proust's

dllemma and he. adopted an extreme personal zolutior which

o

is reflected in hlS Bovel. The discovery of an artistic

~—

1



vocation and the decision to write a book occurs at the
end, and the book we have Jjust read is the one which is

" projected. Living has been blotted out in favour of
narratlon, but this cannot really happen as long as we
remain aliue. That is Sartre's objection. Butor acknow-

ledges this in L'Emploi du: temps” and shows Revel struggling

. . Yo
with the importunate present. . —\

For all thst,'the writer for Butor (and here he
rejoins Proust) is like Scheherezade. Rather than being
mutually exclu51ve, vivre and raconter amount to the same
thing. It is a case of "Il faut raconter pour vivre,"
That was Proust S p051t101 andvlt is Revel's too. Even

Roquentin, all due allowance having been made for Sartre's

irony, comes round to this in the end:

"!'Some of these davs
You'll mlss me honey.'
Est—ce que je pourrals pas essayer...Naturellement
.11 ne s aglralt pas d'un air-de musique...mais
est-ce que je ne pourrais pas, dans un autre
genre?..." (La Nausée, 248).

L'Emploi du temps could have been what he had in mind.

[
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1 Georges Charbonnier, "Noeuds et Charges," Entrectiens
avec Michel Butor (Paris: Gallimard, 1967), p. 11.

2 Michel Butor, I 'Emploi du temps (1957; rpt. Paris:
Union Générale d'Editions, Collection 10 18, 1970). Page
references in the text are to this edition.

See Charbonnier, p. 94.
. ]

"Dans L'FmpZOL du temps il y a un exercice de la
lenteur, un exercice des choses qu se developpent comme

ca trés doucement, des couleurs qui changent trés doucement,
dés formes qui apparaissent trés doucement, au début, parce

gui si l'on suit 1le llvre, au bout d'un certain temps
naturellement les événements se précipitent et 1ls se
prec1p1tent d'autant plus qu' 'il vy a plusieurs séries N
a’ evenements qui se mettent & se dérouler ensemble et =~
qu 'ainsi on est en quelque sorte bombardé par. des
événements..."

4'Sartre, Situations I, p. 37.
. . ’ *

> Ibid. | g

6 . .
Jean-Paul Sartre, La Nausée (1938; rpt. Paris: Le
Livre de Poche, 1959), p. 62. ‘ :

7
cxxxiv (avril, 1957), 1594. ‘ .

8 pouillon, 1595.

9 see L'Emplat du temps, p. 250: "...dans le roman
policier, le récit est fait & contre-courant, puisqu'il
commence par le crime." ‘ ‘

) 10 This evokes a comparison with Les Gommes, Alain
Robbe-Grillet (Paris: Les Editions de Minuit, 1953). See
Jean MleSth Robbe- GrzZZet (Paris: Eds. Universitaires,
1965) : "Les Gommes c'est du vent, pourrait-on dire. Pour
le lecteur un vent salubre gqui le retabllt dans une sorte
de v1rgln1te, le ramene a un point ou la littérature n'a
pas commencé d'exister, s'étant détruit de 1°' intérieur.",
p. 149. o

Jean Pouillon, "Les régles du je," Les Temp? modernes,
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Les Gommes may have been intended as a practical
demonstration of the tendency of the detective story to-
go up in smoke. In any case,; the effect it creates is
onc of gommage precisely, whereas the content of L'Emplot
du temps stubbornly resists such an obliteration.

. For another interesting variation on the ambiguity of
the detective-story, see Anthony' Schaffer's play, Sleuth
(New York: Dodd, Mead, 1971), which has also been made
into a successful film.

11 Sartre, Situations I, p. 36.

12 g -m. Albéres, "Qu'est-ce que le"étructuralisme'
dans ‘la Littérature?" La Revue de Paris (juillet-aout

1967), p. 13. _ , -

. Quoted by Dennis Porter, "Sartre, Robbe-Grillet
and the Psychotic Hero," Modern Fiction Studies, Vol. XVI,
No. 1, Spring 1970, 13-25. .

14 as far as the role played by imagiﬁ%tion in a work
about a historical figure is concerned, Sartre's remarks

on his study on Flaubert should be noted.

lS.Porter, p. 14“

16 "Les préles" {(shave-grass) and "cettevvégétation .
.friable et charbonneuse" referred to here ‘call to0 mind their
opposite, Proust's "herbe drue des oeuvresf'perh}ps intenoﬁ

tionally. //

: ,"17'See for example, Rémy G. Saisselin, "Bouville ou
1'anti-Combray,” French Review, 33, (1960), 232-238, and
for L'Emploi du temps, Jean Pouillon's "Les rd&gles du je"
mentioned above. : - ~ ‘

1

18 Michel Butor, "Reconnaissance ,” Le Figaro Littéraire,
21-27, novembre, 1963, p. 7.

13 Some of Roquentin's remarks about his conception of
the past may usefully be quoted here: :



"Certes, depuis longtemps, j'avais compris que le
mien m'avait échappé. Mais je croyais, jusqu'alors, qu'il/
s'était simplement rétiré hors de ma portée. Pour moi
le passé n'était qu'une mise a-la retraite: c'était une
autre manieére d'exister, un état de vacances et d'inaction;
chague événement, quand son réle avait pris fin, se
ranjeaient sagement, de lui-méme, dans une boite et
devenait événement honoraire: tant on a de p€ine A

imaginer le néant. Maintenant, je savais: les choses N
sont tout entieéres ce qu'elles paraissent ~.et derriére!
elles ... il n'y a rien." . (La Nausée, 137-138).

The criticism of the Proustian attitude to the past is plain
in. this passage. B . , -

Speaking elsewhere of the notion of adventure, and the
consciousness of passing time which is. its éssence, Roquentin
says: ,

"Jé me retourne: derriére moi, cette belle forme
mélodique s'enfonce tout entidre dans le passé. Elle
diminue, en déclinant elle se contracte, a present 1la
fin ne fait plus qu'un avec le commencemént." (P. 59).

Revel also experiences this feeling of contraction .and
the reference to "cette belle forme mélodigue" recalls the
role played by music in both Proust's novel and Butor's.
C'Emploi du temps is meant to resemble a musical canon.)

As to the possibility of recovering the past, however,
Revel's position is closer to Proust's. 1In spite of his
failure, which.is quite ambiguous (see Lucien Dallenbach,
Le livre et ses miroirs dans L'ocuvre romanesque de Michel
Butor, Archives des lettres modernes, 1972(3), VIII, No.
135 (Paris: Minard, 1972), pp. 13-26.) I cannot agree with
Jean Pouillon when he describes Revel as "l'anti-Proust".

P

20 Le Meurtre de Bleston is referred to as "un livre
épuisé" (ET, 200) in a characteristic play on words. -

21 This phrase is reminiscent of Samuel Beckett's play,
Krapp's Last Tape, (La Derniére bande), 1959, which might be
said to have a Proustian theme.

. S
22 Seé_Jacques Maritain, op. cit., p. 290:

' "And that work which is a novel exists ohly if it
'fills its space!; it exists only by virtue of the consis-
tency bétween the inner developments and the evolution
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‘Revel's deepening understanding of them, mirrors this

' . 211

of events, and the composition of the reactions of/the
individual strands to one another. ... A novel, like the
novels of Proust, may have almost no concern with action;
it has all the more concern with the orchestral arrange-
ment of 'the free units, each one a universe in itself,
which are its parts,”

P

23 Writing of the "dialogﬁe entre deux temps" in \

"Kierkegaard's "Récit de Souffrances", Butor points out

that "C'est entre ces deux 'voix' que joue une 'épaisseur'
ou une profondeur psychologique. ... ?
On .va remonter le cours du temps, plonger de plus
en plus profondement dans le passé, comme un archeologue
ou un géologue qui, dans leurs fouilles, rencontrent :
d'abord les terrains recents, puis de proche en proche,

gagnent les ancIens. (R 2, 92).

~i

24 Henri BefQSon, La Pensée et le mouvant, Oeuvres,
Textes annotés par André Robinet, Introduction par.Henri
Gouhier'(Parﬂé: Presses Universitaires de France, 1970),

p. 1397. - %

, 25’Bergson, ®L'Ame et .le corps," L'Energie Spirituelle,
Oeuvres, p. 858. ' '

. 26 Léo Spltzer, "Quelques aspects de la technique des
romans de M. Butor," Archivum Linguzstzcum, XIVv (1962) 49-
76 and XIII (1961) 171-195. R

/

27 Bergson, "De 1'évolution de la Vle " L'Evolution - »
Creatrzce, Oeuvres, p. 496. ' ‘ ‘

28 Bergson, "De la position des. problemes, La Pensée et
Le mouvant, Oeuvres, PpP. 1312. : ‘ .
. &
239 "Cing minutes avec Mlchel Butor,"
17 novembre 1956, P 12. '

Le Figaro Littéraire, .

\

30 The manner in which‘fhe Harvey Tapestries, or rather

development in the elaboration of L'Emploi du temps, illus-—
trates the role of the imaginary work of art in Butor's
aesthetics. In the course of a visit to the Museum with
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James.Jenkins- n August 12th, the latter surprlses Revel
by his penetratijon: .
1 . .

"me fafsant‘remarquer un aspect essen' iel .

des tapisseries auquel je n'avais pas pris

garde, & savoir gu'elles ne sont pas des

instantanés mais qu'elles représafitent presque
~ toutes des actions qui durent un certain temps,
‘- ce qui s exprlme par le fait gque 1l'on peut .
voir, réunies ‘dans . la‘’ comp051t10n d'un seul
panneau, plusieurs scénes en succession, le ‘
méme personnage apparalssant aifsi deux\f01s, b .
trois ' fois dans le numéro 15 ... ce gui™~
s'exprime de fa;on encore plus frappante par
le fait qu'une méme figure peut y partlclper
a des evénements parfois ev1demment separes
par plusieurs: années, corme” dans® le - numéro 1
', Enfance de Thésée' ... tableau qu jusqu'-
alors m'avait semblé le plus obscur de tous,
mais dont il a su, lui, James Jenkins, me
fouyrnir un commentaire pour la premiére -
fois satisfaisant ... donnant son véritable
r6le 3 cette figure de femme dans laquelle
ce qui est fixé, ce n'est pas un instant’
seulement de sa course, mais toute une trés
~longue histoire,; toute une .Croissance, tout
un trés lent changement, 3 cette flgure de
femme, Ethra, dans la course de. laquelle
passent les années," (P. 310).
The tapestry deplctlng the chlldhood of ‘Theseus is a
reflection of Revel's descrlptlon of his meal with Lucien .
at the Oriental Bamboo, which fixes not only that solitary
accasion, but a whole- succe551on 0of like meals throughout'
his year in Bleston. Bqth<sentence and tapestfy mirror . -
Butor's cé/éeptlon of la diirée, which is. also Bergson S, : ¢
whose description of the: present as "... une crOLSsance par
le dedans, le pr lgngement ininterrompu du passé dans un
présent qui emplete sur l'avenir" so closely resembles
‘Jenkins's interpretation of the manner in which Ethra is
depicted, even to’ the use of the same word eroissance.

]

/

e ) . |
Bergson, ‘La Pensée¢ -eét le mouvant, Ofuvres,

P. I3I2. .
N
,' 32 :
: The expre551ons " combler les V1des,' combler )
les lacunes are very frequently used by Butor to describe . . i

the functlon of art. See hls:observatlon that: ‘" I have
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. , - ¢ S . .
a tendency to see my work as a filling of holes," -quoted
in the chapter dealing with criticism, and my discussion
of the interpretation he puts on this.

: : -

N
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Train of Thought -
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"Civilisation is hooped together, brought ~ L
Under a rule, under the semblance of peace
By manifold/illusion; but man's life is thought,
And he, despite his te}ror, cannot cease
Ravening through ¢entury after century,
Ravening, raging and uprooting that he may come
Into the desolation of reality: _
Egypt and Greece, goodbye, and good-bye, Rome!"
L

Yeats

"V?us avez mis.le pieqlgaﬁche sur la réinﬁre'de
cuivre, ét de votre'épaule dfoite vous éssayéz en vain o
de pousser un peu plus le panneau coulissant." Few
. readers were able to resist the mesmeric power of that
opening sentence iﬁ 1957, when La Madific&tionl appeared.
It isino léés ¢ompelling today, when one is hpproaéhing I
the novel for thé_third»or foﬂrth time. "Although Butor's
wrifing_has COﬁtinued to deVelop in a great variety of
ways and to e’ -1t a continually expanding body of criti-
cism, La Modificqtion has hot ceased to interésf critics.
The only one of his 5éok§ to be the sﬁbject-of a full~ :
: length study, which appeared in 19702, it has sinée inspired
two further_monographs in 19723 and 19734 féspectively, '
not to mention the:arficles devoted to it which continue
to appear in scholarly journals. Winner of the Prix
Renaudot, FLa Modification was also a popular success,
 indicating that it is "one of those rare works which are
both supremely g?eét and wholly accessible", in, the words

5

of Lord Clark. That he was not speaking about Butor's A

novel, but about Michelangelo's Credtion of Man on the
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A
'

Sistine Ceiling, serves only to make the quotatlon all
the more appropfiate, since the‘role played by the great
Renaissance artist (and by his works in the‘Sistine in
particular) in I a Modification is‘of the greatest impor-

tance. N ﬁ “@‘ o \

When the book first came out, much was made of the’
use of the second person, which was 1ndeed a new and bril-
liant idea. It added a new tw1st to the internal monologue,A
..while aVOldlng the pit-fall of the omnlscrent narrator
whlch the thlrd person 1mp11es, and without recourse to
- the flrst person, the- gamblt customarlly employed by novel-
1sts to thlS end but which 1ntroduces limitations of 1ts
own, notably that it pushes the narrative into. the past
tense. From thisg _point of view alone, La Modzfzcatzon is \
somethlng of a tour de force but it is significant that
the use of "vous" in thlS way has not been repeated, either
. by Butor or by anyone else. It appears that though it was
an eftective procedure, it could only be used once. It
did not provide a permanent solution. to the problems of |

narration and may even have indicated that no such solution

is p0531bleq at least in terms of the realistic novel.

One of the most 1mportant factors in Butor's use of

vous 1s the unprecedented degree of 1dent1f1catlon with

the novel's hero which it invites. No donbt’this accounts
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in large measure for the book's popular success, but it
also has important critical implications for the whole
process of -reading, and of novel-reading in particular,

one of the major themes 6f La Modification.

Butor's third novel is the account of a train—jourﬁey
from Paris'to Rome made by the chief representative in .
Paris of the Italian firm of type-writer maﬁufacturers,”
Scabelli. The nature of his job requires him to ;Z;;
the ]ourney frequently for business reasons, but he is
1901ng to Rome on this particular occasion entirely on his
own account.. He wishes to tell his_gzstress, Cécile, that
he has found her a job in Paris, that helintends finally
to divorce his wife Henrietre, and  that they‘will start a
new life together.n In the course of his journey, however,
assailed by memories and dreams, and increasingly tortured
by self -doubt, Leon s f1x1ty of purpose is gradually eroded,
so that by the time he arrives at his destlnatlon he has
reversed hlS decision and has 1nstead made up his mind to
" spend the_forthcomlng three days in Rome alone, ‘during

~

which:

N

"dans cette chambre, seul, vous commencerez 3
écrire un livre, ‘pour combler le vide de ces
jours a Rome sans Cécile, dans l'lnterdlctlon

de 1° approcher." (p. 228).

Quite apart from its-literary merit, La Modification

is a super-novel in that it unites so many of the major
: ; N




themes Wthh have made the genre popular escapism, the
journey, the exotic appeal of foreign cities, the romance
of trains. and the chance. encounters they fac1lltate, -the
cla531c trio, the whole rather tawdry dream of what is

"known as Z'aventure, But this agglomeration was made. with

a critical intent: Ia Modification is. a eritique; du roman.

. \
W

b

Readers of La Modificatioﬁ have tended to fall into -

_two clearly deflned groups: those who read it for the story

and are mOved by its most prec1sely novellstlc qualities,

and those who see 1t.rather as a brllllant intellectual

.exerC1se, a, hlghly complex verLal constructwhlch is dlrected

more toward confrontlng the technlcal problems of novel—
. wrltlng than to exposing and resolv1ng the dlfflcultles of
Léon Delmont s rather banal 51tuat10n."But this great
novel is not 51mply either of these thlngs;‘it is‘both

‘o

and - to adopt one or other of the points of view I have

described, exclus1ve1y, necessarlly llmlts one's apprec1a—

'tlon of its riches. : o

| Thus thosedreaders who it 1957 took La'Modificatiqn.
at-face.valne, sympathising‘in,the fnllest sense with
lLeon Delmont' s predicament and succumbing completely to
- the hypnotic vous were not entlrely wrong. By the wery
technlcal expertlse of his novel, Butor had dellberately

invited such'a'respOnse. Indeed, in a sense, it is a _
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1

necéssary preliminary to' a deeper appreciétion of tﬁé work.
What may havepdiSAppointed him, how?ver, was the fact thét“
in so hany cases this initial response was nbt comp1é£éd

by the refleétion on the reiaﬁionship between life and art.
which the novel wa§ intended-fo provoke,v30'£hatjthe moral

implications of this profound and complex book weré?obécured, .

By moral implications I do3ho¢.mean Léon Delmont's de-

~cision to ' return to his wife. As Butor explains to Made-

laine Chapsal:

"Léon reste avec sa femme parce qu'il se rend
compte que les relations dont.il révait avec
Cécile née permettraient pas une évasion réelle;
¢a ne marcherait pas .-.. Que voulez-vous qu'il
fasse d'autre? Ce n'est méme pas qu'il n'aime
plus Cécile, c'est que cette aventure. lui -~
apparailt comme une rue absolument barrée."

-

The morality of ILa Modifiéationvgoes much’ deeper thahia_;;

respect for les bienséances.- Butor goes on.to say:

&

. ~ . . , )
"Ce qu'un homme comme Léon Delmont cherche &
travers 1'amour de Cécilé, il a raison de
le chercher mais il ne l'obtiendra pas.

D'ailleurs. il s'en rend type -bien .compte, . ' R
et c'est ce qui est tellemen sinistre. Etant
donnée sa situation, &tant donné qui il est,
le métier qu'il fait, les relations qu'il a,-
la place ed il se trouve, eh bien, pour lui,
tout est perdu. Il est condamné 3 l'impasse.

Damnée si vous voulez." : . . o

-
- ' 1

I S o . C
The word damnée here must bg interpreted in the strong-

est sense, given that the novel, to use a phrase applied



220

by Cécile, in exasperation, to Léon himself, is\"pourri

de christianisme". ”Not'enly‘because it centres on Rome,

» / ch e
the capital of the Christian world, but beeatise df T¥s
.continuous referehbe to two of the greatest artists of

, © ) ,
Chr;stendom, Dante and-Michelangelo; This pervasive

8

Christian aura also manlfests 1tself in the fact that the
‘book Léon w1ll wrlte is_in Butor's eyes an instrument of '

salvatlon the only one that is open to him:

"C'est 1a seule solutlon qui lul permettra de
/ continuer & vivre 4 une fagon aussi ralsonnable

que possible.. Destiné 3 disparaitre, Léon se
Sauve par le biais de 1l'oeuvre d'art. Si pour .
lui les issues sont- bouchées elles ne 1le sont . -

pas forcement pour tous, -et d'autres, ses enfants,

- seront 4'autant moins- condamnés qu'il leur aura ¥
montre pourquoi il l'est. TI1 ;va mettre-sa vie :
entiére au service 4'une transformatlon de la

- réalité qui lui-méme ne verra pas; mais il peut’ ,
‘en proflter—par l'lntermedlalre de sa certitude ] o
que ce qu'il fait va dans un certaln sens." <.
(Chapsal,AGO).7 . ‘ A

I am not suggestlné that La Modzfzcatzon 1s a klnd -
:fof tract extolling orthodox Chrlstlanlty, but rather'that

1t 1s permeated by Chrlstlan values, even if these are no
'longer guaranteed by dogma.A The cultural 1nfluence of the
church per51sts in our—'soc1etyr en- lezgrane, as 1t were.~
-We -are ‘the heirs; if only the bankrupt helrs, of Chrlstlan— ™

itY-v- ' ‘ . ‘ e t b

el est toujours a la mort que sont confrontes les

':heros de Butor " Jean Roudaut has _written. This ist L
‘ . . _ . o : TN\
{ y




particularly true of Léon Delmont, whose journey of ini-
tiation passes.through:the underworld and incorporates a *
Last Judgmeﬁt before coﬁing to an end at the Sﬁazione
Termini, whose name/derives from that of the 0ld Roman god
of boundaries, Terminus, also the god of degth, "ﬁrom whose

boﬁrne no traveller returns." Hié‘presence as the tutelary'
deity of 'the entrance to modé;n Rbme, together witﬁ the
litany of other antique godsttﬁat occurs toward the end.of
the bobk,-is éhe of»sevefal indiuations that religions
othér than Chri?tianity have also_left their residue in.
Western cgnsciéusness. The power‘of Rdme as a symbol is
derived ndét only féSm,the'fact that it unites'the Empire
~and the Papacy, but the three great Religious currents:pf
thé~West as well: ’PaganismL Christianity’and‘Jewry. 'Bound
‘forﬂsucﬁ a destinafion, it is hardly surprisihg thatlthei
._minutely échraté realism of the deééription of Léon's tiéin
journéy'from Paris.tofRomé is'uﬁderwritﬁen.by a deep spiri-

tual sighifiéance. wWhat is at stake is not whether he will

forsake his wife for his mistress, butfwhether.he will save

his soul. Thatdis tﬁé moral issue in La Modifi¢ation. The

fact that he'will do so, as we are lgd to beiievé,'fhrough:
ért, and by fhat same meéns-bring about the salvat;on of .
others, fifmly establishes the artist as hero and sdviour

, y 1 .

of humanity; a role,which-is'plaYéd to~the limit/ by Pierre

Vernier in the novel that follows La Modification: Degrés.

T
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The‘héroic.aspect of ILa Modifiéatién{ though central
to the book, represents only one strand in its richly woven
tapestry. A studf of this length cannot hope to separate
‘out and examine each of these, but before making thé choice
which imposes itself, the remarkable cohesivehess of ﬁﬁen
book muét bé emphaéised. There ié a perfect m&friagé of
realism and syﬁbolism throughout, so that the railway jour-

ney not only mirrors the spiritual one, but is generative

of it. That is to séy that -the teéchnical and physical as-

pects of travel by train‘providé'the>stimu%us'forILéon's_
dream, at'least.oﬁ_the conscious level. An'analysi§ of the
aream and its genesis bears this out, indicating that its
existence is "ﬁoute ferroviaire", just like the town of
Laréche—Migegnes (p.. 39), whéré, appropriately{.the first
significant stimulus of the drgam‘is introduced."

/
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"La plaque tournanté du réve donne sur tant de voies."

‘Butor

This sentence which occurs in Histoiré Extraordinaire,
where it is applied to Baudelaire's‘dream, is so appropriate
to La Modification that iﬁ seems as if £he novel muét have.
been presént to Butor's mind, at least sub-consciously, when
he wfote it. Not only does it point up the multivalence of
dream imagery, bﬁt by virtue of its unusual metaphor, it
links dreaming ﬁith railﬁayé.

, s | |

There is no doubt about the variety of tracks tb which "
the turn-table Qf Léqn Delmdnt'sAdream"gives access. Only
one of them cén be pursued here, however, that which leads

to the underworld and to the central episode of the dream:

the consultafion with the sibYli

5 "Et voici que dans la subconscience du voyageur
‘& demi-sommeillant, le tunnel du chemin de fer
se metamorphose en la caverne de la Slbylle de
« Climes, évoquant la quéte “du rameau d'or et la
descente dans 1l'au-dela." ,

|
1

In his article "Michel Butor et le 'nouveau roman'",

Pierre Deguise,.having commented on the role played by

legend in La Modification, points out:that in the context —.

of the;train journey from Paris to Rome (itself symbolic

' of the hero's journey toward self-discovery) trivial inci-

dents assume a highef significance. He sites the example

of the railway tunnel which, in Léon Delmont's subconscious,

™

(
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becpmes thé cave of the Cumaeqn_sibyl,‘and in doing so . -
draws our attention to an ime:tant instancevof the inter- .
locking of the physical journey with the spiritual one, |

He does not, however, raisé the question of why Léon's

choice of oracle should fall on the Cumaean- Sibyl in
particular, though it is an inﬁeresting one, and it is

nmy purpose to show that the choice of the éumaean Sibyl

is not arbitraty but delibérate and significant, and that

what I will call the sibyl episoae and its genesis are a

great dealvmore closely woven into the fabric of La Modi-

-‘fication than a first reading (even a careful one) would

)

indicate.

This raises the question of how carefully, in fact,
we read any work of fiction; Butor himself, in a critical
essay, poses the problem thus: -"Ce qu[il SQagit de savoir,
bien sfir, c'est ce que l'on entend au juste lorsdh’on em-
ploie. le verbe lire" (R 1, 219-220). In his opinion, a
complete reading is an illusion, and in fact:

"nous ne réussissons jamais a lire aussi

intégralement que nous l'imaginons, passant

souvent des lignes, oubliant des lettres,

prenant un mot pour un autre, et Wevinant _

le sens de ceux que nous ne connaissons pas,

sans prendre la peine, la plupart du temps

de le vérifier."

"Cm.reflection most of us would admit the truth of Lhis,

and it follows that the writer, in seekiné to produce his

Q'.
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'effects, must take our careless teading habits. into
account. he must deploy his significant information
with great care, repeating himself, weaving the same
thread into hlS tapestry at calculated: 1ntervals, so that
'-eventually the reader must catch a glimpse of the,pattern,
must become at least subconsciously aware of it, even if
he never manages to analyse it in the manner of the llt-
erary crltlc. The analogy between this. technlque and
musical comp051tlon is strlklng and Butor has several

2 .

times remarked on the close relat;onshlp which exists

. between the novel, with its "valeur privilégiée dans

R e

liexploration tgmporelle" (R 2, 42) and mnéig, another
art-form "ae dééloyant avant tout dane le temﬁath :
They‘are both time-arts inlthat they' are bothiconcerned

with a sequence in time. In the novel the fiction is .
inseparable from the narration; the novelist must be con- ”
.~cernéé with the happening and not-only withﬁthevoutcome. . e
Slmllarly, a piece of music is the exp051tlon and devel-' '
opment of certaln themes and a satlsfactory work which
would consist only of a flnale~1s 1nconce1vabl . - Further-
more, both novellst and composer demand that their audlence
suspend their habitual tlme for the duratlon o their read-
flng or, llstenlng. The novel also resembles music in its

formalism - an element to which Butor attaches great im-

‘portance, since it is by the use of:
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"des formes suffisamment fortes, comparables
a des structures mathemathues ofa mu51cales,
faisant jouer systématiquement les éléments
les uns par rapport aux autres" (R 1, 271),

that the novel can invest even the most banal descrlptlons

w1th the power of poetry.

The 51byl episode in. La Modzfzcatzon is a éase in :
point and the poetlc‘transformatlondof the passage of a
train through a tunnel is largely due to the manlpulatlon
of such "formes suffisamment fortes" A study of the .
eplsode is thus very reyeallng of Butor's: method of o
COmp031t10n in the fullest sense. -

.

It is important to recall that Léon Deimdht(s'descent
“to the underworld takes place in a dread and following
the Freudlan/theory that dreams have thelr origins in the
events of thé\"dream day", Butor is at palns to provide
Léon with the actual incidents in his waklng hours Wthh
will later inspire the surreal but tlghtly knlt structures
of his dream. The theme of the 51byl/1s first lntroduced
.1n the guise of a loud—speaker whlch is braylng unlntelll—
glbly when the traln stops at Laroch -Migennes. ' "Aloré une

ﬂ-bouffee\d air frais. entr

tend la-voix rauque d'#n haut—parleur qul profere des

syllabes méconnaissafles..." (P. 40).: The multlvalent

posslblklties of th dlsembodled voice are tradltlonal

dans le compartiment et 1'on ex-i

226
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attrihutes of‘the sibyl,'Whilehitﬁwas also\her task to
advise people on“the:direction that theif lives ought to
take.- . The analogy ‘with statlon loud- speakers is udmls-
takable Nor should the play on words (UJZZabes, szbylle)
be lgnored given Butor's evident dellght in vorbal exer-

9

c1ses *of this ﬁlnd. As the traln journey progresses,

further references are made to the loud- speakers at varlous
stations and w1th the cross1ng of the Alps the motlf of

the tunnel comes into promlnence. Inc1dentally, the under~
lylng geographlcal necesslty of thlS is a good example of
how Butor establlshes the connex1on between the phy31cal
.world and the world of 1mag1natlon and dreams, whlch far~
from belng mutually exclus1ve,rmust both be taken 1nto

-

account 1f reallty 1s successfully to be conveyed.

7
?

Tunnels are. mentioned four tlmes in the course of
: pages 130 to 131} "VOlCl que passe un court tunnel" |
"Voici que passe'un autre tunnel ‘un peu“plus long™, .
"Voici que, passe encore un tunnel le lampadalre"du C '
-plafond s allume" f"Il n y a plus de paysage, 11 y a

les V1tres gui devrennent noires avec des reflets ..;,

pULS blanches comme de la nexge - The- progre551vely

- [

longer sentences mlrror the 1nékea31ng length of the s

~a

tunnels they descrlbe. One feels the. train penetratlng

ever ‘deeper 1nto the mountalns and the fact thata"le

lampadaire s ‘allume" ‘in read;ness for longer spells of‘

B
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y | |
; darkness fOrtlfléS the 1llu51on. By these means the phe-
A

nowenon of the tunnel is. established in the consciousness
of both, Léon and the reader preparatory to its transforma—

tion into the sibyl's cave.

o

[
.

On page 142 we read that:

2 ? ' &
"L'employé du wagon restaurant, agitant‘sa 4 .

. cloche, croise une femme en robe noire, une B :
italienne au dos volité comme’une maigre '
ulbylte de Cumes B :

Four lines further on: " "Le train entre dans un ‘tunnel et
) . ; : . :

\ o

son‘bruit s'enfonce."u Thus the two images, that of the old
woman who reminds him of the Cumaean Sibyl and that of the
tunnel ‘are superlmposed on, Leon s mlnd and the noise of the

traln in the. tunnel is suggestlve of the 51byl's voice

v«v g . . i

echofing w1th1n£}he 'walls of ‘her cave.
. %

< -

. / . S .
.  The jourpey comtlnues, people enter and leqve the

s

compartment Leon arrlves at- a point 1n his medltatlons
where he no longer knows why he is on the traln. Serlous‘

. doubts about brlnglng Cec1le to Paris assail hlm but he is

<

Y
‘not yet ready to face the 51tuatlon squarely "Il ne faut

pas y penser", he prevarlcates "Il faut lalsser les choses

se faire toutes seules ... Il faut fixer les yeux sur ces

+

y deu:< Jeunes gens qul Vlennent de dlner, qui ont la- chaleur

~ &

du v1n et du repas sur leur visage, qui se sont repris par
. ‘

- A El
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la main" (P. 157). Bht the contemplation of the YQung
couple ‘only serves to remind him of the ﬁailure of his

\ own marriage, of the apparently inevitable feilure Qf‘
love, which they too must one day suffer. At this point
his traih of thought is interrupted by the entrance of‘

"un vieil homme avec une ldhgue barbe blapehe comme Zach-
arie ... éuive d;une vieille femme avec un nez uﬂ peu
crochu'comme la sibylle persique™ (p. 158). Here a varia—
tion‘on the sibyl theme is introdeeed since it is now the
Persian Sibyl‘who is invoked. Furthermore, she is accom-
paniea by an old men who leoks like‘a Hebrew prophet.
~Phough superficially perhaps an ill-assqrted pair, the

" man associdted with the 014 Testament, the woman with the
Pagan world, they are yet welljmatched_iﬁ that both resemble
sooth—sayers. More importently a_careful examination of

the text reveals that" the appearance of the. old man has

been just as thoughtfully prepared as that of hlS companion.

/

¢ s

Throughout the book frequent mention is made of a man'

who opens the door of the compartment, scans the interior -

as if looking for someone and then goes‘away. He is simply

.described as "un homme; untll page 124 when ‘he is more pre—‘

,01seiy deflned as: "un vieil 1tallen avec une longue barbe

n

*blanche".r By page 152'Qe has becOme: "Un homme dans la

9

porte, un v1elllard [qul] regarde 4 droite et 3 gauche,

detournant Vlolemment sa tete, barbue comme Ezechlel"
- . \
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On page 158.the 0ld man "avec une 1ongue barbe blanche"

. Y
enters with his sibylline wife.

The old people fit very well into Léon's muéings on
the;vicissitudeé of "le couple" génerally and from this
point of view their introduction is aésthe£icaliy justified
but in their personae of prophetAand sibyl they are invested
with a higher significance and their mildly eccentric be;
ha%iopr‘(which, in his tenée emotional §tate Léon interprets
as being inimical.tp‘him) is apprbbriate to their symbolic-

role.

Thus Butor prepafeé Léon's dream on the consdious level.
It grows naturally, not only out of the dreamer's mental
stake but out of his physicél surroundings. ItAis inspired
by 'such mundane things as loud—speakers, railway tunnels,
oid_womén of ﬁaguely sinister aspect and patriércﬁél oid‘
mén. Not only does this procedure_éoincide with an accepted
theory of the source of dreaﬁs but it is also a good e#ample
of fhat_mahipulation of "des formes suffisamment fortes" by
'whiéh the coﬁmonplade is given pbgtic force. | |

However, external.stimuliiare ﬁot the'only sources of
Léon's dream. It is xrooted in ﬁis menﬁal staterand it is
fed by ﬁgmofies. Léon's mental state is one of anguish and

<

" confusion. Temporarily and unusually freed from the routine

N
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I
of the Scabelli organization he is forced into examining

his situation dispassionately:

"... ouvrant ainsi la porte & tous ces souvenirs
anciens'que vous aviez si bien oubliés, remisés,
dont quelque chose en vous (le peut-on appeler
vous-méme, puisque vous n'y pensiez point) mais
- dont ce quelque chose en vous qui justement réglait
ce a.quoi vous pensiez vous imaginait si bien
protégé." (pP. 175).

The unusual circumStances of his journey, his escape from
routine, have raised "la trappe qui les [les gouvenirgl
maintenait\dans le sous-sol de'la copsciéncé". 'The phraéé
is Bergsén's and the pafallél with Bergson's theory of

the interpreﬁation of dreams is striking.

As a corollary to his theory of t?é cone of memory
s to be removéd from

Bergson believed that it suffices for
the absorbing activities of‘aaily life (as in sleep) for

all ‘the phantom memories which have been imprisoned_in‘the

unconscious to ‘'seek release. They are far too many (since

according to Bergson we forget nothing) for all of them to
. / : ' . : _
succeed and so a choice imposes itself. Among the memories: -

"... qui aspirent & se lester de couleur, de . ‘ A K
sonorité, de matérialité enfin, ceux—13 seuls '
.y réussiront qui pourront s'assimiler la

poussiére coloréé que j'apergois, les bruits

du dehors et du dedans que, j'entends, etc.,:

et qui de pPlus s'harmoniseront avec 1l'état
affectif général que mes impressions organiques
composent. Quand cette jonction s'opérera entre
le souvenir et la sensation, j'aurai un 'réve."‘O
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These'remarks are strikingly apposite not only to, the
dream which occurs in‘Léon'sisleep, but also to his en-
tlre mental act1v1ty during the journey in so far as the

\
'.latter is what Butor would call -"un réve evelll'" This
partlcular journey departs from ‘the norm in that it has
no connex1on with the Scabelli firm and Léon is not
therefore preoccupled with bu51ness matters. Although
he is consc10us for long intervals on the traln, his role
is an entlrely pa551ve one as far as phy51cal act1v1ty is
:concerned. He has only to sit in his carrlaoe and he w1ll
- be brought to his destlnatlon.. He is v1rtually in a state
of suspended anlmatlon, and even before he falls asleep he
is assailed by memorles. memories Wthh ass1m11ate very
.'well with his external and internal sensations (since the
majority of them are concerned with similarljourneys) and
which respond‘to'%he affective tone of his general sensif
‘bilitp since he is preOCCupied with winning his true love,
~and the trlp from Paris to Rome is closely linked with both
_‘hls wife and his mlstress. Each of the eplsodes in whlch
he recalls (at the promptlng of his present journey). the
events of former journeys from Paris toARome and vice versa,
coutd in_faot be called dreams in the Bergsonian sense,
since they are all the frult of the union- between memory
and sensatlon.- But Bergson s remarks are no; less relevant

to Léon's "real" dream, which 1nserts itself plecemeal into

the fabrlc of the day- dreams so that it is qulte dlfflcult

'
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at times-tondistinguish one'from'the other;"The sub-
conscious roots of ‘the dream ~ the memories - themselves -

must now be examlned

Leon Delmont s pa551onate love for Rome, one of the
major themes of La Modzfzcatuon, is reflected 1n hlS. o
IOV1ngly gathered "Roman" llbrary,jwhlch includes both
-the Aeneld in the Guillaume Bude edltlon and the letters

- of Julian the Apostai;.ll He is famlllaF with Aeneas s

descent to the- underworld and at a partlcular p01nt in~

the novel he reads the srxth book of the Aeneld in whlch

'thls 1nc1dent is descrlbed The connexion between Jullan s
letters and the 51byl is less obv1ous but also 51gn1f1cant- o
51nce/1t'was Julian who ordered the last recorded consulta- o
d¢1on of the Slbylllne Books “in A.D. 363. Furthermore, 1nl"

" his 51xth Oratlon, addressed to the Uneducated Cynlcs, he =

,dlscusses at length the pronouncement of- the Pythlan

Oracle - "Know thyself" - 1n51st1ng that self knowledge ' -

must be the ba31s of all w1sdom - a notlon that is- rele—“' -

vant to Leon s quest for authent1c1ty generally and to
his exchanges w1th the Cumaean Sibyl in particular;12~7“-

Thus the scope of Leon s readlng and hlS love for Rome
unlte in establlshlng a precedent for oracular consultatlon.v
It is natural for him to consult Ehe Cumaean Slbyl in hlS

dream when he needs adv1ce. Thls was ‘her functron'ln
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“antiquity. - The_cityiof'Rome consulted her books by order -
"of the Senate in’ tlmes of emergency. So did"Julian the
Apostate. Mpst 1mportantly Aeneas, on ‘the threshold SO

to speak of Rome, the city .it was hlS m1551on to found

{

learned from her the future of hlS c1ty and his race. ‘In

.so far as’ :Rome represents for Leon too "le lieu ‘de 1'authen—.
tlcate" it is rely flttlng that he should follow in
.Aeneas s footsﬁeps. The memory of the 31byl is therefore

‘released from his unconsc1ous when, himself desperately
N .
1n need of adv1ce, and‘on his way to Rome, he sees in rapid - -

,success1on two old ladies’ whose appearance strlkes him at

—~ . '

-once as 51bylllne.

LT But if thlS accounts for the presence of the Cumaean
Slbyl in Léon's mental baggage, the reference to the Per51an
hSlbyl remains uneXplalned and what of her companlon, the

- old man llke Zachary’ Furthermore, how dld Léon know that

—

the old ladles resembled the Cumaean .and Perslan Slbyls:' ' i
respect:.vely'> Apart from thelr common  old age each 1s dls~'
tinguished by a 51ngle phy51cal EHaracterlstlc —’ln the case
of the Cumaea 'un dos_voﬁte“, for_the Persica "un nez un peu

crochu". —To what imdge_of_these‘ladies does.Léon'refer? 3

- —J Now although ‘he pursues hls dream of Rome through llter—r_"

f ature, Léon seeks it even more'51ngle mlndedly through art.

Kl

Cec1le and he spend most of thelr brlef days together on
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pllgrlmages to the great artlstlc monuments of the city.
Indeed Léon is finally forced to admit that he loves Cécile -
only in the measure biwat she 1s his- gulde to Rome (P. 198) |
mCec1le knows and loves Rome and seeks consc1ously or other—
wise to cement her place in Leon S affectlons by reveallng
to h1m the wonders of the Eternal Clty,‘w1th, however, one
notable exception. She refuses adamantly to set foot‘in
'ﬂthe Vatican, and thus the great work of Mlchelangelo - the
.Slstlne Chapel - is denled them.; Having devoted weekends
. to Borromlnl and Plranes1, among other artlsts, they make

an abortlve attempt at a weekend under the aegis of Michel-
:angelo, and. dfflndeed go to see the 'statue of Moses 1n’%he "
church of Salnt Peter in Chalns. But the whole day is'over—.
shadowed by thelr acute con501ousness of the Slstlne Chapel
-whlch they w1ll not see’ and they are - .;.hantés tous les
deux par ces prophetes et ces 51bylles, par ce jugement
,:absent" (P, 144).. Wlth these words the primary source of
the prophet and sibfl{figures becomes clear and we realize
"that-Léon's dream, though partly the result“of literary

- %

) memories; is more spec1f1cally prompted by hlS recollectlon
of the Sistine celllng, where the flnest examples of 51byls
in art are depicted on five of the twelve pendentives, the
-other;seyen being filled~with as many.prophets. /Both the
Cumaean and Persian Slbyls are there as are Ezechlel and

Zacharlah The Cumaea 1s depicted "au dos vouté"'and she

is of Junoesque proportlons. Léon is careful to describe
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a—

the woman in the'corridor as being'like "une maigre sibylle

de CQimes" and the distinction would be redundant were there

not present in his mind the,ﬁmage of a large woman. Michel-
angelo s Persica lS seated in such. an attltude that it is
dlfflcult to be sure about the shape of her nose, (her face
is almost entlrely averted) but it could reasonably be |\

called "un peu crochu".

Although Cécile will not set foot there, Léon has vis-
ited the Sistine'alone and with his wife, Henriette, and it

is the memory of Mlchelangelo s frescoes that surges up from

hlS subconsc1ous at the crucial moment when he is requlred

a

4

to make a Judgment- a Judgment which, no less than the -one
which haunted them in Saﬁ P;etro in Vincoli, has begun to
haunt his entire relatlonshlp with Cec1lg and in precisely
the same manner - by 1ts absence. \He has shlrked the ch01ce
between hls w1fe and hlS mlstress, he has Va01llated between
his Roman and his - Parlslan persona but the moment of trﬁth
haS‘at last come, provoked by his impulsive journey.'

I fhe_absent'judgment @eighs heavily on Cécile‘and Léon
for a variety of reasons. 1In the first place 1t carrles
1mpllcatlons of the judgment of God and of\the Catholic

Church, and in the course 6f one pa351onate antl-CathOllC

outburst Cécile cries out against the rellglon Wthh -she

'says, has already deprlved her of much "et qul malntenant .

236
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i

(P. 140). ©wréon is further oppressed by

his consciousness of the absent and dimplacable judgment

of his wife which ex®ends beyond the context of his 111i-

cit relations with Cécile to embrace his betrayal of all

| o
the ideals they shared when they were first married, It

is important too that Aeneas received the Golden Bough

and succeeded at laSt in founding Rome on account of his

pietas, a virtue in which Leon has been found wantlng In

pursult at last of authent1c1ty, however, hlS surroundlngs,

the 1nc1dents of his journey and hlS fravelling companlons

assume for him a hlgher 51gn1f1cance, as Deguise has justly

remarked, but the

full meaning of the sibyl episcde in La

Modification is revealed when we realize that it is rooted

in the subconscious memory of the Sistine Chapel which has

assumed a powerful significance in Léon's life.l3

e’

An examination of the dream itself will reveal further

v

evidence in'support of this theory of its genesis. I will

‘confine the discussion, however, to those sequences which

In the first

the underworld in-:

theISibylfs cave,.

the same attitude

from a large book

are directly relevant to the-sibyl episode.

sequence of the dream Léon descends to
the footsteps of Aeneas and stumbles into
The old woman appears to be seated 1n

as Michelangelo's Cumaea. She is reading

and does not turn her head to speak to
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Qtéon, suggesting that she presents herself‘to him in

profile, as she does on the Sistine ceiling. Remembering

Bough that served Aeneas as guide, but he is tolg that the

5olden Bough is not for such as him "qui sont aussi

' étrangers‘é leurs désirs" (p. 180) - a remark which re-

suggests a com arison of Aeneas's undeviatin sense of
. Sugg

-

Armed with only two small burnéa gakhs, a meagre
\VViaticum, Léon makes hig way to the banksg of'the Styx to
éwait the arrival of Cﬁ?ron’s ferry.. Charon's appearance
recalls the "portitur hbrrendus" of Virgil, Qith his eyes
of flame, !t he resembles Michelangelofs Chéroh {in the

Last Judgmeht) even more =" "debout armé d'une rame qu'il

>tient levée sur son épaule‘comme'prét a frapper" (P. 183).14

"Léon is Conveyed across the Styx in a shower of scraps éf .

paper: ' ;

"La pluie ae- bribes de papier continue,
semblables § des'pétales ou des feuilles
mortes, se déposant j la surface de 1l'eau
‘qu'elles recouvrent bresque, lui donnant
“'aspect d'une peinture qui s'écaille"a(P, 187) .

“This curious rain and the images which it evokes are alike.

worthy of comment. The rain is dqubtless the result of -

i
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o
Léon's having observed Madame Polliat throwing papers,
érom the ~carriage window) an incident which may have
remlnded him of Vlrgll s descrlptlon of the flylng leaves
on which the wrsdom of the 51by1 was 1nscr1bed There is
..a connexion too between the shower of paper and the  snow
which is falllng as the traln crosses the Alps, and whlch

cllngs to the shodlders of the Customs off1c1als who board

the train at the frontler But 31byl snow and flying

leaves are all to be found in Dante s med’rable lines:
"cosi la neve al sol si éisigilla,'

cosi al vento ne le foglie lievi l
si perdea la sentenza di Sibilla," 5

_ano the echo of the Divine Comeéy‘in-this(paSEage-of La
Modification is too clear to be fortuitous. -"V;

Léon, in_his dream, hasrcrossedethe‘Sty#, and recov-
ering from'a;kindjof stupor, . he enters Rome, which he has
'_discovered'to'be near by.» After causing-avminor soandal
by hur. g a glase of ﬁ&ne'at a briok wall, he is arrested.
' He then finds-himself detained in a btilding which he “iden-
tifiee positively as.the underground portidn or hero's\
bomus Aurea. Howe%er, theuvaulted roof and the niches
along'the walls in which hre guarde,are eeated'are‘strongly
suggestive offthe~architectural étructure of the Sistine-

‘ Chapel,_and one of the guards enters "cachant son visage

sous son'avant—brasf, the gesture. of one of the Qamned»in'
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.'the Last Judgment (P 210) . As’the dream progresses?the“ .
conv1ct10n that Léon is in the Sistine gathers strength
and his earller assertlon that he is 1n the Domus Aurea
is probably an example of ‘those topographlcal aberratlons

w1th which all dreamers are familiar.

Presently Léon feels hlmself float gradually upwards
,.untll he/lS at~eye level .with the flgures/seated along the
walls and he contlnues to float slowly along under the .

2%

vaulted roof untll he is confronted w1th a mural of the

Deluge (one of the "hlstorles" deplcted on the Slstlne

.'*)-

»celllng). *els picture fades 1nto a v151on'of Christ in

:’"'Ce n est pas moi qui.

the role.of Judge,Awho‘tells\Léo

- te condamne, ce Sant tous ceux’ qui m accompagnent et leurs :
ancétres, ce sont tous ceux quit t'accompagnent et:leurs

A - N

- _enfants"" (P. 217). These words recall Léon;s uneasiness
under the gaze ofﬂ"%aEharie{.and his companion, his con-

sciousness of Henriette's"unremitting judgment of him and
jthe anger and humiliation he»felt durlhg the_dinnerlwhich
| preceded his departure when his children‘”n;ont cessé de-
ricanerfdans leurs assiettes" (é 33). The vision of Chrlst
dlssolves -and w1th/the next sequence of Leon s dream the
hugé flgures seated around‘the walls_are.referred to as "les

immenses prophétes'etasibyllesf (P. 221). Buf now the end

.wall of the-huilding cracks and crumbles in great slabs:
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"Le mur du fond tombait par grandes plaques v
et la figure céntrale se telgnalt de bleu,
se fondait dans la lumiére épaisse, formant
comme un caillot au milieu du paysage urbain
nocturne qui se découvrait peu & peu™ (P. 219).

' !
Thus the 1mage of "la pelnture qui s écallle" recurs and

is linked- w1th that blue which 1s SO remarkable a feature
e\ .
~
of the Last Judgment but, is also an obse551onal feature of

Léon S Journey, in the gulse of. "la vellleuse" which he

flnds SO dlsturbmng Bathed in crude dayllght the everye

',e"day objects surroundlng him keep awkward questlons at bay,

[y

prevent the crack up of his elaborate carapace of self—

deceptlon, but in the blue glow ofithe‘"vellleuse" every-

H

thing is open to questlon and the 1mperat1ve ”Know,thyself"'

will, not be denled The™ dream and Leon s journey, the.

ce

'splrltual and the phy51cal progress toward Rome are drawing

to a close.

=] ! . K . L . e AQ
1

The concept of - Rome as the caput mundz not only of the".

-

The Popes, successors to the Emperors;\spread another ver—

»

sion of the Pax Romana'throughout Europe..sButor S, treatment‘

of.Romé?is strongly remipiscent of Dante's, for whom Rome
was a multivalent symbol, but who insisted particularly on
the fusion of Aeheas's aZma'Homa.with'Peter's See;lé;’Theﬂ

connexion“between Pagan and Christian Rome haunts Léoh'also

<>

and he is flnally not prepared to accept Cec1le s re]ectlon

of tne Vatlcan ("cette poche de pus stupldement"dore), as

J
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*

‘Roman Emplze but of Chrlstendom 1s central to La Modzf%catzon.-t



o
\ . "
she -¢alls it (P. 139), and all that ‘her rejection implies.

\

He is aware, of CQUrse,K\hat'her attitude is not due simply

. )
to anti—Catholic’feelin She,knows intuitively that the

‘Vatican represents everything which prevents Léon from .

leav1ng Henriette and starting a’ new life.‘ The negative

@’ '

power of the church frightens her the more because she her-
-1

self is not entirEly free from the dread of its strictures
" and Leon knows that she Will not allow him even to speak

of .the Vatican par peur- de la contagion, par superstition

‘toute romainem (P. 139) . Yet Leon realizes now the futility

a

of trying to flee the vestiges of "ce monde en train de
. e o
s'écrouler", Catholicism,-"dans sa'capitale‘elle—meme",

y

i :A» (%:L ’ . e L.
. Although he claims to have loved Cécile the more for.

| \ 3 o T C e . . e
her hatnedlof popery, L&on visited the Vatican WithaHen 1ette

o

when theyrwere'on their honeymoon. They seem to have re-
gardgd it as‘simply another aspect'of Rome and were not.in
any way overawed by its Significance, neither of them ex-~

.preSSing any deSire to see the Pope and "s' esclaffant devant

les bondieuseries des boutiques™ (P..235).

However, on their second visit, Henriette "voulait a

tout prix'voirvle Pape"'(P 124) and she returned from her
'audience transfigured in a rather disturbing way . "Quand
elle est revenue, elle était toute mal a.l'aise mais ses:

| yeux brillaient d'unelsorte de fanatisme'" (P. 124). But

24
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+her desire to ‘see the Pope seems to have been 1nsp1red by

" Léon's fallure to 1ntroduce her to hzs Rome, "le lleu de

l'authent1c1te". ‘In Her disappointment, :she turns to the

Vatican for reassurance. A rift has aiready opened between
Léon and herself. As his bogus job leads Léon into in-
creasingly shameful self-betrayal, Henriette, whom .he makes

- his excuse, but who I's also his unrelenting judge, grows

\

more distasteful to him. Know1ng that Rome represented
for her"husband "le liecu de. 1 authentlclte", Henriette

. . ’ {
set great store by their return visit, hoping to redis-

cover the man with whom she had fallen in, love. Her
&isappointment is all~the keener when she finds he cannot .
share his dreams with her. She seeks to give Rome meaning

by - 1nterpret1ng it as the centre of Christianity and falls
&

1nto an error whlch 1s-equ1valent to, while belng the re-

verse of, Cécile's. The amblvalent nature of Rome as the

capltal of Pagan and Chrlstlan world allke is lost on both

fof them. : -

“

But nelther the Pagan nor the Chrlstlan organlzatlon

’Aof-the world 'is any onger adequate to the needs of men.

."Le‘souvenrr '} Lfei-2", which for so long exerted such
a powerful'inflww. on Europe R minde,'"est maintenant

’ une figure ineuffisante pL. - fefc-er L'avenir de ce monde"’
(P;.23l). "Things;fall arart, - 1e centre cannot hold",

yet Léon keenly feels the.desire for a centre, for "une
. e ‘ '



organlsatlon 1mpér1ale du monde autour d'une ville cap-
1tale" (P. 231). The fault in Léon's own personality is
obscurely connected withithe"historical fissure which
splits the world. Paris represents the real - in the
sense of "le quotidien" - Rome the 1de;l " Léon's attempt
to superlmpose one on the other is doomed to failure. All
that can be expected is that they be maintained in communi-
cation with each other. Cécile represents the idealAtoo -
‘a‘liberation'from the narrow life with HenrietteVWho has
‘becone her husband's scape-goat. But by her refusalbto
recognlze one aspect of Rome's amblvalent nature, Cécile
becomes 1nadequate to represent the complete Rome, and

the liberation she offers becomes merely an escape, a lie.

nl?

She brings no true "renovatio such as transfigures the

fates of the prophets on the Sistine ceiling.

Léon will seek to shed somﬁ light on the enigma of
Rome by wrltlng hlS book‘ The llnk between lt and the
'Sybilline books whlch contalned the wisdom of the ages,
and Mallarmé's book,whlch would explain the universe, is

unmistakable.

Clearly, the Slstlne Chapel has a very powerful hold
an Léon Delmont' s 1maglnatlon. That it must have a some-
what similar effect on Butor is suggested not only by the

fact that he accords such promirience to 1t and to the

artlst associated with it, Michelangelo, in the novel,
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but also by the extraordinary way in which the entire

structure of ILa Modification reflects that of the Sistine.
A detailed analysis of this aspect of the work wbuld pro-
vidé materiai for a separate study,’ of which the sibyl
episode may bé taken as a scale model. Broédiy speaking,

such a study would hinge on the following points.18

The dominant architectural feature of .the Sistine
when Michelanaelo was commissioned to paint the qéiling'

was its barrel—Vaulted roof. One of the major triumphs

of the . ishgd'wérk.gﬁ the manner in which the artist

turned tuis feature to his advantage, seeming'to draw his

great panorama out of the exiétipg form of the deiling.

Thus the seated figures of the sibyls and prophetslbseém

to hold down the weightfof the vault, while the attitude

of the prophe£ Jonah, over the altar, while perfectly o3
appropriate iconographically and artiStiCally, was also
devised as a means of~dealiﬁg with a slight convexity in

the wall. This is typicél of Michelangelo's method as a

- sculptor élsb. ‘The figures known as the Prisoners show

how he drew his sculptured forms out of the stone, and he

believed that the essence of sculpture was ‘to cut away the

unnecessary surplus so. that the form dormant within the

aQ

_block was revealed. There is a paraliél here with the man-

.ner in which Butor draws a work of art from the raiiway

itinerary between Paris and Romé, and with the stripping

»
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away of Léon's illusions.

Strhcturally,ﬂthe railway carriaéerresembles the
Sistine, in that it too hae a.naulted rcof, albeit of a
Urudimentary kind, as do'railway tunnels, whose very

' essence is that-theyvare vaulted and which play- such a
signlficant rolelin the novel. . The vaulted roof is also .
mentioned epecitlcally in Léon's dreamn. .

+

a "The manner in Wthh the passenger5151t around the
walls of the compartment is also remlnlscent of the Sis-— ' -
tine. Apart from the two who are specifléally_identified //-
with a sib;l and a prophet,'seyeral of the otners could be
cast in the same.roles,_When'one considers the different
a-t"ti.tudes they gdopt:" --nov} ru'mina‘tingj on ‘theirn private
thoughts;hncw "plongés dans la lecture"r',The young couple,
Pierre and Agnés, might even be taken to-represent Adam
and Eve before the Fall. 'Léon himself could well be the

Narchetypal exile, ‘Adam expelled frcm—Paradise,‘so poignan-

tly portrayed by Mlchelangelo as hav1ng changed utterly

since the moment of his creatlon.r The young woman who
'slumps toward Léon in her sleep~exactly reproduces the
attltude of one of the flgurcs in the Spandrels in the
chapel and there may be a punnlng reference to another
.archltectural feature in the mention that is made of

o

Zacharle S spectacles, or lunettes. 19
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%ut perhaps most significant of all is. the idea.
/- .
expressed 1n one of Mlchelangelo s most beautiful sonnets,

which Erwin Panofsky paraphrases as follows:

"Potentially the block of stone contalns any -

figure that the artist can think of, and it s
. depends only on his skill as a sculptor what

manner of figure comes into being; in a similar. .
way ., ev1l as .well A&s the greatest bliss, death ' o
as well as compa551on is present in the: beloved' '

heart, and it is only due to the lover's poor

skill in practicing the. art~of love if death

instead of compa551on is brought forth."20_

This is so appropriate to Léon's experience with both his
" wife and his mistress that it rsudifficult%to_believefthat.ﬂ

~the connection is fortuitous. ~ o

Finally, Mlchelangelo s constant preoccupatlon with
death Wthh reaches its apothe51s in the Last Judgment, _ -
has its parallel in Leon s preoccupatlon w1th advan01ng i
age; . and the progress of Butor s hero (or antl—hero)
under a vaulted roof toward the Sta21one Termlnl, endlng

', ‘in a dream confrontation with Chrlst the Judge,~1s in a

sense, a mirror 1mage of a progre851on from the entrance

to the altar wall of the Slstlne. | - ' o

- The,inflqence the‘Sistine exerts. on Léon's sub-
conscious is'a refiection of'its»structural importance
in La Modtftcatzon, but it is also due to the 1mpact it .

has had on- hlm as a work of art. Some of the reasons for
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this are implicit in‘the'foregoing'discussion of his

'dream As perhaps the best known work of art in the

|
Vatlcan (at least to Cathollc pllgrlms) it represents

-] -

the remnants of the falth he cannot qulte'dlscard; 1t

is associated'ﬁith his*hdﬁéynoon‘in Rome and equally.

Nwﬂth Céeile, theugh in a negative way. But perhaps‘even;

-~ more important is the fact ‘that in the_persons of the‘ -

——

prophets and sibyls, the Sistine unites the pagan and

Christian worlds; while the;histories depicted on the

- ceiling represent Jahweh, the God’bf the Old Testament;”

the lunettes and spandrels the. hlstory of the Jew1sh

people before the coming of the Me551ah and the altar

\

wall Christ himself in the awe and majesty of the Second

Coming. It is therefore a powerful symbol of what‘Rome

“itself represents. The fact that. it is absent from the:

.novelﬁin the sense that it is nowhere specifically‘des—

" cribed makes it one of the first instances of one of the

images abSentes, which have since become such a feature”

-of Butor's.werk. In a sense La Médificdtioﬁ is the

—

‘ IZZustratton of Mlchelangelo s Slstlne Chapel

—_—

. Then again, Man, ‘as deplcted on the Slstlne Celllng,

is oF heroic stature.' At the moment of hlS creatlon, re-—

clining like one of the ancient river-gods, Adam, with his’ a

noble features and §uperb body, epitomises everything Léon

would like €0 be. The impasse that he finds-himsel? in

RO

o
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- results from the fact that he wishes, though in a typic-

ally ineffectual‘way, to'be a hero in an unheroic age.21

- This is 1nt1mately connected with hlS flxatlon on Rome.

§

He sees himself as a latter-day Aeneas,'w1th cécile as his
Dido ("cette haglclenne qul:par la.grace d'un seul de ses
_:regards voue.délivre'de toute cette horrible carioature
d'existenCe.") (P. 35); under the beéevoieﬁt‘protection of
Venus‘(represented in the govel by the evening star and
the Temple of Venus and Rome) ; destlned to- establlsh a new
caput mundt “"le lieu de 1° au;hentlc;te. &But/the‘tlmes
are out of jointfand_anyway he is not .of a herofe temper.
"In the oourse of his joﬁrney the hour comes for him to
ﬁwither into the truth" and to make the ohly heroic ges-—
ture open to him, to record hlS 1llu51on and dlSlllUSlon
‘that others may proflt by his experience, to escape from
"le fadefenfer" (P. 23) "par le biais de'l'Oeuvre d'art."
What mlght be called Leon s "Romisme" could be con-

s1dered as a varlant of the copdltlon known - as "Bovarysme"

and 1t has its orlglns 1n~the,same activity: reading.

249



o

"They say life's the thing; but ‘I prefer reading."

Logan Pearsall Smith

\
f

The number and frequency of references to books and
readlng in La Modzfzcatzon ‘is remarkable As Jean Roudaut
observes:

"Les personnages ont ainsi un attribut ...
le prétre son bréviaire; les_jeunes mariés .

le gulde bleu et 1'Assimil g' italien ...

. le représentant de commerce, un hebdomadaire

de cinema; lé professeur de droit, des livres

rélies en une ‘toile seche

P
. In addition there is "le gulde bleu des égarés" vainly
sought by Leon in hlS dream, the books and scrolls con-
Asulted by the prophets and 51byls, the book read by Cec1le
on the return journey from her ill- fated sogourn in Paris
- Wlth Léon, the Letters of Jullan the Apostate, the Sixth

fBook of the Aeneld and flnally "le livre non lu", the

novel Leon buys at’ the Gare de Lyon and uses to mark his

vplace in the compartment whenever he goes outside: "le

roman gdnutilisé” (P. 131). —
|
Ail these books are consuited like oracles, while at
the same’ time offerlng an escape from the readers' imme:
diate surroundlngs. Absorbed in thelr readlng, all seek
some kind of guldance{fewen if it is of a, purely practlcal
‘nature, and more- often than not, they hope. to come across

N

a 51tuatlon suff1c1ently similar to thelr own to allow them

250



to identify with it, but in a'higher key, as it were, so
that they can enjoy the pleasure coveted by Roquentin: to
be "heureux comme un héros de roman." The novel Léon buys
is-"inutilisé“ because it serves none of these purposes;

particularly, it is not allowedfto provide an escape route.

v

Léon's meditations on his reasons for not having read it
are a very important commentary on the use' to which books
are commonly‘put. Why not- ‘have read it, he asks hlmself

since, by the ‘mere fact of its belng a novel, it would be

)

bound to have people in it who resembled, more or less,
his companlons on the journey, even someone whose s1tuatlon
vaguely resembled his own? But‘he has not read the‘book,

bought with the intention ofodistracting himself:
‘ | .

"justement parce gue pendant ce voyage ci vous
désiriez pour une fois étre vous—meme en
totalité dans votre acte, et que, s'il avalt
pu vous 1ntéresser suffisamment dans ces. cir—
constances,. ¢'aurait €té qu'il se serait trouvé
dans une conformité telle avec votre situation
qu'il vous aurait exposé 3 vous-méme votre

) probleme et que par conséquent bien loin de
. vous - distraire, bien loin de vous. protéger
contre cette de51ntegratlon de vatre projet,
de vos beaux espoirs, il n. auralt.pu qgue
pre01p1ter les choses,“ (P. 166)

»

i

Clearly, then, readlng is a double edged activity,

and books may either dlstract or concentrate the mind.

" There seems no doubt that the book Leon w1ll wfite will
-

fall 1nto the latter category, nor that it is the one

Wthh flnds favour with Butor. The phrase plonge dans

251



VN

pretatlon that thelr acuity: of

252

»

.un livre" is repeated over and over again in La Modifi-

caﬁion.' The abstraction from the surrounding milieu that .

‘this’implies is not necessarily a bad thing;‘one may meet

‘ /
oneself in the process. But it is essential that this

"réve évelll’" lead to an'ayakehzgzry' *Mhe truth, and //

°

sibyls on the Sistine Cei;ihg 5W:é%pts the inter-

. I
. e ' 9%? - -

approaches the: pltar, the’ Delphlc Slbyl and Ezeklel, among

the most inspired, have turned away from thelr scrolls.

Zachariah (over the entrance), however, and the Persian

Sibyl: whose inspiration is weakest, are immersed in their
books, heads averted from the—great‘events which are taking

v

place above them.

The pern1c1ous side of readlng is manlfested in La

- Modtfzcatmon by the mythology of "l aventure This is

what Léon- seeks w1th Ce01le, the romantic ideal in the
fullest sense of the word romantio, spawned by riovels,
the delusion which ruined Emma Bovary. By the magic of

"l'aventure",‘he-believes, he will retrieve his lost hopes

- and ideals, disengage his.real self from the gungue of

years of lies and self-deceit. ‘He will becomera hero. It

is a telling COmmentron Léon and on the society to which

he belongs, that the heroic ideal is reduced to the status
. N N - U .

(3 -~

of an extra-marital affair, whioh'heﬂdoes ¥ even have



the courage to pursue to its conclusion.

¢ d}

Léon's wfﬁlingness to take on the truly heroic burden
of the artist, at the end of the novel, is a measure of

the transformatlon he has undexrgone.

4

Thus La Modification is a eritique du roman on moral

¢

as well as on technical grounds; and hence inevitably, a

»

ecritique of contemporary society as well. Complex and

profoand, "manipulating a continuous paraliel between

-

contemporaneity and antiquity, thus providing a way of
controlllng, of orderlng, of g1v1ng a shape and a signi-

flcance to the immense panorama of futlllty and anarchy

which is contemporary history,"23”at once technlcally

brilliant and deeply moving, La-Modification is one of the

gpeat novels of the twentieth century.
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) »llnThere is an extraordinary likeness between Léon's . _
desire for.Rome and Sigmund’ Freud's longing for the Eternal. o
City, as expresséd.in“his‘corresponéence and pointed out hy ,
David Bakan in his book Sigmund Freud and the Jewish Mystical
Tradition (New York: 1958). Bakan associates this longing® -
- with the Messianic feeling he discerns. in Freud and points S
out that "according to Jewish tradition, Rome is the legen- '
dary place of the Messiah” and the place where the Messiah
will reveal himself," Freud makes. several references to.
his emotional. involvemeént with Rome 'in letters to his friend
Fliess, and in one'of ‘the most significant instances he asserts
that his longing for Rome is deeply neurotic, connected as ‘
it is with his youthfil hero worship of Hamnibal. "To my _
youthful mind” (he-writes to Fliess) "Hannibal and Rome sym- - .
bolised the cohflict.between the tenacity of Jewry -and- the
organisation of the Catholic Church ... . Thus the wish toj '
go to Rome had-become in my dream life a cloak and a symbol .
- for @ number of other passionate Wwishes." - And - in another | . .
- letter he writes: " 'Learning tHe eternal laws of life in the

Eternal ‘City would be no bad cémgination, o

I, : o !

On . the whole I am furthef*aWaY"from‘Rdhg than at; any
fime since we met, and the freshness of youth is notably
declining.- The journey is long, the stations at which one
can be thrown:out are very numerous; ;and it is’ still a mat~
ter of 'if I can last.out!'" Given the richness ‘of Butor'¢
culture and the elaborate mahner in which his books are con-
structed, :we must conclude that the link between Freud ahd _ .
-Léon is intentional. It 'throws light on the idea of Rome
in~LagModifiéation;ﬁromnmany?intérestingiéngles,‘revealing;
the neurotic quality-of Léon's love for the city, adding
another shade of meaning to: the Epiphany of Christ toward
the end of the novel, illustrating another Rome of which R
Christ is the ditizen, recalling the”Hebraic Graéjgco-Roman
dichotomy which Rome embodies and which is symbollised by -
the figures of the -sibyl and'Zachariéh.$ - : ‘ ]

o

. e
3
0

12 1gon Roudiez has pointed out that just as Julian was
- the represeéntative.of the Roman Empire in Paris, so Léon
represents 'a Roman power there, the Scabelli organisation.
Roudiez concludes that "the fact that this power, the types S
writer firm, is but 'a pérversion and a caricaturerof the . = - :
~Roman Empire is obviously a commentary on Léon's 1lifel¥ Op. ,
cit. p. 21. : 2 - L oL

,13 Inﬁhisyhook Michel Butor ou le livre futur (Péfis,'

1964){ ppf§172f184/ Jean Rouydaut points out the connection

 iwith the Sistine, and has gone so far as to say that the

< 3

v




~one and the same. On the Sistine‘Ceilinqﬁthey are very _

-fDivine,.bécays? only he who is; newly born' can see Ged and

,which”féliﬁw;fpart%bu%grly the volume on the: Sistine men-

256

railway carriage.in fact becomes the Sisﬁf;% Chapel.
" le wagon est -devenu la chapelle Sixtide, lieu de

culte, lieu des prophétes et des sibylles, lieu de

jugement." He then proceeds to an interesting analysis
of the role of Christianity in La Modification and . in C
Butor's thought grnerally. He is;, however, mistaken in N

his assertion that the Persian and Erythraean Sibyls are

sha¥ply contrasted, Erythraea being young and vigorously .

‘beautiful while Persica.is a decrepit old woman lacking

all creative inspiration.’ N v ,
14 . SR | *
" Aeneid, Bk. 3, 443. There is a close resemblance

also to’Dante's Charon, who "batte ol remo qualunque
s"adagia" (Inferno;, 3, 111). . '

15 Dante, The Divine Comedy, Paradiso,'Cahf0'3?, i1,
63-66. The Gumaea-is the only sibyl mentioned L. Danc.»
and he"uses the idea of the flying leaves as a symbol for

‘the fleeting nature of the vi&ion of God or the truthé,

16 See Chaflés”Till Davis,'Ddﬁte and the Idea of Rome ﬁ
(Oxford, 1957). ' ' ) :

’

. fl7 See Charles de.Tolnay, The(gigfinévCeiZing {Prince-

* ton University Press: Princeton, 19499 pp. 46-47. ¢ Speaking

of the spiritualis ignis which illuminates the exid#tence of
the. prophets and sibyls, de Tolnay says: "It,is a,renovatio,
brought about by the contemplation’ of the truth. In each
case .the artis% shows the state of apathy before this awaken-
ing in the regno verace ... . It is the renovatio of, the ,
soul: an ascent to a higher life throughfthe descent of the b

R
D Y

the Tputﬁ;;? pal

{g; :%g ";“?-l'. R :
C L'L:mw,fffblnaxﬁs five~volume® wobk .on Michelangelo i«
for a fuildisclssién of the observations®on this artist -

S

'tidnéa’aqugﬁﬁnd VblumefS,fThe"FinaZ Period, which de&ls =~ %
with.thé'L%$$ Judgment. R : ; - iy L v

. 'lnghisfélébpinéffigure has been identifiéd by de Tolnay
as. the 'mother of Asa. He describes her as Being of "hér- '
culean prOportidn$W'(9p. cit., p. 82). The "woman in La P
Modi figation was' -"une”grande Romaine". " ; -

. o J J \:1 ,
W"‘.g R B pd SN L 4'// n
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_':5Aszor the lunettes, which are crescent-shaped spaces
in the ceiling filled with paintings of the ancestors of
Ch&ist, de Tolnay interprets them as representing the spheve
of''shadow ‘and death, - ’

,igﬁ t@Jthe“Plunettes cerclées !
¢€ de vous 'qui dort déj% " and

“:’.uﬂ:,. T . S

g ia'Seeft@é reference on P!

e Jder quwvieil Italien en fa
‘ Sin: &3

bpag , BGathe "vieil Italiepfenéfaqg%dé'ﬁbus, le seul @i
{ ad fzgu;%etre;les YeUX ouvésts; mous. ne polvez pas le:
nSEYOAL derriére ses lumettes rorfles qui brillent au ,milieu
de gl pénombre bBleues .. " - S - o )
s q;. Yo et B A P - . ‘ ;
s ‘:'zafErWih'Pan0ﬁ§§Y}VﬂMi§heléhgelo and Durer," Idea: A4

- Concept in Art Theory (Golumbia: U. of South Carolina
Press,;$968)p'p.5118.”; & Italian. text reads: -

BV R

"Noit ha l‘ottiﬁb”a}%ista in se alcunAﬁgﬁEetﬁb,é
Ch'un marmo.sodo ¥n se non circoscriva - °
- 'gbl'Suo_sOverchio; e sold a quello, arriva
a man che ubbidisce all'intelletto.
Il mal ch'io fugdo, el /ben ch'io mi prometto;
In te Donna leggiadra, Altera e diva,
- Tal si nasconde; e .perch'io pPil non: viva, .
, Contraria ho 1l'arte al isiato effetto.~
- Amor dunque non ha, né 'tua beltate,
O durezza, o fortung, & ‘gran 7i=degno,

- Del mio mal colpa, O0.mio desti.o o sorte,
- Se dentro del fuo cor morte e pietate .=
_Porti in un tempo, e c¢he'l mio basso 'ingegno

Non sappia, ardendo; trarne altro che morte, " N

N

"Dél mio mal colpa" ‘accord perfectly with the theme of the

, fissure (fault, in .another/ sense) in Iq Modification, whilel
in turn, the frequent. réferences in the novel to ‘graquelures,
lezardes and fissures, surel have ,theit origin in the net-
work of cracks which disfigquPe§ the Sistine frescoes and
which have become one-gf\'heir;mogt'characteriSEic features.

. S RS ,
‘:?l With ‘regard. to Léon's heroic aépi;étiopsfand'the
" somewHat enigmatic presence of Julian the Apostate in the
novel, the following remarks of Georges Dupeyron, in his
article on Butor's- book ‘on Montaigne, are interesting: '

‘ ,“

"Ouant qﬁ,portrait de. la Boétie, Michel Butor lui
“trouve pour pendant celui de, Sulien 1'Apostat,
“qui étqig é;éa‘maniére un,exilé dans son siécle,
tout “comme 1kami de Montaignéds- Et non, moins

rempli #e mérites." . (Oop. city,.p. 23).
. ~ 3 N E’A

N . N w . . 7 o



4
¥

It is significant that Julian nourished much +hna same

feeling for Paris as Léon. does for Rome . ""is apostasy
is also probably a feature which intercstsLion,  and

possibly Butor. '
22 Roudaut, p. 142.

23 7, s.. Eliot, writing of Joyce'sv"myth—making'
method ,“ "Ulysses, Order and Myth," The Dial, LXXV
(November, 1923), pp. 480-483. ;
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Degrees of Affinity
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P ) ;
"Il faut proceder par -degres." Butor

Degrésl’is.a pivotal book in Butorfs Q@uure.v.The
last of what has been“called his Romanesque I period, the
last book to date to bear the sub;title roman,-it is
already tending‘toward the break with.traditioh'which
Moéile will incarnate, while at the same téﬁgvf%“subsumes‘
the three earlier novels. It might,be descrlbed'as Butor's
last attempt to work "w1th1n the s;stem" »ané/on thatllevel,

N

it was not a success.

After the critical and even popular acclaim accorded
to La Modiffcation, hailed as aﬁﬁouvéau romdn‘which,lat
last one,could underst?pd; Degrésg for the most part,
recelvéd a poor press. Eutor had beCome something ofpa'
white hope for those who were scandalised by the "new noéel"{
Theyfound‘Degrés disquieting. Critica‘ disappointment-with'
Butor'was in direct proportion'to the ‘false (in evéry<sense) .
hopes raised bygﬁc;Modifieqéion; ‘The situation is perhaps
best summed Jﬁ“ﬁ& th; latiu tag.invokea py Pierre—Hehri

5 2 :

. Simon, corrupt&o opt;ml pe551ma"

;‘ S N - B s
. "‘E"’-: 3
' Probably, therefore, Deﬂ?fé‘was.also a szre pzvot

~
for Butor as an artlst,gat a_moregpersonal level. -He has

- B
remarked somewhat bitterly that La Modzfugatton.
T o w ‘s "‘;/ s

"e! étalt le theme claSSlque du roman francals

.bourgédis, - Mettez un adultdre dans un livVre: -
tout le monde comprend. Dés qu'on sert de - .
cela on est criminel." . . ‘ \

.S “r

~



. o
Seeing the way in‘which La Modification had-beEh.absorbed,

consumed by the bourgeols readlng publlc, Butor may well '/

have asked hlmself how well he had succeeded in making his

real 1ntentlons understOod. Paradox1cally,vas Mallarme
-vdiscovered, the work of art whlch 1s easy of access is

frequently the most mzsunderstood and for that very

reason. This was Revel's experience with the Harvey

- Tapestries and his articulation of it was doubtlesg in-

tended as encouragement to Butor's own'readers:

"Car si ce travail d'approche m,avalt été
épargné, si j'avais eu d emblée "3 ma’ ‘disposition
un . catalogue semblable-d celui-ci. par lequel
je sais maintenant les noms de tous ces criminels
exécutés, de toutes ces femmes, de- tous ces ‘
lieux, les tapisseries n auralent pas pris daﬁ%&
me vie tant d' 1mportance." (ET 228). e

"f*g

‘ However,_though the flrst three novels posed certain -diffi-

3cult1es, they could all be” read andfevidently Were, for

LB . Y

the story-line. This remalns a pos51blllty~1n Degres,
but only just;. Plerre Vernler s progect of descrlblng
.an hour's hlstory lesson does not at flrst glance,'appear
to offer much 1n the way, of 1ntr1gue,and although the novel
abounds in other p0551ble plots i1 emero (the‘break up of

the Ballly menage for example, or Vernler s love affalr E

n

with Mlchellne Pav1n) none of these is developed suffi-
AN PR

c1ently to serve as a- ‘beg on: whlch the dgVel may hang.

It "seems to me that Butor, seeing 'how the traditional

*

zpp element in his work was tending to obscure its novelty,

261
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e

;.’l‘ L

‘determined, with Degrés, to test both the - apacity of the

nature'of‘the research'he was conducting. The reader's

/partlclpatlon in this enterprlse would have to be more
active, 1nvolve more of\an effort than had hltherto been

,Msthe case. ThlS is reflected: throughout Degres by the

emphas1s that 1s placed on books and readlng "ce vice

o ' .

‘

1mpun1. ':- @?
_ Con51der this penetmatlng descrlptlon.pf the rapld 2

» e tg;.ioa . -
assessment every reader makes- before emharklng on a p&ece

of. flctlon- Plerre Eller is fllpplng through a schoolboy s

N magazine called approprlately enough, cmtzon-

S ' P
o "La premiére nouvelle s'appelait Lg Rhu 'ad;
cela avait 1! air- long, ne me dlsalt rien. -
La seconde, Le Traan 18168, etalt de Claude - .
Farrere, de 1'Académie Francalse, cOomment? ,..
il ne sadrait probablement pas me donner ce
dont j'avais envie. : ST

L 1ntroduptlon de 1a tr01s1éme, Le Jeu du _
SzZence, 'Fritz Leiber, qui su1valt d aborad - B
au - théitre les traces de son pere, emlnent -

v ,7'shakespear1en...', blen blen, on verralt

— (Degrés, 223), P { . : .

) - -

. ~e

Butor s precedlng three novels dealt in varylng ways with -

the questlon "Commedt eor1re°", Degres pursues this line. C
o
of inquiry “and opens another one, "Comment_lire?", a - .

-




Alain Mouron and Mlchel Daval .are cousins, and nephews by j

marrlage of the cla851cs teacher, René Bailly.‘ Vernler

teacher'in the school.

263
/
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@ . /
What happens in Degrés? Pierre Vernier, teacher of

History and Geography at the Lycée Taine, conceives the

project of writing a description of a History lesson given

to the puplls of tlyy second degré on Tuesday October 12th,

1954,\between the hours of three aﬁd four on the subject of

the dlscovery and conquest of Amerlca.' The description is

1ntended for hls nephew, Plerre Eller, who is a member of

the class and who has. another uncle, Henri Jouret, on the <:>

-

'staff. It lS thlS ba51c trladlc relatlonshlp Wthh in-

splres Verniex to undertake his descrlptlon, since it is

not common for such a nexus of family relatlonshlps to
occur in the context of the Zycee. But it is not the only

r

such group 1nvolv1ng the same class, since two other boys,

o

‘s t',g

4
dec1des to-"explore" the class on the ba51s of. an ever-

-w1den1ng‘network of relatlonshlps which will enable hlm

to introduce, one by one, each bpy, in the’class’and each

ke
W ﬂ,f;"

He soon finds, however, that in order to descrlbe the

lesson on October -12th adequately, he is compelled to find

out what was going on in. the other rooms 1n the school at

the same tlme and eventually to pursue ‘the roots of" the

o -

hour 1nto the past and its consequences into the future.

f»."‘/;: N /

‘This 1n turn 1nvolves dlsplaylng an indiscreet 1nterest

in the personal llves of teachers and students and in order



%
ba

to obtain'information.on the latter, Vernier is_forced

to enlist the aid of his nephew. The psychological'
pressures 1nvolved eventually prove 1ntolerable for the
boy and Vernler, more and more obsessed with his descrip-
tion, and overburdened with work (he undertakes to faml—
liarise hlmself with the entire currlculum), collapses

and dies before he has finished his gargantuan task It'
is completed by Henri Jouret. (The second section of the,

book is mritten as if by the nephew, Pierre Eller, but 1t

is important to understand that this change of narrator is.

fictional -in the ‘sense that it 1s a dev1ce used by Vernter

and not by Butor. )

“Even this. !fry brlef resume suggests the manner in
Wthh Degres embodles on a technlcal and strucdtural level,
as well as thematlcally, the preoccupatlons of Butor's
preceding three/works The superp051tlon in space and
the network of famlly relatlonshlps appeared though in

v
very much 51mpler form, in Passage de MrZan, as well as'
the adolescent world and even the Iycée, represent/d»{as
SO often in Degrés itself) by the burdensome homework 1t.
1mposes The problems whlch wrltlng Creates for Vernier

recall -those encountered by Revel and the: consequences for

hlm are even more grave. The Very notion of an empZoz du

temps 1s closely assoc1ated with a school currlculum but

as Butor p01nts‘out., o -

264
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oos ) 1a- grande différence entre ces deux '
livres, c'est dans Degrés la multiplicité
des points de vue, justement, et donc des -
emp101s de temps/ lesquels E entrecr01sent r

lIn L'Emplo< du temps tlme is exterlorlsed ‘in the sense

that it is marked off by a dated diary. 1In La Modification,v
Butor wished to 1nterlorlse it "Intégrerlle tenps" by
deve10p1ng a. certaln dec§% mental in which the passing |
landscape and” objects 1n the compartment had the “effect

of recallrng.1nc1dents of former journeys. Landscape andi
objects functioned as a sort of punctuatien, directing the
mind of the reader. In Degres, Butor wished to 1ntegrate

this punctuatlon even further and this was—made p0551ble F

‘by the subject itself:

# ... dans 1" enselbnement journées et heures

sont caracterlses par ‘les matleres-enselgnees.

Il vy a un décor:. la classe. ‘Tl y‘a un décor
mental: les matiéres scolaires enseignées dans \\\
wle second degre " ' .

-

- Thus once the time—tfble has been'establiEHéd"not only

could One say: "On Tuesday at ten les szxzeme w1ll be

“learnlng Geography from M. Vernler" but also: "Les sixiéme

are learnlng Geography from M. Velnler,wiherefore it must be
ten o clock on Tuesday. ’ If we caft our minds back to Léon' s

rallway journey we  can see th

s

Hubert Juln that e Degrer repose technlquement sur La g

Modzftcatzon "6 At the same time, it brings together in a

2
..

gason for Butor S remark to .

265
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manner not attempted in any of its predecessors all»tﬁe
themes which Butor has said interest him most, on a con-

scious level: ... la notion de,ville, cellevde'lféduca—

tion, l'école. . ... Oui 1l'histoire universelle."’
The themes of educétion and the school, since. they
‘ . X ‘ i N Y - . ‘
particularly dominate Degrés, suggest themselves as a first

avenue .of approach Lo- the novel.

266 77
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"Le point le Plus sensible d'une,civilisation c'est

]
’

tbujours la facon dowt le. savoir s'y transmet."- Butor

v f

‘Although the reader's attention’may‘still,'in Degrés,

be captureq by the &lément romanesque, it is to the des-

cription of secondary éducation which the book provides,

been a teacher as well as a student in the secondary svsrcem,

he wrote the novel " ., pour tacher de voir-l'enseigneMauf

frangais de 1'extérieur.v,n

- Ul peu comme on fabriqueAdeS

fysées maintenant pour voir 1la terre de L'extérieur;"

(Entretiens, 10). It is in fact "une étude pour une re-

présentation de l'enseignement Secondaire” and its plural .
- rd . -

‘title is an index of the movement away from;the‘individual

ko the collective, which will pe developed further in Mopize.

Degrés is.a multivalent title. It refers to the

P

'5./

' degrees,of Consanguinity which form one of the baéic;struC—

[}turqs-of thé novel, to the_degrees4of'latitﬁde»and longitude-

by which thg gértq;s sﬁrfahe is measured and-tO'the'grades

: ‘ O - . v
of the_Frenoh setondary school System.”  This last usage

@bnceals a metaphor,vincidehtally,‘which Butor brings to

our attention by referring to

"cette échelle de l'enseigne~'

ment secondaire"? (Degrés, 150)‘and‘the.motif oﬁithe.gadder“,_.
, i’ . ‘_ et _ .

recurs thgoughout"the'book (Jacobfs ladder ang the ladder



.cr1t1c1sm of a"

'Butorf$ aesthetlc of the novelll? ThlS would depend on

writing about secondary education, Butor makes an appeal

to the experience of most of his readérs,neerly all of

* whom would have climbed the ladder‘leading to.the bachot,

that essential initiation into the bourgeois intelligentsi .

-

He is dealing with a phenomenon whlch may vary in 1ts effect

from 1nd1v1dual to 1nd1v1dual, but whlch ‘is experlenced

»
‘collectlvely, by them .as a class. Degres -could have been .

\N-

sub- tltled crttzque de Z ensetgnement secondazre en France!.

_But crltlc;sm of - an educat;on system necessarlly 1mplles

As Henrl Jouret p01nts out to one
of his elasses:’ w

"La mauvaise édfcation @rodult une maniere

de vivre vicieuse, et c 'est. toute la facon :

de ' vivre de Gargantua, dans ses moindres aspects,
que Ponocrates s'efforcera de redresser." -
(Degrés, 109). ' : '

:It does not occur to hlm, however, to evaluete ‘the educatlon

< I
system in whlch he hlmself 1s worklng, nor to examine the

life- style of his students.*' It did occur to Butor, and

eight years before 1&s dvénements of May 1968.

£

Should one conclude}from thls that with Degres the,

empha51s is shlftlng from the eplc to the dldactlc 1n
.'&: ’ : ° - v ’ o .

what precisely is understood by "didactic". While it

would: be true to say that ‘Butor believes_firmly_in\the‘

‘e S
» ¥ - " L

a, ) . %

268
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power of art tQ teach ~and lntends that q77 hlS own books
B should do so, jet he does not mean by this that the work
of art should be a vehlcle to convey pPre-conceived know-
ledge or oplnlon.' A book for him, is always the 1nstrument
by whlch he hzmself arrives atawnderstandlng. The reader
may use 1¥ afterwards as a map to guideé him’ along the same r
route but the p01nt is that 1t is 2 route which Butor has S /
opened by travelllng it hlmself not merely by p01nt1ng 1t {- f
| oth One mlght say that to be’dldactle in the best sense,
avbook must have been autodzdactzc for Butor first. Degres | a
is therefore a didactic book by thlS standard because, 1t ' | 5;
l_represents Butor s attempt to see.the secondary system from.

.the out81de, hence .to ‘make sense ofahas own. experlence, s1nte,. N
as he says, “Je v1vals m01-meme dans le monde de Degres W12
But it is perhaps no moreadldactlc 1n 1ntentlon in thls"' ‘[ﬁ;
2nse than L'Emploz du temps, but only more ove;tly so, o S
because of the natﬁfe of’the subject and because there 1sA;3u:.ay-
less of an 1ntr1gue for the reader to fasten on to. | (

. FEN
t : v LRy

u o

Degrés-is certalnly a pedantic book approprlately
- enough, and Butor freely admlts hisg pedantry, a tendehcy L

e . S -
whlch he clalms to share w1th James Joyce, and t0'which he \,g///

gave free rein in La Modzfzcatzon The net—work of cross-

-~
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/the Sklll with Wthh these references were woven 1nto the

B

4 g.‘ texty such'a dazzllng dlsplay of erudltlon could conbelvably

’ v \;"\ v ) : .
L have been 1nterpreted as self- lndulqence or, 1ntellectual ' : -
I snobber? The subject matter of Degres, however, gives .- ﬂé?,

. & 1 e : ! A
, nButor ample excuse to draw og\\\w1de*ranglng culture-with— _ggﬁé

rout 1ncurr1ng such cr1t1c1sms. As he himself points out

o . i .

sbmewhat rfonlcally

v . :, . . 4

@ | e g, ) o o

;‘t :Qéb"g "o j 'ai voulu echapper un peu a la dlfflculte -
A » 'de Joyce vis=arvis-du lecteur. 'J’ ai’voulu éviter .
~que le lecteur ne se retranche derriére ke fait = ‘QM
8 oo ue la culture. cernée &tait’ trop vaste pour lui‘. - O
L é P .
' S0, Mais le programme du.’ second degre° ER bienl! Tout 2, T
' le monde est censé le connaltre, quand meme'"13 i
e o . L ~ . . . - '\ ) "
‘ p T The 1ronya1s dou§§e~edged., Not onLy is 1t 1mp11ed 4*‘ '
v
o . o
/ ' that it would be an error to.suppose’thit the programhev; 3:.-»n0
7'_ k?or the oecond degre is w1th1n everyonzﬁﬁgéﬁesp, but T
.furthermore that it would be equally ergpneous to suppagé. ’ - . J
that the scope of that programme was llmlted.' Plerre\\ . ‘.
l

Vernler s experlence, when he v1rtually becomes hlmselF a

i .

student in the 0eco~d degre 1llustrates poth- of tﬁese p01ntsv
? .

‘

o

. In order to com lete hlS prOJect of descr;blng hr_i o T
y i : '
nephew Plerre Eller s class, Vernler dlscovers that 1t w1L&

»

" be- necessary for hlm to’ famllﬂarlse hlmself w1th the entlre
: * : / ’ "% °
currlculum set for the second degrel4_. He musg know what N

’

_ homework the studean have been set, what pr%paratlons the , -
2 x‘ ,r

\teachers have made for thelr classes, S0 that,/e trapolatlng .37

3 ) . oo v, - ) .
- . - . . BN if
ks . . . . . P s .
L i . i . . - (. o . [ i



ry

-,f‘wﬁlch mllltates agalhst the development of thenf_éﬁi
j B
g Ty s e
powers .on any ﬁut a rlgqrously short*term bas;Sm*yad 1
“ 9‘ Gl 'L a B SO
prevents themformulatlon of _any balancedﬂoverVLew of what
L,J . ¥ R .

®?

L ¥ - . S . o/
3 - . 'S Ay
S | J o

Lo

from thlS verlflable Lnformatlon@“he may zmagzne wzth

. .

“‘préet Zon’ as he Hﬁys, ‘the oa@upatlons and’ bre- dccupatlons-}
- ’

-of teachers andfstgdents. uys the @mescrlbed texts‘

-7

and sets abouiﬁfollOW1ng t egsame course of study as- the

boys ;n the second degre, pursuing it eventually to the

.pOJ.nt of preparlng ﬂ’]d‘%u;nments they are giyéh

he has underta&en- Vousip ayez pas 1dée des chose& i

%U' 3

jlai a apprendre. * (Degres, 371), he- remarks ¥ fully. ERN

a." v . - L ) , i Lo

' . ? v,
- whlle the bogs are not For.them it-is g question of syr-

¥ J
;g&;,1v1ng the a ] 1nqulsltlon of, the masters,@an,obgectlve,
e A :

1s taught. The re belng subjected to a proceSS whlch Ca
. S o

1nsp1res 1n them a mlxture of dlstrust fear, boredom or

0
1nd1fference, punctuated by ;solated flashes of 1nterest

Wthh the system qulckly st;fles They are too rntlmldated

- ’

kquledge for, 1ts own. saké A Plerre Eller s reactlon to

..
' / .

Vernler S Zegon~pzvot whlch was, 1nc1c *ally, hors

-‘/ v e '!9“ - L . . . A
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" But the"point;ls that he ;s~tak1ng*the'progr‘ {egser;ohsiyh?ﬂfu




ol .
' 4 N
. s8N e - i v
] / ‘. 'l;-j_. & !f’ N \( W R ~
. A o . . N s . : .
. . Y . " .k . . “ ' s ra
.programme, 1ls-.la cage in point: Y : *
M ‘ N . . ’ oo o . . R
- *
,0,,"... a' ailkeurs, 11 savait rendre les choses |

. intéressantes et.c'était bien™ dommage {Jartil o -
-..ne vous 14t pas plus souvent’ des textes comme
-l 7 ceux de: da veille, ces descrlptlohs de la chlne,
" . ou ce truc sur la conquéte de 1'Amérique; -tu
T avais presque envie-de lui flemandgr ces deux .

“» bouquins, mals ce devait etre en. vlew' francals ' ,,y,
ot ) y,avec des g partout et tu avams deja, sufflﬂapment
‘ ﬁ v ’a faire. pour d'instant avecrcq .sacré Rabe als," SR -
: - (P, 324) " e T SR .
T ’ . i - £ ~ & . ": . ’ :a "4\’2 *" >
® “'» v -»r A > L. g \.{ . J .
R t Eller s age. v1ct1m oﬁuthé samé ‘s stem,3Vb‘hié%‘ a
& X 9 g y w
bR ‘l h‘\ . "E ‘Qs . 'i:) foL _”‘ . :
e d&h&tless felt the s.ame.r Egaﬂlslng‘tpls, he is now: tryvAg Ry Ca
. : o o Ry 0 o
& : to take pOsseSSLon' gge educatlon whiech” formedahlm but - % ) o

"‘whlch he was ancapabl@ of seelng from the out51de at gﬁé

- tlme,, HlS bodk is 1ntended for hlgéﬁephew so that by 1ts
s . %q.' .A"‘ qzb' @, -,5. - i » - .
agency, he may, 1nwturn, take possesslon "de eet enselgne—“'.i 2

o

ment qu ~,e.raff’?"passe,'"(P119) The 1mp?10atlon 1s,
¢ that th@nnaJoﬂLLy never really:, appro@rlates that
. L - ¢ . . 7. s
" A, and in Dagres eqor srperﬁgiilng the same serv1ce fot them

‘(and for hlmself) as Vernler for hlmself and His nephew. T L}

-
1

AN o - Lo ' h " " t . ‘ . T ‘ / . - ) 3
The faot is that the professors are aé’much prisoners
-of the tread- mlll of the secondary system as the- boys.

n.

They sp<nd thelr evenlngs in preparatlon whlch‘ls equally

e i

onerous.; Indeqd it dupllcates the homework they w1ll
' _eventnally set. They are perpetually short of time, and
any . research progects Wthh thelr readlng may suggest to‘ ‘ P

.them- must be repeatedly postponed until flnally all

e U



o

73men&a1is“

. conhectiot

LR A

>

U

£

o
”~ -

‘Tﬁ .
Lt y

o o .
Y enthus1asm@€vaporates. Ren« Bailly's thesls on WO~OSWOrth

is anft example. Lven Vern r, for all his deda}dl "(hc
sets up a truly Gargr'antt'*v c1me—table, 1iying unief'"telle
' @

discipline qu'id ne perc it houre du ]our"ls) cannot maln—

1ncroa51ngLy hurried and 1nadequate.,‘ 11 a dg renoncer a.

/ tafh his hiéh’standards,and hlS study of the texts becomes

LI &

N

o - y

verlflen les mots dans le dJctlonnalre et les formes dans

la grammalre,"(P331) He ends up, in othcr words,‘adoptlng

Y 3

'

the same solutlon ‘as the boys. Perhaps no ther 1s pOSSlbl

&

&n the face of. a currlculum so wide- ranglngaand =0 , fﬁag
) &

A

ny

mented. The dlfferEnt subjects axe so’ rlgldly compart—'

'Hbt creatiVe thbught,-thevabilityfto show the
: ’ . . v .

between $h1ngs, 1s %§1fled.

Yy
4

s This prJn01pletb§ﬁd1v1s1on is carrled oyer into th@;

1

relatlonshlp between‘teacher and student effectlvely

*

masking frOm both the extent to: whlch they share a commonv

experlence

It 1s eVEn more powerful than ties of" blood
/Nv -~

Thus Pierre Ellen 1s’&stonlshed at: the transformatlon ofy-

L 4

l'oncle Henrl when he.takes hlS stand on. the rostrum.

T ! ‘ LA : . , : .
R N N A .y .
. .

e, car .cet homme si doux, 51 fantasque, si

'!

L

joneur, ...Ftout d'un coup, c'était un.autre, .
dgr,‘cassant un peu sarcasthue," (P. 23), , R

e

and there Ls latent dlstrust 1n hlS retatlonshlp with

1

Plerﬁe Vernler, even though the latter takes-him into his

W

confidence

3

s

1

(S

..‘cy’a

After all, allJteachers are the same, ";.;.ils

273
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Eih
2

LR
’ ' avalent tou]ours derrlere la tete 1! 1dee de yous falrc

-

o travalller...,(P.324)[ He is not sure that Vernler s

R . ee . : . .
¢ invitation to collaboraterln Lhe description of the. class

N

a8 not:

" ... une ruse de. pgpfesstur, une fagoh de - ' .
_faire de la retape, de la surenchére, de la .
"Rublicité vis-a- v1$ﬁges parents et du proviseur,
t des 1nspecteurs es autorités, de te, forcer

apprendre mieux tes legons," (p. 324).

A XN . 95‘.5?“ . 2
3 A X - -
: . . N . N .
. . 5 5. : .

mutual_we kness and fear, must result, at best, in a'kind"

of ‘armed et
N

_‘othér. Looklng at, onc H nrl, and
' ’ Y A ‘ s 6 & %v\
« sen31ng hlS uneasiness vis a~V1s hlmself Plerre Eéﬁgr

ot the mercy dfn

1,‘*'
Qereallses that ...'11 etalt dangkton pouv01r de lui rendre L

Ly "‘“

4
;} . -1 2

Masters and boys alike dance to th@ tune q§>the greZot

h 4 N

-
.baccalaureat and learnlng is reduced t@-the mechanrcal
’ Yry s
. . . o}
absoégtlon of formulae. This.ismnot to say that,there )
éd

- ) _ )
are. not goodﬂteachers; Pierre Vernier is er,'and i

most of thgm have théir moments of 1nsp1ratlon when thell -

‘}subjects come to Llfe, but the system flnally breaks Vernier,
! A

,vﬂwﬁ and the others are qontent for the mOst part to play thelr

"&:5«-\"* ‘ "\'y': - :’/ N'ﬁ\,‘ s »&'-'r“
T role of Juge d 'ins trué One rs therefore l.ﬁ to ask

what the famous culture Wthh the Zycee lnculcates really

amounts to._ ihe answer is 1mp11ed in an advertlsement

Wthh Eller reads in the maga21ne Ftcbton, toutlng a

o

la vie extremement dlfflClle, ) (P. 23). ; _,4';L5.g
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brochure entitled: "Oﬂﬁqous_jugera sur votre culture ..~
- o ¢

learning to-liberate and'ohange has been neutralised; Ify

'-The devices' Butor uses to accompllsh thlS .are chlefly two.

-
e

K
N . [N ‘;/ - ' , R
. el

o .

i B P o . - - - V,:;Q'
passionnante brochure illustrée gratuite No 1428 sur

IS

simple‘demande»é Liinstitut culturel fraﬂéais..;" (P. 371).

ZCulture bas'become a commodity, a consumer good. Absorbed,

. v

recuperated by the bourgboisie, thevpower of art and

' .
Do,

another Renalssance is to take plate in the twentleth cenv '

tury 1t must take its departure,. as’ before, frOm ne S
: .

..‘,’.l ~v

275

reforme de 17 ensergnementﬁ;brlngjga to coqpletion the reform S

%

!begun centurles ago "... qul a mis fort>loggtemps‘a s.accomf_;

/ . . w . - .
! ~

é aujourd’ hud. . ".(34)-

o oo .
.

In. order for this reform to takep}ace, it is"&. )if«‘.sffipf’ "

all necessary" that people becomé awarg of what the current

o e

) . ‘:-i . i S P
educational system is really like: that they cease to view

it throﬁgh the rose-coloured spectacles of nostalgia,and<”
r \ ' - . RS .« o

. ) o, . Y4
. bourgeois self-satisfaction. This is one of the tasks

[

underrakéﬁ'by'Degréé, and‘the method employed: direct
confrontatlon of the reader with the substance of that

educatlon, the currlculum-' la matzere, is hlghly effectlve.

.

-

quotathn and eratlﬁﬁ 15 -
n 5- 2 &t ;F . . .
. a . . % <, —: R ) o, -'.'

.



%a. -

-and sc1cnt1f1cﬁdata is establlshed whlch seems_;nltlally to

'reproduée the confusion of ﬁhe secondary $chool programm,é,r ~,in

jlnformat10§ gl

‘of reading Degres is to flll the - Zacunae of the reader S

education. Rather thesé“ﬁre brought fordefully to ‘his’ 'i’

"Quelle est donc la magie. d un. ecrlvaln capable de . trans—r'
mex -des anecdotes bien ‘connues, des vers®appris par - . 5 .

»tvcoeur dans les cdTlldgds, ‘tant de .c oses anodines én un * .
"compose si dqngereux° Fl, lui suffi ‘t donc de. les rassembler

[

d'une d&rtalne manlere, et tout rajeunlt, mord, men
—_— T Butor . Ty

i j‘,.* .

. N R I .

/ “ . -‘»' e ;,,:.Jé/’ ’ {1?

By

( In Degrés a compl&! 1nterplay of texﬁs and hlstorlcal giiﬁ'

v

e b e
[ZEAN 2 RS

o

a -ag s 4 R

—-lt .-"

but which .on cﬂoser examv atlon, turns out to be highlya‘

‘.o At

‘structurgd. ' udﬁgres emerge accofdlng as oge‘pakes .
' T o on, ;*'“‘«#."
connections e v‘arious ﬁ;uotatlens fémvd scraps of _

Y and of . .course it is - the fallure Of the 4wlf:fv;

ot V‘ i

vistudents, for “the most part to. do this that keeps them‘

Y : R .
confused - But it would be wrong to 1mag1ne thhi the effect L

-, .
0y AN

s H?
aﬁxentlon §bvthat he _is compelled to take a new look at .

the culture %blch he believes he‘has a351mllated@and'to'

o —_— -

question his famlllarlty w1th certaln cla551cs whlch_he s

W o =

may have taken for granted. Degreg is & demonstratlon of o

a situation already described by-Mallarmé:"L

) o o —— p : I
. S~ ‘ .

"Vous penserez a Corpelllc, a Mollere, a '

Racine, qul sont populaires et’ glorleuA -

Non ils ne sont .pas populaires: leurn nom .

peut-&tre, leurs vers, cela est faux. - La

foule les. a lus une. fols, je. le confesse,

sans les comprendre. e

PR T T

r‘\?



R T . ~ -
R TRt .. "
Sl [ , ks,

In an essay on Racine, written in 1959, ﬁherefore

\‘
;
% the 1ncubatlon perlod for Degrés

[\ \ e

novel, Butor wrote: o .

9

'(‘V

V
\, TR
hich lS all one,w1th a mlspiaccd confldence 1n the efficacy

\‘

]

N

"Or, j'en prends a témoin tous ceux qui ont
fait de 1' enselgnement, il sufflt dﬁaVOLr

fait expllquer honnétement 2 desﬂelcves, méme
franggp Iphtgenhe ou Athalie paur-se frendre
compt? du nombre énorine de mots, d¥ noms ou .
de tournures qui.exigent un commentaire, sans
gquoi les vers ne forment plus qu'une sorte de.
ritournelle reposante certes, mais abetlssante.

(R 1, 29).

Jthh is contral to. the bourge01s notlon of "Kulchur"

| 0 -
of Zeo etudes secondatres.

-
.khe reallty of his’ secondary educatlon' ,the stumbllng

> o
R

word for word translatlons, the truncated- morcegg{

g

the feyerlsh and 1nadequate nlghtly homewwrk‘whlch looks ho

, and publlshed in Ehe

Réperﬁéipe; which came out in the same year ahﬂtho

and

By confronting the reader w1th

chozsis,

further than the nex’ day s ordeal in class, Degrau anLLes

-t.a T co .
er N w

the reader to wake up from“’

\ -

" ... son sommeil de bourge01s cultivé (on a i'ihnn

fait du latin), de bowrgeois & bon goit (on
aime -les bexgéres Louis XV, et on ne se laisse
pas si fagllement lmpre551onner par les barbares
- écrivains etrangers, ou par les outrances de.¢tes
jeunes*géns qui ne cherchent gu'a nous epater)
de bourgeois dont il faut bien que les. études
secondaires aient serwvis & quelque chose.
(R l 28— 29) : . ~ . ,

» 3 v P ’ ’ .

o

‘.

!




Butor's use of quotation in Dcﬁréoti& not. without
precedent 1ndeed he hlmself baq written essays on at. 1east

three wrlters whose work ig constructed around & ralth of

k)

historical and llterary references; Montalgne, -Pound and
Joyce. What he has to say about their procedures, there-
. [ . o

fore, may be-helpful‘in elucidating his own .

—

- t

. “

1%" I.will deal w1th Pound and Joyce first, since they are
¥ .

the gSubjects &f three essays in the first Re@ertozrc, two

* on Joydej(k948 and‘l957) and one on Pound (1956) Accord-

4 )A

o él
ing to hlmself Butor wished. Degres to be ea51er of access
w

than Joyce'& novelq, hence the fact that its references are.

y

limited to the programme for the - second dcgre. Irony apart
3 »

there is an- element og in *this whlch 1s supported by

the fact’tha$~nearly all the quotations in Degrés are in

~

gquotation marks and that their source is glven., Butgr 1%

aimjing for somethlng dlfferent from the exhllaratlng gue551ng

- L)

. Rgame to Wthh ULJ ses or Fimnegans WaPc invites the reader,

" .

or perhaps it would be: more accurate td‘say tha% he 1s hoplng

to achleve a gimilar effect by diEferent meade.v‘Here is how
TN I
he 1nterprets the riciness of prce's historical and 'literary

s -

: allu51on )

"Si Joyée y'a nis lc plus 4" elements hlstorlques 3
et littéraires bPossibles, ce n'est pas dans le
dessein d'augmenter notre culture generale, mals ,
AC est bour que chacun de nous pulsse en. reconnag/re v
quel es- uns, et par consequent pénétrer & 1°' 1nter1éﬁr
du jeu qu' 11 nous propooe.. Il est clalr pourtant que

»

- -
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e

for thersacond degré,

s arlera a! autant plus, et
d'autant plus vite, que nous aurdhs une
culture hlstor1Que et littéraire qui .

recouvrira mieux la sienne. " (R 1, 226).

- 4 By -limiting the scope of his references to the pProgramme

Butor can legltlmately hope his

»rcaders will have‘%eady access to the subs tantzfzque

noélle of hlS book.

On the’ other-hand since the curri-

culum up to and 1ncludlng the second degré encompasses

the hlstory of sttern Man from Homeric- tlmes onward

Butor can cast hlS nd% as, w1de as Joyce S.

-

whlch 1t allows the erter to practlse.i.A

One of the 1mportant uses of’ allu81on .-"

. ‘e

*3 x«*

gtﬁé&r phrase
K.x‘ » )

rlch w1th laterary or hlstorlcal assoc1atlons, properly

placed can fulfll the functlon of several pages. - This is

- at the root of Pound

k)

o

lect among words'",vwhlchg

employs words
meaning, but ...
. way of hablts of

s Zogopeza, "'the dance of the intel-

" »

not only for their #irect
takes count in a special
usage, of the’ context we

(. expect to find with the word, its ‘usual

concomitants, of
»and of 1ronlcal

&

o

Butorlmakesjthe point,
device R
.7 "lui permet 4'é

‘économie tout un

its known acceptances,
play "19 - ‘ 7
1n his essay g%gpound,ithat this .

. -

¥ . o ) . 4 ST ’ J . » I
voquer avec une etonnante o
moment historique, touts

- une facon de vrvre, de penser. et de sentlr,’

mais il implique
@ situer le lan
~echantlllon.' (R

que le lecteur soit capable
gage dont on lui presente un
1, 237)

ecoii!ﬁk‘ i
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:.l o v .
Unfortudgtély, in Pound's case, Butor aggues, the reader
is frequéntly unable to do this, and the effect is lost.
t{This is because of Pdund's highly idiosyncratic notion of
_ Qe - » . .
what the "classics" .are. .
' The Cantos were not intended to be obscure, though L
.- ' ~fb1'f.- . o _ L
_they are highly allusive, because Pound believed that his - -

v,

classics would become universally accepted as such, sQ that &

vy
PR R (-
o )

~ the references in whlch hlS poetry - abounds would qulckly_“wiur

Ny #
become readlly ldentlflable. ThlS did not happen and co *ig

Lo
e

?dexla trl{
BN
poéme épique, c ‘est- a- dlre poeme 1ntegrant lrhlst01re'"t§

'sequently Pound 5 pg@ject of wr;tlng "le gov

which wd%ld be "...pour l humanlte presente 1e moyen"

' assaxﬁﬁx la consc1enca qu,%lle a. d elle~meme ‘et de son

=

. ‘devenlrc (R 1, 236),has, accordlng to Butor largely ifﬂ: '%ﬁ?
failed. One'could‘saf.that,‘in his view, Pound is a'Jcheﬁl L

v . P R .
gone too\Ea}> and it i% clear that in Degprés Butor wished

to avoid this pitfaii\v;;is choiCe of cIéssics axe those o
’baught in the. secondary gchool, therefore unluersaglj? -

Vg -

.‘ / .
accepteébas‘such in France, and comblned w1th the historical - .

span of the pro@raﬁme; the5$esult:cqmes very close to\the L .

Jas
<0

-

' ) _.,Q . N :‘ﬁ?. V.“ KI-_' st R . D - . . Lo 3
. Poundlan tpic ideal. Furthermore, the economic principle

O ,f N, v .. ) s
of ZOJopeza is r ted in'what Butor "has called "l'économie L

francals comme‘stru t,.e'fondamentale," (Eﬁtretlens, 1l6) .
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v : ) . ' . -
' . S . loo '
The two-way actlon of a tlme—table, whlch permits one

}

to say not only: "It is two o clock on Monday, therefore i

M. X. is with class Y," but‘also "M.X. is w1th Class Y'

T

there?rre it is two o'clock on Monday,f may be ex tended
L

by thé& introduction of other factors in addltlon to tlme'

. an d-; Aace, so that by recordlng the subject taught for

exa

o ]
e, one can add to the two prop051tlons above, a - S
. ‘ B g A

I . - . ' y ' . BN - .
th Akl : "It is two o’clock on Monday, therefore M. X. is
o ta%klng about Jullus Caesar,"and alfourth- “M5‘X'"" %.;‘H

- talkang about Jullus Caesar, therefore it is two o clock ff-

on Monday " Eventually, when the time-~ table becomes moré%“"

i d - N T PR

- famwllar E@utor says

¥

11 me suffira de dlre le Professeur Untel o iy \

”.regarde 1'éléve Untel, pour que je sache‘le ' " : .

//// . temps, le lieu, et ce dont il est questlon,i . . -
“ ‘et 1l"horizon culturel a 1'intérieur dagquel . - . #F
on. se trouve." (Entretiens, 18). L s ‘ N

But 1n order for this economy to work effectlvely a book ; R

t be structured in a certaln way. Referrlng to Degres,

Butor says: : , /‘“ : L e, T
”Dans un llvre cdmme celui la, le debut
~ ../ pose un certain systeme de références qui
_ Jsera utlllse par la suite, lagquelle suite *‘ _
=~ 0 " dévelo pera ce systome de référeéncées qui. .
' perme tra de llrc encore. la SUlLQ,V : !
P - C W - . . . .'“ . ’ (1’ .
Yo tha ?"ce qul au- debut du llugg lemandalt plu51eurs

’ 1

page , vVa au mllleu du llvre, demanddr quelques lignes.' .
o T

(Entretlens, l9).’ The eff01t demanded of the reader is’

| BN

&~
- 4

S

.9
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'-stlll consldelable, for Butor is émphatlc in hls demand

'y

that he carry 1n hus head all the elided materlal but
upllke Pound, he has placed the underlylng system of ’

]

b
. ) : _
" h references at the reader S dlsposal so that as ‘the book T

progresses. .
: " ... ce SOnt ses prOpres mots qui vOn’etre o =

chargés, ge. élgpiflcata de plus en plus- L . ‘
A 'prec1ses de-pius en plus riches, ces. motS‘;fw
"t quil sont utlllses comme noeuds d' un systeme ‘ o .
{ de Yéférences e’ plus.en plus pr ClS% qg ,,_' R
S plus yen pluﬁ%?bmplexe."‘ (Entretlens ) 20 ,/——f’//f/ g

'"" .

_'!!.,'r & o b y

7 Ezra Pound wrote that "Great llterature 1s 31mply language )

. . ‘k?
e utmost p0551ble degree.

! - ' B + £

1

charged With meanlng t
: n’ ‘i 0

Y A

R ) 'The fact thazL the eplc _ ro of Jthe Canbog Ulysses,
s e SO,

,'features so promlnently in Butor S novel together w1th

» Q

1terary and hlstorlcal references, spannbng.

U -~ A )

{b*-: its wealth of

.

uftheiqenf?g '1"‘ the time - of the Odyoseu to the France

_ _ - eS<Degres a filr cla;m to, belng "le
' . e 9 S B o
’ % conte d’é la trribu"ivdreamed of by Pound The organlsatlon

e v . ~

of 1ts system%of referedces has, moreover, a Poundlan

- N -

, *77slant .whlch is revealed by applylng Butor S own method

’lln hlS study of Montalgne, to Deqr ' f 3. o '33 ”- A
& s - oo - 4.
. , ‘ 4 ’. - 4 ';’ . L. ‘L . ..‘\_(.‘_.g;; - ». R o
: Sy . B . C - : v e - S

Ak In hlS book on- Montalgne21 Butor empha ises the strongly

"Qs L

compooed qual ty of the Eosaps and addresses himself td' R .

{‘_dlsdoverlng SN o - - i ‘



S

S

“—-tempted to accept unquestlonlngly, 1nclud1ng the programmd

‘ ‘»_. . o
‘ : S 2

.fﬁ... la flgure determlnante formee par chacun

&;ﬁes livres, figure que les alluv1onnements

.o ,ibcce531fs ne détruisent pas, mais précisent,

& . @’raffermnssent au’ contralre enbla dlvers1f1ant.

e (Re 200 ’ o ‘ S .

It seems ég me that the ba51c flgure of Degrés ‘is the

o
voyage of dlscovery, the perlplum, and T will. try, brlefly,

“to show how 1t is reinforced by the aZZuuzonnemento T

successafs gf quotatlon and hl% 1cal reference through—

p -'&put, the ngve-l. . C B L
_— o ¢ Y R % o '.".4' . : o B &
X e, E . v L‘b . ff . ) . v .

AT The nodal point of’Degreu 1s Vernler s 1esson on the
- . ’. ) va ?{ ?
‘ dlscovery of Amerlca, Whléh4 1ncldentally, neatly nomblnes

=3
!

Hlstory .and Geography - An earller lesson had been deVoted
JQ..‘ 'w v

to the - dlstortlon 1mposed by Mercator S, pto;ectlon whfbh

SN

sy une representatlon fldele mals 1ncommode and_Vernler,g"w
‘)warnsfhls'stuqents That in consequence, they;@ust;'-' ,
' - ' - ‘4 "'h ‘ . '/‘ ’ . "lu . " ’ . Q- ‘ .
Co e "l.. tpujours beaucoup se moﬁler, surtout des / '
«+ 'cartes qudi prétendent repreéenter toute 'la T N

‘terre, egsayer de. garder toujdurs present a
l'esprit. le genre de .Corrections’ que -1 on
; .doit leur apporter...ff (P 40) o 3/_

¢

[
i

“As_Pound wrote: . . % i . T

"perlplum, not as land looks on: a map c
but as -seca bord seen by Men sailing."' '

Vernler s warnlng is ﬁbt llmlted to the 1nt rpretatlon g

P - —

of maps, but extends to. any world view Whlch one mlght be
.-,‘..4. .

’

-7
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taught in tﬁc Eronch Zynéns.. The same point 1is obliguely
made in the courso of his interrogation of Jean-Piecrrad
Cormier on the subject of the Renaigsance.w Cormier answers
correctly thag,this period Was charqcterised‘by a desire
s el
to rediscover%éhtiquity,.go return to the classical texts
3 S : ' '
.thémsclves an@yLo reject the Latin commentaries of tHe
Middle Ages.  This had bocomc necessary beccause pebple
"se¢ conténtaient dé ce qu'on en disait dans les écoles."
(P. 34) and fhis was found to be no longer sufficient,
partly as a result of the disooveries of‘Constantinople

and America, which forced people to récognise that "le

'mondé’n'était‘pasxcomme on croyait.". (P. 34).

Thofﬁenaissance embraces the discovery of fwo worlds,
the old‘and the new. The perlplum of - Ulysses at one pole‘
and tnat of Columbus at the other, both OéthlCh flgure in
Degrés. The connectlng link between the two 1n the novel
is supplled by Keats's sonne* 0 Fzrst Looking'into Chap-
man;s Homerzz, itself based on the idea ofltoe periplum§

. , . <
"Oft have I travelled in the realms of gold"

Tw

and uniting in itsAlast lines, the Odyssey and the New World.

The reader in Keats's poem is not only identified with

the mariner, but with the astronomer:

"Then felt I like some watcher of the skies
When a new planet swims into his ken;"

&,



=1

Ay f
, , N :
The sat}or navigates by the stars though, and cierrc

Vernicr is prompted to begin his book by the 'o;'oyLib‘—

nelle constellation de cousinages"23 (Po 44) i, 1

\ .
scconde A which will in turn serve as a.guide to the

-
reader. There being no new worlds to conquer on this-
T

carth for the Studonts, they dream of intcer- planetary

: e
travcl and feed their drcams on Galaxiec.

-~

Butor shares Keats's view of reading as a voyage:
"Toute fiction s'inscrit donc en notre i
'espace comme voyage et l'on peut dire a
Y cet egard que c'est 13 le théme fondamentale
de toute lltterature romanesque;" (R 2, 44).

At the same time, "he arguoa, 1t 15 not 51mple escapism

\

whlch is 1nvolvcd here, 51nce the further one gets away

from home the more the point of departure assumes the

¢harm of the distant, and we feelgthe_pull of the Greek
- tos; but when we arrive back at our starting point it

. appears to us under a new aspect:

"La dlstance fondamentale du roman reallste ¢
est donc non seulement voyage, mais périple; ’
cette proximité du lieu qu'on me décrit

contracte en elle tout, un voyage autour

du monde." (R 2, 44).
8 .

But, as Vernier warns, tLhe reader must exercise the same

vigilance as the map-reader because:

~

"... 1l est impossible de representer la terre
avec précision sans la déformer, de méme qu'il
est 1mp0851ble de faire passer la réalité dans C:/,\\
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!
le diccw s sans employer un certain type
de proj&?:ion, un certain réseau de repéres
dont lu Lorme et l'organisation dépendent
de ce que 1l'on cherche a mettre en dvidence
et, corollairement, de ce qu'on a besoin de
savoir." (P. 56). ' oo

o .

I suggest that these references constitute at least one
. . e g
. ) ~ . o - . . L | ¢
réseau de repéres undex-pinning Degrés which is complé— ’
L - '
mented by the following remarks from Hugh Kenner's book

an Pound. Commenting on the frequent use of the word

“periplum”, in the Pisan Cantos, Kenner writes:

~

"Victor Bérard discovered that the geography’

of the 0Odyssey, grotesque when referred to a
map, was minutely accurate according tg the
Phoenician voyagers' peripleoi. The image of
successive discoveries breaking upon the
consciousness of the voyager is one of Pound's
centr?l themes... The periplum, the voyage of
discoyvery among facts, ... 1is ev%}ywhere con-
;rastbd with the conventions and/artificialities
4f the bird's eye view afforded by the map..."2

Or, in Butor's case, one might add, the bird's eye view

afforded by the échelle des études secondaires. As in the
" Middle Ages, we have become-confeﬁf—with what is being said
in the schools. It is time for new discoveries to precipi-
\\\ . ‘ R

tate a new Renaissance, or at least to bring the earlier

That such a conclusion can be drawn from Degrés as a

[

°one to fruition.

result of an examination of one of its internal "réseau
de repérgs",vsupports Butor's theory of the symbolism of

the novel as a genre. : ;

A . (



"J'appelle 'symbolisme' d'un roman 1'ensemblé des

relations de ce qu'il nous décrit avec la réalité ol

nous vivons. ... ' ¢ q
Le symbolisme externce du roman tend *a se reflechlr

dans unf uymbollsme interne, oertaines parties jouant, par
rapport al' ensemble, le méme rb6le que celui-ci par rapport
. ) .

a la réalité.
Butor

Deg?ég abounds %p examples of- this reflected symbolism.
"Inﬁégrant'l'histoife",_it centres fbund‘a history lesgon.
Vying'in the range of its ambition with Mallarmé's Livrc;
which would. unite theiworld, it‘reﬁolves rouné Christapher
Coiumbusr:who,;aw himself as."cnvoyé pour réunir la ter?e" 25
and who is himself refiected throuéhbut ﬁhe book in figures

such as Ulysses, Marco Polo, Julius Caesar, who:

"...doth bestride the narrow world
Like a Colossus..." - (P. 227),

" and the Ancient Mariner. _The basic figﬁfe{gf the book, the

' -t
periplum, a circular form, is linked with the roundness of

the earth and with the earth's revolution on its axis, the

squect of one of Vernier's'Geography lessons, giving another

gloss to the expression heure-pivot. (The word Dégrés may

-

_also refer to the degrees of a circle.)

Sensing that he has lost the attention of one of the
. : ) A
students during the vital lesson on the discovery of America,

this is how Vernier reacts:

"J'essaie de l'arracher a cela; je fixe les yeux
sur lui, hausse le ton; je veéux le forcer a entrer
. commé les autres dans le cercle: de mon dlscours."

(P. 67— 68)

287
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[

Any teacher will recognise this description as acgurate
but there is more to it than a successful picce of "realism".

‘ ‘ . : : - «
It rccalls the Ancient Mariner:

" "He holds him with his glittering eye -~

The Wedding-Guest stood Stlll,

And. listens like a three- year s child:

The Mariner hath his will.
and by extension, the writer's effort to.capture the reader's
attention. . Indeed the object of the novel's symbolism is
precisely to draw the reader into the circle of Butor's
dlseourse.» The advantage of. the 01rcular form is that 1t *

N

-permits entry at v1rtually any p01nt on its c1rcumference.
‘Given the wealth of the symbollc°schemata and the manher.‘
in which they are’ inter- related " when one has grasped one
lof them one has.acqulred access to the work and the rest
will follow; like ‘the sueéeSsive»eiscoveries‘breaking‘oni
the consciousnese of Poundis voyager. Butor's remarks

about internal and external symbolism carry;the implication.

that the novel will itsélf tell us how to read it.

Almost at the very beglnn%ng of Degres there is a
Vpartlcularly apt lllustratlon of this. Pier Eller has
been asked by his OncZe Henri to read an e tract from
Gargantua's letter to Pantagruel: ' | i; .

"7y aurais bien voulu savoir s'il fallait
lire le paragraphe en petits caractéres, dans

lequel 1'éditeur donnait quelques indications
sur la situation et le contenu du morceau: _



~ description of the class.

C R -

astérisque, 'devenu .étudiant, Pantagruel

fait le tour des UanCrSltCS frangalses...'
. ou encore: ‘

trlangle, 'la plupart ﬁes chapltres
consacrés aux études de Pgntagruel...'

ou encore:

cercle, 'on trouvera dans Gargantua un
programme plus développé; ici, c'est 1l'esprit
méme..."'," (P. 11). '

The circle; although the most important, in my view, is’'not
the only flgure to be- dlSCerned in Degrés There are two

others, represented by the consthZatLon de cousinages and

thé triadic groupings round which Vernier .constructs his

\

\

The asterls%ésfrom the Greek aster, represented typo-

graphlcally by a star, could reasonably be taken as 'a symbol

of the:qonstellatzon mentioned above, while the connegtion

.between the triad and the triangle is obvious. Thus the
~three'basic figures of Degréa appear in sharp typographical ﬁ

‘rellef in a passage which is really about two subjects.

AGargantua s views on the educatlon of hlS son, and the O

'mechanlcs of reading. The flrst reflects Butor's explora—

tion ih the novel, the second fallows naturally from that,

as d piece of realistic description, whilé at the same time,

‘on a symbolic level, instructing the reader on how to

approach Degrés. -

4

‘Butor proceeds in the same manner as Vernier, with &
; . ) . ¢ el
the same objective, that-is to say by means of our reading’

to make us remember our education, and much besides:

o

el

\Gn,

%

B
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This

" what

r

"... dans un.certain oxdro et selon certaines
formes et organisations qui te permettront de

le saisir et de le fixer, dec' le situer et
apprécier, ce «dont pour 1l'instant tu es -
incapable, manquant de ce systeme‘de rtferonce
que l'on cherche a te faire acquérir, .

de telle sorte qu'en toi pourra na#itre une
nouvelle conoc1ence, et que tu deviendras apte.

a ressaisir Justement cette enorme ‘masse )
d'informations qui ercule, a l'intériecur de
laquelle, comme - dans une flcuve boueuse et

tourbillonnant, tu' te meux 1gnorant empofté,"»26

(P, 82).

'nouuollf eonsetence w1ll 1nvolve scelng Europe, and

it meanss, and has meant to be a European, in a new

perspective.

o

symbolzamed'un roman.

it is refl cted in an internal system Wthh enables us to
read the novel in the sense/that we dlscern 1ts structure;.
to place the various parts 1n relatlon te each other and

to the whole.
we dre capable "de le 51tuer et apprec1er" in relation to

the world in which ‘we live. The- external and' internal

. The °Jotcm€1d€ reférence corresponds to Butor's

ce qu'il nous decrlt avec la reallte ou nous vivons" and

‘symbolisms are interdependent but it is necessary first

o

to grasp the latter before thenformer will be revealed.

. To take one'example of how.this process works, it is
strongly implied in Degrés that evil does not go unpunished.

This is the theme of The Rimé of the Anéient'Mariner, of

. —

It is "1 enStmble des relations de

i

But we have not really read the novel until

290
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Maubgtﬁ and of one of the sﬁqrt stories in Galawie:
"Quelque chose pouf Fien;" Oﬁ which‘thu editor comﬁentgm
as follows: “'pas d'illusions’pour.dcs souhaits gratuits:
t6t ou tard, vous en recevféz la facture'." (P.'BOOL.,
This system of reférences, coherent in itseclf, is a re;
flection -of the guilty relations Europe has with thé New
World, relations thch wérg fgundcd in the conquest and
greedy exploitation of native péoples and naturalN
resources.?2’ This is brought out by the quotationsﬁfgom
Montaigne'g essay ‘Des Cochesﬂ and illustrated ﬁy the pic-
\ture whichrappears in the Manuel de Géographie, sho@ing
indiansy naked except for'the signs of their slavery, -
dragging éiive:‘from the bowgls of the Poﬁosi mines for
transportation to Spain. (How often since has this scene
“been reFenaétéd in other colonies?) But "la fureur garotté"
of these mgﬁ, "don£ la fermentation est constamment.conteﬁhé

-

parrdes polices et-.des clergés"28‘(P. 112),will'eventually
¥

’

burst forth, cracking the new émpire wide open and héﬁqhing
"une énorme vengeanée:SUrnoise" which e have.not-yet seen
the end of. Its menacing presehce»is represented in Degrés
by the‘mysterioué figure of "le grand Nord-Africain au =
mésqde de spa;aarép"(P. 376) who appears at intervals, é_’_
sinister reminder of Franéé!s ipvolvement in North Afriga;

still very much a reality when Dégrés was written.

1t is clear; then, that the voyage of disco&efy among

the facts which Degrés proposes has a historical as well as



-

a gecographical dimension. It remains to show that here toc,

the basic. strudture is circular in form.

293



"The~Vico Road yoes round
begin."

Jdmes Joyge
R

.. A

Mi,o. oM

Taking Pierre Vernierts lesson on the discovery and
conjquest of America as its "point de départ et d'appui"” -
(P. 175), Degmés cmbraces the\history of man. If 1its
circui;ous-aspect accords with the notion of the periplum,
it is also in' harmony with a cyclical view of histor§:«

Such a view could be said to be typified by éhe‘concept
of Rbnaz ssance and the perlod which has been so named is
discussed and defined very early on in the book,‘whi;e
references to it recur throughout. |

-
- N

,

Further illustrations of tﬁe cyclical progréss of
history are pfovided by the three grgat epic poems'hhich
appear in the novel: The Qdyssey,‘j%e'Aeneid and The
Diviné Commedia, Whiéh be&ween them, trace the progressioﬁ>
from the Fall of Troy through the foundlng of Rome, and 1ts
fall as the centre of the Roman Empire, to its rise again .
as the centre of Christianity, "Quella Roma onde Christo

e romano." Similarly, Ulyéseé is reincarnated, as "sacker.
.0f cities™, in the Conquistddores, as seaman and vo&éger,b
in Marco Polo and Christopher Columgus.‘ Républic, Monarchy,
Eﬁpire, Republic, systemé‘of'Government as well as civili—‘.

sations fall and rise out of each other's ashes, as Denis

Régnier migﬁt haﬁe deduced wﬁeh he léoked up the Lebanese
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Republic in Larousse and found the following entry:

"République (la) dialogue de Platon..., ce n'était

pas cela, : L :
République (De la), traité politique et philosophique
de -Cicéron...,

Répub?iqu@ (De la) ou Du Gouvernement, ouvrage de
phllosoghlc politique par Bodin, qui était celui-1la,

Bodin?2
Republlque frangaise, la Republlque a été guatre
fois . proclame en Friance. " (P. 1029.

&

Likewise the Greek polis re-emerges, centuries later, in

the city-states of Dante's Italy.
. %

This cyclical view of history was first'propounded by'
‘the Italian philoeopher, Vico, whO-tﬁusAanticipated many of
the eevelopments in nineteenth century thought. A radical
critic of rationalish’énd Descarfes, Qis ?hiloedphy might be
summed up in thevphraeg, "The prqpef sthdy of mankind is
man." That is to say, he r :liev2d that mathematics was.
perfectly kﬂowable because made by man,vbuf did‘got refer
to the real, while Nature though-it.referred to the real
was not perfectly.knowable, because made by Ged"and he
isought £héfefore, a new 501ence which was both perfectly
knowable and about the real world._‘Thls he found in his-
tory, wh;ch the Carte51ans had written éff_aS'dgecienﬁific.
He believed that in history the gfeatest degree ef certainty
could be achieved because it proceeded in a cycllcal fashion,
whose general laws the historian could determlne | This is

set out most clearly in his Scienza Nuova, of which he

wrote three versions.



Although he is probably best remembered. for His theory

©of the corsi e ricorsi of hlstory, VlCO s phllosophy con—
Q

talns many other valuable insights whlch have subsequently
1nf11trated the thought of his successors withQut the sourcé
'berng always ldentified. His ideas on language and myth \
and the.emphasis he places on.the role of imagination in
thekprocess of discovery anticlpate modern thrnking to a
. remarkable degreeband have influenced not only philosophy
but llterature, mainly through the 1ntermed1ary of Jamesu
Joyce, whose anneganu Wake'mlght be called a defence and

-

illustration of Vichian thought\
In one of his essays on Joyce30, Butor comments at .
considerable length on VlCO (whose.work‘*he too has read)

.

and it is- worth examlnlng what he' has to say about him, =
since it may serve, not only t0‘1ntroduceAthe bréad out—
lines of his phllosophy but to reveal the - gloss Butor . puts

bn it, in relatlon to Joyce at least..

- e
Accordlng to Butor,'Vico was the first‘since the}Greeks
to’ examlne the problems of language, myth and the evolutlon
h of societies in phllosophlcal terms. Language, whrch is
developed from gesture, is a product of man' s, fear of
Nature, most strongly expressed in the fear of thunder.
Together with this fear it is the father of societies,

whose establlshment is marked by the 1nst1tutlon of “mar-

riage and burial. These societies are subject tO'four,

W _ N _

29
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inevitable stages’of developmént: "théocratie,‘aristocratie,;

‘monarchie, démocratie anarchique,i}} (R 1, 213), each of

PR

which is characterised by a particular langUage, literature,
set of moral, values and system of justlce, whlch sanctions

its 1nst1tutlohs. It is on and out of the ruins of’ formcr

civilisations that;new c1v1llsatlons are bullt, onlygto

K suffer the'samorfate in-turn. "L'histoire ‘toute entieére

_est ce phenlx, cette. chute et cette résurrectlon, cette'

o~

repetltkon de cours et de recours (cor 7 e ricorst) qui-
se repondent'et S enchevetrent (R-l 213 214) ‘Butor
'also pOlntS out that accordlng to VlCO "la famllle prlml—',

- tive contlent en elle la structure de toutes les sociétés

t e

futuresy ahd'remarhs that fothoyce too, it is throuéh thisw
"réalité bremiére" that the mind of man can comprehend
cette grande unlte qu est le monde, et ce grand dech1re~
dment. {R 1, 214). He.mentions Vico's belief that heroes
:are "de verltables idéaux poethues" and quotes from the
Scienza Nuova what he calls the magnlflcent‘conclu51on to<

VlCO S commentary on the tale of Hercules. . . o

9

_ "!'C'est ‘12 un 1mportant fragment de - cette o C
histoire idéale éternelle dont nous avons .
dessiné les traits et qu'il faut lire en se
servant de notre art critique, . des étymologies °
gue mous avons distinguées et du dictionnairé -
universel .que nous avons congu plus haut.’" ‘
(R 1, 214), - [ g S : L .o
s . . S o ) . - \

adding the comment that Joyce could have’uttered the- same* ~ -

sentiments after’tﬁe,publication of each new .part of hiS”
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work in progress. Knowing what we do about Butor, it is

~

easy to estimate the pull on his imagination of the ideas

of "cette idéale histéire éternelle" and of the "dictionnaire

. 2 SR .
',unlversel".3

~

In my view, Degrés,‘"cgtte répetition de cours", has >)
a strqpély'vichian aura. Its cyclical rhythm is marked’

out by constantly recurring phrases such as "l'heure tourne",

Al t

"y'aﬁnée a tourné" (P. 303), "a tourné'lq roue de 1'année
scolaire" (P. 157), while its:fundamental movement is one

of circulation. Photographs, magazines, homework, circulaté
' ﬁmqng the boys who strugglé to get.a grip on‘"cetté énorme
‘masse d'inforﬁétions qui circule." (P. 82). But Buto£'s
rintérést in Vico ‘extends beyond the  corsi e ricorsi for

which he is best rememb« red, and accordingly, his influence

on Degrés is not confin-d to what Joyce éalleg moving ‘n

vicious circles. . , o



L~

+

"Un unijvers dans un grain de sable."
' : Butor

.
In Degrés, Butor uses the réalité premiére of the
family as a sort of reduction of society in the same way

as Joyce does in Finnegans Wake, with this difference,

. however, that he treats of several families and their

inter%relationships, whereas Joyce concentrates on the
ménage of H. C. Earwicker. 1In Butor's novel the family

appears in nearly all the variants found in Western

society. - There 1s the Jouret household which 1s happy

and harmonlous, and the Bailly one whlch is neither; Alain

Mourdn and his widowed father, Denis Régnier and his

divorced mother, with, in the background, his remarried

father. There is Jean- ~Claude Fage's mother who has takeq i ‘

a lover, and M. Hubgrt, the physacs master who is twice
“ . .
married and whose second wife is pregnant with his first

child. M. Bonnlnl loses his wife in thé course of the

book (he has grown-up chlldren)lLyd flnally there is

¢

,Plerre Vernier who has relations in Parls, but no family

' L
o