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SUMMARY 

This thesis is conceived as a eeneral study of Flaubert's major 

works and as an assessment of recent critical approaches to them. 

v 

Chapter 1. is an extensive evaluation of Sartre's L'Idiot de la 

famille, for which I claim the right to serious attention, before summar

ising its method and its argument that Flaubert's negative relationship 

to language becomes a positive one to style. This is set against Flaubert's 

own exposition, in both letters and works, of the problems of language and 

expression in the personal and artistic contexts. I show finally how other 

critics, in a very different perspective, have arrived at remarkably 

similar conclusions about Flaubert's concern for lan~ua~e as an opaque, 

material entity. 

Chapter 2. arr;ues that Flaubert's aesthetic aims are equally served 

by the building of an illusion, i.e. that he does not undermine the idea 

of the novel as representation. The journey to the East is indicated as 

the turning point in the emergence of an aesthetic ideal combining stupid

ity, reverie and the aesthetic attitude to the world and to langua~e. An 

examination of the formal organization of Flaubert's representations centrer 

on the relationship between discourse and recit, with reassessment of such 

problems as impersonality, irony and point of view. A discussion of repet

ition leads to a consideration of the moJernity of auto-representation. 

Iii thin this formal perspective the L:wt chapter argues against the 

common modern belief in Flaubort's deconstruction of all stable meaning, 

reins tat in!; the orp,'Cl.nizinl; function of charil.cter as il. centre of value. 

InarticuLate :tnu r:tLupid character;;, tho Lraujtiona.1 rocu~ of Anr:lo-Saxon 

attacks on Flaubert' s lack of moral cOlnplexi ty, are shmm to have privil

eged ntatuo in relation to vital aspect~ of Flaubert's aesthetic as estab

lished jn the first two chapters. A correcL " i;:oral" readin~ of the story 

will therefore have nothin~ to do with an uttitude to real life, but will 

depend upon awareness of the work's formal intentions. 



USais-tu Que rna mere, il y a six 
semaines environ, m'a dit un mot 
sublime (un mot a. faire la Muse 
se pendre de jalousie pour ne 
l'avoir point invente); Ie voioi, 
oe mot: 'La rage des phrases t'a 
desseche Ie CCBur. , .. Corr. IV ,p. 78. 
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INTRODUCTION. 

In the "'tat present" which introduces her excellent collection of 

articles on Flaubert, Raymonde Debray-Genette distinguishes, beyond the 

essential establishment of reliable texts, two main layers in work upon 

Flaubert, the first labelled, with no derogatory intention, "traditional": 

II~ettre les textes en place, rendre aux moins connus leur valeur, 
montrer par quel apprentissage, dans ses ceuvres de jeunesse, Flaubert 
se d'gn~e des influences, assimile ses exp6riences et acquiert sa 
technique, cela suppose un long travail de recherches et d'analyse. 
Mais par co travail, d&j~ bien avnnc&, la critique traditionnelle 
s 'est pour ainsi dire appropri', au apprivoise, 1 'ceuvre de Flaubert." 

(1 ) 

The second, represented by heT own selection of some of the most ori~inal 

articles from Proust and Du Bos through to Foucault: 

"s'est plutot attachee ~ en faire a~paraitre l'eloi~ement, l'&tran
get',la specificite: ce qui cst pcut-etre encore une forme de 
l'exorcisme."(2) 

She concludes with the suggestion of a ne;l perspective needed to advance 

upon this second sort of criticism: 

"Elle a travaille a construire sous nos yeux l'univers flaubertien. 
On n'en a pas encore d&Rage toute~ les l~ls, tout Ie fonctionnement 
particulier; leur particularit' meme ne si~nifie pas leur autonomies 
ils ne se comprennent qu'au re~ard des lois et des fonctionnements 
plus lar,c;ost flui ref,'i:Jsent, entre flutres, tout l'univers du recite 
e 'est eut·-etre dans cat eS0<1Ce et dan:) cotte histoire u'il reste 
encore ales inscrire." 3 

I Ghould like to use these particular lines us a fpcu:.; for my own thesis 

on Flaubert, which if it belonr'::' to."1 line of ilork::; on "F'laubert's aesthet-

ic l
' (theoretical and practical), aims to in~cribc this in the broader pers-

pective of contemporary the,)r,Y of Ii tcrature, and especially of "l'univers 

Works which have attempted to 'I;mm up" Flaubert's conscious body of 

aesthetic opinions and aims have often only really paraphrased a long list 

of sometimes contradictory Quota.tions from Flaubert's correspondence, for 
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example the lonfl chapter in Genevi~ve Boll~me'D La Legon de Flaubert, 

('La Poetique')(4), or the introductions of Carlut(5) and Sherrington, 

(underlining the latter's own reservations about the usefulness of such 

a procedure)(6). Genette claims, speakin~ of Proust, that the artist's 

aesthetic awareness is never at the level of his practice, but that the 

la ter cri tic has the advantage of knouinp: "/ha t literature his work gave 

rise to(7). All this might prove of courr3e is that any study of a past 

writer is liable to be strongly prejudiced in the direction of the critic's 

own interests, and certainly marked by his theoretical presuppositions as 

to the essential areas of interest. But applied to Flaubert this remark 

raises clearly the central issue of his widely claimed modernity(8), and 

one general aim of this thesis is to assess hiG exemplary status as a 

forerunner of contempor:,!.ry wri tine, and to review somo tradi ti.onrl.l. problorn~ 

and interests in this now unavoidable context. 

It mi~ht at least be said that 1.hatever Flaubert's aesthetic awareness, 

his remarks on the future of criticism seem to invite the treatment he is 

now receiving. B.F. Bart's acknowle~ement, prefacing his critical biography 

of Flaubert, that the master's hatred of literary criticism was so strong 

that he would have roared in pain and ra~e ~t the very idea of a critical 

work on himself( 9), strikes me as an unnecess:".ry reservation. For though he 

railed a~ainst criticism as he saw it practised around him(lO), his ideas 

about what cri tic:i_sm sho~ld be often resenble sone sort of structuralist 

manifesto, tind even include 0. nice idea for Barthes that it is time somebody 

mado an attempt at e:-:tablishinf~ the poetic; of the l:m,c;uo..'~e of fashion(ll). 

While Debray-Genette quotes his demand for <J. very literary study of "the 

\'lOrk in i tael fit , 

"Du ternps de la Harpe, on etai t .o:r'tmmalrlen; du temps de Sainte-Beuve 
et de Taine, on est historien. quand scra-t-on artiste, rien qu'ar
tiste,maio bien artiste? Ou connai::;sez-vous une critique aui s'in
Quiete de I' ceuvre en soi, d 'une fayon inten::;e? On analyse tres finement 
Ie milieu otl elle s 'e::;t produi te et les cau::;es qui l'ont amenee, mais 
la poesie insciente? d'oll elle resulte? sa composition, ~on style? Ie 
point de vue ne l'auteur? Jamaisllt(lt?) , 
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there are more radical comments. ~antine criticism to come to terms with 

what he cnlls both the "physiologie" (13) and the "anatomie du style" (14), 

he claims that it will not advance in this direction until it has some 

sort of basis(15), conceived on an abstract level: 

"Si les sciences morales avaient, comme les mathematiques, deux ou 
trois lois primordiales A leur disposition, elles pourraient marcher 
de l'avant."(16) 

"C'est peut-etre,comme pour les mathematiques, rien qU'une methode 
a trouver."(17) 

"l'Art sera quelque chose ~ui tiendra Ie milieu entre I 'algebra et 
la musique."(18) 

The very frequent re :'erence to Flaubert in the structuralist cri tic-

ism that he would surely admire, has taken F'laubert studies firmly into the 

area recolilmended by Debray-Ganette. However, discussions by theorists such 

as Ricardou and Barthes(19) tend to be brilliant but brief. In justificat-

ion of yet another thesis on Flaubert, it seems to me that the enormous 

critical output of the past few ye:lrs, and the appearance of Sartre's 

massive and provocative L'Idiot de la famille(20), has in fact created a 

need for reasonable assessment of what is rroin~ on, and especially for 

full length studies cutting acroos all this new ~ound. At the time of 

writing only Jonathan Culler's Flaubert: The Uses of Uncertainty(21) bas 

attempted to carve a clear and thorou~h argument through this territory, 

and the originality of his book has added to the issues to be discussed. 

The frequency with which I refer to this work, though often to disagree 

with his central arp,ument, will,l hope)be understood as an indication of 

my respect for its scope and general intention, 3.nd for the extreme inter-

est of some of his analyses. 

My perhaps idiosyncratic attempt to reconcile all this with some 

traditional baliefn and approaches, and in particular with Anglo-Saxon 

moral criticism, will steer me throu.c;h a considerable amount of writing 

on Flaubert. The critical perspoctive which is most obviously missing is 



the pseudo-existentialist criticism exemplified by Jean-Pierre Richard(22), 

GeorFes Poulet(23) and Genevieve Bollcme(24), which I mention here because 

its basic presuPP:Jsitions act as It foil for my own. Todorov offers a clear 

explanation of the irreconcilability of this "critique de la conscience" 

with structuralism, one basic stance of which is the belief that the 

unconscious is a lo~ical, almost mathematical mechanism, that even the most 

archaic thought is highly abstract. Freud, Levi-Strauss and French struct-

ural ism are therefore sharply opposed to the early Bachelard, Jung, Frye 

and Richard. Richard and Poulet seem to believe that only themes concerned 

with sensation are worthy of attention, that this is the most fundamental 

and authentic area, where the artistic ima~e is necessarily born(25): 

'La critique ne peut se contenter de penser une pensee. Il faut 
encore quia travers celle-ci elle remonte d'image en ima~e jusqu'a 
des sensations."(26) 

'l'his thematic cri ticism,which Poulet considers" iJlus proche a la fois des 

sources genetiques et des realites sensibles"(27), using only concrete 

categories of description in what Todorov describes as inspired paraphrase 

rather tha.n analysis(28), is by definition anti-universal, refusing 

abstraotion as a matter of principle. "loin des theories, au OCBur des chosee 

memes"(29). 

While it will be olear from whu t follows where my Goneral sympathies 

lie, I urn not takin~ a stand here on theoretical rrounds simply for the sake 

of polemics. For thou~h I find Richard's position theoretically weak, his 

belief that liter~ture io an "aventura d'~tre"(30), (sharply opposed to 

Ricardou's that it is the "aventure d'une ecriture"(31) ), has in practice 

produced a very fine stud.v of Flaubcrt' 3 illa'~ery. But since I shall be 

arr:-uing frequently nr;ainnt the idea of 1 i tcr~ ture 3.S the expre::;3 ion of a 

pre-exil3tin.,; retll i ty, (exterior: documentary:·co.lism.£! interior: ''le mOUV9-

ment d'une conscience" (32) ), Richard and Pouletls belief in such expression 

cannot be accepted: 
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"une ~re3sion des choix, des obGe~Gions et des problemes qui se 
situent au cceur de l'existence personnelle."(33) 

"Tous ces textes montrent que ce que Flaubert a conqu et r~alis', 
c'est une nouvelle faqon de repr'senter les rapports entre l'etre 
ct ses objets, une faxon plus vraie, en tout cas plus concrete, \'lus 
sensible, que celIe de ses devanciers ~ ••• _7 Pour la ~remiere fois 
dans Ie domaine du roman, la conscience humaine apparait telle qU'elle 
est ~ ••• -1 Ie roman arrive a exprimer ce qu'on peut appeler la 
densit' ou l'epaisseur de la substance humaine."(34) 

But above all I would hope to illustrate that in the case of Flaubert 

to study a pre-linguistic consciousness is extremely suspect. Though 

Richard describes Flaubert's search for style as a progressive solidificat-

ion and construction of the self, "L'effort de recherche de cette expression 

parfaite est donc en meme temps un effort de construction d~ l'etre"(35), 

the insistence upon style never really involve3 a discussion of language, 

and he can actually declare that Flaubert's ereatness precedes his 

writing: "Cette grandeur nous parah en effet resider, ilvant tout resultat, 

toute ceuvre, j:m[: U;1C certaine nuance de tension int'rieure" (36). This 

statement will emerge as heretical not least,')aradoxically, through my 

chapter on Sartre's theory of Fl3ubert's style. It should become apparent 

that Sartre's work on Flaubert has little connection with this once 

fashionable branch of the "Nouvelle Cri tirtue" which has a basis in existent-

ialism. l'lhile Sartre and structuralism may seem stranp;e bed-fellows, (and 

perhaps neither party would thank me for ffii attemnt to bring together their 

work on Flaubert), I shall areue that Sartre's thesis has much to contrib-

ute to a formal approach because he has deliberately centred it inside 

Flaubert' f.l rrdventure:1 with lane;uae,c. 

.' 
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CHAPTER 1. Sartre's L'Idiot de la famille: an unexpected theory of style. 

In his extraordinarily dense article, 'Le travail de F1aubert', 

Genette defines the striking characteristic of-Flaubert's mature vrit~ 

as an evident refusal of eloquence, a "projet de ne rien dire", whioh 

could be seen as informing the whole movement of modern literature(l). 

~ debt to Genette will be apparent throughout this thesis and the 

implications of the above definition will be discussed at length ~ 

conneotion with Flaubert·s attitudes to language. But in the speoific 

oontext of an introduotion to L'Idiot de la famille(2) it is the problem 

that he raises almost as an aside whioh is startling: 

nDe~ager les oiroonstances personnelles ou historiques de cette 
experience,oe serai t toute une etude, peut-etre impossible, qui 
devrait Buivre ohez Flaubert Ie. passage d'un certain refus de 
la vie ('Vivre n'est pas notre affaire') a un certain refus de 
1 'expression oonsidere comme inaugurant la verite litteraire. 
~e Flaubert ait eu.quelques profondes raisons pour se taire 
L ••• -1 et qulil ait trouve dans la litterature, en quelque 
sorte, Ie langage adequat de ce mutisme, o'est du moins ce qui 
marque la rencontre heureuse d'une situation partiouliere et 
d'une forme universelle."(3) 

Continuing this point in a footnote, Genette observes that although 

oriticism has traditionally been interested in personal motivations, 

(\0 OI\4thas yet pursued these through to a psychoanalysis of Flaubert, 

and that from the less popular historical point of view the systematic 

apoliticism of the mid-nineteenth century writers, so perfectly exemp-

lified by Flaubert, must find its "sens" in those key dates of the 

century that they pretend to ignore(4). 

This is as far as Genette goes, and it will be evident that for 

me the value of L'Idiot de la famille, at the most general level, lies 

in the fact that it addresses itself directly to these precise problems 

in their fullest scope. Indeed one wonders whether Genette wrote these 
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lines with Sartre in mind, since obviously he would know Sartre's 

schematic analysis of Flaubert and the "I'art pour l'art" writers in 

Qu'est-ce que la litterature?(5), and his more recent outline, in 

Questions de methode(6), of his plan to integrate psychoanalysis into 

Marxism in order to evolve a suitable method for finding out ever.ything 

about Flaubert. 

Why should Flaubert be the one.to emerge as such'a privileged 

precur.sor of c~ntemporary Ii terature? ~ did ,he aim at a sort of 

silence? Anyone at all interested in ques'tions of intentionality 

cannot fail to pay some attention to Sartre's three thousand page med-

itatio~ on such matters. At the same time it cannot be ~imply by chance 

that Sartre provides the answers to questions that are important from a 

modern point of view. Indeed the most surprising aspect of Sartre 's thesis 

is its recognition and consideration of the perspective on Flaubert (and 

even on literature in general) precisely exemplified by Genette's article. 

For Sartre does not limit himself to explaining why Flaubert came to 

choose this particular sort of writing. In claiming that Flaubert's 

childhood relationship to language is not only the best way of under-

standing his work, but will lead to the best possible understanding of 

the man, (since it is the objective origin of his long journey to 

hysteria)(7), Sartre enters boldly into the former oonsideration as well, 

and his suggestive analyses of the way language functions in the aotual 

works will be discussed at length in the second part of this chapter. 

Thus when Jean d'Ormesson, for example, says 

n)algre l'analyse profonde de tant de textes de jeunesse, je ne 
crois pas que l'histoire litteraire ait beaucoup a tirer du 
dernier livre de Sartre"(8) 

for me the emphasis is misplaced. For though it is certainly true that 

however the overall thesis is eventually judged,Sartre will have earned 

a right to a place in the body of Flaubert criticism with his readings 



of the early works(9), certain extended analyses like those of the 

Garc;on and "la betise"(10), and the shorter but very original ones 

of Dr. Lariviere, Homais, and Saint Ju1ien(11), nevertheless his most 

vital oontribution must be the energy with whioh he follows the orig

inal pathological relationship with language right through to a soph-

isticated theory of style. 
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Sartre's interest in suoh a use of language is perhaps surpris~, 

yet his oareful references to contemporary 1inguistios(12) and to the 

"Nouveau Roman" show him to have understood them, despite a slight 

ambiguity of attitude. 

"Gustave oonna! t un regain de faveur et les nouveaU% romanciers 
voient en lui leur precurseur, ils I t admirent dtavoir, au milieu 
du siecle demier, ete droit au probleme qu'ils tiennent pour 
essentiel et mis en-question l'etre meme de la litterature, Ie 
langage. Jugement revooable, lui aussi, qui sera un-jour revoque , .., ( ) et dont la revocation sera elle-meme annulee." 13 

His description of the neurotic option of 1844 as defining a literary 

art involving a radical upheaval in the use of words(14), is an example 

of his deliberate attempts to bring himself into line with the attitude 

to words, (autonomy and materiality of the signifier etc.), so prevalent 

in present-day oritioal and oreative writing in Franoe(15). It is hard 

to gauge how seriously his oontribution and willing effort to bring 

himself up to date will be taken in those quarters(16), but an indicat-

ion of his possible "recuperation" might be seen in the faot that two 

papers on 1'Idiot de la famille were read at the Cerisy Flaubert coll

oquium, one outlining some of the linguistic analyses(11), the other 

even seeking to present Sartre's study in an "optique lacanienne"(18). 

I would agree with Michel Sioard that the general subject proposed 

by Sartre in his preface (IIQue peut-on savoir d'un homme,aujourd'hui?"(19) 

might be better defined as "comment devient-on ecrivain?tt(20). For it 

has not been sufficiently realized, (in the reviews and articles that 

have appeared to date), that the long trek to an art involving an 



upheaval in the use of language is the guiding thread of Sartre's 

thesis~ suoh that Maurioe Nadeau oan aotually say: 

"'Que peut-on savoir d'un homme?' demande Sartre' a propos de 
quelqu'un qui no us interesse surtout en tant qu,eorivain."(2l) 

10 

Thus while I am anxious to dispel Lecarme's reservation, that brilliant 

though L'Idiot de la famille may be, the lover and admirer of Flaubert 

will suffer in reading it(22), and to argue against the Times Litera;r 

Supplement review's unsubstantiated oonolusion that 

tIThe question whether J:e~-Paul Sartre, so bitterly wary of the 
oonoept of 1 i tera ture,. so intransigent about...:the.. sham aspeots of _~
art, will ,be able to conceptualize the innooent wonder of Flaubert's 
actual-creations,. is as yet open." (23), 

(for if Sartre never got as far as his proposed textual analysis of 

Madame Bova;y, I hope to show that he has oertainly gone further than 

most critios in "oonceptualizing the innocent wonder" eto.), the tone 

of these remarks p~rhaps suggests that it is more urgent to establish 

Sartre's right to be taken seriously at all. I shall therefore devote 

the first part of this chapter to a more general evaluation of Llldiot 

de la famille, thereby, I would hope, establishing the right to take 

seriously the unexpected theory of Flaubert's style whioh I shall 

oonfront more directly in the main body of the chapter. 
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(i) A general evaluation of L'Idiot de la famille. 

"Gm.rIE (LE): Inutile de l'admirer, 
c'est une nevrose." (24) 

The attitude of many of the early reviews of L'Idiot de la ~amille 

ranges from mildly condescending to openly abusive(25). A good example 

of the former relatively harmless attitude is to be found in a double

page spread in Les nouvelles litteraires entitled 'L'Idiot de la famille, 

monstrueux, .ir~itant et genial. La dernier Sartre devant les critiques.' 

True to the tone of the title) the six "Flaubert experts", (Reiss, Durry, 

Douchin, Ritzen, Bancquart and Nadeau), contributed little more serious 

consideration of the work than the following comments worthy of a place 

in Flaubert's Sottisier: 

"Je ne veux pas sourire ••• " 

"qui veut trop prouver ne prouve rien." 

"la mayonnaise est bien montee. Mais c'est.l'authenticit& des ingr&d
ients de depart qui inquiete." (26) 

In that the size of Sartre's study makes it inevitably inaccessible, 

particularly to those with an interest in Flaubert rather than Sartre 

hi~self, who might really want to know what it says, it is a shame that 

so few reviewers felt it necessary to bother to analyse the contents. 

~ny, for example, took refuge in repeating what they felt must be true, 

that the book tells us more about Sartre than Flaubert(21). If I do not 

pass over some of the more silly reviews it is not for the sake of 

sooring an easy point, but beoause in view of the length of the original 

text they are likely to be taken notice of. Of course serious work has 

now been produced, but because of the inevitable tim~lag(28h and the 

general prejudice against Sartre, it seems fairly important to point 



out the more blatant misrepresentations. 

It is disturbing to find a critic as well-known as Harry Levin 

calling the work Ita furious and infuriating assault on nothing less 

than literature itself"(29) •. This is an extension of the concluding 
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lines of his chapter on Flaubert in The Gates of Horn, where he argues 

that because Flaubert has established his right to the epithet "the 

novelist's novelist", to critioize him is to oritioize nothing less 

than "the novel" itself(30). While Levin speaks mildly here, desoribing 

"some of our novelists" who "pursuing different aims and feeling press-

ures Flaubert never felt, wax impatient over his cult of stylistic 

perfection", such a comment, which I assume to be already an oblique 

allusion to Sartre(3I), gives way,in his review of L'Idiot de la famille, 

to a virulent attack on the book as: 

"the fulfilment of a life-long vendetta L ... Jas dedicated a hatchet ... 
job as can be encountered among the curiosities of Ii terature.£: ••• J 
In other words, the political activist has been spelling out an 
elaborate rationalization of the positions he has Deen taking 
against the esthetio reoluse all .along." (32) 

This description is so utterly inappropriate that Levin could not begin 

to prove it, nor does he make any attempt to do so. 

But in exaggerated form these quotations from Levin illustrate 

two strains of preconception that can I think be dealt with - that 

Sartre hates all "non-committed" literature, and that he dislikas the 

man Flaubert so much that a long book on him must have malioious intent-

ions(33). Marie-Jeanne Durry, for instance, reveals herself a suitable 

example of the latter by her refusal to believe in Sartre's deolared 

new empathy, taking as proof of his oontinued antipathy his remark that 

he would not really ohoose to have dinner with Flaubert "qui devait etre 

vraiment assommant"(34): Yet Sartre has always been careful to be olear 

about his position towards Flaubert, and even the so-oalled former 

antipathy was hardly that offensive, (for example the little anthology 
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of Flaubert's more reactionary statements offered in a footnote of 

Qu'est-ce gue la litterature?(35»It is only fair to recognize that in 

L'Idiot de la famille Sartre never introduces a critical dimension into 

his serious attempt to "comprendre une pensee bourgeoise dans son oi-igin

alit'".(36). One unusual reference to ethical attitUdes comes with the 

description of the seoond school revolt which betrays all the ideals of 

the first, and here empathy even leads Sartre into an amusing sentiment-

ality: 

"Pauvres enfants, qui pourrait leur reprocher cette implacable 
detaite? ~.~ne perdons pas notre temps ales plaindre; ils ont 
tait ce qu'ils ont pu, c'est vrai t mais nous n'y pouvons riens 
l'histoire condamne d'avance."(31J 

But the most convincing evidence of Sartre's good faith in trying 

to understand, in all their oomplexity, attitudes which from other points 

of view he would obviously condemn, must be the early and outstandingly 

interesting section 'La vassallte'(38). For this 1s precisely a subtle 

and persuasive attempt to understand Flaubert's hatred of egalitarianism. 

Analysing vassa1ity as a relationship to the world and the wayan iness-

ential being gains the right to be essential, Sartre recognizes Flaubert's 

psychological ~ to be justified by a hierarchical society, and suggests 

that transmitted property, as a feudal person-to-person link, is simil-

arly essential to his sense of his right to exist(39). Sartre actually 

states that there is no point in emphasizing how reactionary this is, 

that it is more useful to see that suoh an attitude has its roots in 

Flaubert's infanoy, which made him for ever inoapable of distinguishing 

"la propriete du don"(40). From the age of four years Flaubert's ontol

ogical dignity is founded upon the basio postulation "etre un rentier"(41). 

This insight is essential to the development of Sartre's argument, but 

even if one wanted to suspend judgement on its relevance to the 1844 

fit, it cannot be ignored as a way of understanding F1aubert's near 



mental collapse when faced with economic ruin in the 1870's(42). The 

passage where Sartre describes the way in which riches are ennobled 

through transmission, taking on human qualities and spiritual depth, 

might well be compared, as evidence of Sartre's ability to adopt dift-

erent attitudes, with the sustained and corrosive irony applied, in 

QU'est-ce gue la litterature?, to the turn of the centur,y bourgeois 

writers and their attempt to "sauver ~a bourgeoisie en protondeur"l 

"Barres l'a montre: Ie bourgeois ne tait qu'un avec son bien, 
s'il demeure en sa province et sur ses terres, quelque chose 
passe en lui du mol vallonnement de la oontree, du !risBon 
argente des peupliers, de la ~sterieuse et lente fecondite 
du sol, de la nervosite rapide et capricieuse des ciels; en 
s'assimiliant Ie monde il s'en s'assimile la profondeur; son 
ame, desormais, a des sous-sols, des mines, des gisements 
auriferes, des filons, des nappes souterraines de petrole."(43) 

The other sort of unfounded prejudice about Sartre's interest in 

literature is best summed up by Thody's contention that: 

"there is little doubt that he LSartreJ would have preferred 
Baudelaire to have been a third-rate early Socialist pamphleteer 
rather than a first-rate lyrical poet."(44) 

This view, that the final oriterion of Sartre's literary appreciation 
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is political, is alarming in its prevalence, for it could not reasonably 

be illustrated by any of Sartre's writings, theoretical, biographical 

or critioal(45). 

Sartre's interest in aesthetios and purely literary phenomena can 

be traoed from his earliest studies of the imagination (where phenomen

ological studies of various art forms playa vital role), to the ess~s 

printed in Situations 1(46), to the study of Baudelaire which depends 

upon Sartre's essential idea of the "en-soi-pour-soi enfin reussi", 

to the extended analyses of Genet's writings and imagery(47). L'Idiot 

de la familIe, most of the work for which must have been done at a time 

when Sartre was certainly still "politically active"(48), subsumes all 

these earlier studies, which are much more closely linked to his purely 
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philosophical writings than to his political interests. In fact if Sartre 

a particular sort of literature, it is not that of prop-

aganda so much as what he would call "cosmic" writing, that is literature 

whose permanent subject is the world(49). Much of Sartre's interest in 

Flaubert seems to stem preoisely from his conviction that he is a cosmic 

writer who shows the "totali~inglt relationship between miorooosm and 

macrocosm. It is this ability to grasp the world in its entirety through 

an individual intuition that constitutes the sort of "engagement" in the 

world that interests Sartre in an artist(50). 

The root of the "error" about Sartre is obviously Qu'est-ce que la 

litterature? In stressing once and for all that Sartre'shighly intell

ectual interest in aesthetics must be separated from his practioal 

political concerns, it must be emphasized that Qu'est-ce que 1& litterature' 

belongs to the latter and not to the former category, and is best under

stood in terms of his intellectual development in the post-war years, of 

the need he felt to turn his attention from ontological to political free

dom. Sartre cannot be accused of ever confusing these two sorts of free

dom(51), for the new social awareness which comes to him with the war 

seems to me the beginning of a division in his concerns. Sartre's remark, 

in the La Monde interview on L'Idiot de la familIe, that he has never 

resolved the practical problem of how to make himself understood by a 

popular public while carrying an idea through to its limits, shows his 

unwillingness to sacrifice theoretioal sophistioation, even for the 

understanding of his desired audienoe(52). Qu'est-ce que la litterature?, 

true to its own theoretical basis, is very much written for the France 

of 1948, a post->{ar France full of practioal problems to be solved and 

ooncrete decisions actually be taken(53). It is in such a situation that 

Sartre looks to the word as a potential weapon. 

Of course Sartre is partly to blame in his choice of title, which 
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inevitably suggests that the book is aligning itself with his general 

ideas on literature. Yet although, from his own point of view, the decis- . 

ion to commit "serious" literature seems ill-advised(54), it is never

theless clear even from the first chapter ('Qu'est-ce qu'ecrire? .), where 

he distinguishes between poetry and prose(55), that the sort of literat

ure that he will later analyse with such thoroughness, albeit in prose, 

belongs to his "poetry" category, where words are no longer transparent 

vehicles of meaning, but are considered as autonomous substances in their 

own right. The ethical/aesthetic divergence is an ambiguity which we 

shall come across again later(56). For the time being it is only essent

ial to see that Thody's belief that Sartre thinks literature should con

cern itself with moral rather than aesthetio values, is based upon a 

fundamental misunderstanding of all of Sartre's work(57). 

It is only by clearing away unreasonable and prejudiced objections 

to L'Idiot de la famille that one can perhaps do it the service of exam

ining it in a more rigorous critical light. The main oriticisms of a 

general nature which deserve attention could be summed up as consider

ations of presentation, (length, complexity, terminology), and problems 

of the status of Sartre's account. 

Fron the academic point of view it is regrettable that Sartre's 

thesis is presented in so unscholarly a fashion. There are few footnotes, 

no index, and a table of contents applying only to the first two vol~~es 

and often enigmatic in its chapter headings. I personally found that by 

annotating this toble with clearer references to the contents of each 

section, the whole work became suddenly easier to assimilate, for it was 

much more obvious that Sartre was building up a carefully constructed, 

relentlessly logical argument. Thus one feels that with relatively little 

effort Sartre could put himself on the road to solving his own dilemmas 

of making difficult ideas accessible, i.e. that rigorous clarity of 
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presentation might be the only thing required to make some of his 

outstanding digressions available to readers without the time to work 

through the whole book. One regrets the faults of presentation from 

his point of view, for they inevitably detract so much from the impact 

he might have made. Among various minor inaccuracies one can imagine 

how many British academics will not forgive him for his reference to 

Enid St~rkie!(58) 

Though Sartre's generalized use of a sort of "style indirect 

libre" contributes to the charm of some of his very well written 

passages (and to the ironic effect of the Ou'est-ce que la litterature? 

extract quoted above), it is also true that one of Sartre's more regret

table characteristics has always been the imprecision of his references, 

his habit of para~hrasing without indicating the extent of his own 

intervention(59). In Questions de methode he generalizes shamefully 

about Marxists(60) and psychoanalysis without giving the reader the 

chance to investigate his claims, and even criticizes individuals with 

a sOfeeping "l'un d'eux lt (61), Itun essayiste ecrivait l'autre jourtl (62) 

and so on. This is so contradictory to Sartre's avowed respect for 

specificity etc. that the speed at which he must write and the scope 

of his references no doubt serve as an explanation if not an excuse. 

Presumably one must prefer L'Idiot de la famille to exist in unscholarly 

form rather than not at all; if Sartre had presented the first two vol

umes a little more carefully we might have been deprived of the third 

volume which draws together so many threads, and I think many will 

eventually regret the loss of the fourth volume in any form whatsoever. 

All I would really argue is that such reservations be kept in perspect

ive, for if Sartre does not always respect the conventions of academic 

activity,he clearly has a clos& aquaintance with Flaubert and his 

period which cannot be lightly dismissed. 
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But if Sartre is always in a hurry because he has so much to say, 

should one not rather looate the fault in the astounding length of 

his study? It is hard to decide if the length was inevitable or if he 

really enjoyed his work being so shockingly vast. In a discussion of 

the mid-nineteenth oentury oonflict between literature and scienoe 

there is an interesting digression on their differing methods, which 

centres, not aooidentally one might suspect, on the very question of 

concision. Quoting Pascal who did not have time 'to "faire court", 

Sartre suggests in a footnote that concision is only inherently necess

ary to the sciences, whereas it can only be an exterior concern of the 

work of art, a stylistic consideration affecting neither construction 

nor appreciation. Taking into account a passing allusion to Proust, 

(would we wish he had been more concise?) one can only assume that 

Sartre is situating himself in the more lengthy literar,y camp(63). 

Jonathan Culler recommends Sartre's book for a sabbatical or a desert 

island(64), and ~oon~ is likely to forget Sartre's warning in Questions 

de methode: "une etude qui doit etre longue et difficile"(65). 

In fact it seems to me that as much as being a methodological 

expose, Questions de methode really stands as an apology for difficulty 

and for long, complicated analyses, in its constant attacks on other 

people's analytiC short-cuts, on stopping short at what is only the 

beginning of the problem, and on every form of intellectual laziness. 

In his insistence upon the originality of facts, the specificity of 

individuals "Mais il s'agit de Valerylt(66), "c'est que £!. Napoleon 

etait necessaire"(67), and of events (revolutionar,y Itjournees"cannot 

be r~duced to conoepts(68) ), in his avowed intention to reduoe the 

role of chanoe, abstraction and "non-Savoir", in his respect of multiple 

dimensions wherever his analyses lead him, Sartre sets himself such a 

vast task that one ought to be amazed at his success in keeping the 
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whole argument under control at all. For in his constant Kantian habit 

of seeking general c?nditions of possibility for each problem he un

earths,' (the scope of the problems he sets himself in this w~ for the 

fourth volume is alarming(69) ), he gathers up enough momentum to go 

on for ever, and yet he guides his work to an impressive number of 

conclusions in the third volume. Most literar,y histories inevitably 

make one of their terms (literary or historical) static, or they would 

have difficulty prooeeding. Sartre allows both their dynamism, relates 

the individual project to both, and describes a moment in time (e.g. 

the publication of Madame Eovary) in terms of a juxtaposition of so 

many generations each with a different past and future to be taken 

into account. He seeks to unite synchrony and diachrony in a single 

work, and Mouohard suggests that theoretical reflexion and respect for 

lived experience could not have been linked in a coherent enterprise 

in a smaller work(70). Thus although Sartre is occasionally repetitive, 

as in his repeated explanations of what he means by the imaginary, (he 

himself would reject this, claiming that the same problems are being 

taken up at a different level of complexity and integration(7l) ), I 

do not think, given an awareness of the comprehensiveness of his intent-

ions, that one could expect him to be all that much briefer(72). 

The last criticism of presentation often levelled at Sartre is 

the over-use of jargon. Thus of the faot that Flaubert "realise la 

derealisation du reel" Harry Levin asks "what does this word-play 

mean?"(73). I recall that when I first read Sartre's excerpts in Les 

Temps Modernes I was irritated and bewildered by "totalization", "the 

interiorization of the exterior"and vice versa, and so on. Yet as soon 

as one follows Sartre such terms are perfectly cle~r and appropriate, 

many of them aoquiring meaning as the analysis proceeds. In fact some 

terms like "praxis" and the "pratico-inert" are unnecessarily .2Y.!!:-
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defined. Interestingly,Mary Warnook suggests that Sartre lets abstraot-

ions run riot in the Critique de la raison dialeotioue, with so many new 

terms and technicalities that the conorete world o~ real people and 

things vanishes (14)~: If thi s could be said of the Cri t io ue, this concrete 

world makes a deoisive reappearanoe in L'Idiot de la famille. Perhaps 

it 1s true that Sartre 's '.theoretical writing has always been weaker 

than his more usual method of arguing by example. In his early work on 

the imaginary and the "neant" his di~ficult ideas are easily grasped if 

one forces oneself to think through suoh examples as the impersonation 

of Maurice Chevalier(15). In teaohing Questions de methode as a theoret-

ioal text I found that my students had almost without exception "skippedtt 

the extended examples o~ the Frenoh Revolution and o~ Flaubert as a 

Second Empire writer, regarding as meret~llustration" what is essential 

to the exposition of the actual theory(16). I suspect that L'Idiot de 

la famille is successful precisely because it is such a protracted 

example, the idea of seriality and the group, for instance, finds its 

best exposition in the dramatio tale of the schoolboy revolt and subEe-

quent invention of the Garyon(71), and this is perhaps another reason 

why Sartre needs considerable space around his complex notions. 

The important question o~ the hypothetical status of L'Idiot de 

la famille oan be looked at from two angles - in his own terms can 

Sartre claim to have proved what he set out to prove, and to the inter-

ested onlooker can the analyses of Flaubert be considered valid? Sartre's 

stance is not in fact espeCially dogmatic; in the Le Monde interview 

he says that the Flaubert of L'Idiot is Flaubert as he imagines him, 

and yet he hopes that his method is rigorous enough for it to be a true 

portrait. Of oourse the story of the first six years is hypothetical, 

but if it fits the total pattern of Flaubert's later life it will be 

"useful"(18). It is important to distinguish between the"regreasive" 
'. 
:\. 



and the "progressive" steps in Sartre's method, for it is only the 

synthetio, progressive part, the ohronological dimension that pioks 
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up the "project", telling the story through imaginative reconstructions, 

that is openly hypothetioal. To make it plain that these linking details 

are deliberately conceived as fiction(79) Sartre writes them in the 

self-consoious style of fiction, using Christian names (Achille-Cleophas, 

Gustave, Alfred and Ernest), erecting a my tho logy (80) (the'Seigneur noirl.', 

"les Chevaliers du Neant"), and establishing archetypal events(the Fall). 

Yet in a sense it seems to me that Sartre pl~s on the idea of the "roman 

vrai" (8i) to his own advantage. In terms of his overall argument he 

needs some of these imagined events to be true, and yet the playful 

manner of their recounting allows him to pretend that this part is only 

a game. Sartre claims only to suppose that Flaubert's father took over 

tr,ying to teach him to read, and would often only say that something of 

the sort must have happened(82). And yet he makes it very clear in 

Questions de methode that he values the progressive-regressive method 

because it is properly heuristic (83). Constantly accusing the l.iarxists 

of knowing in advance what they intend to "find out", Sartre could never 

aocept this criticism of himself, insisting upon his "intention d'apprendre 

et non de retrouver"(84). He admits that he starts out with a very 

schematic abstract idea of what he wants to prove but would not think of 

considering it proven until it has been lived through from the inside 

as concrete experience. 

The meaning of "apprendre" in the above quota.tion remains a little 

ambiguous. Sartre is avowedly trying to prove two major points, that 

given the appropriate methods and neoessary documents it is possible to 

find out all about another man(85), and that any man "totalise son 

epoque dans la me sure exacte ou il est totalise par elle"(86).But these 
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are preoisely oonoeived as very general abstractions, which Sartre knows 

" 
canr~ot take on any real meaning until the end of the work, and this seems 

to be what he means by "proving" here. Yet the emphasis is slightly 

if it aooounts for all the evidenoe, is valid, that when he reaohes an 
) 

different where he implies that what is conceived as a model of Flaubert, 

intuition of having attained irreducibility, of accounting for and int-

egrating (without ever forcing this integration) alt the problematic 

phenomena unearthed by the regressive analysis, then he considers his 

hypotheses to have been verified(81). In claiming that the work is in 

this way its own proof, Sartre is surely setting up a complicated 

tautology. 

Nevertheless I feel it is only because Sartre himself insists that 

his method is !!21 tautologous that the accusation matters (88') • To the 

reader the overall argument need only be rigorous and coherent, for any 

critical argument of reasonable sophistication is bound to be hypothetical. 

Hypothesis is hardly intellectual taboo(89) and as a concept needs care-

ful handling. On the level of detail Sartre occasionally gets into amus-

ingly silly tautologies. For example in his discussion of the "l'art 

pour l'art" writers he details a list of writers who may not all have 

been famous, but of which "none died in obscurity"(90). Since he has 

only pioked the ones well-kno\~ in their period, the astute reader will 

find the reason for this quite simple(9l). Further the debonnaire way 

in which Sartre sometimes handles hypothesis is well illustrated by a 

description of Alfred "Alfred lui tend les bras, souriant, gracieux, 

!)atient at si beau", i:71!71ediataly follol·red by a foo~nota s~~{in:; teat \-ra 

do not know .. rhst Alfrod loo~;:ed lika but that he oust have been good.-

looldngZ (92) At tha same time analyses of whioh one ::light e::-:pact to 

be l1ary can be very convincing in their pO~ler to explain, whatever 

their hypothetical stA-tus. For eX.:lmple Sartre sets about explaining 
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the prophetio quality of the early works (here Novembre) by his oonvict

ion that "toute vie prophetise, a tout instant, puisqu'elle se deroule 

en spirale"(93). Premonition would therefore be founded with reason upon 

the ver,y structures of existence, where ever,r new and irreversible ohange 

is at the same time repetition. The prophetio quality of the early works 

is so striking (for example the many epileptiform fits(94) ), that an 

explanation really does seem to be needed, and Sartre's is after all the 

only one we have. 

Marie-Claire Bancquart claims that the. proofs from Flaubert's works 

were olearlY"sollioited~'(95·h but~h~s .I~onsider a misapplioation of 

the hypothesis accusation. Nevertheless it is prevalent. Levin deolares: 

"Using a writer's work to interpret his life beoomes a partioularly 
oiroular prooedure when one begins by reading into the work a prior 
speoulation as to the life."(96) 

But Sartre insists that he started from the early works, rather than look

ing for oonfirmation there(97), Apart from seeing no obvious reason 

for disbelieving him, one hardly needs to have read L'Idiot de la famille 

to see stories like Mat~eoFalcone(98) and La Peste a Florence(99) as 

rather alarming versions of Freud's "roman familial". A little attention 

to a major example, the "Pare et fils" sequence, anyway shows Sartre to 

be giving a correct aocount of his method. In some 150 pages of regressive 

analysis Sartre·examines these early stories for their "sens", and dis-

oovers that it is the father and not the mother whom the ohild oonsiders 

to blame for his wretchedness and humiliation(lOO). He then pioks up 

the progressive synthesis to reconstruot the story of the relationship 

of the father and son, to see how this error came about. 

In general the hypothesis label needs to be kept in its oorreot 

perspective and where Mouohard olaims that the thesis follows the law 

of "all or nothing'(lOl) I do not in fact agree. While I admire the 

oomprehensiveness and intelleotual brillianoe of the overall argument, 
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and would be interested to aooept most of it, obviously I reoognize 

its hypothetioal status and do not feel "oompromised"by an aotive 

interest in it. But the part I gladly accept, and refuse to consider 

any more hypothetioal than any interesting disoussion, is the regress

ive movement, the vast bulk of phenomenological description, the un

earthing and analysis of themes and problems. The three pieoes of in

formation from Flaubert's niece(102) are not the ,objective springboard 

for wild surmise, but an introduction t~ suoh essential themes as the 

relationship to language and truth, the problems of sinoerity and beliet. 

Sartre provides outstanding analyses, admirably argued with plenty of 

evidenoe, and I hope to have shown by the end of this chapter that the 

existende of these problems oan be baoked up from many other angles. 

Even from the more general point of view which is not striotly 

my conoern in this thesis, it seems to me that ~ of the above crit

ioisms give the right to ".ignore" Sartre' s book. For though I would not 

expect everyone to agree with my contention that it is by centring his 

biographical approach in the relationship to language that Sartre has 

outdated all biographioal and "intentional" approaohes which do not do 

this, surely all future biogra.phies and general studies of Flaubert 

must be under some obligation to oritioize L'Idiot de la famille on its 

own terms. Where Fran90is Bondy refers us rather to Enid Starkie or 

Maurioe Nadeau, I would argue that naive biographies will no longer 

be acceptable(I03). 

Sinoe Sartre deolares and spends a large part of his book arguing 

that the 1844 fit is at the very source of Flaubert's genius, it is no 

good Maurice Nadeau saying that one oan discuss whether Flaubert's 

nervous illness was organic or neurotio indefinitely "sans eclairer la 

demarche qui a fait de Flaubert l'auteur de Madame Bovary"(104). For it 

is up to,Nadeau to disprove him, to show ~ he has failed to show this. 



The Times Literary Supplement's review uses exactly the same ploy of 

deliberately paraphrasing Sartre's intentions yet at no point arguing 

out these basic issues of his thesisl 

"The very mass of Sartre's knowledge falls ironically short of 
explaining how ~neurotic, bored young man, this 'family 
idiot', suffocating in the mendacities of the mid-nineteenth 
century bourgeois order, shoUld have oomposed Madame Bovary 
and created the modern novel."(105) 

But the worst offender from this point of view is surely Bardaohe, 
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whose L'Oeuvre de Flaubert, written after L'Idiot dela famille, oont-

ains a series of oblique allusions to Sartre without.!!!!: naming him 

or venturing actually to take him onl 

"Et il faut assurement beauooupdfimagination pour ·inventer des 
oomplexes ou des amertumes que tous les documents oontredisen~'(106) 

"ne cherchons donc pas dans cette Premiere ~ducation sentimenta1e 
les traces de 1a foudre d'ou a pu naitre Ie genie."(107) 

A relevant example of a biographical assumption that Sartre has 

successfully challenged is Flaubert's attitude to his father. One of 

the greatest received ideas of Flaubert criticism is to offer Dr. Lariv-

iare in Madame Bovar: as a respectful portrait of Dr. Flaubert, an 

assumption with so little evidence to back it up that Sartre's interp-

retation seems to elicit stunned refusal. Calling Sartre~n ineptly 

amateurish biographer" Levin declares: "Flaubert, on the other hand, is 

.well-mown to have b.een a devoted s.ontt (IO~), q~oting Lucie Chevalley-. 
Sabatier in support,along with the "affeotionate tribute" of Souvenirs, 

Notes et Pensees intimes. This rare tribute,"Je n'ai aima qu'un homme 

comme ami et qu'un autre, c'est mon pare"(109), is perhaps the worst 

cliche of all in a co1leotion of often seoond-hand juvenile reflexions, 

and as such, at l~ast not overwhelming evidence. But Sartre also "defers 

the question of Dr. Lariviere, one of the few admiring portraits in 

Madame Bovaryn(llO). Not only does Sartre spend oonsiderable time dis

cussing the very same Dr. Lariviare(lll), but I woUld oertainly not 
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accept that Sartre is arguing against the obvious. If none of the 

medical profession comes off too well in Madame Bova;r, the Dr. 
. .. 

Lariviere episode resembles, if anything, a circus act, from his noisy 

mock-epic arrival, (too late), in a carriage drawn by three filthy 

horses, to his hasty exit from the scene of tragedy, the stated intent-

ion of which is to avoid having Emma "mourir entre ses mains"(112). 

It reqUires consideraplegaod will· to belie~e in a Dr.' Lariviere 

"who in face of sOoial. or'metaphysical compl!txities' is well 
aware that he can provide no abstract or absolute solution, but 
directs both olear intelligence and deep feeling to making 
what he can of circumstances as they are."(113) . 

In fact for Alison Fairlie the biographical explanation is not suffic-

ient, yet the steely surgeon is ereoted into "a symbol for the novelist 

and his art"(114). That the portrait is fieroely ironic seems on the 

evidence so much more likely that Sartre must surely at least be ~

argued in future. But Bardeche, in a position to attempt this, devotes 

only a footnote to Flaubert's fathere "Flaubert, qui l'aimait beaucoup, 

a toujours parle de lui avec admiration et respect"(llS). 

In what precedes I have often had occasion to refer to general 

considerations of methodology, and before passing on to a summar,y of 

what Sartre says about Flaubert there are perhaps a few points to be 

clarified. The most important statement of intent, summing up the 
, 

proposals of Questions de methode, is offered at the point in L'Idiot 

where Sartre is disoussing whether or not Flaubert's own attitude to 

1844 is relevant. Sartre insists that from the beginning of the stu~ 

he has always sought tc understand Flaubert from the inside, that is in 

complicity with himl 

"s'il a pu nous arriver de transcrire ses oonfidenoes en un autre 
langage - olest-a-dire d'en faire une'lecture'qui nous siiue nous
mama comme vivant apres lui, dans la seoonde moitie du XX sieole 
- si notre methode implique que nous sollioitions Ie discours sans , 
en privilegier aUOun moment, il est sur, en tout cas, que nous ne 
l'avons jamais traite en exteriorite, oomme pur objet de savoir 
oonoeptuell tout cs 'us nous avons su de lui, il l'a vecu et l'a 
dit. ft (116} 



His aim has been to situate himself at the point where the interior-

ization of the exterior is transformed into exteriorization of the 

interior, whilst enumerating and organizing the objective conditions 

to show them as maintained and transoended towards objectivation by 

the subjective movement, "cet irr~duotible"(ll7). 
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In aiming to reintroduce concrete man into Marxism, Sartre argued 
'... . ., , 

in Queiilt':ions de methode that there is a whole ser~es of intermediate 

stages between individuals and events, between a book like Madame 

Bovary and the period in which it is published, and suggests Freudian 

psychoanalysis and American sociology as attempts to define these levels. 

In L'Idiot de la famille the family, close friends, school, Romantio 

literature, the social situation of Flaubert's father (i.e. the beliefs 

and value systems of the professional bourgeoisie) all emerge as imp-

ortant mediating contexts, and every available theory is applied to 

understanding each as well as possible. But for Sartre the really priv-

ileged context is the family, which he locates as the true point of 

insertion of the individual into his class(118), and it is his sudden 

interest in the family which causes him at long last to pay serious 

attention to psychoanalysis. 

Sartre's position as regards psychoanalysis has changed so drast-

ically that it is not really worth bringing out his old quarrels with 

Freud from L'Etre et Ie Neant(119), Many of his early objections seem 

to have been based on misunderstanding of what is meant by the "uncons-

cious". In his rejeotion of all underlying psychic causality, of the 

"mechanistic explanations" which he would replace with a complex choice 

of being, it has always surprised me that Sartre took no interest in 

the intentional struotures of neurosis and hysteria, with their evident 

~ of the body. Ris reference, in L'Etre et Ie N~ant, to his plan to 

one day write existential psyohoanalyses of Flaubert and Dostoevsky 
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is ourious(120), beoause it throws up the possibility that Sartre had 

read Freud's artiole desoribing Dostoevsky's epilepsy as hysterioal, 

the result of a olassio father fixation with the fits as a "fausse-

mort" and symbolio murder of the father(12l). This is so olose to one 

layer of Sartre's interpretation of the 1844 fit that it is diffioult 

to imagine that Sartre had not read the original at some stage; the 

interesting point would be to know ~. 

In his 1963 prefaoe to Laing and Cooper's Reason and Violenoe, 

Sartre shows himself still a long way from sympathizing with Freudian 

psychoanalysis I 

"Je pense oomme vous qU'on ne peut oomprendre les troubles 
psyohiques du dehors, a partir du determinisme positiviste ni les 
reoonstruire par une oombinaison de oonoepts qui restent 
exterieurs a la maladie veoue."(122) 

Psychoanalysis is allowed its results only if it obtains them by 

"oomprehension" and empathy; unconsoious fantasy must be oonoeived in 

its reality as experience, not as a series of mechanisms imposed on a 

subject. When one reali~es that by L'Idiot de la famille Sartre has 

more or less come to aooept the Freudian unconsoious(123), at the same 

time as olinging to this former view, one senses the full extent of 

his dilemma, expressed, I think, by the declaration of intent with 

whioh I started this particular digression. For it is the preeminence 

of the signifier over the subject, the exteriority of the symbolio 

order in relation to the subject, whioh is the ver,y notion of the 

Freudian unoonsoious. If the symbolio order is in no way the work of 

the human consoiousness, a olear rejeotion is implied of Sartrean 

existentialism, whereby the self is an active phenomenologioal subjeot, 

endowing the world with meaning. The struotural-psyohoanalytioal and 

existential perspeotives seem irreoonoilable beoause of this argument 

over the status of the subjeot{124). Yet in L'Idiot, despite his olaim 

that "je'ne orois toujours pas a l'inoonsoient sous oertaines formes"(ll5), 
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refe£ences suggest that Sartre has been influenced by Lacan, but above 

all by the arch-Freudian Octave Mannoni, whose analysis 01" the "Je sais 

bien ••• mais quand meme" syndrome Sartl·e uses to explain Flaubert IS 

fetichisation of the imaginary, perhaps the most essential point of his 

whole argumen~as will be illustrated at length below(126). 

In other words psychoanalysis has become much more for Sartre 

than just a particularly rigorous study of family relationships. But in 

an attempt to argue against the possibility of anything unconscious in 

consciousness he insists upon a distinction between "connaissancelt and 

"comprehension", for example Gustave ttne se connatt pas mais nul ne se 

comprend mieux que lui"(127). This distinction is sUDsumed in Sartre's 

notion of "Ie vecu", defined as tt1a vie en comprehension avec soi-meme, 

sans que Boit indiquee une connaissance, une conscience thetique"(128). 

Sartre now admits that L'~tre et Ie Naant's insistence upon rationalit~ 

had failed to ·I;ake account of 

"des processus intervenant 'en'dessous' de la conscience, prooessus 
agalement rationnels mais qui sout vacus comme irrationnels. 
L'introduction de la notion de vecu represente un e1"fort pour 
conserver cette 'presence a soi·.qui me paratt indispensable a 
l'existence de tout fait ps~chique, presence en meme temps si 
o~aque~ si aveugle a elle-meme qU'elle·est aussi 'absence de soi'. 
L ... -1 A 1 'aide de oette notion, j'ai essay' de depasser la 
tradil;ionnelle ambigu1te psyohanalytlque du tait psyohique - a. la 
tois taleologique et meeani~ue - en montrant que tout fait psych1que 
implique·une intentionnalite dirigee vers quelque ohose, mais que 
certains de ces faits ne peuvent exister ~ue s'ilB sont l'objet 
d'une simple comprehension sans etre nommes ni oonnus."(129) 

Yet it seems to me that this distinction is not particularly relevant 

to his argument, and ~hat statements like the following do not really 

get him anywhere: "Aussi ne faut-il pas comprendre la comedie comme si 
.,.~S" 

Gustave avait conscience de la jouer. Mais il nten estAnon plus incons~ 

cient" (130). Whereas when Sartre speaks of the pithiatic depths where 

for some "se fa ire" and "se subir" are indiscernable, or of the dark 

corridors of Flaubert's soul, where, although he pretends to have reached 



no deoision, ".2!!, a deoide pour lui", he has surely himself admitted 

defeat(l3l). 

By way of solution he seems to allow that the subject may not 

alw~s be the explanator,y cause{l32), as long as the situation oan 

be reconstructed as grasped by the individual as well. Thus in his 

vastly changed position as regards oausation it is his own theor,y of 

consoiousness which is on the defensive. The Freudian unconscious 
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can be accepted along with theoretical Marxism; he will accept any 

means of furthering "Savoir" (the theoretioal bo~ of knowledge 

existing at a given moment), as long as it oan be "lived" from the 

inside as well, which, as we have seen, seems to be what Sartre would 

call "proving" it. Mouohard speaks of Sartre's "dream" of an anthro

pomorphic reduction of the dispersion of knowledge(133), and one 

feels that there might indeed be an element of the "je sais bien ••• 

mais quand meme" in the position Sartre has got himself into, with 

the Itquand memen of the nindepassable" elements, the irreducible 

human projeot, finally reduced to the fictional pole, (though insisted 

upon all the more vigorously), in his vast synthesis of theoretical 

knowledge and lived experience. 

Acousations of a general nature are so often used as an exouse 

for not taking any of L'Idiot de la famille seriously, that the fore

going considerations seemed to have a more vital claim to space than 

any lengthy summary of Sartre's argument. As I have indioated, it is 

certain parts, (albeit very important ones), of this argument which are 

essential to my own thesis, and these could, I think, be extracted from 

the whole. However from Sartre's point of view there is an intimate 

oonneotion between all levels of his argument, the structure of which 

should perhaps be explained to situate the more detailed discussion 
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of language and the choice of the imaginary which will follow. 

The progressive-regressive method, outlined (specifically for 

Flaubert) in Questions de methode, involves as its first stage phenom

enological d~scription and analysis informed by every available theory, 

based on a to-and-fro cross-reference between period, biograp~ and 

literar,y works, which will not be artificially integrated at this stage, 

this being Sartre t s chief ori tioism of the usual run of "Marxist" analysis., 

(Indeed Sartre does not allow the three poles to oome together until the 

third volume). The aim is to differentiate Flaubert, to go as far as 

possible into his historical singularity, unearthing the themes and 

problems which will only be properly understood in the second stage, 

the "progressive synthesis" .. (134). 

This picks up Sartre's favorite perspective of the individual 

project, which, he claims, far from sympathizing with individual fant

asies, involves a rigorously objective empathy: "la restitution de cette 

existence consideree comme totalisation en cours"(135). Sartre's belief 

in totalization is essential. Since a man, once dead, can be viewed as 

a totality, it does not matter where one begins trying to understand him, 

since every detail will be related to the whole, and a later stage can 

legitimately be used to illuminate an earlier one(136). The constant 

subsuming synthesis will continually rediscover the present eluoidated 

by the whole procedure. 

Yet this indicates only the general theoretical background of 

L'Idiot de la famille. Sartre's practical method, true to his heuristio 

intentions, will depend upon the problems encountered(131). In faot the 

main divisions of the work do not specifically relate to regressive 

analysis and progressive synthesis, for within a broadly chronological 

movement these intermingle(138). 
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The evident pivot of the three volumes is the "hysterical" fit of 

January 1844, reached chronologically, towards the end of the second 

volume. Sartre is not original, of course, in his interest in Flaubert's 

illness, tor there have been various discussions on its status (physical 

or psychological)(139). It is generally accepted that the nervous 

disorder was in tact some form of epilepsy(140), but if the treatment 

of epilepsy has progressed since Flaubert's day there is still endless 

disagreement about its causation. To suggest that Flaubert's first 

major fit was psychosomatic is not especially controversial in the 

medical context, and it is perhaps a shame, trom his own point of view, 

that Sartre avoids discussing medical evidenoe(14l). One wonders about 

the reasons for his inconsistent attitude, for, though later in the book 

he quite simply refers to the disorder as epilepsy, he starts out trom 

a quite rigorous distinction between hysteria and epilepsy: "Mais ces 

dispositions biologiques, a supposer qu'elles existent, qui prouve 

qu'elles soient premieres?"(142). One might almost suspect him of 

suboonsoiously sharing Maxime du Camp's view that epilepsy is a somatic 

disorder involving a mental deficit:(143) The most rigorous medical 

proof (anyway unavailable) aould hardly affect Sartre's case, and might 

equally give it firmer backing(l44). 

What is original and controversial is the use to which Sartre puts 

the neurosis, which becomes central to his ttproof" of the symbiotio 

relationship between man, work and period. The first seotion 'La 

Constitution t , examines and seeks the origins of the original disturbance, 

which is traced to a passive constitution, (caused by the devoted chill

iness of the mother but blamed on the father, who at the age of six or seven 

Flaubert thinks suddenly stops loving him), and to the jealousy and 

exasperation of a ohild caught between the laok of capaoity given him 

from birth, and the family ambition which he has already interiorized by 



the time of this seoond "weanin~' from his father's affeotion. From 

the outset the infant Flaubert's passivity involves hebetudes, 

oredulity, a pathological relationship to language and truth, 

"com&dies" and deliberately upheld beliefs, in all a good apprentice

ship in hysteria(145). 
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The second and muoh longer section, .' La Personnalisation', shows 

how Flaubert chooses to live this abstraot conditioning. In inslst~ 

upon Flaubert's basic passivity Sartre sets himself, in the existential 

perspective, a faSCinating problem. For if !!! men are defined by their 

projeots, obliged "de se poser pour soi oomme transcendanoe et oOmllle entre

priseu (146), what is the meaning of passive ohoice and action? The only 

answer is that Flaubert will have to use his passivity, ad~pting passive 

action, the manipulation of self by self, as a tactic. The vital link 

between passive constitution and hysterical vocation is belief, passivity's 

ohief resource, (which explains the care with which Sartre establishes 

the importance of belief and oredulity in the first seotion). To use 

his body to act upon others Flaubert needs a hysterical belief in his 

own "comedies". From early childhood he is able to produce hebetude, 

exaggerated passivity, as a we~ponof defenoe. The eventual fit is only 

a violent radicalization of these trances, of which fainting was always 

the secret and ultimat~ aim. There are several pieoes of objective 

evidenoe for the prevalenoe of Flaubert's trances, and overwhelming 

proof of the subjeotive importance of the theme can be found in the 

early stories, which abound in autistic poses and tranoes, in faintings 

~d pseudo-epileptio fits(141). 

Symptoms are both suffered and exploited, intentionally struot

ured as a means. However this self-defensive "stress", an attempt to 

dissolve or neutral iDe the basic problem, in faot only increases the 

disorder(148). For Flaubert's reaction to his non-valorisation, to 
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being an tletre-de-mauvaise-qualite", is aotually to radioalize his 

maladjustment to reality by a gradual hysterioal valorisation of his 

privation, a fetiohisation of the subjeotive life which involves 

ohoosing himself as an imaginary being(149). This move reinforoes 

rather than oompensates for his anomaly, and leads Flaubert through 

various inoarnations of imaginary beings (generous "seigneur", role 

player, comio aotor, author-aotor, poet), up to the final decisive 

attempt to Wlify' his contradiotions (his own'!l.ack of reality" and what 

seem to be the demands in the praotical world of his family and class) 
.. , 

by beooming an"etre~eorivain" and oonsolidating the tmrea1 in literary 

works. 

In seeking, in the first two volumes, the subjective teleology 

struoturing F1aubert's neurosis, Sartre distinguishes between two 

levels of intention. The first, considered the more superficial, is 

a level of dialogue with his father, a short-term tactic, (if long-since 

prepared), to resolve the pressing problem of his career, to allow him 

to give up studying law and as a semi-invalid to be a writer. This is 

again not original to Sartre, since discussions of 1844 have often 

revolved around this basic idea. Since the illness benefited Flaubert, 

biographers have tried to decide if it was intentional or if it was 

merely turned to advantage after the event{150). But Sartre's exhaustive 

analyses (even of far more familiar areas than this), are always inter-

esting to follow. Here the emphasis partioular~ essential to other 

parts of his argument is the importance to Flaubert of acceding to the 

condition of "rentier"(15l), of parasitic writer living off an unearned 

inoome, reintegrating the old feudal struoture of the family with the 

father as patriarchal head, and Flaubert instituted as an "eternal minor" 

with a wonderful alibi for his premature enjoyment of his inheritanoe(152). 

But if this level of explanation were sufficient there would be 



only a coincidental connection between writing and neurosis, for 

writing would not express the neurosis and the intention of writing 

could not found the neurosis. Inevitably Sartre will not accept this; 

there is bound to be a unity of the neurotic and artistic intentions, 

if not only the man but the future masterpiece (Madame Bovary) is to 

be explained, and this of course is always Sartre's guiding aim. Thus 

the neurosis seeks not only to win the leisure to write but to make 
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Flaubert internally capable of writing. Its deepest meaning is a 

positive reply to the necessity and impossibility of being an artist(153). 

This strategic long-term intention only emerges clear~ in the three 

years that follow January 1844, where by developing to extremes the 

"sens" of the original fit, when the actual illness is in fact abating, 

Flaubert rationalizes and lucidly assumes (privately) the essential 

neurotic intention of plunging himself into abjection to change himself 

into an artist. Flaubert is living on two levels during these years: an 

absolute pessimism masks a deeper optimism actually feeding on the former, 

for he is basically gambling upon the link between failure and genius(154). 

Whereas previously he had an ambivalent attitude to success, (despite 

valorising the unreal there is the constant suspicion that literature is 

a "pis-aller", chosen only because he is incapable of success in the 

"reallt.world), Flaubert now cuts off all bridges to valorisation through 

"normal" worldly paths. 

An analysis of Jules shows that radical failure is enough to 

produce genius, for Jules' literar,y activity is not a left-over from 

his early activity but the direct result of his failures(155). Flaubert, 

for whom neither language nor the world is real(156), establishes that 

one is converted to genius by a radical choice of unreality, a step so 

vital that it is not possible for a practical man to become a genius. 

In the gap between finishing the first ~ducation sentimentale and 
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starting La Tentation de Saint Antoine, Flaubert seems to be wasting 

time, (by reading and rereading), so as not to write, but of course 

this is really so as to be able to write. He is intentionally waiting, 

renewing and consolidating his failure by patient resignation, thereby 

proving that he is not made to act. It is because he has passed trom 

constant failure to a consoiousness of the impossibility of being, 

that Flaubert accedes to this option for no~-being which is precisely 

the essence of art, for as explained in an analysis of style as an 

imaginative attitude to language, which will be considered at length 

below(151), the belief that he is imaginar,y is essential to the sort 

of works he wants to produoe. Not only are his relations with art the 

real key to his neurosis, but inversely it is neurosis which allows 

him to "reinvent the art of writing", the sort of writing which only 

a passive agent could produce(158). 

Yet in the first two volumes being a writer is treated more or 

less subjectively and we are still a long way from seeing how Sartre 

will engineer his ultimate demonstration that the literary object 

contains the period as the period contains the object, understood within 

the most general framework of the familiar definition of Dialectical 

Reasonr "de comprendre l'homme-evenement en tant qu'il subit l'histoire 

et que, du meme mouvement,il la fait"(159). The turning point is indicat

ed in the "Soripta manent" chapter (where Flaubert makes the definitive 

decision to write), when Sartre observes that literature is not a 

deserted beaoh but a seotor of the "Esprit objectif"(160), elaborated by 

specialists for thousands of years. The vital mediation between the 

individual project (writing) and the particular structures and charact

eristios of the exterior world is what Sartre oalls "la litterature 

faite", the literary oontext in which Flaubert will have to define 

himself against his predeoessors (distant and immediate) and oontemporariee 



"Being a writer" also involves being published and being read: 

"Au terme de la conversion il se retrouve dehors. au milieu des 
autres, et ce sont les autres qui lui apprennent son statut, 
meme s'il veut les depasser tous".(i6l) 
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Thus the third volume, to be a rigorous totalization by Marxist methods 

of what preceded, treats the neurosis as a historically dated fact, and 

sets out to evaluate it:objectively, asking hoW' a work founded upon 

neurosis (and containing aesthetic norms often resembling almost 

psychotic symptoms), could become integrated into the "Esprit objecti£" 

and join in "la litterature a faire"(162). 

Sartre will naturally reject the consideration with which he opens 

the discussion, Maxime du Camp's contention that Flaubert's mental 

powers and talent suffered as a result of his illness, that without it 

he would have been a better writer. In this case if art provided personal 

salvation neurosis must still suggest an impoverishment of' that art. 

But of course demonstrating a private relationship with art is not 

Sartre's ultimate concern, and he sets about proving that Flaubert is 

not just a neurotic artist (who might have been a better one if' he had 

not been neurotic), but that he becomes an exemplar" artist of' the per-

iod precisely because he ~ neurotic. His art is a neurotic response to 

a subjective malaise but it is also a response to an objective malaise 

of' literature, for the only solution to the contradictor" demands of 

the "Esprit objectif" is a neurotic one(163). 

Sartre pursues a long and involved analysis of the literar,y sit-

uation of the "post-Romantic apprentice author", born into Flaubert's 

generation around 1820, at school during the 1830's and writing his main 

works during the Second Empire. Pressures emerge from the conflicting 

demands of "la 1itterature faite" (eighteenth-centur,y and Romantic), 

and the historical "conjoncture", the requirements of contemporary 

society. These might be reduced to a major insoluble contradiction -
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the eighteenth-century insistence on autono~ and a break with class 

seems imperative just as their natural readers are discovered to be a 

bourgeois class publio. To write they are required to declass themselves 

but it is not possible ~or them to do so at this stage in the nineteenth 

oentury without adopting a new perspective (e.g. working-class sympat~) 

which theT are still unwilling or unable to do(164). Sartre argues that 

the imaginary attitude emerges :from ·this "impasse" as a rigorous demand 

of literature, the only WaT to maintain autonomy when the bourgeoisie 

wants a class literature. The post-Romantics choose the imaginary to be 

able to write at all, neurosis emerging as the only way of upholding the 

vow of ~eality, the implied failure, solitude, non-communioation and 

derealization, the quasi-hysterioal belief in Art as "realized unreality". 

"L'art pour l'art" implies a vioious cirole o~ unrealities, (the work, the 

man, the artist), the basis of Sartre's olaim that to be an artist around 

1850 one needs to be neurotio(165). 

For Flaubert there is a perfeot ooincidence with the aims of his 

personal neurosis, but Sartre would never relegate this to chanoe. The 

culmination of the third volume is to establish the objeotive "sens" of 

the neurosis, through an answer to the question: how could the bourgeois, 

utilitarian, "soientiste" public o~ the Second Empire, against whom 

Flaubert is writing, not only aooept but apparently welcome that inoarn

ation of the unreal(166), Madame Bovary? It is with speoial pleasure, I 

should imagine, that Sartre, always interested, (in his own perspective of 

defining literature less by the social situation of the writer, than by 

the sooio-historio struotures of the intended audienoe), in the problem 

of the nineteenth-century "lost public"(161), guides his argument towards 

Flaubert's meeting with his Seoond Empire readership as "Ie publio 

retrouv&" (168). 

The ."misunderstanding" whereby the Second Empire makes a success o~ 
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Madame Bovary is traced essentially to a shared misanthropy. Flaubert's 

work exudes a hatred of himself and the bourgeoisie with which the 

bourgeois reader identifies because of his hatred of the working 

classes and his desire to put behind him recent historical events. 

If ever,yone is bad then the, bourgeoisie is absolved. (Flaubert, by 

refusing the human condition, to escape his class fails to realize that 

the essenoe of that class ideology is to base the social hierarchy on 

a refusal of the universal human condition). Since the once honest man 

of 1848 has been turned into a man of hatred, the "inert Eternity" which 

founds the aesthetic attitude of Flaubert and the "l~art pour l'art" 

writers, has obvious appeal for a public desperate to be rid of its 

historicity, to forget 1848 and pretend that histor,y has stopped prog

ressing altogether. 

Thus the sense of the Februar,yRevo1ution comes to the public from 

a writer who did not actually take part in its events, but whose misanth

ropy has motivations in his "protohistoire". But if F1aubert's relation

ship to his ~eriod is not to be simply contingent, there must be a genuine 

double-determination. The profound and distant causes of F1aubert's 

personal misanthropy must be looated in Februar,y 1848 as wel1(169). 

The ultimate objective significance of the 1844 fit is described 

as a prophetio demand for Seoond Empire sooiety, a definitive choice of 

the only social environment in which Flaubert could be happy. (Sartre 

easily, and extremely interestingly, proves, in his last section on 

Flaubert's relations with the Empire, that the Liberal Empire was his 

optimum sooiety, a return of the "golden age" of vassality, whioh explains 

his extreme distress in 1810 and 1871 and his insistence to his friends 

that it is ttthe end of their world"(170) ). The bourgeoisie ohooses this 

sooiety beoause of events originating in the class struggle, abdioating 

political, power willingly as long as it can keep its property, just as 
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Flaubert, in 1844, chooses the diminished responsibility of the "eternal 

minor"(11l). In realizing the objective neurosis through a subjective 

fit, Flaubert seeks an objective alibi for his property-owning condition 

four years before the bourgeoisie needs one, which is w~, explains 

Sartre in a final master-stroke, Flaubert "misses". the "rendez-vous" of 

his generation with 1848. For 1844 ~ Flaubert's 1848, he has alrea~ 

presented himself as a subject of the Second Empire(112). 

Sartre explains this chronological "decalage" by his idea of 

ttprogrammation". Flaubert emerges as a sort of individual miorocosm of 

the historical macrocosm. Since the two are determined by the same 

factors there is an actual symbiotic link between the two, with no reason 

w~ the microcosm cannot operate ahead of the macrocosm, since its pace 

will be regulated by an individual programme, involving a subjective 

response to interiorized contradictions based on various biological 

and psychological, as well as social, factors, whereas the movement of 

the historical sequence will be determined by an even more complicated 

combination of pressures. But because the programme has the same ultim

ate conditioning as the global sequence, the individual will realize, 

albeit in his own time scale, the diachronic totality of the period. 

It is this diachronic link which is essential, for where Leconte de Lisle 

is shown to resume his society by one event (1848) in a merely synchronic 

relationship, Sartre insists that it is Flaubert's whole life which 

resumes his period, that he has the same past and the same destiny. The 

period and the individual life will not necessarily end at the same time, 

thus Flaubert merely survives himself after 1810, whereas a brief life 

would be particularly oracular (113). 

While there is a sort of diachronic advance in all of the "l'art 

pour Part" writers, who in their "communion of the unreal" provide a 



"cover" for the Second Empire bourgeoisie, it is where the neurosis 

is genuine, as in Flaubert and Baudelaire, and not just an aesthetic 

option, as in Leconte de Lisle(114), that it becomes exemplary and 

most willingly accepted because convincing in its own terms. 

Sartre builds up his proofs layer by layer in the third volume 
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of L' Idiot de la familIa, setting out to improve upon the "Z,larxists t" 

crude handling of the idea of a man expressing his period, such that by 

the end he feels entitled to say that he has proved the reciprocal 

relationship between writer and society, man and period, on a real 

rather than simply abstract basis. Whatever one's attitude to the 

ultimate status of this impressive demonstration, one must surely be 

grateful that Sartre should have undertaken this "proof" for Flaubert, 

and acknowledge that future discussions of his life cannot reasonably 

ignore Sartre's massive contribution, a claim which I shall extend, in 

the. rest of this chapter, to future discussions of Flaubert's actual 

works. 



(ii) Towards a theory of style. 

The reoent interest in Flaubert as an important preoursor of 

the modern French novel, as a novelist concerned with the problems 

of "writingH(175), would normally have taken Flaubert far away from 

the now somewhat disreputable realm of biogra~hioal studies, of whioh 

Sartre's attempt to tmderstand a human life is after all only an up-

dated and lengthy example. Yet by concentrating on Flaubert's reI at-

ionship to language, by tracing the gradual adoption of a conoeption 

of art involving the deliberate maintenance of language as an opaque, 

autonomous order, Sartre offers a surprising mediation between these 
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two extremes. For whether or not one accepts his account of Flaubert's 

infant backwardness, the importanoe of the area he foouses upon could 

hardly be denied. Everyone knows, through hearsay or the most summar,y 

acquaintance with the Correspondanoe, about Flaubert's life-long 

struggle with "les affres du style". The struggle for expression is 

the well-known oontext of Flaubert's writing, interesting as the recur-

ent theme of his letters, and is also, as will often be illustrated 

below, a vital theme of that aotual writing. Language,then, is the 

point of interseotion of many approaohes to Flaubert, and the general 

aim of this section is to set Sartre's argument, (that a negative 

relationship to language becomes a positive one to style), in the 

more general context of Flaubert's own exposition of the problems of 

language and expression, (in his letters and his works), and to show 

finally how other oritics, in a very different perspective, have 

arrived at oonolusions remarkably similar to those of Sartre. 

The image of the dumb man foaming with rage, "Serai-je oondamne 
. 

toute rna vie a etra comma un muet qui veut parler et ecume de rage?"(176), 
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hinting at a link between fits and dumbness, is interesting evidence 

for Sartre's argument that Flaubert's''epilepsy'' originated in an initial 

"mauvaise insertion" into the 'World of language(l77). The idea originates 

in the Souvenirs of Caroline Commanville, Flaubert's niece, who, since 

she omits any mention of Flaubert's epilepsy, is unlikely to be inventing 

or exaggerating the importanoe of the child's suspected idiocy~ If any

thing she is probably playing down her three pieces of evidence(l78). 

The first, that Sartre makes a key event in his reconstruotion of 

Flaubert's childhood, is the fact that he was several years behind his 

age in learning to read, and that for some time he vas actually thought 

by his family to be backward. It 'Would seem that he could never understand 

'What was required of him, that words on the page simply meant nothing to 

him,and that attempts to teach him would merely upset him. He finally 

did learn at the same time as his sister, who was four years younger, 

and 'We know from the first letter to Ernest that he could write by the 

time he was nine(179). Vme Commanville also describes his lif~long 

na!vete, partioularly apparent in ohildhood. Her example of old Pierre's 

"Va voir ••• & la ouisine si j'y suis", willingly carried out and explained 

to the oook in the same terms, whioh Sartre suggests is only an invented 

example of the way the family 'Would amuse themselves at the child's 

expense, is obviously also related to language. The final story of his 

hebetudes, liMa grand'mere m'a raconte qulil restait de longues heures un 

doigt dans sa bouohe, absorbs, l'air presque bete" suggests that his 

. passivity, for Sartre the controlling factor of his oonstitution, did 

indeed run disturbingly close to an almost psychotic autism(180). 

Sartre traces the setting in of the autistic pattern to Flaubert's 

mother. For reasons elaborated in typical detail, Flaubert, as a baby, 

is an unfortunate mixture of "mal aima" and "bien soigne"(18l). His 

mother at this stage badly wants a daughter, and is very disappointed 
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at the birth of yet another boy, yet because his birth is preoeded by 

the death of two brothers, his childhood is extremely overproteoted. 

Normally it is maternal love which fixes the objeotive categor,y of 

"otherness". A baby's first external experienoes are related to feeding, 

as relief from hunger beoomes linked with the assooiated pleasures of 

cuddling and watching the mother, the first environmental object which 

he will learn to distinguish trom himself(182). The first communication 

should be the reoiprocity of caresses, yet Flaubert's first "elan sexuel 

et alimentaire vers une chair-nourriture"(183) is never reciprocated 

by a warm caress. Not understanding the concept of active emotion, 

never pressed by any necessity to communioate needs, (because "bien 

soigne"), he fails to grasp himself as a subjective force with his own 

individual value and potential(184). To like oneself one must interior

ize another's affection and for Flaubert this absenoe of maternal warmth 

is directly felt as a subjective unease. (His life-long "ennui" is 

suggestively traced to his "non-valorisation ressentie", to "peine 

d'amour qui s'ignore"(185) ). 

In depriving the child of the connected categories of his own 

reality and external reality his mother's most significant crime is 

to deprive him of the affirmative use of language. For the child's 

linguistiC universe is precisely the social world of the family. But 

since his first experience of it is passive, with no needs, active 

affection or sense of his own worth to communicate, Flaubert misses 

~ut the vital step to understanding the function of language(l86). 

Sartre reasonably assumes that his failure to grasp the written word 

must be related to an earlier difficulty with the spoken one, the 

origin of Flaubert's belief that language is something already there, 

coming to him from outside(187), belonging to other people rather than 

serving as the instrument of his own attempt at self-expression, at 
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establishing a relationship between himself and the world. Of course 

he does learn to speak, yet even in assimilating language he never 

masters it as something of his own. He learns to understand what is 

said to him, to form sentences and reply, yet he never properly connects 

words with ever.yday life. Rather than referring to things and concepts, 

their meaning seems somehow embedded in them. This abilit" to decode 

a message without really understanding the content, as in the na!vete 

star" referred to above(188), is rather like having learned the rules 

of algebra without being able to apply them to solving mathematical 

problems. Language remains a law unto itself, a separate and self-

suffioient order. 

Inarticulaoy, which I shall di~cuss at length in ~ final chapter, 

in the form of an obvious linguistio disadvantage, is a striking feature 

of many major Flaubertian charaoters, from the seemingly dumb, illiterate 

Djalioh, and silent, incommunicative Giacomo (obsessed with books and 

the physical qualities of certain words but who can't read), through to 

such important characters in the mature works as Charles, Justin, 

Dussardier and Felicite. In fact it was through an interest in the 

evident theme of inarticulacy that I first became involved in L'Idiot 

de la famille, such that I would argue that without any biographioal 

interest at all, the disoussion of the topic is still relevant and 

interesting. And the vital point at this stage of Sartre's argument, 

namely the failure to understand the frame of referenoe of language, 

even if one completely rejected the account of its pathological origin, 

and took it as a deliberately assumed stance, is nevertheless an attitude 

to language illustrated by two outstandingly relevant remarks. The first 

is in a letter to Alfred Ie Poittevin, written in l845s 

"je m'etonne parfois d'entendre dire les choses les plus naturelles 
et les plus simples. La mot Ie plus banal me tient parfois en 
singuliere admiration. II y a des gestes, des sons de voix dont je 
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Here there is perhaps a hint of a cultivated attitude ("ecoute 

attentivementtl
) as Sartre himself will later suggest in using it as 

an example of the aesthetio attitude to language(190). But even more 

pertinent is the digression on the man who works the telegraph in 

Par les Champs et par'les Greves, whioh Sartre does not himself quote(19~: 

"Quelle drole de vie que celIe de l'homme qui reste 11, dans 
cette petite cabane 1 faire mouvoir ces deux perohes et a 
tirer sur ces fioelles; rouage inintelligent d'une machine 
muette pour lui, il peut mourir sans conna1tre un seul des 
~venements au'il a ap~ris, un seul mot de tous ceux qulil aura 
dits ~ ••• -,Un peu plus, un peu moins, ne sommes-naus pas tous 
oomme ce brave homme, parlant des mots qu'on nous a appris et 
que nous apprenons sans les comprendre."(192) 

Learning language without understanding can only mean learning 

by heart. Thus Charles, who.1 however hard he listens to his medical 

lectures)can make nothing of the content, soon passes his exams once 

he resorts to learning them "parrot-fashiontt (193). Which of course 

introduces Loulou, who learns a set of phrases whioh are repeated with 

no regard as to their content(194), just as his mistress F8licit~ 

learns the catechism, which she cannot understand, by hearing it 

repeated(195). In general it is the case that the more exactly a phrase 

is repeated, the less likelihood there is that it has been assimilated 

and properly understood, and the connection betWeen not-understanding 

and repetition will be significant to the discussion of the final 

chapter(196). 

There are actual references to listening to incomprehensible 

foreign languages, as in the early part of Salammbo(191), and the 

Voyage en Orient, where the reader is subjected to Flaubert's habitual 

experience by the use of strange-sounding foreign words(198). In 

L'~ducation sentimentale Frederio pioks up nothing from his law lectures 
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but the monotonous sound of the lecturer's voice(199), and if he is 

frustrated by the ridiculous Spaniard at the "Club de l'Intelligence"(20q, 

he sometimes actually spends an hour listening to a Chinese lesson at the 

College de France(201). Bouvard and Peouohet rival this by attending 

an Arabic lesson at .the same establishment ("et Ie professeurfUt 'tonne 

de voir ces deux inconnus qui tachaient de prendre des notes"(202) ), 

Flaubert has obviously deliberately picked the strangest possible 

languages to the French ear. The experience of listening to any language 

is often conveyed in a confused, fragmented way. At the "Comices 
. 

agricoles" M •. Li euva in , s voice "vous arrivai t par lambeaux de phrases'~03), 

and a gathering at the Dambreuses' is experienced by Frederic as so many 

disjointed phrases: 

"- Ah bahl 
- Ehl ehZ" (204) 

For Giacomo, on a Sunday walk through the town, language is quite liter-

ally experienced as a baffling string of noises: 

"il ramassa dans la route quelques bribes de phrases, quelques 
mots l quelques oris, mais il lui semblait que c'etait toujours 
Ie me me son, la meme voix, c'etait un brouhaha vague, confus, 
une musique bizarre et .bruyante qui bourdonnait dans son cerveau 
et l'acoablait."(20S) 

But against this shattering experience of being unable to read 

meaning into sound, Flaubert actually builds up an enjoyment of the 

precedence of sound over meaning. Often it is the fascination of the 

voice of a loved one which makes meaning irrelevant, "Maria se mit a. 

parler. Je ne sa is ce qu'elle dit, je me laissais enchanter par Ie son 

de ses paroles"(206), and when Maria desoribes her artistic tastes we 

are not told ~ she says, but only the way in which she says it(207). 
, 

When Emma and Leon return from a visit to her baby "les paroles qulils 

se disaient" funotion only as sounds in a careful juxtaposition of the 

rhythm of their footsteps, the sound of the voices and the rustling of 
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Emma's dress(208h in the first ~duca.tion sentimentale, at the height 

of Henry and ~milie's love: 

"Quand il parlait, elle se taisait et ecoutait Ie son de sa voix, 
comme on ecoute chanter, sans chercher Ie sens des mots quand la 
musique est belle."(209) 

The reference to the irrelevancy of meaning 1n music will obviously be 

signifioant to Flaubert's overall aims, and alrea~ in this novel Jules 

seems to abandon discussion and verbiage for a musical conception of 

language, since "la justesse d''tme note ne se critique pas"(2l0). 
, , 

When MIne Arnoux, showing Frederic around the factory, uses an ugly 

word (ltpatouillards") to explain a piece of machinery, he is shocked 

and finds it somehow wrong(2ll). The fact that the content is correct, 

that it is speoi£,ying a meaning, does not come into consideration. In 

faot, where Melie listens to the play readings in Bouvard et Pecuchet, 

it is her laok of comprehension which largely creates her enjoyment: 

"La petite bonne s'amusait sans y rien oomprendre, ebah1e du 
language, fascinee par Ie ronron des vers .. "(2l2) 

Words tend to go their own way, quite happily as objeots in their own 

right, taking on a material existence such that they can aotually be 

watched coming out of the speaker's mouth: 

"Je l'avais eooute avec avidite, j'avais regarde tous les mots 
sortir de sa.bouohen (213) 

"je regardais les mots qui sortaient de ta bouche, je te consid
erais avec etonnement"(2l4) 

and even more explicitly, where FrederiO listens to Mme Arnoux at her 

first dinner: 
• ~ ~ A 

"Chaque mot qui sortait de sa bouche semblait a Frederio etre 
une chose nouvelle, une dependance exclusive de sa personne"(2l5). 

In a less celestial oontext, one ghastly sort of weaponJinvented during 

the siege of Carthage, suggests a macabre parody of the material power 

and life-of-their-own of wordsl 



"Ces atrooes projeotiles portaient des lettres gravees qui 
s'imprimaient dans les ohairs; et, sur les oadavres. on lisait 
des injures, telles que pouroeau, ohacal, vermine, et parfois 
des plaisanteries: attrap~l ou je l'ai bien merite. tt (216) 

~ 
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Aooording to Sartre, Flaubert's essential alienation from himself 

operates through language precisely beoause he oontinues to see words 

from the outside, as things, even when he produoes them himself. He 

sees that language operates in him, yet does not feel personally instru

mental in the operation. "1 oe niveau, Flaubert ne croit pas qu'on parle:, 

on est parle"(2l7). Beoause his subjeotive awareness is passive and 

vegetative (ttpur ecoulement supporte"(218», and never expressed, it 

seems to him quite unconneoted with language. His first hebetudes, a 

disturbing sign that something has gone wrong with his language aoquis-

ition, are presented, in Quidguid Volueris,as incommunicable eostasies(21~ • 
• 

Assimilating language seems to be presented as the transition from 

nature to culture, an abdioation of inborn poetr,y, with childhood as an 

animal category of which culture is the negation(220). Sartre insists of 

course that this sense of a schism between the inner life and language, 

between the intuitive and the discursive, though not just a Romantic 

cliche, (since Flaubert really seems to have seen his childhood in this 

way), is nevertheless not a precocious insight, but a ohild's strange 

adventure, since there is no real incommensurability of the two orders(22~. 

Since such experiences are not verbalised, Flaubert does not reo-

ognize himself in adults' linguistic operations upon him. He believes 

that meanings only pass through him and that others always decipher him, 

(unaware that for him as for everyone "Ie depassement vivant du veou"(222) 

is the foundation of signification). Designated by strange sentences, 

he assumes that this "realite autre" is his true reality, even though 

it does not seem to relate to his feelings, alienating his obscure sense 

of existing to what he believes to be other people's (and especially his 
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father's) knowledge of him." (Sartre would say that in only understanding 

himself as an objeot for other people Flaubert fails to grasp the 

reoiprooity of the other's guarantee(223) ~ At the age where everyone 

speaks, Flaubert is still at the stage of imitating speeoh, for speech 

is an aot of intellection which this passive child oannot aooomplish, 

(as is learning to read, whioh brings the problem to a head). The child 

has to be trained to speak, oarr,ying out, trustingly, an activity the 

point of which only the trainer understands. 

Sartre makes the fascinating suggestion that it is this relation

ship to language," L' amour enseigne, s' il fait defaut, c' est Ie dressage" 

(224), that lies behind the ourious sympat~ for animals which Flaubert 

often rafers to: "les fous et les animaux z:: .;Jje les comprends C .. ..! j 'entre 

dans leur monde"(225). He shares their nostalgia because he too is 

domestioated. For domestioated animals, living in olose pro%i~ity to 

humans, language is the major frustration. They are talked about, even 

spoken to, given a half-understanding of language which suggests what 

it might be to be human, yet such a possibility is implicitly denied 

them. This, for Sartre, is the reason for the boredom of domestic 

animals, the oontaot with culture spoils their natural life for them. 

The episode in Madame Bov&ry, where Emma discovers the bored melanoholy 

of her pet greyhound, certainly supports this belief in Flaubert's 

feeling for the boredom of animalsl 

"Puis, oonsiderant la mine melanoolique du svelte animal qui 
baillait avec lenteur, elle s'attendrissait, et, Ie comparant 
, .. 'Ii ' a elle-meme, lui parlait tout haut, oomme a quelqu'un d'aff ge 
que leon oonsole "(226), 

and the famous dog of the first tduoation sentimentale assumes human 

qualities preoisely through an exemplary display of boredom: "un homme 

n'eut pas soupire aveo \D'1 ennui plus douloure~(227). 

The naming oeremony remains a grown-ups' privilege, yet Flaubert 
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must have some sort of sooial relation. This oan only be one of belief. 

Adults' signs must be aocepted on faith:"Socialise, il est habite par lao 
, 

pensee des autres, il subit oomme une oroyanoe oe qui est leur assertion" 

(228). What others say is affirmed ~ him but not ~ him. Thus in dis

turbing his relationship with language his mother has also disturbed 

his relationship with truth. It is beoause the verbal act remains 
.. 

suspeot in him that Flaubert will never express what he feels nor feel 

what he expresses. His gestures and aotions organize the~selves in him 

as what others want him to be or as what he would like to be for them. 

But to be felt as true his emotions need to be designated by witnesses, 

they oan only seem genuine if they oonvince others. Thus the father, the 

important sooial objeot who might have resoued the ohild from autism, by 

refusing sinoerity to his nalans de tendresse"(229), in faot reinforoes 

his derealization. For since his father holds his truth and necessarily 

"a raison oontre lui"(230), his saroasm derealizes the ohild's behaviour, 

turning him into a permanent impostor, without however telling him what 

he really is. 

Flaubert aocepts this principle of authority for so long that onoe 

he finally gets suspicious, instead of learning to judge for himself 

and to assess the oontent of statements, he simply stops believing 

altogether. Whereas his one-way belief might have been rejected for a 

reoiprooity in fact the other just loses his authority. He will never 

entirely believe either what he says himself or what others say to him. 

"II n'y a ni idee vraie ni idee fausse. On adopte d'abord les 
ohoses tr~s vivement puis, on re"f1echit, puis on doute et on 
reste laM (231). 

Bouvard and Peouohet's alternations between na!veta and suspioion: 

It-t'arborioulture pourr~it etre une blaguel 
- Comme Itagronomiel repliqua Bouvard.tt (232) . ' 

nioely illustrate Sartre's prinoiple, but Flaubert is doomed not simply 

to soeptioism about the other, but more seriously to insinoerity 



in what concerna himself, for his insincerity is the lived form of his 

derealization(233). 

The eternally "joue" aspect of Flaubert's character, (the roles, 

the lauRh, the heavy humour and ironically adopted cliches), is 
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brilliantly hiRhlighted by such an analysis. It is this facet of Flaubert 

which intrigues and frustrates the Goncourts. On 2nd November 1863 his 

opinions are declared quite simply insincer~on 3rd May 1873 it is his 

fury at being so ordinary, at his bourgeois resemblance with everyone 

else,that he seeks to hide by "toutes les idees re9ues et acceptees" (234). 

But the following descriptions perfectly sum up the ambiguity: 

"Flaubert a toujours un peu de cette vanite la ~ acting for 
others-1 ce qui fait gU'avec une nature franche, il n'y a 
jamais une parfaite sincerite dans ce qu'il dit sentir, souffrir, 
aimer."(235) 

"ll y a dans Flaubert de In conviction et de la bla.gue melees. Il 
a des idees qu'il a, des idees qu'il force et des idees qu'il 
joue."(236) 

One is reminded of Barthes' characterization of Flaubert's irony 

as "frappee d'incertitude", operating what he calls "un malaise salutaire 

de l'ecriture", because one cannot tell if he is responsible for what 

he is writin~(237). Irony will be discussed in a different perspective 

in the next chHpter, but what is interesting for the moment is that 

Sartre, uho himself speaks of "une grin<tante ambigu!te jamais rencontree 

jusque-la dans Ie roman europeen"(238), traces this to a real malaise. 

The reader cannot situate himself comfortably in relation to characters 

preci~el:v bocau~e they Hore created in dincomfort, and bocau3e Flaubert 

i9 not sure, ~ui te literally, n("tIi parle?" (;:>39). In tryinp: to f7,ain some 

consistenc:v for his incondntent affection::;, by writing them down and 

grasping them as "other", Flaubort only encapes disinteP,ration by 

personalizing himself as he whose job it is to transcribe the voices 

he hears. For reduced to monolop,ue, speakinR alone, he neither knows 
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who is speaking in him nor to whom, nor what in him really means(240). 

The vehicle of this verbal malaise is in fact his voice, which 

seems both to escape him and to give him away. In a suggestive dis

cussion of Flaubert's relationship to his ~oice, ~artre supposes that 

acting was seen as an opportunity to reappropriate his being by fascin

ating others with his voice. When this vocation is frustrated and he 

passes to writing plays and a weekly journal, he remains for ever alien

ated from his voioe, fixed at the oral stage of discourse. Sartre pro

poses viewing Flaubert's whole creative project as a polyvalent relat

ionship to his voice, from the rhetoric of the early works to the 

"refused eloquence"(24l) of the major novels. 

Writing in fact was always regarded as an audio-visual medium. 

The insistence upon reading his work out aloud to himself as he writes 

it (ngueuler des phrases") is more than a stylist's quirk, indeed 

reading his works out aloud to his friends seems always to ,have been 

the supreme moment for Flaubert, rather than publication. Though the 

reader will ~(esuJh~b'~ ~~e his eyes, being most unlikely actually 

to use his voice, the pun would be a good example of the w~ the reader 

can be forced into an at least imaginary read~aloud. For the essence 

of the pun is that it does not work if just spoken or just read - one 

has to imagine the missing dimension, and in the written pun the reader 

works the two meanings by reading the words out loud in his head. (The 

pun is also of course a good example of language which is a law unto 

itself, an easily grasped illustration of what a passive experience of 

language must be like, since unintended results may be produced through 

one, yet "all on their own"). 

Although his perspeotive is so very different, Barthes' analysis 

of 'La Voix du texte' in S/Z is actually rather relevant to this dis

cussion of Flaubert's voioe. Barthes sets out to demonstrate that writing 
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cannot be a communication of a message from author to reader, since 

the voice of the text,the interweaving strands of "speaking" codes, 

is precisely the voice of the reader. His examination of minute detail 

is designed to show that the text works basically'.in the interest of 

the reader, who lends his voice as if by proouration. The reader is 

called upon to produce the text, almost as if the writer were taking 

dictation from the reader(243). Barthes shifts his emphasis in La Plaisir 

du texte, and here ends with an interest in the voice and the audiO-. 

visual,"rl thin his context of an erotic "jouissance" (244). The final 

point of Sartre's discussion is actually to suggest that one of Flaubert's 

deepest intentions as a stylist is to find a written equivalent of oral 

seduction. While Flaubert always tends to "talk" in his letters (tlCausons 

un peu"(245)eto.), in suoh a way that the meaning in faot seems a 

marginal intention, in the novels too it is paradoxically the very 

refusal of eloquenoe whioh is at the basis of the seduction attempt. It 

is likely that Flaubert seeks to induce the same ecstasy that he himself 

felt before certain works or sentenoes(246): 

"Des phrases me font pamer" (241) 

"Des phrases qui me ravissent" (248) 

of which the following are obviously examples: 

"Je donnerais toutes les. l&~endes de Gavami poU; oertaines 
expressions et ooupesdes ma1tres comme 'l'ombre etait nuptiale, 
auguste et solennelle' de Viotor Hugo, ou ceci du president , . 
de Montesquieu: 'Les vices d'Alexandre etaient extremes oomme 
ses vertus. II etait terrible dans sa oolere. Elle Ie rendait 
oruel." (249) 

The latter "gem" is surely the model for Flaubert's own extensive use 

of the tripartite asyndeton, for example: 

"On avait reoonnu Iaokanann. Son nom oiroulait. D'autres 
acooururent." (250) 

But this positive solution, hinted at by the erotio fasoination 

of voioes illustrated above, is as yet only a distant possibility. For 
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if the answer will be the deliberate intensification of the materiality 

and autono~ of language, for the time being its divorce from any pract-

ical function simply makes it stupid. The way stupidity becomes an 

integral part of Flaubert's aesthetic, (through its ability to induce 

the aesthetic attitude), will be discussed in the next chapter. For now 
I 

reference need only be made to Sartre's highly original (and much needed) 

analysis of "la Betise" (25l), a difficult conoept originating as a 

quality of language, whioh might be oharaoterized by a refusal to 

syntheailSe. Stupidity is essentially an attitude making things stupid,. 

powerful because no position oan be adopted to combat it. {If anything, 

it was evolved as a bulwark against the father's oorrosive "raison 

analytique"). IdentifYing it has nothing to do with formulating a more 

sensible alternative view, of opposing preferable opinions to the silly 

ones of the bourgeoisie. Intelligenoe is not only not used to break it 

down, or as a plain alternative, it is actually offered as a sub-species 

of stupidity itself. In my final chapter, where "stupid" oharaoters will 

be disoussed along with inartioulate ones, I shall demonstrate the cont-

inuity with which Flaubert, from his earliest works through to his last 

one, undermines not only verbosity and pedantry, but the intellectual 

attitude in general. Herein lies all the subtle difference between a 

Balzacian bourgeois fool like Celestin Crevel and M. Homais. For as 

Sartre shows in an outstanding analysis of Homais(252), Flaubert's 

master-stroke is to make Homais the inoarnation of intelligence(253). 

The best-known repository of stupidity, and precisely of stupid 

language, is the Diotionnaire des idees reques. Cliohes are an example 

of language whioh is not a spontaneous response to the world, whioh is 

not lived but given. It was inevitable that suoh an attention to cultural 

language made natural and eternal(254)·should have been considered by 

modern oritics(255) in the oontext of the proliferating interest in 
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literary and sooial forms of the "stereotype" whioh has grown out of 

Barthes' MYthologies(256). The consideration of cliches within the 

general area of "intertextualitT' is bound to lead to interesting 

analyses of Flaubert's exoessively oitational style(251). Yet it seems 

to me that one should move oautiously in too read~ly offering Flaubert 

as an admirable example of the "undoing of the stereotype", (as,for 

example, in Christopher Prendergast's exoellent a~ticle(258) ). 

The analyses of MYthologies define and take apart petit bourgeois 

ideology and rhetorio in a way far-removed from Flaubert's joyful and 

"stupid", (in the sense defined above), repetition of them. Flaubert 

certainly plays with the stereotype but I wonder if he can be said to 

"undo" it. Sartre suggests that the Diotionnaire shows his awareness of 

the cliche to be diffuse and oonfused, he feels it ever,rwhere yet it 

esoapes him. Beoause his passivity makes him unable to take an objective 

viewpoint on himself or even on others, Flaubert is quite unable to 

define his olass ideology. The intention is there but the entries are 

not well ohosen, sinoe the dimension of critioal aotivity is denied 

him(259). Of course it is not oertain that the intention is there, sinoe 

Flaubert so often deliberately adopts the "stupid", aesthetic attitude 

to banal language. But Sartre is probably right that he would be unable 

to do anything else. 

It is here that a comparison with Barthes' obsession with stupidity 

and "la doxa" beoomes partioularly interesting, for it seems to me that 

it has been largely reinforced by his own reading of Flaubert. Thus the 
.. 

entr,y in Roland Barthes par Roland Barthes, "De la betise, je nlai Ie 

droit', so closely resembles what he says about Bouvard et Peouohet in 

S/Z, ("comment epingler la betise?"eto. (260», that wi thcut mentioning 

Flaubert it is olearly Flaubertian in inspiration. In faot it captures 

the spirit of Flaubertian stupidity so aptly that I quote the whole 

sections 



"D'un jeu musical entendu chaque semaine a F.M. et qui lui 
f' .. .. 

para1t 'bete', il tire oeci: la betise serait un noyau dur 
et insecab1e, un frimitif: rien a faire pour la decom~ser 
sOientlfiguementsi une analyse soientifique de la betise 
etait possible, toute 1a TV s'effondrerait). Qu'est-elle? 
Un sp!ctacle, une fiotion esthetique, peut-etre un fantasme? 
Peut-etre avons-nous envie de nous mettre dans Ie tableau? 
C 'est beau, c 'es.t suffocant, 0 'est etrange, et de 1a betise 
je n'aurais Ie droit de dire, en somme, que ceci: qutelle me 
fascine. La fas~ination,ce serait Ie sentiment juste que doit 
m'inspirer la betise (si on en vient a prononcer Ie nom): e11e 
m'etreint (el1e est intraitable, rien n'a barre sur elle, elle 
vous prend dans Ie jeu de la main chaude)."(26l) 
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At the same time, from Barthes' point of view, it seems to me thoroughly 

insinoere. For while one suspects that Bouvard et Pecuchet is the novel 

that Barthes would have liked to have written himself, and although he 

may now prefer to share Flaubert's aesthetic fascination with stupidity, 

still, in y§thologies, he has shown himself perfectly capable of decomp

osing it "scientifiquementtt
, indeed "semiologiquement"(262). One can 

perfectly imagine an entry in ~ythologies wherein Barthes would have 

put his subtle finger on all that was going on in the silly musical quiz 

which sets off the above meditation. His attitude here, if amusingly 

helpful to our attempt to understand Flaubertian stupidity, is surely 

a deliberate renunoiation of outstanding analytic powers(263). 50 I 

think one has to be wary of generaliZing Sartre's point that intelligence 

is a useless weapon against stupidity, and actually gets in the way. 

Indeed if the Goncourts were quite unable to define such manifestations 

as the Garyon, 5artre has shown himself quite adequate to the taskl(264) 

Whereas what was once felt to be merely complacent satire of the 

bourgeois'ie has been raised to an important phenomenon of intertextuality, 

the permanent preoccupation with cliches remains essentially a familiar 

and obvious manifestation of Flaubert's linguistic unease. For if by 

Bouvard et Pecuchet the problem has been neutralized by its SUbmergence 

in a text which is virtually all citation, the status of the content of 

cliches requires some consideration. 



As has been shown, language itself seems to operate in the 

manner of a never-ending oliohe: 

"non oomme un ensemble struoture d'instruments qU'on assemble , 
ou desassemble pour produire une signifioation, mais oomme un 
interminable lieu oommun qui ne se fonde jamais nisurl'intention 
de, donner a voir ni sur l'objet a designer."(265) 

It seems to dominate'Flaubert to, the extent of organizing his thought 

for him, rather than the thought governing the words. Henoe a series 

of~seudo-thought~'are produoed whioh do not really belong to him, nor~ 

he imagines, do they belong to others who produce 'them. Yet there is 

a considerable problem with individual instanoes, as the phrase "pseudo-

thoughts" suggests. Flaubert's attitude to them is often ambiguous. He 

seems unable to decide whether to put faith in them or not, whether 

they are reducible to pure stupidity or whether perhaps they express 

a genuine reaction. 

Sartre maintains quite dogmatioally, in partioular in his discuss-

ion of the "Chemins de fer" entry in the Diotionnaire(266), that Flaubert 

judges oliohes on the purely linguistio level whereby they are often 

reduoed to ridiculous tautologies, and does not understand that the~ 

express a oommon s~ontaneous reaction, (that is amazement at the speed 

of a new form of transport). The conviotion behind the Dictionnaire des 

idees reQues is that words are firstly "vocables", secondly "liaisons" 

and only lastly "sens"(261). Certainly Flaubert's aotual handling of 

cliched oonversations testifies to this. Their content is largely 

irrelevant, what is most striking is the sound of the words and the 

voice (discussed above(26~ ), and the establishment of some sort of 

relationship, ("vocables" then "liaisons"). This is evident in the 

early conversations of Henry and ~milie in the first ~ducation, where 

contaot is established by outworn platitudesl "car ils etaient deja un 

peu amis, non par oe qu'ils s'etaient dit, mais par Ie ton dont ils se 

l'etaient dit"(269). There is an exact parallel in Madame Bovary: Emma 
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and Leon's commonplace conversation on sunsets and reading by the fire 

is heavily satiri~ed, but at the same time it is made explicit in the 

text that a genuine com"munication is taking place, such that the actual 

words used are not really significant: "une de ces vagues conversations ou 

Ie hasard des phrases vous ramene toujours au oentre" fixe- d tune sympathie 

communett (270). Such situations are to be found in all of Flaubert's 

novels, (their funotion will be reconsidered in the last chapter), but 

nowhere is the irrelevanoy of oontent so vividly underlined as in 

Felicita~ endless conversations with her parrot: 

"lIs avaient des dialogues, lui, debitant a satiate les trois 
phrases de son repertoire, et elle, y repondant par des mots 
sans pI us de sui te, mais ou son oceur s 'epanchai t • II (271 ) 

However, it is by no means always true that Flaubert considers 

the content of cliches irrelevant. Of the more pretentious variety of seem-

ingly unspontaneous expression he declares: "il n 'est pas encore absolu-

mentprouv& qu'il soit impossible d'aimer lao femme que Ifon appelle.!!. 

deita ou son bel ange d'amourn (272), and in the same work, (Par les 

Champs et par les Graves), he desoribes the reaction of a convict who 

had never seen the sea before: 
A • 

"'C'est ourieux tout de meme, qa donne tout de meme un aperyu de 
09 qui existe', appreoiation que j'ai trouvee profonde et sussi 
emue uar Ie "sentiment de Is chose meme oue toutes les expressions 
lyriq~es que jtai entendu faire a bien des dames."(273) 

The very well-known "chaudron fela" intervention in )!adame 13ovary, 

"comme si la plenitude de l'ame ne dabordait pas quelquefois par les 

metaphores les plus vides"(274), as a response to Emma's pathetic string 

of attempts to express her most genuine passion(275), is the olearest 

statement of the possibility of cliches conveying particularly deep-

felt emotion. A brief oomparative excursion into George Eliot is perhaps 

interesting at this point, for an evaluation of ~~. Caseubon's 

"passion" for Dorothea in Middlemaroh& 
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"No speeoh oould -have been more thoroughly honest in its intention:' 
the frigid rhetorio at the end was as sinoere as the bark of a dog, 
or the cawing of an amorous rook. Would it not be rash to conclude 
that there was no passion behind those sonnets to Delia which strike 
us as the thin music of a mandolin?" (216) 

In The Millon the Floss, a·conversation aotually on the subjeot of 

commomplaoe forms of expression, between Stephen and Maggie, also rings 

a typically Flaubertian note, 

"'ii, suppose all phrases of mere compliment have their turn to be 
true. A man is oooasionally grateful when he says "thank you". 
It's rather hard upon-him that he must use the same words with 
whioh all the world deolines a disagreeable invitation - don't 
you think so, Miss Tulliver?' 
'No', said Maggie, looking at him with her direct glanoe; 'if we 
use common words on a great oocasion they are the more striking, 
beoause they are felt at once to have a particular meaning, like 
old banners, or everyday clothes, hung up in a sacred place'."(211), 

for if Stephen's comment is reminisoent of Frederic's insincere linguistic 

seduotion of MIne Dambreuse "Elles LIes femmesJ se moquent de no us quand 

on leur dit qu'on les aime, simplementJ"(218), one oould almost imagine 

Mme Arnoux making Maggie's reply(219). 

This hint of a special funotion for cliohes ernergestoo in Flaubert. 

For-example even where he is less concerned with the intensity of the 

emotion expressed, a't one particular point in the first ~ducation where 

typioal bourgeois cliches are exploited for comic purposes in Henry's 

father, he nevertheless shows in the same work that he is aware that such a 

stook of expressions has a certain uses 

"Mais la posterite, qui contemple tout de profil et qui veut des 
opinions bien nettes pour les faire tenir dans un mot, n'a pas Ie 
temps de songer a tout ce qu'elle a repousse, oublie, omis, elle 
a saisi seulement les traits saillants des choses, puis, au risque 
d'incoherence ou d'absurdite, elle les a reunis soua un trait et 
fondus d.ans une seu1~ expression."(280) 

There is even a clear textual warning against misinterpretation: 

"Jules faillit tomber dans l'exces contraire, a force de voir 
chaque jour la faussete des jugements de la foule, 1a niaiserie 
de ses admirations et 1a betise de ses haines, il aurait admire 

<# , <# 1 ce qu'elle meprise et deteste ce qui la charme, s'i n'avait pas 
vu, Ie plus souvent, un.fond.d'utilite pratique pour l'avenir & 
toutes les idees plus ou moins justesqu'elle se fait sur Ie 
paris8~" (281) 



An excellent article by Crouzet on the "epio style" of Madame Bovary 

follows up this line of approaoh to cliohes. Though with an ironic 

slant that is hard to define, Crouzet offers them as part of the 

nation's linguistio heritage and of an almost epic tradition. The 

61 

epic is a repository of general values, of common feelings, attitudes, 

and expressions handed down from generation to generation. The 

Dictionnaire des idees reQues is therefore supposed to link the 

contemporary publio to its tradition: 

"l'epopee sera justement l'expression du litur~que dans l'homme, 
du rituel, la pensee et l'idea1 du 'on', la poesie de 1a foule, 
qui par son existence seule developve des 'formes de betise' aux 
effets incalculables; c'est Ie degre inferieur' du style et de 
l'homme, l'homme tout fait requiert Ie style tout fait'~our Ie 
chanter'(282) ~ ••• -1 par 1a aussi se verifie la parente de 
l'epique et du deja dit."(283) 

This leads us back into the realm of Flaubert's operation of the 

stereotype, but it is perhaps Flaubert's own use of cliched language 

in his writing that it is hardest to assess. The main problem of the 

Dictionnaire des idees reQues is of course that the irony is directed 

against many of F1aubert's own phrases and recurrent themes. Sartre 

suggests that his own ideas, developed in the correspondence with ample 

rhetorical movements,and the genuine product of hisreflexions, as lived 

from the inside, once discovered from the outside, in others, or after 

a time-lag in his own .writing, suddenly appear as cliches. Sartre 

gathers together an impressive anthology of cliohes, inane comments and 

generalizations, offered with apparent sincerity in the Correspondance, 

juxtaposed with strikingly similar entries ~n the Dictionnaire(284). 

However, where Sartre olaims that the "Dooteur" ent;ry ("Toujours preceder 

de 'bon ",) is simply a caricature of F1aubert's own tic ("ce bon Gautier", 

"ce brave parrain") (285), it seems just as likely that Flaubert always 

uses these phrases ironically. Where a partioularly hackneyed form of 

expression is used, its conveyance via "style indirect libra" often makes 
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i t impossible to be sure if· i t is the character's phrase or Flaubert' s 

own(286), and where it is openly assumed as his own, as in his letters, 

he takes care to point it out, as in Sartre's illustrations, for example 

"comme diraitM. Prudhomme"(287) and ttje declar~ •••. (~omme M. Prudhomme)" 

(288). In the first tducation sentimentale he builds an image on a 

cliohe and then justifies it ironicaily: . 

"De mama que Ie navire se laissai t pousser par Ie vent et tendai t 
la mer, elle se laissait aller au sourfle de l'amour qui lui 
faisait traverser la vie - comparaison qui n'est pas neuve, mais 
la ciroonstanoe l'exigeait, o'etait la sa place." (289) 

In the end Flaubert ~stities us in the same way as )me Dambreuse in 

the later ~ducation: 

"et, s' illui eohappai t des lieux communs, c 'etait dans une formule 
tellement oonvenue, que sa phrase pouvait passer pour une deferenoe 
ou pour une ironie."(290) 

The problem of Flaubert's attitude to his own use of words raises 

the whole question of his artistic struggles with language, his apparent 

anguished quest for perfection. There would seem to be a discrepancy 

between his fluency as a precocious(291) adolescent writer, and through-

out his life as a correspondent, and the devouring ttaffres du stylett 

which form the recurrent oontent ot that same oorrespondenoe. In fact, 

given some familiarity with Flaubert's ideals and the impossible tasks 

he constantly set himself, not to mention the vast amount of research 

that he seemed to teel obliged to undertake, it is not especially sur-

prising that his major novels should have taken him an average ot five 

years eaoh to write, and it strikes me as rather presumptuous to suggest 

that he could have written them more quickly. Nor is it partioularly 

surprising that in ohildhood Flaubert should be more anxious about 

saying lots ot things than about how he said them. 

Discussions of extraneous reasons for Flaubert'a ttdifficulte" 

have been frequent however. Maxime du Camp blames his epilepsy, claiming 

that this really caused a diminishment of his mental powers, whereas 
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Lemaitre, in an article significantly entitled 'La Paresse de Flaubert', 

suggests that his anguish is pretty much a pose, and that his idea of 

"atrocious labour" involved long hours of lying on his couch "thinking 

about itlt(292). The commonly held view, following Descharmes(293), of 

a discrepancy between a deeply su~jective "Romantic" brand of writing, 

and an impersonal!~ealistic" style in which Flaubert struggles to check 

his own personali~y, has been convincingly outargued by Roger Huss' 

thesis that the elements of distance and control in Flaubert's "mature 

aesthetic" are actually built upon faoets of his own temperament(294). 

Sartre too is implicated in Roger Huss' criticism of the received 

view of Flaubert's early spontaneity, for the second part of his ·,Du 

, , ' 

poete a 1 'artiste" section disousses a sudden change in his conception 

of literature(295). Sartre desoribe,s Flaubert here as a once lyrical 

writer with a belief in inspiration whose spontaneity is destroyed by 

a new demand for taste and "Ie reflechi" - the difference between the 

poet, defined by his ecstasy more than by its linguistic expression, 

and the artist, who produces a beautiful object. The crisis is felt, 

as by the narrator of Novembre, as a loss of originality(296). The 

characterisation of the early Flaubert as the most "irreflechi" of 

men is certainly strange and is not really discussed or backed up(297). 

Sartre relates this new desire"to be an artist" to Flaubert's 

belated discovery of his class and the crisis over c~oosing a career. 

The only way to change his "etra-bourgeois", since he cannot change 

the fact that he is a bourgeois, is to change his "etre" by finding 

an official "end" which escapes all class. He therefore wants to be 

"called" to an elite of artists. If he simply writes spontaneously he 

will only be a bourgeois and insincere writer, who anyw~y suddenly 

discovers that he has nothing original to say. He needs to be called 

as a genius, but has discovered that he is not one after all. In fact 
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he gets caught in a vicious circle when he tries to decide if patience 

and determination can replace genius. If they can, then noone is· called, 

and Flaubert oannot escape his class. But if people ~ called, then 

Flaubert obviously is not, and will always remain a second-rate writer. 

The only way out is to make patience and will-power the ~ of genius. 

That Flaubert really did this is oertainly backed up by the obsessive 

references to Buffon's "Le genie est une longue patience", and partic

ularly by the "je sais bien ••• mais quand meme" terms in which it is 

phrased a 

"Je ne orois pas que oe soit Ie genie, la patience; mais c'en 
est Ie signe quelquefois et 9a en tient lieu."{298) 

"Le mot de Buffon est un blaspheme, mais on l'a trop nie; les 
CBuvres modernes sont la. pour Ie dire." (299) 

"Ie genie n'est pas une longue patience. r,fa,is il a du vrai f: ... J 
de nos jours surtout." (300) 

"Plut a Dieu que Ie mot impie de Buffon rUt vrai! Je serais sUr 
dletre un des premiers."(30l) 

The life-long wager on patience and labour in fact seems to me Flaubert's 

real "Qui perd gagne", perhaps more than his wager on failure002), and 

another "je sa is bien" type comment to Louise Colet would make a fine 

epigraph for L'Idiot de la famille: 

"Comment, en supposant seulement que l'on soit ne avec une vocation 
mediocre (et si l'on admet avec cela du ~ugement~ ne pas penser 
que lion doit arriver enfin, a. force d'etude, de temps, de rage, 
de sacrifices de toute espece, a. faire bon? Allons donc! Ce serait 
trop betel La litterature (oomme nous llentendons) serait alors 
une occupation d'idiot." (303) 

The essential demand of art that "muoh work be put into it", is 

interesting preoisely as an example of the influence on Flaubert of 

the ethos of his own class, however hard he pretends to escape it. A 

non-productive writer who is not a genius would certainly not come in 

the bourgeois catalogue of permissible careers, and if Flaubert's ill

ness exempts him from the need to choose one, he nevertheless could be 

seen as a sort of oraftsman for whom language is the raw material from 



which he produces an object. The amount of hard work put into it just

ifies the perhaps gratuitous end, (which as Sartre so often shows, 

Flaubert needs as well), just as the rich businessman justifies his 

fortune with his migraines and ulcers. 
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This ooincides absolutely with Barthes t discussion of "Ltartisanat 

du style'~,in Le Degre zero de l,eariture(304). Here the matter is dis

oussed on the literary-historioal rather than personal level. Flaubert 

is seen as the major and typical example of a orisis and turning point 

in literary history (around 1850), brought about by the emergenoe of 

modern oapitalism. A whole generation of writers needs to justif,y itself. 

Anxious to assume to the full the responsibility for their tradition, 

recognizing that literature has lost its "valeur d'usagett
, they set 

about replaoing this with a "valeur de travail". Literature is saved by 

virtue of the work that has gone into producing it, labour indeed replaces 

genius as a value, and claims to arduous but loving craftsmanship become 

a form of ostentation. Society gladly accepts this self-confessed art, 

not for its dreams but for its methods(305). 

Naturally one would not expect Flaubert to be aware of explanations 

posed on such a general level, or at least if he were obscurely aware of 

them, he would not be able to admit them. Yet Flaubert seems to need to 

find reasons for his difficulty in producing satisfactory prose, and 

one might suggest that it is to this end that he erects a whole inherent 

problematic of language. For instance in ~ final chapter I shall suggest 

that the function of spoken language as an instrument of self-expression 

and communioation is consistently undermined. While Flaubert shows symp

athy for inarticulate characters there is uncertainty as to whether their 

problem is due to a psychological difficulty or the fault of language 

itself. On several occasions inarticulacy is described as ~ human 

weakness I 
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"Pauvre faiblesse humainel avec tes mots, tes langues, tes sons, 
tu parIes et tu balbuties; tu definis Dieu, Ie ciel et la terre, 
la chimie et la philosophie, et tu ne peux exprimer, avec ta 
langue, toute la joie que te cause une femme nue ••• ou un p1um
pudding!1t (306) 

The bathos at the end actually suggests despair rather than humour, and 

many statements which start on a general note end in similar desperation: 

"et cette impuissance a rendre tout cela est Ie desespoir eternel 
de ceux qui ecrivent, la mis~re des langues qui ORt a peine un 
mot pour cent pensees, la faib1esse de l'homme qui ne sait pas 
trouver 1 'approchant:", et a moi particu1ierement mon sternelle 
angoisse." (307) 

The most psychologically framed comments, such as the image of the dumb. 

man foaming with rage quoted earlier, strike a note of pure frustration: 

"II y a peu de positions aussi atroces" (308). Such statements would be 

important if only for their connection with the theme of inarticulate 

characters, or in following through the contradictions with which Flaubert's 

self-conscious exposition of the problems of language in an artistic 

context is riddled. But while I am arguing that one could by-pass the 

biographical problem, the tone of such statements, and their unsophistic-

ated expression in the early works, does I think suggest a personal 

relevance. The problem only ceases to be a personal one, (surviving as 

an important theme), when the unhappiness with language has been resolved 

by its positive assumption in a particular sort of writing. 

Never quite sure if it is only himself that cannot find the right 

words, it is safer to blame language itself. Clear statements of this 

attitude are most common in Memoires d'un Fou, Smarh and Novembre. Of 

oourse such statements fall into the category of a particularly familiar 

Romantic cliche, especially where the writer claims that his feelings 

are not of the same order as language: 

ItComment rendre par des mots ces choses pour lesquelles il n'y a 
pas de langage?"(309) 

"Pouvez-vous dire par des mots Ie battement du c~ur?"(3l0) 

"Est-ce que jamais des vers diront tous les miracles d'un sourire 
ou toutes les voluptes d'un regard?" (311) 
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with endless claims for the poet's superior sensibility, for the debasing 

of the infinite when poetry stoops to try to turn itself into language(312). 

But although this is such a thinly disguised Romantic commonplaoe, (espeo-

ially given its prevalenoe in the works most "Romantic" in inspiration), 

it can hardly be disregarded for this reason, for it fits so absolutely 

with the original relationship with language as desoribed by Sartre'a 

olaim that his childhood sense of poetry really is non-verbal in the same 

way as Djalioh's, that his hebetudes are cultivated as deliberately non

communicable ecstasies(3l3). Certainly Flaubert would be delighted to 

find his own experience, so pathological in the family context, generalized 

in literature into the poet's privilege. But Flaubert's obsession with 

the theme far outlives his imitations of Romantic literature. 

At this stage Flaubert is undoubtedly trying to convey his poetic 

ecst8$ies; only later will he see that his experience of language as a 

distinct order has aesthetic possibilities. Often he maintains that langu-

age aotually distorts what it is supposed to be expressing, as in Souvenirs, 
, 

Hotes et Pennees intimes: 

"II Y a un axiome assez bete qui dit que la parole rend la pensee 
- il serait plus vrai de dire qu l e1le 1a defigure. Est-ce que vous 
enoncez jamais une phrase comme vous la pensez? ~crivez-vous un 
roman comme vous.l"aurez conC}u?" (314) 

This is perhaps veIl-known as an important theme of Madame Bovary. Emma 

and Leon, in the early days at Rouen, distort their thoughts on their 

first passion by defining them, "D'ailleurs, 1a parole est un laminoir 

qui allonge toujours les sentiments"(315), while Emma is of course oonst-

antly misled by language: 

nEt Emma cherohait a savoir ce que l'on entendait au juste dans la 
vie par les mots de felioite, de passion, et d'ivresse, qui lui 
avait paru si beaux dans les livres." (16) 

In the light of this, her mother-in-lav's attempts to stop her from reading 

have some signifioance(3l1). The distorting powers of language obviously 
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relate to the now familiar argument of the way language seems to operate 

in Flaubert to the extent of controlling his thought. 'But ,more normally 

words are quite simply. such a feeble eoho of the thoughts that they seek 

to convey that the poet eventually prefers not to bother. The first-person 

narrator of Novembre apparently gives up because the resources of language 

have run dry,"Il faut que les sentiments aient peu de mots a leur servioe, 

sans oela Ie livre se fut acheve a la premiere personne"(3l8), and the 

final decision on the matter might be given to the would-be poet Smarh: 

"tout ce que j'ai de plus poetique a vous dire est de ne riendire lt (3l9), 

since Flaubert, it will be shown, could be seen as taking such advice quite 

literally, if in an unexpected way. 

In Souvenirs, Notes et Pensees intimes, Flaubert brings the problem 

of expression to the level of the much disoussed connection between form 

and content: 

"vous ne savez rien de tout oela parce qu'il n'y a pas de mots 
pour Ie dire - l'art n'est autre chose que cette strange traduction 
de la pensee par la forme."(320) 

This statement is often quoted, usually by those who wish to take it at 

face value. In fact although the strictly formal perspeotive on Flaubert 

is surprisingly recent, the lip-service which has always been paid to his 

concern for style usually appears in the shape of hazy definitions of the 

relationship between form and oontent, as in the meaningless formula pro-

vided by Peroy Lubbock:"The best form is that whioh makes the most of the 

subjeot- ther~ is no other definition of the meaning of form in 

fiotion',' (321). The extremely prevalent "mot juste" myth, largely started 

by Maupassant: 

"Quelle que soit la chose qu'on veut dire, 11 n'y a qu'un mot 
pour l'exprimer, qu'un verbe pour l'animer et qU'un adjectif pour 
la qualifier. II faut donc ohercher, jusqu'a oe qu10n les ait 
decouverts, ce mot, ce verbe et oet adjectif, et ne jamais se 
contenter de l'a-peu-pres: ne jamais avoir recours a des super
cheries, meme heureuses, a des clowneries de langage pour evlter 
la, diffioulte." (322) 
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is continued by Auerbach's influential claim that Flaubert's artistic 

praotioe relies on a oonviotion of the "truth of language, responsibly, 

oandidly and carefully employed"(323), and Stratton Buck, a well-meaning 

defender of Flaubert against Leavis-type aoousations of amoral aesthetio-

ism, follows Proust's view~ that Flaubert's stylistio innovations have re

newed our vision(324), with his insistence that the interest in form isnot 

"subtle hyper- -;esthetioism fenoing with words and sounds LbutJ 
the struggle of a responsible artist to give the fullest possible 
expression t~ his vision of the truth." (325) 

! 

So many oritics now agree that Flaubert was never tr,ying to render 

a vision, a world-view, or any sort of pre-existing reality, but was oon-

cerned with language as an opaque entity in its own right, that the above 

sort of definition has been somewhat discredited. This of course has 

oQfJurred in the context of a thoroughgoing rejection of the idea of any 

literature as representation or expression, a view which will more 

appropriately receive consideration from the theoretical point of view 

in the next chapter, (in justifying a formal approaoh to Flaubert and 

looking at modern pronouncements on "realismtt ), for it surpasses the 

desired scope of the present discussion. Brief reference is however help-

ful to the old problem of form and content. 

~he general structuralist position is an outright rejection of the 

distinction in favour of treating oontent as a form, and form as a system 

of '''articulations". In his article' Raisons de la cri tiaue pure', Genette 
-

usefully applies to literature Hjelmslev's linguistic distinction between 

form and substance(326). Substance includes both the inert mass of extra

linguistio material (substanoe of oontent) and the means (phonic or other

wise) used by language (substance of expression). What constitutes 

language as a system of signs is the way in which content and expression 

are cut up and structured in a global reciprocal relationship, determining 

a joint appearanoe of the form of the content and the form of the expressio! 
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Thus form and content are no longer understood as a simplistic opposition 

between words and things, language and life, but content and expression, 

both elements of substance, are both articulated (cut-up) by form. This 

redefinition of form is essential, for whereas Russian Formalism, because 

of its attention to poetry, seems to have been a.ccused of just "counting 

feet", 
~ 

"un formalisme tel que no us l'envisageons ici ne s'oppose pas a 
une critique d~ sens (il n'y a de critique que du sens), mais a 
une critique qui confondrait sens et substance, et qui negligerait 
Ie role de la forme dans Ie travail du sens." (327) 

Being openly formal does not mean staying on the surface, since only the 

supporters of representation believe that form lies on the surface, and 

style is defined a.s cutting across both ''technique' and ''vision", neither a 

simple sentiment, (expressing itself as best it can), nor a simple manner 

of speaking (which would express nothing), but precisely a f2.!:!!!., "une 

maniere qu'a Ie langage de diviser et d'ordonner a. la fois les mots et 

res choses"(328). 

In suggesting, in "Flaubert et la phrase', that Flaubert's endless 

struggles with the sentence involve a "linguistics" rather than a "stylist-

ics" of correction, Barthes shows clearly the way in which any idea of 

style as the last ornament of ideas is redundant for Flaubert, for whom 

writing and thinking are all one(329). In his very dense article 'Style 

and its image', he generalizes such a position, in pressing the argument 

that structuralism ~ attack the work at the level of semantics, although 

it is the forms and organizations of content which it seeks to apprehend, 

he directly relates this view to traditional ideas of style. Again the 

text is not a binary structure of content and form, whereby an outer styl-

istic film can be stri~ped off to reveal oontent, for such stri~ping off 

reveals only another form, another layer(330). Whereas a text was previous-

ly seen as a fruit like an apricot with the flesh as the form and the nit 
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of layers, (or levels, or systems), whose body contains finally no kernel,· 

no heart, no secret, but only the infinity of its own envelopes(33l). 

And yet in beginning this discussion of the particular image of 

style(332) which opposes content to form, although he will go on to say 

that the error consists in beginning the strippin~off of style too soon, 

Barthes admits of this view "There is no doubt that it contains a certain 

irreducible grain of truth"(333). This interesting admission perhaps 

allol's us to see not only why the "image" is still so widespread, but also 

1-ihy Flaubert himself should have given credence to it. In affirming that 

Flaubert is extremely incoherent about what he means by '!style", Genette 

rejects the Corre~dance as a source of information(334). For if the 

letters leave no doubt as to Flaubert's passion for writing, his theor,y 

cannot be found there, since the only unambi~ous statement on style is 

that it requires atrocious labour. Indeed the partisans of both the 

formalist a.nd the "mot juste" camps can (and obviously always will) find 

plenty of Flaubert's own comments to back up their view. And although I 

would like to suggest that recourse to the works themselves, and even an 

overall assessment of the ~esoondance backs u~ a for~alist approach, it 

is clearly true that collected together Flaubert's own pronouncements upon 

style are thoroughly contradictory. 

Nor does it hel~ to attempt to sort them out chronologically, for 

a 19tter ~Titten to George Sand as late as 1876 is an amazing example of 

Flaubert's muddled intimation~ of his own activities. 

"Je orois que l'arrondissement de la phrase n'est rien, ~ais que 
bien scrire est tout, parce que ~ien scrire c'est a la fois bien 
sentir, bien penser et bien dire'(Buffon). Le dernier terme est donc 
dependant des deux autres, puisqu'il faut sentir fortement aftn de 
penser, et penser pour exprimer £: .•. J . . . 
Enfin jeorois la forme et Ie fond deux subtilites, deux entit's 
qui n l()Ci<>.re"t-'jamais 1 ~une sans I 'autre.' -
Ce souci de la beaut'. ext'rieilre que vous me reproohez' est 
pour moi une m'thode. Quand je d'couvre une mauvaise assonance 
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ou une repetition dans une de mes phrases, je suis sYr que je 
patauge dans Ie faux. 1 force de chercher, je trouve l'expression 
juste, qui etait la seule et qui est, en meme temps, l'harmonieuse. 
La mot ne manque'jamais quand on possede l'idee."(335). 

Here we find confused the idea of "mot juste" as perfect expression of an 

ide~and as the only suitable word to fit into the overall structure, 

conceived as an arrangement so delicate that changing one word might mean 

changing several pages(336). In fact it covers the three strains in 

Flaubert's thinking on the subject, of which the first, attributed various-

ly to Boileau, Buffon and Goethe(337), seeks adequate rendering of an'~dea') 

and places faith in clarity and concision of thought: 
.' I ~ 

"Si vous saviez preoisement ce que vous voulez dire, vous Ie 
diriez bien" (38) 

"il est fort difficile de rendre clair par les mots ce qui est 
obscur encore dans votre pensee"(339) 

"La difficul te est de trouver la note ~ust). Cela s 'obtient par 
une condensation excessive de l'idee" 340 • 

This merges into the second notion, that form and idea cannot be separated 

at all: 

"Ou la Forme, en-effet, manque, 1 'idee n'est plus. Chercher l'un, 
c'est chercher l'autre. lIs sont aussi inseparables que la subs
tance l'est de 1a couleu~'(34l) 

"cette rretendue forme exterieureJC.J}.!ais nonl La forme est la 
chair meme de la pensee, comme la pensee en est llame, la vie"(342) 

"c'est oomme Ie corps et l'amef la forme et l'idee, pour moi, olest 
tout un et je ne sais pas ce qu'est l'un sans l 1autre"(343). 

This is accompanied by an occasional feeling of being "carried away" by 

the stylistic level, generally considered a danger: 

"Ce livre, qui n'est qu'en style, a pour danger continuel Ie style 
meme. La phrase me grise et je perds de vue l'idee"(344) 

"Quand on aime trop Ie style, on riso.ue a perdre de vue Ie but 
meme de oe qulon ecritl"(345), 

yet nevertheless, sometimes assumed as a virtue: 

"On reproche aux gens qui ecrivent en bon style de negliger l'ldee, 
Ie but moral, comme si Ie but du medeoin n'etait pas de guerir, Ie 
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but du peintre de peindre, Ie but du rossignol de chanter, comme 
si Ie but de l' Art n I ehai t pas Ie Beau avant touU" (346) 

The latter early remark aligns itself with the intention which one 

would like to be able to privilege: 

"Je voudrais faire des livres ou il n'y eut quIa. ecrire des phrases 
(si l'on peut dire cela), comme pour vivre il n'y a quia respirerde 
1 I air" (341), 

though it must be admitted that such an ideal tends to be offered nostalg-

ically, with the reservation that although the subject might be irrelevant, 

it has to exist and ~ affect the form(348). Yet nevertheless, (and more 

proof of this will be offered in due oourse), one cannot ignore Flaubert's 

obsession with what would now be oalled the level of the signifier. The 

importance which Flaubert attaohed to settling on suitable names is well-

known, as in his anguish when asked to change La Journal de Rouen into 
,I 

La Progressif de Rouen~· There is no doubt of Flaubert I s sincerity .that 

the uncertainty over whether to give in, ("«a va casser Ie rythme de mes 

pauvres -;:>hrasesl"{349», is making him quite ill, and the ultimate proof, 

(if only we oould disregard t~e rest), would oertainly be the admission 

that he often saorifices the details of the content to the demands of his 

prose. 

"Serieusement, je orojs que jamais on n'a entrepris un sujet aussi 
difficile de style. A ohaque ligne, a chaque mot, la langue me 
manque at l'insuffisance du vocabulaire est telle, que je suis 
force a changer les details tres souvent."(350) 

It is not surprising that anyone who has tried to arrive at a synthesis 

of these remarks should have got in a muddle, from Maupassant's confused 

and oontradictory explanations in his ~tude(351), to Sherrington's final 

descriptio~ of Flaubert's style as "the whole complex range of mechanical 

processes which to~ther give complete expression to the Idea, the basio 

conception"(352). In one way this is an intelligent reaction against 

slight suspioion of the supposed intimate oonnection between thought and 

expression, but Sherrington is so convinced that Flaubert is ultimately 
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only putting across Ita fundamental psychological fact" (i.e. "Bovarysmen ), 

that he resorts to a devious, or for a book written in 1970, strangely 

misinformed, w~ of ignoring the opposite attitude: 

"Some of his more outrageous statements about style - 'de la forme .. " ( nal.t 1'idee' for example - are no longer taken seriously.1t 353) 

An article by Pontalis at least attempts to argue its w~ through 

the contradiction(354). As m~ references show, Flaubert is keenly aware 

of the attention paid to language by the classical writers. Yet he is 

mistaken in thinking that he too is seeking perfect expression of an idea, 

for his "rage des phrases" is not that of the orator or the purist but 

that of a painter for his paints. Whatever Flaubert thinks or wishes he 

is quite simply unable to refer to anything preceding style, and without 

ever really ceasing to wish to refer to a psychological or social reality, 

he actually alienates himself in language, a position which leaves him 
, 

oscillating between Mallarme and Zola. Pontalis suggests, and is ver,y close 

to Sartre here, that on the one hand Flaubert does not want to make lang-

uage a system of signs serving a reality, but on the other neither does 

he want to change reality, the "pate des choses", into discourse. Flaubert~ 

diffioulties, passions, psychological and social "impasses", must all be 

read in his acts of expression, for language is a prison we must penetrate 

to understand him, (as in Madame Bovary Emma's mala~ is a linguistic one, 

for she bathes in a verbal world, seduoed by words:the continual exchange 

of books with L8on, the warmth of Rodolphe's "langage"). 

This presents, ordered in the reverse direction, a similar argument 

to that of Bersani's excellent article 'Flaubert and Emma Bovar,y: The Haz-

ards of. Literary -Fusion.' (355), to whioh -the following brief summar,y will do 

inadequate justice. Bersani offers a most salutar,y interpretation of the 

theme of Emma's reading, which has been badly handled over the years, from 

the traditional view that her oonvent education has given her aspirations 

above her station in lite, (even F1aubert was not that reactionar,y ••• ), and 
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that it is the reading of Romantio novels that leads her to'~rpeot too 

muoh" of life and love, to ,this strange evaluatic;m by Sherringt6n, (who 

shares this view of Madame Bovary), of Mme Arnoux's personal exoellenoec 

"other traits noted are that 'elle ne s'exaltait ~oint pour la 
litterature' - it is difficult to imagine a more ~omplete condem
nation by Flaubert than this: she is apparently not even as far 
along the road to salvation as EmmaJ"(356) 

That critios are still unhappy about what to make of this important theme 

is exemplified by what I would oonsider the one "blunder" of .Flaubert: the 

Uses of Uncertainty, where Culler, who, in passing, takes the preface to 

La Nouvelle Helotse quite seriously(351), also seems to believe that 

Flaubert is blaming everything on life not being like a novel, and sees 

the theme of Emma corrupted by her reading as the novel's "greatest flaw": 

"In short,there was no reason for Flaubert to aooept in so unquest
ioning a way the theory of the corrupting novel; if it were to be 
made a central theme it might at least have been examined in a w~ 
which would enable us to discern the limits of its validity. As it 
is, those who are fond of the book tend to divert their gaze from 
its one explicit theme, which would so reduce its soope if granted 
a central place, and explore rather the areas. of thematic indeterm
inaoy where more important themes are adumbrated, deflected, turned 
over, questioned." (358) 

Given Culler's most sophisticated discussion of Flaubert's use of iron7 

this rather pious digression seems a little strange. 

In a tautly construoted argument which one imagines Culler would 

in fact admire, as it resembles his "uses of uncertainty" orientation(359), 

Bersani sets out to explain the awkward and occasionally "boring" quality 

of Flaubert's writing, by assuming that Emma provides an object-lesson in 

"hownot to read literature". Bersani describes Emma as so mediocre that 

she is even unaware of the superior refinement of her senses, such that 

literature performs a servioe for her intense but random sensuality, 

organizing her ill-defined ecstasies into oliched forms that she can 

easily understand. But Emma is frustrated by books because of her lack of 
, 

understanding of the way they operate. She waits for ex~erience to duplicate 

her reading, unaware that her reading never really duplioated life. The 
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romantic codes that organize popular romantic fiction, (nightingales in 

thickets etc.), all have love as their evident referent. But Emma believes 

that this arbitrary connection is natural and love can therefore only seem 

real to her when surrounded by its conventional trappings. This explains 

both her misunderstanding of Charles, who she thinks cannot love her be

cause he does not adopt such conventions(360), and Rodolphe's opposite 

misunderstanding of herself, when he fails to understand the genuine 

oonneotion between oliohe and love in Emma's oase. Literature helps make 

sense of Emma's experienoe for her (beoause she cannot do this on her own), 

but of oourse experienoe oould not oonfirm the sense she brings to it. 

But as Bersani most intelligently suggests, Flaubert finds life so 

little worth bothering about that the superficial argu~ent for literature's 

violation of experience has little force. Flaubert is clearly more sensit

ive to the violation of literature, the critique is of Emma's expections 

concerning literature itself. For Emma tells Leon that she finds poetry 

boring, she only enjoys stories of non-stop actiont~hich frighten youn(36l~ 

Her need to get some sort of personal profit even from her reading, (in 

line with her general rejection of everything which does not contribute 

to the immediate gratification of her heart), is amusingly offered by 

Bersani as a parody of all the ~estern claims for the relevance of art to 

life. In encouraginG readers to search in life for the abstractions invent

ed in books, the moral tradition could be seen as contributing to the sins 

of inferior literary romance, the realistic claims of which depend upon 

ignoring their own mediating processes, ignoring the ~ of the writer. 

Thus Flaubert's writing is offered as a oontinuous correction, 

through stylistic example, of Emma's oonfusions, for it constantly draws 

attention to its own nature as a composed written document. The stylistic 

opacity, the awkward heavy quality of being contin~~lly worked over, refute 

Emma's claims for a literature of pure sensation. Indeed the actual 
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descriptions of Emma's sensations (as on the last night with Rodolphe by 

the river), highlight literary images as a sign of their distance from 

the sensations they describe. Emma may actually see the serpent and the 

candelabra, but Flaubert only tells us "ihat it is like, with a deliberate-

ly clumsy "cela ressemblait aussi a" to draw attention to the work of 

comparison(362} .. Thus,~~t; is not the content of Flaubert's metaphors that 

"is not ,beautiful (363) , but the glaring obviousness of their presentation, 

the abandoned campfire on the Russian steppe being the famous example(364). 

Flaubert is determined to maintain a sharp distinotion between art and the 

rest of life, and the heaviness of muoh of his writing therefore has a 

speoial function: "The Flaubertian workshop is one in uhich a master crafts-

man- somelofhat at the eX!lense of his own oraft - teaohes us to read" (365). 

This idea of an almost heroic sacrifioe of ease of expression, the 

foregrounding of a deliberately awkward use of prose, (the deformations of 

synt~x, the unusual use of tense, conjunotions, pre~ositions and adverbs 

that Proust describes so li'ell (366) ), in order to disturb any idea of lang-

uage as a natural vehicle, is both a brilliant interpretation of Flaubert

ian "difficul te". and an excellent introduction to 1-1hat Genette means by 

"Ie travail de Flaubert". 

Genette regards "difficulte" as a last level of form distinguishing 

the works from the Correspondance, the finished pages from the "brouillons", 
- , , 

and the mature works from the early ones. lfhile Valery see~ Flaubert's 

obsession with "l'aooessoire" as a fault, suoh that in his opinion f! 

Tentation de Saint Antoine, (nevertheless his favori~e Flaubertian work), 

laoks the unity ~nd conviction of a masterpieoe(361),Genetteemphasizes his 
, .. 

passion for the insignificant detail. Whereas Balzac's details normally, 

signify, (with an explanatory or metaphorical funo.tion), Flaubert's "heroio" 

renunciation of expression operates through the characteristic shift in 

accent whereby an insignifioant detail is placed in the foreground, drawing 
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attention to itself and tending to despoil the story of the meaning the 

reader might have attributed tm it, as where the description of the cab 

careering around Rouen gives way to detail with no apparent funotion: 

ItEt aussitot, reprenant sa course, elle passa par Saint-Sever, par 
Ie quai des Curandiers, par Ie quai aux Meules, enoore une fois par 
Ie ~ont, par la plaoe du Champ-de-Mars et derriere les jardins de 
l'hopital, ou des vieillards en veste noire se ~romenent au soleil. 
Ie long d'une terrasse toute verdie par des lierres. It (368) 

So while Flaubert's tone, his perpetual use of a sort of indirect 

disoourse, might be seen as operating a permanent holding in question of 

values, a suspension of attitude(369), the foregrounding of detail is a 

far more radical devioe which oontests meaning itself: 

"Interposant cette lourde porte opaque, oes ornbres du soir, oette 
, .. II 

petite lyre d'ebene entre un reseau de signes et un univers de sens, 
il defait un langage et instaure un silenoe."(370) 

The subtle traoe of boredom, the refusal of the more normal demands of 

novelistio disoourse, are seen as the essenoe of Flaubertian writing, the 

reason for his .~ t-~t--IA..S: as a preoursor of the modern novel. Levaillant, 

also using Balzao as a point of oomparison, speaks of a rivalry in Flaub

ert's texts between "matiere"and "reoi til. Whereas in Balzao the desoript-

ions are ~amio in the same way as the reoit, in Flaubert they form a 

"discours ob.ieotif et separe" l",hioh holds it baok and suspends it in mid-

air. The frame of referenoe tends to remain in the baokground while what 

really matters stands out in a different plane(37l). 

Genette sees Flaubert as someone who had plenty to say, (attributing 

to the Correspondanoe and the early works a verbal faoility packed with 

meaning), who one day deoides, "oomme par surcroit"(372), to say nothing. 

The first tduoation sentimentale oontains all Flaubert exoept this vital 

negation of ease, whioh sets in around 1850 and explains his new slowness 

and torment after that date. If Flaubert never wrote a book ~bout nothing, 

he oovered all the subjeots he did treat with a sort of "petrif'ied"lang-

uage, with the "trottoir roulant" of imperfeots and adverbs alone oapable 
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of paralysing them and reducing them to silence(373). The Correspondance 

is full of the aesthetic aspect of this writing(the effort at perfection), 

but passes over its semantic aspect: the tldesamor9age" of expression, the 

transformation of the signifying discourse into an opaque and silent object. 

Flaubert's project seems to have been to die in the world to be reborn in 

literature, yet it is a literature that makes special demands of language, 

requiring it to lose its meaning to accede to the silence of the work. Thus 

Genette describes the "death of language" as "un peu aussi Ie travail de 

Flaubert"(374). 

These articles show clearly that the uneasy relation to words and 

meaning, pathological in terms of personal biography, (of Flaubert and many 

of his characters), is seen, in the different perspective of the creation 

of an aesthetic, to have an original and positive function, indeed to be 

something of a personal triumph. Such that it is certainly time to return 

to Sartre's discussion of the relationship between positive and negative 

in Flaubert, which turns out to be so relevant at all of its stages to 

the often better-kno.m discussions of other critics, and finally to offer 

an exact parallel to Genette's account of the loss of meaning and "death" 

of language. For Sartre's final definition of Flaubert's style will be the 

adoption of the aesthetic attitude not just to experience but to language 

itself. Proper understanding of what Sartre means by the aesthetic or 

imaginary attitude is essential to the whole of his thesis, and especially 

to the definition of Flaubert's conception of art. (It is also so apt an 

explanation of vital aspects of Flaubert and his works that I shall often 

use it myself, in my own descriptions of both in later chapters,> as if 

Flaubert himself understood the phrase, but really as an economical means 

of referring to all that it implies). 

In his useful Le Monde interview Sartre says that his greatest prob

lem in writing L'Idiot de la famille was to introduce the imaginar,y as the 
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oardinal determination of a person(315). Something of the vital importanoe 

of this notion has already been seen in the earlier accounts of Flaubert's 

"personnalisation", the progressive inoarnation of himself as various sorts 

of imaginar,y being(316), and of the vioious oirole of irrealities involved 

in the "l'art pour l'arttt demanded by the "objeotive neurosis". Sartre 

also suggests that the real key to understanding L'Idiot de la famille is 

his pre-war work L' Imaginaire(311). These early phenomenologioal desoript-, 

ions of the imagination and assooiated activities (memor,y, aotors, looking 

at photographs, paintings, reading books, watching impersonators etc.) 

·'prefigure L'~tre et Ie Meant, since their basio philosophical concern is 

to establish and explain Sartre's essential conoept of "Ie neant".(Whioh 

is why, although L'Idiot is generally seen as an applioation of the 

Critique de la raison dialectioue, it really can be said to oontain "all 

of Sartre,. 

Sartre starts from a phenomenologioal desoription of what imagining 

is like, and from a vital distinotion between peroeption and imagination 

as two alternating modes of oonsoiousness, he goes on to pose the familiar 

Kantian questions - what are the charaoteristics that oan be attributed to 

consciousness from the faot that it is a oonsciousness capable of imagining, 

what must its general nature be for the oonstruotion of an image always to 

be possible? The oonolusion is that it must possess the possibility of 

positing an hypothesis of unreality, must be able to escape from the world 

by its very nature. Imagination is not a souroe or an aooidental charact-

erietio, a super-added power of the mind, but an essential and transoend-

ental oondition of consoiousness, the whole of consciousness as it realizes 

its freedom, (sinoe freedom is preoisely this negating power). 

As a primar,y struoture of oonsoiousness imagining is still conscious-

ness ~ something, (the image is not a simple oontent of consoiousness but 

a mental form(318) ), but it involves forming objeots whioh possess a oertain 
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trait of nothingness in relation to the whole of reality(319). The 

distinction is between being "given-as-absent" and being "grasped-as-

nothing", that is, "grasped-as-nothing-for-me". It is because nothingness 

cannot be posited for itself, but onlylllived", that Sartre's complicated 

analyses are neoessary, for example looking at the photograph of Pierre: 

"Je pense, disions-nous, Pierre dans Ie tableau. Ceei veut dire que 
jene pense pas du tout Ie tableau; je pense Pierre. II ne faut dene 
pas croire que je pense Ie tableau 'comme image de Pierre'. Ceci est 
une conscience reflexive Qui devoile la fenction du tableau dans rna 
conscience presentee Pour -cette conscience reflexive, Pierre et Ie 
tableau font deux, deux objets distincts. ~~is dans l'attitude 
imageante, ce tableau n'est rien qu'une fayon, pour Pierre, de 
m'apparaitre absent." (380) 

But the'~ttitude imageante" is hard to maintain, and theltobject as imagen 

acquires a discontinuous, jerky character, for it constantly appears and 

disappears. The long analysis of our understandin~ of an impersonation, 

(Franconay doing Haurice Chevalier), is particularly helpful to understand-

ing this, for Sartre ShOl'TS that 1i9 opera.te a continual to-and~fro between 

percention and imagination, between what Franconay is, (a. small ~'TOr:l.an 

ma~dng faces or wearin.g a s tralv hat), and what she is not, (l:!aurice 

Chevnlier ~s imae,e)(381). Thou~h overall we may feel this as a ~ixed, 

ambiguous condition, 1ve are at any moment free to adopt either attitude(382). 

But there can be no question of analysing the details of the image 

for there is by definition "no imaginary 1"orldtt
• I'That is at stake is rather 

a matter of belief. Images remain isolated from each other, for there can 

be no other relationship between them exoept the ones oonsoiousness 

can conceive at each moment in constitutin,"(" them(383). 

"L'objet n'est nas individua: voila une ~remiere raison pour que 
l'irreel ne se constitue nas en monde. ~ second lieu, tout objet 
irreel apportant avec lui son temps et son espace se presente sans 
aucune solid('1.ri te avec aucun autre objet. II n 'est rien Que je sois 
oblige d'acoepter en me me temps aue lui et par lui: i1 n'a pas de 
milieu, il est independant, isola - par defaut et non par exces; il 
n'agit sur rien, rien n'~~it sur lui: i1 e3t can3 cons&ouence ~u 
sens fort du ter::Je." (384) 

The relevnnc~ o~ this discussion ~ay perhQ0s be(~in to a,pesr through the 
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juxtaposi tion of the above quot3.tion with O!le of Flaubert '5 ans:;ers to 

Taine in their exohange of letters on the differenoe bet~'Teen the real 

and the artistio hallucination: 

"Dans l'halluoination artistique, Ie tableau n'est nas bien limite, 
quelque preois qu'il soit. Ainsi je vois parfaiternent Q~ rneuble, . 
une figure, un coin de l'aysage. Mais oela flotte, oe1a est suspendu; 
<;a se trouve je ne sais ou~· ~a existe seul et sans ra~port avec 
Ie reste, tandis que,dans la rea1ite, quand je regarde Q~ fauteuilou 
un arbre, je vois en meme temps les autres meubles de rna chambre, 
les autres arbres du jardin, ou tout au moins je pert;ois vaguement 
qu'ils existent. L'hallucination artistique ne peut porter sur un 
grand espace, se mouvoir dans un cadre tres lar~e. Alors on tombe 
dans la reverie, et 'on revien:t,.au calme, 9'est meme toujours 
comme cela que cela f1ni t.; '. 
Vous me demandez s1 elle's'embo!te dans la r&alite ambiante? non. 
-' La. r&a11t' ambiantea,d1sparu.'ie ne sa1s plus oe qu l11 y a autour 
de moi. J'appartiens a cette apparition, exclusivement. 
Au contraire,dans l'hallucination pure et simple,on peut·tres bien 
voirune iinage fausse dlun ceil,et les objets vrais de l'autre." (385). 

The illusion and reality a.re on t,.;o different planes, .:tnd it is not 

possible to grasp both at once. One can ir.!ae:-ine that S~~rtre might Quite 

h,"!ppily have used Flaubert IS desc:'iption to explain ,·,hat he meant. ?laubert 

also refers to the "fleeti'1,a,-" c::araoteri~tio of the image, which is remin-

isc~rd:' of the to-and-fro involved in maintaining, for exanple,":.:aurice 

Chev~lier as ir.:?{"e". '9ut Sartre puts the ""Oernetu~l evasion" of t~e i::tap-'e 

in a slightl:! different -persnective, where he clairns that it 'T'oay seem to 

offer an esc~~e not just fro~ ,re~ent ~reoccu~ation ~~d boredo~, but al~o3t 

from all 1'lOrldly constra.ints, thee t is t~c. tit a.ct,,; as a neg:?tion of the 

actual oondi tion of being-in-the-;~0rld (386). 

It is here that the diffic~lt question of an evaluation of the 

imaginnry (1.tti tude poses itself. For while every -peroention of' the real 

has the rossibility of reversin~ itself in imagination, which is simply the 

normal transcendental relationshi n to re~.li ty, it presul:lably requires a 

constant return to affirmative existence to valo~ise it. (Thus, in 

Questions de ::1ethode, "raxis is defined as ns:;:-ativ::ty in relation to the 

given situation, but posi tivi t~r .vi th respect to l.,.hat is aimed at (381) ). 
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:'Ihen the im3.gin::Jry attitude is adopted all the time, from preference, it 

becomes unhealthy, as is seen in Sartre's long analysis o£ the cate~r,y 

of individuals "Tho prefer to lead an "imaginary" life(388). For the 

schizophrenic adopts "imagina.ry" feelings for the sake of their unreal 

nature, he chooses an impoverished, unna.tural, congealed and formalized 

life not only as an escape from the content of the real, (poverty, failure 

etc.), but from the very form o£ reality, (the characteristic of presence 

and the sort of positive reaction it demands of us)(389). Now while it is 

obviously possible to recognize elements of Flaubert, and certainly of 

Emma and Frederic(390), in this psychotic extreme, "irrealisation" has 

also been demonstrated t~ be a norm of art. Thus while it becomes clear 

from these e'lrly analyses lihy"';::>.rtre should ll..rtderstand FI3.ubert so l·:ell 

(391), and '-ThUe it is because of the function of "irrealisation" in art 

that Flaubert's adoption of the unreal as the supreme value is not simply 

pa tho logical , one senses a sli,'"':ht arnbi ro:ui t;r in S? ·tre' s -nosi tion. For 

eX,"3.m-ple in esta.blishin~ the vicious circle of realities t!1at he 9lays unon 

so often, havin~ distinguished from the outset bet"reen the real i!'!le.ginative 

consciousness and the unreal object, Sartre ex~lains th~t there cannot be 

a caus~l relationship ~ing £ro~ the object to consciousness: "L'irreel ne 

,. ~ ""'I .' . ~ 11 t R ~ . t 1.' 1 ~eut etre ~~, touche, I alre, nu'lrree ?m9n. 9c~~rocue~en ne ~eut 

agir que sur un etre irreel" (392). This liould sug-crest thp-t every experience 

of an aesthetic object is"neurotic", loThich in the sense of Sartre's 

defini tions could be a.ccepted. But it calls into Question the supposed 

malice of Flaubert's "demoralizin~" intention, for he can only be deliber-

ately intendin.':; ~.n inevitable result. 

ROliever} that elucidation of whc.t is involv3~ ! n !'llch dei'l~:r!";> 1i "-9.tion 

is re(1uired is erhn.ps shOlm b;{ ~':'l"t I t:ll<:s to be :'. r1i.3undernt~ndin<;, in 

Jona.than Culler's other>dse lucid review of the fir3t t'iO volumes of 

L'Idiot de In. famille. Explaining how Flaubert, accepting his mm 



II irrealisation", . seeks to extend this ne,~ativa definition to the rest of 

the world, Culler equates this "irrealisation du reel" with "systematic 

demoralization", which he claims 'shows the fundamental gratuitousness 

of the world by describing it in concrete detail"(393). This is the start

ing point of his "uses of uncertainty" argument, which begins from stupid 

and boring passages which cannot be recuperated by symbolic readings or 

point of view. Culler makes his o~m develo~ment of this sort of demoraliz

ation work very ,.,ell, (though I am personally unhappy ,dth its starting 

point becau~e it contradicts what Genette says about the pleasure of getting 

lost in in$irnific"nt details(394) ). 'But Hhat ma~t~rs here is thCl.t i.t is 

not at all ~That Sartre nea.ns by an unreal Fl!1ubert f1l9.kin::, the world and 

everyone unreal through unreal works of art. Tiis d-csire to affect his 

readers uith unreality, (m~liciously or other,-rise), is for Sartre a desire 

to affect them with the aesthetic attitude, (or with "3hort neuroses" as 

he sOT:letime3 ~uts it), !'nd has nothin.3' to do ',d th frustr".ting the::! by 

bOl','gine them do.m in !':leaning-less detail. 

The "mc.lice" of such cont'J.,s-j.·m is a.lso c:llled into que:::tion by the 

evident" joy" that so often acco;:lp:mies t~e aesthetic attitude, such th1.t 

the poison could eoually be seen ~s a ~ift. As explained, the aesthetic 

atti tude can b0 taken to ordin".ry experience,as iroll !1S :;ein~ involved in 

imaginary or aesthetic ~h9nomen~ as such. The disi~terested contem91ation 

of real events or ob,jects produces 8. sort of racc:'l i-rhereby they seem to 

slip into nothingness. They are no lonRer perceived, b~t like the artistic 

image, function as an "analogon" of themselves. In other words im,ressions 

are received as if they were bein~ i~agined(395). S~rtre's analysis of 

Flaubert IS descri ntion of meetin~ the cara.van in S,"'Ynt i3 an excellent 

reading of that passage, while the passage itself is the best nossible 

explanation of what Sartre means: 

"une caravane no us croise, les hommes entoures de coufiehs (les 



femmes tres voilees) se nenchent sur Ie cau des dromadaires: ils 
pass~nt tout pres de nous, on ne sedit rien, c'est comme d~s 
fantomes dans des nuages. Je sens quelque chose con~e un sentiment 
de terreur et d'admiration furieux me couler Ie long des vertebres, .. .. .. 
je ricane nerveusement, je devais etre tres pale et je jouissais 
d'une fagon inouie. II m'a semble, pendant cue la caravane a passe, 
que les chameaux ne touchaient pas a terre, ou'ils s'avanQaient du 
poitrail avec un mouvement de bateau, qu'ils etaient supportes i~ 

, '1 ' , dedans et tres e eves au-dessus du sol, comme s'ils eussent marche 
dans des nuages ou ils en~Ql;nta~en.t jusqu'au ventre. It (396) 

This meeting with the caravan gives joy because it presents reality as 

Flaubert ,.,ould ,dsh it. His ideal relationship with the world would be that 

man should be similarly out of reach, for the meeting implies no contact, 

just a simple coexistence, a confusion of "etre" and "a9parition". Aesthetic 

joy is eeneralized from this to embrace any event which realizes the 

derealization of the real and reveals experience as a product of the 

imagin~tion(397). 

It is in this 'Du poete a l'artiste' section, (discussed in its less 

setiofl'l.ctory aspects above(39~), that 'Sartre at le:.>st resolves the ambiguity 

over evaluation for Flaubert. For if everyone possasses the f~culty of 

imagination, it is only for the 3.rtist th~'t it becomes a "catego:!"ical 

i;:Jper.::.tive". F1aubert 's "callin~" is to anchor th3 i'7:"':'Jossible in the real 

by tearing himself :froon the 11'Orld, by ce.rrying D.n "exir .. ence" of i:n~ossibil-

ity actll~lly '\·rithin hi:::self, by never desertin8' th:- artist's"~'[eltanschauun~t: 

always to consider reality from the point of vie,i of t!le un::-eal. Pride 

becomes both an ethical and an aesthetic imperative, for pride will give 

the individual this aesthetic vision(399). In this cevelopnent to extre~es 

of "totalisation en exteriorite" and the "conscience de survol", the points 

of vie"T of death, the infinite and the absolute, all become synonynous 
i 

with the n8sthetic attitude, fo:!" 1ihile mystici::I:l !lleansdeclas3in~ the 

finite by the infinite, artistic creation means declassing the real by 

the imaginary. This rigorous totaliz~tion is defined by Sartre as beauty, 

(his inter"Oretation of Flauber~'s "o.u'est-ce que Ie be:1U sinon l'im-poss

ible?" (400) ), which becomes the dialectical link: between Being and Non-Bein 
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Art's devaluation of reality through the realization of the imaginary is 

defined as totalizing the world to destroy it(40l), but the equation of 

beauty and evil is perhaps only to emphasize the former's radical refusal 

of reality. Indeed Guido Morpurgo-Tagliabue makes the salutary suggestion 

that equating this with'~ conscious destruction" is nothing more than an 

instance of "hyperbolic psychology"(402), a "dramatic" resolution of the 

problems of a would-be artist who cannot in fact present reality at all 

l-ri thout making it formally imaginary. 

But such a solution is only perfected in the era of the "prenevrose", 

and Flaubert's first self-incarnation as an imaginary being is through his 

vocation as actor. Of course this is another favorite Sartrean stam~ing-

~ound, yet once aeain there i,,· plenty of objective ~vidence of ~laubert's 

early passion for th~ sta~e: 

"1e fond de rna nature est, quoi nu 'on dise, Ie sal timbanoue •• Pai eu , , -
de.ns mon enfance et rna jeunesse un 2ffiour effrene des planches. . " ... 
J'aur~ls ete peut-etre un 7.rand acteur, si le·ci~l n'avait fait 
naitre plus pauvre."(403) 

Just as the aesthetic ob.ieot is something unreal, (i.e. it is not that 

unre~l ide~s or an ima~e are made real on c~nvas, b~t t~at real materials 

are used to C'roduce an imaJ)"inary object), so S:1.rtre i!la~::es his o~m contrib-

ution to t~e p~ra~ox of the Actor by o~ferin~ hin, like the statue of Venus 

in an ex:?l~.nator~' analY3is(404) ), a.s a. "real and. jermane!1t centre of 

'irrealiso.tion'''. Diderot is ris-ht that the actor does not really feel 

his character's feelings, but he does not express the:! "de sang froid" 

either(405). R?.ther he feels them "ir:r-eally", sacrificinr; himself so tha.t 

an a.n,,()~3.rance c?n exist, he chooses to be the sU,?-:lort of non-baing. Reducin~ 

himself -publicly to an exterior a,?~earance, like :':ea.!'l and ::'amlet, Gustava 

beoomes an analo.c:~on of Harpagon. Only an imaginar:r child, says Sartre, 

could have had the idea of c;-ua~a:'1tgeing in his nerson t!1e victory of the 

ima~e over reality, and this heroic nightly self-derealization, to le:.d 

the audierioe into its Olm oolleotive derealization, is seen partly as the 



ul timate act of ~enerosi ty, (.~., ::Lre all of Fl:?ubert' s roles fran the Garyon 

to Saint-Polycarpe), and partly, especially in the case of the comic actor, 

as the ultim~te act of masochism, for Flaubert is introducin~ into himself 

the value judgements of the enemy(406). An interesting analysis of tie 

laugh shows it to have a similar function to the imaginary attitude, since 

it achieves the derealization of its object by reducing it to pure 

appearance, a s-:Jectacle v;ithout practioal consequence(407). Acting is seen 

ultimately as a lost chanoe of sociality, whereby Flaubert would at least 

have been instituted as a centre ofllirrealisation" in his body, which on 

the frustr:ltion of this first voc:ltion, (too lowly an occupation to even) 

be seri0usly considered), is returned to its "realite animale", and Flauber-

to his autis~(408). His only ho~e no~ is to be :l crS3tor of c~ntres of 

II ; ~ ... ~~, ~ .,."tl· on" "throur'J.1 cer t . .,·;,.. co·,,·o~ ""', ~.; 0 ....... of',"'r"'''''11e'."o~ '" (4"0) _. _\..,:l_,J_ ..... ....,~ .'" 0 ",,-,".0 Al .~( _._, ..... ~ ~l.v ~ c.:..;.::! •. a.......... -J~. 

But ~tl though, 35 alreo·::y suggested b~r the 1 ;n; analysis of Flaubert' s 

relation3hi~ to his voice(4l0), mere writing is seen from 500e angles as 

a "pis-aller", the 1'1ri tten, as opposed to the s!:lOken liord, is nevertheless 
I 

seen to have nositive advGnta.-es. The "Scri1jta r:tanent' chapter, begin.'1ing 

lTi th an an31~rsis of F1aubert' G neH :'ascinotion 1.-i th the i-Tord :::s such, 

tracee the evolution of t~e a tti -:ude to l5.n<;U .... ~e l-Thich is nox cor.unonly 

seen a.s foun~ inr" !i'~C31Jbc nt's <'.rt (1111). Thn t thG "in-i tte!'1 :rord should "re::lein'\ 

is iii1'Oortant not for its Ol·rr. Gr;~e, (ii:l;nort~lity etc.), but because it can 

be dwelt on at 1ensth and tends to force the read8r into an ettitude of 

contemplatio!'1. The lrri tten ~'Tord i3 ul timntel::T ~referred as a superior 

a~cnt of derealization. 

In the incanta.tory rep"ti tion, described in Rovembre, of magic words 

like "fem!:le" and "ma~tres!3ell, S'?rtre su,,;.~ests that the word, as the nediat-

ion between the narrator c.nd the mysteriolls desire, becomes itself the 

rea.l source of fascin·'"'.tion. This is even !:lore obvious in the verbally 

rich meditation on India and other distant places: 
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"Oh! I' Inde, I' Inde surtout! ••• puisse-je peril' en doublant Ie C2P, 
mourir de cholera D, Calcutta ou de lao peste a Con3tantinople." (412) 

Rather than expressing the wish, the rich sounds actually satisfy it, and 

false desires are created so as to bring the ,Tord into being. The true 

desire is not to live or die in Calcutta, but to crea,te a "mot-assouvisse-

ment", to trace the letters and to shut himself inside them. llhile some 

rudimentary knowledge of the romantic charms of Calcutta is required, the 

meaning of the sentence will not actually be lost but lrill be subsumed, 

for the desire, which is only in the words, is satisfied by their non-

signifyint; part. To a'P,?rehend a "vocable" as a sign is to ~ass throueh it 

to meaninG', (obviously not thG r..orm3l linguistic use of "sign II , but this is 

not important here), and is an activity similar to ~erce?tion, wheress to 

gTasp it in its material singulo.ri ty is to imagine :: t. ~;ri tin~ and rGading 

are normally pur:-;ued through a subtle dialectic of the t~jQ, but to adopt 

the imaginary att:' tude is to conserve an-! QMphA..<;'ill" their sumptuous 

materiality(4l3). 

An an:clysis of Mallarme's "sans mats, sans mats", sholTS that any word 

can in fact be .'!,I'c.sped in this vray. In this case the effect is achieved by 

repetition. The first "sans ma.ts" gives the meaning, t!1e second cannot 

therefore operate as a "sien". For it is thrown into relief, !!ltJ,de obviously 

important, y:?lt it can offer nothing oore to the re2.d~:::, in the "tray of mean-

ing. He is therefore forced to grasp it in a diffe:::-ent lT~y. The verbal 

matter is exalted, forced upon his attention, and in opening himself to 

the material riches of the sente~ce, the reader himself is "irrealized". 

With particularly rich words this process hap~ens ~ll on its ovm, but 

Flauber+.. makes it happen for ~ langua..:,e; the attitude of derealization 

forces it to deliver U:J its ma,terialit;y(414). Thus l-That others night l'refer 

to call the foregrounding of the si.~ifier is equated, in a crucial step, 

wi th the adoption of the imaginaI"J attitude to lan.g'..la"'e. 

Style, then, is in no sense a gift,or ornament, but simply an attitude, 



to language. The artist, alrepdy required to ~dopt the aesthetic attitude 

to the world and to exnerience, discovers an il:laginary use of lansunee as 

~he essential ... -ray of ma~dng thin>~s imagin~~ry, rThich is Sartre' s contribution 

to interpretation of Flaubert's remark th~t style i3 a " meniere absolue de 

voir les choses"(415). However coherent the discourse~it will be derealized 

by its formal beauty, for the aesthetic attitude ~ill turn language away 

from any practical C).ims: 

"l.es informations sont du domaine des signes mais Ie sens d 'un ouvrage 
de l'esprit nous est communique indirectement par sa bee.ute formelle." 

(416) 

The very ::Jeaning of style comes to be the s;rstem':!.tic derealization of 

speech, 3. silent disc::lurse: "le silence dans Ie d'.scours, Ie but irnaginaire 

et secret de la narole ~crite't(4l7). A novel will be somethin~ of the order 

of OJ. constructed tr.'3.,,?, the outline of t!~e story frill be read to knm-r whs.t 

han'1ens, but this sienifyin~ s;,rnthesis 'tvi~ 1 be maintained in "insi,gnifiC'tnce'; 

it will be o~erated without n~38ion, as inessential as t~e SUbject-matter in 

conte~porary nineteenth-century D~intin~(418). As this cor.p~~is~n and a 

reference to 3c.uc.el ,:ire (419) sU8'3'est, thou;;h Flaubert had his a,m re:1sons 

for b3.sin~ a literature on such an uttitude to language, still ~his could 

not have becoQ3 a positive definition of style if the ovarthro~ing of 

practical disc~urse, the furni~hin.3' of "silent 'sur-connunications 'trans-

rnitting no conceptual signification"(420), had not been a general 'Problem 

of the period. Or as Flaub9rt':3 quite um'lOnted !> ro...t <AS' as a preoursor 

of modern writing suggests, and as Genette alludin~ to Blanchot aotually 

states, a more general problem of literature itself: 

lice nrojet de ne rien dire, dont Blanchot 3. mO'ltre qu'il etait Ie 
.- C" # 

dessein, secret a elle-mame, de toute littarature, et dont la prise 
de con3cience prosressive, de~ui3 un siecle, ferait tout Ie Iilouve
ment de la littarature :ooderne."(4~1) 

But such an assertion, while retu:'ning this o':lapter too neatly to its 

starting-point, also qUite surpasses its inten1ed scope. 
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CHAPTER 2. A formal perspective on Flaubertian representation. 

In an analysis of the cab-scene in Madame Bovary, atkratuitous" 

change in camera angle is described by Sartre as "la mort de l'illusion(l} 

Jonathan Culler finds it ironic- that the theoretically sophisticated 

Sartre, in calling upon cinematic metaphors, should reveal his continued 

commitment to the notion of dramatic illusion and the theor,y of the novel 

it implies. 

"Indeed,it is especially ironic that Flaubert's attempt to 'irreal-· 
iser Ie r$el' should be made to depend in this way on maintaining 
illusion when his heirs have made the destruction of illusion one 
of their principal techniques. Flaubert discovered in his later work 
that dramatic illusion was not necessar,y to his project. Will Sartre 
be able to follow him here or will he show himself, finally, incap
able of distinguishing, in literary terms, between Flaubert and 
Mauriac?"(2} 

Leaving aside the cab-scene itself (I do not myself find Sartre's point 

a good one), and the rather uncharitable equation of Sartre's literar.y 

awareness with what was certainly one of his worst articles, the issue 

of Flaubert's attitude to illusion seems to me a central one, which should 

not be so easily dismissed by reference to modern wri~ing. For I shall 

argue that whatever else Flaubert's work may be, the creation of an 

illusion of reality is nevertheless important to him right up until 

Trois Contes. Certainly it is only officially abandoned in Bouvard et 

Peouchet, conceived of by Flaubert as a new departure for which the term 

"novel" was not really an adequate description (3 ). Thus..)' al though this 

"new departure" may turn out to be detectable in the other major novels, 

Culler's phrase, "in his later work", surely begs many questions. 

Perhaps the most general prC?bl.~that this thesis seeks to confront 

is that of how far Flaubert's "modernism" should be taken. Or as Graham 

Falconer puts it in an interesting paper, we must decide which Flaubert 
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is the precursor of the modern French novel. For while Falconer accepts 

Bouvard et Pecuchet as a'~agmented,vertiginous descent into nonsense", 

he finds Madame Bovary an entirely ooherent fiction, a masterpiece of 

unity, which may have a "drama of the interstice" but nevertheless also 

has a fairly solid subject, "Serieusement lezarde, l'edifice de la litt-

erature representative reste encore debout"(4). Similarly Claudine Gothot-

Mersch, who gallantly sums up the mood of the Cerisy colloquium with a 

ruling for "la faillite de 1 'illusion repr~sentative", 

"c'est donc dans un jeu de deplacement (decalage, discordance, 
hiatus, ecart, intervalle ••• ) dans un glissement perpetuel, que 
nous avons cherche Ie sens"(5), 

adds her own timid, but clearly more sincerely felt suggestion, that 

re~lism was actually far more important to Flaubert than the colloquium 

had suggested, that Flaubert did not just construct the deconstruction of 

meaning, but equally things as solid as "bovarysme"(6). 

If Flaubert was furious that Madame Bovary should be hailed by its 

contemporary critics as a masterpiece of realism(1), a long critical 

tradition has always felt Flaubert to be a'~ealist", a view inevitably 

supported by the frequent references in the Correspondance to the import-

ance of illusion and "vraisemblance"(8). That Flaubert can both aim at an 

illusion of reality and declare that he had undert~~en Madame Bovary out 

of a hatred of reality and realism(9), is not in itself contradictory, it 

merely emphasizes the confusingly different w~s in which the term realism 

is used. When Flaubert says that he hates realism this follows his declar-

ation of abhorrence for "la vie ordinaire"(lO). In so plainly equating 

realism with the portrayal of ordinary everyday life, it is obviously 

the Champfleury brand of realism that Fla.ubert rejects, equating it with 

the later Naturalism which he labels a similar if not the same "ineptis". 

(11). Hence his annoyance with those who sought models for his characters 

and settings. In fact Flaubert's obsession with documentation raises 
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interesting problems whioh will be disoussed in due oourse, but it is 

surely olear from the oonsistent attitude revealed in the Correspondanoe 

that he would have been immensely amused by the sort of interest in the 

"origin" of Madame Bovary so ridioulously exemplified by the sooiety of 

"Les AlDis de Flaubert" (12) •. The funotioning of that subtitle, "mCBurs de 

provinoe", will be oonsidered in a different perspeotive later in this 
.. 

ohapter, but in terms of the!2l! and status of Flaubert's illusion of 

reality. In other words, I do not really oonsider the view of the novel 

as a Normandy village aneodote based on Germinal-type dooumentation to 

be worth serious oonsideration. 

Nor do I oonsider that it gets in the way of the more important 

questions of literary theory that after all underlie an abuse of the word 

"realism" suoh as to render it virtually useless as a term of desoription. 

Thus although I would not in the least olaim to be offering any solutions 

to such problems on a theoretical level, it seems necessary to at least 

situate my own discussion of Flaubert's "formalism" both against the 

various statements about illusion and realism, and against some more 

recent critioal pronouncements on literary realism. It is too early to 

olarity this issue, whioh I offer as one general context of my thesis. But 

the direction of this ohapter and the one that follows may be explained 

if I suggest at this stage that although I find Gothot-Mersoh's dilemma 

an extremely important one, it seems to me to arise out of a common over-

simplifioation of the theoretical problem involved, even if she intention-

ally offers it in sohematio form. 

The problem is stated as the need to choose between the Flaubertian 

novel as reoroduction or produotion, !!produotion equated with an ideolog

ioal "sens plein", and produotion understood as the constant oalling into J' 
question, (by the "work" of the language), of any stable meaning at all.(13 

I 
I 

The argum~nt of my first chapter, that Flaubert was primarily concerned 
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with language as an opaque, independent entity, obviously aligns itself 

with the seoond alternative. However, in examining the possibilities of 

reading Flaubert's novels in a strictly formal way, I intend to suggest 

that within the sphere of production, of a foregrounded york of writing 

and oonstruction which does not attempt to hide itself or pass itself off 

as the innocent, transparent "medium" for an inner'bore"of content and 

truth, a certain permanent validity of meaning is nevertheless created on 

the level of the formal organization of the supposed fiction. Todorov, 

for example, defines the literary work as "Ie lieu ou nait un sens qui ne 

peut exister ailleurs"(14), that is containing a n sens" which is in no 

way the translation of a preexisting thought or external reality. I find 

this most appropriate as a description of the Flaubertian novels which 

depend upon maintaining an illusion - it is because they have no respons

ibility to any external reality that their meaning and values, established 

by the interrelation of an imaginary fiotion and its formal organization, 

are in a sense inevitably ''permanent'.!. 

This anticipation of my final argument is only to underline what 

I consider an important starting ~oint - that however modern our perspect

ive it would be misleading to ab~ndon the sphere of representation. The 

degree to which representation of an imagined reality comes to resemble 

the auto-representation of the ItNouveau Roman" (in the sense of Ricardou's 

excellent analyses) will be examined at length, but it seems doubtful that 

auto-representation ever becomes anti-representation(15). Once language 

used largely to create a self-defining tautologous work gives way to a 

more radical literary work, Bouvard et Pecuchet, which might be felt to 

be more or less based on language quite simply imitating itself, then it 

is quite possible, as Genette would I think suggest, that we have moved 

out of the realm of mimesis altogether(16). But such self-re~resentation 

is surely pure tautology rather than anti-representation. 
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Suoh questions will be oonfronted at partioular later stages of 

my disoussion. But it should be apparent that the ohronologioal develop

ment of Flaubert's aesthetic praotioe needs always to be borne in mind. 

Suoh dating is not just a problem in the modern perspective; there have 

of oourse been many traditional disoussions of the development of Flaub

ert's aesthetio. The neoessarily very brief referenoe which viII be made 

to these inevitably ·raises the problem of what is meant at all by "Flaub

ert's aesthetio". Contradiotory pronounoements oan usual~ be explained 

when we realize that oritios are aotually dating quite different things. 

The aesthetio may be understood as the literar,y expression of a partioular 

idea or world-view, as Flaubert's artistic theory or his praotice, as a 

combination of these or perha~s as a combination of our own theory with his 

praotioe. Since there is no reason why a combination of these interpret

ations should necessarily raise insoluble contradictions, rather than 

attempting to justify a reading of Flaubert clearly influenoed by twent

ieth century formalist criticism, it seems more relevant to prefaoe such 

readings with a brief oonsideration of traditional dating and definition 

of the aesthetic, and a rather summary examination of Flaubert's own 

literary pronouncements and declared aims, along with my own extremely 

schemati~ general feelin~ on the dating of the aesthetio. I cannot over

em~hasize that my references to traditional Flaubert criticism, the pers

peotive of which is different from my own and which I generally cite ~o 

situate myself rather than to dismiss it, would not olaim to do justice 

to the original arguments. 
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(i) Flaubert's "aesthetic". 

HO,tzor Huss flUl".c:'ests that use of a sin.c:-le term "mature aesthetic" 

"to refer to a large and scattered body of comment produced at 
different moments of the writer's life is justified by Flaubert's 
fideli ty to his .?esthetic princi nles nnd by the regularity with 
lfhich he returns to the sa.me L'reoccupations". (I?) 

In tA.kin~ as centra.l to his" mature aesthetic" the nosi tion of Jules in 

the first fducation sentimentale, he ar~ues that Flaubert's later pron-

ouncements on art, (found mainly jn the Correspondance, the Notes de 

Voya~e, and the preface to Bouilhet's Dernieres Chansons), merely consol-

idate this exemplary standooint. But it soems to me th~t Ro~er Huss' 

chosen definition of the mature ~esthetic is the only thing tha.t leads 

him to privi1e~e Jules in this 1-1ay. For if his exploration of Jules' 

artistic f1tanceR (in particular [l.S seen developing' through the artist's 

exnloration of his own temperament in the early works) is pursued in a 

most interestin~ way, the most perfect understandin~ of Jules contributes 

little to the definition of Flaubert's mnture aesthetic nrA.ctice, as 

Ro,o:er Huss' Ol-m later article on Flaubert t s ~momi'J.louG use of the imperfect 

tense anY'·1rI.y surel.y sU~p,'e8tr;(18). Thus .iust as Sherrinp,'ton argues that the 

only finnl sta.tement of FlalJbert's aenthotic lies in the novels themselves, 

which he refuses to see as some sort of nractical Dpnlication of the 

theorieR of the CorresnondA:.l'l_~~(l g), so I could not n<:;ree that" After the 

first (.;(\llcnUon !1ont.imC'1tnle tfJo O!1::::enl,i I nrohlem l·,ill be onc of realis-

ntion, of nllttinr; theoricf: into nractice"(?O). 

Ti~at Fl,'luhert's stn.tp.r~entfl on .'1rt rev')~'n t~1roup:hout ~ir; life 

nround thA ~~me i~Rues is certninly ~cncrally true, but perhaus only 

because they nre nosed on such a ~eneral level. Thus the Bouilhet prefaoe, 

which Flnubort Hnw as his only public nrofession of personal nrtistic 

faith(~l), is notually even more nb~trnct thnn the nnalysis of Jules' art, 
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for the references to unity, harmony and impersonality have disappeared, 

and there is no longer any hint of any attitude to the world informing 

the artistic ideal. The preface is basically an apology for an ennobling 

"l'art pour 1 'art", a declaration of devotion to literature acknowledging 

an eclectic literary taste, a preference for skilled and patient labour 

over facility. More specifically Flaubertian facets are included in this 

homage - the belief that plasticity is the most important quality of art, 

the aim of which is to produce "une exaltation vague"(22), a reference to 

Apu1eius(23),the claim that prose must· be tested by its ability to be read 

aloud(24), a dislike of the general practice of literary oriticism(25). 

But the fact that such general (if important) principles can apply equally 

to Bouilhet and to Flaubert, whose literary productions are so vastly 

different, (Bouilhet was after all mainly a poet), suggests how little 

practical guidance such pronouncements give for the rending of Flaubert's 

actual novels. 

Thus Roger Huss' chapter on impersonality(26) is partioularly 

interestinR in his own perspective of a consideration of the complex 

attitudes (sympathy, detachment etc.) which are involved in it, but in 

suegesting that the artistic doctrine of imperson~lity is a conscious 

aesthetic eouivalent of an uneasy relationship to the self and the world, 

only the psycholo~ical attitudes are really illuminated. There is fascin-

ating analysis of fictional characters who exemplify the impersonal stance, 

(e.g. Isambart and YQ~(27) ), but such an approach would not be able to 

tell us how impersonality actually ouerates at the level of formalpractio~ 

Jean Bruneau, who is perhaps the best-known exponent of the view 

that Flaubert's aesthetic is set up for life after its exposition in Jules, 

"Flaubert conservera toujours les idees philosophiques de Jules, il ne 

changera rien non 'Plus a. son esthetique" (28), has a particularly stran,<;e 

ar~um9nt in that it is based upon a study of Flaub:Jrt' s aest~etic practice i 
I 
I 
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up to January 1845, concluding that by this date Flaubert is in full 

possession of his novelistic technique, and yet admitting that he is 

omitting Flaubert's interest in writing which does not start until after 

this date. His citation of Pierre Moreau's view of the first ~ducatlon, 

"Tout Flaubert est la.; mais son art n'y est pas encore"(29), aptly under-

lin~s.my general view that if his art is not there, how can'~ll of Flaub-

ert" possibly be there at this stage? 

It seems to me therefore that in my perspective Jules cannot be con-

sidered any sort of permanent mouthpiece, for through him Flaubert merely 

defines an abstraot artistic stance. Jules' aesthetic only really embodies 

a set of rules of conduct for the artist, the schematic presentation of 

whioh is responsible for many long-standin~ received ideas of Flaubert 

criticism, for example the form/content relationship referred to in the 

previous ohapter(30). Pantheism and universal sympathy are perhaps the 

most important ideas(31), ~ut what is being described is very much an 

attitude to the world without which the artist cannot proceed with his 

task, as really are impersonality and irony: 

"lBntheisme immense, qui passe par lui et reapparait dans l'Art"(32) 

"Arretant I 'emotion qui Ie troublerait, il sait faire naitre en 
lui la sensibilite qui doit creer quelque chosetl(33) 

"Mais je orois qu'il y a quelque chose au-dessus de tout cela, a 
savoir: l'acceptation ironique de l'existence et sa refonte plast
ique et complete par I' Art" (34), 

the latter in faot a later quotation from the Correspondance, which per-

feotly sums up Jules' position as regards irony(35), yet, as I have sugg-

ested of his impersonality, has literally no connection with the complex 

workings of irony in the major novels(36). 

Suoh generalities can tell us nothing about the sort of novels 

Flaubert will write. Indeed the disoussion of Jules' art does not even 

mention novels, for after his play it is not even very clear what exactly 
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Jules is supposed to have written. At one stage we learn that he has div-

ided his life into two parts, since at the same time he is writing a 

history of Asian migrations and composing a volume of poetry. It is 

interesting that Jules actually has Quite contradictory aesthetic ideals 

for eacha 

"II avait pour son histoire un ~lan simple et fecond, ilIa voulait 
tai~ler en Iarges masses~sic-" Ia diviser par groupes bien com
poses, et dominer Ie tout par une unite puissante et reelle, quant 
a ses vers, i1 travai11ait a assouplir Ie r,ythm~a tous-Ies caprices 
de la pensee, c'etait une cou1eur en relief, avec des fantaisies 
saisissantes, une musique ailee."(31) 

This suggests at least that the final much Quoted principle of Jules' 

aesthetic, unity and harmony, should not have been so unambiguously 

accepted even as a part of an analysis of Jules(38). Indeed if the dis-

covery of harmony is most important in the sense of Jules making sense 

of his whole life, the aesthetic hinted at by the poetry plan might be 

highli~hted as an important early mention of the potential aesthetic 

value of reverie and dispersion(39). 

I can far more happily accept Jules in Sartre's sense of an empty 

glorification of the artist, a deliberately pathetic character who has 

to be a puny failure in order to become an artist at all(40 ). In 1866 

Flaubert himself says to George Sand "Je ne crois pas (contrairement a 
vous) qu'il y ait rien a faire de bon avec Ie caractere de l'Artiste 

idea1"(41). Paradoxically it is the handling of Henry which seems to me 

far more interesting, for the Mme Renaud affair is written in a way that 

my later argument will consider particularly important, i.e. in terms of 

the practical development of Flaubert's aesthetic, not in Bruneau's sense 

that it is a "roman drarno.tique" where an invisible artist pulls the 

strings(42), but for the emergence of what will later be discussed as 

vi tal aesthetic values - "beanoe" and "stuoeur", privi1e~d silences and 

reverie, of whioh the presentation of Marie in Novembre is perhaps the 

, 
t1 

, 

t 
i 
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first important attempt, and Salammbo the fullest accomplishment(43). 

This brief reference to my later argument is to underline my belief that 

whereas the affair with Mme Renaud is properly written, the Jules passage 

by oontrast is more like a rather smug essay, interestingly rejeoted by 

Flaubert in an essential letter to Louise Coletl 

"Les pages qui t'ont frappee (sur l'Art etc.) ne me semblent pas 
diffioiles a faire. Je ne les referai pas, mais je crois que je les 
feraismieuz. Crest arden~Z mais 9a ~urrait etre plus synthetique. 
J'ai fait depuie dee progres en eethetique, ou du moins je me suis 
aftermi dans l'assiette que j'ai prise de bonne heure. Je sais 
oomment il faut faire. Oh mon Dieu! si j'eorivais Ie style dont j'ai 
l'idee,quel eorivain je serais'"(44) 

Although Flaubert desoribes himself here as "affermi dans l'assiette 

Que j'ai prise de bonne heureu this letter, significantly dated 1852, 

surely indicntes rather a quite n!! sense of direotion. The eostatio 

ideal of style is unspeoified because he has not really even tried it yet, 

let alone aohieved it, but he does at last seem to have a firm sense of 

what he wants to do, and many future letters define, albeit in the vaguest 

w~, an ideal conoeption of writing pIeced by Flaubert at the very li~its 

of p09sibility(45). It seems to me that it is only herA, with the begin-

ning of work on ~mdame Bovary, that Flaubert oan really be said to have 

entered his 'blature"period(46). His correspondenoe shows him now thinking 

about the sort of novel, in the sense of an aesthatic obje~t, that he will 

write. Many of the vital Correspondanoe Quotations are from 1852 and 1853, 

and though there are obviously non-literary reasons for this as well, (the 

main period of writing to Louise Colet), a new sense of the agony and 

diffioulties of produoing a "written" novel only emerges as he embarks 

upon Y.adame Bovary. In other words Flaubert's real aesthetic problems can 

only be said to start here. 

It is worth noting that Flaubert would not publish a!1Y.thing written 

before this date, for this seems to me to be anyway one sensible way of 

dating his mature aesthetio praotioe. Mason, who studies the way Flaubert 
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uses his early works in the later ones, suggests that he does not publish 

the tormer so that he can use them(47). Yet Flaubert does not speak as 

it he takes his early work seriously in retrospect. Although he shows 

Novembre to the Gonoourts he declares his relief that he had had the sense 

not to publish it(48), the rejeotion of the first ~duoation has alrea~ 

been mentioned, and his remarks on the Tentation de saint °Antoine, what-

ever his original disappointment over it , do not suggest that he oonsiders 

it that important. "Je orois qu'il y a peut-etre moyen de rendre oela 

lisibleM(49). Though he often returns to it~this seems to be beoause he 

really enjoys its atmos~here and feels at home in its subjeot matter. 

"je nlai pas besoin d'etre soutenu, un pareil milieu me nlaisant 
naturellement" (50) 

"C'est une extravaganoe complete, mais qui m'amuse"(5l) 

"mon Saint Antoine que je suis bien decide ° a ne pas publier quand 
il sera fini, oe qui fait que je travaille en toute liberte d'esp
rit"(52), 

and when he suggests seeing George Sand so as to read Saint Antoine to 

her, it is aotually "puis pour vous parler d'un autre livre plus import~ 

ant"(53). 

In his letters written before his return from the East Flaubert 

desoribes himself as having been in training for twenty years and suddenly 

impatient and anxious to ~et started: 

"J'eprouve, par rapport a mon ~tat litteraire interieur. 08 que .. A, , 
tout Ie monde, a notre age, eprouve un peu par rapport a la vie 
sooiales IJe me sens Ie besoin de m'etablir ' .-(54) 

To resolve the problem of why Flaubert should suddenly teal rea~ to start 

writing seriously one is naturally led to consider the significanoe of 

the journey to the East. But while several oritios have emphasized its 

importanoe for Flaubert's artistio formation I find ~yselt in disagree-

ment with their reasons for doing so. For example)!.!ason olaims 1851 and 

the start of l'!adame Bovary as the essential date(55), desoribing it as 
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the end of a period of intellectual and aesthetic formation in which the 

Eastern journey played a vital part. But in fact she equates this influence 

with a new discovery of "la poesie en tout", illustrated by Flaubert's 

letter about the mixed odours of lemon trees and dead bodies which he 

describes as "la grande synthese"(56). Thus Flaubert is supposed to have 

found the real Orient more real than the idealized Orient of Byron and 

Victor Hugo, and to have at last discovered the "poetic realism" which 

distinguishes Madame Bova;r from the ~crits de jeunesse, inoluding the 

Tentation(57). Naaman exemplifies fUrther this rather typical view of the 

~ of influence the East was supposed to have had: 

liEn meditant, il finit par decouvrir sa voie et par inaugurer une 
nouvelle periode dans sa vie·d'artiste. II se libere de 'ses 
entraves romantiques' et substitue aux reves de son imagination 
debordante 'la vision de Is realite', en s'initiant a la technique 
de la photographie, avec r.laxime du Camp, et a. celIe du Panorama, 
avec Ie colonel Lan~lois. 
En observant, il acquiert un tres riche bagage d'experiences vecues, 
de mouvement et d'images."(58), 

part of this view recalling Bart's study of Flaubert's landscape descript-

ions, for Bart obviously detects much progress in his descriptive tech

nioue-in tr.~ travel noten written in th9 East(59). 

Thibau:iet, rather than detecting a switch fron "Romanticism" to 

"re~lisrn", ar:ues instead for the final emer~nce of Flaubertls "vision 

binoculaire": 

"Le voya~e d'Orient etait d'ailleurs pour Flaubert Ie lieu beni de 
cette vision binoculaire, faite de ces deux elements, l'Orient 
qulil voyait et la Normandie qu'il revait (~omme il avait reve 
l'Orient en Normandie), et r~adame Bovary s'elabo!"ait en son incon
scient."(60) 

It is interenting to compare this quotation with Sicard's brief reference 

to Sartre's intended oonsideration of the importance of the Eastern journ-

ey in Volume IV of L'Idiot de la famillel 

"~'ais, 0' est dans Ie Voyage en Orient (objet d tune seconde etude) 
que lion deoouvrira oomment Flaubert devient llauteur de _~.:a.da::le 
Bova;y' en-Orient, en~effet, 11a Normandie lui p~a!t imagin~iret, 
devient un objet de revel en oherchant l'antiQue.il est a~ene aussi 
a observer Ie oontem-porain."(6l) -
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This seems very muoh Thibaudet's point, and it is interesting to thin.~ 

of Flaubert havin,Q: to get away from his elm environment to be able to 

experienoe it in an imaginary way. (One recalls the well-kno'in passage 

in whioh he d~dreams about Croisset(62». But Sioard continues: 

"Surtout Ie spectacle est Ie point de depart pour un style: on 
apprend que Flaubert rec~it sas notes, ~ue ce qui compte,c'est 
avant tout la forme, Ie langage. Nous avons une coupure tres nette 
d'avec la realite et il faudra'etudier a cette egard Ie systeme 
des corrections qui ont pour but de oacher la causalite."(63) 

The important point that I would extraot is less that Flaubert spends 

a lot of time on oarefully written desoription,than that he not only 

experienoes oontemporary Franoe in a derealized w~, but his actual 

present experienoe of being in the Orient is experienced as a dream as 

well. This is overwhelmingly evident from the way Flaubert describes his 

experienoes in the travel notes and letters, Egypt in partioular re~res-

enting a oonstant disoovery of the joys of opaque situations, that is 

of real ex~erienoe lived as if it were imaginary. Flaubert both falls 

into and tends oonsoious1y to adont this attitude which was analysed in 

the last ohapter ns Sartre's "point de vue esthetique", for whioh Flaub-

ert's aocount of meeting the caravan served precisely as the urivi1eged 

example. It is beoause the whole trip turns out to be an aest~etio exper-

ienoe that its ohief features, not understanding situations and langua~, 

"stupid" contemplation and reverie, merge oonstantl~r into a sort of 

aesthetic eostasy. 

The most important oatalyst of suoh eost~y, of partioular relevanoe 

to the argument of the last chanter, seems to be preoisely the constant 

-nresenoe of a partioularly strange-sounding foreign langua~. J:uch of the 

pleasure of sleeping with Arab prostitutes appears to stem from the 

impossibility of communioating with them: 

"Sea mota arabes que je ne oomprenais nas. C'etaient des questions 
da trois et de quatre mots et elle attendait 1a reuonse; les yeux 

• ,.. # 

entrent les uns dans les autres, l'~ntensite du regard est doublee. 
- ~ine de Joseph au milieu de tout ce1a.- Faire l'amour par inter-
-prete."(64) 
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Indeed Flaubert spends a night of "intensites reveuses infinies" contemp-

lating the sleeping Ruchiouk-Hanem(65) and recalling "sa voix qui chant-

ait des chansons sans signification ni mots distinguables pour moi"(66). 

Froo explicit statements of particular delights: 

"J 'entendaia Joseph et les ~rdes quicausaient a voix basse; je me 
suis livr' l~" des. intensi tea- nerveuses pleines de ~'minisoencesn (61), 

one infers the intended effect of less stressed passages: 

"Je m'endors dans ma pelisse, savourant toutes ces chQses; les 
Arabes chantent un canzone monotone, j1en entends un qui raconte 
une histoiret voila la vie du desert."(68) 

It is uarticularly interesting to note with what frequency Flaubert inserts 

strange words into his text: 

"Couvent Copte. Moines a l'eau descendant tout nus de la montagne: 
'Cawadja christiani, batchis, cawadja christiani', et les aChos dans 
les grottes r'petent. 'Cawadja, cawadja'." (69) 

"Femme vOilee d'un grand morceau de soie noire toute neuve, et son 
A ~ 

mari sur un autre ane. 'Tai~b', et l'on repond 'Tai~b, tai'b' sans 
s 'arreter." (70), 

and also that as an absolutely predictable tic of style he will record 

such words twice: 

It 'In ny a oh 1 in ny a oh J til ( 71 ) 

'''El Kods, el Kods ,It (72) 

"'Gawonl Gawonl '" (73) 

"'tael tae'"(74). 

Recalling Sartre's analysis of Mallarme's "sans mats, sans mats"(75), it 

would seem that the reader is led doubly into adopting the imaginary 

attitude to language, (grasping it in its materiality), by the rich 

unusual sounds, and by their repetition. The way this induces reverie 

will be reconsidered in the final ohapter in connection with Salammbo, 

for the moment I would point out that when Flaubert tries to convey in 

language the effect of such privileged moments, he often resorts to re-

pea ting a phrase, as in meetin~ the caravan "<ia marcha ••• 9a marche ••• ", or 
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in describing his admiration for camels "eta avance, eta avance" (16),or 

approaching Beirut from the sea: "on repart, on s'arrete, la lune est 

couchee, etoiles, etoiles."(71) In the major novels we shall see that 

repetition often appears as a privileged sign of not-understanding, and 

while these special Eastern descriptions are characteriZed by a complete 

laok of thought(78), (let alone comprehension), they are frequently 

aotually brought about by not understanding the meaning at language. 

Thus Flaubert's autistio characteristics, the aesthetio potential at 

whioh was often hinted at in the last chapter, emerge most fully as some-

thing positive in the notes and letters written in the Orient, 

"Je tombe dans des reveries et des distraotions sans fin. Je suis 
toujours un peu comme si j' avais trop bu; avec era de plus en plus 
inepte et inapte a comprendre ce qu'on m'explique"(19), 

for suoh blank: "stupidity" is moulded into something more valuable: 

"Si tu savais quel calme tout aut our de nous, et dans quelles 
profondeurs paisibles on se sent errer l'esprit! Nous paressons, 
nous flanons, nous revassons."(BO) 

Maxime du Camp's acoount of his travelling companion highlights, 

throu~h its evident disdain for such behaviour, the uniqueness of Flaub-

ert's enjoyment of 'mindless" passivity: 

"Gustave Flaubert n'avait rien de mon exaltation, il etait calme 
at vivait en lui-meme. Le rnouvement, l'action lui etaient anti-

A .' -. • A , • pathiques. II eut a~me a voyager, s'~l eut pu, couche sur un d1van 
et ne bougean t pas, voir les paysa,'48s, les ruines et les ci tes 
uasser devant lui oomme une toile de uanorama qui se deroule·mecan
lquement ~ ••• -1 Les temples lui paraissaient toujours les memes, 
les ~aysages toujours semblables, les mosquees toujours uareilles'~l). 

Flaubert oonfesses suoh an attitude most explicitly to his mother, 

"On se derange pour voir des ruines et des arbres, mais entre la 
ruine et·l'arbre c'est tout autre chose que l'on rencontre; et de 
tout cela, paysa~s et canailleries, resulte en voua une pitis 

# #, ~ lit , 

tranquille et indifferente, serenite reveuse aui promene son regard 
sans l'attacher sur rie~ (paree que tout vous est egal et qu'on se 
sent aimer autant les betes que les hommes, et les galeta de la mer 
aut ant que les maisons des villes). Pleine de couohers de soleil, 
de bruits de flots et de feuillageset de senteurs, de bois et de 
troupeaux, aveo des souvenirs de figures hurnaines dans toutes les 
postures et les grimaoes du monde, l'ama reoueillie sur elle-meme 
sourit silenoieusement en sa digestion, conme une bayade~e engourdie 
d'opium."(B2) 
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Thi~ illustrates ab30lutely that Flaubert's supposed fascination with the 

local colour and the whole "cote moral" of his journey is far from that of 

the probing, curious tourist. The very way in which customs and people are 

described suggests that they are grasped in the aesthetic attitude,. or 

at least that attempted closer observation inevitably slips back into 

admiring, immobile contemplations 
,.. ... 

"Je medite tres peu, je r~vasse occasionnel1ement. Mon ~enre ~'~b-
servation est surtout moral. Je n'avais jamais soupyonne ce cote 
au voyage. Le oote psychologique, humain, comique y est abondant. 
On renoontre des balles splendides, des existences gorge-pigeon 
tres chatoyantes a l'mi~ fort variees comme loques et broderies, 
riohes de saletes, de dechirures et·de galons. Et, au fond, touj
ours cette vieille canaillerie immuable et inebranlable. C'est la 
la base. Ahl comme il vous en nasse sous les yeux~(83) 

Human beings, prostitutes and slaves are seized in exactly the same w~ 

as the desert and the camels(B4), for it is the "immuable" and "inebran-

lable" quaIl ties of "les mmurs arabes" that Flaubert prizes so highly, 

the very qualities which found the aesthetic notential of his ideal 

conception of "la Betise", of which Thompson of Sunderland's contribution 

is but one example: 

"La bitise est quelque chose d'inebranlable; rien ne l'attaq,ue 
sans se briser contre elle. Elle est de la nature du granit, dure 
et resistante."(85) 

It should now be more evident why some of the vital aesthetic 

declarations from the early days of writing It.adame BOvsry seem to me so 

directly traceabla to the aesthetic experience of Egypt. The 1852 medit-

ation on Apuleius' The Golden Ass,(Flaubert's aesthetic ideal is often 

best expressed where he tries to analyse his own literary admirations(86», 

is exemplary in this respeot: 
.. , 

"II me donne a moi des vertiRes et des eblouissements. La nature 
'" . ,.. # • 

!lour ella-meme, Ie paysa,~e, Ie cote purement p1ttoresque des 
ohoses sont trait's la a la moderne et avec un souffle antique et 
ohretien tout ensembl~ qui passe au milieu. ~a sent l'encens et 
l'urine, la bestialite sly marie au mysticisme. Nous sommes bien 
loin enoore de cela, nous autres, comma faisandage moral, ce qUi 
me fait oroira que la litterature franysise est encore jeune. 
Musset aime la gaudriole. Eh bienl pas moL Slle sent l'es!lrit 
(que je l'ex8cre en artl).Les chefs-d'muvr~· sont betes; ils ont 
la mine tranquille comme les productions memes de la nature, comme 
lesgrands animaux et les montasnes. J'aime l'ordure, oui, et 
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tout un homma l gaudriole."(81) , 
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The effect on Flaubert ("des vertiges et des eblouissements"), the whole 

effect of the Orient, is something he will aim to reproduce for his 

readers (so often referred to as spectators): 

"Que lion se~te d~s tous les atomes, a tous les aspeots, une 
impassibilite oachee et infini. L'effet, pour Ie spectateur, doit 
etre une espece d'ebahissement. Comment tout cela slest-il fait? 
doit-on dire, et qu10n se sente ecrase sans savoir pourquoi."(88), 

as is seen even more clearly in the very well-known declaration that the 

aim of art is to "faire rever", that is to act in the same way as nature: 

"Aussi les tres belles CBuvres ont ce oaractere. Elles sont sereines 
d'as-pect et incomprehensibles. Q.uant au procede, elles sont immobiles I 

comme des falaises, houleuses comme l'Ocean, pleines de frondaisons, 
de verdures et de murmures comme des bois, triste comme Ie desert, 
bleues comme Ie ciel. Romere, Rabelais, Michel-An~, Sh~~espeare, 
GCBthe m'aoparaissent imoito~rables. Cela est sans fond, infini, 
multiple. Par de petites ouvertures on aperqoit des precipices; il 
y a du noir en bas, du vertige. Et cependant q~elaue chose de sing
ulierement doux plane sur l'ensemblel C'est lleclat de la lumiere, 
Ie sourire du soleil, et c'est calmel c'est oalme! et c'est fort, 9a 
a des fanons comme Ie. bCBuf de Leconte."(89) 

From ex-periencing the Orient in an imaginary w~v Flaubert seems to 

pass naturally to the potential of the image to provoke a similar reaction, 

and to a new insistence on illusion as the aim of art. Indeed an early 

reference to illusion in Novembre suggests that the quality of the reaction I 
to <:n illusion (n3 opposed to something real) lms already amaZ9:"l:mta "elle \ 

, 
~e raoorocha ie moi avec etonnement et, me prenant par Ie bras, comme si 

j'etnis une illu~ion qu'elle voulut saisir"(90). The many references to 

illusion in the Correspondance require some analysis of Flaubert's use of 

the concept. An excellent article by Christooher Prendergast argues from 

an underBtandin~ of illusion in the sense of a relative construct ("II n'y 

a ~M de Vrail 11 n' y a que des maniere. de voir" (91) and "n n'y a de vrai I 
que les 'ra'Oports'~ (92)), to an inter!ll'etation of the "book about nothing" ! 

which is oo~pletely in line with the Cerisy orientation discussed above, 

a work of writin~ which is never "concluded", with no ''transcendental 
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signifiett (93) or fixed presenoe, only a "nean1." beneath it. Though the 

artiole is powerfully argued, (and the discussion of the proyosed Homais 

mirror soene is an impressive final "proof't}4», lam nevertheless a little 

unh~ppy with the use of''illusiontt here, in faot very different from 

Sartre's connection of image and"neant"discussed in the previous chapter, 

where a confrontation of Sartresand Flaubert's respective desoriptions of 

the artistio image revealed rema~kable similarities. Wbj.le Prendergast 

sees such illusion as totally undermining any idea of the novel as 

representation, I feel that it involves the more traditional incarn3.tion 

of a plastic image which is olearly a representation without however 

being the reyroduction of an alraa~y existing reality, whioh Flaubert 

tends to see as getting in his way. For example,he refuses to stop work 

on L'~duca.tion sentimentale to v:lsit George Sand, so as to avoid the in-

evitable weeks of reverie when he returns, in ~hich "real"iJ;Dagos 'Would 

replace the carefully oomposed "images fictives"(95). For the benefit of 

his readers Flaubert refused to have his novels illustrated: 

nCe n'thait gnare la peine dlamployer tant d'art a lai.sse)' tout dc.mn 
Ie vague, pour qulun pignont' vienna d&molir mon rave par sa pr~cifd("),,;. 
inepte. lI

, ._. 

"Une femme dessinee ressemble a une fe:nme, voila tout L .. cJ tandL; 
qu'une femme eorite fait rOI/t,l' a millo f'emmes. tt (96) 
The referenoes to Sa.lamnb0. ll.L'S perhaps the most interesting in th:i" 

conneotion, given the amount of research undertaken for it and the polemic 

which arose over the aocuracy of the historical details(97),for Flaubert 

makes it nerfectly plain that he was only intending to "fixer un mirage" 

which would not contradict the current "image" of Carthage(98)r 

"Dieu sait jusqu'a. quel -point je pousse Ie scrupule en fait de 
docu~ents, livres, informations, voyages, etc. ••• Eh bien, je 
regarde tout cela comme tres seoondaire et inferieur L ... J Me 
croyez-vous assez godiche ~our etre oonvaincu ~ue j'ai fait dans 
Salam~bo une vraie reproduction de Cartha.~, at dans Sa~nt An~oine 
une peinture exaote d'Alexandrinisme? AhZ nonl mais je suis sur 
d'avoir exprime Illdeal qulon en a aujourd lhui."(99) 

"Quant a l'aroheologie, elle sera ·probable'" (100) 

.. ~ crois avoir fait que"loue chose qui ressemble a. Cartha~" (101) s 
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and one recalls Bouvard and Pecuchet's craze for Walter Scott's historical 

novels: "Sans connattre les modales, ils trouvaient ces peintures ressernb-

lantes, et l'Hlusion etait complete"(102). 

Documentation is only suoerfioially concerned with historical or 

geographical accuracy. On the one hand Flaubert clearly enjoyed the "re-

search for its own sake (ncar lire et prendre des notes c'est de la 

debauche" (103) ), and as is well-known wanted a reproduction of the Saint 

Julien stained glass window in Rouen Cathedral to be placed after the 

text of the Legende, not as an illustration but as a historical document, 

so that the reader would wonder how he could have drawn his story from it 

(104). It is also true that despite his lack of interest in historical 

details as such(105), he was afraid of making himself vulnerable through 

silly mist~~es, and felt a basic accuracy to be an aesthetic necessity, 

as we see from his attack on Les Miserables: 

"L'observation est une qualite secondaire en litterature, mais il 
n'est pas permisde peindre si faussement la societe quand on est 
Ie contemporain de Balzac et de Dickens."(106) 

Moreover of the fifteen hundred books or eight inch hi~h pile of notes 

I 

which precede the actual writing of Bouvard et Pecuchet, Flaubert declares 

... I 

"Mais cette surabondance de documents m'a permis de n'etre pas pedant; de 

cela, j'en suis sur"(107), a paradoxical position already evident in "par 
, I 

combien d'etudesil faut passer pour se degager des livres, et qu'il en 

faut lirel"(I08). This must be recognized as an accurate description of 

his work method, which must have been a continuous saorifice of previous 

effort. 

In asserting that the chief aim of docu~entation is to reinforce 

the artistic illusion rather than the accuracy of the detail, Flaubert 

suggests that it is a seoondary prop for a more essential work of the 

imagination. 

"Voila. os qui fait de 1 'observation artistique une chose bien 
differente de l'obssrvation soientiflques elle doit surtout etre 
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instinotive et prooeder par imagination,d'abord. Vous oonoevez 
un sujet, une oouleur, et vous l'affermissez ensui te par des 
seoours etrangers."(l09) 
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But in faot it seems likely that Flaubert, so good at derealizing his 

aotual surroundings, had a relatively poor "imagination" in the trad-

itional sense, and that in faot he badly needed these "seoours etrangers" 

to be able to imagine at alII 

ttL'important avant tout est d'avoir des images nettes, de donner 
une illusion, or.,pour y arriver, il faut une abondanoe de plans 
seoondaires dans lesquels je m'embourbe.tt(llO) 

It is when no written props exist, that Flaubert finds inventing a 

"realistio" story most tiresome, as when he is planning to put Emma in 

a ball, but has not been to one for so long that it will demand enormous 

efforts of his ima~ination(lll). The Gonoourts, with their ever aoute 

understanding of Flaubert, perfeotly appreoiated the laborious and applied 

ingenuity of this work method whioh sought so paradoxioally to build an 

illusion with plans and notes: 

"II veut faire une feerie L.Le Chateau des cceurs.1 et avant de 
la faire, il lira toutes les faeries faites jusqu'a lui. La 
singulier prooede d'imagination."(112) 

Saint Antoine is desoribed preoisely as "ne l'imagination faite avec des 

notes"(113), and Salammbo as 

"une invention par vraisemblanoe, une deduction de toutes les 
oouleurs looales des civilisations antiques et orientales, tres 
ingSnieuse et qui arrive p~r son ~rofusion de tons et de parfums 
~ etre quelque ohose d'entetant."(114) 

The Gonoourts end up Buffering from an ttetourdissement" almost 

oertainly intended by Flaubert for Salammbo at least(l15), whioh he 

refers to variously as "un lourd roman"(l16) and "embetanw'A orever(1l1). 

This deliberate "heaviness" is the essential quality for lulling the 

reader into the dazed state in which he will be most amenable to the 

olaims of reverie. Thibaudet's disoussion of Sala~bo is partioularly 

interesting for its appreoiation of Flaubert's intentions in the novel. 
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He suggests that the misunderstanding with the public arose because of 

the contemporary conception of the historical novel, whereas Flaubert 

was not in the least trying to "passionner son lecteur" but to subject 

him to an aesthetic experience, (which we have seen involves'~bahisse-

" ... ) ment,:reverie and vague exaltation. He therefore chose an alrea~ 

opaque subject outside the mainstream of Western culture, Carthnge, 

which even classical antiquity figures as 

"un bloc isole, un aerolithe etranger par sa civilisation a. ce 
qui l'entoure, un type de cite singulier qui a disparu, semble
t-il, sans laisser quoi que ce soit dans Ie courant commun de 
lao culture."(ll8) 

Salammbo's essential opaqueness, which I shall reconsider at a later stage, 

is particularly evident in the use of the shifting viewpoint technique. 

It seems to me that it is the recourse to an exterior ~oint of view 

which is most significant here, for I suspect that it is used to actually 

undermine empathy(119). For whereas an inner view of both warring parties 

is an almost cliched way of involving the viewer of an "e1'ic" film like 

Bridge over the River Kwai or Waterloo in both sides, in Salammbo, though 

this inevitably ha1'pens to a certain extent, the constant switches from 

following events with one side to suddenly sharing an external viewpoint 

(and even more obviously, a long shot upon them), tends to oake ~ 

languages, races, customs and even the main characters onaaue, and hence, 

in the Flaubertian terms now emerging, to increase their aesthetic impact. 

Thibaudet offers Salammbo as a precise fulfilment of Flaubert's 

aim to write novels whioh would seem suspended in infinity by their own 

force, complete in themselves and quite independent of their actual 

producer, who as far as the reader is concerned, might well never have 

existed(120). This further reminder of Sartr'sand Flaubert's twin descript~ 

ions of the artistio ima~ as seeming to float in the air, almost in 

another dimension since entirely disconnected from the surrounding 
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reality, dominates my own approach to the now quite over-worked "book 

about nothing" quotation. This has meant many things to many critics, 

from the psychological orientation exemplified by a work like Duquette's 

Flaubert ou 1 'architecture du vide, where L'~ducation sentimentale is 

seen as the ultimate presentation of "un monde en creux", a "roman de 

la depossession, de la deperdition des forces"{12l), to the excellent· 

explanations of Prendergast (as outlined above) (122) and of Jonathan 

Culler (as a "signifier without signified") (123). I would prefer to 

emphasize (perhaps unnecessarily but to situate the discussion that 

follows in the rest of the chapter), not so much the insignificanoe or 

rather ideal lack of subjeot matter (which~as should alrea~ be olear, 

I do find very important), but the faot that this ideal book (and Flaubert 

is at the time working on r:adame Bovar? not Salammbo), was to be comnlete

ly "sans attache exterieure"(124). 
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(ii) Constructing a representation. 

In that the aesthetic significance of this production of a solid, 

heavy, opaque object, Thibaudet's "bloc isole", has now been underlined, 

(its importance m~ be more fully grasped in my final chapter); the rest 

of this chapter will be largely concerned with the ways in which this 

severing from the exterior is aohieved, and then with the implications 

of defining a novel as not referring to "anything" outside itself. But 

before ~assing to actual analysis on the level of formal oreanization, 

(the merits of such an approach will be evaluated at the end of this 

chapter but only ultimately throu~h my final ar~ment about values), the 

very attempt to discuss the construction of a formal object poses ~roblems 

that might be briefly oonfronted at this stage, as background to their 

oocasional later elucidation in conneotion with more specific analyses. 

We have seen that Flaubert seeks to produce an aesthetic im~act, 

of which reverie is a vital component, in two ways: on the one hand by 

an em~hasis on the material, non-signifying Qualities of language itself 

in the sense of Sartre's special concent of style. It is here that the 

many quot~ho,,~ 0" ~desired insi.cmificance of the subject matter, O!'l the 

sounds and rhythms of lan~uage which will cause the reader to swoon, the 

whole desire to write a book in which he ,{ould have only to write sent

ences , as to live one has only to breathe(125), find their place. 

On the other hand we have seen that the extent to which Flaubert 

is ca~ht up in trying to create a fairly traditional illusion of reality 

oannot be.i~ored. Indeed, even in a formal perspective, it would be 

regrettable to ignore it. ~or the effect of a solid object hanging in 

the air is achieved by the readin~ of the fiction as muoh as by the 

oreation. of a physical pyramid of blocks of language(l26), in other 
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words the "illusion" has an aesthetio impact as well. I shall eventually 

show the ways in which F1aubert's "illusion" oannot be equated with what 

Ricardou calls "il1usionisme": reducing the presence of the text by 

fasoinating the reader with events(121). We have seen that F1aubert 

foregrounds his working of language (Rioardou's "fanction critique"(128) 

or Prendergast's "negativity" (129) ), and in line with Rioardou's 

exoellent analyses of Flaubertian description (in particular in showing 

up the way in which Flaubert deliberately emphasizes the artificiality 

of the Madame Bovary wedding cake description(130», we shall see that 

Flaubert seems always to forep,round the conventionality of his means 

of reuresentation. 

Rioardou defines "architecture" and "ecri ture" e.s the t~.,.o contrad

ictory "r;randeurs" of literature, a stru~.gle between the rei'erentin,l and 

literal illusions, between, in Rioardou's aphoristic fO!'!Jul"i, "the 

wri ting of an adventure" and the "adventure of a lITi ting" (131). Whereas 

he describes the "Nouveau Roman" as fallin'S within the latter tendenoy 

of the adventure of a writing, in which if fiction uses a vision of the 

world it is to obtain a universe obeying the s~ecific laws of writing, 

wherein fiotional psyohologies and sooiologies can only return us oons

tantly to the funotioning of the book(132), Flaubert is described as 

insistin·cs methodically upon the oppoai tion between the two tendenoies(133). 

The objeot desoribed is inevitably unstable since t~e reader 

oscillates between two sorts of perception which cannot both be grasoed 

at onoe. Yet if either is actually refused the reader ldll fall into 

one of the above illusions - either words hidin3!' meClnings or meanings 

hiding words. This is very like Barthes' analysis of ~th where the 

"to-and-fro" between the two semiological systems whioh are hooked 

together is myth's ohief resource sinoe it is unavoidable(134). It also 



114 

recalls the oscillating movement between perception and imagination, 

support and analo,~on, described by Sartre and most obvious in the r.;aurice 

Chevalier impersonation(13S). In both cases the point is that it is not 

quite possible to grasp both at once. Thus while the denoted fiction 

cannot help but retain something of the pseudo-innocence of Barthes' 

myths, (which seems to me to be potentia.lly a vital insight into literary 

"realism", a point I shall take up again latar(136) ), Flaubert does his 

best not· to hide what we might call the "myth-work", precisely by his 

insistence upon Ricardou's opposition. 

In the wedding cake passage Ricardou demonstrates that a tension 

is set up between the referential tendency, the simultaneity of the 

different parts of the cake in the imagined reality, and the literal 

tendency, the unalterable successivity on the page of the parts of the 

written description of the cake, emphasized particularly by Flaubert's 

use of connecting adverbs of time "A 1a base ,d'abord L· .. J puisL ... J 
au second etage £: . .Jet enfin,sur la p.late-forme superieure'~137). Whereas 

Homer would motivate the inevitable temporal dimension of a description(.138) 

Flaubert actually underlines its written quality, and for Ricardou the 

theme of such a description is potentially its own functioning{139). 

Without being sure about ~oin~ this far I find that his point is 

excellently made, and the wedding cake is certainly not an isolated 

instance of this method of description. Variations on the "d'abord ••• 

puis ••• ensuite" formula can be found for instance in the descriptions 

of Charles' hat(140), bwe Aubain's house(14l) and Julien's ch~teau(142). 

The conflict between inevitable successivity and implied simult

aneity highlighted by these set-piece descriptions is an important 

literary problem and one of considerable relevance to Flaubert, who 

frequently discusses it in his Correspondance, desiring that prose should 



115 

form both "une grande ligne unie" and "la pyramidett (143). It would seem 

perhaps that through language and writing linear successivity emerges as 

the real dimension, while the simultaneous perception of a solid piece 

of architecture is paradoxically only an illusion. In a "nouveau roman" 

like L'Emoloi du temps or La Jalousie puns and word assooiations perhaps 

direct the reader along the successive path of the signifier, while 

"mise en abymelt (l44) is used to establish a simultaneous perception of 

the whole (145). lihether or not this 'bverall" perception can be maintained, 

(frequent use of mise en abyme certainly helps), is an interesting problem 

for Flaubert, which I shall try to resolve later when my discussion of 

repetition picks up the same point(146). 

Certainly the metaphors of l'Talls, cliffs, mountains and !lyramids 

suggest that Flaubert did aspire to some sort of simultaneous perception. 

Roger Huss' chapter on 'Flaubert's preoccupation with incoherence in his 

early work ' (147), begins an interesting discussion of the ways in which 

Flaubert considers problems of form in terms both of'~he continuous and 

logical development of the narrative through time, and of the total effect 

of the work of art when considered as a whole" (148). l1e is seen to have a 

more than merely pragmatic(149) desire for an inclusive, simultaneous 

apprehension of the separate moments of his work. This turns into an 

interesting consideration of the tension between plurality and unity, 

between detail and'~nsemble", which regrettably he decides cannot be 

re.~arded"solely as an aesthetic problem" (150), turning to its moral and 

psychological relevance without really arrivin~ at a~~ aesthetic conclus

ions. However the problem is fortun~tely reconsidered (though again 

slightly in passing), in his excellent article on Flaubertls anomalous 

use of the imperfect tense, where 

"The contemplative gaze evoked by the anomalous, impeJ;fect is thus a 
partial reflection of an impossible larger gaze wi th which Flaubert' s 
'ideal reader, drawing the successive pages together into a single 
astonished perception, would meet the novel itself."(15l) 



Flaubert's art is suggested to have little affinity with progressive 

forms developing in time, moving rather towards Ita statio aesthetio 

ideal, by definition impossible to realise in a narrative form, yet 

oapable of modifying that form profoundlyt'{152). IITy own feeling at 
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this stage would be ~ to play down the temporal perspeotive so vital 

to the desire of "just writing", but at the same time to wonder if the 

statio ideal whioh reemerges when Flaubert talks about novels is neo

essarily so impossible to aohieve, and later disoussions Qt repetition 

and mise en abyme will suggest ways in whioh an illusion of simultaneity 

is perhaps perfeotly possible, whioh p~oisely beoause an illusion, 

might not really be in oontradiotion with the linear path ot writing(153). 

Any discussion of the formal organization of the diegetic content 

of a novel must surely take aooount of Genette's tDisoours du raoit' in 

Figures Ill. For though centred uponAla reoherohe du temps perdu, with 

its many references to other works and oonstant unearthing of new prob

lems, it provides a vital framework for any study of narrative disoourse, 

and the following seotion of my thesis is olearly inde,ted to it. A brief 

theoretical digression is therefore perhaps helpfu1(154). 

The sphere of literary ori tical activity knmm broadly as "Poetics" 

stands approximately to literature nn Saussurian lin~istics to langu~ge, 

i.e. as "langue" to "parole". ~Jhile Jonathan Culler organizes his discuss

ion around the oonventions and reading expeotations involved in different 

literary genres, the more usual ap~roaoh has been quite simply to try to 

establish the properties of literary discourse. Whereas linguistics 

proper stops at the sentenoe, poetios proposes to treat larger units of 

disoourse, the method it proposes being more or less to treat these 

units quite simply as big sentences, and the poetios propounded by theor

ists like Genette and Todorov(155) is a sort of new rhetoric or general 

science of discourse(156). They therefore keep the old divisions of 
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olassio~l rhetorio: elooutio or lexioal choices, dispositio or syntax, 

and inventio or semantics. All three areas have been the objeot of 

struoturalist researoh. While Genette's main interest lies in tropes and 

verbal aspeot, Barthes' well-knolffl oontribution to the Communications 

special number on the analysis of narrative concentrates more on the 

seoond oategory, syntax, which deals with the logio of aotions and plot 

.on the "story" level(157). Barthes tends to play down disoourse as such 

(the use of which term he restriots to'~speots, tenses and moods pertain

ing to narrative"(158)},sinoe he is seeking a model of narrative whioh 

might be able to deal with popular litera.ture, fairy tales, myths without 

authors and so on, where the level of discourse would be more or less 

missing or at least far from sonhisticated. Indeed he eventually decides 

that a transcendental narrative model could only possibly be found for 

oral IIrecits" and nroposes to restriot the use of' the term "structural 

analysis" for these. Since the written narrative is no longer thought 

to be the "parole" of a narrative "langue", he proposes a new aotivity 

"textual analysis"(159). In trying to establish the forms or logioal 

grammar of content Barthes already found himself dealing largely with 

the articulation of meaning, and with S!Z he shifts his attention openly 

to the third category of rhetoric, semantios. The problemoi' how a text 

makes meaning becomes a question of how the reader makes the text make 

meaning, or simply of hal., we reA.d a text. 

The elaboration of a new objeot of study, "Ie texte", oan be seen 

in retrospect to have operated a major theoretical shift of semiologioal 

perspeotive - Barthes claims that in ohanging the level of peroention of 

the objeot he ohanged the object itself(160). The esoalation of work 

in the general area of textual semiotios, whioh tends to follow through 

the aotual work of signification (rhetoric of the signifier, puns eto.), 

in a properly Freudian and Laoanian manner, rather than looking into the 
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more general properties of literary discourse or literature as a sign

system, has been so overwhelming that Genettefs work, which perhaps 

stands somewhere between the two Barthean approaches, has I feel 

received far less attention than it deserves. Yet Genette, who never 

tried to set u~ an abstract model of the reoit to account for all recits, 

has always been interested in sophisticated written texts, and in estab

lishing a vocabulary and a degree of generalization in which to talk 

about them. 

In poetics grammatical categories are more or less metaphorically 

transposed to a ~rammar of discourse, while fully retaining their orig

inal meanings. With verbal asnect the traditional grammatical sun~ort 

is particularly relevant. Taking any recit as a lin~uistia production 

assuming the relation of one or several events, verbal aspect deals 

lar~ely with the relationship between the discourse and the fiction. 

Genette's nork is important to my arp::ument because it is at this point 

of intersection (of the "told" and the "telling") that Flaubert fS 

"pushing away" of content and creation of an opaque object takes place, 

(i.e. in the sphere of representation), through various devices to be 

ex?mined in due course. Genette defines three levels in the narrative 

discourse: the supposed events of the fiction,(histoire), the arrange~ent 

of these events into a recit, and the act of narration of the recite 

He then proposes to formulate the various relations between these levels 

according to categories borrowed from the grammar of the verb, namely 

tense(161), mood and voice(162). The three main sections of 'Discours 

du reci t' correspond to this division of aspects o~· the verb. 

Tense is to do with te:"1noral rela t i,,):1S bet"ieen the reci t and the 

supposedly real events, bewecn the telling time and the told time, and 

is subdivided into three sorts of temporal relationship: order, frequency 

and dur~tion. In terms of his essay on Proust this is certainly Genette's 



119 

most exciting chapter, for it is here that he argues most convincingly 

(in a truly Ricardolian manner), that any abstract theory of time and 

memory serves a formal interest in the organization of time in the novel, 

that the experiences recounted (e.g. the "madeleinen incident), are actually 

allegories for the more essential involvement in metaphor and metony~, 

(i.e. not the other way round). It is here that Genette challenges his 

critics to show how a "purely formal" interpretation of this kind constit

utes any sort of impoverishment of the reading of Proust's novels(163).In 

that Genette's approaoh is often, I suspect, considered a little dull, 

I would offer my full support for his point here, finding that in my 

experience at least his approach onened up excitin~ and almost alarmingly 

vast horizons in the possibilities of reading A la recherche du te~ps 

~erdu, which is my private justification for examining the potential of 

an equally "arid" approaoh to Flaubert's novels. Time and tense are 

obviously central to a study of Proust; for Flaubert the sub-division 

"frequency" turned out to be the most important, as will be seen later 

in the discussion of repetition which adopts some of Genette's working 

vocabulary(164). 

In terms of excitement it is the seoond category, mood, that seems 

to me potentially vital to the study of Flaubert. Hood in literature 

is essentially concerned with the forms and degrees of narrative repres

entation, with the degree of presence of the events evoked in the text. 

Littre defines the strictly grammatical meaning of mood as "the name 

given to the different forms of the verb used for different degrees of 

affirmation, and to express the different points of view from which the 

thing or action is considered"(165). Thus the oonditional is used to 

convey unconfirmed infdrmation, the infinitive for ordering, the subjunot

ive for wishing and so on(166). A metaphorioal transposition of the 

grammatical category of subjunctive mood, (even where not necessarily 
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expressed through aotual us~ of a subjunctive form), will be essential 

to definin~ the way Flaubert handles the status of his representations, 

for it seems to me to embraoe both the "point de.vue esthetique" and the 

enigmatic ironic stance written into Flaubert's novels, two attitudes to 

events which will be shown to be ultimately related. Mood also takes in 

the degree of accuracy with which speech is reported, from maximum 

accuracy in direct speech to a minimum evocation of the words aotually 

used in certain forms of indirect speech, such as Genette's imagined 

example: "J'informai ma mere de rna decision d'epouser Albertine"(167). 

Between these stands of course the "style indirect libre", well-known 

as an essential feature of Flaubert' s wri ting(168),and- prec.isely a way or 

building in an attitude to the speech or thou~hts that are being reported. 

The final area. covered by mood is point of view, the distance and pers

pective involved in the presentation of persons and events. Flaubert has 

often been studied from this angle(169), and I myself shall be applying 

some of Boris Uspensky's ideas from his outstanding study of the compos

ition of the artistic text(170). But the surprising point to me is that 

"style indirect libre" Rnd point of view are the only a.spects of mood to 

have been systematically applied to Flaubertian texts, and in ~eneral, 

despite the Littre definition with its emohasis on the i~portance of 

attitude, both Todorov and Genette, (who quote it), only discuss distance 

and perspective, puttin~ the reporting of speech into this category(171). 

In his 'Le travail de Flaubert' Genette does talk about the suspension 

of attitude implied by Flaubert's continual use of a sort of indirect 

discourse, 1-1hich as will be seen seems to me absolutely right, but in 

offering mo"od as a theoretical frp.mework in 'Discours du reci t t he omits 

the question of attitude altogether, losing therefore its vital potential 

for acoounting for the actual working of irony(172). 
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The last category, voice, examines the relationship between Genette'f 

two levels, racit and narration, that is looks at the presence of the 

narration in the racit, at the degree and nature of the narratine pres-

ence. For instance the first-person narrator may be the main character 

in his own story (like Adolphe), a more or less discrete witness (Dr. 

Watson or the Edgar Allen Poe narrators on whom he is based), a person 

to whom events have been told, a person openly inventing events, and so 

on. This is obviously a vast theoretical area for literature in general, 

though in terms of the study of Proust it is the temporal relations 

between the moment of narration and the fiction which present the most 

fascinatin~ problems, rather than the status of the narrator, and as such 

I find the ,c;eneral and the particular studies les!'! well integrated in 

this nart. 

a) Voice 

Al thou.:sh it seems to me that the traditional Flaubartian problems 

of imperson~lity and absence of narrator might be better organized by 

the category of mood rather than the perhaps more likely category of 

voice, it is nevertheless on the level of voice that Flaubert's first 

vital "severing from the exterior" might be seen to take place, through 

the use of deictics or shifters. Shifters have been discussed in a well-

known article by Jakobson(173), but particularly clearly by Benveniste, 

for whom they are the signs of what he ca.lls a "personal" rather than 

"apersonal" system of narration(l74). Shifters are words -depending direct-

lyon their context, potentially tautologous in that they relate back to 

messa.ge rather than to code. Thus perhaps the most interesting shifter, 

the first person pronoun ~ (and the corresponding tu), is defined as a 
/ 

characteristic sign of active discourse. Whereas a proper name 
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or the third person pronoun might refer to an objectively known entity, 

the sum of occasions on whichi!:.can be used does not constitute a class 

of reference. While the word ~ implies a concept to which all uses of 

the word tree must relate, there is no concept "jen accounting for all 

uses of the word 1!, which signifies only the person using it, so can 

only be defined by the containin~ discourse. A series of adverbs of time 

and place, such as ici, maintenant, aUjourd'hui, hier and demain rely 

similarly on the actual instance of discourse in which they are produced, 

for when a lan"5Uage wishes to refer to "objective" positions in time and 

space it adopts a different set of terms: ~ becomes iI, ici bSQomes la, 

maintenant: alors and so on. Shifters are therefore a unique class of 

emnty signs, filled only when assumed in active discourse, simply reflect

ing their own usage, and described by Benveniste as "indicateurs auto

referentielslt (115). 

Flaubertls use of shifters is particularly striking in Nadame Bovary, 

because the instances are both rare, (and therefore all the more notice

able), and crucially positioned. For example the peculiar first person of 

the opening sentence "Nous etions ~ 11 etude quand Ie proviseur entra", has 

been accounted for in various ways, from the rather ridiculous belief 

that the "I" is Flaubert because he went to the College de Rouen himself, 

to bringing the reader into the atmosphere of the novel, to making Charles 

ap~ear more of an outsider{176). But an external viewpoint on. Charles 

could easily have been created in other ways. The narrator seems to be 

one of Charles' class-mates and after the recountin~ of the opening class

room soene and an initial description of Charles, he presumably reappears 

with "II serait maintenant impossible a aucun de ~ de se rien rappeler 

de lui"(111). Since someone then proceeds to precisely remember all that 

subsequently happens to Charles, the first narrator has to have disappear

ed. The generally elusive narration of Madame Bovary highli~hts this use 
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of shifters which may be aligned with other references to an actual 

present moment of discourse. "Depuis les evenements que l'on va raconter, 

rien, en effet, n'a change aYonvill.e" (118), stands in an obvious position 

near the beginning of the second part of the novel (with its present tense 

description of Yonville), and the novel ends with a switch in temporal 

perspective to tell us what has happened to v~rious characters, ending 

with "II vient de recevoir la croix d'honneur"(119). It is not possible 

to reduce the speaking subject.of these shifters to one and the same 

subject, nor to connect the "maintenant" of "II serait maintenant imposs-

ible a. aucun de nous" with the present moment assumed by "n vient de 

recevoir". 

The almost cheeky foregrounding of these shifters seems to me imp

ortant to the "sans attache exterieure" argument, ma...1dng plain that the 

novel is a self-contained renresentation containing no reference to any 

exterior reality. For the oddities of first person and temporal reference 

are clearly subjective ones in Benveniste's linguistic sense(180), they 

are internal to the narration ~nd cannot be clarified by the objective 

situation of writing - Flaubert the man and the actual dates at which the 

novel is begun or finished. 

Jonathan Culler's discussion of the u,e of deixis in lyric poetry, 

(in structuralist Poetics), is particularly relevant and helpful in this 

connection. The lyric "I" is clearly a shifter in the sense described 

above, and impersonality operates as a vital convention presenting no 

problem for the reader, whose complicity is a basic necessity for the 

construction of the poetic persona: 

"even in poems which are ostensibly ,!)resented as personal state!:lents 
made on particular occasions, the conventions of reading enable us 
to avoid considerinff that framework as a purely biographical matter 
and to construct a referential context in accordance with demands 
of coherenoe that the rest of the poem makes"(181). 

It is generally only very unsophisticated readers of poetry who do not 
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grasp this essential point, while the novel, as a less obviously convent-

ional form.)has more often been thought to refer to an "objective" situation. 

To understand Flaubertian impersonality as basically only an essential 

convention seems to me both obvious .. and a point in need of underlining. 

Of course from different points of view many things are involved in his 

impersonality, the need to attain a state of calm to be able to write 

at all or to write well: 

"Tu as ecrit tout cela avec une passion personnelle Qui t'a trouble 
la vue sur les conditions fondamentales de toute ~uvreimaginee. 
L'esthetique est absente."(182), 

the hatred of judging that makes him refuse to include explicit moral 

comment, and which seems also to embrace a certain anxiety to forestall 

possible criticism of his own work by outsiders: "Pourquoi as-tu blame 

ces sinistres imbeciles, quand tu les representes 3i blamables? C I est natf! 

tu leur permets de recriminer contre toi" (183), and the ambivalent psychol

ogical relationships to characters analysed by Roger Huss(184). But all 

such considerations remain exterior to the understandin~ of impersonality 

as a narrative mode. Sherrington defines Flaubert's impersonality as a 

method of presenting.his subject matter in such a way that the reader 

cannot know if the vie1fs of the novel are his Olm or not (185). Thus the 

shifting viewpoint techniaue is introduced as a 1UW of includin~ moral 

criticism which will remain implicit. But Sherrington's stand~oint in this 

explanation is similarly extraneous, for by "his subject matter" he means 

Flaubert's personal belief in'~ovarysme", the fundamental psychological 

fact that he believes Flaubert is trying to express in a manner consist-

ant with his artistic dogma(186). This preconce:1tion about Flaubert's 

main theme and reason for writing leads him to mishandle his argument 

and to get caught up in contradictions, though Sherrington's study does 

have the merit of not assuming that impassibility dominates the content 
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of his fiotions. In other words an attitude to events is not preoluded, 

but Sherrington is unable to get beyond Flaubert's ~ersonal attitudes to 

the sort of attitude whioh is in faot a narrative oonstruot. 

A more interesting new perspeotive on impersonality arises from 

S/Z and Barthes' definition of "Ie texte" as a long operation by which 

the author substitutes a "c;a parle" for the more traditional "je parle" 

(187). This is applied to ·Flaubert in the article by Pierre Bergounioux, 

'Flaubert et l'autre', where the'autre" is the "otherness" of language. 

I~personality is not to be understood as a means of increasing the 

artistio "illusion", (the analogy of God invisible in his world), but 

as submission to the voice of the other. Bergounioux spe~~s of 

"pure j~~tanosition de discours, cohabitation arbitraire et toujours 
fluctuante d 'enonces-enonciations dasori,,?ines, sans autre liaison 
que leur commune presence dans l'espace du livre."(l88) 

This mi~ht work as a description of Bouvard et Pecuohet, of which Barthes 

su,~gests that the irony is such as to make it impossible to answer t~e 

question "Qui parle?" (189),but' is here stra~gely applied to the "Cornioes 

ap'ricoles" juxtaposition of dialogues in r,~adame Bovary, which seems to 

me a singularly unmodern passage, not actually meriting the nevertheless 

interesting claim: 

"La voix de l'autre s'enonce dans so~ indaoidable plenitude, et 
dans l'effaoement du scripteur q~i a aucun moment ne prend en char~e 
la vul,::iari ta, la vani te ou plus larf';'ement la 'naivete' du texte 
qu'il met en sc~ne."(l90) 

Jonathan Culler's attempt to sort out the problem of poems which 

block the oonstruotion of a ooherent enunciative aot is again helpful if 

not oonolusive. Thus he disputes Julia Kristeva's.olaim that poetic lang-

ua3e involves a oonstant passaee fro~ subjeot to non-subjeot, that 

"in this other spaoe where the logic of speeoh is unsettled, the 
subjeot is dissolved and in plaoe of the sign is instituted the 
collision of signifiers oancelling one another."(l9l) 

Culler insists that it is only the empirical individual speaker who is 
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dissolved or rather displaoed into a different and impersonal mode, that 

while the poetio persona is a oonstruot, a funotion of the language of 

the poem, it nonetheless fulfils the unify'ing role of the individual 

subjeot, and thatt~ven poems whioh make it diffioult to oonstruot a poetio 

persona rely for their effects on the fact that the reader will try to 

oonstruct an enunciative posture"(192), thereby underlining Henri 

Meschonnic's critique of Kristeva, that it is more fruitful to stress the 

impersonality of writing and the meaning that is produced by the attempt 

to construct a fictional persona than it is to speak of the disappearance 

of the subject(193). 

In fact I tend to find Barthes' solution to the problem of tonal 

instability and voices which refuse to belong to anyone the most satis-

factory. Of the phrase in Sarrasine, "c'etait Ia fe~me avec ses peurs 

soudaines" he wonders if it should be attributed to the narrator, the 

author, Balzac the man, the oommon wisdom of the bourgeoisie, and concludes 

that it is the "croisement" of all these origins which produoes "ecriture" 

(194). (The same point~could, incidentally, be made of Flaubert's oooas-

ional generalisations, for example the first person "chaudron f~le" 

intervention on language in Madame Bovary(195) - in our perspective of 

deixis these form no problem and there oan be no question of having 

"caught Flaubert out" here breaking his rule of "no personal reflexionstl ). 

But in Barthes' 'La Voix du texte' section already mentioned in the last 

chapter(196), the analysis of the phrase "comme fra'Ppee de terreurtl reveals 

that the modalisation "comme" oan only work in the interests of the reader, 

such that the atonal voice of the text can be equated with the voice of 

the reader(197). This seems to me an es~ential insight, removing the 

need to construct a unified fictional persona, and Sollers' definition(198) 
\ 

of "Ie texte" as a two-way reversible cirouit between writing and reading 

cannot be restricted to the modern novel. In the case of Flaubert it means 
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in particular that it is the reader who operates, (not sees as Flaubert's 

Olin), the various attitudes to the fiction built into the text itself. 

It should be clear from the foregoing discussion that Flaubert's 

use of a conventional impersonality is at the basis of my understanding 

of his work as a personal system of narration in Benveniste's sense(199). 

This point cannot be overemphasized,for the opnosite view is perhaps the 

received understanding of Flaubert's impersonality, (stemming I assume 

from Auerbach and Maupassant (200», that Flaubert' s powers of expression 

are so amazing that his stories "just tell themselves", that quite liter-

31ly, (i.e. not at all in Barthes' sense of an indefinable voice), noone 

speaks(201). This of course is Benveniste's definition of apersonal 

narration or of recit as opposed to discourse, but though his distinction 

introduces broadly helpful categories for the classification of literar,y 

texts, (through use of past historic, fraquency of shifters etc.), 

Genette's critique of this distinction,in his article 'Frontieres du r~ci~, 

is surely indisputable. As he shows, a pure r~cit, devoid of any elements 

of discourse, is in practice a virtual i~possibi1ity: 

"La moindre observation s-enerale, Ie moindre adjectif un peu plus que 
descriptif, la nlus discrete comparaison, Ie plus modeste 'peut-etrd, 
la nlus inoffensive des "rticu1ations 10giques introduisent dans sa 
trame un type de -parole oui lui est etranger, et comme refractaire ll • 

(202) 

Indeed)convincing examples of literary recits according to Benveniste's 

definition have yet to be suggested; in fact the usual one, L'~tranger, 

(on account of its arid, "unloaded"style), is particularly ~, given 

the flurr,1 of shifters of its opening "Aujourd'hui maman est morte. Ou 

peut-etre hier, je ne sais pas" ,wi th the ambiguous tele'gram which cannot 

provide clarification offered almost "en abyme" as an indication of the 

lack of "objective" orientation(203). 

Even Flaubert' s most serene works (e .. g. Un Cceur s imnle), are always 

discourse - on the plane of representation with their constant inbui1t 
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attitude to what is related, and on the plane of "writing" because of 

the constant foregrounding of the work of the language, as in the delib-

srately clumsy comparisons discussed by Bersani(204). Genette suggests 

that the current obsession with an extreme form of discourse, (of which 

the "Nouveau Roman"'s playing with shifters, e.g. the opening of Dans Ie 

labyrinthe:"Je suis ici maintenant", is a good example), is literature's 

attempt to rid itself altogether of the 'spectre of"representationll,througl: 

its attack on the "nat'uralness" of the reci t(205). Though Flaubert does 

not reach the tautologous extreme of Barthes' supposed postcard from an 

unspecified friend: "Lundi. Je rentre demain. Jean-Louis."('Le shifter 

comme utopie' in Roland Barthes par Roland Barthes(206) ), the ridiculous-
, 

ness of which lies in its briefness and the resulting lack of an explan-

atory support in the message itself, it see3S to ne that he does probably 

use shifters deliberately, but less to ~~dermine re~~33entation than to 

m::lke very evident the fact t~at his novels are self-contained systems of 

me::lning, to emphasise yet again the essential break between art and life. 

b) Mood and irony 

~~ emph~sis on an inbuilt internal attitude to events, quite consist-

ent with "conventional impersonality" and operated by the reader in his 

capacity as "voioe of the text", takes us from the category of voice to 

that of mood, and inevitably raises the question of irony. Of course 

irony is a diffioult concept with a vast literature, not reduoible to 

simnle definitions(207). Even restriotinp,- ourselves to "Flaubert's use 

of irony" we could be carried off in all sorts of direotions, so rather 

than att~mpting any exhaustive ooverage of its various uses I am restriot-

ing my discussion to a parti~ular and simp~ified notion, but one that has 

seemed t~ me helpful in explaining the general functioning of attitude in 

the Flaubertian text. 
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Most discussions of irony might be subtitled "with constant reference 

to Kierkegaard" and inevitably I have found much of what Kierkegaard says 

extraordinarily relevant to Flaubert. It is also cl~ that he is close 

to Sartre's imaginary attitude with the "infinite absolute negativity" 

which he defines as the standpoint of Socrates: negative because it only 

negates, infinite because it negates not this or that phenomenon but the 

whole of actuality, absolute because it negates by virtue of a higher 

which is not(208). Like Sartre's "neant",irony is equated with sheer 

possibility, but this subjective freedom is only worth having if the 

subject returns to actuality and a lar~er context to valorise it in a 

responsible way(209). 

Jonathan Culler's discussion of Flaubert's irony(2l0) in one way 

follo'~s Kierkegaard ri.csht through to this culminating" irony as a mastered 

moment"(211), in that he sees Flaubert's "corrosive irony" as destroying 

in ~he name of something. For irony is used as the turning point of his 

"uses of uncertainty" argument, where it is seen as one of many mechanisms 

used to block the normal, easy 1·rays of reading and understanding- a nnvel, 

of setting up an empty space or uncertain area, (Kierkegaard's irony used 

to suck out ap~arent content and leave only an emptiness), of which the 

rea.der can only make sense by passin,"":: to the formal organizing category 

which he calls"the sacred", the onl;! possible ordering where meanings are 

arbitrary but guaranteed, where understanding is secure because fully 

self-conscious. This irony only undercuts the easy construction of 

meaning, by producing an absence which the reader "essays to fill up", 

it ultimately promotes a more correct interpretation. 

His analysis of Un Camr sim'Ole, for ex<'mple, sees Felicite as a 

"perfectly feudal serf"(212) who does not herself succeed in organizing 

and interpreting her experience, the victim of all Flaubert's ironies, 

yet he suggests that the closing line of the story can only be seen as 

, 

I 
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transcending irony if we suggest an order making the identification of 

the parrot and the Holy Ghost "worthy and appropriate"(213). The reader 

is left with an incomplete structure which he must fill to feel satisfied, 

he therefore allows the arbitrary connection of parrot and Holy Ghost so 

that the potentially "sentimental" can become "sacre~". Thus a positive 

value emerges from an irony which tests itself; natural organizations of ' 

experience(Felicite's, Salammbo's) are subjected to the'brucib1e of irony" 

:(214.),because emptied of content the sentimental passes over into the 

The exchan.<?'e of cliches during the final meeting of Frederic and 
I more acceptable sacred. 

Mme Arnoux is allowed a "sacra.mental purity" because they have succeeded 

in severin~ these cliches from experience (where they would be sullied), 

because they are seen by Culler as a quite arbitrary conferral of meaning 

on the past, a purified fiction despite life, and so on. As such~the ?oor 

nuality of their relationshin, which was ori~inally seen as a mechanism 

for foiling thG reader, (his "w'eak vessels" section), is now saved by 

the deliberate r'alseness of their m'3"1ories, a "funda.menta.lly allegorical 

procedure"(2l5). 

In ~eneral it seens to me that Cullar is misled by his keenness 

on reintroducing allegory into critical readin~s, (since alle~ory is an 

arbitrary form stressing the separateness of levels, a respectable 

structura.li!3t Dosi tion from which to attack apnarently '~aturaltt forms 

and the "s7l!lbolic"approFLch W':tich tends to underline fusion and uni tY('2l6) ),~. 

and as .'1 result occa'donally forces his reading of Flaubart into a precon-

ceived and slightly inappropriate mould. This general destruction of 

natural links to repl::.ce them i'li th arbitrary links which are hmlever the 

~ ones, (e.~. Felicite's association of the uarrot ~nd the Holy ~host), 

strikes me as a peculiarly 8.rtificial argument - ona would urefer him to 

b3 a little less arbitrary himself and to question his original readin~s, 
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espeoially that of V~e Arnoux(217). Explaining Flaubert's irony by almost 

didaotio motives also seems to me singularly sus-peot, as does any suggest~ 

ion that Flaubert liOuld have approved e. move tmrards a "fully self-

oonsoious understanding' and the reader's resulting awareness of man as 

"homo signifioanslt (218). 

But ouriously I find myself near to agTeement with the way Jonathan , 
Culler and Veronioa Forrest-Thomson equate the irony of the endings of 

.. 
Un Cmursimple and Salammbo with a formal distanoing teohnique(2l9). It 

seems to me to have exaotly this funotion, but in terms of my "sa.ns attaohe I 
exterieure" ennhasis. Suoh irony does not destroy meaning, and suoks it 

out only in the sense of susnendina oontent, of pushing oontent away from 

the reader and from the renl i-rorld of ev~lua.tions. In other words my own 

understandinc of Flaubert's irony is something resembling Culler's oonoept 

of t~e saored, but missing out t3e interMediary step of t~e assassination 

of t~e sentimental in If!1at he calls the crucible of irony. 

Kierkegaard su~ge3ts that with a mere twist of the wrist irony oan 

turn history into"nyth, ':'oetry, sa~a, fairy-tale"(220). This seems to 

me exaotly right. The olosin~ sentenoes of Salammbo, Un Cmur simple and 

La Le~ende de Saint Julien l'Ho3~italier: 

"Ainsi Mourut 111. fille d'Hamiloar pour avoir touohe au m~nteau de 
Tanit"(221) 

"elle crut voir, dans les cieux entr'ouverts, un perroquet 
gigantesque, planant au-dessua de sa tete"(222) 

"Et voila l'histoire de saint Julien l'Hos?italier, telle a peu 
pres qu'on la trouve, sur un vitrail d'eglise, dans mon pays"(223) 

and even the "C'ast la ce Que noua avons eu de meilleurZ" of L'Education 

sentimentale(224), though na!ve summaries, allow the fictions thus sealed 

off to aooede -oreoisely to the status of a na'1ve leg-end or o:9aQ.ue myth. 

I would entirely disagree that the "elle orut voir" of the last line of 

Un Cc:eur simple contains "the anpropriate sce"9tioism"(225), it seems to 

ii 

I. 
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me that It'laubert uses Itcrut" rather than the more likely "croyai til (226) 

to underline the function of this tailpiece as a si~ing-off, a mark of 

the ending, whereby the reader pas3es out of the atmosphere of Felicite's 

world into another dimension in which one might expect to evaluate that 

experience, yet having made the move such evaluation becomes inappropriate, 

the reader is left quite simply gazing at a stor.y unconnected with real 

life. In other words the function of such irony is officially to designate 

such evaluations as irrelevant, to found the story as literature(221). We 

might suggest that such irony is self-conscious in that it involves the 

story taking the aesthetic atti~ to itself. 

This is what I assume Kierkegaard to mean by the theoretical or 

contemnlative aspect of irony, in a passage extremely relevant to Flaubert: 

"Were we to consider irony an inferior moment, we might allow it 
to be a sharp eye for wh2.t is crooked, wry, distorted., for what is 
erroneous, the vain in existence. In conceivin~ this it might seem 
that irony were identical with ridicule, satire, persif1age,etc. . 
Naturally, it has an affinity with this insofars.s it, too, nerceivesi 
what is vain, but it differs in setting fort~ its observation. It 
does not destroy vanity, it is not what PQ~itive justice is in 
relation to vice, nor does it have the power of reconciliation with
in itself as does the comic. On the contrary, it reinforces vanity 
in its vanity and renders madness ~ore !':lad. This is ;'That :night be 
called irony's attempt to mediate the discrete !':lo!':lents, not in a 
higher unity but in a higher madness."(228) 

Applied to Flaubert this apt description of irony solves in particular 

the problem of his attitude to "betise" and cliches which ltaa raised in 

the first chapter. The irony is not analytic, does not break down what 

it directs its gaze at(229), but by the intensity of that gaze increases 

the intensity of thet~adness". Consider the joyful and It hurl ant" meditat

ion on Plouharnel's hat in Par les Chamns et par les Greves, which is 

surely the prototype for Flaubert's "setting forth of the observation" 

of irony in his major novels: 

ItQu'etait-ce par devant? qui donc? Ie chapeau. Quel chapeauJ un 
vaste et immense chapeau qui depassait les epaules de son porteur 
et qui etait en osier, quel osier! du bronze p1utot, planisphere 
dur et compact fait pour resister a la grele, que la pluie ne 

, 

I 
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traversait point, que Ie temps ne devait que durcir et fortifier. 
L'homme qu'il recouvrait disparaissait dessous et avait l'air dey 
~tre entre jusqu'au milieu du corps, et il Ie portait cependant 
(je l'ai vu tourner la tete). Quelle constitution! quel temperament 
il avait doncl quels muscles cervicauxl quelle force dans les 
vertebres! Y~is aussi quelle ampleur! quel cercle, ce chapeaul II 
projette une ombre tout a l'entour de lui, et son maitre ne doit 
jamais jouir du soleil. Ahl quel chapeau! C'est un couvercle de 
chaudiere a vapeur surmonte d'une colonne, ya ferait un four en y 
pratiquant des meurtrieresl II y a des choses inebranlables: Ie 
simplon et l1impudence des critiques, des choses-solides: l1arc de 
l'~toile et Ie franyais de Labruyere, des choses lourdes: Ie plomb, 
le-bouilli et M.Nisard, des choses grandes: Ie nez de mon frere, 
l'Hamlet:de Shakespeare et la tabatiere de Eouilhet, mais je n'ai 
rien vu d'aussi solide, d'aussi inebranlable, d'aussi grand et 
d'aussi lourd que ce chapeau de Plouharnel. 
Et il avait une couverture en toile cireel(230) 

the familiar one sentence paragraph with which it ends summarizing, in-

creasing and somehow suspending the intensity of the effect of stupidity 

in the reader's gaze(231). 

Flaubert's frequent use of the exclamation mark is essential to 

his "setting forth", and Crouzet's excellent article on the "epic style" 

of ?1I'l.dame 'Rovary defines it as the chief mechanism of a double admiration, 

a fusion of an inner and outer vie,~oint similar to that of the·~tyle 

indirect libre", ("Mais ce Qui attire Ie plus les yeux 1 c'est, en face de 

l'auberge du Lion d'or, la pharmacie de M.HomaisJ" (232) ), of the extreme 

points of imbecility and est~, an epic admiration paralleling satiric 

verve, a use of hyperbole somchO~-T fixing the idea of Eetise(233). The 

stupidi ty is fixed, I ""auld suggest, because the exclamation marks are 

actually worked by the reader; though they are often attributable to the 

viewpoint of a particular character, local community etc., the astonish-

, 

I 

ment and delight are offered to the reader in all their opaque solidity, ii 

for example in Bouvard et Pecuchet: 

"Quelle joie, Ie lendemain en se reveillantJ"(234) 

"Mais Ie plus beau, c1etai~dans 1 'embrasure de la fenetre, une 
statue de saint Pierre:" (235) 

In Mythologies, Barthes offers a semiological analysis of Bouvard 

et Pecuchet as a self-conscious "myth of a myth" (in his sense( 236) ), \ 
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which defines the final sense of the novel as''na'lvete regardee"(237). 

This very apt description of the effect of Flaubertian irony which I 

have been trying to suggest, is arrived at in the following way. The 

first semiological system (as in any literature) is simply language 

(signifier: the words on the page, signified: the meaning of the words):,. 

This empty form;( theb': 'dtieourse), becomes the ~s,ignif'ier of the first 

~, (signified:' ~heir behaviour), of which'~he' signifioati9n' is what 

Bartbescalls their ·lI bouvard-et-peouchei te'r, . (their speoial ideology;· 

, 

the relationship between their rhetoric and their panicking alternation I 
of apprentioeships). But Flaubert turns this into the signifier of a third 

hooked-on seliliologioal system, thus produoing a seoond myth by his "regard" 

on the "bouvard-et-peouohelte"'they had oonstructed for themselves. 

Barthes describes the form of this seoond myth as the subjunctive order, 

whioh seems preoisely the modRl effeot: Bouvard et Pecuchet founds its 

own fiction as na'lve myth by introducin~ a sim~le look upon itself. 

Though Barthes never uses the word iron~r here it seems to me'that 

what he has provided is a semiological definition of the workin~ of irony 

which is exactly what is needed to orientate the many attem~ts at defining 

Flaubert's irony. (For example the Cerisy colloquiuill papers often cirole 

around the idea of irony, ",i th frecuent reference to "style indirect 

libre" and itRlics as signs of intertextuality, and Claudine Gothot-Mersch 

sums up the proceedings with a call for more work on irony(238) ).The 

instant prestige of Barthes seems to be so great that many critics have 

followed his sneoific reference to Flaubert's irony in S/Z, (the imposs-

ibili ty of ans.-:ering the question "Qui 'Parle?" (239) ), and have thereby 

overlooked what I consider the far more essential insight of l:{vthologies, 

now some twenty years old. 

The simple idea of "na!vete regardeen is an exoiting perspeotive 

in which to look at all of Flaubert's novels, not just through "style 
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indirect libre" and all the formal marks of irony like exclamation marks 

and italics, which operate on a local level, but especially through an 

analysis of the all-inclusive gaze and attitude to the text operated by 

closing lines and especially titles and subtitles, for example the cliches 

of the titles of Un Cceur simple, !.~emoires d 'un Fou(240), and L'~ducation 

sentimentale, and the innocence of subtitles like "Mceurs de Province" 

and "Histoire d'un jeune homme"(241). Space will not permit me to under-

take a study involving a high degree of detail here, and I would hope to 

develop thefle ideas elsewhere. r~ concern here is only to highlight this 

essential aspect of mood. 

In sug-p,esting that such irony increases the pOl-rer of the na!ve 

illusion, I could not of course a,Q'I'ee wi th Jonath~,n Culler that irony is 

used to under~ine representation. In fact the idea of the first mythol-

o~ical syste~ (the fiction) founded as myth (as literature) by the 

subjunctivg order, must have interesting implications for the theory of 

Ii terary re:'.lism, indeed Barthes' analysis of Bouvard et Pecuchet is 

orientated towards showing that the merit of the second artificial myth 

is to p,'ive the problem of realisn a "fran'dy seMiological solution"(242). 

While an ideoloq-ical anproach miGht e:nphasize Bouvard and Pecuchet as 

renresent:ltives of p, csrtai.n bourseoisie in conflict li'i th other layers 

of the bour0eoisie, the semiological approach will show up the method of 

realism. Barthes discusses "rgalism" in S/Z as a sort of ruse depending 

upon the same "to-and-fro" idea of his analysis of the pseudo-innocence 

of myths(243). His su~gestion ~hat denotation,(~ieille deite vigilante, 

rusee, theatrale"), is, not actually the first "sens", is essential(244). 

suggesting that the existence of two reputedly different syste~s (denot-

ation and connotation) allows t!1e text to fu.YJ.ction as a gar.le, "chaaue 

systeme renvo~,ant a. I 'autre selnn les be::::>ins d'une cert~line illusion" 

(245),the innocence of the clas3ical text is exposed as a s~phisticated 

, 

I 

, 
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trick, denotation is described not as the first literal meaning which it 

pretends to be, but really as the last of connotations, that which both 

founds and closes our reading(246). 

c) Framing 

Boris Uspensky's A Poetics of Composition studies the formal devices 

of composition in literature and the pictorial arts, seeking common struct-

ural principles of internal organization of the artistic. text. ~ii th its 

emphasis upon point of view it might anyway prove useful to the consider-

ation of the literary category of mood, while its Reneral discussion of 

the orRanization of re~resentation is very helpful to our perspective on 

, 

I 
Flaubert's realism, ( th h U ky ' l't '1 11' j .oug snens s own ~ erary examp es .:tre a ta<:.::en 

from the nineteenth century Russian novel). 

Uspensky su~sests that it is po~sible to comp:J.re the cor.tposi tional 

devices of the literary work and ~he work of representational art bec~use 

both seem to 1)ossess the fe.3.tures of a closed system(247), each \·rork 

presentin;:; a unique micrOl-l'orld organized accordin,r;; to its own lal'Ts and 

characterized by its Oim spatial and tempora.l structure, its o~m ideolo~-

ical systeM ~.nd standa.rds of behaviour(248). He therefore pa~!s particular 

attention to the problem of the frame or borders of the artistic work, 

which he sees essentially as marking off the transition from reality 

to the world of the representation with its speoial semantio signifioance. 

Traditional theatre, for example, is an obvious example of the importance 

of framing; there the representation is m:'J.rked off by stage devioes suoh 

as the curtain and footlights(249). While deliberate attempts to violate 

this line of demarcation might be understood as attempts to bring together Ii 
the represented world and the real world, an emphasized frame clearly It 

aims at the deliberate separation of art and life. Accordingly Uspensky 
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suggests that while it is ~Pfropriate to the artistio image that it 

should ~ossess the ultimate degree of'1ncarnation, ooncreteness and 

living truth~, the wise artist probably spends his greatest effort to 

keep his images from "slipping from their pedestals of aest~etic isolation 

and mixing with life,. like elements whioh are homogeneous with it"(250), 

quoting ~~Fiorenskii in support: 

"The representations whioh extend beyond the frame, the naturalistic 
paintings so real that you are almost tempted to reaoh into them, 
the onomatopoeic imitations of sounds in music, factualness in 
poetry - generally speaking every substitution of art by a oopy of 
life is an offence both against art and life."(25l) 

It is in this sense that I feel that Jonathan Culler actually destroys 

his own "arbi tra.ry" argument with his fina.l cle.im for the relevance of 

a.rt to life, (Flaubert's novels revealing man a'" "homo significa.ns" etc.). 

It is int.erestin.,! to note Barthes t claim in Le Plaisir du texte that any 

semiotic i.hich kee:rs der::;ire enclosed is a semiotic of re!lresent.'ltion, 

th~t representation eRn actually be defined in these terms: "when nothing 

jU~Js out of the frame, the picture, the book, the screen"(252). This 

underlines once aeain the l·ray in '"1hioh Fln.ubert' s desire to oreate an 

illusion of reality which would be "sans attache exterieurell puts him in 

the renresent'ltional oamn. 

Us!'ens).;:y's classific·'1tioY) of t~e v~.!':!_ous framin':S devices tY'Pically 

found at the beginning or end of narratives is consta~tly relevant to 

frame is allied to transitions between "internal" and "external" point~ 

of view. 

"If a paintine is structured from the point of view of an outside 
observer, as though it ,-rere a 'view from a window', then the fra.me 
functions essentially to designate the boundaries of the represent
ation. In this instance the artist's position concurs with that of 
the spectator. However, if the painting is structured from the ~oint 

, 

I 

! : , ' 
i i 
I, 
1/ 
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of view of an observer located wi thin the represented space" then 
the function of the frame is to design~te the transition fro~ an 
external point of view to an internal point of view, and vice 
versa. tt (253) 

The shift from external to internal point of view is obviously a reading 

convention which might pass almost unnoticed. Our first perception of 

the "speoial world" of a work of literature is that of an alien speotator, 

and neoessarily external. But as we beoome acoustomed to its standards we 

begin to perceive it from within, assuming an internal viewpoint until 

faoed with the neoessity of shifting out of it at the end, back to a 

world external to the representation. 

Traditional opening and olosing formulae are perhaps most marked 

, 

I 
in forms of narrative with the least pretention to bein«s a "slioe of life;, 

the "Onoe u1;>on a time" and "they lived happily ever after" of fa.iry tales 

for example. Flaubert's rather evident insistenoe u1;>0n framing devioes 

would thus appear as ~,et another instance of the "respectable" modern 

1;>osition I am trying to establish for him: a self-oonsoious fore~ounding 

of his means of re1;>resentation. The discus~ion of his use of shifters is· i 
I 

i 
~artioularly relevant here. Usnensky discusses the fre~~ent use (especiall~ 

in folk-tales) of a first person narrator who either quickly disappears I 

at the be,dnnin~ of the story or is suddenly introduced at the end, who 

oould not possibl;r have partioipated in the aotion described, and often i i 
'I 
j I 

I 
does not even have a conventional funotion in the story{254). He simply 

provides a frame(255). The unexpected introduotion of a first person I 
I: narrator at the end of Saint Julien is the most striking instanoe of this 'i 

in Flaubert. In oonneotion with this story)Uspensky's mention of the 

frequent incidenoe of a miraole as a typical beginning of a Russian 

"byl ina" is interesting, for he su("gests that it has a oomposi tional 

funotion. Within the fantastio world of the bylina the miracle would 

not be a surprising event but an ordinary one; the unusual quality oan 

therefore only be oonceive~from a point of view external to the 

, 

I 

Ii 
If 
I 
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narration(256). The supernatural visitations so near the beginning of 

Saint Julien might possibly have a different function from that of the 

stag's prediction, for by this time the reader is established inside 

the atmosphere of the story. But it is the closing apotheosis of the 

leper into Jesus that is most relevantly highlighted by this observation, 

in line with Loulou's apotheosis and the strange death of Salammbo. For 

an understanding of the compositional function of these closing events 

repeats our conclusion about them in the perspective of irony - they 

represent a transition to (and sealing off with) a fixed external 

perspective. 

In Salammbo the framing of the story is emphasized by the use of 

!llong-shots" on events~ On the micro-level individual chapters frequently 

open or close with lon~ shots(257). It is also interesting that Salammbo 

, 

I 

is the only novel to be given chanter titles, which o-perate cooposi tionallY
i 

. 

and ironically as a frame in the same way as overall titles and subtitles, 

(the fact that Barthes refers to chapter titles as "resumes denominatifs" 

(258) reiterating the enrlier point). The frequent tem"Ooral framing 

of stories -perha-ps follows the same princi;le as the broad ~orizon or 

bird's eye view. The use of temporal shifters in r.:iadaI!le Bovary lmuld be 

significa.nt (259), and the oneni~g lir.e of Un Cceur sim:;>le, "?er..d..mt l:n 

demi-siecle, les bour-?:eoises d..~ Pont l'Evaque enviEn:oent a Mrne Aubain sa i i 

servants F~licite" (260), is an excellent example for tJs~.nsk:y' s diSCUssion i I 
of narratives which begin i-ri th hints of the "denouement" of the plot I 

which has not yet begun, thus indicating a point of view external to 

the story, that is located in the future with respect to the time which 

unfolds within the narrative(26l). The narration then adopts a broadly 

internal position, follol-ring Falici te and assuming her limited knowledge It 

about what is to come, so that the reader forgets about the predetermined 11 
I 

course of events in the story, despite allusions alrea~ made to it. In 
\' 
I' 
I 
i 
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a slightly different perspective I suppose this same point would be 

relevant to the opening prediotions of Saint Julien and their function 

in the temporal organization of the story(262), though the title's 

announoement that we are about to read a saint's story fulfils this f~~ot-

ion more obviously. 

But the clearest example of all of a temporal shift used as a frame 

must be L'~duoation sentimentale, where there is aotually a whole series 

of frames. The title itself, the subtitle, and the olosing "C'est IS. ce 

que nous avons eu de meilleur" have already been disoussed as typical 

ironic summaries, and the repetition of the olosing line in particular 

marks the end of the text. This reference to an incident not only first 

discussed at the beginnin~ of the novel, but actually taking place before 

the novel even started, obviously tends to put the whole novel in braoket~ 

(263). But I feel that the onening and closing pairs of ohapters, where 

the last two so clearly re~eat the first two, (meetin~ with ~~e Arnoux, 

discussion with Deslauriers), operate as brackets themselves for the story 

contained between them. The huse temporal gap before the penultimate 

chapter is well kn01m as Proust's"blanc"(264), and is followed by a 

strikin~ shifter preceding the final ohapter: "Vers Ie oommencenent de 

cet hiver"(265). It is however echoed by a lesser but still noticeable 

gap in the narrative between the first two chapters of the novel (a more 

or less oontinuous aooount of one day) and Frederic's official "arrival" 

in Paris. Rather like the "absurd" plays which the audience only knows 

have ended~because "they go back to the beginning"(266), the repetition 

evident in the final two chapters tends to underline the cessation of 

time that Uspensky sees as a typical function of th~ frame, (as for 

, 

I 

i i 
; 
I 

! 
I 

I 

example where the death of the hero, usually the main vehicle of authorial t 

point of view, necessitates a final shift to an external position(267) ). 

An acoel~ration (or condensation} of time relating to the broadened 
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temporal span of the ending of narrative is a characteristic sign of the 

epilogue of a story - the synohroniz'ation of the time scale of a particul-. 

ar oharaoter with an all-embracing temporal point of view is'a. oomposi tional 

commonplace of which the endin~s of Madame Bovary and L'fduoation 

sentimentale are examples. 

When we follow up Uspens~'s suggestion that the prinoiple of 

framing by a shift in point of view may apply to parts of the work as 

well, with frames formed on all four of the levels of narrative defined 

- ideologioal, phraseologioal, spatial-temporal and psychologioal - the 

possibilities of ap~lication to Flaubert's work escalate to unma~ageable 

proportions I 

"Thus, the whole narrative can be seauenti.?lly divided into an 
a~c,Te~ate of smaller and smaller microtexts, each framed bv the 
alternation of external and internal authorial positions ~ ••• -1 
1Yhen either spaoe or time is defined in this ~·~ay Las a series 
of se,arate and discrete soenes, eaoh of which is ~resented from 
the point of view of a synohronic observer, and chara.oterized by 
its o'\m snecial microtiroeJ the fr?.:'le is fotmd at the se~!'lS o-f 
these ne-parate "pieces, m".r1dng the tr"n!'li tion bet1'reen the!'"l." (268) 

This obsessive framing on an ever mora minute level is a bit like the 

"tree of desori1Jtion" with which Rioardou ;?ccounts for Fls.ubert's "go{it 

immodere pour les petites ohoses": 

"En fait, les minuties desoriptives decoulent, non pas d'u..l'1e 
maniere de voir, m~.is d'une facon d,eerire. Elles "'Jroviennent 
de la pratique desoriptive, en·'laouelle I tecrivnin subit u..'1e 
tentation permanente: celle de tou,lours descend.re.,L jus(Ju 'aux 
micro~copies, Itarbre l~~ique de la description L ... -1 
au niveau de 1& Ii e descri tive i1 n' a "amais d'ob'ets seoond
aires: la descrintion porte tout au pre:::ier plan. Que CJ.ue soit 
1 'objet seoondaire interne qui survienne, oet element benefioie, 
au moment de sa venue, du plein feu de l'attention et devient a 
son tour objet prinoipal digne de recevoir tout l'interet de~cript
if. La descrintion est ainsi tme maohine a enfreindre·les hier
arohies oonvenues. Faire intervenir tel eie~ent de l'ense~ble a 
decrire, c'est s'ouvrir au vertig~ de la desoriotion infinie: 
celIe de ses elements, puis innombrablement, de~ elements de ses 
elements." (269)· 

Thus Flaubert will even change the viewpoint within a sentenoe, for 

example where he desoribes Leon's isolated visit to Yonville i~ the 

hope of seeing Emma through his point of view, but then slips into a 

, 

I 
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sudden switch: "IlIa vit seu1e, Ie soir, tr~s tard, de'Ti~re Ie jardin, 

dans In ruelle; - dans la ruelle, comme avec l'autre!"(210), for Leon 

has no laloidedge of this U autre"(27l). 

Analysis becomes even more complicated when microdescriptions on 

different planes overlap one another, a traditional ironic device, as 

Uspensky notes(272). His suggestion that shifts between inner and outer 

viewpoint on the psychological, spatial and phraseological planes be 

compared with the movement of the narrator's sympathy towards or away 

, 

from his characters would naturally be fruitful for the study of Ernma(273), /' 

and the potential of such discussions is so vast that they will not be I 

properly considered here. However I would suggest that whereas the I 
spatial and phraseological shifts have now received con~iderable critical 

attention(214), (and to some extent in their interactions with the plane 

of ideology(215) ), the area of temporal shifts, for example on the detail-

ed level of alternation between past historic and i:n-.1erfect tense usa,ge, 

mieht well be further explored. Flnubert's anomalous use of the in~erfect 

tense, to i-1hich Ro,q:er Huss pa~rs such interesting attention(216), would 

be seen by Usuensky as essentially a shift from a retros~ective to a 

synchronic viewpoint, an invitation to the reader to perceive events fron 

within. As such I suppose it need not necessarily alter the status of the 

action described, thou.C"h it does inevitably have the effect of immobilisin!:' 

it, and,as Roger Huss' analysis of the description of r.Iatho running along 

the uplifted shields implies, (by its reference to the iconographical 

sea-god), i-That Uspensky would cal1 a frame, (the switch in temporal view-

point), quite literally produces a picture(277). 

Flaubert's tendency to describe in the form of a series of tableaux 

has often been noted(218), and rather th~~ getting lost in the virtually 

continuous succession of frames in the sense of constant shifts in,view-

point(219), I should prefer to emphasize the startling incidence of 
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explicit and often literal frames. The ~ictures of Whistler are a good 

example of paintin~s which often contain a framed ~ainting as part of 

the representation, and seventeenth century Dutch interior paintin~s 

are full of pictures, framed maps and mirrors, doorways and windo~ 

frames(280). The characteristic pose of Emma by a window, which has 

often been noted and given a symbolic or psychological interpretation(281), 

might equally be seen as an example of literal framing: 

"Elle se mettait a la fenetre pour Ie voir partir; et elle restait 
accoudee sur Ie bord, entre deux pots de geraniums, vetue de son 
peignoir, qui etait lache autour d'elle."(282) 

On closer examination it can be seen that a considerable number of 

descriptions, especially but by no means only of EMma, are given a 

nictorial-type frame, often by a doorway, as in the first view of her. 

"Une jeune femme,en robe de merinos bleu ~arnie de trois volants, 
vint sur Ie seuil de la maison"(283) 

or,habitually, as Charles' visits near their end: "Elle etait sur Ie 

seuil"(284), Dnd watching over her dead bo1y Charles remembers her "sur 

Ie seuilde leur maison",(285).Often she is set in relief by what surrounds 

her, "Entre la fenetre et Ie foyer, Emma cousait"(286), or walkinrr lfith 

Rodolphe at the Cornices agricoles: 

"Son profil 'tait 8i calme, que l'onrly devinait rien. II se detach
ait rm uleine lUlliere, d'1ns 1 'ovale de sa CD':"'Jte qui avait des
rubans pales."(287) 

It is interesting that Flaubert only ~ attempts to motivate his quite 

excessive use of window frames ("elle s'y mettait souvent: la fenetre, en 

province, remplace les the;tres et la .promenade" (288) ) r important 

framings occur around Leon's departure froll Yonville(289), the first view 

of Rodolphe(290), Emma's view of the Cornices agricoles fro~ the town hall 

~ I 

(291), and an ironic glimpse of Emma's child seen through the window, 

(blowing her mother a kiss), as Emma rides off to the forest with 

Rodolphe(292). The set-piece view of Rouen is actually described as having: 
I 
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tt l' air immobile comme une peinture", its framing further emphasized by 

the fact that Emma views it through the carriage window(293). 

My habitual recourse to S/Z,will not be a-pologised for here, for 

Barthes' Itmodele de la peinturelt perfectly illuminates this obsessive 

technique: , 

tlToute· desc·r.fotion litteraire eat une'vue. On dirait que 1 'enonc-. . . -; " - . 
iateur, avant de decrire, se poste a la fenetre, non tellement 
pour bien voir, mais pour fonder ce qu'il voit par son cadre meme, 
l'embrasure fait Ie spectacle. Decrire, c'est donc placer Ie cadre 
vide que l'auteur realiste transporte toujours avec lui (plus import
ant que son chevalet), devant une collection ou un continu d'objets 
inRccessibles a. la parole sans cette operation maniaque (aui pourrait 

. fa ire rire a la fayon d 'un gag); pour po'Uvoir en parler, il faut que 
l'ecrivain, par un rite initial, transforme d'abord Ie 'reel' en 
ob~et peint (encadre); apras quoi il peut decrocher cet objet, Ie 
tirer de sa peinture:· en un mot: Ie de-peindre (depeindre, c'est 
faire devaler Ie tapis des codes, c'est referer, non d'un langage 
a un referent, mais d'un code a. un autre code). Ainsi Ie realisme 
(bien mal nomme, en tout cas souvent mal interprete) consiste, non 
a copier Ie reel, mais a copier une copie (peinte).du reel: ce fa~eux 
reel, comme sous l'effet d'une pe~r qui interdi~ait de Ie toucher 
directement, est remis plus loin, differe, ou du moins saisi a 
travers la gangue picturale dont on l'enduit avant de Ie sournettre 
a la narole: code sur code, dit Ie realisme. Steat pourqu6i Ie 
realisme ne peut etre dit tcopieurt mais p1utot 'nasticheur' (par 
une mimesis seconde, i1 copie ce qui est deja copie).tt(294) 

If Emma's miniature, which Rodolphe not insignific~ntly already enca~es 

in his biscuit box, mi!7,'ht be s~en as the ultimate synbol of this painterly 

means of representation(295), there are a few other actual paintings in 

Flaubert's works, such as the portrait of Rosanette, (at one point framed 

in the shop window(296) ), Bouvard's father, (whom Bouvard resembles(297) ), 

and the ~pinal Holy Ghost which by association becomes a picture of 

Loulou(298). Nor should we forget Pecuchet's attempt to imitate the pose 

of the gardener of the frontispiece of his gardening manual (299 ),or the way 

in whioh Frederic mentally replaces the portraits he visits in the Louvre 

with one of N..'lle Arnoux: "Goiffee d'un hennin, elle pri9.it a. deux genoux 

derriere un vitrage de plombtt (300). Indeed Mme Arnoux is just about always 

described in static tableau form, often framed by light or shadow effects: 



145 

~ , 
"Le re~ard tourne vers les cendres et une main sur l'epau1e du 
petit gargon, elle defaisait, de I 'autre, Ie lacet de·1a brassiere: 
Ie mioche en chemise·pleurait tout en se grattant la tete, com~e 
M.Alexandre fils."(301) 

"et, comme Mme Arnoux etait assise aupres de la fenetre, un grand 
rayon, frappant les accroche-c~urde sa nuque, penetrait d'un 
fluide d'or sa peau ambree."(302) . 

"Et elle se tenait debout, sur Ie seuil de sa chambre, avec ses 
deux enfants a. ses cotes."(303) . 

It is not surprising, (or insignificant), that the essence of Frederic's 

memory of ?~e Arnoux should be as an image: 

tIC 'etai t rl!me Arnoux telle <Jue vous etiez, avec ses deux enfants, 
tenare, serieuse, belle a eblouir, et si bonne: Cetta· ·image-la 
effagai t toutes les autres'·· (304), 

nor that his, (and the reader's), last view of her should be through an 

otlen window', indeed the "Et ce fut tout" with which the image is abolished 

operates inside this final fre.ne as she climbs into a carriage and it 

moves out of the picture(305). 

The liay in which Frederic~asps and maintains 1,!me Arnoux as Cl·n 

imas-e, and the way in , .. hich they take the aesthetic attitude to their 

relationship, will be reconsidered in the final chanter(306). Discussine 

their use of the future anterior in the penultimate chapter ("nous nous 

serons bien aimes" and "Quel bonheur nous aurions eul" (301) ), Brombert 

sugs-ests that there is a ~\(l.y of envisa;;in,! life in the future anterior 

(308), and is surely looking for a ~erm like the aesthetic attitude here. 

Nor, as he is presumably suggesting', is this limited to their final 

meeting - it is not, (as Culler su<:;?ests(309», that they are suddenly 

turning their life into a fiction by relating it to each other (IIIls se 

raconterent leurs anciens jours" (310) ), since they actua.lly lived it 

in this way, as will be demonstrated lat·er(311). The final scene merely 

adds an excellent instance of "naivete" (the way they already see their 

relationship) "regardee" by the reader or by the text itself, (another 

myth of a myth). This is a clear example of what I su~gested earlier: 
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that irony and aesthetic attitude can often be equated(3l2). Dedoublement, 

the awareness of self as both subject and object, is often a Hay of 

adopting the aesthetic attitude to oneself. The example of Flaubert 

conouering his actual seasickness by imagining himself on dry land thinking 

about himself beingseasick(313), could be seen as a way of derealizing 

the self self-consciously from the outside, (whereas' the natural state 

of autistic Un~eality is just subjective awareness as in Sartre's analysis 

of boredom(3l4) ). Dedoublement means grasping oneself rather specifically 

as an image, or in our perspective as a representation and therefore 

implicitly as a nicture. 

I uas therefore extremely interested to notice Claude Perruohot's 

resrettably very brief inte~ve~tion in one of the Cerisy discussions, 

becauGe in different terms he makes this ~recise point in connection 

.d th Emma(315), whose lack of aesthetic mmreness is such that one might 

not have exuected her to fulfil this ~rivileged function(3l6). Perruchot 

considers the passage at La Vaubyessard w'hen a servant breaks two window 

pl3,nes to let in some air, and :~mme, sees the face" of the peasants lookin3 

in at the b~ll. The first moveMent of dedoublement in fact causes her to 

reseo herself on her father's farm, but the significance of this frame 

is actuallyth::J.t Emma is framed for ,those looking in: 

"ffl.ais, aux fulp.:urations de I 'houre presente, sa vie passee, si nette 
jusqu'alors, s'avanouissait tout entiere, et elle doutait preSQue 
de l'avoir vacue. Elle etait la; puis autour du bal, i1 n'y av~it 
plus que de l'ombre, 'tal'e sUr tout Ie reste. Elle mangeait alors 
une glace au marasQuin, qU'elle tenait de la main gauohe dans une 
coauille de vermeil, et fermait a demi les yeux, la cuiller entre 
le~ dents" (317). 

It is only in the eyes of the pe2sants looking in that Emma, shutting her 

eyes on the mare,schino ice, attains her ima.ginary identity, a "prise de 

conscience" of this long desired realization of a ty-pe,e~ressed in I 
, I 

particular by the 'style indirect libra" phrase "elle etait la". Perruchoti 

describes this as aE 

I 
I 
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.' '" ~ . , "menl.ere d'etre 1a en renresentatlon seulement et c'lnn U?1 present 
deja. creuse du futur ant~rieur d 'une inscription poOss1ble"(3l8) , . 

and referrin~ to the "allure fuyunte du cheval noir "])latonicien" suggests 

that when Emma gazes at herself in her mirror on her return from the first 

ride w'i th Rodolphe, the mirror serves to contest Emma's repeated tlJ 'ai 

un amant!tI,dth an implicitly understood "J'aurai eu un amanttl (319). All 

that I can add to this excellent observation is that alrea~ as Emma 

rides back to Yonville "On la regardait des fenetres"(320). Emma's estab-

lishment of herself as an artistic representation involves seeing herself 

framed in the very same paint'3rly vray described by the long quotation 

from s/z •. 

It may be recalled th~t Frederic also looks at himself in his 

mirror after the first dinner at rme Arnoux's(321). In fact the general 

incidence of frames in L'~ducation sentimentale, (with its ~roliferntion 

of interior settin~s and endless reference to l)ictll1'e~, mirrors, doorways 

etc.) is so .r.:ren.t t!lat 1. t c'-n in no imy be covered :"ere. ~r!lnt interests 

me rnther is a "Thole series of the "rooms 1'I'i thin 1"ooms" effect. The 

..,reci~e effect of B.n "enfilade" of thr?e or four rooms OCC 11r0 too f!'eaue?1t-' 

ly to be aocidental: 

"II traversa une antichambre, une seconde piece, puis un grand salon 
a hautes fenetras ~~ •• -1 
Enfin 11 arriva dans un appartement ovala, lambrisse de bois de rose, 
bourreode meubles mignons, et qu'eclairait une seule glace donnant 
sur un jardin. tt (322) 

"et, en face, apres une seconde piece plus netite, on distin~ait, 
dans une troi~ieme, un lit a colonnes torses, ay~nt une glace de 
Venise ~ son chevet;"(3?3) 

The frames· within· frame~ effect established by t~e single perception of 

a series of rooms surely relates to the nest of tables effect of layers 

of copies in Barthes' "modele de la peinture", and where these rooms are 

actually walked t~rough this perhaps represents the effect of perspective 

created by a linear reading. This might throw light on our underlyine 

problem of the simultaneity or suocessivity of the literary work, indeed 

I 



a frame in the sense of a ohanrre in viewnoint oould nresumably only be 

reoognized in a linear reading. When Bouvard and Peouohet turn their 

house into a museum: 

"~eouohet, de son lit, a~eroevait tout oela en enfilade, et ~arfois 
me~e i1 allait jusque dans la oharnbre de Bouvard, pour allon~er la 
perspeotive." (324) 

and Salammbo offers us Matho and Spandius aotually swimming through a 

suooession of rooms when they enter Carthage via the aoqueduot: 

"Des aroades, les unes derriere'les autra~ s'o.uvraiant au milieu 
de larges murailles separant des bassins L ••• -1 .. .' Spendius at Matho se rem1rent a nager, et passant par l'ouverture 
des ~ros, ils traverserent plusieurs ohambres a la file. Deux 
autres range de bassins plus petits s'etendaient parallelement 
de ohaque oote."(325) 

But returning to more statio i~ages of the frames within frames effeot 

of Flaubert's deliberate manner of representation, we might include Emma's 

burial in a nest of three coffins(326),. (whioh surpasses her miniature in the 

bisouit box), and the"he'arts of "Tomen" passage in L'~ducation sentirne~" 

the unusual rhetoric of which provides the excuse for a fine for~al set-

pieoe - an image for alllayeringll of representations built into a,. beak· 

about nothin~: 

"Les o~urs des femmes son t comme ces 'Oet its meubl es a secret, 91 ein 
de tiroirs emboites les uns dans les autres, on se donne du ~al, on 
se oasse les on~les, et on trouve RU fond quelcue fleur desseohee, 
des brins de poussiere - ou Ie videZ"(327) 

both examples reminiscient of Barthes' image of the onion(328). Final 

reference can only be made to perhaps the most formal construction of all, 

the fortress which contains John the Baptist in Herodias. Already encased 

in the four valleys which surround the citadel of Nachaerous, the fortress 

inside which Antipas' palace is situated contains a complex of under-

ground chambers constructed like a bee-hive: 

"et comma 1a montagne allait en s'elargissant vers sa base, evidee 
a l'interieur telle qU'une ruche d1abeilles, au-dessous de ces 
chambres 11 y en avait de plus nombreuses, et d'encore plus 
profondes." (329) 
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Here is a symbol for the work of art as pyramid(330), already three 

dimensional in its interlocking representations! Contained in the court-

yard, (and neatly situated in the middle of the central chapter), under 

a double cover, we find the source of the prophetic voice which reverber-

ates throughout the story: 

"Sous Ie couvercle double de bOl's" S 'etendai t une trappe de me me dimen-, 
sion. D'un coup de poing, elle se replia Em deuxpanneaux; on vit alora ,. ,., -. 

un trou, une fosse enorme q.ue contournait un escalier sans rampe; et 
ceux qui se pencherent sur Ie bard aperyurent au fond quelque chose 
de vague et d' effrayant ~" (331) 

Flaubert could certainly not be accused of trying to hide his means 

of representation, or to pass off his illusion as in any way natural, and 

one final reference to Uspensky is relevant to Flaubert's evident fore-

grounding of the conventions of representation. In the first instance 

discussing painting, Uspensky su.~gests that a "re'Oresentation' wi thin a 

representation" is in most cases constructed in an artistic syste~ which 

is different from the rest of the painting. Thus the backgToQ~d may be 

more stylized, (as in medieval painting where functionally less im,ortant 

parts are portrayed with a characteristic ornamentalism), or represented 

th:'oU8n a different syste'll 0:' T)erspective, (m3.l-':ing a single viewing 

position an impossibility). In the theatre it is 'Oarticu1arly co~mon for 

secondary characters to be simplified int~ types; in extreme cases they 

may be almost pupnet-like. The tendency t01'Tards stereotY'9ing which 

increases in the background of a narrative may also appear, he su~.gests, 

in the namin,~ of minor oharacters: 

"lfllat takes place here is an enhancement of the semiotic Quality 
of the representation. The description is not a sign of represent-
ed reality, as it is in the case of the central figures, but a sign 
of the sign of this reality. It is a reinforcement of the convention
ality of the description. Accordingly, the central figures. (the 
figures in the foreground) are opposed to the secondary figures by 
the fact that there is a lesser depree of semiotic quality or of 
conventionality in their description. A lesser degree of semiotic 
quali ty is na.turally associated with a greater d~'!l('Q.~ of realism 
(verisimilitude) in the description; the central figures, as opposed 
to the secondary ones, are less semiotic (conventional) and accord
ingly, more lifelike."(332) 
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Though one might suggest that Homais, Lheureux and Cisy are secondary 

oharacters with stereotyped names, the above aocount clearly does not 

work as a description of Flaubert's novels, where the foreground is 

equally oocupied by stereotpes, e.g. the name Felioite, and Felioite's 

automaton-~ike behaviour and mechanical repetitions, inoreased rather 

than set in "realistio relief" by the"baokground" parrot, or the puppet

like nature of Bouvard and peouohet(333). There are no obvious oentral 

representations with a"higher degree of naturalness", in fact like the 

inoreased conventionality which Uspensky attributes to the theatrical 

devioe of the play within a play, if there is any hierarohy of 

representation in Flaubert it tends constantly towards an inorease in 

semiotio quality. In a footnote Uspensky says t!1at he define~:: con~lention

ali ty e13e;;he~e in terms of the si.:sn C":3 a reference to the ey:_~:!'ession, 

rather than to the content, the degree of oonvention:'3lity bein;- determined 

by the order of the com~onents in the sequenoe: the sign of a si~ of a 

sign ••• and so fort~~34). Manifestations of oonventionality in descriytion 

are illustrated by unexuected referenoe to the oode, for example addressin 

the publio in the ~iddle of a ~lay(335). Recalling Bersani's emphasis on 

Flaubert's "cela ressemblait aussi 8."(336), and the multitude of reference 

to the piotorial code in the foregoing discussion, it is evident that 

Flaubert w'ould get a high overall score for "semiotio quality". In the 

oontext of Ricardou 's ItDenaturation~', ('De natura fictionis'), and the 

"orime" of artifice(337), it is clear that Flaubert shows up the artifio

iality of his foregrounds too, or rather , as Rioardou has insisted all 

alon~, that there are no suoh hierarchies in Flaubert. 
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(iii) Auto-representation and repetition. 

One begins to realize the appropriateness of Ricardou's frequent 

recourse to Fl~ubert as an example, and at this stage we are perhaps in 

a better position to consider how far the evident auto-representation of 

some of the foregoing examples approaches the extreme auto-representation 

by which Ricardou defines the Nouveau Roman. In claiming that the Nouveau 

Roman is the adventure of a writing (and definitely not the opposite) 

auto-re~resentation is ~~derlined as the only representation. The novel 

depicts itself constantly, that is themes and fictions offer a self

conscious dramatisation of the novel's ovm fo~~al concerns. This process 

is radical iZed by the nrocess ioTe have referred to as the "mise en abyme", 

to which Ricardou pays particular theoretic!).l attention. A sir!'!"9le instance 

of this is the Shakesnearean subplot, an off-shoot and miniature replica 

of the main plot, a double acti0n reflecting it "en petit". Gide is 

responsible for the actual term "mise en abyne", an essential operation 

of his o',m 1e3 Faux V;onnayeurs. He refers to the paintings of l;lemling or 

!letsys, (Ricardou sug.~ests the better lmmm example of Van Eyck's portrait 

of t:,e Arnolfini), where a little, dark, convex mirror conta.ined in the 

picture reflects the "Thole ~cene. The nise en aby~e reflects the proport

ions of the vlhole, and the reading to Roderick in The . Fall of the House 

of Usher is an excellent exam~le of the potentially peculiar effect of 

this internal "dedoublement", defined by Ricardou as the"structural revolt 

of a fragment of the reci t a<;o.inst the i'Thole llnich contains i tit (338). 

Originally a play within a nlay, a story ~jithin a story, or a picture 

within a picture, the device escalates in the Houveau Roman into a profus

ion of explanatory metaphors, from the relatively straightforward refer

ences to the novel as a formal entity of La Jalousie, (the native's song, 
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the insects around the lamp, A ••• ' s hair etc. (339), to the hi,q'hly 

complicated series of internal references of LfEmploi du temns, (the 

cathedrals, the tapestries, the fires, the copies of the detective story 

(340) h the latter a very good example of what constitutes for Ricardou 

a major work: a book composed in such a way that it can su~port its own 

dedoublement and the inclusion of various fragments of itself, ideally 

achieving the seemingly impossible notion of a "book wi thin a book" (341). , . 

It seems to me that F1aubert fS ideal "book about nothin~', "sans 

attache exterieure", if it cannot refer to anything outside itself can 

logically only refer to itself. Of course such a book l'Ti11 still depend 

upon the ~roduction of meaning, but meanings will necessarily circulate 

in a self-enclosed syste~, (as in Prender~ast's ex~lan~tion of the 

Flaubertian novel as no lon~er a fixed ~irror, but a ~lay of mirrors(342». 

,The book about nothing tends inevitably to".;ard<; a V3St, hi'<'"hly or~anized 

tautolocry( 343), a. comp} ic:),ted structure of internal references, reflect-

ions and repetitions. It does not therefore seem to me logically far-

fetched to aup1y Ricn,rdou' s criteria to Flaubert f s novels. !Thile elsewhere 

we have considered (and iiill continue to do so) ,·ra:,s in ~;hich the 

"moderni ty" of Flaubert has been overpla.yed, (and the next ch:: ... ter ~-Til1 

set out fro" ". ''-'~ .. ·,t t,..·,.:Il.·t;,... .... "1' T\Or~·,r:>·~I.' .. ,,) "0 ~'I.,")l "110" O"--ol"e'-'J .&.: .... ~t .L'.)'I!',J !'!_ .... ~.~,.~. ,J-., ,t\ "-........ ~. . \..0. ...... , ..... _'" ... <lo 

here to see how far the auto-representa t i,~:1. analo,';'!;Y c:'!.n be taken. 

In discussing Lt~ducation sentimentale as an important example of 

Flaubert's underminin~ of the linear plot, of a racit fOQ~ded upon 

juxtaposition and repetition rather than logical pro~ession, Jo~lle 

Gleize dismisses r.!adame Bov~~ a.s a nerfectly traditional construction(344}. 

ifhile there have nOli been several excellent articles on Flaubert's use 

of re~etition in his later works (e.g. Felmn.n on Un Creur simple(345) and 

Bernheimer on Bouvard et Pecuchet(346»,I would prefer for the moment to 

reverse ~ earlier emphasis on the need for a chronol03ica1 consideration 
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of the development of Flaubert's modernity. For while it depends absolutely 

on the creation of an 1'illusion of reality", ~,:adame 'Eovary seems to me 

already a novel controlled by the desire to reflect and repeat itself, 

a formal organization of many different mechc.nisms of repetition. The 

overall effect is most precisely illustrated by a very evident mise en 

abyme which as far as I am aware has not been properly noticed(347), the 

description of the barrel-organ near the end of the first part of the 

novel, Hhich is part of the long developMent of Emma's increasing depress-

ion followin~ the ball ~t La V~ubyessard •. 

"D<"ms 1 '3.T'res-~'!'lidi, ouel,.,uefois, una tete d 'ho:nme a"maraissait 
derriere les vitres de la salle, tete halee, a favoris noirs, et 
qui souriait lentement d'U.11 large sourire·doux a. dents blanches. 
Une valse au~sitot co~men~ait, et,sur l'orgue, dans un ~etit salon, 
des da~8eur3 haut co;nme Ie doi."~·t, fe:imes en turban rose, Tyroliens 
9n jacquette, sin~es en habit noir, messieurs en culotte courte, 
tournn lent, tourn:;.ient e:'ltre les ::':mteuils, les can.S-yeS, les 
consoles, se renetnnt dans les morceaux de miroir nue raccordait 
a leurs :mr:;les U~1 filet :Je papier dore." (348) --- . 

It '·Till. not by this st.'lg~e 'I'l.SS ,mnoticed tnat just .<'.9 the oO'ern. ~>t Rauen 

is frD.;ned for Emma by the staee and curtains(349), this three-dimensional 

model and renresentati,-m "en <'lb~rr::elt is fr<1.med by tbe .... Ti:1dOli throuc;h. ~'Thich 

it is watched (and into which it a~pears). It is clearly a replica of the 

ball at La Va'lh:ves~ard., ~nd '1ore urecisely of the i-ral tz with the Vicollte, 

the actual .. Tords used, (ther;]selv9s H repetition), "tournaient, tournaient", 

pickinr; up the "11 s tournnient: tout tourn:ti tit of t~e ori!l:"inn.l ,\,,'11 tz 

descriution(350). In fact a similar construc~ion reau'Pears at other stages 

of the novel as in the "Ils allaient,ils allaient" of Emma's alre:J.dy 

repeated ni~ht-dreams of eSC8.ne "Ti th Rod.ol uhe(351), the reverie (ins"f)ired 

by her father's letter) of a memory of a re0sated series of su~mer's 

evenings llhere the foals "·rsalo!Jaient, p,fl.lo":)3.ient"(352), and in ;the 

description of Binet's latne "les deux roues tourn3.ie!1t, ronflaient"(353). 

It is repeated literally .. Then Emma has just left Rodolphe for the last 

time and has an hallucinatory e~erience of beine surrounded by balls of 



154 

fire whioh "tournaient, tournaient", i-lith Rodolphe's face anpearin~ in 

the middle of each and proliferating to infinity(354). Perhaps the most 

striking aspeot of the barrel-organ description is precisely the fact 

that the soene and all its implied repetitions are refleoted to infinity 

in an arrangement of ooncentrio mirrors: "se repatant dans les moroeaux 

de miroir que raoordait a leurs angles un filet de papier dora" - the 

infinite internal reflections whioh I am sug~estin~ operate on the maoro

level through an intense organization of repetitions. But we oan go still 

further,for the man with the barrel or~an does not a?pear behind the 

window on just one afternoon, but "quelquefois", so the actual desoription 

in its entirety is already an iteratiYe one, that is contains within 

itself its O1m repetition. 

This exam~le nlun~es us into many differ3nt kinds of reuetition. 

To sort t~ern out recourse to Genette's disoussion of "frequency" in 

'Disoaurs du racit' is helpful(355), and it will be recalled that frequen~ 

'IT9.S O!'le of the SUbsections of his first :na,ior C~;"t3gory of verbal aspect: 

tense, the temporal relation::; between'lraci t"and "histoire". (1 have 

tre:tted the three o?t.e-o;:-ies of verbal o:::uect in t::e reverse order to t1-.o\.+~f 

Genette~. The reuetition of events in a novel is related to two sorts 

of frequency, th."'lt of t:19 event reoounted "'.nd tt.~t of its reco'..lnting. 

In praotioe this seerns reduoible to two b".sio usa-'es - an event can 

happen onoe in the "histoire" and be recounted 'n' times by the racit, 

(Genette oalls this the repetitive raoit), or it oan aotually happen 

'n' times in the fiction but only be reoounted once, that is not so 

much "une fois" as "en une fois", and this he labels the iterative 

recit(356). Both meohanisms are as vital to Madame Bovary: as to Flaubert's 

later works, and where they have been recosnized they seem to have been 

given an exclusively psyohological interpretation. :'y mm argument will 

be that ~he functioning of re~etition as a formal device does not exolude 

but tends to subsume many thematio read;ngs. 
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The repetitive recit is nerhaps easier to deal with and is most 

commonly associated with memory sequences. A frequent device, l'Torking like. 

Genette's "analepses repetitives"(357), is a sudden simultaneous influx 

of past memories, as in the reverie set off by the smell of Rodolphe's 

hair-dressing at the Comices agricoles, which fuses memories of the 

Vicomte and Leon with the presence of Rodolphe, and through the mention 

of the "Hirondelle" equally refers to the story to come(358), or where 

Emma finds herself outside her convent: 

"Les premiers mois de son mariage, ses promenades a cheval dans la 
foret, Ie Vicomte qui valsait, et La~ardy chantant, tout repassa 
devant ses yeux." (359) 

There are other uell-kno,m exar:rples in L'tducation sentimentale, Salanmbo 

and Un Cceur sir.mle in p3.rticular(350), and J .C.Lapp has accurately 

conveyed the effect of these ua:;;sl'iees. RO"trever his conclusion is that 

such an influx is an example of -che"S1Ckl'19SS of memory", and of the "final 

trium,h of the past over the p~esent"(361). Simil~rly Poulet, in his 

a~ticle in ~tudes sur Ie temns humain, discusses these very memory 

seouences a~ instances of Fla'..lbert's portrayal of "time", of his ability 

to cree.te "spatial and temporal density" and "depth of dura.tion" (362). 

In other words he reduces questions of chronolo~ to the nature of 

Flaubert's perception, ~scu~in~ that the ~rtistic problem is then only to 

"convey" this intimation: "Des loI's Ie 'OI'oblame du temps n 'est plus o_u 'un 

probleme de style"(363). 

It seems to me that in these pass3,3:es it is not only the character 

who is reliving his past,but that also the novel is deliberately retracing 

its steps. The unmotivr'.ted "renrises" of La. Jalousie, (where an attenpt 

to attribute th::se solely to 9. deranged mind ~:ould surely be a misreading·), 

are not conceivable in such a classical tradition, indeed even a writer 

like Faulkner, who undertakes radical experiments in the repetition of 

events from & different or sometimes the same point of view(364), still 
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allows a reconsti tutable chronology of sort~. NeverthAlass I 1-lOuld 

Maintain that the c9sthetio effeot of Flaubert's "reprises" is not 30 

different from those of La Jalousie. 

Closely related to the return of "past memorias, (to uhich any reader 

must surely allow the function of an elliptical summary of events at least},L 

is a profusion of instances of what might be called the inventory. The 

financial ruins of Madame Bovary and L'~ducation sentimentale provide the 

necessary excuse for an inventory of furniture, ornaments and personal 

effects which have played a vital part in the novel. Victor Bro~bert 

desoribes th'1 auction sale of f'me Arnoux's furniture as'the liQuidation 

of an entire life (365), and suoh scenes mi~ht well be attributed to the 

the!'!'le of fetichism: 

"C;uand Frederic entra, les junons, les fichus, les mouchoirs et 
jusqulaux·chemises etaient na~ses de main en ~ain, retournes; 
ouelnuefois, on les.jetait de lein, at des blBnoheurs traversaient 
l' !'!.ir tout a coup. Ensui te, on ve~di t 3es robes, !l'.lis un de ses 
chaneau .. "t d(')~t la !,lu~e cassee retonbait, ,?ui~ S9::; fourru:-es, 'Puis 
trois ~aires de bottines;-et Ie partase de ces ~elioue~, o~ il 
retrouvait confusement les formes de ,es membre~, lui se~blait une 
atrocite, comme slil avait vu des corbeaux dechiauetant son cadavra 
~: •• _7.1e ~rand tapis bleu seme de cameliasz que ses pieds rni~ons 
frolaient en venant verr, lui, la ~etite.ber~ere de ta,isserie ou il 
s'asseyait en fa.ce dielle quand 11s etaient seuls; les deux ecrans 
de 18. cheminee, dont llivoire et:=tient rendu plus doux par le.oontact 
de ses maimq une pelote de velo'lrz, encore herisseed'enin~"!les.tI(366) 

But just as fetichistic episodes are themselves concerned ~ith the traces 

and reflections left in rooms where loved ones have 3at and touched thin~s, 

(for example, when Mme Arnoux has just visited Frederic's house(367»~ 

and ~ake their contribution to repetition by repeatin~ characters in their 

absence and recalling earlier passages, (surel r the function of the vast 

network of internal references in L'tducation sentiment~le, in particular 

of the movement of ob.iects like the chandelier and the silver"coffret", 

and of the identical furnishin~s of Rosanette's and ~~e Arnoux's houses), 

so these inventories and "autopsies" work as repetition twice over, but 

most olearly emerge as an inventory of the novel itself. 

I' 
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The descri~tion of Felicite's room, in Un Creursimple, as a chapel 

or bazaar full of religio1,ls objects and "choses heteroclites", given the 

highly organized network of minute connectin.g' detail a...'1d metonymic 

processes in the storY(368), is perhaps the best example of the inventory-. 

type desciption gathering together and repeating- every element that has 

been important: a shell box given by Victor, the picture-book geography, 

Virginie's pLMsh hat which hangs down in front of a mirror whioh presumably 

reflects all these objects(369). Madame Bovary contains an aotual invent

ory soene when the bailiffs come to Emma's house(310), but it is the 

last rites passage which has an even ~ore obvious repeating funotion, 

albeit ironically: 

tid 'a.bord sur les yeux, cui ·"tvai t tant conv~ite toutes les SO:!lptuos
i tes terrestres; nuis :3ur les Ylp..rines, fri.g.ndeq de brises tiedes et 
de· se'1teurs <t:"'ourenses; pui~~ sur 1a bouche, qui s' etai t ouverte 
pour 1e mensonr;e, (lui av<!it ~emi d'orq-ueil et crie dans la luxure; 
puis sur las mains, qui se dalectaient C'.ux contacts suaves, et enfin 
sur 1a plante des ,::,ieris, si rapidss autrefois qu:md elle courait a. 
1 'assouvissanoe de ses desirs,et qui rnaintenant ne marcheraient plu~'(3-7l) 

One could add mnny other variations on the repetitive racit here, for 

example the list of all the times Emma has slept in a new place(312), 

Rodolphe ~ur:1"1in; up Bmm:> 's story prior to nlannin'" her seduction(373), 

Charles t norbidly fetichir3tic behaviour 3.t the end of the novel ~1hich 

repe~ts Emma after her death(3?4), and Homais' newspaper articles whica 

provide an ironic written repeat of the club-foot(315) and Cocioes Agric

oles episodes(376), indeed a reference in the Correspondance to the latter: . 

"Je ne suis nas mecontent de mon article de Homais (indirect et 
avec citatio~s). II rehausse les cornices et les fait paraitre 
plus courts paroe I'J. U 'i lIes resu:ne." ( 3 71) 

suggests th.':!.t Flaubert at least had a functional conce:9tion of the role 

of these passages as well. 

But although the repeti ti ve reCl t is so im"9ortant to ~!adame Bovary, 

(and will be developed to extremes in L'~ducation sentimentale, to a 

degree far exceeding Joijlle Gleize's already i~pressive list of plot 
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repetitions(318) J, the most startling aspect of repetition in I·:adame 

Bovary is perhaps its virtual take-over by the use of the iterative 

racit, which by use of the frequ~ntative imperfect tense, repeats "en une 

fois" what happens many times over. (Of course there is also the possib

ility of the repetitive racit picking up iterated events, dreams etc.) 

Genette, discussing the overwhelming importance of this sort of repetitio~ 

in Proust, especially in Combray and Un Amour de S1~ann(379}, in fact refers 

to its use in Y.a.dame Bovary,for example during the last period at Tostes

(380), and Ro.~er Huss discusses the "Thursdays at Rouen" chapter, which 

beGinninG "C 'Ehai t 1e jeudi", describes in most specific detail a~d only 

~ what is supposed to have ha~pened every Thursday, picking up details 

like the .... ret roofs in the description of the viel" of Rouen, lofhich surely 

ca~~ot literally have been th3re every Thursday(381). Genette accounts 

for such peculiarities (e.~. actual conversations, sudden move~ents of 

emotion with Leon(382), similar to the detailed gossi~ of Tante Leonie 

which is sup!'osed to occur daily), by a sort of conventional artistic 

licence, whereby it is assumed that "somethin~ similar hap!,ened every 

time, of which the follolTin~ detailed aCCOUl'lt is a typical exam;lle" (383). 

Roee'!' Huss 5ug"csests rather that there is a possibility that inter

ference might take place between the iterative im~erfect and the gramnat

ically anomalous imperfect (re!'lacing the more normal nast historic) 

which he has been analysing; that the reader, influenced by the specificity 

of events presented as repeated, might disregard the information in temp

oral adverbs like "souvent", reinterpret events as sinm.1lar, and accom

modate the imperfect by reading it as an anomalous imperfect(384). In his 

su~gestion that this sort of imperfect (the iterative) has the same effect 

as the anomalous one on the status of events in Flaubert's novels, he 

offers 

"the provisional suggestion that Flaubert's use of the iterative 
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imperfect to convey highly particularized events is consistent 
with a sense.of deja.·vu and tedium, with an ,inability to believe 
in the originality o~ any event."(385) 

I would ~ersonally be more inclined to agree with Genette that an 

"invraise!:lblable" degree of detail is not in fact a. problem for the reader, 

who can easily enter into the spirit of what the writer is doing here. At 

the same time the general attitud3 to repetition implied by Roger Huss' 

article, that it is at the service of a metaphysical world-view that 

"nothing ever changes", is I suspect a common one that in my perspective 

must be out-argued, given that I am trying to establish an aesthetic 

role for re';letition. Bruce F. K:nrin's TeHin!} it A.!;ain and Again. Reuetit

ion in Literature and Film(386), ~~akes a useful working distinction bet-

less impr:ct 1.t each recurrence; ::oep3:".:!.tc:: to no l1articular end ,out of a fail-

ure of invention or slo,?:!,ine:.:s of thour"ht", and ttreyeti tive": "when a w'ord, 

perceut, 0:;:' ex"erien~e is re-pe::. ted ld th er.u-:.l or ~rea"t or force at each 

occurence"(387). For me Flaubert falls so much into the latter ~ositive 

c').teC','ory that, wi tho'..lt wishin.c:' to detract from the excellent analysi~~ of 

the anomalous imp3rfect, I 11OU1c! actually make my ovm provisional suge:ast-

ion that RO';EH' Huss' re:nark on the possibility of confusion between the 

hlo sorts of imperfect 7!:i::;h t be reversed., that the anomalous imperfect 

mitz.'ht be sen01ed rlS an iterative one(3 RR ). 

The problem is that in !i:r-tdame Bovary at least the "repetitious" is 

an important ~art of Emma's ex~erience of life, (refinding in adulte~ 

the platitudes of marriage etc.)(389). Obviously ba~edo~ and monotony ~ 

po:rerfully conveyed by the iterative imnerfect, and if one wanted to 

suggest that this was its main use Emma's walks .-I'i th her .crre~/hound durin,; 

her first miserable ~eriod at To~tes ,,,ould be an excellent example. The 

fact that these WaEG3 are repeated multiplies the depressing set of 

repetitions they already contain. Each time Emma be~ins by lookin~ around 
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in the hope that something has changed but nothin~ ever has, she repeats 

to herself"Pourquoi, man Dieu, me ~uis-je rnariee?"(90),and recalls her 

life at school (a reprise of the chapter recallin~ her 'early life)(391), 

a passage itself ending with the repeated "Comme c'etait loin, tout celal 

comme c'etait 10inl"(392). Her actual conversation with her greyhound 

illustrates an instance of dedoub1ement; his bored yawns cause her to 

liken him to herself and he operates as her double, his circles in the 

countryside speoifically oomplementing those of her depressed reverie(393). 

But I fe~l that one would only be justified in putting the iterative 

imperfect at the service of the theme of monotony if it were used solely 

in this oonneotion, and such a ~eneralization does not in fact work. Th~t 

repetition serves boredom in Nadame Bovar,v and, for example, obsession in 

Saint Julien, already sug.c;ests that it is repetition t!1at recuires 

extracting as the common denominator. But even in Lad-::1e Bovary re"!)etition 

just as frequently coincides with moments of intense ?leasure and satis

faction. This is true of all sorts of renetition, (the repetitions of the 

ball, for instance, never devalue it), and we have cdready referred to 

E~ma's return from the ride in the fore3t where she resees and relive3 

the scene in an almost hallucinatory manner, looks at herself in the 

mirror, "!'epeats tl.rlai un amant! un amant!" and recalls the heroines of 

the books she has read, (in itself a reprise) (394). 

The iteration of the Thursdays at Rouen can hardly be seen as an 

attack on the non-originality of events, for it is the high point of 

Emma's affair l'l'ith Leon(395),s illustrated by the a.'5Ony of the return 

to Yonville; and the view of Rouen description ~:hich is so speoific in 

its details of the weather is one of the rare moments for Em~a of joyful 

pantheistic expansion of the self(396). Similarly the evenings spent with 

Rodolphe at the bottom of the garden by the river illustrate an outstand

ingly lyrioal use of the iterative imperfeot, the effect of lihioh is 
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fml tiplied, en abyme,' by the further de,grees of iteration contained 

inside the description, by subdivision into various adverbs such as 

"sor.letimes", "occasionally" and from "time to time": 

tI Les atoiles brillaient a. travers les bre.nches du jas::1in sans 
feuil1es .Jle, entenda:ierit derriere eux la ri viere qui coulai t, et, 
de temns"a autre, sur la berea, Ie claquement des roseaux secs. 
Des massifs d'ombre, 9~ et la, se bombaient dans l'obscurite, et 
narfois, frissonnant tous d'un seul mouvement, ils se dressaient 
et se penchaient comme d' immenses vagues noires.: qui se fussen t 
avancees pour les recouvrir. Le froid de la nuit les faisait 
s'eteindre davantage; les soupirs de leurs levres leur semblaient 
plus forts; leurs yeux, qu'ils entrevoyaierit A peine,leur paraissaien", 
plus grands, et, au milieu du silence, il y avait des paroles dites 
tout bas Qui tombaient sur leur arne avec Q~e sonorita cristalline 
et qui s'i r:percuteient en vibrations multinliies."(397) 

"rultiplierl vi'!'lr9.tions" seems to sun up the effect of suc~ ~3.Ssage3. :ibc:1. 

Leon has left Yonville Emma is plun~ed into 

"cette douleur, enfin, que vous D.:Jportent l'i'!'lterruption de tout 
mouvement ~accouttim&, la cessation brusque d'une vib:-ation 
prolons-ee ."..( 398) 

Reverberation is suc;geste·i by the Ii ttle phrase ~ihich appears almost as 

" tic of st;'Tle, "yD. et l~", itself a. renetition of SOQ~ds ....... hic~ Nathalie 

Sarraute, (discussing the sunrise in Salammbo), c:".119 'Orecisely Ita brief 

r;uiver"(399). 8M'Ja's "honeYr.lC)on" .'lith Leon agai"! describes O'!'lce lfhat 

actual1:r happens three days running, and contai'!'ls a ",rofusion of tiny 

re~eated sounds standing out in the evening silence. ~here t~is iteration 

is made to contain one suecific occ3.si·:m on i-Thich the moon a'O":)eared, this, 

in its turn, contains a sentence be.?,inning"parfois", in whic!1 Emma 

constantly disappears and reappears in al ternntins shadow' and moonlight 

(400). Ifhat we have here, after Flaubert's "tree of description" and 

"tree of frames"(401), is surely an equ')lly obsessive "tree of re-oetition" 

The iterative im'Oerfect is t'le major discovery in th~t it is resyonsible 

for the "en abyme" effect, cO~1taining all other sorts of repetition 

inside it, while,within that fra~ework)subdivision into new sorts of 

repetition seems to be a potentially infinite process. 
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I shrtll not discuss reueti tion in the later worl:::s !!t this staB'e, 

despite its extreme importance there, since there will be important 

analyses of its function in Un CCBur simple and Bouvard et Pecuchet in 

the final chapter(402). Further;the written repetition or copying of 

Bouvard et Pecuchet seems close to the perfect mimesis of language taut

ologically imitating language which Genette suggests, equating mimesis 

,'Ii th diegesis in 'Frontieres du reci t', cannot in fact. be-:considered 

mimesis or representation at all(403). I have preferred therefore, in this 

chapter, to keep to my perspeotive of oonsideration of the presentation 

of the representation or illusion of reality, and therefore only really 

to consider the way repetition intervenes in the aesthetic organization 

of the "histoire" by the "recit". 

While I have not attemf~to offer ver:l rigorous categories of 

different mechanisms of repetition, (a study which might be underta~en 

elsewhere), the global distinction between iterative and repetitive recits 

is obviously related to a broad division between "histoire" and "recit". 

Thus the iterative imperfect, by a simple morphological addition to the 

verb, potentially 'creates multi~le repetitions of the illusion, within 

which plane all reference to repetition as a theme or an aSgect of plot, 

all mirror images, reflections and eohoes within the diegetic content, 

might be classified. On the other hand our consideration of the repetitive 

recit might inolude any literal linguistic repetitions, (such as the 

"tournaient, tournaient" analysis of the barrel organ passage(404) ), 

since the repetition of the same word in the same sentenoe, and the picking 

up of a word, phrase or even whole sentence either immediately ("C'est la 

ce que nous avons eu de meilleurl"(40S», or much later in the same work 

(e.g. Mitho repeating Salammbo's opening song(406) ), is fairly common in 

all of Flaubert's works. Flaubert 's repetition of a few recurrent 

stylistic effects, which originally caused Bersani to conclu·ie that the 

I 
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"high priest of style is thus the master of the rhythmical tic"(401), 

and Miohel Pioard to suggest that "la magie du style flaubertien" is 

essentially a source of esoteric pleasure for a few well praotised ears 

(408), but which were taken more seriously by Proust and Thibaudet(409), 

would also oome under this heading. 

While repetition is obviously a basio means of organization of any 

formal art, (music for example), it is also surely the basic means of 

pleasure in poetry(410). While repetition and variation are olearly olosel~ 

related (variation oannot mean anything without the idea of repetition, 

so is therefore surely dependent upon it), the "laisses simi~aires" of 

the Chanson de Roland are perhaps a good example of aoute aesthetio effeot 

aohieved solely by repetition. When Emma goes to the opera in Madame 

Bovary, she gains her aoutest pleasure not from Lucie but from the ohorus: 

"les voix de 
, , , 

femmes, repetant ses paroles, reprenaient en oh~ur, delic-

ieusement"(41l). Similarly, in his Notes de Voyage, Flaubert desoribes a 

sort of shadow theatre which he sees in Carthage, where the main charaoter 

is not the chief cause of enjoyment: 

"Ce qulil y avait de beau, c'etaient les trois mUS1c~ens qui, de 
temps a autre et a intervalles reguliers, reprenaient ce qu'il 
disait, ou mieux raflechissaient tout haut a la fa~on du ch~ur; 
cela etait tr~s dramatique et il me zembla que j'avais compris." (412: 

It seems to me, though I am here moving into the area of vast 

general1Z'ations(4l 3) , that one of the most important implied repetitions 

in literature is perhaps the repeated reading of the whole book. Flaubert'! 

adherence to "llart pour l'art" was after all largely to a non-commeroial 

, I 

sort of literature(4l4), and whereas consumer literature requires that I·:l 

one should throwaway a book once read and presumably b~ another one, 

one would not think of reading a poem just once. Surely the novel as work 

of art really depends upon the idea that its re~ding will be repeated an 

infinite number of times. We do not reread for enlightenment, (to get 

nearer each time to the "true" text), but become addicted to the !!!!!! 
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text, suggests Barthes in his section of s/z entitled 'Combien de 

lectures?'(4l5). Suspense is only an illusion and the functioning of the 

sort of mise en abyme which predicts events perhaps suggests that this is 

true of the first reading as well(4l6). Barthes claims that we "forget 

as we read" and "read because we forget", and can therefore (ideally) 

read the same text an infinite number of times(411). Certainly repetition 

is precisely something which there is no reason to stop in one place 

rather than another. 

The reference to"forgetting" is interesting in this connection, for 

while Barthes dismisses the notion of a"first reading", Proust's narrator, 

referring to his first hearing of the Vinteuil sonata, discusses the prob-

lem of hearing "une musique un peu compliquee" for the first timel 

"Aussi n'a-t-on pas tort de dire 'entendre pour la premiere fois'. 
Si l'on n'avait vraiment, comme" on l'a cru, rien distingue a"la 
premiere audition, la deuxieme, la troisieme seraient autant de 
premieres, et i1 n'y aurait pas de raison pour qU'on comprtt quelque 
chose a 1a dixieme. Probab1ement ce qui fait defaut, la premiere 
fois, ce n'est pas la comprehension, mais la memoire. Car la notre, 
relativement a la complexite des impressions auxquelles elle a a 
faire face pendant que nous ecoutons, est infime, aussi breve que 
la memo ire d'un homme qui en dormant pense mille choses qu'il oublie 
aussitot, ou d'un homme tombs a moitie en enfanca qui ne se rappelle 
pas la minute d'apres ce qU'on vient de lui- dire. Ces impressions 
multiples, la memoire n'est pas capable de nous en fournir immediate
ment Ie souvenir. Mais celui-ci se forme en elle peu a peu et, a 
l'egard des CBuvres qu'on a entendues deux ou trois fois, on est 
comme Ie collegien qui a relu a plu3ieurs reprises avant de s'andorm
ir une leyon qu'il croyait ne pas savoir et qui la recite par c~ur 
Ie lendemain matin. II (4l8) 

This curious insight into the relationship between memor,y and repetition 

in A la recherche du temps perdu might be set against Kierkegaard's idea 

of repetition, which Butor defines as: 

"Ie terme precis par lequel no us cherchons a designer a l'epoque 
moderne ce que les Grecs visaient a travers la notion de remin
iscence" (419) 

and Uspensky also makes a contribution to the problem, importa~t in that 

it reveals why I am pursuing the point in such detail: 

"The perception of the literary work is closely connected with the 
processes of memory. In general, the characteristics of human" r 

Lc -
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memory impose a series of circumscriptions on the literary work 
which condition its perception; the perception of a work of 
pictorial art, on the contrary, is not necessarily determined by 
memory processes. Thus the direct connection between memory and 
temporal perception should not be disregarded. u (420) 

In a short but excellent article, 'Space and time of the text'(421), 

Cesare Segre openly confronts the problem to which we have~o often 

-referred - - that- of _ the -_ simul tanei ty or successivi ty of our perception of 
, ." 

the literary text. Segre suggests that a purely linguistic reading along 

the time axis is impossible, since sentences already read have been dis-

posed into a memory sequence which affects the way we read. The careful 

reader does not only register subject matter, he also develops a formal 

memory for words, stylemes, constructions etc. Reading each new sentence 

thus becomes an act of recognition, recognition of formal elements often 

actually forging definition of the plane of connotation, since if a word 

or sentence reappears in identical form the fact that we recognize it 

~eans that its value is changed. Segre quotes Riffaterre's analysis of 

the reader's progressively changed understanding: 

"each new element confers a new dimension o~ earlier elements 
which it repeats or contradicts or develops. Awareness of one of 
these echoes involves a double reading of that particular part of 
the text, the second reading retroactive. A third perception, all
enveloping and at the level of memory, takes place when the reading 
is ended."(422) 

Segre is however unhappy with the implication here that a gradual aware-

ness finally adds up to a "total U awareness, which is, as it were, outside 

time, insisting that the order of the succession of its parts must be 

included in this "total awareness": 

"even after the refined analyses we should none the less be left 
with a (temporal) reading capable of highlighting what these 
analyses have gained."(423) 

He is therafore reiterating Barthes' point with which this digression 

startQ.Ci (424). 

To take a small example which might be relevant to Flaubert, Genette-

makes a distinction between "amorces" and "annonces". "Amorces" are detail~ 
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which are picked up later in the narrative but are not presented as having I 

any significance at the time of their first mention, whereas "annonces" 

present themselves as significant(425). Flaubert actually discusses the 

problem of introducing "amorces": 

"Mais.il f~ut ~ue tout cela s~it rapide sans etre sec, et developpe 
sans etre epate, tout en me menageant, pour la suite, d'autres 
details qui la. seraient plus frappants."(426) 

Now it is surely the case that on a rereading of the novel, such "amorces" 
<. ---. • 

actually turn into "annonces", for example two details of the Bovarys' 

new house at Yonvillel 

",tune porte sur I 'Allee, qui permet d 'entrer et de sortir sans etre 
vu'''(421) 

"rune tonnelle tout expres pour boire de la bie~e en ete'~(428), 

and Barthes, I imagine, would not make a distinction. Riffaterre's 

suggestion that awareness of these echoes involves a double reading of 

that particular part of the text, should not, (I fully agree with Segre 

here), lead to a third all-enveloping reading in the meIory, (when actual 

reading has stopped). On the temporal plane memory can only be equated 

with actual rereading, which the writer is surely entitled to expect, 

and which I take as an assumed c~nvention. 

If an illusion of simultaneity is craated it is precLely on ths 

plane of representation, and Flaub:3rt's general conflict between the 

attempt to present the text simultaneously or consecutively ?erhaps co~es 

to a head with the use of repetition. The frequent tension between move-

ment and immobility in Flaubert's set-piece descriptions, e.g. the "grands 

poissons no irs arre~esll of the view of Rouen(429), has often been commented 

upon by critios(430). Perhaps the faot that this oontradiotion is itself 

oontained in the iterative "Thursdays at Rouen" ohapter suggests that the 

use of the iterative imperfeot solves at least one problem, how to achieve 

an illusion of simultaneous repetition in a suo~essive text. The deliberate 

underlining of suoh contradictions would then align itself with the weddin€ 
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, 
oake desoription - yet another example of the reoit "showing its hand". 

Further, if one aooepts the idea that the novel should aotually be reread. 

an infinite number of times, then every rereading turns a singular event 

into an iterated one, and in this sense there would inevitably be a 

oonfusion between the anomalous and frequentative uses of the imperfeot 

tense. It would also make it most unlikely that Flaubert would have found 

the non-uniqueness of events a hindranoe from the aesthetio point of 

view(431); and this perhaps rather heavy digression might be ended with 

a rather frivolous referenoe to L'Emploi du temps, where Butor is surely 

at the heart of suoh problems: 

"'Vous ne reliriez pas un roman policier, JenkinsJ' L-•.. J 
'II y en a que j'ai relu jusqu'a six fois, monsieur Revel '''(432). 
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(iv) An exemplary illusion. 

I should like to olose this ohapter, whioh has sought both to 

emphasize the importance of Flaubert's "illusion of reality" but also 

to take a formal perspeotive upon its presentation, with a brief. analysis 

of Laitagende de Saint Julien l'Hospi talier. IV reasons for ~hoo ~ .j n 9 

this story are that it is a relatively late work, and therefore perhaps 

formally more sophisticated, while still depending absolutely upon the 

maintenanoe of an illusion. Perhaps because of its shortness, it offers a 

quite exemplary illustration of many of the formal meohanisms I have been 

discussing,(framing, mise en abyme, repetition), and I should like to 

offer it as a brief example of the way in "hich a Flaubertian work can 

in faot be read on a purely formal level. This demonstration is perhaps 

doubly relevant in that the story oould, in a different perspeotive, be 

seen as the most personal of all Flaubert's works, a masturbator,y drama 

and Oedipal story oorresponding closely with the family drama as lived 

through by Flaubert in Sartre's dramatisation at least - the killing of 

an entire family before and after a mysterious illness(433), the scene by 

the fountain underlining the link between epilepsy as a "fausse mort" 

and the murder of the father, as in Freud's article on Dostoevs~ to 

which I referred in·the first chapter(434). But the extreme stylization 

of such personal material emphasizes that it is only being used. There is 

a oomplete laok of psyohologioal exploration, and Saint Julien, essentiall3 

a story, tells us repeatedly that this is how it sees itself. 

Working alongside the title, whioh reveals the story as that of 

Julien's aooession to sainthood, are the three major predictions whioh 

preoede and oontrol the working out of the stor,y. For Ricardou/the oraole, 

(and Oedipus Rex is his major example), by oontaining the story in 
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concentrated form, is a basic instance of the mise en abyme(435).In Saint 
" 

Julien these predictions are themselves fragmented throughout the stor,y, 

before being gathered in again to other con~entrated images. 

For example the prediction to Julien's mother "Rajouis-toi, 0 merei 

ton fils sera un saintl"(436), is dispersed along a ohain of religious 

references. The household, we learn, is as well regulated as a monaster" 

by Julien's mother(437), who often passes her time embroidering altar 

cloths(438). Over her bed hangs a religious relio, (a martyr's bone), in 

a carbuncle frame(439), and over Julien1s cradle: hangs. a dovs-ghaped lamp. 

(440). The baby Julien resembles, we are told, a little Jesus(441), and 

passing pilgrims tell tales of the Holy Creche and the Sepulchre(442). 

Julien commits his first sadistic murders at mass(443), and is in fact 

praying when he hears the fox yelping which tempts him out on the second 

fatal hunting expedition(444). A cock crows just before the murder(445), 

an ivory Christ hangs blood-spattered in the death chamber(446), and 

Julien leaves written instructions for the funeral on a "prie-Dieu(447). 

When he sets off over the river to fetch the leper the stormy water goes 

suddenly calm, :the leper has a regal bearing and is covered in a sort of 

shroud(448). He eats bread, turns Julien's water into wine, and is finally 

transformed into Jesus Christ(449). 

The father's prediction nAhl ahl ton filsl ••• beaucoup de sang! ••• 

beaucoup de gloirel ••• toujours heureuxl la famille d'un empereur" is 

curiously referred to by the racit as "ces mots sans suitelt (450}. Essential 

is. the prophecy of muoh blood, whioh disguised by its association with 

the promise of glory and power, is in fact the blood whioh Julien will 

spill in the oourse of the story. This mise en abyme is fragmented into 

a widespread network of images of blood, redness, fire, sparks and light 

(451), in a way reminisoent of the fragmentation of the fire mise en abyme 

in L'Emploi du temps(452). The Itprunelles flamboyantes tl of the beggar 
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who speaks the prediction(453) are passed to other key figures of the 

series, the father stag(454) and the corpse of Juli~n's father(455), and 

finally to the leper(456). The blood references are gathered into a 

further mise en abyme in the death chamberl 

tiLe reflet ~carlat8 du vitrail, alors frappe par Ie soleil, eClair
ait ces taches rouges, et en jetait de plus nombreuses dans tout 
l'appartement~(457) 

The"vi trail'~" obviously an important reference in itself, sheds a scarlet 

reflection which in turn lights up and multiplies the red stains through-

out the room. 

The connection between the hunting lust and the desire to kill his 

parents is underlined by the fact that Julien's father is "toujours 

enveloppe d'une pelisse de renard"(458), and that, as already mentioned, 

it is hearing a fox which finally tempts Julien back into hunting(459). 

Further it is mistaking his mother for a stork which causes Julien to 

nearly kill her with a javelin, and it should not pass Q~oticed that 

despite his resolve not to kill any animals, he had intended to kill this 

"stork"(460). The family of deer which Julien kills are themselves a 

miniature replica of Julien's family: moth:;r, father and child. Their 

murder foreshadows the main murder, so that curiously the murder is in 

a sense already accomplished before it is even prophesied. This is typical 

of the way in which the mise en abyme actually upsets the recite 

The father stag's prediction, repeated three times to the accompan-

iment of a striking bell, is itself a set-piece of formal repetition: 

tI-Mauditl maudit: mauditl Un jour, ccsurferoce, tu assassineras 
ton pere et ta mere." (461) 

This scene is exactly repeated at the end, where the leper calls three 

times to Julien in a voice with the intonation of a ohurch bell(462). 

Julien is obsessed with the stag's prediction, (as were the parents with 

theirs), and after his marriage this becomes an obsessive dream of killing 
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animals, with an endless replaying of the actual massacre inside each 

dream(463). After the actual murder a dream repeatedly repeats the 

actual event: 

"La soleil, tous les soirs, etalait du sang dans les nuages; et 
chaque nuit, en reve, son parricide recommen9ait."(464) 

When. Julien reoalls his youth he sees himself, by an effeot of dedouble-

ment, as he was at the beginning of the story, standing between his 

parents, and framed in a vine arbour. Eaoh time this beoomes an obsessive 

halluoination of the two corpses, on the appearanoe of whioh Julien 

repeats the lament: "Ah, pauvre pereZ pauvre mere: pauvre "mere:" (465) 

A final pattern of images again suggests a formal mechanism of the 

story. These oulminate in the final faoe to faoe apotheosis of Julien 

and Jesus, the ex-leper. This aotual position is used at various points 

in the story. On the first important hunting expedition Julien kills a 

wild goat, its companion jumps into a preoipioe and Julien, trying to 

stab it: 

"tomDa sur Ie oadavre de l'autre, la faoe au-des sus de l'abime 
et les deux bras ecartes"(466). 

When Julien returns from his seoond sterile hunting expedition he bends 

over the bed to kiss his wife: "Alors il sentit oontre sa bouche l'im-

pression d'une barbe"(461). The result here is that he actually kisses 

his father(468), and when later, resolved on suioide, he leans over a 

fountain to judge its depth and oomes faoe to face with his own mirror 

image, he mistakes it for his father beoause of the white beard(469). 

One reoalls that the father stag also had a white beard(410}, and 

perhaps it could be suggested that the faoe a face which is missing, 

that with the stag itself, is displaced to that with the wild goat. 

This position,also that of the penitentl 

"II resta, pendant la messe, a plat ventre au milieu du portail, 
les bras en oroix, et Ie front dans la poussi~re."(41l) 
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reours finally where Julien lies down on the corpse-like leper "bouche 

oontre bouche, poi trine sur poi trine" and is carried up to heaven "face 

a. faoe avec Notra.:Seigneur Jesus"(472). 

The conolusion must I think be that Julien is still faoe to face 

with his .2!!!. image. The detail that Julien is "nu comme au jour de sa 

naissance" means that the story has come full cirole and recalls the 

comparison of the baby Julien with the infant Jesus(473). Julien, the 

leper and Jesus are all parts of the same figure. From the two early 

prediotions stem both a saintly and a horrific Julien. The remark "sa 

pro pre personna lui faisai t tellement horreur" (474) exactly precedes the 

introduction of the repulsive leper, and the final merging of all three 

parts at the end suggests that the whole oonte might be seen essentially 

as an ambitious experiment in the process of dedoublement. 

Various frames have been pointed out to which one might add the 

wife~~ "ghost" framed in "l'encadrure de la porte"(475), and the nostalgio 

view of intimate families seen "par Ie vi trage des rez·-de- ohaussee" (476). 

The story is divided into three distinct chapters, of which the very end 

of the first and the beginning of the seoond have a short set of one 

sentenoe paragraphs set out like poetry, thereby creating a sort of 

frame effect around their respeotive ohapters(477). Similarly there is an 

odd little framed paragraph (containing Julien framed in the church door-

way) at the end of the seoond ohapter, and the "poetry" effeot at the 

beginning of the third(478). 

The whole story is obviously perfectly contained within the title 

and the closing line. The title announoes that it is a legend and a saint's 

story, while the closing tailpiece repeats this title, and completes the 

severing of connections by the use of the first-person shifter and familiar 

naive summary of the stOryl 

"Et voila l'histoire de saint Julien l'Hosp1talier, telle a peu 
pres qU'on la trouve, sur un vitrail d'eglise, dans mon pays"(479). 
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By telling us that the story is contained in a stained glass window an. 

effect is achieved whereby the story contains the window, but the window 

contains the story, and so on ad infinitum. The window cannot be seen as 

an external source, but as part of a process rigorously orientated towards 

the interior of the stor,y. When Julien's wife puts his parents to bed: 

"La jour allait parattre, et derriere Ie vitrail,les petits oiseaux 
commen9aient a chanter"(480). 

This"vitrail inside a vitrail", preceding the switch to Julien's viewpoint, 

clearly operates as a frame for the hunting expedition, (especially with 

its reference to the birds singing), and the murder that follows, and 

reference has already been made to the scarlet reflections thrown by the 

vitrail into the death chamber, again a double mise en abyme. 

The stained glass windm{ is obviously the most exemplary"frame" in 

all of Flaubert's works, not least because although inviting a simultaneous 

perception it is actually an example of an art-form th~t has to be read 

successively as well, i.e. panel by panel. Moreover since the window is 

opaque, the viewer or reader should be left in Flaubert's ideal state of 

reverie, of which the above reference, "derriere Ie vitrail, les petits 

oiseaux commenyaient a chanter", seems to exactly catch the mood. In fact 

it reminds me of the closing line of Sarrasine, nEt la marquise resta 

pensive"(481), which Barthes offers precisely as an emblem of "Ie texte 

pensi~t, and which certainly provides an appropriate final comment for 

this chapter: 

"1 quoi pensez-vous? a-t-on envie de demander, sur son invite dis
cr~te, au texte classique; mais plus retors que tous ceux qui croient 
s'en tirer en repondant: a rien, Ie texte ne repond pas, donnant au 
sens sa derniere cloture: la suspension."(482) 
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,CRAPrER 3. The value system of Flaubert's works. 

(i) Character and value 

In venturing int~ the problematic area of values, I find myself in 

a strange position between two contradictory approaches to Flaubert's 

work, representing ver,y opposed attitudes to literature itself, and yet 

arriving at somewhat similar conclusions. On the one hand an extreme 

appreciation of Flaubert's "modernity" leads critics of' the Cerisy orient-

ation to insist on the deconstruction of all stable meaning(l), on the 

other, a whole Anglo-Saxon tradition finds Flaubert's novels severely 

wanting in human interest and moral complexity(2). Evaluation of Flaubert's 

status as a major writer is clearly at stake for both sides the modern 

French writer or critic finds Flaubert's writing exemplary, the Leavisite 

seeker of an appeal to the adult mind cannot honestly a~preciate Flaubert 

at all, since he must find him'~mmature"(3). The latter critical approach 

is in fact unable to account for the merit which it nevertheless half 

recognizes in Flaubert, and gets caught up in strange contradictions, as 

where F.R.Leavis insists that he is not saying that Flaubert is less good 

a writer" than a George Moore" (4), but is actually u.1"lable to say why. An 

interesting recent article by David Gervais on IJames' reading of )~dame 

Bovary' centres on the rather unconvincing division into two extreme 

responses - moral criticism balanced by exag~erated aesthetic praise and 

eulogy of form - suggesting that this is only an attempted rationalization 

of a more divided overall response, a tug?,ing of attraction and repulsion 

cutting across these avowed boundaries(5). 

Lc -

, ". 
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It will be olear from the preoeding ohapters that I do not align 

myself with the "relevanoe to life" approach to literature in general, 

and that in any oase the whole direotion of my argument about Flaubert 

has been suoh as to make suoh evaluations, for his work at least, totally 

irrelevant. At the same time, in dis~ussing the modern readings of Flaubert LC -
that I admire, I have hinted at my unease with the emphasis on the oomplete I 

destruotion of meaning. One generaloontext of this ohapter is therefore 

an attempted reoonoiliation of a pseudo-struoturalist approaoh with more 

tradi tional moral readings. In my own experienoe of re::-ding Flaubert I 

have never felt the two strands to be oontradictory or mutually exolusive, 

and hope to demonstrate in this onapter ways in whioh the reader ~ engaged 

with the book on the level of values and evaluations, though within his 

awareness of reading as an aesthetio experienoe and of the novel as an 

aesthetio objeot. 

~~ own problem, in the formal perspeotive that I have sought to 

adopt, is to theorize what happens to familiar readings of oontent, stories 

and charaoters in suoh an approaoh. While I have argued that reading 

Flaubert's novels does not involve reoognition of an external reality or 

relevanoe to life, nevertheless the imaginary world of the illusion is 

still organized and given meaning. So I am still arguing against Jonathan 

Culler's "Uses of Unoertainty" argument)in attempting to reinstate the 

organizing funotion of oharaoter, theme and moral values. My basio argument 

will be that values are not "expressed by form tt
, but that oharaoter and 

theme are -part of the formal intention, that a oorreot "moral" reading of 

the "story", a correot evaluation of the diegetio universe, oan only be 

obtained through a fairly sophistioated formal awareness. 

If we aocept the Flaubertian novel as a closed system(6), this seems 

to me inevitably the oase. In his prefaoe to Bouilhet's Dernieres Chansons, 

arguing that art is not a means but has its reason L~ itself, Flaubert 



176 

emphasizes that "denouements" are not conclusions, that moral positions 

cannot be generalized, since whatever view is "provedlt with a story 

another story can always prove the opposite(7). In other words meanings 

and values are self-contained. 

Sartre in fact makes a useful distinction between moral and aesthetic .. 
values, where the difference that operates is the same as that between the 

two realms of the real and the imaginary{B). Moral values concern ethical 

choices in the real world, whereas aesthetic ones are by definition 

imaginary, the distinction between "Ie bienlt and "Ie beau". Thus within 

the derealized plane of the story there will of course be ethical choices 

etc., but they will be read as imaginary and therefore without connection 

wi th the real world. This is what I mean by moral v::-.lues actually coming 

into being through aesthetic ones. 

A reasonably formal !J.wareness actually alters the way we read 

characters, and my general intention in this chapter, in arguing against 

the rather common'\(eak vessels" criticism(9), is prec.risely to challenge 

traditional ~eadings of many Flaubertian characters. For the very charact-

ers dismissed by the moral approach as "w'eak vessels", will emerge from my 

argument as exemplary, through the attribution of privileged aestnetic 

status because of their special role in relation to what have alre2~ been 

establLhed as vital aspects of Flaubert's aesthetic: the opaqueness of 

language, stupidity, repetition, and the aesthetic attitude which often 

originates in a pathological relationship to reality. 

In a discu3sion of Graham Falconer t s paper at Cerisy, ll!aurice Delcroil 

wonders: 

"si I 'attention que vous accordez a ce que vous avez appele la 
psychologie du personna~e est conciliable avec une semiologie du 
personnage, c'est-a-dire 5i on peut reintroduire ce concept de 
psychologie aI' intarieur des etudes de narrativi te?" (10) 

I would hope, by the end of this chapter, to have given the beginnings of 
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an affirmative reply to this very important question. In a similar context, 

in S/Z, Barthes contends that while characters should not be made psychc~ 

logical, (that is taken away from the paper), they should not be wiped 

out either, for characters are "des types du discours", produced by the 

discourse so that it c.an play with them, (rather than to let them play 

with each other)(ll). Character and discourse are accomplices, and clearly 

Barthes' own"semic code" is a way of reintroduoing psychological facets in 

a more properly semiotic fashion(12) - giving characters characteristics 

does not mean assuming that they are real people. 

The ass~~ption that characters really are real people does not seem 

to be as rare as one might have expected. Consider for exa~;;ple Martin 

Turnell '.s ridiculous idea that Flaubert "hides" Eoca's better qualities: 

"We cannot help noticing that Flaubert displayed a marked reluctance 
to give due weight to what was valid and genuine in Emma. She was 
not, as Henry James alleged, a woman uho ~Tas 'naturally depraved'. 
She possessed a number of solid virtues which were deliberately 
played down by the novelist ~ ••• -1 We cannot withhold our approval 
from her attempts to improve her mind or from the pride that she 
took in her personal appearance and in the running of her house. The 
truth is that Flaubert sacrificed far too much to his these."(13) 

The quite contradictory view on "the truth about Emma" which is offered 

by Gregor and Nicholas in The Horal and the Story, is simply a variation 

on the same peculiar assumption: 

"vle have at least the illusion that Flaubert has come to this world 
with an open mind and is trying to extract the maximum of beauty 
and interest from it, that he is forced to his conclusions by the 
evidence itself £: ... J - . 
The question already presents itself, wny doen't he look :fUrther, 
or deeper?"(14) 

Such assertions arise of course from a particularly na!ve version 

of the belief that form is an outer envelope or casing, and it is interest-

ing that so many critics who argue for the moral approach insist upon this 

particular form/content interpretation. Leavis, who actually defines form 

as "responsibility towards a rich human interest, or complexity of inter-

ests, profoundly realized"(15), as a preoccupation with human value and 

I . I 
i 
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moral interest, in putting F1aubert in the "form as beautiful decoration" 

camp, reveals the reason for his complete misunderstanding of Flaubert: 

"For the later Aesthetic writers, in general, represent in a weak 
kind of way the attitude that Flaubert maintained with a perverse 
heroism, 'form' and 'style' are ends to be sought for themselves, 
and the chief reoccupation is with elaboratin a beautiful st Ie 
to apply to the chosen subject." 1 

Similarly, Graham Hough's discussion of moral theories of literature, 

which concludes: 

"We feel, rightly I believe, that any attempt to reduce critical 
discourse to formal dialectic or scientific method would lose more 
in comprehensiveness and sensitivity than it could possibly gain 
in rigour"(17) 

reveals its reasoning when he says that liThe moral and the formal are 

irreducibly different. The one cannot be explained in terms of the other" 

(18), for he sees them as springing from different impulses: the formal 

from a delight in rhythm and pattern, the moral from a desire for 

expression(19). 

Ricardou, discussing a letter from Flaubert to Sainte-Beuve on 

Salammbo, in which he suggests that the nedestal,(the novel), is too big 

for its statue, (Salamrnbo herself), gives a Quite different twist to the 

weak vessels argument. Ricardou argues that it is not possible that this 

is an unavoidable fault, it can only be F1aubert's subterfu~e for saying 

the novel is no longer comparable to a statue on a "soc1e"(20). Thus 

Ricardou would see the use of limited reflectors not in the sense that I 

shall later expound (deliberate on moral/aesthetic grounds), but more as 

a metaphor for the function of character in a modern text, in line with 

his view that the whole notion of "character" is on the path of decline. 

Jonathan Culler, in an interesting discussion in Structuralist 

Poetics, suggests that character is the major aspect of the novel to which 

structuralism has paid least theoretical attention, and which it has been 

least successful in treating: 

i. 
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"Although for many readers character serves as the major totalizing 
force in fiction - everything in the novel exists in order to 
illustrate character and its development - a structuralist approach 
has tended to explain this as an ideological prejudice rather than 
to study it as a fact of reading.'(21) 

Ricardou's comment is obviously illuminated by the following explanation: 

tithe general ethos of structuralism runs counter to the notions of 
individuality and rich psychological coherence which are often 
applied to the novel. StresBonthe interpersonal and conventional 
systems which traverse the individual, which make him a space in 
which forces and events meet rather than an individuated essence, 
leads to a rejection of a prevalent conception of character in the 
novel: that the most successful and 'living' characters are richly 
delineated autonomous wholes, clearly distinguished from others by 
physical and psychological characteristics. This notion of character, 
structuralists would say, is a myth."(22) 

Structuralist theory has therefore tended to attempt to define characters 

in terms of what they do rather than what they ~, and Culler suggests, 

rightly I feel, that this desire to get away from.psychological essences 

has gone too far to the other extreme, that in making character so depend-

ent on plot, it has left too much unexplained(23). 

At the same time, a historical overview of the modern novel shows 

such a clear undermining of the notion of coherent character, that both 

the theory and practice of reading must corne to terms with a changed 

convention. Culler suggests, therefore, that it might be worth trying to 

read, for example, Flaubert's novels, in a different l-tay: 

"Although it is possible to treat L'tducation sentimentale as a 
study in character, to place Frederic Moreau at the centre and to 
infer from the rest of the novel a rich psychological portrait, we 
are now at least in a position to ask' whether this is the best way 
to proceed. When we approach the novel in this way, we find, as 
Henry James complained, an absence or emptiness at the centre. The 
novel does not simply portray a banal personality but shows a marked 
lack of interest in what we might expeot to be the most important 
questions: what is the precise quality and value of Frederic's love 
for }~e Arnoux? for Rosanette? for r~e Dambreuse? What is learned 
and what is missed in his sentimental education? We can, as readers 
and critics, supply answers to these questions and this is certainly 
what traditiollal models of character enjoin us to do. But if we do 
so we commit ourselves to naturalizing the text and to ignoring or 
reducing the strangeness of its gaps and silences~(24) 

The last sentence refers us to the Uses of Uncertainty, where Culler 

, , 
I 
!I ' 
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basically agrees with Henr.y James' assessment of Flaubert's weak vessels, 

but interprets it as one more deliberate ploy for setting up an indeterm-

inate space of uncertainty, for"demoralizing" the reader by blocking his 

search for coherence, for challenging the easy construction of meaning. 

Readers will quite simply be defeated by the banality of characters, and 

will be obliged to organize their reading in a different way(25). 

The extent of my theoretical dilemma m~ be evident at this stage, 

for while I admire the very fine logic of Culler's argument I am quite in 

disagreement with his original reading of Flaubertian character, and feel 

actually that he too has escaped the very interesting problem raised by 

his recognition that structuralism has not yet come to terms with the 

vital convention of character as "the major totali3ing force in fiction" •. 

In that, as Culler says in The Uses of Uncertainty, character has always 

been the focus of defences of the novel as a humanizing influence, I find 

myself both trying to defend Flaubertian characterization against Jonathan 

Culler's initial attack, and in danger, in suggesting to the Henry James 

tradition that it has not understood ways in which Flaubert's characters 

are open to a moral reading, of getting caught up in their "humanizL'lg -
influence" and "relevance to life" approach. 

11ly paradoxical position of finding both J::.mes and Culler both right 

and wrong in quite different ways, and of wishing to steer a precarious 

course between their approaches, (allowing character as an important 

organizing centre of value, but insisting that such value is ultimately 

aesthetic and therefore not "real" or "relevant to life"), will, I hope, 

be clarified by the end of this chapter. But the im:1ortant starting point 

of my disagreement with ~ in fact centres on a particular area, that of 

their presuppositions as to the value of intelli~ence. 

In the case of Jonathan Culler it seems to me that there is actually 

a major contradiction in his overall argument, which becomes apparent in 
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his exoellent disoussion of the Flaubertian oonoept of "la betise"(26). 

He explains very well that this oomplex notion of stupidity, ('.Thereby 

inoomprehension, deliberate or otherwise, oreates opaqueness and henoe 

reverie), is a source of aesthetio value. But at the same time we have 

seen that in his"weak vessels" seotion he attributes a demoralizing 

funotion to "oharaoters who are themselves stupid in their peroeptions 

and responses"(27). It seems to me strange to have suoh a sophistioated 

grasp of the positive funotion of stupidity and then to apply norms of 

intelligenoe to an assessment of the stories, and this is a disagreement 

whioh I shall develop B.t length in this cha~ter. 

The problem for the Anglo-Saxon tradition is posed initially in terms 

of Flaubert' s obvious lack of the "reverent openness before life" whioh 

Leavis attributes to the"Great Tradition"(28).Am'lie Bosquet, infamous 

as the perpetrator of the "Madame :Sovary o'est rnoi" myth(29}, mit;ht well be 

the initiator of this view too: 

"Mais nonJ Ce n'est pas l'art, oe proc~de sans sympathie et sans 
ohaleur qui affaisse llame, qui tarit l'emotion, qui p~trifie a 
me sure qUlil oree, qui ne oonnait ni l'enthousiasme ni la gaiete, 
qui ne sait pas renouveler la vie par un atome de vertu ou de bonheur, 
qui ne semble avoir d'autre but que d'exoiter en nous un degout 
uni versel" (30) , 

a view developed to extremes by Turnell: 

"in spite of its superfioial moral orthodoxy, it [")fa.dame Bovary J 
is an onslaught on the whole basis of human feeling and on all 
spiri tual and moral values." (31) 

Obvious~y, given the use to whioh we have put Sartre's thesis in 

Chapter 1, there is no question of suggesting that Flaubert displays the -
enthusiasm for life which subtle moral ramifioations apparently demand. 

But if Flaubert hated"life"and himself, his attitude to humanity is far 

less easily oategorized, and several critics have offered assessments 

whioh oompletely oontradiot that of Leavis and Turnell. Even Lukacs, 

despite seeing Flaubert as one of the initiators of the "dehumanization 
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of life" in the nineteenth century novel, (because of' his lack of an 

historical perspective), speaks of 11 the Il.l(traordinarily sensitive and highly 

moral Flaubert" (32), and Redfern claims that: 

"Beneath all the viscous sluggishness, a permanent nerve runs 
through all Flaubert's work: his stamina and devotion to what he 
thought valuable ~ ••• -1 It is this need for embracing the living 
which prevents his work from succumbing to complete thinghood."(33) 

Faguet describes Flaubert as: 

nun de ces moralistes amers et moroses, de sens juste cependant, 
qui sont tres salutaires'~ce titre et meme necessaires, quelque 
chose pemme la conscience chagrine de l'humanite."(34) 

This seems to me to ca.pture the atmosphere of Flaubertianltmorality". It 

is undeniably present at many points, often quite strongly, and yet it is 

rather morbid. The moral feeling is SOQ~d, but there is no faith or 

optimi~m (no "reverent openness") controlling it, only a negative attitude 

and the constant temptation of cynicism. 

That critics who are interested in moral readings should not have 

detected it, (even if it is not presented with any enthusiasm), seems to 
. 

me stran.ge, and I would suggest that Flaubert is really rejected for his 

lack of sophisticatiJn. Claiming that all of Flaubert's characters come 

:from the limited range ofusimpler souls", Henry James objects to the lack 

of "civilisation", of "finesse" of states of mind, "L'ame :franQaise at all 

events shows in him but i11"(35). This is clearly true, but merely ilIum-

inates all the difference between James' ~oral intensity (the constant 

subtle moral dilemma, the endless delicacies of sophisticated human 

consciousness), and Flaubert's, which is inevitably of a. very different 

sort. 

When the Goncourts declare that they have at last discovered what is 

.. 
"wrong" with Flaubert IS writing, "son roman manque de cCBur, de m,me que 

ses descriptions manquent d'ame"(36), they hastily add that this is of 

course not the same as "cCBur dans la vie, qui est parfois a 1 'oppose". 

. , 
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Flaubert had constantly to defend himself against George Sand's sense of 

his laok of sensibility(31), and the nature of his admiration fox Tourgenev 
,J 

seems to be sincere: 

"Mais ce qu'on nta pas assez loue en vous, crest Ie cCBur, crest-a-dir. 
une emotion permanente, je ne sais quelle sensibilite profonde et 
cachee." (38h 

But James seems to refuse a sensibility which differs from his own. 

Just as Emma Bovary is considered'altogethertttoo small an affair"(39), of 

Frederic he asks "why, why him?" (40) He finds )Jme' Arnoux a mistake "somehow 

moral", a "compromising blunder" the worse in that Flaubert does not realizE; 

it: 

"We do not pretend to say how he might have ShOlffl us JI..me Arnoux better 
- that was his affair. What is ours is that he really felt he was 
showing her as well as he could, or as she might be shown."(4l) 

In answer to this criticism of Flaubertts handling of his hero and heroine, 

one has only to point out the authorrs own defence ~f the scene in whioh 

Frederic listens in deep admiration and ecsta~y to an elaborately described 

excerpt of Mole Arnoux's singing: "Notez, pour me disculper, que mon heros 

ntest pas un musicien et qile mon heroine est une personne mediocre." (42) 
• 

Clearly the characters are intended to be all that Henry James thinks he 

has spotted. Unlike Jonathan Culler, who offers them an aesthetic function, 

(albeit one with which I disagree), Henry James hesitates when he discu3ses 

the intentionality of such limited reflectors. For)quite unable to apprec-

iate ~ Flaubert should deliberately have produced such characters, he 

dismisses them as a defect of Flaubert's mind, either because such charact-

ers must be the best that Flaubert can"manage", or if not, for the very 

intentionl Either way they indicate Flaubertts "lack of reach" (43), and 

this view is reiterated less condescendingly, (James feels he "owes it" to 

Flaubert to point out this lack of reach), and also less tactfully, by 

Turnell, 

"I .think we must go on to say that his sensibility was not simply 
limited and intermittent, but was undoubtedly defeotive. It was a 

.I . 



184 

sensibility which only touched life at oomparatively few points."(44) 

"We cannot fail to be struck by his fundamental uncertainty on all 
major issues, by an incapacity for social thinking and by a lack of 
what can only be oalled intelligence."(45) 

It seems to me that the way to defend Flaubert is not in fact to 

disagree with this assessment of his intelligence. Sartre olaims that there 

is ~ot a single original idea in the Correspondanoe(46), and many comment-

ators have insisted on his laok of any intellectual system, his disinterest 

in anything other than literature(47). The Goncourts) view of Flaubert1s 

cliched ideas would be typical(48), and Wetherill quotes Huysmans'extreme 

version of the general feeling about Flaubert's divided talents: "Quand oe 

grand ecrivain ne tient pas la plume il est imbecile comme un charcutier'· 

(49). While one may be a little uneasy about such an assertion, it is 

nevertheless perhaps more oonvincing than ~~u~assant's eulogy of Flaubert's 

intelligence. Referring to his oonversations on art, his marvellous know-

ledge of humanity, the originality of his thought, his exact and striking 

maxims, Maupassant quotes Schopenhauer that when a man diGS a world dies, 

the one in his head, that the more intelligent the head, the more distinct, 

clear, important and vast the world(50). It seems to me quite obvious that 

Flaubert did ~ carry a world in his head, for if he had a moral system 

it cannot be said that he had a philosophical one. Genette's reference to 

Proust's contention that Flaubert's stylistic innovations had renewed our 

"vision" is also relevant, for noting that Proust does not attempt to 

suggest in what the vision oonsists, he adds a sly "et pour cause"(5l). 

An equally unhelpful way of arguing back at Flaubert's Leavisite 

critics seems to me to be Peter Cortland's comment that the value of 

L'~duoation sentimentale lies in an exposition of the moral-sentimental 

atmosphere of life, whereby surface details are given human meaning and 

we oan rearrange Frederic's life to make a better one of our own, for we 

will be persuaded of the need for a dependable oode of action(52). This 

.1 
# 
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excellent example of exactly what I don't mean about moral values in 

Flaubert is summed up by Alison Fairlie's equally well-meaning answer to 

Henry James etc.: "it might be suggested l: ... J that an author may convey 

vision and value not simply by reflection in his characters but by refract

ion from them"(53). Thus intellectual and aesthetic discrimination are two 

qualities which Flaubert deliberately does not allow his main characters, 

(I shall personally be distinguishing between "intellectual" and''a.esthetic'' 

discrimination), but these values!!! required of the reader. Flaubert's 

novels become: 

"a probing and uncomfortable instrument for analysing both ourselves 
and the nature of things. His characters are rarely allowed to 
combine for long those qualities that through interplay and implicat
ion may be suggested as potential values: intelligence, sensibility, 
unpretentiousness, disinterestedness."(54) 

As Alison Fairlie's reference to her admiration for Flaubert's "rich illus-

ion of life" suggests(55), she in fact shares the conviction that literature' 

is concerned ;'li th the ''possibili ties and limitations of the huma.n condition" 

(56). She therefore shares the presu-,-;posi tions as to the value of intell-

igence with the very critics against whom she is trying t9 defend Flaubert, 

and it seems to me that her slightly uneasy argument would be open to David 

Gervais' interpretation of the ambiguous rationalization of Henry James' 

divided response, the only way to account, without deserting a particular 

approach to literature, for a very evident liking for Flaubert(51). 
.1 . 

A personal detail of how I first came across Leavis' attack on 

Flaubert might actually be relevant to this discussion. In reading George 

Eliot and Joseph Conrad I was struck by certain thematic similarities with 

Flaubert, and was interested, at one stage, in comparative possibilities. 

I therefore turned to The Great Tradition to read what Leavis had to say 

about these writers, and was genuinely surprised to find Flaubert presented 

as the arch-villain, as the worthless foil for all that is valuable in them. 

I should ,therefore like to offer a few examples, in a short digression, to 
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baok up ~ surprise at the virulenoe of the attaok on Flaubert, and to 

indioate the possibility of defending him even from this unlikely angle. 

Let us start, oontroversially, with a. reference to Henry James" !!!.! 

Bostonians where Olive Chanoellor's mental torment is oonveyed in the 

following way: 

"'I am sure of it'. And her enjoyment of the situation beooming aoute, 
there broke from her lips a shrill, unfamiliar, troubled sound, whioh 
performed the offioe of a laugh, a laugh of triumph, but whioh, at a 
distanoe, might have passed almost as well for a wail of despair. It 
rang in Ransom's ears as he quiokly turned away."(58) 

Turning to the oharaoter whom James finds "a oompromising blunder", !.!oe 

Arnoux, and the very scene, (Where she and Frederio are "oaught" by 

Rosanette), whioh Jonathan Culler ohooses to illustrate the way in whioh 

Flaubert"deliberately"and brutally misses opportunities for moral eX;11orat-

ion(59), we find the following: 

"- Ahl ouiZ o'est une occasion! Partezl partezl dit MIne Arnoux. 
lIs sortirent. Elle se pencha sur la rampe pour les voir encore; et ur 
rire aigu, dechirant, tomba sur eux, du haut de l'esoalier. Frederic 
poussa Rosanette dans Ie fiaore, se mit en fe-oe d'elle, et, pendant 
toute 1a route, ne pronon9a yas un mot."{6o) 

Similarly, when Deslauriers makes a pass at her "Elle partit d'un eolat de 

rire, un rire aigu, desesperant, atrooe" (61), and one might note that the 

particularly deep-felt suffering of other inartioul~te characters is also 

conveyed by terrible laughs, for example Djalioh when he kills Adele's 

baby(62), and Giocomo when he loses the Latin ,bible to Baptisto(63). ~nile 

the torments of suoh charaoters generally pass unsuspected, and they tend 

to gain an added dignity in the eyes of the reader from this uncorreoted 

misinterpretation of themselves, this is largely beoause the reader i! 

allo'led this glimpse into their moral depths. 

When Conrad's Winnie, in The Secret Agent, hears what has happened 

to her brother Stevie 

"The perfeot immobility of her pose expressed the agitation of rage 
and despair, all the potential violence of tragic passions, better 
than any shallow display of shrieks, with the beating of a distraoted 
head against the walls,could have done"(64), 
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one thinks of the always silent, immobile. suffering of Flaubert's early 

heroes and heroines, Marguerite in her jealousy(65), Giocomo in court(66), 

and Djalioh in his useless passion, remaining "debout, immobile et muet": 

"Ce n'etait point une frenesie brutale et expansive, mais l'aotion 
se passait intimement, sans cris, sans sanglots, sans blasphemes, 
sans efforts."(67) 

Silence and immobility becom~ signs of value, as does the concentration of 

love on one object exemplified by Marguerite, Mazza, Djalioh, Alvares, 

Charles and Justin, an ideal expressed by Dussardier when asked to reveal 

his tastes in women: tt_Eh bien, fit-iI, en rougissant, moi,je voudrais 

aimer la marne, toujourstn t68).How oan the same critics who would presumably 

admire the ethic of fidelity so important to The Millon the Floss, and to 

Mary in Middlemarch, 

"When a tender affection has been storing itself in us through many 
of our years, the idea that i,e could accept any exchange for it seems 
to be a cheapening of our lives. And we can set a watch over our 
affections and our constancy as we C3.n over other treasures."(69), 

find the albeit impotent adherence of Frederic to ~we Arnoux, (organized 

by Flaubert almost despite Frederic himself), a weakness or banality? 

Flaubert's discussions of charity as an imaginative act of sympathy 

on behalf of others are well-knoim: 

"cette faculte de s'sssimiler a toutes les miseres et de se supposer 
les ayant est peut-etre la vraie charita humaine. Se faire ainsi Ie 

., A ... , , , 

centre de l'humanite, tacher enfin d'atrA son o~urgeneral ou toutes 
les veines eparses se raunissent, •••. ce serait a. la fois 1 'effort! 
du plus grand et du meilleur homme?"(10) 

and define the essential quality of Daniel Deronda: 

I'S€ilSlbil i ties beyond the com:non, enlarged by his early habit of 
thilL~ing himself imaginatively into the experience of others"(7l) 

"a subdued fervour of sympathy, an activity of imagination on behalf 
of others, which did not show itself effusively, but was continually 
seen in acts of considerateness that struck his companions as moral 
eccentricity."(72) 

Again, Daniel's imaginative fervour on behalf of other civilisations is 

exactly captured by Flaubert's contention: 

"La'curiosite, l'amour qui mta pousse vers des religions et des 
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peuples disparus, a quelque chose de moral en soi et de sympathique, 
il me semble~(73) 

In the actual works this privileged quality is particularly attributed 

to the least erudite, most inarticulate characters, suchas:F~licite, at the 

First Communion of Virginie: "avec l'imagination que donnent les vraies 

tendresses, il lui sembla qu'elle etait elle-meme cette enfant"(74), 

dumb and ignorant Djalioh: "ou ltintelligence finissait,le CCBur prenait son 

empire; il atait vaste et infini, car il comprenait Ie monde dans son amourt 

(75), and finally Dussardier, equally uneducated and wordless, who cannot 

bear the sight of injustices and who is described by Flaubert as "de ceux 

\ 
j. 

qui se jettent sous les voitures pour porter secours aux chevaux tombas"(76: 

The similarities between Flaubert's handling of Dussardier and Conrad's of 

the actual idiot Stevie, who quite evidently emerges as the moral centre 

(though ironically)' in The Secret Agent, are apparent in the following 

passages, which I quote at length to close this digression. 

Stevie's encounter with the cabman, the horse and the policeman is 

described in terms of a moral enlargement: 

"He had formed for himself an ideal conception of the metropolitan 
police as a sort of benevolent institution for the suppression of 
evil. The notion of benevolence especially was very closelyassociate~ 
with his sense of the power of the men in blua. He had liked all 
police constables tenderly, withaguileless trustfulness. And he was 
pained. He was irritated,too, by a suspicion of duplicity in the 
members of the force. For Stevie was frank and open as the day himselj 
What did they mean by pretending then? Unlike his sister, who put her 
trust in face values, he wished to go to the bottom of the matter. He 
carried on his inquiry by means of an angry challenge."(77) 

Compare Dussardier's attitude to authority which is described as refining 

his sensibilit:t:1 

"Dussardier ne la cherissait pas moins ~La.Republique-l, oar elle 
signifiait, croyait-il, affranohissement et bonheur universel. Un 
jour, - a quinze ans, - dans la rue Transnonain,devant la boutique 
dtun epioier, il avait vu des Boldats la ba!onnette rouge de sang, 
aveo des oheveux oolles a la orosse de leur fusil: depuis oe temps
la, Ie Gouvernement llexasperait oomme 1 'incarnation meme de l'Injust. 
ioe. II confondait un peu les assassins et les gendarmes; un"mouchard ' 
valait a ses yeux un parrioide. Tout Ie mal repondu sur la terre, il 
I ta.ttribuait na!vement au Pouvoir; et ilIa ha!ssait dtune haine 
essentielle, permanente, qui lui tenait t'out Ie CCBur et raffinait sa 
sensibilite.n (78) 
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, Jonathan Culler insists that in Flaubert silence is never allowed to 

figure profundity(19). Certainly it does not mask hidden intellectual 

powers, but there is such a clear disassociation of the intellectual and 

the moral throughout Flaubert's works'that inarticulacy tends to emerge as 

the privileged access to value. If Flaubert never achieves this so finely 

as Conrad in Stevie, (and regardless of whether Conrad might have been 

influenced by Flaubert in this), Stevie's meditation on the wretched horse, 

through which Conrad indicates "the tenderness of his universal charity"(80). 

might stand as a point of reference against which to attempt our reading 

of Flaubertian values in the next section. 

"Poor! Poor! stammered out Stevie, pushing his hands deeper into his 
pocket with convulsive sympathy. He could say nothing; for the 
tenderness to all pain and all misery, the desire to make the horse 
happy and the cabman happy, had reached the point of a bizarre 
longing to take them to bed with him. And that, he kl1ew, was imposs
ible. For Stevie was not mad."(8l) . . , 
"The contemplation of the infirm and lonely steed overcame him. 
Jostled, but obstinate, he would remain there, trying to express the 
view newly opened to his sympathies of the human and equine misery in 
close association. But it was very difficult. 'Poor brute, poor, 
people!' was all he could repeat. It did not seem forcible enough and 
came to a stop with an angry splutter: 'Shamel' Stevie was no master 
of phrases, and perhaps for that very reason his thoushts lacked 
clearness and preCision. But he felt with greater completeness and 
some profundity. That little word contained all his sense of indignat
ion and horror at one sort of wretchedness having to feed upon the 
anguish of the other - at the poor cabman beating the poor horse in 
the name, as it were, of his poor kids at home. And Stevie knew what 
it was to be beat·:m. He knew it from experience. It ·was a bad world. 
Bad! Badl~(82): . 

If the Flaubertian characters that I shall offer as exemplar,y have normally 

been prejudged on account of preconceptions about desirable characteristics 

such as intelligence and articulacy, let us hope that this passage about 

Stevie, who surpasses even Giocomo, Djalioh, Charles, Justin, Dussardier 

and Felicite in his evident lack of linguistic and intellectual grasp, 

might go some way towards challenging received notions of moral value in 

literature(83). 
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(ii) The merits of inarticulacy. 

Given the importance attributed, in the first chapter, to Flaubert's 

attitude to language and the way this becomes the positive basis of his 

aesthetic praotice, the relationship of his oharacters to language will 

obviously be significant. If language should ideally be felt as opaque, 

then characters with linguistio difficulties, who already experience it 

as opaque, must surely be aesthetically privileged. If the Flaubertian 

recit is based upon a refusal of eloquence, then inarticulacy cannot be a 

fault or a disadvantage. 

Graham Falconer suggests that the endless cliches of Madame Bovary, 

and the gap between words and ideas so often referred to, do ~ in any 

way undermine the text itself, since the narrator who reoounts the impotence, 
.. , 

of language has full command of it. The "chaudron fele n intervention shows 

that ~ knows that such distinotions exist, and that he will be able to 

make them intelligible. 

"Rien de plus banalement romantique, du reste, que oette notion d'une 
pansea ineffable que l'on essaie, quand meme, de capter au moyen de 
mots helas inadequats."(84) 

The extent to which these remarks represent a trivialization of the theme 

of inarticulaoy will, I hope, beoome evident. In fact it seems to me that 

Flaubert's handling of inarticulate charaoters does not really coincide 

with the Romantic cliche of thoughts lying too deep for expression, of 

thought and speech as two inoommensurable orders. Although in the first 

ohapter we examined w~s in whioh, in the oontext of artistic oreation, 

language itself tends to be blamed for expressive difficulties, the 

oharaoters we are dealing with here are in the first instance presented as 

having a more psyohological problem. It is not that the words do not exist, 

but that they quite simply do not have aocess to them. Inarticulacy is a 
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part :of their make-up; they are unable to translate their experience of the 

world into speech, and are especially unable to use language to communicate 

with other people. But this is not because their thoughts are too"profound" 

for expression; the same characters clearly lack intellectual capacity as 

well. 

The value of the experience of such characters lies in its moral 

rather than intellectual nature. They are reinstated in that they become 

the embodiment of important Flaubertian values. In the next section we shall 

see that the most exemplary characters incarnate vital aesthetic values, but 

for the time being we shall be looking at characteristics which might in 

a more traditionally straightforward way be felt as valuable in the moral 

sense, (although there are already aesthetic connections), silence, 

immobility, pantheistic love and understanding, and an experience which is 

essentially concentrated and coherent, as opposad to diffused(85). 

In this context eloquence and intelligence tend to emerge ~s a dis

advantage. It may be recalled that Sartre' s analysis of Flaubertian "betise" 

detected a stroke of senius in the creation of Homais, in -trho:n intelligence 

is not only ~ used as a foil for stupidity, but is actually presented as 

a sub-spacies of it(86). In fact a debunkin~ of intelligence and eloquence 

as a valuG is deliberately pursued right through Flaubert's works. Easy 

eloquence, verbosity and pedantry are constantly criticized; Flaubert found; 

eloquence "une chose qui me laisse absolument froid"(87), and had no liking 

for "les doctrinaires d' .s.uou."le espace" (88). In his iforks he presents a long 

·line of cOr:lplacent smooth talkers: Ernest, Paul, the later Henry, Lheureux, . 

Rodolphe, Hornais, Demouchel and the pedant Bourais in Un C~ursimple. 

Generally it is such characters \-Tho appe:lr to succeed, 

"Non! oe qui m'embete Ie plus profondement , ce n'est pas de ne pas 
etre applaudi,ni compris, mais de voir les imbeciles applaudis, 
exalt's.~(89) . 

though in Un C~ursimple, perhaps the most important single reinstatement 

of inarticulaoy, the very same pedant who originally found reason to laugh 



192 

at Felicite's ignorance and simplicity is himself humiliated by the parrot, I 

who turns out to have been the only one to see through him. The intellectual 

attitude which is so consistently played down is contrasted unfa~orably 

with a simpler imaginative capacity for understanding. 

In general the accepted function of spoken language as an instrument 

of self-expression and co~~unication is undermined in various ways. Where 

it cannot be by-passed inarticulate characters are helped. For example for 

the reader they are bound to some oxtent to express themselves verbally, 

and one function of the much discussed "style indirect libre" would be to 

help such characters express themselves and appear to comprehend their own 

experience, of which they might in fact have only a~ intimation. Auerbach's 

brief analysis of the meal-time scenes in Madame Bovar,r captures the import-

a.nce of "style indirect libre" to the portrayal of Emma. While the unfolding 

of her thoughts in fact remains entirely subjective, the subtle narrating 

intervention turns a vague, undefined malaise into a powerful feeling of 

dissatisfaction of which the causes are nore or less put together(90). The 

passage concerning Em:na's desire that her baby should be a boy is a good 

example of the way this works. It begins "Elle souhaitait un fils, il serait 

fort et brun; elle l'appellerait Georges". This is probably as much as Smma 

would be directly aware of, yet the text continues: 

"et cette idee d'avoir pour enfant un male etait comme la revanche 
en espoir de toutes ses impuissances passees. Un ho~~e, au moins, 
est libro; il peut parcourir les passions et les pays, traverser les 
obstacles, mordre aux bonheurs les plus lointains. r·rais une femme 
est emp;chee continuellement. Inerte et flexible l la fois, elle a 
contre elle les mollesses d~ la chair avec les dependances de la loi. 
Sa volonte, oomme Ie voile de son chapeau retenu par un cordon, palpite 
a tous les vents, il y a toujours Quelque desir qui entraine, quelque 
convenance qui retient."(91) 

This surely goes far beyond the actual thou~hts in Emma's mind, bringing 

in issues of uhich she could at best have been only diJlly aware, and in 

the last sentence even introdUCing a poetic image of the veil of her hat 
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pulled aw~ by the wind and yet still held back, which is obviously contrib-) 

uted by Flaubert and yet still seems offered by Emma herself. In Bibliomani"e 

the silent and secretive Gi,~como's passionate longing for the Latin bible 

seems like a sudden eloquent outpouring .( though in suitably simple language), 

starting indirectly and with the typical exclamation marks reinforcing the 

ambiguity: 

"Jamais, non plus, il n'avait tant desir~. Ohl qu'ileut voulu alors, 
meme au prix de tout ce qu'il avait,-de ses livras, de ses manuscrits, 
de ses six cents pistoles, au prix de son sang, ohl qulil eut voulu 
avoir ce livrel Vendre tout, tout pour avoir ce livre; n'~voir que 
lui mais l'avoir a lui; pouvoir Ie montrer a toute l'Esp~ene, avec un 
rire d'insulte at de pitie pour Ie roi, pour les princes, pour les 
savants, pour Baptisto, et dire: 1. moi, a moi-ce livrel - et Ie tenir 
dans ses deux mains toute sa vie, Ie palper comme il Ie touche, Ie 
sentir comme il Ie sent, et Ie posseder comme il Ie regardeJ"(92) 

This usage is even more striking with Djalioh, whose only suggestions that 

he can speaR: at all are two relatively human "laughs" and sOrle confused 

mutterings, and who apparently cannot even reason. For his fullest express-·, 

ion of the agony of not being able to spe~~ is spelled out, as if directly, : 

by himself: -

"Djalioh ne repondit pas; seulement i1 begaya et frappa sa tete avec 
colere. Quoil ne pouvoir lui dire un motl ne pouvoir enunarer ses 
tortures et ses dou1eurs, et n'avoir a lui offrir que les larmes d'un 
animal at les soupirs d'un monstrel Et puis, etre repousse comme un 
reptile! etre ha! de ce qu'on aime at sentir davant soi l'impossibil
it~ de rien dire! etre maudit et ne ~ouvoir blasphemer!" (93) 

In the first chapter, we examined in some detail the ways in which 

Flaubert often builds up the preferability of sound over meaning, even in 

spoken exchanges, especially during'~rivileged momentslt in special relation

ships, such that cliched conversations often serve as well as any (94). -

But equally, where characters act in their Olill world rather than for the 

reader, eyes and looks often take precedence over spoken language as a 

means of establishing relationships and communicating. While it might 

occasionally be possible to give the theme of "Ie regard" an existential 

interpret~tion, (as in the "judging"gazes of La Legende de Saint Julien 
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l'Hospitalier(95), John the Baptist's head(96), and M.Dambreuse's corpse(9]) 

in the first instance it is simply an expressive love language of the eyes; 
.. 

as in Novembre:ltnous restames longtemps nous regardant sans rien dire"(98). 

But b~rie's eye becomes a dilating pupil, exercising a strange trance-like 

attraction, setting up a soporific amazement which will later be seen as 

essential to establishing an atmosphere of ttebahissement" and reverie, 

vital to the affair between Henr,y and r~e Renaud, and to Salammbo(99). 

Indeed it is Mitho's eyes which are finally able to convey his feelings to 

Salammbo: 

ttIl n'avait plus, sauf les yeux, d'apparence humaL"le £: ... J de ses 
orbites sortaient deux flammes qui avaient l'air de monter jusqu1a 
ses cheveux, et Ie miserable marchait toujours! £: ... J 
ces effroyables prunelles la contemplaient, et la conscience lui 
surgit de tout ce qulil avait souffert pour elle." (100) 

The infamous dog of the first ~ducation sentimentale, (which I shall 

certainly not attempt to "interpret"!), is particularly interesting to 

the relationship between eyes and communication. Clearly the dog is supposec 

to be trying to tell Jules something:"le chien £: ... J Ie regardait 

avidement comme s'il avait voulu lui parler"(lOl). At first he combines 

powerful looks with barkings and howlings, but as this fails to make itself 

understood the emphasis becomes centred purely on his "regard", which seems 

to be almost material: 

"il semblai t, dans Is nui t, sortir de chacun de ses deux yeux deux filet: 
de flammes minces at flamboyants,qui venaient droit ala figure de Jules 
et se rencontraient avec son reg~.I'C!' puis les yeux d.e la bete s 'a
gre.l1dirent tout a. ooup et prirent une forme' humaine,un se~timent humain y 
palpitait, en sortait; il seen deversait une effusion sympathique qui 
se produisait de plus en plus, s'elargissait toujours et vous envah-
issait avec une seduction infinie ~ ••• -1 ' 
II n'y avait plus de oris, la bete etait muette, et ne faisait plus 
rien que d'elargir cette pupille jaune dans laquelle il lui semblait 
qu'il se mirait, l'etonnement s'echangeait, ils se confrontaient tous 

. deux, se demandant l'un a. l'autre oe qu'on ne se dit pas."(102) 

Even when Jules thinks that the dog has gone his two eyes suddenly appear 

in the dark, he is finally no more than a "regard". But the message is 

obvious IT supposed to have got through where the attempt at communication 
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via a coherent system of noises failed, an important aesthetio lesson, 

one might suspect. 

In a letter to Alfred Ie Poittevin, Flaubertsays: 

"II fut un temps'ou j'aura~fait beauooup plus dax~flexions que je 
n 'en fais maintenant!: ••• J j taurais peut-etre-p1us r'fl'ohi et moins 
regard&.Au oontraire,j'ouvre les.yeux,sur tout,na1vement etsimplemen~ 
oe qui-est peut-etre sup'rieUr."(103) 

One sees that "Ie regard" is a oreative oonoept here, related to the down-

grading of an intelleotual interpretation of the world, and again it is 

interesting that it is so often the inarticulate characters who are 

allol-Ted to share these special powers. It is difficult to imagine them 

extended to the complacent, talkative characters. Even Charles is given 

one brief moment of victory (a look killing speech) over Rodolphe: 

"il Y eut meme un instant ou Charles, plein d'une fureur sombre, 
fixa ses yeux contre ~odolphet qui, dans une sorte dfeffroi, 
s'interrompit."(I04). 

Communication with nature or the material world often seems as 

intense as that with other people, and there are well-knolin Flaubertian 

quotations in this context. The establishment of a relationship seems to 

depend upon the generosity of the beholder: 

"J'admire cette maniere a la fois vehemente et contenue, cette 
sympathie qui descend jusqu'aux etres les plus infimes et donne une 
pensee aux paysages. On voit et on reve."(105) 

and something is received in return: 

"La seve des arbre3 vous entre au CCBur par les longs regards stupides 
que l'on tient sur eux ~~ •• -1 les communioations entr'humaines ne 
sent pas plus intense~tTI06) 

Jean Levaillant in fact suggests that "matiere" takes over altogether, 

such that it is often the material world which gazes at the oharacter rather 

than vice versa. :-Thile Frederic waits in vain for r.trne Arnoux he has the 

feeling that this is happening: 
, 

"Les objets les plus minimes devenaient pour lui des cornpagnons, ou 
plutot des spectateurs ironiques; et les faQades regulieres des 
maisons lui semblaient impi t:Jyables." (107) 

and the Flaubertian recit often adopts versions of the pathetic fallacy. 
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Mme Arnoux's personal trinkets are described as "presque animes comme des 

personnes"(108), and the pieces of furniture in Henry's room become "ces 

muets temoins de leur bonheur~'(109). In this relationship material objects 

become particularly significant for their silent expressive powers, "en 

contemplant oette nature inerte et pourtant expressive par les souvenirs 

qui s'en exhalaient"(llO), and it is in the inarticulate oontext that 

fetichism, whiohin many ways suggests a pathologioal relationship to 

objeots, might be Been as having ~ positive, even healthy function. 

But it is above all nature which is given the responsibility for 

expression, at particularly emotional moments where characters would not 

know how to express the experience, or where direct narrative comment 

perhaps seems inadequate. In Un C~ursimple, when Felicite goes off to 

work enveloped by silent grief for Victor's death "les prairies etaiont 

vides"(lll). At the time of Emma's first depressions nature takes a sinister 

turn, :md her real melancholy and boredom are later expressed by a howling 

dog and a monotonous distant chi~ing(l12). Allowing partioularly momentous 

occasions to have th~ir reverberations in nature is a literary commonplace 

of course. But whereas in Shakespeare it mi~ht be symbolio, (e.g. the 

storm in Kin1' Lear), or used to underline the universality of events, 

Flaubert often uses it in a rather special way, namely to ~ his inartic

• ulate characters, by passing over some of the expressive burden to the 

natural surroundings. The most momentous of these occasions coincide with 

Emma and Rodolphe's meetings by the river, and Frederic and Rosanette's 

"honeymoon" in the Fontainebleau forest, which will be analysed later(113). I 

Such moments are invariably characterized by deep silence,whereby the 

contrast with the relative expressive poverty of speech is made obvious, 

especially as they are often preceded by short exohanges of cliched 

conversation. The first"meeting" between Harr'Havas and 5a.lammbO is 

perhaps a'good exa~ple of the racit's constant rejection of speech. 



197 

Narr'havas, we are told, "se mit a. raconter toute la campagne"(l14). But 

instead of following him, the racit immediately dissolves into a descriptio: 

of the atmosphere of the garden. Finally Narr'havas arrives at a cliched 

declaration of his love: 

"Mais Narr'havas, poursuivant, oompara ses desirs a des fleurs qui 
languissent apres la pluie, a des voyageurs perdus qui attendent Ie 
jour. II lui dit encore qu'elle etait plus belle Que .. la. lune, meill
eure que Ie vent du matin et que Ie visage de l'h~te. II ferait 
venir pour elle, du pays des Noirs, des choses comme il n'Y en avait 
pas a Carthage, et les appartements de leur maison seraient sables 
avec de la poudre d'or. 
Le soir tombait, des senteurs de baume s'exhalaient. Pendant longtemp: 
i1 se regarderent en silence, et les yeux de Salam~bo, au fond de ses' 
longues draperies, avaient l ' air de deux etoi1es dans l'ouverture d'm 
nuage. Avant que Ie solei1 fut couche, i1 se retira."(115) 

These are the very moments analysed by Genette as moments of silence in the 

story coinciding with the ;ecit's Olfn dissolution into silence: 

"Moments ~ • •.• J doublement silenci:ux_:.~arce r;ue les personnages 
ont cesse de parler pour se mettre a l'ecoute du monde et de leur 
reve, parce que cette interruption du dialoG~e et de l'action suspend 
la parole meme du roman et l'absorbe,pour un temps, dans une sorte 
d'interrogation sans voix ~ ••• -1 cas instants musicaux ou Ie racit 
se perd et s'oub1ie dans l'extase d'ana contem~lation infinie." 
(116) 

Not only are inarticulate characters all the more likely to bring about 

such aesthetically privileged moments, but at such moments the downgrading 

of language as an expressive instrument is surely complete. 

In running through Flaubert's work chronologically, and ~ointing out 

examples relevant to the preceding generalizations, I shall not attempt to 

offer exhaustive coverage of these themes. But I should like at least to 

convey a sense of their prevalence, for if themes of language and expression 

have frequently been mentioned in passing, they do not seem to ~e ever to 

have received adequ~te critical attention. Though consideration of the 

gap between language and experience, for example for E~~a and for Bouvard 

and Pecuchet, can at last be found in excellent articles like those of 

Bersani and Bernheimer(l17), the more straightforward theme of inarticulacy 
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which is obviously so important to this and to most modern assumptions 

about Flaubert, has quite simply been omitted. 

The earliest instance is the simple ill-treated Marguerite of ~ 

Parfum a sentir, who is invested with a sort of compen3atory "poesie", 

for Flaubert makes it explicit in his "Moralite"(l18)that she is intendedas 

a moral centre. When Pedrillo returns from gambling away his last money her 

sympathetic power of understanding removes the need for words: 

"elle comprit la sueur qui coula de son visage; elle vit pourquoi 
ses yeux etai~tronges de colere, elle devina les choses qu'il 
pensai~a travers la paleur de son front, at elle savait ce que 
voulaient dire ses claquements de dents. 
lIs resterent tous deux ainsi, sans rien dire, sans se commQ~iquer 
ni leurs peines ni leur desespoir, mais leurs yeux pourtant avaient 
parle et s'etaient dit des pensaes tristes et dechirantes."(119) 

lilien Mar~eri te beco/!les unbearably jealous of Isabellada "elle souffrai t, 

elle pleurait en silence"(120), and eS3entially she is the first of the 

long line of characters of simple aspirations,whose capacity for feeling 

is concentrated on one particular object. 

I am constantly surprised that so little attention has been paid to 

GiQ..Como, who in the Sartrean (or even Ricardolian perspective) is sucll an 

ironic echo of Flaubert himself. (Sartre hinself concentrates on the rivalry 

between Gi~cono and Baptisto). The title Bibliomania reveals his Balzacian 

"idee fixe", his \ihole life is cOllpletely c.mtred on his passion for books, 

but this passion by-passes their content: 

"Ohl il etait heureux, cet homme, heureux au ~ilieu de toute cette 
science dont il comprenait a peine la portee ~orale et la valeur 
litteraire; il etait heureux, assis entre tous ces livres, promen~~t 
les yeux sur les lettres dorees, sur les pages usaes, sur Ie parche
min terni; il aimait la scienc~ comme un aveugle aime Ie jour. 
Non! ce n'etait point la science qu'il aimait, c'etait sa forme et 
son expression; il aimait unlivre parce Que c'etait un livre, il 
aimait son odeur, sa forme, son titre. Ce qu'il aimait da.ns un 
manuscrit, c'etait sa vieille date illisible, les lettras gothiques 
bizarre et etranges ••• tt (12l) 

Above all he loves the word "Finis"; ironically we learn just a few lines 

later tha.t "II savait a peine lire"(122). GiGlcomo is above all a silent 
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man, apparently by choice: 

"Cet homme n'avait .iamais parle a personne, si ce n'est aux bouqui
l\iSt-es et aux brocanteurs; il ~tait taciturne et' reveur."(123) 

This causes him to be misunderstood and laughed at, and when he stands in 

~ 

court, accused of arson, theft, murder etc. "il etait calme at paisible, 

et ne repondit pas meme par un regard a la multitude qui l'insultait"(124), 

this dignified silenoe is set in relief by the prosecutor's speeoh whioh 

precedes.,it: 

"Ie Prooureur se leva et lut son rapport; il etait long et diffus, a 
peine si on pouvait en distinguer l'aotion principale des parantheses 
et des reflexions"(125) 

and that of his o ... m "olever" lawyers "il parla lon~temps et bien; enfin, 

quand il crut avoir ebranle son auditoire ..... (126), who in fact makes the 

mistake of producing the seoond bible. 

A similar contrast is set up in Q,uidguid Volueris between Djalioh, 

whose exemplary inarticulacy we have often referred to, and Paul. Djalioh 

cannot read or urite, and while it is not made clear if he is actually 

dumb, for all practical purposes he obviously is(127).He is quite unable to 

make himself understood, and while his strange incoherent violin music at 

the wedding seems to be a form of self-expression, it in no way explains 

Djalioh to his audience(128). Djalioh is alw~s ~isunderstood, yet the 

richness which lies behind his inarticulacy is mads explicit for the reader: 

"Si c'chait un mot ou un sou-pir, peu importe, mais il y avait la
dedans toute une amel(129) 

"Ohl son C(Bur etait vaste et immense, mais vaste comme la mer, 
immense et vide comme sa solitude"(130) 

nil avait en lui un chaos des sentiments les plus etran.ges, des 
sensations les plus etranges; la poesie avait remplace la logique, et 
les passions a"aient pris la place de la science. n (131) 

He is all poetry, passion and capacity for love, while Paul is a oold, 

rational person, who indeed has created Djalioh by way of a scientific 

experiment(132), a monster of civilisation, "et qui en portait tous les 

symboles, grandeur de l'esprit, secheresse du cCBur"(133). Paul is verbal, 



while Djalioh's experience is always non-verbal, non-formulated: 

"Autant l'un avait d'amour pour les epanchements de l'ame, les 
douces causeries du o~ur, autant Djalioh aimait les reveries de 
la nuit et les songes de sa pensee."(134) 
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Mazza and Ernest, of Passion et Vertu, often seen as a first sketch 

for Emma and Rodolphe, represent the same dichotomy, for Mazza lives in 

a world of feeling and emotion, while Ernest is all judgement and reason. 

Like Rodolphe, Ernest is a clever talker who knows how·to exploit langu~ge 

for seduotive purposes. He knows just how to flatter Mazza and persuade 

her out of her soruples(135). Onoe he feels it necessary he is even able to 

reason himself out of any feelings of love he may have, (again, similar to 

Rodolphe regretfully giving uo Emma): 

"La lettre etait longue, bien ecrite, toute ramplie de riches meta
phores et de grands mots;Lo •• J Pauvre· i,:azza! tant d 'amour, de 
c~uret de tendresse pour une indifference si froide, un cal me si 
raisonn&l" (136) 

The moral lesson behind the eloquent/ineloquent contrast is again spelled 

out: "Quel tresor que I 'amour d'une telle femme!"(137) 

In the 1845 L'~ducation sentimentale Alvares' silent love for ~Ule 

Aglae rines a typical note: 

"il aurait enuise l'eternite a tourner,conme un cheval au manege, 
aut our de cotte id~e fixe et immobile, il n'en parlait plus, 
mais dans Ie silence de son camr il se consunai t soli tairement." (138) 

and I feel that F1aubert comes near to doing some thine important with 

Shahutsnischbach, who is not just awk,.;ard but perha.ps Flaubert' s first 

really stupid charaoter. He makes his first appearance arriving late to 

}we Renaud's dinner party, in his everyday clothes and covered in chalk: 
• ", 1 "etonne, confus, ebahi', ne sachant s'il devait s'en a ler ou re::3ter, 

s'enfuir ou s'asseoir, les bras ballants, Ie nez au vent, ahuri, 
stupide." (139) 

Later we learn why Shahutsnisohbach is the only young man of the household 

not to be in love. 

"il travaillait toujours aux mathematiques, les mathematiques 
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devoraient sa vie, il n'y comprenait rien. Jamais M.Renaud n'avait 
eu de jeune homme plus studieux ••• ni plus stupide; Mendes lui-me me 
Ie regardait comme un butor."(140) 

When M.Renaud makes a silly joke he starts to laugh, "Alvares et l!.endes 

rirent, Shahutsnischbach ne comprit pas lt (14l), and at }~e Renaud's ball 

we find the stupid but good-natured Shahutsnischbach who "reste dans 1 'anti

chambre, aidait les domestiques a passer les plateaux de la salle a manger 

dans Ie salon(142). For in the strange interlude \fhere Henry "beats uptt 

)I.Renaud in the street, Shahutsnischbach, who happens to be passing ("POlll" 

une commission que Mme Renaud lui envoyai t faire" (143) ), shows a contrast-

ing and exemplary kindness: 

ItEt Ie bon Allemand, en effet, Ie reconfortait de son mieux, il alIa 
lui-meme dans la cour, y mouilla son mouchoir sous la pompe, revint 
aupres de 15.Renaud et lui essuya Ie sang qui etai t reste Ie long de 
sa figure; i1 s'offrit pour courir lui chercher un medecin, pour 
acheter quelque drogue s'il en avait besoin, pour aller avertir chez 
lui, pour tout ce qu'il voudrait, n'importe quoi. En songeant que, 
jusqu1a cette heure, a peine s'il l'avait regards et qulil Ie mepri
$(",1- meme pour son manque d' espri t, Ie pere Renaud se sentai t Ie cceur 
navre et etait pris de l'envie de Ie serrer dans ses br&s, de l'em
brasser comme son fils~"(144) 

Built into the final development of Hen~' and Jules is a very marked 

contra3t between apparent eloquence and a9~arent ineloquence. Henry ends 

up by becoming a man of the world, only really believing in feelings which 

can be expressed. His superficial intelli~ence ~s c~~racterized by its 

verbal facility: 

"II croit bien connaitre Ie theatre, parce Qu'il saisit a preilliere 
vue toutes les ficelles d'un melodrame et les intentions d'une 
exposition~ ••• -1 il passe pour avoir Ie tact fin, car il decouvrira 
l'epitheta heureuse, Ie trait saillant ou Ie mot hasardeux qui fait 
tache;" 

"II a un avantage sur ceux qui voient plus loin et qui sentent d'une 
fay on plus intense, c'est qu'il peut justifier sas sensations etdonn-: 
er la preuve de ses assertions; i1 expose nette~ent oe qu'il eprouve, 
il ecrit clairement ce qu'il pense, at, dans Ie developpement d'une 
theorie comme dans la pratique d'un sentiment, i1 ecrase les natures 
plus engae-ees dans l'infini, chez lesquelles l'idee chante et la 
passion reve."(145) 

While such articulacy is typically combined with a complete inability to 
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understand people different from himself(146), his opposite, Jules, is seen 

to have moved right away from verbiage, especially as an artist: 

"La discussion lui etai t devenue impossible, i1 n 'y avai t a. son 
"usage de mode de transmission psychologique que l'expansion, la 
communication directe, l'inspiration simu1tan&e. U (141) 

But paradoxioally Henry's earlier love affair with Mme Renaud is the 

first thorough exploration of the sort of relationship which becomes typical 

in Flaubert, (already tried out in Novembre), with emphasis on eyes and 

looks and immobility, but especially significantly on privileged moments 

of silent communion, sometimes following exchanges of oliohed love-talk, 

"Mais les plus doux moments etaient caux ou, ayant epuise toute 
parole humaine et se taisant, ils se regardaient avec des yeux avides, 
puis ils baissaient la tete et, absorbes, songeaient a tout ce qui ne 
se dit pas."(148) 

On the boat to America the intensity of these silenoes escalates: 

"ils ne se parlaient pas, mais,les bras pass's autour de la taille, ils se 
serraient etroitement l'un contre l'autre; on eut dit que, sans Ie 
secours de la parole, ils voulaient se faire passer dans Ie creur 
l'un l'autre leurs souvenirs communs, leurs esperances faites a. deux, 
leur!J vasues an,o;oisses, leurs res-rets, leurs inquietudes peut-e~re,et 
mettre tout cela a l'unisson."(149) 

In passing on to j.Iadame Bovary, the outstanding inarticulate figure 

is obviously Charles. In that he is one of my main ex.:.lmples of c~aracters 

of exemplary aesthetic inportance, to be analysed later in this cha~ter(150~ 

his analysis here is only a first sketch, indicating the extent of his 

linguistic failing rather than its full significance. For such a major 

character, his inarticulacy, vital to Emma's story, is certainly extreme. 

Critics seem to have more readily noticed that he speaks in cliches than 

that he is barely able to speak at all. It is not that Charles is a secret-

ive, deliberately silent person, in fact he is by nature relatively exn~ns-

iva and tells Emma everything. He quite simply has no command of lansuage. 

The novel opens with an introduction to Charles as "un nom inintelligible" 

(151) - he cannot even pronounce his own name. He only gets through his 

"medical studies~by dint of extreme application, for though he is mystified 
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by the sound of the subjects he is to take, he never understands anything 

of their content, and has to resort to learning by heart. Indeed one wonders 

if he ever really understood the content of his motto, "ridiculus sum", 

after simply copying it out twenty times(152). He has very little imagin

ation and even when Emma begins to occupy his thoughts constantly he cannot 

imagine her in any other situations(153). He is enchanted by her voice, 

but does not get as far as the meaning of what she is saying: "Charles 

reprit une a une les phrases qu'elle avait dites, tachant de se les rappeler 

d 'en completer Ie sens" (154). ifhile Emma is having the time of her life at 

La Vaubyessard, Charles spends five hours by the card-tables Ita regarder 

jouer au whist, sans y rien comprendre"(155). When he takes Emma to the 

opera at Rouen he cannot follow what is going on: "II avouait, du reste, 

ne pas comprendre l'histoire - a cause de la ~usique, Qui nuisait beaucoup 

aux raroles"(156). An important aesthetic issue is obviously at stake here, 

especially when one notes how easily Emma can follow the story of the opera. 

For ,.hen Flaubert describe~; her life at school and tells us that she likes 

music for the contents of the songs (157), he also points out that she is 

"de temperament plus sentimentale qu'artiste"(158). 

Charles is al'Jare of his 01m inarticulacy to the extent that he da,re 

not ask to marry Emma, lila peur de ne point :.rouver les mots convenables 

lui collait les levres"(159) - indeed he is right and when the time comes 

can only manage to stammer "Pere Rouault ••• pere Rouault"(160). He is a 

social failure at his wedding since he is unable to keep up .rith the jokes, 

puns and obligatory allusions, their mediu'TI be.ing essentially linguistic. 

It is amusine: that to the extent that Charles is a new man the next morning, 

it is his powers of speech which 5.re temporarily improved by his new 

confidence: "Va.is Cha.rles ne dissimulait rien. II l'appelait rna femrue, la 

tutoyait, s'informait d'elle a chacun"(161). What is surprising On closer 

examination of the text is that although Ch~rles plays an important role 
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in the first part of the novel, he hardly ever actually spe:;,ks. Flaubert 

takes some pains to avoid Charles expressing himself in direct speech, 

and on the rare occasions "There he does his stuttering is all the more 

poignant. The first reported conversation between Charles and Emma takes 

place at the ball, and shows how easily Emma can out-argue him: 
.. 

"-.Les sous-pieds vont me gener_pour dans,e:r, dit-il. 
-Danser? reprit Emma. 
-Oui! 
-Mais tu as perdu la tete! on se moquerait de toi, reste a. ta place. 
D'ailleurs, c'est plus convenable pour un madecin, ajouta-t-elle. 
Charles se tut."(162) 

Charles seems to be a little more confident in conversation with Homais, 

but his sentences are always short and simple, contrasting with Homais' 

lengthy and verbose speeches(163). When Charles learns that Emma is pregnant 

he is unable to contain his love and joy, but as usual is only able to 

express it by clu~sy words and actions(164). 

His distracted, wordless grief when Zn~a poison3 herself is what makes 

the whole ending really moving in the way t~at Flaubert explicitly i~te~ded 

(165). He is quite unable to speak: at all, and has to .rri te a letter with 

his :dshes for t!19 funeral. His moral worth, surely al ways intended to be 

evident, is heavily underlined. Hardly able to speak to Ecma "ilIa regard-

ait !lvec des youx d'une tendresse com~e elle n'en avait jamais vu"(166). 

One 'interpretation of the cruelly ambiguous finding of t~e autopsy on 

Charles, (they find nothing), would surely be that it sets tne seal on his 

worth. Less dramatic than Salammbo' s death, it mi"ht be 9qually significant. 

Emma herself is not inarticulate as such, though her lan~~age is 

cliched(167), and it has already been emphasized that her traS'edy is very 

much one of language(168). But Emma can understand all the difficult parts 

of the catechism at school, can out-argue Charles, send out well-phrased 

letters to his clients, and generally feels at home in a linguistic atmos-

phere. It is because she needs to talk to someone that she first eets 

dissatisfied with Charles, (the greyhound turns out to be a poor 
1 

substitute),! 

I 
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and though at first she wishes that he would realize her need, he is more 

or less officially written off when "il ne put, un jour, lui expliquer un 

terme d'equitation qu'elle avait rencontre dans un rom~nll(169). E~ma, then, 

really serves as a contrast for Charles here. It is because Charles is 

incapable of using the cliched language of love with which she is familiar 

that she never can understand that he loves her. Her real personal failing 

is described as being her total inability to understand any e:~perience 

o·ther than her own: "guere tendre cependant, ni faci1ement aocessib1e a 
l'emotion d'autrui"(170), and 

"incapable, du reste, de cOr.Jprendre ce qu'el1e n'eprouv:J.it pas, comme 
de croire a tout ce qui ne se manifestait point pa~ des formes oon
venues, elle se persuada sans peine que 1a passion de Charles n'avait 
plus rien d' e.xorbi t.ant. Ses expansions etaient devenues regulieres; 
il l'embrassait a de certaines heures."(171) 

At the height of her disgust with him she denisrates him as "cet hO!ilI:le qui 

n9 cOr.Jprenait rien, qui ne sentait rienl"(172),and for Flaubert her mistake 

is obviously to think that the two activities of intellectual understanding 

and feeling have any necessary connection. Flaubert's rou~h notes m~<e it 

claar that Charles is supposed to adore Emma far more tha..1'l Leon :md Rodol-phe 

ever do, and that although clur:lsy and without imagination, he is "sensible" 

(173~ Critical discussions of Charles as the clumsy, rather stuJid husband 

who c'mnot c::..ter for Emma's needs surely miss at least half of the point. 

Sartre in fact Quotes an interestine dascri~tion of Charles frow the 

Nouvelle Version, where at their final meeting ~odolphe scorns Charles for 

not hating him: 

"Car il ne comprenai t rien a. L ... J la passion vide d' argueil, sans 
respect humain, ni conscience, qui plonge tout entiere dans l'etre 
aima L ... 7 et touche nresque aux proportions d'une idee pure, a 
force de i8:rgeur et d' impersonnal i tal: (174) 

This is precisely the moral ideal of universal symoathy which Emma is so 

far from, and my own interpretation of the much commented upon "Clest la 

faute de la fatalite" (175) .would be that of course it is the ultimate 
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cliche, but it is a.lso the ultimate act of generosity. As seen in his 

changed behaviour after Emma's death, Charles actually succeeds in under-

standing Emma, "raising"his ideal to the level of a great literary romance, 

passionate affairs etc., and these words seem to re?resent tne final 

insight into her world, a generous act, in that Charles himself is not 

so trite. 

But if Charles lies awake all night after Emma's funeral, (contrasted 

with Leon and Rodolphe), it is in fact Justin's eloquently silent grief 

which is given the privileged position as he lies sobbing ~t the graveside. 

Justin is al~ost a caricature of Charles in that he is even more linguist-

ically incompetent. When Homais calls him a "petit sot" lihen he faints 

".Justin ne repondai t pas' (176), when in disgrace over t~e t.rseYlic his only 

response to Homais' "Parle, raponds, articule quelque chose?" is a few 

stutterings(177), and IL~e li'elicite's geo::Tanhy book, his copy of L'Amour 

conjugal has pictures by way of explan~tion(178). In fact Justin really is 

Charles' silent shadow in that he echoes his value, and as Flaubert makes 

quite specific in the text, he offers the other h~lf of t~e adoring but 

silent devotion of lihich Emma remains qui te una .. ~are'179). He co!;)es and goes 

so quietly that it is indeed easy to overlook him: "II montait avec eux 

dans la chambre, et il restait debout pres de la. port3, bunobile, sans 

parler" (180), and just as on the ·3unday expedition his role is to carry the 

umbrellas and wipe the children's shoes clean(18l), his devotion is never 

articulated, but like Felicite's it shows itself in acta of service: 

"et Justin, qui se trouvait la, circulait a pas muets, plus ingenieux 
a la servir qu'une excellente cameriste. Ilp1a9aitles all~~ette3, Ie 
bougeoir, un livre, disposait sa camisole, ouvrait les dra9s."(182) 

His greatest satisfaction is always to watch Ecrma, and his imaginative 

sympathy has the power to transform reality: 

nEt aU9si tot il atteignai t sur Ie chambranle les cha.ussures d' Emma 
tout empatees de orotte - la orotte des rendez-vous - qui se 
detachait en poudre sous ses doigts, et qu'il regardait monter 
doucement dans un rayon de solei1."(183) 
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That Flaubert regards such a power as an aesthetic one is suggested where he 

wri tes to Guy de Maupassant: "La poesie, comme Ie soleil, met l' or sur Ie 

fUI!lier"(184), and while, like Charles, it is the erotic and sensuous qual-

ities of Emma which fascinate him, for example her hair, he is ahead of 

Charles in understanding her value system, as we see in Emma's desire for 

a tilbury and groom, attributed precisely to Justin: 

"Cr~tait Justin ui lui en avait ins'ire Ie caprice, en la suppliant 
de Ie prendre chez ell~ comme valet de chambre. tt 1 5) 

One might also ~ention Pare Rouault as an essentially simple man, 

given two or three directly expressed quite moving speeches, as where he 

comforts Charles on the loss of his first wife(186) or recalls his own 

wedding(187). There is no irony here, and his letter to Emma with its 

spelling mistakes and gaps where he goes off into reverie contrasts strik-

ingly with the letter he himself receives fro~ the journalistic genius 

Homais, announcing Emma's poisoning: indeed it is so eloquently and ski l-

fully worded that the rne~ning is not clear(188). 

Pare Rouault's grief is perhaps best su~~ed Uy by the dye stains 

left on his face ~hen he wipes his tears on his new smock(189),just as the 

old peasant ~'foman is summed U) by her hands. The passage where Catherine 

Leroux receives her medal is often commented upon, usually with emphasis 

on the contrast between the complacent botlr9,"eoisie and "ce demi-siecle de 

servitude"(190). But I should like to point out in particular her silence 

and immobility. By frequenting animals all her life she has assumed their 

dumbness and placidity. 'tlhereas the silly gaping crol-fd is shown drinking 

in the ridiculous speeches against a backpround of mooing cows ate., 

Catherine Leroux is so frightened by the noise, bustle and confusion, that 

her reaction is simply to stand qUite still and silent, not knowing what 

else to do(191). In a scene carefully constructed so as to oppose the 

ridiculous parallel exploitations of language of the official speeches 
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(to seduce the crowd), and of Rodolphe (to seduce Emma), and both are 

shown to be equally effective, the implicit moral worth of the old woman 

who does not even understand language must be striking. Abuse of language 

for various reasons is so widespread throughout the novel - Lheureux's 

techniques of persuasion, Homais' journalistic powers, the campaign against 

the blind beggar, the one to persuade Charles to operate on the club-foot 

- that characters who do not speak might be prized quite simply for not 

mis-using language, even leaving aside their aesthetic significance. But 

·one might offer Binet as a last example of a character who does not speak, 

for the passage in which we learn that Homais di3approves of hi~ for this 

reason is preceded by an ironic introduction to him as an artist, (his 

lathe, his beautiful handwriting(l92) ). 

"pendant tout Ie temps que l'on fut a mettre son couvert, Binet resta 
silencieux a sa ~lace, aupres du poele; puis il ferma Ie. porte at 
retira sa casquette,comme d'usage. 
-Ce ne sont pas les civilites oui lui ussront la langue! dit Ie 
pharmacien, des qu'il fut seul ~vec l'hotesse. 
- Jamais il ne cnU39 davanta,:e, repondi t-elle; 11 est venu ici, la 
semaine derniere, deux voyageurs en draps, des g-arQons pleins d'esprit 
qui contaient, Ie soir, un tas de farces Que j'en pleurais de rire: 
eh bien l 11 restD.i t la, comme une al03e, sans dire un mot. 
-Oui, fit Ie phar~acien, pas d'ima~ination, ~as de saillias, rien 
de ce qui constitue l'hom~e de la societe!"(193) 

Against the general dO'lm?,'rading of la.nsuage evident in a.ll of these 

passages, there is a proliferation of expressive silences. Charles' early 

meetinGs 1;i th ;!;r.ll:Ja often dis301 ve into a silence in which the first real 

contact is established(194), and he too is occasionally allowed to lead 

the novel into its O'Im dissoluti:m into silence, as wh'3re he first conceives 

the idea of marrying Em!.la(195). ':'Ihile Emma and leon's feelings for a long 

time go unsnecifi')d, they experience "un murmure de 1 'arne, pro fond , continu, 

qui dominait celui des voix"(196 ), and at the mo~ent of Leon's farewell 

there is a deep silenGe "et leurs nensees, confondues dans 1a ::!eme angoisse, 

s'etreignaient etroitement, comma deux poitrines palpitantes"(197). The 

superiority of silence over speech is often s~~sted:"Elle ne parlait pas; 
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il se taisait, captive par son silence comme il eut ete par ses "9aroles" 

(198), and their hotel room at Rauen not only acts as a recipient for their 

emotion but plays an active part in expressing it. At a moment of silent 

communion "la nuit s,epaissis.s(.\\l-sur les murs"(199), and the emotion and 

lyricism of one of their best moments, the evening on the water during their 

"honeymoon" at Rauen, is also characterized by silence(200). Hith Rodolphe 

these moments are if anything even more intense, with nature and silence 

clearly t~~ing over part of the expressive burden, as in the well-known 

scene in the forest(201), but especially during their evening meetings at 

the bottom of Emma's ,rp.rden by the river, already analysed in connection 

with the use of the lyrioal iterative imperfect(202). ~heir last evening 

tog'ether is e.n outstandinc:: examnle: 

"La nuit douce s'etalait autour d'eux; des na'Jpes d'ombre emp1issaient 
les feuillages. Emma, les yetL"{ a. de~i clos, as;JirJ.i t avec de grands 
soupirs 1·::: vent frais oui soufflai t. Ils ne se parlaient pas, trop 
perdus qu'ils etaient dans I'envahisse~ent de leur reverie. La tend
resse des anciens jours leur reven~it au c~ur, abondante et silenci
euse com~e Ia riviere qui coulait, avec autant de mollesse qu'en 
apPol'tai t le ':)arfum des serinc::;as, at ~!'ojatai t dans leurs souvenirs 
des ombres plus demesurees et plus m~lancoliques que celles.des saules 
immobiles cui s I allon,s-saient sur l' herbe. Souvent guelque bete !'loct-
urne, ~erisson au belette, se nett nt e~ ch"sse, d.eranr;eait les 
feuilles, ou bien on Gnte~~,ait ~)ar :aonents ll.."l9 )eche mure cui tombait 
toute saule de l'aspaliar."(.:?03) 

Since there will be an i:"2portant ",nal:rsis of Sala:::r::bo Is tar in the 

chavter( 204), i t ~;ill !l~t be disc;.1·'lsed 1.19re, except to note that while 

there is no theme of inarticu:!acy as such, t~ere is constant reference to 

1a~C'uage which seems to be re,~.'::.rded with supersti tien, (and therefore as 

havin~ a lifa of its ovm). Of the vc-.rious stran""e rali.e;ious practices of 

the Barbarians, one is to repeat a name over and over "sans meme ohercher 

a coml'rendre ce qu' 11 peuvai t dire" (205), and ~,:a tho, trying to rid hir.lself 

of the "curse" of Sala:':mbo, en:-;;raV9S her name on a ::iece of copger and 

plants it in the sand at the door of hiG tent(206). 3alam8bo herself see~s 

both a.fraid of langu!J.ge: 

I. 
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"3n effet, Salammbo ne parlait pas de Jiscon, car,les mots ayant par 
e~~-memes un pouvoir effectif, les maledictions que lIon rapportait 
a quelqu'ull pouvaient se tourner con~re lui"(201), 

and a little uneasy in its use, taking some of Schahaabaric's religious 

conceptions for realities: 

"elle acceptait, comme vrais en ewe-memes de purs symboles et jusqu'a 
des manieres de langage, distinction qui n'etait pas, non plus, 
toujours bien nette pour Ie pretre".(208) 

The multi-racial mercenaries introduce a themeof foreign languages at the 

root of misunderstandings important to the plot(209), as does Hamilcar's 

VO~'T not to sneak to Salammbo about whatever may have hapuened with Hatho 

in his absence(2l0). 

\'fuile the relationship between Frederic and ~~e Arnoux will be 

discussed in a different way in the next section, it seems to me that the 

sort of values l'/"e have been exa:nining are very clearly built into the 

presentation of character in L'~ducation sentimentale, in particular silence 

and stillness, and a concentration or coherence of experience. Frederic's 

story is most obviously seen as e~bodyine a tension between concentrated 

and diffussd exnerience, as he dabbles in painting, literature, politics 

and business, iividing his energies between four WOillen between whom he is 

incaptlble of choosing, and endin.:; up .... li th nothing and no 1J."tt.. Arnoux, 

~OS3.nette and many of li'rederic' S r'arisian acquai!'ltance clearly provide the 

temptation of diffusion, and the "fidelity" despite everything to Erne 

Arnoux must surely emerge in this context as a value. ~ore and more value 

is in fact built into Hme Arnoux as the novel progresses, both through 

the things Frederic notices and clings to in her, and the way Flaubert 

builds up her aesthetic presentation. A , .. hole thewe of coherence is erected 

a.round her. 

~H thout being inarticulate r,!me Arnoux is essentially quiet and gentle, 

simple and unaffected. lihen Frederio ori ticizes her for using bourgeois 

maxims she protests spontaneously that she has no pretentions to anything 
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else(211), she has no special love of literature(212), uses simple language, 

is superstitious, has cliched pleasures like walking bareheaded in the 

rain(213). The first vision of her on the boat is offered against a back-

ground of the noise, bustle and confusion of the departure. The talkative 

Arnoux fits naturally into this scene, involving everyone in his dispersed 

conversation, giving advice, exposing theories, relating anecdotes(214). 

In even more pointed contrast her "apparition" is immediately preceded by 

a particularly squalid description of the mess on the deck, of the noise 

and constant movement of the passengers, 

I , 

"Le pont thai t sali par des ecales de noix, des bouts de cieares, des :' 
pelurG~ de poires, des detritus de charcuterie apportee dans du papier Z-... -1on entendait par intervalles Ie bruit du charbon de terre 
dans Ie fourneau, un eclat de voix, un rire; et Ie capitaine, sur la 
passerelle, marchait d'un tambour a l'autre, sans s'arreter."(215) 

:lhile everyone else nixes, lau'~hing, joking, and drinking together, dressoc: 

in old, worn and stained travelling clothes, I/&le Arnoux sits alone and 

silent, her liGht coloured dress standing out agaLlst the blue sky. She is 

sewing, that is doing so~ething useful, but above all, (unlike the captain), 

she is still: ?rederic observes her for some minutes in the same pose, and 

on his last view of her as the boat arrives: 

"Slle etait nres du '<?;ouv9!'nail, debout. II lui snvoya un rogard ou il 
avait tJ.che de I;]ettr~toute son 3.r.te; comme s'il n'eut rien fait, ill£ 
demeura immobile." (216) 

The immobile pose of this first scene is established al~ost as a leitmotif 

which appears throughout the novel. The many outstanding descri~tive scenes 

in which ~~e Arnoux's essential stillness is emphasized are those in which 

we' have already seen that the recit invariably frames her(2l7), portraying 

'her in static tableau form, highlighted by falling light or silhouetted, 

usually with her children, like a 2'ainting of' the Eadonna. On one occasion 

the continuity is even pointed out: 

"Elle se tenait dans la meme attitude que Ie premier jour, et 
cousait une chemise d'enfant."(2l8) 
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Perhaps most striking of all is the description of her in the sunset at her 

fete at Saint-Cloud, where she is placed on a rock with the flaming sky 

behind her, while the other guests wander around somewhat aimlessly and 

Hussonnet on the river bank plays ducks and drakes(219). 

In his Correspondance Flaubert in fact twice uses the image of playing 

ducks and drakes to imply moral dispersion: 

"Ah! mes richesses moralesl J'ai jete aux passants 1es grosses pieces 
par la fenetre et, avec 1es louis, j'ai fait des ricochets sur l'eau." 

(220) 

and of Louise Colat's idea of a communally directed review: 

"On bavarde beaucoup, on depense tout son talent a faire des ricochets 
sur la riviera avec de la menue monnaie, tandis qu'avec plus d'econ
omie on aurait pu par la suite acheter de belles fermes et de bons 
chateaux." (221) 

But it is especially interesting that in the contrast that throws !.:me 

Arnoux's value into relief, the less favorable highli~ht is put upon 

Hussonnet, for in the diffusion/coherence context Hussonnet often emerges 

as an anti-value, dispersing his talents and attention in all directions: 

"Hussonnet ne fut pas drole. A force dtecrire quotidiennement sur 
toute sorte de sujets, de lire beaucoup de journaux, d'entendre 
beaucoup de discussions et d'emettre des paradoxes pour eblouir, 
il avait fini par perdre la notion exacte des choses, staveuglant 
1ui-meme avec ses faibles petards."(222) -

The dispersion here is specifically lin,,;uistic, but as t~e newspaper o',-mer 

he emerges as a rival to l!me Arnoux for Frederic's ti:ne, attention and 

money(223), and in general he distracts Frederic from a coherent path, 

getting in his line of vision and interrupting nis thought~. This is 

perhaps made explicit at Rosanette's ball where the basket th~t Arnoux is 

carrying on his head nearly crashes into the chandelier. Frederic looks 

up at it and recoenizes it as the chandelier that used to be at the "Art 

industriel". This brings back memories and renews the va:::ue feeling that 

by attending this ball he is somehow betra.ying r.Jne Arnoux, but suddenly 

"un fantassin de la Ligne en petite tenue", who turns out to be Hussonnet 

in fancy dress, plants himself in front of Frederic, congratulating him 

and calling him "coloneltl (224). 
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Deslauriers of course has an even more distracting effect. ~ihen 

Frederic arrives in Paris it is only on accidentally passing Arnoux:'s shop' 

that he realizes that he had amazingly forgotten all about ~we Arnoux, and 

he mentally blames Deslauriers(225), whose contrasting value system is 

shown up particularly in the scene where he dismisses his mistress. 

"Elle se plant a devant la fenetre, et y resta immobile, Ie front 
contre Ie carreau. 
Son attitude et son mutisme aga9a Deslauriers."(226) 

that is, her stillness and her silence actually get on Deslauriers' nerves. 

In the context of the group of friends reference must obviously be made 

i . 

again to the one exemplary character, the inarticulate and loyal Dussardier~ 
; . 

whom we first meet stammering "Ou est mon carton?,Je veux mon cartonC • .JM.on 

carton!"(227), who is unable to understand the implic~tions of Frederic 

and Hussonnet's pantomime ~~d stories to help him out of trouble, whose 

erudition is limited to two books(228), but whose hatred of authority is 

single-minded and unswerving(229), and who is struck dO~in at the end in a 

quite immobile pose ("restait sans plus bouger qu'u..~e cariatide"(230) ), 

faithful, (unlike the others) to his earlier cry of "Vive la Republiq"'.leZ" 

(231), and who dies a martyr's death "les bras en croix"(232). As indicated 

already, he is instinctively aware of the guiding moral thread of the novel 

in his desire allfays to love the sam:; woman(233). 

In terms of the actual plot it is probably Arnoux whq most consist-

ently leads Frederic in the direction of dissipation, and the constant 

oomparison between Frederic and Arnoux is perhaps more interesting than 

that between Frederio and Deslauriers, for Frederic is desoribed as coming 

to resemble Arnoux more and more(234). The scene where Frederic first 

visits the "Art industriel" is typical of Arnoux's moral atmosphere - the 

apr~rtment is packed, lIO oo\!,.can move or breathe amidst the oisar smoke and 

dazzling light. All is bustle and activity against a background of different: 

conversations(235). This moral chaos is oarried over into the description 
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of the evening at the Alhambra, where even the talkative Arnoux is outdone: 

"~~is ses paroles etaient couvertes par Ie tap age de la musique; et, 
sitot Ie quadrille ou la polka termines, tous s'abattaient sur les 
tables, appelaient Ie garyon, riaient; les bauteilles de biere et de , 
limanade gazeuse detanaient dans les feuillages, des femmes criaient 
comme des poules; quelquefais, deux messieurs voulaient se battre; 
un valeur fut arrete. n (236) 

and even more obviously into Rosanette's ball where Frederic is taken by 

Arnoux and first meete Rosanette. This party-cum-orgy which is superficiall~ . 

so enjoyable clearly represents a diffused and worthless experience, which, 

interestingly, is at one point specifically related to language: 

"Une horlo~e allemande, munie d'un coq, carillonnant deux heures, 
provo Qua sur Ie coucou force plaisanteries. "Toutes sortes de propos 
s'ensuivirent: calembours, anecdotes, vantardises, gageures, mensonZes. 
tenus pour vrais, assertions improbables, un t~~ulte de paroles qui 
bientot s'eparpilla en conversations particulieres. n (237) 

I'Then the whoL~ party colla.pses, in exhaustion and the scene is transformed 

by light pouring in when somebody o~ens the shutters, it is the moment of 

sudden silence which causes the real v.lue of the ball to beco~e apparent. 

The frenzied excitement is no more than a sordid chaos, the costumes and 

flo.'Ters are all wi! ting, there are driYJ.k stains everY1orhere, the hair-styles 

have collapsed and make-up run3 do;m perspiring fG.ces. OA returning home, 

Frederic, half drunk and half asleep: 

"vo~rai t pa;ser et repasser continuelle:nent les 91aules de la 
Poissarde, les reins de la Jebardeu3e, les mollets de la Polonai3e, 
la chevelure de 1a Sauva::-esr.:e. Pui::; deux c;ran:ls ;reux noirs, qui 
n'etaient pas dan~ Ie bal, parurent, et le?,srs COffiQe des papillons, 
ardents comme des torches, ils allaient, ven2ient, vibraient, 
montaient dans la corniche, descendaiant jusau'a sa bouche. Frederic 
s'acharnait a. reconnaitre cas .:leux sans y parvenir."(238) 

Frederic fights throughout the nova 1 '3.gainst distraction from i.:me 

. . .' Arnoux, such that when he tells Rosanette "Je n'ai Jama~s al.me qu'ellel" 

(239), or when he tells Eme ArnoW!: herself: 

"Est-ce sue j 'y pensais, seulement,l puisaue j' avais toujours au :foni I 

de moi-mame la musique de votre voix at la splendeur de vos yeux:" (240) I 
I would prefer not to interpret this as a final pathetic act of weakness 

on his part. For if the presence of Rosanette's portrait reminds us that 
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he is rearranging the past to pretend that it was like this, still this is 

how he would like to see it and is almost hO'Vl it was, and in £act I feel 

that Flaubert does make 1.:Jne Arnoux emerge in this ideal "flay for the reader. 

Part of his problem is to build moral value into her despite the vulgarity 

or mediocrity of those around her, and even, up to a point, despite Frederia 

When Flaubert describes Frederic's awareness of J.we Arnoux as "une maniere 

generale de sentir''(.24~), it seems to me that 'in building the whole novel around 

her, (by a complicated network of reminders (242) ) ,he obliges the reader 

to .join in Frederic's orig-inal desire to "vivre dans son atr.tosphere" (243) } 

an atmosphere which is not only poetic and emotional, but essentially ;~oral. 

lila conte:nplation de cette femne 
par fum trop fort. Cela descendit 
temperar.tent, et devenait ~resque 
un mode nouveau d ' exister. II (244) 

l'enervait, comme l'usage d'un 
dans les urofondeurs de son ' 

.. 'II -. " 

une man~ere fenerale de sentiI', 

As mi[',"ht be expected, Frederic's relationship with Mme Arnoux is most 

fully cons~m~ated by expre~3ive silences. There are several outstanding 

moments displayi.'1g the uS~2.1 fent-..lres of a. relatively banal conver3ation, 

folloxed by a privileged suspension of everything in t!le stillness and 

silence. !;he:1 Fr.3deric visits ;:'';le ArnOlD: before they are interru:;>tsd by 

Rosanette: 

"I!.me Arnoux tourna non b,~au visa~:e, en lui tsnd:mt la main, et ils 
fermerent ler3 yeux,?bsorbes dans une ivresse qui etai t cOl!Ulle un, 
bercement doux et infini. Puis ils resterent a se contem~ler, face 
a face, l'un 'Pres de l'at:.tre."(245) 

linen I\~e Arnoux visits Fraderic' s house they exchange a few banalities 

on their health and then the conversation falters into silence(246). On 

another occasion, when they unex~ectedly meet in the street, there is a 

minute of complete silence during '\'Thich neither of them speaks, follo~'led 

by a description of r.1me Arnoux sta.nding in t!le sun, follo>-red by another 

short serie~ of cliches on the family and the l'Tea.t~er before they ~o their 

separate ",ays. She had not given him har hand, had not said ana af£ectionate 

, " - 1 I word, but' Freder~c, we earn, ''lOU d not have exchann;ed this meating'pour 
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la plus belle des aventures"(247). Here at last is a specific declaration 

that such passages are more valuable than the "story" as such, and a fine 

example of how silence or even cliches where the meaning is virtually 

irrelev.~nt can be as emotion-laden as any eloquently expressed speech. 

Just as all three lovers were allowed access to these privileged 

moments in ~~dame Bovary, so they are given to all four women in L'~ducatior. 

sentimentale, for instance lihere Frederic and Louise walk through the sand 

by the river at Nogent(248), and where ~we Dambreusets seduction is 'followec 

by "une suspension universelle des choses"(249). But the most memorable of 

these passages is perhaps t~e Fontainebleau e?isode with Rosanette. 

Josanette is of course a subtle characterization in her own rLCSht, and not 

simply a foil for r'~lle Arnou.:;-c, (r.Irne Arnoux as tb.e "grand C1::l0Ur" and l{osanette 

as "1 'amour jo;;reux et fc.cile"(250) ). She is not made into the stock :f"i.~e 

of the "harlot 1·,i th a heart of .~;old", her vulr;,-ari t:, remains ll."1til the end, 

and in the tour of the palQce she has just proved her co~~lete ignorance 

and lack of culture(25l). And yet, even though she clearly "'refers t~e carp 

and the souvenir stall selling }TOod carvin.gs to the bea:.lty of t:le palace 

and the fore"t, Rosanette is in fact allowed the ?rivilege of the wost 

intense ox-perience of the novel. ?or alth:)u-:;h Frederic's very nresence at 

Fontainebleau during the June Days, his fetichisation of t~e history of 

the palace and of Diane de Poitiers(252) contrasting with his complete 

indifference to the historical events happening around him, seems to invite 

an ironic reading, in fact the pages of lyrical description of the forest 

seem to be taken seriously. It is here above all that the burden of 

expression is pansed to the natural surroundings. The whole forest is 

enveloped in silence, the only sounds come from nat'.1re and seem to add 

even more expressiveness: 

IIQuand la voiture s'arretait, il se faisait un silence universel; 
seulement on entendait Ie souffle ~u cheval dans les brancards, avec 
un ori d'oiseau tres faible, rapete."(253) 
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Rosanette, for Frederic, becomes almost a part of the forest(254). At times 

they lie on the grass, gazing at each other in silence, "ne parlant plus" 

(255). Rosanette for the first time gives some details of cer early life, 

less significant in themselves than the will to speak about herself and 

the suggestion of l~expressible emotion. As her story breaks off at the 

vital point: 

"Les feuilles autour d'eux susurraient, dans un fouillis d'herbes 
une grande digitale se balanlait, la lumiere co~it comme une on de 
sur Ie gazon; et Ie silence etait coupe a interva1les rapides par 
Ie broutement de la vache qU'on ne voyait p1us."(256) 

Flaubert's final comment on the passage is to point out how incomplete 

verbal expression is: IiI est difficile d'exprimer exacteoent Quoi que ce 

soit"(257). But the lyrical descri:'Jtion of natu:::'e takes over froI:l Rosanette'a 

ineloquence, she loses the eXjressive resDonsibility, and the trees and 

rocks of the forest that seem to move and ta.";:e on a life of their o~m 

surely contribute to this(258). 

Language is a central theme of all three of t"':1e 'I'rois Contes, and 

with Felicite, who will be rediscus3ed in the final 3ection of thi3 cha~ter, 

a comp13tely innrticulate character is raised to a central position. She 

is quite uneducated apart from Paul's explanations of a picture book 

geography, she cannot read. Where she speaks directly in the text, as in 

the bull inCident, it is in very short sentences(259), a~d she is so silent 

and or~erly that she seems to function automatioally(260). Eer life is 

made up of regular "fOrk and devoted service, at times of sorroW' her reaction 

is to keep on working and her devotion to those aro~~d her i3 constantly 

shown in small acts of kindness(26l). When she hears about Victor's death 

she keeps her grief hidden and silent(262), and when Virginie dies she 

repeats the same prayers for two nights(263). As she gots Dore deaf she 

apnears more and more stupid(264). 
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The chief foil for Felicite is Bourais, the pedant, the cUlmination 

of Flaubert's long line of self-satisfied,"knorrled,3'eable" characters. The 

contrast is underlined when Felicite asks Bourais to show her where Victor 

is on the map. Bourais, wrapped up in lengthy explanations of longitudes 

etc., is enormously amused when she asks him to point out Victor's house 

(265). But Flaubert makes it plain whose understanding is really the more 

valuable. Felicite does not need Bourais' intellectualism for she has been 

following Victor in 'her imagination. She i~ thirsty on his behalf ,.,hen it 

is hot(266), frightened for him when there is a storm(267), and her 

sim~lici ty is enhanced by a. genuine interest and. d03ire to Imo::; her 

atteopts to visualize Havan"" involve clouds of smoke "a cause des ci~9.res" 

(268). Felicite's heart and imagin~tion dODinate her 'Ihole conce~tion of 

reality; because Virginie and Victor are linked in her heart she imagines 

that their destiny must be the sa~e(269). Similarly her understanding of 

r9li~ion te.kes place on the level of imc:.eination and emotion, as she 

reduces everything to the level of her mm life, 

"Les semailles, les moissons, les pressoirs, toutes ces choses 
familieres dont parle I' ~v[:.ngile, 30 trouvaient Cl.3.~3 sa vie; Ie 
pa.ssage de Dieu les avait sanctifiees; et e1le aina plus tendrement 
les agneaux par amour de l'Agneau, les coloobes ~ cause du Saint
Esprit."(270) 

"C'est pout-etre sa lumiere qui voltige la nuit aux bord3 des 
marecages, son haleine qui paUSRe les nuees, sa voix oui rend les 
cloches harmonie~lses; at olle demeurai t dans una ador:=:.tion, 
jouissant de 1;:, fraicheur des murs et de la tran':1uilli te j.e 

1 'eglise'! (271) 

When the priest gives the history of the bible she can ioagine vividly 

Paradise, the Great Flood etc., but when it comes to dogna "elle n'y 
• 

comprenait rien, ne tacha marne pas de comprendre"(272). 

Her sympathetic understanding is such t!1at she ca~ forgive ~Ime Aubain 

for sendinff Virginie away to tha convent, and for thinking Vireinia so 

much more important than Victor(273). The height of this "901~er comes 

during Virginia's First Communion where Felicite identifies with Virginia 
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to suoh an extent that she feels spe actually beooces her(214). This is 

the first sense in which Felicite emerges as a sort of artist figure, for 

sympathy is the quality which Flaubert insists the artist needs in vast 

quantities(275). Though a recluse from the world,and without being articul-

ate,she is able to experience the fullness of the world more completely. 

Like Justin's her love can transform reality however ugly it might be -

she forms a fetichistic attachment to Virginie's hat although it has been 

eaten by vcuM·,~she loves Loulou even more and kisses him when he has becoMQ.. 

''-It ('V'A- ~ ~LO, and she lovingly tends the oancer-ridden Pare Colmiche. 

Certainly Emna could not have sympathetically acce~ted the hideous blind 

begg~r, and the importance of this particular theme emerg9s when Julien's 

accession to sainthood scems to be m:>ae ultimately denende:1t upon his 

willing and solfless e~brace of the re~ulsive lener. There is a fascinating 

point of reference for this in Dostoyevsky's The Brothers Kara~azov, which 

I quote at length for its pertinence: 

"'I must make a oonfession to you!, Ivor began •. ·'1 never oould under
stand how one can love one's nei~hbours. In my view, it is one's 
neighbours that one oan't possibly love, but onl~,' perhaps those who 
live far army.I re:'!.d somenhere about "Jo~n the I.lerciful" (some saint) 
who, when a hungry and frozen stranger ca~e to him and begged him 
to warm him, lay down with him in his bed and~utting his arms around 
him, began breathin~ into his mouth, which l,"r::."s festerin,~ and fetid 
froi!l some ·'wful disease. I'm oonvinced that he did so fro:n heart;>.che, 
from heCl.rtache that originated in a lie, for the sake of love ari:3in! 
from a sense of duty, for the sake of a ~enanoe which he had imposed 
upon himself. To love a man, it's neoessary that he should be hidden, 
for as soon. as he shows his faoe, love is -!one." (216) 

This precise insight into Julien's psychologioal motivation,with its sense 

of the enormous effort over self required, sets in full relief Felioite's 

entirely spontaneous selflessness, which is completely without personal 

motivation. "hile Felicite's ''sainthood'' emerges largely by an effect of 

metonymic assooiation with the saints of the other two stories of the 

Trois Contes, this quotation perhaps indicates the extent to which Flaubert' 

would oonsider it deserved(217). 
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The pa.rrot is so important that we shu.ll be looking at him again later 

He is certainly the most amazing feature of Felicite's gradual sanctificat~ 

ion. As the circle of her life and experience closes in to centre exclusive-

ly upon Loulou, he becomes everything to her, a son, lover, and her only 

remaining means of understanding the religion that is now so important to 

her, as turning him into a somewhat dubious fetish she comes to saying her 

prayers in front of him. It is through his supposed similarity to the 

parrot that the Holy Ghost becomes more intelligible to FeliCite, and she 

decides that God must have used a parrot to announce his cominIT rather than 

a dove(218). This illustrates that Felicite regards Loulou as a means of 

com~unic3t~on, and Loulou's significance to the theme of language is 

obviously vital. He can be tau~nt to repeat phrases, but will have no 

conception of content, except that he ca~ be trained to respond in certain 

ways to external stimuli such as the door-bell(215). The endless conversat-

ions bet~Teen [<'elici te and the parrot based on the three~hrases she has 

tau~ht him have no apparent coherence(200), but a ~utual communication 

nevertheless takes place. He only ever talks to Felici ta, ahm.ys refu3ing 

to "perforr:!" for the neighbours, and even tries to entertain her when she 

goes deaf: 

"Tous les etres fonctionnaient avec Ie silence des fanto:nes. Un seul 
brui t B.rri vai t maintenant a. ses orcilles, la voix du perroquet'! (281) 

The parrot is not only an important centre of' experience and cOI1E.unication, 

but as an extreme caricature of Felicite herself, (in his linguistio 

ability), he is ,:,.lso the real foil for Bourais, for it is Loulou's privilege; 

to see through him from the start, lau-:;hins at him every time he sees him 

and humiliating him to such an extent that he has to arrive at the house 

by stealth, ~:ith his hat covering his f<1ce(282). lmd of course the "truth" 

about Bourais does come out in the end(283), underlining Loulou's moral 

victory. 
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La Legende de Saint Julien l'Hosni tn.lier has already. been analysed 

at length, but in this particular context it is perhaps worth pointing 

out the theme hinted at in Salammbo, that of language as misunderstanding

(284). Julien's mother and father deliberately do not tell each other of 

their visitations(285), and when Julien feels the first urges to kill, he 

keeps the incident of the mouse to himself(286), although he is potentially, 

displaying the qualities that his father prizes so highly. Julien leaves 

home without telling his parents why, and it is a long time before he is 

able, with ,y-eat difficulty, to tell his wife of the stag's prediction. 

She, in contrast, "la oombattit, en raisonnant tres bien"(281), yet she 

hides it fro~ Julien's parents in her t~rn(288). Finally Julian, like 

Charles, is oblised to write dmm his "dshes for his parents' funeral. 

In the first instance there seems to be a re21 ~sycholosioal bloo~ 

behind the inability to spe3.k. Julien onl~r aetua lly speaks onoe in the 

text, ("C'~st nour t'obeir!lI e tc.(289», :lond his p3.!"snts only contribute 

one star:lin'Sl~r si!1'91e direot. s-peech: "3h bien! c'est nous!"(290). (f.'1ile 

thp. 1fhole sto:ry is enr;:~lfed i:1 .'J dee) sil'3!1ce (that of the ohat3au and the 

forest, espeoially 1.;hen Julien p'oes off 0:'1 his last fatal searoh for blood 

(291) ), the o~ly confill::mt sueeches are ::;u:1ernatu::-al - the be~f.;ar, the 

hermit, the father stag, the I1le~9r". Though all the events take plaoe in 

a supernatural atmosphere of absolute nececsity, which could not be altered 

by the silenoing of fears, this inability to sgea~ miGht equally be 'I\<''-"'''.~f cf' 

as a pert of the necessity. Disoussine the proble~ of Phedre as to tell or 

not to tell, Barthes sugcests that thin.r:,s c.re guilty beoause they are "'{~l\ 

ra ther than hidden because the;{ are ~uil t:~{( 292). It se3ms to me {;'lore than 

possible to apply this ide3. to')aint Julien, ... here there seems to be an 

aotual t:;J.boo on the spoken ·~""ord. ~'lhen this taboo, and the hidden c.esire to 

kill the ~arents, is transgressed by the recit, this not only operates 

through a supernatural manifestation, (em animal spea1{s), but also through 
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a quite ama.zing~. In cursing Julien three ti:nes "Ir.a.udi t: maudi tl 

mauditl"(293), the stag makes it clear that he knOllS what he is doing: 

"Mot dit! mot ditl mot ditl"(294). Here is a fine example of the reader's 
.. 

vital role as voice of the text, needing to provide the "spoken aloud" 

dimension which makes the written pun work(295). 

In oursing Herodias for her incest, John the Baptist also uses the 

words ItMauditel mauditel"(296), and it is evident, as l·Iaurice Delcroix 

remarks, yhat the beheading of Iac~nann in Herodias should be understood 

as a silencing of s~eech(297). As the head of the corpse sits on the plate 

it still,seems to speak, "Par l'ouverture de leurs cils, les pr~~91Ies 

mortes et les prunelles eteintes semblaient se dire quelque chosett(298), 

and it is ironically note~l by Iacko..nann's ::;u~porters that "II est descendu 

chez les morts annoncer Ie Christ 1" (299). As the story of' a prophet th'3 

theme of Herodias is inextricably connected ~d th that o!' lan3".l~; :-;e, and 

when Vitellius uncovers Iack.o..nann's prison the doves which Felicite would 

replace \"ith parrots circle above his head(300). In fact Maurice 

Delcroixmakesthe most interesting observation that in repeating all the 

old prophecies Ia(fi~nann in fact speaks in cliches(301), indeed his words 

are repeated and echo around the story without anyona really understanding 

them. Their power is ra.ther in their a;"?are:1.t solidity and miJ.teriality. 

The first curses which are spat out at Herodias fall like "une pluie 

d'orage"(302), and the major prophecy, so beautifully framed in the centre 

of the story(303), hits the crowd like a series of "grands COUl's·'(304). 

When Antipas orders Iaoko.:nann to "se taire", it is emphasized that it is 

the voice which replies(305), and all this has to be interpreted into 

another lan~age for the official visitors, who also have to have the word 

"Nessiah" explained to them. When Jacob yells out that "t;lie" has al.::-e:J..dy 

come and that his name is Iack~/\.ann,"Antipas se renversa comme frappe en 

pleine po;itrine"(306 ). To keep Iaol"O.nann's prophecy, which he does not 
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really understand, hidden, Antipas resorts to trying to keep Ia1o\o:..o,.nann 

himself hidden. Along' ~fi th this theme of things hidden, Herodias has 

never in the history of their marriage spoken about her daughter(307), 

and when Phanuel 'reads the prediction of an important man's death in the 

stars Antipas is careful not to tell Herodias about it(308). Clearly it 

is not only Iao~nann's speech which is feared as powerful, for Iavk~nann 

as prophet is perhaps, in Flaubert's story, feared as an incarnation of 

speech itself. Mannae! vents his hatred on the Jewish temple by swearing 

at it, believing, like Salammbo(309), "que les mots avaient un pouvoir 

effectif"(310), and it is of course ironic that Antipas, who is afraid to 

do anything about Iaok~nann and will not give the word for him to be 

beheaded, is finally, on account of Sa2.o;;Je, Itcontr:.:lint par sa "Parole"(311). 

Fin:::.lly, to deal in a preliminary \my Iii th Bouvard et Pecuchet, both 

are shown as simple and rather inarticulate figures, often contrasted with 

their "clever" acquaintances. For instance nfter ~,I. de Faverges' dinner 

they are sickened by their inability to conte3t tn3 ridiculous things that 

are said: 

"Tout co qu'ils n'avaient pu dire 3'echappa en exclar:lations. 
-QuaIs idiots! quelle bassesseJ CO!ilment irnag-iner tant d'entetementl 
D'abord, que signifie Ie droit divin? 
L' ami de Demouchel,. ce professeur oui les avaient eClaires sur 
l'esthetique, repondit a leur question dans une lettre savante."(31~) 

In their philosophical studies there is another anp~rent plea against 

pedantry and intellectualism: 

"Tant d'embarras pour demontrer des platitudes.; Ie ton pedantesque 
de l'auteur, la monotonie des tournures ~ ••• -, enfin tout ce 
verbiage les ec~uratellement que, sautant par-dessus 1a faculte de 
vouloir, ils entrerent dans laLogique .'t (313) 

But however many times this lesson is underlinei for them, they do not 

seem to realize their o.m 'superiori ty", for a long time failing to learn 

and returning for more(314). 

One of the most memorable aspects of the novel is perhaps their 
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relationship and their mutual Q~derstanding, which never more than 

superficially needs language to express itself. As a pair they are not 

understood by the outside world, but together they always have the same 

idea at the same time. In the "scenarios" we find that the second chapter 

vIas to start with "un grand mouvement lyrique pour exalter leur ami tie" (315) 

This is presumably the splendid passage which occurs during the period of 

landscape gardening, where each prepares a surprise for the other on the 

same morning. Pecuchet has got up at dav.'"n, and "trel!lbla.nt dfetre decouvert" 

(316), surpassing all previous efforts, has trimmed the yew trees into the 

sha.pe of peacocks. Bouvard, acknouledging tiis with "de grands elo::;es", 

modestly pretending to have forgotten his spade: 

"entraina son compagnon d~n3 Ie 12b~r.rinthe, car i1 avait profite de 
1 'absence de Pecuchet, pour faire, lui a.ussi, quelQue chose de 
sublime. L ... J 
-Comprends-tu mon impatience? 
-Je crois bien! 
Eh, dans leur emotion, ils s'embrasserent."(3l7) 

~'Thile this exchan!?,'e captures the special flllvour of their friendshi '9, in 

the rough note3 Flauoert also 3ays: 

, ." t d ' lICe ne sont pas preClsemen es imbeciles. lIs ont beaucoup de 
sentiQents et d'embr~oosd'idees qu'~ls ont du mal a exprimer. L ... J Leur grotesque est surtout dans leurs discours et leurs 
rayons plus que d:lns leurs idees." (318) 

Pecuchet is given a moment of pantheistic understanding of the 

universe, whereby, r~ther like Felicite, he understands matters on his 

own level, quite without rationalization, 

"lfatmosphere etait lourde; et Pecuchet, dans une sorte dfabrutissa
ment, revait aux existences innombrables eparses autour de lui; aux 
insectes qui bourdonnaient,aux sources cachees sous Ie gazon, a la 
seve des plantes, aux oiseaux dans leurs nids, au vent, aux nuages, 
a toute la nature, sans chercher a decouvrir ses mysteres, seduit 
par sa force, perdu dans sa ~andeur."(319) 

Simple reverie ~ains superiority over intellectual comprehension. Bouvard, . 
too, is given his own snecial moment, as he walks home wi th r~me Bordin 

after the play reading: 

"D'abord ils marcherent Ie long des quenouilles, sans parler. II 
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etait enoore emu de sa declamation, et elle eprouvait au fond de 
l'ame oomme une surprise; un oharQe qui ven~it de la litterature. 
L'art, en de oertaines oocasions, ebranle les esvrits medioores, 

A I , , -. 

et des mondes peuvent etre reveles par ses interpretes les plus 
lourds." (320) 

11hat was seen as a peouliar "9henomenon in the man ~iho works the telegraph 

in Par les Champs et par les Graves (32'1), seems now to be the essential 

privilege of the inartioulate artist. And though what Flaubert is doing 

with stupidity in Bouvard et Peouohet oannot be simply defined, it should 

now at least be olear that we o':mld not possibly aooept Bardeohe' s reoent 

assessment of what Flaubert is saying about intelligenoe in the novel. 

Bardeohe desori bes BourGet's viel'1', that it deals ';li"h the derisory impaot 

of thought on imbeoiles who think that th:::;y are Uinstruits" as: Ua brilliant 

and profound inter-oretation" (32:). From th8 rav:::'f?es aooomplished by scienoe 

on t1\,O beings whom nothing has prepared to re.ceive the formidable sholler 

of all no'" ideas, he pra5 ses Flaubert for deoryin;- our modern sin of 

inunda t inrr minds of all orders ~.;i th books and neiispapers: 

"avons-nous bien oalcule l'ebranlement uroduit dans les ames par 
cetta exe.~ration de jour en jour ;llus foroenea de la vie 
con 3ciente'T" (323) 

This retu!n to the old idea, of Emma Bovc1ry as one iihose troubles are oaused 

b;)T "too ;:mch education", :illustrates the confusion caused by Flaubert's 

oomplicated modal stance of an irony "which malces madnass more mad"(324), 

for his intended :mbtitle, !lDu C'i.efaut de methode dans les soienoes"(325), 

has clearly caused critical havoc(326). But it seems to ille that the poss-

ibili ty, vThioh He have been outlining in this section, of assessing his 

presentation of the intelleotu"3.1 attitude a!l.d of linguistio facility in 

terms of his overall value system, in fact offers a ~fay of beginning to 

sort out the ironic chaos. 
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(iii) Aesthetically. exemplary characters. 

a) The status of reality 

In our discussion of what Sartre means by the aesthetic or imaginary 

attitude we saw that it essentially involves the adoption of a different 

mode of consciousness lfhereby the real is derealized, that is experienced 

as if it were imaginary(327). Those characters whose relationship to 

reality is pathological therefore potentially have inst~nt access to the 

aesthetic realm, and our evaluation of the status of reality in Flaubert's 

w'ork will reveal another area in which sunposedly pathological c!1aracters, 

(ranging fron neuroti.:: to nec'r psychotic), become pri vileg-ed. As 'Ire saw' 

there is anY"'ray c'" problem for Sartre of evaluating the 12esthetic attitude) 

uhich seer:1S to be a!1. unheal thy preference for a !l~'.:'ticular way of life, 

yet a norf'lal ... ~ny of c:t-periencin; a ;'lOrk of art(328). 3trictly s,ea.1dns, 

" 
of course, Sc:.rtre' s ,,·my out is ah;~',ys to r3fuse to eV'JL:.a te a i~eur03is, 

J 

and lookint:; at ?laubert' s behaviour in Egypt l·re fO"J!1.d :;. sood Jxa:nple of the 

two possible attitudes that ::li"~lt be taker.. \·rhile l·:2.:d:::e du C'r:rp describes 

Flaubert n:J bein,,,;, :ier~lltn9ntl:r in a daze and tlnot r.ui ~e t~ere", Clnd Flaubert 

describes hi:] O1m state of Elind as jth:J.t of som.Jon9 ;;ho ~la.; cO",s :.antly had. 

too mUC~l to drink, for the former / this is ne,r-a.tive but for the b.tter it 

is clearly ~omethin~ positive, and it was here th~t ~e located the first 

conscious enjoyment of this :'bility to ex~erience life as a dream(329). 

In Flaub.art' s 1-lork it seems :oossible to trace ::, devaluation :.Jf 

objective reality, for values are directed so that neuroticis~ almost 

becomes an indicator of value. Certainly if it can be suggested that 

something is wrong ifi th reality neuroticism will have to be assessed in 

a different way. Though complete stillness and silence could be seen as 
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rather'morbid features of personality we have seen that they are presented 

as aesthetically desirable. Similarly other dangerous synptons of hebetud~, 

avid contemplation or a more passive attitude of docile ~erce~tion uhereby 

'thought becomes strange to itself, are aesthetically important because the~ 

seek to preserve the opaqueness a,nd strangeness of the object, and this 

appears to be the ideal relationship, .based on contemplation, that Flaubert 

would establish betlieen reader and work of Ii terature{ 330). Ite therefore 

find that the many autistio poses and "stupid" stares of the central 

characters of the early works, (such as Djalioh, Julietta, Smarh.and 

Saint Antoine), turn through a characteristic tlabahissement" to ae3thetic 

amazement, and so into a fully developed and ultimately self-conscious 

aesthetic ·'tti t'.lde. Ros-er Huss su~gests thJ.t the frequent use of the 'l;"ord 

IIstupide" in the eJ.rly works'bonveys above all an absence of reaction, a 

refusal or ine.bility to sympa.tiise"(33l). 'l'he deliberate cr nO!l-deliberate 

p:-eservation of opo.queness lihich ?laubcrt seeks :'n an aesthetic context 

therefore develoos naturally out of this. In GiQCo~o's experience of realit. 

as "une fant:lsr.1a:,orie dont il ne conprenni t pas l' ~"ligr:1e" (332), and :':azza' s 

of the people in the streets as tlombres chinoi3eo"(333), reality is already 

:?!'ezonted as so~ethin·~ o~ a ;snectacle". i3y ;.,}moire::; d 'U:'l Fo'..! :he narrator 

is beginninG to enjoy his"h~b~tement stupide" (334), end in :~ovembre 

"-oeance" is accompanied by astonishment rather than unease(335). With Henry 

in the first ~ducation sentimentale we find both kinds of tlhebetement", a 

dullness and stupidity caused by the stranseness of his neli' sUl~roundings, 

which is depressing and emphasiz es his loneliness: 

"les yeux tout grands ouverts, il cont9~pl~it d'un air stupide les 
qUQ.tre pieds de ouivre d tune vieille commode en acajou )l3.quES qui se 
trouvai t 180" (336) , 

"il entrait dans un caf& et restait una haure entiere a lire la 
mama· ligne d'un' jQurnal." (337) 

and a stupified "enivrement" and "avidi te" of amazed contem~la.tion in his 
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affair with I:Ime Renaud, 'ihich nOli characterizes enjoyment and yet shares 

remnrkably similar qualities •. - "dans l'enivrement d'eux-mames £: .. 2Ils se· 

regardaient, avides et stupefaits"(338). 

Our brief analysis of Emma Bovary in the last section suggested that 

she had Ii ttle aesthetic awareness, and 1 .. as in that senS03 a foil for the 

more privileged values of Charles and Justin(339). The evaluatio~ of Emma 

as a character therefore raises an interesting problem. It seems to me 

that her dissatisfaction with reality ~ presented as a positive moral 

value, and this being an important theme of the novel she therefore does 

ener:.:e as a :Jriviler;ed character. ]3ut though a reversal of the status of 

the real and tie imaginary does take ple.ce through Emme., she is never 

allowed to turn this into the aesthetic attitude. Flcubert lends his 

aeotietic SlXPPO::-t to Emma' 3 vlOrld-vi8w, (that there is somethin-:r '\·:rong" 

vlith reality), but refuses to n1101-1 her t~e artist's vlay out. Her exnerien.:::e 

therefore rel1::.ins negative, and unlike F:>ederic, .. rho xiII be discussed 

belm.,(340), she is not "saved". 

Th~ only ',m.y to evaluate Smma's exnerience is Obviously ~~rough tha 

novel itself, for that I~laubert might have shared ~rJma' s world-vier! will 

not be con3idercd relev·~.n"'.; here. To reiterate my b3.sic ~oint, it is not 

th~t Flaubert thought up a story to convey a uarticular experience, and then 

sDent some five years making ito expression beautiful, but that the two 

dimensions of the experience of reading, the aesthetic and the moral, are 

inseparable, the first creating the second. We must thsrefore inevitably 

pass to the level of aesthetic or~anization. 

The que~tion of Emma's status as heroine of the novel is most apparent 

at the level of the ambivalent n'~rrative attitude to her. Do we sympathize 

'1ri th her very real pli.(7ht, or are we led to either openly laugh at her or 

at least to adopt a critical stance to .. ,rards her foolish "rotl:mtio" aspirat

ions, her selfish concern with herself and her constant histrionio self-
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dramatization? The oase might be argued either way, for her pre3entation 

is certainly ambiguous. For a large part of the novel we are obliged to 

share her viewpoint on the world and the events of her life, to some 

extent t~ live through the reasons for her unhappiness and to participate 

in her depression - at other points she is suddenly withdrawn from the 

foreground and her role as privileged consciousness, the changing viewpoint 

technique turning her into an object and introducing an ironic, critical 

dimension. This ambivalent preseritation is even carried into the prasent-

ation of her thoughts by the use of the "style indirect libre", for while 

we h3.ve seen th,~,t this can be used to aid our understanding of Emma r s 

feelings(34l), it remains, in its mimetic potential, a way of introducing 

a note of irony, .,-hieh prevents us fro!:l becoT1ing completely and uncri ticall;y 

immersed in her consciousness. 

But I feel -:;hat it is pos:,ible to !:love beyo:J.d the tension betw'een 

sympathy ,dth her vieivpoint, (just sharing her experience, hence inevitable 

sympathy), and overall ironic treatment of her silliness. For there is a 

tendency to\mrds -3. ~ore fundamental (even intellectual, if the word ·..rere 

not mislea.ding in our context) sympathy, which goas beyond superficial 

s;,r:npa,thy or criticiSM, constit~J~ins a. moral "mi:?ss::.~e" of sorts, or at 

least a moral aX:Jerience. If Emma is dissatisfied l1ith her life and with 

r<3ality, it is realit;y 'Ihich is blamed, not 3mma •. ;ritten into her story 

is the su~gestion that although her hopes and dreams seem almost inevitably 

to ~-ri thp,r into lies and disappointments, this i3 only marsinally a critique 

of Emma, for it impl ies rather that there is so:nethins fund3.mentally ~;rong 

,'lith reality. In other words, despite her silliness her metaphY:3ical unease 

is taken seriously, for she is the only character to feel it, except perhaps 
, ~ 

for the "perruquier" at Tostes 'l-lhom she .. ,atches through the windoll at the '. 
I 
I!· 

height of her depression: 

"Lui aussi, Ie perruquier, il se lamentait de sa vocation arretee, de 
son avenir perdu, et, revant q.uelque boutique dans une ,~rande ville, 

I ~ 
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comme a Rouen, par exemple, sur Ie port, pres du theatre, il restait 
toute la journ~e A se promener en long, depuis la mairie jusqu'a 
l'eglise, sombre, et attendant la clientele. It (342) 

It is not just that her convent education has given her aspirations 

above her status in life, or that she has read too many novels and as a 

consequence expeots too much from life and love. Nor is she just the victim 

of mediocre surroundings or of a stifling bourgeois society, for if 

Flaubert paints a fiercely satirical portrait of the inhabitants of 

Yonville, Emma's short-lived flights into spirituality are underlined as 

somewhat suspeot(343). It is Emma's own mistake to blame the immediate 

ciroumstanoes of her life, to think it is the boring farm-life, then Tostes 

and her marriage to Charles, then Yonville that are holding her baok. By 

plaoing Emma in different settings Flaubert hamners home the lesson that 

the environment makes no difference, that all real experienoe is equally 

sterile. Emma herself only grasps this idea that it is life itself which 

is at fault, and not just her situation, as she sits on a bench outside 

her old oonvent at Rouen, towards the end of her story. Reliving the out-

standing moments of her past, Leon, whom she has just left, suddenly aeems 

as distant as all the other menl 

"- Je l'aime pourtantl se disait-elle. 
N'importe! elle n'etait pas heureuse, ne l'avait jamais eta. D'Oll 
venait dono cette insuffisance de la vie, cette pourriture instan
t;~e des choses ou elle s' appuyai t? •• Mais, s' 11 y avai t quelque 
part un etre fort et beau, une nature valeureuse, pleine a la fois 
d'exaltation et de raffinements, un cmurde poete sous une forme 
d'ange, lyre aux oordes d'airain, sonnant vers Ie ciel des ep1th
alames elegiaques, pourquoi, par hasard, ne Ie trouvera1t-e1le pas? 
Ohl quelle impossibilitel Rien, d'ailleurs, ne valait la peine d'une 
recherohe; tout mentaitl Chaque sourire oachait un batl1ement d'ennui, 
ohaque joie une malediotion, tout plaisir son degout, et les meill
eurs baisers ne vous laissent sur la levre ou'une irrealisable envie 
d'une volupte plus haute."(344) -

This is also, of course, a splendid example of' "style indirect libre", 

introduoing the possibility that Emma's view of reality is shared by· the 

narration. The old definitions of "bovarysme" as deluding ourselves as to 

what we are and as to life's potential(345), would surely be better 
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defined as 'knowing life I s potential and refusing to be satisfied with it". 

Dreams and antioipation are presented as having ~ value than real 

experienoe. Thinking of Paris, for example: 

"C'~tait une existenoe au-dessus des autres, entre oiel et terre, dans 
les·orages, quelque ohose de sublime. Quant au reste du monde, il 
etait perdu, sans plaoe preoise et oomme n'existant pas."(346) 

It is only the faraway imaginary existenoe whioh seems real; the nearer 

things are, the more quiokly they wither into nothingness. This reversal' 

of the normal plaoe of the real and the imaginary is oarried into the 

relationship with Leon, where reality emerges as inferior. Even in the earl~. 

days of their unrevealed love at Yonville, we learn that Emma prefers the 

imaee and thought of Leon to his aotuality: 

"Elle etait amoureU3e de Leon, et elle reonerchait la solitude, afin 
de pouvoir plus a lIaise se deleoter en son ima~e. La vue de sa 
personne troublait la volupte de oette meditation. Emma oal~itait 
au bruit de ses pas, puis, In sa presence, l'e30tion tornbait, et il 
ne lui restait ensuite qu'un immense etonnement qui se finissait en 
tristesse." (347) 

But this preferenoe for irreali ty, this voluptuous lin.<:;ering over an image, ' 

is neve~ ~ade positive for Emma, for it oannot yet hold off undermining by 

a return to reality. 

Just as it is Flaubert's skilful juxtapositions whioh build up the 

unrelentin~ ironies of Emma's existence - she burns her weddins bouquet, 

in the very next line we learn that she is ~regnant; she lonRs for a son, 

the baby is born in the next paragraph and is a ?,irl, (and note that it is 

Charles who is made to announce this) - so Flaubert re3erves his lyrioism 

for Emma's dreams and rare moments of extreme pleasure, where there is an 

identity between her state of mind and her surroundin~3, lending all the 

lyrioal descriptive support that we have already examined(348), as in the 

well-known forest scene, or with the stillness and silence of the three-day; 
j 

Ithoneymoon'~ with Leon. 

:By using "styleindireot libre" for the presentation of Emma's dreams: 

and reveries, Flaubert lends them an immediate air of objective reality. 



232 

This is ba~ked up by his manipulation of tenses. Through the use o£ 

imperfect tenses to convey Emma's thoughts through "style indirect libre", 

the imaginary events of her dreams become confused with the, imperfect 

tense descriptions of real events rrhich ue have already examined(349). 

I was delighted that two or three students, in a discussion of this, claim-

ed that they had mistakenly taken the major drerun passage for narrative, 

and had been"fooled" for several lines. This excellent example occurs where 

Charles and Emma lie beside each other in bed, each dreaming different 

dreams of the future. While Charles' dreams of Berthe'growing up into a 

seoond Smma are described in the conditional tense - "elle porterait, 

comme elle ~ ••• -1 de grands chapeaux de paillel ~ ••• -1 elle lui broderait 

des pantoufles"(350) - Emma's more fantastic drea~s are both introduced, 

"elle se reveillait en d'cl.Utres raves", and then iescribed,in the iaperfect: 

"Au 7':;lO:.C) de qU!l.tre chevaux.J,. elle etai t e:l]o::.'tee de'9uis hui t jours 
vers un po.y;:; nouveau L ... J lIs allc.ient, ils allaient, les braa 
enl~cco::;, sans parler. Souvent, du haut d 'une montaB'l1e, ils a?ercev
~ie~l-: tout a coup auelque cite splendide avec des domes, des ponts, 
~e3 nc.vires, den farets de citranniers et des cat~edrales de marbre 
bl9.nc, dont 1'3::! clochers aigus por-t:.dent des nids de ciso~es. On 
mp.rchai t au uas a cause des ?'r,:nds dalles, et il y avai t 'J3r terre ...... , 
den bOll:",lets de fleu::,s Que voua offraient d.es fern;:es h~bi1lees en 
corse .. ":: rou';9 ' ••• -, ~t 'puis ils arriv:!iei.'1t, un soir, dans un vi11n.,.::-e L. ~, J 

de pecheurs, ou des filets bruns s\3ch3.i~nt e.U vent, Ie lo~!S de 1a 
falaise at des cabanes."(351) 

It is above 2.11 the extraordi::'lary detail of thi'3 '.JVOc3.tj.on of xhat is 

supposed. to be onlj' 3, re,a;ular ni:",:htl;'.~ drea:-:l,(kept ~p for nearly a paGS) , 

which ~ives it its peculiarly real status. As Genette ob3erves, these dream 

passages ar-e conveyed with the same conviction that a film sequence of a 

dream invariably pasesses, since short of introducing the sequence by a 

device such as a sudden '\raviness" of the screen or a ri?ple of ruusic, there 

is no ~;3,y of siving a filmed drea~. or fantasy ~,n inferior status(352). The 

fact that Fb.ubed tends not to do this is perhaps another i!ldicatio!l of 

his'modernity", ~nd Ricardou, refusing 1it3rature/reality hierarchies, 

would doubtless say that any 'lritton dream description must emer~e in this 

e 

,-
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way. But what is so strange is t~at subjective visions, by tense and degree 

of detail, are frequently given a ~ objective status. 

It is because Flaubert so clearly lends Emm~ his aesthetic support, 

that I feel it trivializes the novel as a ~hole to present her as a partic-

ular case of delusion, ("a case-history of frustration" (353) ), of a woman 

'''ho has read too much and comes to a bad end, however much such critics 

may admire the way the novel is written. Percy Lubbock claims that there 

is not enough in Emma to make her the main character in a drama, and teat 

all the interest lies in the way Flaubert presents a simple case, that 

';-[hile the "fact" of Emma is ent:'rely serio"..ls her value is r:ui te a different 

matter, that Flaubert ah"ays knO'l .... s her to b'3 worthless(354). :'le are back 

to Henry Ja~es here(355), whereas for me the choice of a medioore vehicle 

in E':lma is obviously a positive quality. Flaubert's ... ager is 'P:!'ecisel~T the 

choice of n. rather silly Wor:l·".n a3 the mouth~iece for a 3eriou3 ~;orld-viei-;, 

and this is ..... hat gives the actual story-level of Z':adame 30vary its interest. 

The theme of lost illusions ~nd dissatisfaction wit~ the world is com=on 

enou,3'h in literature, but what is so dL fe::-e:'lt here is t:1at the heroine '3 

sufferin,~ and sense of aloneness is not at all cO;;'lpensated for iIi th super-

iori ty - COr:l!Jare Julien 30rel, :1:) much a st:-an'""er tr) his environ=ent and 
I 

even to his century, yet so intelli;-"ent, so talented, so much e.:1 exception-I 

al bei~s. It is not just a case of choosing a heroine from a lo~er class 

than usual, but of pic:dng a woman \'Tho is not only not especially intelli:s-

ent but who is actually silly :md sho,·m as such, an:i than of raising her 

to proble~atic existence and allowing her to carry one branch of the moral 

weight of the novel(356). 

Turning to L'~ducation sentimentale ~:e find that Frederic'3 maladjust-

ment to reality is both more extreme and more positive, and I would like 

to suggest that it is presented as creative. It is not that Frederic 
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prefers the thought of I.ine Arnou..x to her reality, for throu!}h her presence 

as well he is able to create and sustain an imaginary relationship. This 

is evident in the first view of' her: "Ce fut comme une apparition"(351). 

~we Arnoux is real but Frederic perceives her as if she were an image, that 

is in the aesthetic attitude. In the first chapter we looked at Sartre's 

claim that for the construction of an image always to be possible, 

consciousness must possess the possibility of positing an hypothesis of 

unreality, ~st be able to escape from the world by its ver,y nature(358). 

I would suggest therefore that like Sartre's actor who feels "irreally", 

who sacrifices himself so that' an appearance can exist, who acts as a 

support for non-being(359), Frederic chooses to exist in a permanently 

derealized state so as to 1'!l~int'"?in r!.me Arnoux as an ima!~e. His whole 

relationship is therefore defined by his initial aesthetic perception. 

Flaubert describes him as immediately seized with something more than the 

desire for physical possession: "une envie Dlus 1)rofonde t: ... J une 

curiosite douloureuse aui n'avait pas de limiteslt (300). Frederic seems 

to enter into a sort of infinite ecstasy of conte~plation embracin~ 

ever:Tthin.c.:' .:l<'lsooiated with Mme Arnoux. Flaubert' s prized quality of a:naze-

ment before the work of art is so evident in Frederic's perceptions, that 

it o.ctuc.lly t:lrns ~;:me ArnoW': 0.nd her belon~in.c,'s into opaque " .... arks of a.rt": 

. d' 't ," , "II consJ. er~J. son panJ.er a. ouvr~.!:,;e avec ebahissernent, com:ne une 
chose extraordinaire." (361) 

"II ne -parln.i t guere -pendant cas din?rs; il la contemulai t. £: ... J 
son -pei.c.:ne, ses ;,:-ants, ses bag'Ues etaient nour lui des oho3es 
narticulieres, im-oortantes comma des ceuvres d t art. n (62) 

We have already seen that a chanc~ meetin.~ in the 3treet with ;.ime Arnoux 

has all the qu"'..li ties of an amazing adventure (363), and when she happens 

to corne to his Olm house, it is "un evenernent extraordinaire, ~resoue une 

bonne fortune"(364). 

The power of the ima~ination over reality is evident in Frederic's 

reveries with their clear tendency to hallucination: "Et sa reverie devint 

I 
I 

Ii 
II 
I 
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tel1ement profonde, qu'il eut une sorte d'hallucination"(365). But while, 

thinking of suicide, Frederic has a morbid hallucination of his body 

floating in the river(366), and before the duel, of his mother in mourning 

(367), this tendency is usually more positive. Flaubert invariably lends 

,these visions the same aesthetic support as Emma's: through tense and 

degree,of detail they are 'presented as real (368). In the following 

_two examples, the way he delays the "sans doute" -is particularly - . 

striking: 

"La diligenoe roul~, et, enveloppee dans Ie chale sans doute, elle 
appuyait oontre Ie drap du coupe sa belle tete endormie."(369J 

"Elle etait en ohe~in de fer, sans doute, Ie visage au carreau du 
wagon ~ ••• -1 Puis 11 la voyait dans Q~e ohambre d'auberge, avec 
des malles par terr~, un papier de tenture en larnbeaux, In ~orte 
aui tremblait au vent."(370) 

The final detail is a fine example of Genette's point about the foreground

ing of insignifioant details(311), whioh is perhaps even more im~ortant if 

it is suoh a common feature of imaginary sequences a,s well. During the 

first river journey Flaubert at one stage lends objeotive reali:y in an 

even more stRrtling way. As the boat glides along Frederio's dream is 

oonveyed in "style indirect libre": 

"Quel bonheur de monter oote a oote, Ie bras autour de sa taille, 
pendant que sa robe balayerait les feuilles j~unies, en eooutant 
sa voix, so us Ie rayonnement de ses yeuxl"(372) 

Apart from the relevanoe of this dream to the aotual nature of the relation-I 

ship, (especially the afternoons at Auteuil), as the boat passes a chateau: 

"1 oe moment, une jeune dame et un jeune homme se montrerent sur Ie 
perron, entre les caisses d'orangers. Puis tout disparut."(373) 

:'Thile the effeot of this, (given the sudden appearanoe and dio:'..ppear::!.noe), 

is rat!ler that of an halluoin3.tion, Frederic's intenne -;ish is aotually 

transposed into a narrative fact. 

~fuen Frederic hears about his inheritanoe he sees himself, "Avec la 

nettete d 'une halluoination'·, delivering a present to ~~e Arnowr:: 

"tandis qu'a la porte stationnerait son tilbury, non, un OOUDe 'Dlu"totJl 
un coupe noir,avec un domestique et:l livree brune."(374) - - I 
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He is olearly''working'' on the details here, and later in the sarne episode 

he is oompared to an architect in. his mental arrangement of his life(375). 

lfhen he does the National Guard duty with Arnoux, and imagines Arnoux dead 

and himself living with f:1rne Arnoux: 

"II s'arratait mame a des oalculs de mena~, des dispositions 
domestiques, contemplant, palpant dejA s·on bonheur" (316), 

and here we are told that he "s'etendit sur oette idee, oomme un dramaturge 

gUi compose"(377). In this sense the contemplation cannot be seen as passive! 

but the prioe for this creativity seems to be the reality of the rest of 

the world and of Frederic himself. In the first exarnple above his oontemn-

lation is so profound "que les nbjets exterieurs avaient disparu"(378), and 

in the second: 

ttdans Ill. fureur de sa reverie, Ie reste du monde s'effa9Rit; et il 
n'avait conscience de lUi-meme que nar un intolerable serrement a 
la poitrine."(379) 

One recalls Flaubert's distinction between the different relationships to 

re~lity of the artistic ~nd psychotic hallucinations(380), (in the f~rst 

the real world disanpenrs), and Sartre's constant emphasis on the vicious 

circle of irr~alities into which the artist must necessarily enter(38l). 

Frederic is never nronsrly integrated into the events around him, (as in 

his awareness of the s3,ckin"" of the Pal,:is RO:T~l ?,s '1 1t!"")ectacle"(382», 

and another version of his potential loss of reality, (Frederic is not 

susceptible to fits or faintings like so many other Flaubertian oharacters), 

ooours during his extreme depression after his"rejection" by Mme Arnoux at 

Creil, where he "se laissa pousser" into the raih-ray carrias:e, and promptly 

falls asleen(383). In fact an original description of Leon's attitude-to 

Emma acts as an exoellent o'omment upon Fr'd'ric's t<i Mme ArnOWCI 

"1 force de se renouveler, son emotion donc s'affaiblit ou elle 
s'irn!!lobilisa plutot. Madame Bovar~r devint 1Jour sa pensee une aven
wrt" permanente.Co. J Les autres objets du monde flottaient confondus 
oomme des brurnes matinales dans un soleil levant, et sa ~ropre 
consoienoe meme semblait l'abandonner, tent elle se nenchait tout 
enti'ere, en dehors de lui, sur oette oontemplation." (384), 
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displaying all the features of derealization inherent in aesthetio 

contemp~ation. 

One might recall that Henry, at one stage of his love for Mme ~t~uud 

wished that 

• A " I." "toute sa V1e, en un mot, eut ete oomme une melod1e secrete et 
particuliere qu'il eut composee avec ses mains"(385), 

for this is also a rather specific reminder of Swann's"imaginar-yltlove for 

Odette, in Un Amour de Swann, whioh establishes him only as a "near-miss" 

as an artist figure,in that he finally writes it ~ff as so muoh wasted 

effort(.386). But in his fin~l meeting with Mme Arnoux"Frederic "'Jrecisely 

underlines the ima.~inary nature of their relationshi!), in claiming that 

"Cette imap:-e-l;. effapai t toutes les D.utres", and that UJe n'i!:laginais rien 

au dela lt (387). It is in this sense that, as alrea.dy nentioned in the last 

cha.pter's discussion of the way they '~ee thewselves lien representation" 

(388), I cannot agree ~Ti th Jonathan Cu1l3r that the .,-ray they turn their 

"~ff~ir" into a g-reat literary event in this -penultim:lte chaClter is "an 

arbi tr:"!.ry con:"erral of meaninc:;"on the past. (389) For all the self-conscious-

l~r a.esthetic Qualities of this !'1eetinry, the use of t::te future anterior, the 

"Ils se raconterent leurs anciens jours", r,;me Arnoux's "il :ne semble que 

VOUfl etes la, ouand .ie lis des -ryD.ssat;es d' amou:- d3.~s les livres" (390), are 

present throuq;-hout their relationship, and nO'lrhere more evidentl~r than in 

the description of the iterated meetin~s at Auteutl, the nearest they come 

to Do consu.llmation of their love, in which the ver;.! 2'enuine ecstasy emerges 

through ritual and renetition. 

The mood of these meetinas is established by the conventio~ that, 

al thou,~h they could not possibly be sur"Orised by um~elcome visitors, they 

will not belong to ea.ch other(391). Their oonversations revolve aroQ~d the 

ye:lrs of their acquaintance: 

nIl lui r;'.n"nl~.it d'in~i;'2:'1ifiant:..· "1.Gt::-dls,::' CJ"l~.1'':::" do 3a robe a. 
, -. II. 

telle e90Que, quelle personna un Jour eta1t surven~e, co ~u'elle 
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avait dit une autre fois; et elle repondait tout e~erveillee I 
-Oui, je me ra~pellel 
Leurs gouts, leurs jugements etaient les memes. Souvent calui des 
deux qui ecoutait l'autre s'ecriait: 
- !·:oi aussi J 
Et l'autre a son tour renrenait: 
-Moi aussiJ"(392) 

Remembering, sharing tastes, eohoing each other ist~ned into an enjoyable 

ritual, with aooompanying .ritualistio elaboration: 

"~Pourquoi Ie' ciel ne) 'a-t-il pas voulul Si nous nous etions 
renoontresl ••• 
--Ahl si·j'avais ete plus jeunel sou~irait-elle. 
-Noni moi un peu plus vieux. 
Et ils s'imaginaient une vie exolusivement amoureuse"(393). 

This sort of thing ha~pens eaoh time; the encounters always follow a 

controlled pattern. To increas3 the ritualistic as~ect they exchan.~ ~ifts 
. 

a~d ~ive each other special names. Finally they cut out the sur~rise elemen1 

in the timin,<:; of his visit3~ she can n01"1' .7'0 ,;.n~ lleet hi~ each ti~e at the 

same s~ot; ::,.r.d throu'!hout the ,·;hole ,.,eriod she alw."'.ys ~i33.rS t:-:e ",:'me d-ress 

(394). In this ecstasy of re~etition: 

"Ie chQr::lo de so. :,ersonne lui tl'oubla:t Ie CCBur n~'.l3 ~'.l~ les sense 
C'etait une beatitude indefinie, un tel e~ivrem9nt, ou'il en oubliait 
,jUSCIU'~, la. nossibili te d' U"l bonheur absolu." (39-.) 

But the piauancy of the game really cones from the underlyin~ sexual 

"trouble": "Par l'exercice d'un tel menson,!s, leur sensibi1ite s'exas,!)era." 

(396 ). The "trouble" is in fact tr:;nsfe~t'ed to nature: "lIs joui?saient 

delicieusement de la senteur des feuilles hunides"(397), and at the sli~ht-

est sound they are terrified as if they had been .~il t~,( 398). E."le Arno~~ 

on each occasion accuses herself of being a "ooquette", and. begs ?rederio 

not to oome any more; he, each time, "reuetait les memes serments, - qu'ell 

ecout,'lj. t chaque fois avec plaisir" (399). 

It is important, I think, to see t!1'lt this love is not consumnated 

not beoause they oonceive of it as a literary Platonic love, or simply 

because Frederic is to weak to act, but because altho~h the attraotion 

is physioal and sexual, it is derealized in the aesthetio attitude. The 
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oonstant danger is part of the game, and it is l·:me Arnoux who deliberately 

introduoes it into the final meeting, with the way she reveals that she 

had been hidin~ when ~ederic had called with the money: 

"Alors, d'une voix tremblante, et avec de lon~ intervalles entre 
les mots: 
-J'avais peurJ Oui ••• peur de vous ••• de moi! 
Cette revelation lui donna comme un saisissement de volupte. Son 
cCBurbattit a grands coups."(400) 

The delicate balance is so nearly destroyed at the last meeting that MIlle 

Arnoux's closing 

"Elle Ie contemnlait, tout emerveillee. 
- CO:!l;:!e vous etes delicn.t J II n 'y a que vous! II n 'y a que vousJ" (401: 

does finall;r ring a little insincere. It is time for the ~me to sto,?, 

and as the image of Nme Arnoux is abolished with the same magioal stroke 

l"rith Hhich it n.nueared - "Et ce fut tout"(A02) - it is the whole aesthetic 

episode 'i'hich is calmly ~ealed off, and ,-,hich can therefore be discussed 

in a di:'i"erent .. .,ay in the last ch""pter at' t:!le novel (403). 

b) Reverie 

He h'lve nl:::-e'1::i:,' eXel.mined. the well-)mo~m Quot:-tion in which Fl~ubert 

claims that the hiGhest, if most difficult, aim of art should be to "f~ire 
I 

rever" (404). r.:asterpieces should be lIbete~', th3Y should have serene surface!: 

hidin~ infinite depths, and the stunidity/reverie connection clearly 

depend3 upon the nuality of o~a~ueness. Reverie tends to start from materia] 

stimuli, not, as Poulet claims, because this is t~e o~ly sort of reverie 

that can be kept under control(405), but because of the ideal dense opaque-

ness of objects. Jonathan Culler defines reverie as 

"t~e result of contemplatin~ the object under another ~s~ect, denying 
or failing to reach the purpose which would integrate it. Treating 
~otentially purnosive objects as mere m~terial sti~uli, reverie 
rejects understanding and seeks stuuidity."(406) 
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In the realm of events and lan,~age, incomprehension is undoubtedly the 

~rivileged access to reverie, and it is because reverie is aesthetioally 

desirable, as Culler himself explains(407), that I find the final turn of 

his Uses of Uncertainty thesis strangely illogi?al, my disa~eement with 

this argument oentering on his final analysis of Salammbo. 

Cullerts overall thesis is that F1aubert t s novels must be read as 

a ohallenge to the easy construction of meaning, that in demoralizing his 

readers by making them read his works as autonomous verbal objeots, he 

will eventually lead them to try to fill this "absence" with a "fully self-

conscious und8rstandi!l-';": 

"In place of the novel as mimesis ve have the novel as struoture 
playinc- ,\-1i th different modes of ordering, and enabling the reader to 
und~rstn.nd how he makes sense of t:-.e world." (,108) 

jhen the reader is forced to see how the text resists his ~ttec~ts to 

make sense of :t, he i'rill be led into c "'u9stionin.<"'" of the self and of 

ordinary social modes of understa!lding; his sense of the oomJrehensible 

and the incomnrehensible wi 11 be sharpen0d. NO:'T Salar:l-::bo is seen as a 

perfect alle.!'!;ory for this tlrocess of re.3.di!lg, for the :ormal desire for 

connection and :neaning, for Culler claims th3.t the ~haracters are eng.:;p;ed 

in a desnerate attemnt to understa.nd their relp~tionship to t!1eir situation, 

recormizing strangeness but trying to overcome it. Their beidlderUlent is 

a metaphor for that of the re~der, since for characters and readers alike, 

difference and stran.'!eness are a .~ap to be bridged by self-consoious 

interpretation: 

"The strange, the formal, the fictional, must be reouperated or 
naturalized, brought within our ken, if we do not want to remain 
~aping before monumental inscriptions. tt (409) 

The wordin~ of this remark is particularly fortunate for it seems to me 

that to le~va his readers "ga~ing before monumental inscriptions" would 

have been Flaubertts idea of ~erfect succe3S. It therefore sums up the 

strands of my disagreement with Cullerts overall argument. In the first 
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'plaoe his oontention that the novel as "genre" is to do with the interpret-

ation of experienoe or the attempt to make sense of the world seems to me 

unproven, and I would not agree that a novel which frustrates our normal 

reading prooedures would neoessarily lead to a questioning of sooial modes 

of understanding. I would have thought it more likely to inorease qur 

litera;y sophistication, to make us more able to cope with novels with an 

even more ~ophisticated form. Bu~ more important.> it seems to me especially 

str2nge to attribute such didactic aims to Flaubert, who seems rather far 

from carin~ about any sort of "self-consoious und3l'st.-"n:iing". I>':y own 

arr:um~mt has been to point out t!':e co~c:istenc;! ld th l·rhic!: h'3 ~ceks to 

nre3eI"'.~e the difference and stranS3ne!?:s ':Jr literature. 
) 

Eut a. r.:o1'e ~trai·~~tfor\u'-'rd disa6'reement is with t~e actual reading 

of S3.la.mmbo, and it seems to me desirable to actually reverse Culler IS 

ar:~umer.t. For lvhile he sees the oharaoters as doing Ii ttle other than 

attem~t to ~ive meaning to their exnerienoe, I would say that they are 

~ore or less deliberately not tryin~ to understand, (usually because they 

vrould be incanable). He have suggested that Fle.ubert uses a tradi tior..al 

illusion, but largely., ,ri th a view to creating an aesthetic eX'Perience (410), 

and the inco:":Cl~ehey:r;ion of chD.::,~cters r.i""'ht be seen as an ideal model for 

the recdar's relationship to the novel. 

For the Hhole nO'lel nositively ~alloys 
.. . 

in an ~t~os~here of rever1e, 

and the !.\eneral bewildorment of oharacters invariabl~- resembles the now 

familiar aesthetic a~azement. T~is attitude de~end~ absolutely upon 

op~queness and not understandin~ of ex~e1'ience and langu~ge, of which the 

repeti tion of lang;'U~,c;'e is very frequently a sign(411). We have seen that 

Flaubert desoribes Salammbo as "un lourd roman" (412) and his heroine 

as lIembetante ~ orever"(413). The Goncourts are disap'Jointed lrith it 

beoause it wears them out, because the monotony of its methods produces 

"une lassitude ou llattention roule et se perd"(414). Yet this is clearly 
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exaotly the desired effeot on the reader, and defines the essential 

atmosphere of the 't:i.l Ius ion',1 • The oharaoters suffer constantly from Ittorpeur" 

and "aocablement": 

"un accablement cui etait plein de delicesu (4l5) 

IIcomme Ie souvenir d'un reve aocablant"(4l6) 

"Ses bras retomberent, et il baissa la tete, aocable par une reverie 
soudaine." (417) 

I have already oommented upon the way in whioh the viewpoint technique is 

used, 'in Salammbo, to inorease rather than to break down strangeness(418), 

espeoially, perhaps, in the presentation of ,?eculiar customs. Thus the 

sacrifice of the ohildren leaves the Barbarians, who ;latch it over the 

wall, "beants d'horreur"(419), and the cruoified lions cause them a 'lIang 

etonnement"(420). The first appearanoe of Salacrmbo at the "festin" estab-

lishes a context of mutual inco~:prehension and hence "ebahisse:nent": 

"Les soldats, sans oomprendre oe eu'elle disait, se tassaient aut our 
d'elle. Ils s'ebahissaient de sa parure; mais elle promena sur eux 
tous '..l'1 long re~ard epouv:-:nte, ,?uis 'J' enfon9an~ 1[;. tete dsns les 
epaule~ en eoartant les br~s, elle reneta ul'..lsieurs fois: 
-Cu'avez-vous faitl ou'avez-vous faitl"(421) 

Sal ['.:1mbo , s II~U' ave~-vou~ f,"".i t l" implies stunned anazement r:?ther 

it : 

: j 
I i 
, 

th~.n a desire to know, and a1 t~OU.~'-: sh9 is described <:!s wishing to penetrate 'I' 

the nenthn of the doa:!:12, of '[1o.ni t, dull inco!"l'!1rehen!;ion do:ninates all 
I 

attempts. 'rhus she leorns Tanit's adventures and na~es, and re:>eats them 

over and over "sc.ns ~u' i 1s eussent pour elle de si71ification distinote" 

(422), the following exchan.:;e wi th Schaha,i:.o"ri/V\ typical of her "lessons": 

"- ::1:11e inspire et ,<s0uverne les amours des hom:Jes. 
, , , .... () -Les S'llours de::; hOi:1mesJ repeta Salami!!b"> en revant." 423 

I~ The effeot of 3alammbo on I:,atho is described as "uno sur~rise '!.nfinie, un 

etourdissement" (4?4), and their hl0 encoun-+;crs are imbued with "beanoe" 

,. . 
and reverl.e: 'I 

"-C'est Ie voile de l~ Deessel 
- Le voile de la Deessel s 'eeria Sab.mmbo." 

C···J 
"i1s resterent beants a se regarder. 
Sans oo~~rendre oe Du'il so11ioitait, une horreur 1a saisit."(425} 
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As Taanach urepares Salal!lmbo for :.:ci tho the a tmosryhere of reverie begins 

to be built up, 

"- Tu ne seras pas plus belle Ie jour de tes noces J 
-Mes nocesJ re'Oeta Salammbo; elle revait, Ie coude appuye sur la 
chaise d'ivoire."(426) 

and it is above all the scene "SOUS la tente" which is marked by a whole 

series of stupified, uncomprehending, incantatory repetitions: 

II II 1a re~ardai t de bas en haut, en 1<1 tenant ainsi entre ses jambes, . 
et il repetait: 
-Comme tu es belleJ comme tu es belleJ"(427) 

"-1 mOins,peut-etre,oue tu ne sois Tanit? 
-Moi, Tanit? se disait Salammbo." (428) 

"Uno lassitude l'accablait; elle ecoutait avec stuneur Ie cri 
intermittent des sentinelles qui se repondaient. II (429) 

"- Je m' en rctourne a Car+,hage. L ... J 
- T' en retourner p, Cnrth!:'.,'!'e Z II bal butiai t, et re':'1etai t, en grinC(ant 
des dents: 
-T'en retourner a Cart~age!"(430) 

The opaoue quality of lanc:uage, so vi tal to this :?n:'Jing incom;'lrohension, 

"~iv: ~ivanl Tammouz, Eloul, Tisch=i, Scheb~r!"(431) 

.. ,," . T - t.' 1~ m01, aann,~:1, ,.roum, Ri,a, r.;icipsn, Schaoul." (.132), 

i'Thich can only be seen, (like the textual repetitions), as an incitenent 

to reverie in the render(433). -',hile all this is put to very erotic use in 

th0 "Sous la tento" chapter, which for this reason does not need specific 

sexual reference(434), the idea of a literature based on this erotic pleas-

1 
I 

I 

i' : 
I 

i J

' 

I ' 
I 

ure of reverie is a sui table candid-',te for Ro19.nd Barthes' !' jouissance du !~ 

texte" (435), already so close to ~laubert IS o"m ideal of "des ,;)hrases qUi 

me font pamer"(436). 
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0) Repetition 

It is because the betise/reverie connection degends u90n the quality 

of opaqueness, th1'1t Charles, 1'1i th his sense of the opaqueness of language 

and situations, might be seen as an exemplary character. Repetition, we I, 

have seen, is generally a sign of not understandin.g~ and Charles, Felicite, 

and Bouvard and Pecuohet, whom lie shall be considerin0 in this last section, t 

are 1'111 caught up in their own repetitions and in the repetitive mechanisms 

of the ~iorks in ~Thich they an-oear. In ou::,- discussion of auto-re~resentation 

in the second. ch.:~ .. pter "j9 SA.W that :'It:::'ni'3'l,tfortm.rd repeating, reflectin;; 

and co~yine are all related to a~ ideal of the novel cut off from any 

exte:::,ior ties, ~~d there~ore re~lectin~ o~ly itself(A37). It is for their 

role in these o()erations th:lt t~ese chare.cters must -;:'inall~' be pushed to 

the forer;rou!!d. 

OUr previous discussion of repeti tioYl in ::',de.r13 Bovar:r tended to 

osntre u"Oon E!'1~?(438). ~';here,lS Emma pe!'hn.ns ~13.y!:' 2 ':)assive nart in t~is, 

wi th the novel ,:,ursuin.r.; re~eti tiona thro'..l:::' her, Ch:lrles inv'1riably creatp.3 

re~)eti tions on his Dim. The very :'irst vie~'T of him establishes him in en 

environ~ent II" renetiti'Jn. It i3 because he is so ~tu!,id and i~a:rticulc.te, 

as illustrated. in t:'le:)~:J:1i.n.c; scene "here '1.e is ::!ad.~ to co"'[)y out t'fenty 

times the verb "ridicul us sum" (439), (,·rha t 'Jthe::.- nunishment could Flaubert 

invent?), thet he accedes immediately to t~e realms of re"Oetition, (and 

actua.lly of ~ITi tten repetition, an aestnatic lesson ~'rhich will not be 

fully assumed 'mtil 130uvard et pecuchet). Returnin~ from seein!! Emma at 

Le3 13ertaux, he "reprit une a une les phrnses aurelle aV9.it dites"(440), 

finds he cannot unc.erst~nd them, so just re "'eats th::rn o'rer and over. He . 

I 

i' : 
I 

; I 

I 
I~ 

i 

al ways imagines her .just as he first 3a1-1 her(441), qnd after th'3ir mar!'ia:;e,! 

I 

the people he has met, the villages he h~s visited, and the ~rescriptions I 
I 

when he returns home in the evenin~s, he recounts one after another all 
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he has written(442). Further "Ses expansions etaient devenues regulieres; 

i1 l'embrassait a de certaines heures"(443). As early as the first ride to 

Les BertaQ~ he is allowed to oryerate a dedoublement, not only into the 

perceiving and the perceived self, but with himself as object already split 

into two: the past student and the recent husband(444)~ A later iterative 

dedoublement, "II aimait a se voir arriver dans Ia courlt
, contains the 

"tre'e" of repetitions discussed in the last chapter, with a lyrical play 

on the reflections on Emma!s face, and the tiny repeated sounds of the 

mel t~.n."" sno,'/' dri "p~ine: on her silk sunshade (445). 

Un1i~e Emma and Homais, who already choose names for their children 

after certain models(446), Charles wants the baby's name to be exactly 

th, r1:1.ne as E~"!l'?'s(441). This i~ clearl;]' because he i;a!lts her ~o be an 

exact replica of Emma, as prov'::d by his o~m iterated ni'Sht drea.ns in which 

he in~gine3 them side by side like two identical sisters(448). Of course 

this contr8.sts ironicQ,lly 1fi th "Smna's desperate dezire .!!.2! to be re?eated, 

yet after her death we find Ch"?rles comin7 to resenble her mo:::,e and !'lore 

(449), dressinrr the maid up in ~r:1J!1a's clClthes, and seiz/.!d by t~e illusion 

), 

) 

-, 

he h3.S created, repeating "OhZ resteZ' restel"(450). :!:t is Charles' fetichism 

in the 1,3.st "3rt of the stor;.r '\·rhich is :::-esnonsible :'~r the echoes of Em:J'l 

"l7hic!1 fill the ID.3t "Ja.7,8S. ;Ther.. he meets i{odolphe he evenmana~es to see 

Emma in him, and wishes he could be 'Rodolnhe so as to achieve t!1e actual 

identification( 451). When his pO"rers of reoall start fading, still he dre~rns 

about her every night, and each night it is inevitably the ~ dream, such 

that his stu,ified renetitions when Ewm~ is poisoned, "Empoisonnee: empois-

onneel"(452), and "faitesl fO\.itesl sauvez-Ia.· •• "(453), a!' his moronic 

echo of the for once embarrassed Horr.ais' "Tiens ,voila !,~.Tuvache qui :9a.sse": 

# # 

"Charles ropeta co:nme une :TIe.chine: 
- M.Tuvache s.u! pa.sse" (454), 

through dreams and especially fetichism emerge as a more creative ":lower 

of metonymy(455). 
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There are other interesting details in connection with artistic 

represent~tion. The beauty a.nd fascination of EllIIla, once the reader has 

access to her mind and to her selfishness, her nevertheless slightly 

mysterious opaque quality, is precisely created by Charles' stupidity. 

The less Charles understands her ways, the more he is se~uced.by them(459), 

thus his desire increases as the novel progresses. While he first began to 

desire her when he thought she was by definition unattainable, (because he 

was married), once she is dead his desire again becomes infinite: 

"Elle lui en parut ~lus belle; et il en con~ut un desir ~ermanent, 
furieux, aui enflammait son desespoir et ~ui n'avait pas de limites, 
parce au'il etait maintenant irrealisable."(457) 

If Charles to a limited extent creates Emma, we also find him creating 

Levi-strauss's "Modales reduits" to amuse Berthe in the garden, with 

toy trees ~~de of privet sDri~s, Bnd rivers made with a waterin~ c~n(458). 

He also, a~ 1',e have seen, with his uritten instructions for Emma's funeral, 

cre~tes her finest framin:~ of all in the nest of coffins, ;'ihich as E:nma 

herself inevi tabl:, disinte.~ntes ,-rill str:.nd as e. fine ~ise en abyme for 

a. novel ~bout nothing, or for Barthes' "text" as an onion ~.;i th no "c<et:r" 1 

Fin"lly, given all the importance of the dimension of the signifier, we 

must re~ember that it is Ch~rles hil!lself ;~ho actually creates the very 

fine "Charbovari", and t:'19 joyful and "hurl;:nt" minor lTork of nrt that 

it ~ives rise to: 

"Le nouveau, nrenant alors una resolution extreme, ouvrit une bouche 
demesuree et ianCf8. a pleins poum~ns, comme -pour appeler ouelqu'un, 
ce mot:·Charbovari. 
Co fut unvacarme qui s'elan~a' d'un bond, monta en crescendo, avec 
des eClats de voix aigus (on hur1ait, on aboyait, on trepi~ait, on 
repet~it: Charbovaril Ch~rbovaril), puis qui roula·en notes iso1ee3, 
se calmant ; grand'peine, et parfois oui reprenait tout ~ coup sur Ie 
ligne d'un bane ou saillissait encore, ya et la, comme un getard ~a1 
~teint, auelQu9 rire etouff~."(458) 

Therefore, while Sherrington,for example, has a good understanding of 

Charles, and is interesting on his similarities to Emma(459), I must 

distinguish my own arnument that he is not just a very kind, much maligned 
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person, but that for the very reasons which cause him to be maligned, 

he is aesthetically privileged. 

Jonathan Culler's discussion of Un C~ursim~le su~€ests that the 

reader is obli.~d to find an order making the identification of the parrot 

and the Holy Ghost "worthy and appropriate"(460). He feels that Felicite's 

arbitrary connection is finally allowed for this reason alone. In this 

anal:tsis he refers to Thorlby's discussion of Un Cceur simjle lrhich asks: 

"lias Flaubert at lo.st discovered a virtue !:her'charityJ that can 
survive ~he worst that reality can ever be? Or is Felicite too simple
minded in her idea of the. 'order of things' ever to- be ca~able of 
disillusion, as her naive incomprehension of religious doctrine (and 
perhaps of ~eography) was surely intended to show?"(461) 

Sis conclusion is that: 

"the ~esolution of sucr. sufferin~ and love a3 Felicite's is made 
in he~ven, and across the very thres~~ld Flaubert draws his most 
darin - line." (L162) 

Culler finds this "exoctl:,' rLc:-h.t", .... hereas I feel that it sli:-!1tly misses 

the noint, (rl.lthough one ""ees \'~hat he means). Perhans the Conf'..l3ion comes 

fro~ the hin+.ed role of religion, which ~ureads into Culler's analysis too, 

presu~ably unintention3.lly, but because his an,~l~,rses of the "sacredl1 order 

use two reli<;iou9 examnles. For ~e the ide:!!~ific'ltion of the narrot and the 

Holy Ghost i::; totally Cl:)Dronriate because it is an aesthetic ilentific~tion, 

and one ~ihich all the T.lrocesses of the story build up to. 

The repetitions of language itself are ~ost fully e~plored in Loulou. 

':Thereas lie are told that parrots are SUU'9ose'l to be called Jaco.uot(463) , 

it comes as no 3ur~rise to find that this one is called Lou-lou, a name 

based upon reJetition. F&licit~ teaches him to rene~t a set of three 

phrases, (which he of course learns by hearing 1;he;;'!,re'Peilted), which are 

not a.s ::1eaningless as they mi~ht at fir~t ~eem, for they actually sum U"p 

and repeat the im!,ortant aspects of Felicite' s sto~J: "Char:nant .csarc;onl 

Servi teur, monsieurl Je vous sal ue, r,!arie lit (464) Felicite and Loulou have 
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conversations b~sed on the endless repetition of these phrases(465), and 

just as Loulou's laughter echoes throueh the village at the sight of 

Bourais(466 ), so they echo through the story. The parrot is personally 

responsible for this mechanism of internal reflections; and when he 

entertains Felicite in her deafness,he imitates voices and sounds themselves 

containing repeated sounds, for example the "tic tac du tournebroche" and 

If.me Aubain shouting lila porte! 10. portel" to Felicite(467). l-lhen Loulou 

dies he rea'Ppears of course as a splendid replica-repetition of his former 

self(468) • 

The infinite reneating function of the ~arrot contains Felicite, but 

she i~ already caught up in renetition. She herself learns the catechism 

"parrot-fnshion", by he2.rin.'2:' i t re'1)eate~, (at one re~ove since she listens 

to the children learninr- it in tl-ds way). YThen Victor dies she reneats 

"Pauvre !letit~arsl pauvre netit G'arsl"(469), and gets on ,'Tith her regular 

'work, for \ie have already seen that Falici te functions almost automatically 

in her regular habits and unchanging daily routine, and that when Virginie 

dies she repeats the same prayers throughout two nights (470). 

Felici to's story i:~ a re:'Jeated o;rcle of' loves, death3, and displace~ 
'i 

ments of a.ffection. Rayr.:ondel)e'hra.~r-Genette ha~ ,'rri tte!'l e.n excellent articlel 

on the lien abyme r effect of f:;' -'!res of sn:GC!'l in Un Creur simT.lle. 'l'hus even 

the title re-::>resents nn nccur7lulation of those.- heart i'or beins, he.::.rt for 

goodness or courage, and the metaphorical use of the adjective. Simil~rly 

the Holy t;host is both a part and the l.,hole o~ God, bot!1 synecdoche and 

netaphor(47l). Her fine ~.nal~,rsis of metonyric processes :niSht be ":Jursued 

in even -reater detail, for the f.:Jct t~o.t Paul one day blO>iS cip;ar s!!loke 

into Loulou's face is 11 Good exn.::l'9le of the r.1inute net~ro!':r.: of refer.:mcc Clt 
" 

work: Victor, H.'lvan.t\ (4.7?), A::1eric3., the prefect who h"d been consul in 

America, Loulou himself. While the name Vi~~inie see:ns to be ironically 

connected "7ith the Paul and VL::"7inie of literature, one tends to miss the 
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metonymic association with Felicite herself - the description of the affair 

with Th'odore specifies that she re~ains a vir~in(413), the description of . 

Virginie's First Communion during which Felicite echieves complete ident-

ific,:!.tion with her uses the l~ord, ("Ie troun~au des vier-gesn (474) ), and 

Felicit' at onc stage wants to join "les demoiselles de la Viergelt (415). 

Nor should we forget the very important mis~ en a,byrne of the stained 

glass lTindoi~ in the church, in which "Ie Saint-Esprit dominai t la vierge" 

(416) • 

But the essential point that I should lil(e to underline is that the 

story's formal mechanism of renetition an~ ~ub~titution takes ~l~ce with 

Fel ic i te 's aid. Flaub3rt descr i beo her in his scenarios as havhlg II I.Ianieres 

re"ve. Le'" 1.' de'es de penser comme en ~ les plus dis"9aratos se succedent"(411). 

It is her constant tendency to distraction(478), and her fetichistic 

attachments, (since fetichism is already metonymy), that keep the substit-

ution mechanism going. It is the discovery of Virginie's plAA~h hat that 

finally alloi'Ts the transfer of affection to Erne Aub.''.in, (ioI'i th w~om she had 

not previously g-ot on t::lat ',Tell), and the te'3.rs t"!a-r; ,'3he sheds on ~':!':le 

Aubain's death - "Felicite 1'3. pleura, co;n:ne on ne l1leure nas les r:aitres·t 

(479) - act as a di:.:;nb.cer1ent of her sun~1ress9.J ~ief for Victor e.!ld 

clir:12.X of ''1.11 the metonYr:lic proc8sses of t:lo: story, is sOr.!athin~ F'licite 

han been workins on all along. ';fhere,aarlier, she is convinced that because 

Victor and Virginie are linked in her heart their deGtiny ,[lU3t be the same, 

this prophesies and perhaps controls events - when Victor dies~Virsinie's 

death fo11o~rs straight on. Ivhen Falici ta is "stupidly" 1';orried t!lat Victor 

will not come back because his voyu'3e has taken him so f"3.r iJ."ire.y, she is 

right - he doc!:l."l't. A further intereo3ting detail in this res,?ect concerns 

an almost literary cliched idea that Felicite has when she is waiting for 

'I: 
:1' 

'II . ' i 
I 

'I: 

news of Virginie: "Fuis elle resta dans l'auberge, croyant que des i!lconnus :1 1 
11 i 

ii I 
!I: ! 
') 
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apporteraient une lettre" (480). 'rhis does not happen here, but her cliched 

idea is later integrated into the narrative where: "Une nuit, Ie conducteur 

de la malle-paste annon9a dans Pont l'Eveque Ia Revolution de Juillet"(481). 

The metonymic process hapuens automatically in I~e Aubain's obsessive 

dream after Virginie's death, where her long-dead husband is transposed 

into the recently deceased Victor- he is dressed as a sailor(482). !~e 

Aubain needs these dreams to cake connections, but Felicite, as Flaubert's 

scenario tells us, already thinks in this way, and she is constantly shown 

creating instinctive associations and repetitions. 

Felicite's role is therefore an aesthetic one, and while she is 

res?onsible for teaching Loulou tue three pnrases and therefore ta.k::es the 

credit for much of the auto-repre3entation of t~e story, and while the 

Quali ty of her mind le::c.s to forrrll dis-,lac9:l911ts, the gathering to,;ether 

of all the objects ifhic"'. have so f!'1r been i:l-::>ortant to the story, where 

she turns her room into a. sort of chapel or bazaar, is her O1m idiosyncratic 

and origin 1 creation. ~jh9 even rnna:-::es to create a fine niGe en abyr:le by 

han,dn~ the all-imuortr>.:1t Vir,::iClie's hat fran 3. nail in front of the mirror 

firstly, in~ettin~ hi;:; stuffed in such a splendidly grandiose manner, 

(L1P.1), 8.n(] t~e'1 in nreseY1tin~ hi::-. :'r"',:-r:ed ,3.S OJ. 'Jict:l":-e. Fror:! :m initial 

. . th t1.. It,t.. 1'" t associat1on ~1 !Ie ~~~Y1~ JIC ure: 

"Sa resse'llbV:mce lui .. parut encore plus manifestesurlAoeimage d'~pinal, 
representant Ie banteme de Notre-Seipneur r ~vec ses ailes de nourure 
et sor: corps d'e:ne;aude, c'etait vraiment Ie !,ortrait de 1oul~u.tt(485): 

she goes on to buy the pic~v~~ and to hang it in ~lace of the ~ortrait of 

the Comte d' :\rt:>is, next to Loulou himself. Since she is then able to 

embrace ,them both w'i th one look, this confu3ion bQtween them leads to an 

actual sense of juxta"Oosi tion, such that Loulou really seems frO".med in the 

picture himself. 
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Bouvard et Pecuchet seems the logical conclusion of so much 

repetiti0n, for a combination of auto-representation and the sep~ration 

of language from the world leads to written repetition. This is essentially 

co'Oying, the t·oo perfect mimesis which Genette su.:;gests cannot strictly be 

considered mimesis at all. The novel 1iould seem to be founded upon the 

copying which it ultimately recommends, for both "histoire" and "recit" 

are full of copie~ and repetitions. The outline of the story is well-knolfll. 

An inheritance allows Bouvard and Pecuchet, two copy clerks with beautiful 

h?ndi'Tri tin~, to give up their jobs and r?tire to the country. A long process 

sets in i,hereby they exnlore and unsuccessfully l1,?ply to practic3-l lif:') 

various branches of knowledge, e~.ch time b~sing their experiments on a 

different set of reference books, an exploration of Eonais' dictum: "Croyez-

A • # 

vous qu' i1 f."i11e, 'Pour etre a'Sronome, avoir soi-ne!:1e laboure la terre ou 

ene-raisse des volailles?" (486) Their resilient capacity for adopting a neli 

venture 'l'Then fe.ced 1-1'i th fail ure finall~' 1mnes, (t~ere cannot be I:lany left), 

and th~y simultaneously decide, .vith excitement, to take up copying again 

tnir: time the nui te random cO'n'.ring of any 1-rri tten ::taterial - old ne1'lS-

paper::;, food labels, a.nything they co:ne across, includinG' their aim notes 

from all tha books they h~d previously reCld. This indis'Jrir.:inate oopying was 

intended t'J form the second vol une of Eouv~rd et pec'..lcnet, and amongst 

material 1,hich it is ~.3sur.1ed FIA.ubert "<en!1t to include in it h!'..ve been found 

somethin q: resembl in.s; (-iueneau' s Exercices d, Style, and besides other 

collections of ~vri tten stu!'lidi ties, the l':ell-knoi';n Dictionnaire des. idees 

re9 11<33(487). 

It is kno1m that the firs"; volu:ne 'nl.S to end l'l'i th the two clerks 

hunched over a specially made wooden desk, copying in ink. Ricardou makes 

a ty~ically clever observation:that in the odenin~ paragraph there is a 

description of the canal Sllint-r,;artin "couleur d' encre", wi tn, in the 

middle of 'it, a boat loaded with 1vood(488). This is an exact reversal of 

i 
. I 
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the ending and is surely deliberate. For the opening paragraphs are an 

absolute set-piece of careful writing and sy~~etrical construction, with 

a whole series of syntactic parallels establishin~ Bouvard and Pecuchet 

as a copy of each other. 

"L'a~ venait de la Bastille, l'autre du Jardin des Plantes. Le plus . 
grand, vatu de toile, marchait Ie chapeau en arriere, Ie gilet debout
onne et sa cravate a la main. Le ulus petit, dont Ie corps disparaiss
ait dans une redingote marron, balssait la tate sous une casquette a 
visiere pointue. 
Quand i1s furent arrives au milieu du boulevard, ils s'assirent, a 1a 
marne minute, sur Ie mame banc. 
Pour s'essuyer Ie front, ils retirerent leurs coiffures, que chacun 
posa pres de soil et Ie petit homme aperyut, ecrit dans Ie chapeau 
de son voisin: Bouvard; pendant ~ue celui-ci distinguait aisement 
dans la casquette du particulier en redin;ote Ie mot: Pecuchet. 

L···7 
L' aspect aimable de Bouvard ch~rm?. de suite pec'.lchet. 
!: ... J . 
L'air serieux de Pecuchet frappa Bouvard.n (489) 

They have the same job, same age, ~ame number of Christi~n names, same or 

pn!'allel ~ttributes and ouinians. Lans-ua:,!-e clea:-ly est~.blishes thel:l and 

tends to control their behaviour, the way they pass frOil one activity to 

another resemblin.o: Felicite's mental displa.cements. de have already seen 

that these seem to follo~-1 the lm-Ts of Freud's "drea:1-:';ork" of rhetorical· 

-procedures .·~!'lich actu:lll~r control the subject (490). It is only 130uvard 

and ~ecuchet's attempt~ to a~~ly langua~e outside its 01~ field, for 

in::::tn.nce in the ~r:1.ctie:l1 1,"01'10.., T,,£lieh cause so ::\tlny failu::-es, and the 

decision to return to Dure co~yin~ is obviously a sort of aesthetic wisdom. 

Bouvard and Pecuchet are established as ironic artist figures, 

involved initially in re:;>resent::!tions and illusions as i-Tell as pure 

'Tallo~'Ting in lanp;u3.:'"e. And their fI ... lOrks of art" are in the best ?b.uberti::tn 

trn.di t ::'on, e::?!1oci.:111y tho3e fror.i the -period of lar:.:',:c.2.pe .~n.rdening, the 

followin[: prcciccl~l constructed. in the manner of Fla'..lbert I s ideal master-

piece as pyramid, laboriously constructed(49l): 

"Il~ avaient ete sur les rives de l'Orne choisir des granits, les 
, , , A 

avaient casses, numerotes, ra~portes eux-me~es dans une charrette, 
puis avaient'joint les ~orceaux avec du ci~ent, en les accurnulant 
les uns par-dessus les autres, et au milieu du gazon se dreasait un 
rocher, pareil a une ~i~antesaue pomme de terre."(492) 
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~:or should Ricardou disanprove of their foregroundin~ of artificiality: 

"Les deux premiers ifs de la grande allee, qui, la veille encore, 
etaient spheriques, avaient la forne de paons, et un cornet avec 
deux boutons de porcelaine fi~Jraient Ie bec et les yeux." (493) 

"Le rocher, comme une montagne, occupait Ie gazon, Ie to~beau faisait 
un cube au milieu des epinards, Ie pont venitien un accent circonflexe 
par-des sus les haricots, et la cabn.ne, au· dela, une gr':lnde tache :. 
noire, car ils avaient" incendie son toit de paille pour la rendre 
plus poatique. ~ ••• -1 La pagode chinoise, peinte en rouge, semblait 
un ph~re sur Ie vigneau."(494) 

Bearing in mind the origins of the pagoda: 

"Au sommet du vigneau, six arbres equarris supportaient a~ chapeau 
de fer-blanc a. pointes retroussaes t et Ie tout sien-ifiai tune pagode 
chinoise" (495), 

it can be seen that here 1i'e have an example of imitation at one rel'!love, 

and it is of course inporta!lt that the ~'lhole thin", is constructed with the 

aid of Boit~rd's L'Architecte des Jardins(~96). It is a130 most specificall~ 

framed, for it is ac"'uall~r unveiled for the visitors: "Pecuchet fit un ~:dp;n9, 

les rideaux S 'ouvrirent et Ie jardin a'!'parut(497), and the tota.l effect is 

the ideal o.cl:1thetic :me: "nuelnue cho:::e d 'e!fr":v~nt" (498). 

But while Flnubert specifically calls them artists here(A99), they 

nl~o surpass ~hemselves in the construction of their museum, which we h~ve 

already considered a~ a forn~.l mise en r:.b:rme of the franes wi thin frames 

effect. To comnlete this they l~y on a ~n8cial act for ~~ivile~ed visitors: 

"Bouvard s'a1oigna et reparut affubla d'une couverture de laine, 
puis s'agenoui11a devant Ie ~rie-~ieu, les cou~es en dehors, 1a 
face dans les rr:ains, In lueur du solei 1 to-:lb~nt sur sC'. ca1vitie; 
et U :wait conscience de cette effet, c~r i1 dit: 
-3st-ce Que je n'ai pas l'air d'un moine du moyen age? 
3nsuite ii leva Ie front obliauement, les yeux noyes, faisant ~rendre 
a sa figure une expression mystinue. On entendit d~ns Ie corridor la 
voix grave de Pecuchet: 
-B'aie pas peur, c'est moi. 
Et il entra, la tete couverte d'un casque: un ~ot de fer a oreil1ons 
pointus. 
Bouvard ne quitt~ pas Ie p~:e-Dieu. Les deux autres restaient debout. 
Une minute nassa dans 1,ebahissement."(500) 

While on their first night in the ~arden the racit copies Bouvard 

and Pecuchet, by making two shadows on the wall bot~ enlarge and repeat 

their movements(50l), their ability to create repetitions on their own 
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emerges ,.There the garden landscaping accidentally produces an echo (502). 

The way they nlay with this echo, (which.;. like Loulou) i'Tho refuses to perfo:r-m 

for the neighbours,disa~pears at the grand showing o~ the garden(503) ), 

is an .important indication of their aesthetic pleasure in p1ayin~ with 

the signifier. l{hen they take up acting their chief concern is with train-

ing their voices, and lying on their beds in their se~arate rooms they 

simu1~aneously follow exercices to increase their vocal range and subtlety 

(504). Similarly, when they turn to teaching, even here the emphasis is on 

the sound rather than the content of this joint performance: 

"Les ~aitres urofessaient a 1a me~e heure, dans leurs chambres 
respectives, et, In. cloison etant nince, ces ~u3.tre voix, une 
flutee, une profonde et deux aigues, composaient ~~ charivari 
abominable." (505) 

Indeed "tThen the;y decide to lil'i te a ":11ay there is an a.musing passa~e 

on their p.ttemnts to think u~ a subject(506), and they would clearly do 

better to follow their natural inclinations of enjoyin~ the material 

oual i ties o£' lrl.nr,ul1-:;e. I,.':" '3ernhei.mer illu!'Jtr.?tes in his e:xce11 ent enalysis 

"Le::; ':1:lSse-colt"'C>.C'S ete.iElnt ryerduc:, cOr:Jr.:e Ie bc::i-des-vete:=.-an3 et les 
triom;hes-de-jordoir,ne. A peine s'il resta~t ~~r~i les ~0~ne3 oueloues ", -bons-!'apas; et douze tetons-de-VenClS." (508) 

Si:nilarly, l·rhile deflp..tine the ''a.ymbolic" avnroa.ch of their historica.l 'Work 

on the duc d'An~ouleme, (an imbecile), Flaubert is n.chieving an effect fror.l 

the re!,)eti tion of the Hord "pont", l-lhicn qCli te destroys its intsruretive 

potential: 

"On doit y relever 1 'importance qU'eurent les -pants. D'abord, i1 
s'ex~ose inlltilement sur Ie uont de l'Inn; i1 enleve. Ie pont Saint 
ESl'ri t et Ie pont de Lrturiol; a L~ron, les deux nonts lui sont 
fUnestes, et sa fortune exnire davant Ie pont de Sevres."(509), 

and their historical research ~·ras anY"t1n.y dO:::lin:lted by an interest in 
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"tous ceux dont les nomsetaient bizarres ou agreables"(510). The "tout 

devint phallu~1I e1'isode, in which they~ather together a collection of 

cha.ir legs, old bolts etc. and ask visitors "A. quoi trouvez-vous que cela. 

ressemble?"(5ll), clearly deflates the idea of t~e motivated symbol, and 

when they invent their ovm mnemonic system based upon their house and 

garden, (based on advice from a book provided by D~mouchel), they might 

finally be congratulated for assimilating reality itself into ~~ arbitrary 

system of si":Tls, iv-hich since they forget l-That everything stands for, is 

certainly non-referentiall 

IIPour "!'JIus de clarte, ils nrirent cO!!lIile base mner.totechninue leur 
pro~re ~aison, leur donicile, attachant & chacune de ses ~2rties 
un fait distinct, et In. cour, Ie jardin, les environs, tout Ie !,ays 
n' avaient nlus d' autre sens Que de facili tel' 10. me:loire. Les borna.r;es 
dA.n~ In. c~;'Pa''me limi t[d ant ~e-:'t'3.ines e")oaueE7, les nOr:l:-1iers etaie!1t 
des o.rbres :,,\,enealo3'inues, les buissons des ba.te.:: 11_e9, Ie monda 
devenA.i t symb91e. Ils cherch:lient sur les murs de~ Que.nti tes de 
choses '1.bsentes, finissaient __ "ar -1~_s voir, nais ne savaient_r...l_~ 
le~ dr>.tes OU' elIas r~mre~eJ1t~i.ent.1I (512) 

The finest excuse for n1~yin<;.: ,;.;i th the sLonifier is th.e eXyeriMent in 

spiritnnlis:1, \·rhen they try to .~et in touch ~-Tit'; 'Jouv'rd's dead father, 

i"hie;, -oroduees the follO'ldn7: 

"Pecllc'rJet, bien vita, so'Uffla las ::lots, notes sur un cartel'. 
- Ischyro3, Athanatos, Adon').1, Sr:!.dat, Eloy,· ?,:essiasos (Ie k,yrielle 
et,'lit loncrue), .is te cO:'1.jure, ,ia t'observe, .ie t'ordonne, 0 Bechet! 
Puis, br>.isG:3.nt 11'_ voix: 

, '0' h t? 13" t' TI' \.. t' '0" • t'( k1 3' au e<:;-tu, oJ8C_ e . _ ecne • .J6C:J.e .:Jecr:e • .J-- I 

Thi8 evident c0~ru~tion of the na~es Bouvard 2~d Pecuchet is ~roduced in 

th t ry b',. tnemselves, but also r;:'ives t~e recit,' (a!ld Flaubert's :~tt'lch-e so, ,1 _ 

ment to his 'Oroner names has already b8en mentioned(514) h an excellent 

opportunity to 'Olay ,dth its two main chn.rncters(515). 

Fol101-Ting VC'..lerY(516), Albon Fairlie describes Bouvard at Pecuchet 

as P.. combinatton of both ::1n.:~dTml'1 docunenta.tion and maxirlU!:l st~rl i:;ation, '1. 

contradiction of "submission to the re:ll" and "stylization of the real"(511). 

But it would b,) a misunderstandin:<: to regard Flaubert's v:?st note-takin:1" 

prelude to the Hritin'S of this work as "sub~ission to the real". As 
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for Flaubert uses the "style indirect libre" i:!1 such a "Ray as to cut 

all statements off fron their speaker. l'Te cannot tell whose account ~Te 

are reading, nor if it is accurate; the original and its repeat are 

deliberately confused(518).The only submission is to the written document 

(519), not to its status .as verifiable kno ....... led.ga of prc.ctical application, 

and this is not at all at odds with literary stylization. Not only does 

Flaubert !!2l try to persuade the reader that he is not reading ~'lOrds, that 

he is lookin~ throu~h a transparent window on to reality, but he ultimately 

does not even try to represent anything which was not already written. In 

fact I wonder if Flaubert IS met1::od of lforldng not onI:r from notes t~ken 

from books, but olso fro::: a series of plans end rou~h drau;hts, could not 

be seen as a Hay of makin.cr his Olm lTri tin~ into the ~ere cO'9:.'Ting of his 

If re-uresentation i·rere onl~r re-w~'L tin~ then w'e ,-Tould ~~ve to aeree 

1vi th ~enette that it is no lon~er representation at "l.11 (521). Yet 30uv!!rd 

et Pecuchet s-:i11 ha.s an import~nt "his to ire" , t~1e discourse relies on 

its characters to make its aesthetic points, and co:?yin~ ~~d the preeminence 

of the sLr.snifier are thematic in many of the examnles '!·re have ~iven. 

'<'IE'.ubert still hovers on the brink of Cl. ra1ic3.1 r:1oisr~it: .. , ar..d 'Jince ,ie 

h:='.ve so often borrowed.' ~arthes I ideas, vTe "-Till len-ve hio the last word on 

wh~t seems to be his favorite novel, for it su~s U1 nreci5ely t~e point 

I ha.ve been trying to :nake: 

"Thibaudet avait rernaroue qu'il existe souvent dans la ~roduction 
des tres ,c;rands ecrivains, u."'1e ceuvre-limite, une :::euvre sinsuliere, 
presque p,enante, dans laquelle ils d~posent a. la fois Ie secret et 
In ca.ric~ture de leur creation, tout en y su,;gerant 1 'CBuvre aberrante 
qu'ils nlont pas ecrite et ou ' ils uU!'3.ient ,?eut-etre voulu 6crire; 
cette sorte de reve ou se melent dlune fa90n rare Ie ,?ositif et Ie 
negatif dlun createur, c'est Is Vie de Rance de Ch~teaubriand, clest 
Ie Bouva.rd et Pe~uchet de Flaubert. II (522) 
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CONCLUSION. 

Perhaps the most obvious trend in Flaubert criticism in recent years 
. 

has been the extraordinary convergence of interest in certain areas, and it 

is hoped that this thesis has helped to clarify some of the essential issue~ 

even if ~ own attempted solutions remain open to discussion. I have attempt 

ed to argue that although, as Sartre and many structuralist critics have 

shown, Flaubert experienced and treated language as an opaque, material 

enti ty, it would nevertheless be 'l'rrong to suggest that he undermines the 

idea of the novel as representation. An examination of the organization of 

his representations suggests that his always formal intentions are equally 

served by the building of a traditional illusion. While Jonathan Culler's 

argument is based upon the belief that Flaubert's novels resist all attempts 

to organize and ~ive meaning in traditional ways, (th~ou€h theme, symbolism, 

character, point of view etc.), such that the reader will eventually learn 

the proper, difficult way to arrive at a positive reading, (through the 

formal organizing category which he calls'~he sacred"), I have attempted to 

reinstate the organizing function of character as a centre of value, though 

claiming that this relies upon the reader's formal awareness, not his recog-

nition of the world. In other words, while the reader still engages with 

the work's value systems, a correct "moral" reading of the story has nothing 

to do with the "relevance to life" dear to Anglo-Saxon moral criticism, but 

can only be obtained through a fairly sophisticated formal awareness. 

I suspect that I have been occasionally ambiguous in DIy discussion 

of values, partioularly in my use of the word "moral". In my attempt to 

sort out the relationship between moral and aesthetic values, I have used 

"moral tt for values pertaining to the pretended real life of the illusion, 
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(still not connected with Flaubert's or our own beliefs about real life 

ethics), even where such values have aesthetic connotations (e.g. silence 

and stillness). These have been subsumed into the aesthetic values of the 

work as a whole. Perhaps it would be desirable to find a word without the 

ethical flavour of "moral", as what is really required is simply a positive 

adjeotive to convey the meaning of the noun "value", since "valuable" 

contains its own ambiguities. In any case it is apparent ~t this stage that 

the whole discussion of values requires more adequate theorization. While-

I shall perhaps attempt this elsewhere, I should like to conclude with one 

or two remarks on this same general theme. 

I.A. Richards banishes the reader who ttattempts to assurae the peculiar 

attitude of disregarding all but some hypothetically named 2esthetic 

elements"(l) to a particularly original version of the ivory tower: 

liThe common avoidance of all discussion of the wider social and moral 
aspects of the arts by...,.people of st'.'3ady judgement and strong heads 
is a misfortune L ... ...; SO loath have they been to be thought at 
large with the wild asses that they have virtually shut themselves 
up in a paddock."(2) 

This might be countered by the approach of Culler and Prendergast, who seem 

to see the demystification of the reading of the realist text as a moral 

process in itself, as having an edifying function. This is specifically 

st.ated in The Uses of Uncertainty: 

"But this mocking and undercuttin5 activity carries one to a level 
of interpretation whioh may be called allegorical rather than sym
bolio, where Flaubert's activity is indeed, as he hoped it might be, 
a matter of writing sentences and where possible themes emerge 8S 

versions of the problems of oomposition and interpretation. And one 
should say further that the move to this level is not to be justified 
simply by the convention that modernist literature is always, 
ultimately, about literature, but rather by the fact that the self
a~areness which is created at this level and obscured at others -
awareness of what one does when trying to come to terms with the 
world 1n languages that determine the forms of that encounter - seems 
the only moral value sufficiently formal and comprehensive to subsune 
whatever more restrioted goals and values might be cited in support 
of other types of reading." (3 ) 

But I am unhanpy that this sort of comment should be apolied to 

Flaubert for two reasons. Firstly what Culler and Prendergast demand, 
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(summed up by Stephen Heath's splendid phrase, the "shattering of the 

passive readability of realist writingt (4) ), is a very active participat-

ion from the reader. This stands in overt oontradiotion to ~ claim that 

the experienoe of reading Flaubert's novels was intended to be the same 

passive gaping as that of Fl~ubert's oharacters at the world and at lang-

uage. The meditations on passive state~ and the images of liquidity 

and dissolution so'·admirably. detailed by Charles du Bos (5) and J-P~ 

Richard(6), woulqu'Serve as an exoellent description of reading, as where 

Richard describes Flaubert'sexperience ·of taking a Turkish.bath as "una 

passivi t~ bienheureuse" (7 h 

"je pensais a. un· tas de ohoses; tous mes pores tranquillement se 
dilataient. - C' est tras voluptueux et d tune melancolie douce ••• " 

(8) 

Above all Flaubert returns to the image of rumination. llhen Frederic has a 

"special" meeting in the street with Mme Arnoux, "il en ruminait 1& douceur 

tout en continuant sa route"(9); in his early Travel Notes Flaubert speaks 

of: 

"un grand melange suave de sentiments et dtimages ou la memoire se 
reporte toujours avec bonheur, vous replace vous-meme et vous les 
donne a remacher, embaumes cette fois de je ne sais quel parfum 
nouveau qui vous les fait cherir d'une autre maniere"(IO), 

and the conneotion with re~ding is made snecific in the Corresnond~~oe: 

"Ou sont-ils ceux qui trouvent du plaisir a. deguster une belle phrase?"{ll) 

But secondly Culler's argument seems to have taken a slightly pious 

turn,whioh Barthes, whose Kythologies is probably behind the claims of 

Culler, Heath and Prendergast,(with its apparent suggestion that a "good" 

sign is an arbitrary one), has certainly not followed himself. ~or while 

I.A. Richards insists that 

"No hedonic theory of value will fit the facts over even a small 
part of the field, since it must take what is a concomitant merely 
of a phase in the process of satisfaction as the mainspring of the 
whole"(12), 

Barthes has deliberately evolved a hedonic theory of value in Le Plaisir 
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du texte, a self-conscious demand for a margin of frivolity: 

"Cependant la place du plaisir dans une theorie du texte n'est pas 
sure. Simplement, un jour vient ou l'on ressent quelque urgence a 
devisser a~ peu la theorie, a deplacer Ie discours, l'idiolecte qui 
se r&pete, prend de la consistance, et a lui donner la secousse 
d'une question. Le plaisir est cette question. Comme nom trivial, 
indigne (qui, sans rire, se dirait aujourd'hui hedoniste?), il peut 
gener Ie retour du texte a la morale, a la v~rite: a la morale de la 
verites crest un indirect, un 'derapant', si l'on peut dire, sans 
lequel la theorie du texte redeviendrait un systeme centre, une 
philosophie du sens."(l3) 

Equating pleasure with contentment and "jouissance" with "evanouissement", 

(and regretting that there is no French word to cover both), he asks: 

"Qu'est-ce que la signifiance? C'est Ie sens en ce qu'il est produit sen

suellement" (14). 1,'.y earlier references to the erotic function of the voice 

and of Flaubert's ideal prose, summed up by the no~ doubly apt phrase, 

"des phrases me font pamer"(15), certainly sug,g-est th~t Bartheslnew textual 

ethic of pleasure is exemplified in Flaubertls writing. L~d one final long 

quotation from Le Plaisir du texte offers a specific solution to my dual 

interest in Flaubert's fascination with the material qualities of language, 

and in the value system that might result from this, 

lice que Ie plaisir suspend, crest la valeur siR'llifiee: la (bonn~) 
Cause. 'Darmes, un frotteur qU'on juge en cs moment pour avoir tire 
sur Ie roi, redige ses idees politiques ••• ; ce qui revient Ie plus 
souvent soua la plume de Darmes, c'est l'aristocratie, qulil ecrit 
haristaukrassie. Le mot, ecrit de cette fayon, est assez terrible ••• ' 
Hugo (Pierres) ap9recie vive~ent 1 'extravagance du signifiant; il 
sait aU3si que ce petit orgasme orthographique vient des 'idees' de 
Darmes: ses idees, c'est-A-dire ses valeurs, sa foi politique, 
1 'evaluation qui Ie fait d'un meme mouvement: ecrire, nommer, 
desorthographier et vomir. Pourtant: comme i1 devait etre ennuyeux, 
Ie factum politique de Darmesl 
La plaisir du texte, c'est 9a: la valeur passee au rang somptueux de 
signifiant." (16) 

"Haristaukrassie" reminds us of course :)f Flaubert t s own trick of inventing 

splendid words, from "Charbovari", "Bec he..~ 1\ and tlmanustirper", to those 

made magnificent by their misspelling, "po-he-tique", ItHHHindigne" and 

"H.~.AURI>iEn, evidently intended to contain their own value. ;ihile there is 

still the need to sort out which values are suspended in the realm of the 
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signified, and which subsumed into that of the signifier, in Barthes' 

suggestion lies the possibility, (and .not necessarily a frivolous one), of 

.beginning to theorize the problem of aesthetic value familiar even to 

Bouvard and P'cuchet: 

rt-Je comprends, dit Bouvard, Ie Beau est Ie Beau, et 1e Sublime 
1e tres Beau. Comment-les distinguer?rt(11) 
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trace a demi effac~e de quelque ineffable extase. L'ecriture fait elle 
aussi partie de l'ex~Grience la plus intime; elle en epouse les 
structures, mais c'est pour les modifier, les inflechir."(ibid.) But 
I am suggesting that Richard is nevertheless clearly committed to 
literature as the expression of an inner experience. 

34. Poulet, ~. metamornho~~~du cercle, p.390, my underlining. 

35. Richard, op.cit., p.243. 

36. Ibid., p.250, my underlining. 
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Situations IX, Paris, Ga11imard, 1972, pp.4o-82. 
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Sartre', in La production du sens chez F1aubert (Co11oque de C~risy), 
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Rybalka (first printed in Le monde, 14th May 1971), pp.91-115, Sartre 
disclaims detailed knowledge of Laoan's work: "Je n'ai pas pense a. 
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conceptions"(p.99). But when asked if he was influenced by modern work 
on formalism and rhetoric, he replies: "II est vrai que j'ai assimile 
certaines idees a travers des lectures indirectes, Dar exemple dans Ie 
cas de Lacan"(p.110). 

19. L'Idiot I, p.7. 

20. Michel Sicard:',Decrire 1 'oncle Gustave', Magazine Ii tteraire 103-104, 
(Sept. 1915), apeoia1 number on Sartre, p.65~ 

21. 'L'Idiot de 1a fami11e monstrueux, irritant et genial. Le dernier 
"Sartre" devant les critiques', Les nouvelles litteraires No.2284, 
(2nd July 1971), p.16. 

22. Jacques Lecarmel 'Sartre et son double'l Nouvelle Revue FranQaise 232, 
(April 1972), p. 81: "Et Flaubert lui-meme? Quiconque l'aime et 
l'admire, avouons-le, aura bien a souffrir dans ce livre!" 

23. 

24. 

25· 

(Friday 

Entry in the DiJtionnaire des id5es recues,(Gustave F1aubert, Oeuvres 
oomp1etes, Paris, ~ditions du Seui1 (L'Integrale), 1964, edited by 
Bernard Masson, 2 volumes), Vol.II, p.309. All references to F1aubert's 
works will be for this edition, which will be abbreviated in future 
to Int.,followed by upper-oase Roman numerals to indicate volume. -
E.g. Alfred Fabre-Luoe: 'Sartre par Flaubert (Critique sous la forme 
d'un Pastiohe)', La Revue des deux mondes (Oct./Dec.1912) pp.44-6l, 
whioh mixes and confuses everything it can thi~~ of against Sartre, 
and is full ot personal abuse against Sartre and even Simone de 
Beauvoir. 

26. 'L'Idiot de 1a famille monstrueux, irritant et genial', p.16,(Marie
Jeanne Durry, Fran90ise Reiss, Marie-Claire Bancquart respeotively). 
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There are examples of this in the review cited in the last note, e.g. 
"A la recherohe de lUi-mame autant que de son modele"(Reiss,p.16), 
"une quantit6 d'analyses qui interessent et 'qui sont tres suggestives. 
Elles apportent beaucoup sur Flaubert. Et ••• sur J~P. Sartre.". 
(Bancquart, p.17). See also Harry Levin: 'A. '.literary enormity: Sartre 
on Flaubert', Journal of the historY of ideas, vol. 33 (1972), p.647: 
"In consequence we learn much less about Flaubert than we do about 
Sartre." 

Examples of serious wor~ whioh has appeared are the two articles 
a1rea~ referred to in'notes 18. and 20. by Michel Sicard, who 
haa access to So..d-r-e. IS notes for the unwritten fourth volume and 
who is apparently writing a book on L'Idiot, and Chapter 5 (pp. 263-
326) of Michael Scriven I J-P. Sartre and Literature: The Writer as 
the Writer's Critio, unpublished Ph.D. thesis, University of Wales, 
1974. ' 

29. Levin, art. cit., p.649. 

30. Harry Levina The Gates of Horn: A Stu of Five French Realists, New 
York, Oxford University Press, 19 3, p.304. 

31. Of the eminent persons asked to name their most "underratedltand"over
rated" authors for the 75th anniversary edition of the Times Literary 
Supplement, 3906, (21st Jan. 1977), we find the following entry provided 
by Harry Levin: "Overrated: Jean-Paul Sartre. A man of courage and 
sympathy, but essentially an intellectual muddler, whose philosophy 
has been mostly casuistry and whose literary work has been mainly caf& 
table talk, he has contributed to the inflation of the French language 
and has traded its traditions of clarity and rigour for an eclectic 
mess of German metaphysic.:; and r.larxist dialectics." (p.67) 

32. Levin, 'A literary enormity', p.643 and p.647. 

33. In 'Sartre par Sartre' in Situations IX, (pp. 99-134), Sartre explains 
his reasons for choosing Flaubert so well that one feels that the 
choice is if anything ~-motivated (see pp. 115-122). 

34. 

35· 

36. 

37. 

38. 

Durry, 'Le dernier "Sartre"devant les critiques': "Je ne crois pas a. 
"l'empathie" en laquelle se serait muee l'antipathie fameuse de Sartre 
pour son heros"(p.16). For Sartre's remark see Situations X,p.I02, 
"Aujourd'hui je me dis que je n'aimerais pas dIner avec lui parce qu'll 
devait etre vraiment assommant, mais je Ie vois coome un homme." 

Sartre, Qu'est-ce gue la litterature? p.191, note 6., introduced by: 
"On m'a si souvent reproch& d'etre injuste pour Flaubert que je ne 
puis resister au plaisir de citer les textes suivants, que chacun 
peut verifier dans la Correspondance". 

Sartre, Luesti.ons ue mGtho '" , , ~.7f"). 

L'Idiot II, p.1463. 

L'ldiot I, pp. 332-361. 
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"Bref la vassalite, pour l'enfant Flaubert; c'est Ie moyen choisi par 
un etre inessentiel pour gagner Ie droit d'etre essentiel en rench~ 
rissant sur son inessentiali te,i (p.336). "Pour Ie' peti t Flaubert, 1 'amour 
et la propriete ne sont pas separables: l'une est mesure de l'autre. 
Mieux, puisque ce petit intrus ne puise son droit d'etre ne oue dans 
son rapport au Geniteur, il Ie fonde memement sur son rapport possessif 
aveo l'ensemble materiel qui represente ce1ui-ci: la propriete feodale, 
o'est-a-dire Ie lien de personne a personne a travers 1a chose donnae 
devient pour Gustave, a l'age d'Or, une structure fondamentale de son 
droit de vivre"(p.34l, L!Idiot I). 

4O.·Ibid~, p.l43.:, 
41 ~ Ibid~,· p-.344· .':' 

4~. There are many references in the Correspondance which testif,y to this. 
, (All fUture references to Flaubert's letters will be to the Conard 

edition: Correspondance, Paris, Conard, 1926-33, 9 volumes, and 
Supplement, Paris, Conard, 1954, 4 volumes. These will be abbreviated 
to ~. and Supple with volume indicated by upper-case Roman numerals.) 
"Eh bien! je n'en peux plusl je me sens a bout. Les larmes rentrees 
m'atouffent et je lache l'ecluse. Et puis l'idee de n'avoir plus un 

43. 

toit a. moi, un.!':.2!!., m'est intolerable."(Q2E:.VII, p.245, 9th July 1875, 
to his niece). IIJ l ai ete habitue a. une grande independance d!esprit, 
a une insoucianoe oomplete de lavie materielle. Or a mon age on ne 
refai t pas sa vie, on ne change pas d I ha bi tudes. J 'ai Ie OCBur broye et 
l'imagination aplatie. Voila mon bilan."(Su~pl.III, p.2l4, 3rd Oct.1815, 
to George Sand). . 

Sartre, Qu'est-oe que la litterature? p.2l3. For the milder passage 
see L'Idiot I, p.3431 "de toute mani~re l'or est annobli par la 
·t~ansmission. Gagnee, la richesse est un etre incomplet, hideux encoreJ 
transmise, elle s'epanouit, s'humanise, Ie don la metamorphose et 
l'aoheve, elle at.teint, dans les mains de l'hoir, a. la plenitude 
spirituelle." and "1 son tour il Lthe inheritorJ se transformera: 
oreature du hasard, il vivait sans but ni raison; une adorable gene
rositeledesigne, un mort lui donne mandat de vivre par une inflexible 
et derniere volonte qui Ie panetre et Ie fonde: Ie voila. consacre." 

44. Philip Thody: Jean-Paul Sartre: A Literary and Political Study, London, 
Hamish Hamilton, 1960, p. 148. . 

45· Frederio Jameson's exoellent article, 'Three 1.1ethods in Sartre's 
Literar,y Critioism', (in Modern French Criticism: From Proust and 
Vale;: to Struoturalism, Chioago, University of, Chioago Press, 1972, 
pp. 193-227), oontains a useful brief bibliography of Sartre's own 
oritioism and aesthetio theories, and of'the works of other critios 
on these, pp. 225-227. Miohael Soriven's J-P. Sartre and Literature, 
(see note 28.) oontains an extensive bibliography. . 

46. sartre, Situations I, Paris, Gallimard, 1947. 

47. Sartre, Baudelaire, Paris, Gallimard, 1947, and Saint Genet, oomedien 
et martyr, Paris~ Gallimard, 1952. 

48. For an aooount of the main periods of work see tDe Flaubert aux maost, 
,pp. 70-83 of On a raison de se revolter (Disoussions with Philippe Gavi 
and Pierre Viotor, Paris, Gallimard, 1974). Sartre s,ems to have worked 
on it on and ott sinoe 1954, and was oertainly writifig the final version 
in 1968. The disoussion sets L'Idiot against Sartre's politioal ooncerns 
and he attempts to justifY his determination to finish it. 
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"Gette pulsion vers Ie Tout qui fera plus tard de lui, dans Madame 
BOV~ autant et'plus peut-etre que dans les trois Saint'Antoine, 
un crivain oosmique." oontinued in footnote: "Je n'entends point 
par ces mots un penseur ou un philosophe mais tres exaotement un 
auteur dont Ie sujet permanent est Ie monde."(L'Idiot I, p.863.) 

tlL'important, o'est que F1aubert se soit engage a fond sur un oertain 
plan, meme si oe1ui-oi imp1ique qu'i1 ait pris des positions b1amab1es 
pour tout Ie reste. L'ensagement 1itteraire c'est finalement Ie fait 
d'assumer Ie monde en~ier, 1a .tota1ite. ~ ••• -1 Prendre l'univers 
comme un tout, avec l'homme dedans,·en rendre oompte du point de vue 
du neant, o'est un engagement profond,oe n'est pas simp1ement un 
engagement litteraire au sensou :J.'on s'engage a faire des 1ivres." 
(Situations X, pp. 112-113.) 

51. A oriticism whioh I would make of Simone de Beauvoir's Pour une morale 
de l'ambigutte (Paris, Ga11imard (Idees), 1947), whioh)written during 
the same period, takes a different perspective upon the same problems. 

52. Situations X, p. 115. 

53. E.g. how to deal with traitors, whether to join the Communist Party. 
Pour une morale de l'ambigu!te is full of specific references to this 
context, see espeoial1y pp. 186-224. 

54. There is little consideration of popular culture or the potential of 
new media like television, and one cannot imagine Sartre writing this 
book a few years later. 

55. Sartre, Qu'est-oe que la litterature? pp. 11-48. Poets are defined as 
men who refuse to use language for other than aesthetic ends, while 
prose is essentially "utilitarian"a lila· poesie est du cote de la 
peinture, de la sculpture, de la musique"(p.17}. 

56. E.g. in the disoussion of the imaginary attitude, see below, pp.80-85. 

51. Tho~, OPe oit., p.148. 

58. See Sartre's note 1. , L'Idiot I, p.687. 

59. Remarkably similar to Flaubert's own handling of his sources in 
Bouvard et p60uchetl See disoussion in Chapter 3, pp. 255-256. 

60. psyohoanalysis will be disoussed below (pp.27-30·). Perhaps the most 
interesting point about Sartre's Marxism is the insistence with which 
he replaces the primacy of the economic with praxis and the class 
struggle, (which is what keeps him so far apart from Tel Quel's assoc
iation of Marxism and literature, with its emphasis upon theories of 
exohange etc.). The assessment of Marxism in Questions de methode is 
fairly poor in that Marx himself is always exoluded from Sartre's 
oriticisms. (It is recognized that ~ did engage in difficult, subtle 
analyses). Even the progressive-regressive method with which Sartre 
proposes to put Marxism right is taken from Lefebvre, a Marxist 
historian! (See Sartre's note on pp. 73-75.) 

61. Questions de methode, p.114. 
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62. Ibid., p20l. 

63. L'Idiot III, pp 95-96. 

64. Review of first two volumes of L'Idiot, Modern Language Notes 69, 
(April 1974) No.2, pp. 419-421, ~.419. 

65. Questions de methode, p.207. 

66. Ibid., p.77. 

67. Ibid., p.117. 

68. Ibid., p.177. 

"Quel est l'etre-de-classe d'un ecrivain ne au milieu des capacites 
et qui produit Madame Bovary?"(L'Idiot III, p.150) "Dans quelle 
mesurela forme romanesque, dans sa g&neralite, exprime au XIX sieole 
les oontradictions infrastruoture1les de la sooiete bourgeoise prises 
oomme ensemble synohronet o'est oe que nous etudierons quand Ie temps 
sera venu de proposer notre 'lecture' de Madame Bovary" (III, p.342). 
"Toutefois 1 'Art pou.r 1 'Art n 'est pas une &cole. Chacun des ecrivains 
consideres fait ce que nul autre n'a fait. Flaubert, en particu1ier~' 
n'est abso1ument pas poete. S'il a fait quelques vers, du temps 
d'Alfred, i1 n'en est rien reste. II deolare aussi qu'il n'est pas 
romancier, encore qu'il n'ait eorit que des romans et La Tentation. 
'Je suis ecrivain' dit-il. Que faut-il entendre par l~? Comment 
expliquer que l'idee, commune a tous, de l'Art pur ait produit chez 
lui ces CBuvres? C 'est ce que nous tenterons de decider en relisant 
MadameBovary." (III, p.665) 

70. Claude Mouchardl 'Un roman vrai?', Critique 27, (1971) No. 295, p.1029. 
For a discussion of the attempt to link these see pp. 26-30. 

71. See his disoussion of the way a life unfolds in spirals in Questions 
de methode, pp. 149-151, for which F1aubert once again serves as 
example. 

72. Or that considerations of length form the basis of a very relevant 
criticism. A rather ridiculous remark in the Times Literary Supplement 
review (see note 23.) "Yet Sartre can be, as we know from Les Mots, a 
master of sparsitY"(p.1l35) perhaps sets the problem in perspeotive. 

73. Levin, 'A literary enormity', p.648. 

74. Mary WarnockJ The Philosophy of Sartre, London, Hutchinson, 1965, 
pp. 161-162. 

75. See below p.8l. 

76. This is so much Sartre's method that from the philosophical point of 
view the literary medium is unusually apt. 

77. L'Idiot II, pp.133l-l464. 

78. L'Idiot I, pp.56-57. 

, ___ I 
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79. See SituationsIX p.123 where Sartre is trying to explain why he no 
longer writes novels: "Un ecrivain est toujours un homme qui a plus 
ou moins choisi l'imaginaire: il lui faut une certaine dose de fiction. 
Pour ma partje la tr~uve dans mon travail sur Flaubert, quton peut 
d 'ail leurs oonsiderer oomme un roman. Je soubai te meme que les gens 
disent que c'est un ~ roman. J'essaie, dans ce livre, d'atteindre 
un certain niveau de comprehension de Flaubert au moyen d'hypotheses. 
J'utilise la fiction - guidee, controlee, mais fiction quand meme -
pour retrouver les raisons pour lesquelles Flaubert, par exemple, 
ecrit une chose Ie 15 mars, puis Ie contraire Ie 21 mars, au meme 
correspondant; sans se soucier de la contradiction. Mes hypotheses me 
conduisent dono a inventer en partie mon personnage." 

. 
80. There is something of an ambiguity in the use ot ~thology, i.e. is it 

really Flaubert's way of understanaing events, or Sartre's own organiz
ing device, and part of the "roman"? For example ttl'enfant centenaire" 
could be indirectly attributed to Flaubert, but "les Chevaliers du 
Neant" must surely go to Sartre. 

81. "Je voudrais en meme temps qU'on Ie lise en pensant que c'est la verite, 
que c'est un roman ~."(p.94) 

82. L'Idiot I, p.367. 

83. Questions de methode, p.186. 

84. Ibid.,p.229. 

85. L'Idiot I,p.7. 

86. L'Idiot III, p.426. 

87. Questions de methode, p.205. 

88. Though in support of Sartre's claim that the method is heuristic, it 
is true that the skeleton analysis of the application of the method 
to Flaubert (pp. 194-209, Questions de methode) gives no hint of the 
answers that he will come up \'lith in L'Idiot de la famille. 

89. Despite the Sur Racine controversy. 

90. L'Idiot III, pp.205-206.(Theodore de Banville, Barbey d'Aurevilly, 
Baudelaire, Bouilhet, Flaubert, Fromentin, Gautier, les Gonoourt, 
Leconte de Lisle, Louis Menard and Ernest Henan}. 

91. A tyPically suspeot sentence:"Nul doute, pourtant: si l'on veut eorire, 
c'est cette litt~rature-la qu'il faut faire; et reciproquement, l'Art 
de 1850 ne peut etre fait que par £!!!. Artistes." ibid., p.157. 

92. "A ma connaissance, no us ne disposons d'aucun portrait de lui. ~~is 
Gustave a un tel d~gout de la laideur, une telle attirance pour la 
beaute visible qu'il n'a pu vouer un tel amour qU'aun jeune homme 
avantageux. N'a-t-il pas dit, plus tard, que Maupassant etait l'image 
vivante de son oncle? Or Ie neveu, comme on sait, etait un fort bel 
homme"(I,p.1064). This sort of argument certainly does more harm than 
good. 
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93. L'Idiot II, p.1126. See also Questions de methode, pp.149-l5l. 

94. E.g. Reve d'enf'erl "Et Satan bondissait sur Ie pave, il eoumait de 
rage et, dans ses sauts oonvulsifs, il allait se frapper les reins 
sur Ie plafond"(Int.I,p.99); "sa bouche etait entr'ouverte et comme 
contractee par un mouvement des levres involontaire et convulsi~' 
(Julietta, p.lOO);Smarhl "Alors j'eus peUl', je me suia mis 1':. trembler 
comne si j'allais nourir"(the savage,p.200); "Ie monde etait fou, i1 
bavait, i1 ecumait, il courait comme un enfant dans les champs, i1 
suait de fatigue, il allait se mourir."(p.187) 

95. "Sans doute, les ecrits de Flaubert sont ensuite cites a l'appul de la 
these de depart, mais ils sont &videmment sollioites~iL~Idiot de la 
famille monstrueux, irritant et genial', p.16. 

96. Levin, 'A literary enormity', p.647. 

91. Situations X, p.98. 

98. Flaubert's spelling: treacherous act leading to punishment (death) by 
the father, mother's suicide as a result, (Int. I, pp.45-46).The fact 
that this is copied from Merimee's story of the same title does not 
lessen the significance of Flaubert's interest in it. 

99. Ibid., pp.74-78: murder of elder brother from jealousy, killed by 
father with sword. 

100. L'Idiot I, pp.18o-33l. 

101. Mouchard, art.cit., p.l041: "Ici, c'est la loi du tout ou rien, la 
force de ce :flux qu' est Ie livre ne se maintient que dans la possibili te 
d'tme avanoee oontinue." 

102. See below p.43. 

103. Franyois Bondy: 'The Idiot, or Sartre's Flaubert', Encotmter 31, 
(December 1971) No.6, p.40. 

104. 'L'Idiot de la famille monstrueux, irritant, et genial', p.17. 
Sartre, L'Idiot I, p.361: "ces etats ambigus prefigurent la crise 
de Pont l'SVegue qui n'est, en fin de compte, que leur radicalisation; 
ils sont donc - s1 Ie mot a un sens - a la source meme du genie de 
Flaubert et 1 'un des objeotifs de ce livre est de Ie demontrer." 

105. T.L.S. review, p.1335. 

106. Maurice Bardeche: L'Oeuvre de Flaubert, Paris, Les Sept Couleurs, 
1914, p.14. 

107. Ibid., p.98. (An obvious reference to Sartre's analysis of Jules, 
see below, p.35.) 

108. Levin, 'A literary enormity', p.644. 

109. F1aubert: Souvenirs, Notes et Pensees intimes, ed. Luoie Ohevalley
Sabatier, Paris, Buchet/Chastel, 1965, p.52. For Sartre's analysis 
of this quotation see L'Idiot I, p.496 •. 
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110. Levin, 'A literary enormity', p.645. 

Ill. L'Idiot I, pp.454-460. 

112. "II sortit, oomme pour donner un ordre au postilIon aveo Ie sieur 
Canivet, qui ne se souoiait pas non plus de voir Emma mourir entre 
ses mains."l.!:!!. I,p.685, 'lIl3' underlining. 

113. Alison Fairlie: Madame Bovary, London, Edward Arnold, 1962, p.16. 

114. Ibid. 

115. Bard~ohe, OPe oit., pp.1-8. Sartre's argument is supported by his 
reoourse'to the original draughts, for pp. 605-610 of the Nouvelle 
Version,("Madame Bovary". Nouvelle version preoedee des so~narios 
in'dits. Compiled with an introduotion and notes by Jean Pommier 
and Gabrielle Leleu. Paris, Corti, 1949.), show that the final version 
was oonsiderably toned down. itA part les maladies et les oadavres, il 
n'existait rien pour oet homme. II etait despote dans son hopital. 
~ ... -1 il eut presque passe pour un saint si la finesse voltairienne 
de son esprit, qui s'eohappait en saroasmes, ne l'eut pas fait redout
er oomme un demon."(1!!i. I, p.606); ItEt il sort it sous pretexte de 
donner un ordre a son postilIon, mais pour s'en retouner a Rouen, et 
Canivet, qui ne se souoiait pas non plus de voir Mme Bovar.y mourir 
entre ses mains, profita de la circonstanoe pour deoamper."(p.601) 

116. L'Idiot II, p.1181. 

111. Ibid., my underlining. 

118. Questions de methode, p.88. 

119. Sartre& L'~tre et Ie Neant, Paris, Gallimard, 1943, espeoially 
pp.656-663. See also Situations I, p.188 : "je ne pense pas ioi aux 
methodes grossieres etsuspectes de Freud, d'Adler et de Jung; il est 
d 'autres psychanalyses."-: 

120. L'~tre et Ie Neant, p.663. 

121. Sigmund Freud: 'Dostoevsky and Parricide', in Dostoevsky! a oolleotion 
of ori tioal essays, ed. Rene ~iellek, Englewood Cliffs, Prentioe Hall, 
1962, pp.9a:lll. Miohel Sioard also oomments on this parallel, La 
produotion du sens ohez Flaubert, p.194. --

122. R.D. Laing and.D.G. Cooper: Reason and Violenoe: a Deoade in Sartre's 
Philosophy 1950-1960, London, Tavistook Publioations,197l2jl964:(, p.7. 

123. Sartre gives an interestine aooount of the history of (and reasons for) 
his attitude to psyohoanalysis, and of his present position, in 
Situations IX, pp.l03-1l2. 

124. This basio disagreement is made very explioit in Jean-Marie Benoist's 
La Revolution struoturale, Paris, Bernard Grasset, 1915, whioh 
oonstantly defines struoturalism in opposition to Sartrean existent
ialism. 
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125. Situations X, p.lIO. This remark is followed by a typically ambiguous 
reference to Lacan: "bien que la conception de l'inconscient chez Lacan 
soit plus interessantetl(see back to note 18.). 

126. See pp.33-34. (octave Mannoni: 'Je sais bien,mais quand meme ••• ', in 
Clefs pour l'Imaginaire ou l'Autre Scene, Paris, Seuil,1969, pp.9-33.) 

121. L'Idiot I, p.558. 

128. Situations X, p.lll. 

129. Situations IX, p.112. Other definitions of "Ie vecu": "le terrain sur 
lequel l'individu est constamment submerge par lUi-meme, par ses 
propres riohesses, et ou la consoienoe a l'astuce de se determiner 
elle-meme par 1'0ubli."(ibid.,p.l08); "l'ensemble duo processus dialec
tiquede la vie psyohique; un processus qui reste neoessairement opaque 
a lui-meme oar i1 est una oonstante totalisation, et une totalisation 
qui ne peut etre consciente de ce qu'elle est. On peut etre consoient, 
en effet, d'une totalisation exterieure, mais non d'una totalisation 
qui totalisa egalement la oonsoience. En ce sens, Ie vecu est toujours 
susoeptible de comprehension, jamais de connaissance.n(ibid.,p.lll). 

130. L'Idiot I, p.l?l. 

131. L'Idiot III, p.420, and L'Idiot II, p.1199. 

132. lfhich is, of course, a considerable concession. 

133. }.fouchard, art.cit., p.l048-49. 

134. Sae Questions de methode, p.194. 

135. L'Idiot I, p.33l. 

136. As in the analysis of the relationship with Laporte, ibid.,pp.138-16l. 

137. See Sartre's preface, ibid., p.8. 

138. 

139. 

An example of this: the first chapter, 'Un problema', is a phenomeno
logical description of a.childish sensibility (language, naivete, belief) 
The reader is then sent back to Flaubert's origins, while Sartre re
traces the genesis of this sensibility from birth to the age of six. 
He then repeats this double movement for the paternal cyole. 

There is a considerable bibliography for discussions of Flaubert's 
"illness" over the years, in both the literary and the medical worlds. 
In particular there was a whole series of articles by various dootors 
in the Chronigue medicale between 1900 and 1903. Rene Dumesnil's 
Flaubert, son h'r'dit&, son milieu, sa methode, containing an import
ant discussion, was published in 1905, (~aris, Societe fran9aise . 
d'Imprimerie et de Librairie, a thesis for the ltdootorat en medeoinetl ). 
Another polemic arose over Jean Pommier's tLes maladies de Flaubert', 
(in Dialogues aveo Ie passe, Paris, Nizet, 1961, pp.28l-299). Another 
medical work, Quel dia ostio aurions-nous fait si nous avions soi e 
Flaubert?, Paris, Foulon et C~, 1960, These m dicale, Univ. Paris, 
1960, is discussed by Dr. Gal~ant, 'Notes pour l'analyse de l'ouvrage 
de Dr. Gallet', in Les Amis de Flaubert (1962) ~o.~Opp.6-10 and.(21,p69• 

'. cont.) 
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Although I originally oonsulted a large number of these rather obscure 
disoussions of Flaubert's symptoms eto., they are intrinsioally 
interesting rather than ver.y relevant. I have therefore only inoluded 
a small seleotion in my bibliography. 

140. A ohapter on epilepsy in. a manual of psyohiatr.y, Clinioal Psychiatry, 
by Mayer-Gross, Slater and Roth, ~London, Bailliere, Tiridall &: Cassell, 

.~ 1974, (Chapter VIII: 'Th~ Epilepsies') is very interesting (and not 
espeoially teohnioal) on the whole topio Q~ epilepsy, and anyone 
familiar with the history and details of Flaubert's fits might well 
oonsult it. Considerable attention is paid to hysterioal simulation 
of epilepsy, but it is .:f"asoinating reading aoove al;L''because the 
typioal faoets of personality and behaviour whioh are attributed to 
the epileptio often read almost as a deliberate desoription of 
Flaubert himself;" espeoially pp.468-412. 

141. The same work aotually says that "The mistake of taking the epileptio 
to be a hysterio is muoh oommoner than its converse."(p.475) 

142. L'Idiot I, p51. On p.158 of vol. I Sartre makes a firm distinotion 
between hysteria and epilepsy: "la pathologie de la croT_noe releve 
de l'hysterie plutot que de cette epilepsie dont on l'a ai longtemps 
afflige.", but later, raising the problem again and referring to 
Dunennil, he se.ys: "Mais on admet aujourd' hui que oertaines epilepsies 
ont pour origine l'hysterie. Alors pour serrer les faits de plus pres, 
no us serons franohement nominalistea. II ne s'agira pas de ohercher 
un c'Jncept qui les subsume mais de nous demander s' ils ont ou non 
du ~." (II, p.1186) 

143. See for example the extracts from the Souvenirs litteraires on 'La 
?o!aladie de Flaubert', Int.I, pp.122-l23: "Lorsque son systeme nerveux 
manquant d'equilibre lui infligea Ie supplioe Que l'on sait, Flaubert 
s'arretera; on eut dit que son eCheveau intellectu~l s'etait embrouille 
subitement: il reata stationnaire. On peut dire de lui oe que les 
nourrices disent de certains enfants interrompus au milieu de leur 
oroissance: il a ete noue.J; ••• J Ma oonviotion est inebranlable: 
Gustave Flaubert a ete un ecrivain d'un talent rare; sans Ie mal 
nerveux dont il fut saisi, il eut ete un homme de genie." 
For Sartre's discussion of this last contention, see below, p. 37. 

144. His inoonsistent attitude to epilepsy resembles his ambiguous use of 
the term "autism", sometimes in the sense of a serious, almost 
psychotio disorder, at othe~s, e.g. in the discussion of Post-Romantic 
schoolboy reading habits(II,pp.1312-1381), almost metaphorically. 

145. 'La Constitution', I, pp.13-648. For this particular summary see p.118. 

146. Ibid. ,p.141. 

141. 

148. 

See note 94. Djalioh (Quidguid Volueris) is perhaps the most "autisticlt 

oharaoter, while Giooomo faints at three vital points of Bibliomanie, 
and Garoia faints with jealousy of his brother at the ball in La Peste 
a Florenoe. For Flaubert's own trances, see beloY, p.43. 

L'Idiot III, pp.9":'lO. See I, p.395 for a definition of "stress": 
"l'unite de son mal interiorise en souffrance et de l'amenagement 
1ntentionnel de celui-oi en tant que oet amenagement,qui peut se 
~anifester, en oertains ~as, par un oomportement reflexif at une 
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distanciation, se glisse, de toute maniere, dans la souffrance la 
plus immediate a. titre d'intention de souffrir.n 

149. The discussion of Mannoni in the section entitled 'La monde de l'envie' 
(L'Idiot I, pp.422-452), examines in detail this "fetichisation of 
the imaginary". 

150. As Dumesnil believes (op.cit.). 

151. Hence the importance of.the feudalism discussion, see above, pp.13-l4. 

152. See the section 'La nevrose comme regression', II, pp.1862-l882. 

153. L'Idiot II, p.1920. Also p.1924: "Gustave aura plonge dans l'abjection, 
A Pont-l'Eveque, pour se metamorphoser en Artiste." 

154. This is what Sartre calls the "Qui perd gagne", a neurotio gamble 
with a structure resembling'Mannoni's "jesais bien, mais quand memen • 
Sartre's analysis of Saint Julien reveals the most radioal 
version of this strategy (L'Idiot II,pp.2l06-2l35) which has always 
interested him. Flaubert' s ~.9,~rosis i! his "Qui perd gagne", "Un peu 
plus tard nous Ie verrons jouer l'eternite contre Ie TempsI crest 
qu'il veut arreter son Destin. II y parviendra d'ailleurs, au prix 
d'une nevrose."(L'Idiot I, p.335) 

155. The part of the first ~ducation sentimentale which concentrates on 
Jules as an artist was w7itten after Flaubert's illness. 

156. This will be explained at length below. 

157. See pp.87-87 • 

158 • "II aura utilise sa constitution pithiatique pour reinventer l'art 
d,ecrire."(L'Idiot II, p.1920.) 

159. L'Idiot III, p.342. 

160. L'Idiot I, p.975. 

161. Ibid. 

162. L'Idiot III, p.32 and p.41. 

163. The basic argument of Book 1. of the third volume, 'La nevrose 
objective'. 

164. MY account of Sartre's argument here is extremely schematic, since 
it is less relevant to my particular interest. It is developed at 
considerable length by Sartre in Chapter 3 of the third volume, 
beginning p.66. It should perhaps be pointed out that the belief in 
the eighteenth century demand for autonomy is a misunderstanding, 
(since the demand for universality is naturally presented by Sartre 
as the basis of a class ideology: bourgeoisie as the universal class). 

165. See especially section D., 'La solution nevrotique', pp.133-201. 

166. In Sartre's definition, that is. 
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167. See G,utest-ce que la litt~rature? pp. 148-119, also Jameson, art.cit." 
p.216, on this nne.,; type of eXum,inaticn l·rhic:h ,~ould de3crib~ the 1~ork 
of art in terms of the public which it implies." 

168. Ltldiot III, pp.206-340. 

169. Ltldiot III, p.344. It is difficult to give specifio references for 
the detailed analysis of the shared misanthropy, but one might consult 
in particular pp.206, 227-228, 301-302, 306-307, 310, 332, 427-429. 

110. L'Idiot III, Livre IIa 'N'vrose et Programmation chez Flaubertl Ie 
Second Empire',pp. 447-665. Flaubert's distress at the fall of the 
Empire is very well documented in the correspondence of those years. 
"Vous dire ce que j'ai souffert est impossible; tous les chagrins que 
j'ai eus dans ma vie, en les accumulant les uns sur les autres, 
n"galent pas celui-la. Je passais mes nuits a raler dans mon lit 
comme un agonisant; jlai cru par moments mourir'et je':l'ai fortement 
souhaite, je vous Ie jure. Je ne sais pas comment je ne suis pas 
devenu foul Je n,en reviendrai pas! a moins de perdre la m'moire de 
ces abominables jours."(Corr.VI, p.199, 18th Feb. 1811, to Princesse 
!,:athilde)J "Et je ne croyais pas voir arriver la Fin du monde. Car 
c'est cela! nous assistons a la fin du monde latin. Adieu tout ce que 
nous aimons!" (corr. VI, p. 201, 11 th March 1811, to Mme Regnier); It La 
4 septembre a i~re un etat de choses qui ne nous regarde plus. 
Nous sommes de trop'!(Corr.,VI, p.431, 28th Oct. 1812, to Ernest Feydeau) 

111. See above p. 34. 

172. L'Idiot III, p.665. 

173. Ibid., p443. The difference between Leconte de Lislesand Flaubert's 
relationship to their period is made explicit on pp.432-3. The idea 
of "programmation" is explained from approximately pp.434-443: "des 
facteurs biologiques, sociaux, metapsychologiques - universaux qui se 
font vivre par nous dans leur realit~ singuliere - sont pour chacun a 
l'origine d'un programme de vie qui nait des contradictions interio
ris~es eit que freine ou acc~lere Ie mouvement general de la Societe." 
(p.44l) 

174. The extensive analysis of Leconte de Lisle runs from p.345 to around 
p.414. 

175. Examples of critical attention to this will be very frequent in the 
rest of this thesis. 

176. Agonies, ~. p.158, used here in the context of the writer who cannot 
find his words, but see also La Danse des Morts, Int., p.165, "on eut 
dit un muet en col ere qui balbutie et ~oume de rage: c'etait la terre 
qui parlait." 

177. L'Idiot I, p.21. 

178. For Caroline Commanville's three stories see her Souvenirs (1886), 
which head the first volume of the Conard Correspondance, pp. X-XI. 

179. ~.I, pp.1-2, 31st Dec. 1830, to Ernest Chevalier. 

180. See also the Goncourts' Journal (Edmond at Jules de Goncourt: Journal. 
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Memoires de la vie litteraire 1851-1896, Paris, Fasquelle Flammarion, 
1956, 4 vols), vol.l. p.1348: "Elle ~Flaubert's mother-iT nous disait 
q~e souvent, allant &ARouen, elle Ie retrouvait, en revenant,! la 
meme place, dans la meme pose, presque effray~e de sonimmobilite. 1t 

181. See ch.3, 'La mere', pp.82-l02, and ch.5, 'Naissance d'un cadet', 
espeoially pp.130-l36. 

182. Lucie Chevalley-Sabatier's Gustave Flaubert et sa nieoe Caroline, 
Paris, La Pensee univer~elle, 1971, relate~ a story told by Caroline 
whioh is a perfeot aooount of what Sartre suggests never happens for 
Flaubert: "Je me suis mise a dire tout haut: 'tu es Caroline' et je 
repetais 'Oui je suis Caroline'. J'etais tout etonnee de. ma deoouverte, ." ~ . je prenais oonscience.d'etre.moi-meme, et de me degager du monde 
exterieur dont jusqu'alors je faisais partie."(pp.138-l39) 

183. L'Idiot I, p.140. 

184. Ibid., p.142. This explanation of the autistio syndrome is olassio 
but by no means proven. Mayer Gross, Slater and Roth,(Clinioal 
Ps chiatr ) say there is as yet no evidence for blaming it on Itchilly" 
mothers p.680). 

185. L'Idiot I, p. 151 and p.149 respeotively. 

186. Ibid.,p.l51. "L'amour donne, attend, regoit: il y a reciprocite de 
designation. Sans oe lien fondamental, ltenfant est signifie sans 
etre signifiant. Les signifioations Ie traversent et parfois s'instal
lentmaislui demeurent etrangeres; par elles 1 l'Autre Ie dechiffre; 
autres, elles fuient vers l'Autre; dans Ie meme temps, inertes, demi
oloses, elles manifestent la puissance de oet invisible ocoupant. 
Reduit a la oontemplation de sa passivite, l'enfant ne peut savoir 
qu'il a la structure d'un signe et que Ie depassement vivant du vecu 
est, en lui oomme en chaoun, Ie fondement de la signification. Ainsi 
Ie langage lui vient du dehors: Ie depassement signifiant est l'oper
ation de 1 'Autre et s'aoheve par une signification c.ui Ie determine 
de l'exterieur." 

188. 

Sartre disousses his own experience of this sensation in Situations IX: 
"Le langage est une espece d'immense realite, que j'appellerais un 
ensemble pratioo-inerte; je suis oonstamment en rapport avec lui: non 
pas dans 1a iaesure ou je parle, mais precisement dans la mesure ou 
c'est d'abord pour moi un objet qui m'enveloppe et dans lequel je peux 
prendre des choses, ensuite seulement je decoun'e sa fonction de 
oommunication ~ ••• -l pour moi Ie 1angage n'est pas en moi. Je orois 
que 1es gens disent qutils ont l'impression, ~uelle que soit leur 
opinion apres, qu'il y a des mots dans leur tete. Tandis que moi, 
j'si l'impression qu'ils sont dehors, comme une espsce de grand 
systeme e1ectronique: on touche des machins et puis 9a donne des 
resultats."pp.40-4l. Sartre relates this to his childhood confusion 
of words and things, as desoribed in Les Mots. 

Similar to another aneodote related by Flaubert himself and reported 
by the Gonoourts, (Journal, vol.II, p.1134, 5th May 1816)& "II y avait , 
l la noce une petite fille. Je suis revenu a la maison amoureux d'elle 
Je voulais lui donner mon oCBur, - une expression que j 'avais entendue. 6 

Dans oe temps, il arrivait tous les jours, ohez mon pare, des 
bourriohea de gibier, de poisson, de ohoses a manger, - que lui 
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envoyaient des malades qu'il avait gueris, - des bourriches qu'on 
deposait Ie matin dans la salle a manger. Et en meme temps, comme 
j'entendais sans cesse parler d'operations ainsi que de choses 
habituelles et ordinaires, je songeais tres serieusement a prier mon .. .. , 
pere de m' oter Ie CCBur. Et je voyais mon OCBur apporte dans une bour-
richeparun conducteur de diligence, a la plaque, a la casquette garnie 
de trisure de peluche; je voyais mon cceur pose sur Ie buffet de la 
salle a manger de ma petite femme. Et dans Ie don materiel de mon 
oceur il n t 7.avait en rna pensee ni blessure ni sang." Telling the same 
story to George Sand, (Corr.VI, pp.ll.-/3), Flaubert says he was five 
or six at the time. 

189. ~. I, p.192, Sept. 1845, to Alfred Ie Poittevin, ~ underlining. 

190. L'Idiot II, p.1916. 

191. It is quoted usefully by Culler, Uses of Uncertainty, p.166, but in 
a quite different context by Douchin, (Le Sentiment de l'absurde chez 
Gustave Flaubert, Paris, Minard, 1970, p.44), where it is used as an 
example of absurd experience, rather than of the curious nature of 
language. 

192. ~. II, p.484, my underlining. 

193. lEi. I , pp.571-578. 

194. Int. II, p.174. For himself, that is; they obviously have an ironic 
fUnction in summing up the story. 

195. Ibid., p.170. "Ce fut de cette maniere, a force de l'entendre, qu'elle 
apprit Ie catechisme." 

196. See belcw,especially discussions of Salammbo and Charles, pp.239-241. 

191. "On entendait, a cote du lourd patois dorien, retentir les syllables 
celtiques bruissantes comme des chars de bataille1 et les terminaisons 
ioniennes se heurtaient aux consonnes du desert, apres comme des cris 
de chacal."(Int. I, p.694) 
"lIs deliraient en cent langages1~ (ibid. ,p.691) 
"Les soldats, sans comprendre ce qu'elle disait, se tassaient au~our 
d'elle.n(ibid.) 

1 "Elle chantait tout eela dans un_ vieil idiome chananeen que n'enten
daient pas les Barbares." (ibid. ,p.698) 
There is also the scene where Hannon cannot make himself understood 
by the army of mercenaries, where Spendius deliberately mistranslates, 
ibid., pp.105-706 • 

198. See below p.l02:-104. 

199. Int. II, p.15· -
200. Ibid., p.120. 

201. Ibid., p.11. 

202. Ibid., p.204. 

203. Int. '1, p.624. - . 

, 
a, 
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204. Int. II, p.66. 

205. Int. I, p.8l. 

206. Ibid., p.238. 

201. Ibid. "elle avait des mots simples et expressifs qui partaient en 
relief, et surtout avec tant de n&glig& et de grace, tant d'abandon, 
de nonchalance, vous auriez dit qu'e1le chantait. 1t 

208. Ibid. , p.606. 

209. Ibid. , p·.330. 

210. Ibid. , p.360. 

211. ~. II, p.19. 

212. 

213. 

214. 

215· 

216. 

211. 

218. 

219. 

Ibid. , p.246. 

lEi. I, p.268. 

Ibid. , p.295. 

Int. II, pp.25-26. -
1E!. I, p.773. 

L'Idiot I, p.623. 

Ibid., p.147. 
, A , 

"Souvent, en presence des forets, des hautes montagnes, de l'ocean, 
son front pliss& se d~~idait tout a coup, sea narines s"cartaient 
avec violence, et toute son arne se dilatait davant la nature comme 
une rose qui s'epanouit au soleil; et il tremblait de tous ses membres, 
sous Ie poids d'une volupte interieure, et 1a tete entre ses deux 
mains il tombait dans une lethargique m'lancolie; alors, dis-je, son 
ame brillait a travers son corps, comme les beaux yeux d'une femme 
derriere un voile noir."(ibid.,p.105). The whole portrait of Djalioh 
on p. 105 is important. 

220. L'Idiot I, p.35. 

221. Ibid., p.40. See Sartre's discussion of this in Situations IX, e.g. 
p.49. 

222. Ibid., p.15l. For full quotation see note 186. above. 

223. "C'est la Verite qui est en cause: pour qu'i1 1a reconnaisse et 
A ~ • 

l'affirme - ne fut-elle que Ie degu1sement d'une erreur ou d'un 
mensonge - il faut etil suffit que l'Autre 1 t ait estampi11ee. Et 
bien entendu, i1 ne se tromperait guere s'i1 envisageait Ie Vrai comme 
une ~uvrecommune et comme une exigence de reciprocite: je ne saurai 
jamais rien que 1'Autre ne me 8~antisse mais i1 faut ajouter que 
Ie Savoir d'autrui n'a d'autre garantie que moi. Or c'est 1a reoipro
oit' que Flaubert ignore: nous avons vu, nous verrons mieux encore que 
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cette relation lui echappe: absente, il ne peut la concevoir; presente, 
il ne la comprend ni ne l'approuve ni ne peut s'y tenir: il fait si 
bien qu'elle casse ou qu'il la trans forme en relation feodale."(ibid., 
p.159.) . 

224. Ibid., p.146. 

225 • .£2!:E.. I, p.118, 26th May 184'5, to Alfred Ie POittAVin. 

226. lei. I, p.589. 

227. Ibid., p.352. 

228. L'Idiot I, p.165. 

229. Ibid., pp.676-677. 

230. Ihid., p.476. For detailed explanation see pp.614-684. 

231. Souvenirs, Uotes et Pensees intimes , p.96. 

232. lEi. II, p.2l5. 

233. "ee qui se parle est joue, ce qui se vit ne se parle pas."(L'ldiot I, 
p.l?l) 

234. "Sur toutes choses, il a des theses qui ne peuvent etre sinceres, des 
opinions de parade et de .£hl£ delicat, des paradoxes de modestie", 
(Journal, vol. I, p.1350) ; "cette ressemblance bourgeoise de sa 
cervelle avec la cervelle de tout Ie monde, - ce dont il enrage, je 
suis sur, au fond, - cette ressemblance, ilIa dissimule par des 
paradoxes truculents, des axiomes depopulateurs, des beugle~ents 
revolutionnaires, un contre-pied brutal, mal eleve oeme, de toutes les 
id~es rS9ues et acceptees." (vo,l. II, p.932); "Naintenant, ment-il 
absolument, quand il est en si complete contradiction avec son for 
interieur? Non, et Ie phenomene qui passe en lui est assez comp1exe. 
~ ... -1 mon ami Flaubert arrive ~ se griser presque sinoerement des 
contre-verites qu'il debite."(ibid.) 

235. Ibid,vo1. II, p.162, 9th May 1865. 

236. Ibid., vol I, p.1142, 8th Oct. 1862. 

231. Roland Barthes, S/Z, Paris, Seuil, 1970, p.146. 

238. L'ldiot I, p.951. 

239. Barthes', phrase, loco cit. 

240. L'ldiot I, p.90l. 

241. Ibid., p.885. ~Nous verrons plus tard . que Ie secret du style dans 1es 
grandes CBuvres de F1aubert, c I est qu' i1 est 1 I eloquence refusee. 1t 

This id~a is taken from Thibaudet, (Gustave Flaubert, Paris, Gallimard, 
1935): "Flaubert, dcint 1a nature est essentiellement oratoire, et que 
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"il pensait que l'Art est ~e ohose serieuse ayant pour but de produire 
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travail de Flaubert 'p.52). "Pour etre pleinement flaubertien:, il lui 
manque, precisement, la difficulte."(ibid.,p.53). This "proper" Flaubert 
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to Louise Colet. 
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125. See Chapter 1, note 341, for this quotation. 

126. "11 faut entasser l'un sur l'autre un tas de petits cailloux pour 
faire nos pyramides qui ne vont pas a la centieme partie des leurs, 
lesquel1es sont d'un seul bloo",(referring to Rabelais, Cervantes, 
Moliere and Hugo), Cor~ III, p.143, 21th March 1853, to Louise Colet; 
!tIes livres ne se font pas comme les enfants, mais comme les pyramides, 
avec un dessin premedite, et en apportant des grands bloos l'un par
dessus l'autre, a force de reins, de temps et de sueur, et Qa ne sert 
a. rienl etya reste dans Ie deser~l" .£.2!!:.IV, pp.239-240, late Nov./ 
early Dec.1851, to Ernest Feydeau. 

121. "L'illusionnisme representatif de style balzacien". (Ricardou, 
'Fonction critique', p.265) "Enfin, la fiction, nous Pavons vu, est 
soumise a. deux mobiles contraires: l'un illusionniste, tend a reduire 
1a presence du texte en fascinant Ie 1ecteur avec les evenements". 
(ibid., p.264). 

128. "Flaubert fait paraitre, pure de toute succession anecdotique, Ie 
mouvement descriptif lui-meme. Pour cet index, Ie recit s'offre 
plutot comme l'aventure d'une ecriture. L'action critique de la 
litterature, nous Ie comprenons, est liee a ce lent, difficile, 
perilleux surgissement. Z-... -1 La signifie n'est alors nullement 
refuse (comme l'affirmait Pingaud un peu vite) mais soumis mot a. mot, 
par Ie jeu de l'ecriture, a. une permanente critique qui l'empeche de 
coaguler et de cacher Ie travail qui Ie forme. Ainsi, au centre de la 
litterature, l'ecriture est la contestation meme. C'est ce pouvoir 
critique, on s'en doute, en la litterature toujours travestie, qui 
est sev.rement occulte."(ibid., p.265) 

129. Prendergast, art.cit. 

130. Ricardou, 'De natura fictionis', Pour une theorie du Nouveau Roman, 
pp.33-38. See below p.114. 

131. Ricardou, 'Fonction critique', p.265., for example. These important 
ideas recur throughout Ricardou's theoretical writing. 

132. Ricardou: Problemes du Nouveau Romans "Loin de se servir de l'ecriture 
pour presenter une vision du monde, la fiction utilise Ie concept de 
monde avec ses rouages afin d'obtenir un univers obeissant aux specif
iques lois de 1,ecriture",(p.25). "La psychologie ou la sociologie 
fictives, par exemple, impliquees dans l'ensemble des relations tissues 
entre les personnages d'un roman different essentiellement donc de 
toutes psychologies guotidiennes. Intrinseques au livre, elles sont 
issues de l'ecriture et renvoient a. son fonotionnement."(pp.25-26) 

133. Ricardou, Pour une theorie du Nouveau Roman, p.34. 

134. "L'objet decrit est un etre instable, osoillant continUment entre deux 
-tensions inconciliables. La dimension referentielle et la dimension 
litterale sont en effet dans un rapport inversement proportionnel: 
l' attention du lecteur ne ~leut privilegier Pune qu' au detriment de 
l'autre."(ibid., p.36) I quote Barthes at length because his point is 
so vital to my overall argument: 
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"Mais Ie point capital en tout ceci, c'est que la forme ne su~prime 
pas Ie sens, elle ne fait que llappauvrir, l'eloigner, elle Ie tient 
A sa disposition. On croi t que Ie sens va mourir, mais c I est une mort 
en sursis: Ie sens perd sa valeur, mais garde la vie, dont 1a forme 
du my the va se nourrir. Le sens sera pour 1a forme comme une reserve 
instantanee d'histoire, comma une richesse soumise, qu l il est possible 
de ra0peler et d'e1oigner dans une sorte d'alternance rapide: il faut 
sans cesse que la forme puisse reprendre racine dans Ie sens et sty. 
a1imenter en nature; il faut surtout qu'elle puisse sly cacher. C'est 
ce jeu interessant de oache-cache entre Ie sens et la forme qui definit 
Ie mythe." (Barthes: Mythologies, p.203) "Le my the est une valeur, il 
n'a pas la verite pour sanction: rien ne l'empeche d'etre un alibi 
perpetuel: il lui suffit que son signifiant ait deux faces pour dispo-,: 
~~~ ro"j~r~ d'un ailleurs: Ie sens est toujours la pour presenter la 
forme; la forme est toujours 1& pour distancer Ie sense Et il n'y a 
jamais contradiction, conflit, eclatement entre Ie sens et la forme: 
ils ne se trouvent jamais d~~s 1emaillepoint.Dela meme fayon, ai je 
suis en auto et que je regarde Ie paysage a travers la vitre, je puis 
accommoder a volonte sur Ie pays age ou sur la vitre: tantot je saisirai· 
1a presence de la vitre et la distance du paysage; tantot au contraire 
1a transparence de 1a vitre et la profondeur du paysage; maia Ie res
u1tat de cette alternance sera constant: 1a vitre me sera a 1a fois 
presente et vide, Ie paysage me sera 8. la fois irreel et plein. De 
meme dans Ie signifiant mythique; la forme y est vida mais presente, 
Ie sens y est absent'et pourtant plein."(ibid.,p.209) 

135. See above p .81. 

136. See below pp.135-136. 

137. lni. I , p.584. 

138. Ricardou, Pou:- une theorie du Nouveau Roman, p.38. "Ainsi arrive-t-i1 
a Homere de dissimuler la n~cessaire succession descriptive sous une 
contingente suite de gestes."('Fonction critique',pp.264-26S) 'Lessing, 
nous Ie savons, a montre comment, renoncant a decrire d'une traite Ie 

• $ 

costume d'Agamemnon, Homere nous propose les diverses phases d'un 
habillage par lesquelles 1a complexite d'un ~bjet statique est trans
formee en une simple suite d ' actions:'I1 revetit sa belle tunique, 
fine, neuve, et s'enveloppa de son grand manteau; a ses pieds, il mit 
sa belle chaussure et attacha son glaive a son epaule par des clous . 
d'ar~nt; puis i1 reprit Ie sceptre ancestral et im::erissable.'."(ibid." 
p.252) 

139. "II faut. marquer, au contraire, une fois encore, I'activite moderne 
d'une description se designant elle-meme." Pour une theorie, p.34. 

140. 

l4~. 

"alle commenQait par trois boudins circulaires; puis s'alternaient, 
separes par une bande rouge, des losanges de velours et de poil de 
lapln; venait ensuite une fayon de sac qui se ter:ninait par un poly
gone cartonn.s." .!!:!!. I, p.575, my underlining. 

"Au premier etage,il y. avait d'abord la chambre de 'Madame' C ... J. 
Puis venait Ie salon Z-... -l- Ensuite un corridor menait a un cabinet 
d'6tude." l!U. II, p.166. My underlining. 

142. "n'abord un verger d'arbres A fruits, ensuite un parterre ou des 
oombinaisons de fleurs dessinaient des ohiffres, puis une treille avec 
des berceaux pour prendre Ie frais." lni.II,p.178, my underlining. 
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143. lila prose doit se tenir droite d'un bout a. l'autra, comma un mur por
tant son ornementation jusque dans ses fondements at que, dans la pers
peotive, Qa fasse une grande ligne unie. 1I ~.III, p.264, 2nd July 
1853, to Louise Colat. "Toute muvre d'art doit avoir un point, un 
sommet, faire la pyramide", Corr. VIII, p.309, Oct.1879, to Mme Rogar 
des Genattes. 

144. "Mise en abyme" will be defined below, pp.151-152. 

145. The funotion whioh Levi-Strauss attributes to the small-soale model, 
La Pensee sauvage, Paris, PIon, 1962, pp.34-36. 

146. See below pp. 163-161. 

147. Huss, The Early Work of Gustave Flaubert, starting p.118. 

148. Ibid., p.118. 

149. "Je voudrais d'un seul ooup d'atl lire oes oent oinquante-huit pages 
Lfirst part of Madame Bov3.ry J et les saisir avec tous leurs details 
dans una seule pens'e." Corr.II, p.468, undated, to Louise Colet. 
Quoted by Huss, ibid., p.119. 

150. Ibid., p.120. 

151. Huss, 'Some anomalous uses of the imperfect', p.146. 

152. Ibid. 

153. See below pp.166-l67. 

154. Genette: Figures III, Paris, Seuil, 1972. 

155. Todorov: Poetigue, Paris, Seuil, 1968. 

The deliberate link with the old rhetoric is emphasized by Todorov: 
"On peut bien rappeler, pour la defense de ce terme L"poetiquellJ 
que 1a plus celebre des poetigues, celIe d'Aristota, n'etait pas 
autre chose qu'une theorie concernant 1es proprietes de certains types 
de discou~s.1I ibid., pp.20-21. 

151. Barthes: 'Introduotion a l'analyse struotura1e des recits', 
Communioations 8 (1966) pp.1-21. 

158. 

159. 

"L'histoire (l'argument), comprenant une logique des aotions et une 
'syntaxe' des personnages, et Ie disoours, comprenant les temps, les 
aspects et les modes du recit. lt (ibid.,p.5) Barthes is referring to , 
Todorov's 'Les oategories du reoit litteraire', Communioations 8 (1966) i 

pp.125-151, whioh has the following sUbseotions: 'Les aspects du recit' 
pp. 141-143, and 'Les modes du reoit' pp.143-147. , 

Barthesl 'Analyse textuelle d'un conte d'Edgar Poe', in Semiotigue 
narrative et textue11e, ed. Claude Chabrol, Paris, Larousse, 1913, 
p.29. 

160. 'A oonversation with Roland Barthes', SignS of the Times, Granta, 
Cambridge, 1971, p.45· 
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161. French "temps", covering both"tense"and "timetl • 

162. Introduction to 'Discours du recit', Figures III, pp.71-76. 

163. Ibid., pp.181-182. For Ricardou, see Prob1emes du Nouveau Roman, p.25. 
nAinsi dans 1a Recherche du temps perdu, toutes les exp3riences 
(madeleine, pav&s, etc.) et id'ologies (esthetique picturale d'Elstir, 
psychologie amoureuse de Swann, etc.) proposent une al1egorie de la 
metaphore dont on sait qU'elle est seule capable, selon Proust, de 
'donner une sorte d'eternite au style'.11 

164. See p~~54. 

165. Quoted by Genette, Figu;es III,p.75, note 3. 

166. Aooording to language of oourse. 

167. Genette, Figures III, p.191. For his series of transformations of the 
aotual till faut abso1ument que j'epouse Albertine" see pp. 190-192. 

168. As analysed, for example,by Stephen Ullmann, Style in the French ~ovel, 
OXford, Blaokwell, 1964, pp. 94-120. 

169. For example by Sherrington,op.cit., Lubbock, op.oit., and Rousset, 
Forme et signification, Paris, Corti, 1962, pp.l09-l33 ('r,Iadame Bovary 
ou Ie livre sur rien'). 

170. Boris Uspensky: A Poetios of Composition: the structure of the artistic 
text and a typologY of the compositional form. Berkeley, Los Angeles, 
London, University of California Press, 1973, (trans. Valentina Zavarir, 
and Susan Wittig). 

171. Reference should however be made to Raymonde DebraY-Genette: 'Du mode 
narratif dans les Trois Contes', Litt~rature 1971, No.2, pp.39-62. 
Yet even this interesting article does not really come to terms with 
attitude, and does not discuss irony. 

172. See pp. 128-136. 

173. Roman Jakobsona 'Les embrayeurs, les categories verbales et Ie verbe 
russe', in Essais de linguistigue generale, Paris, Minuit, 1963, trans. 
Nicolas Ruwet, pp. 176-196. 

174. Emile Benveniste: Problemes de linsuistique_senerale, Paris, Gallimard, 
1966, pp. 237-257. 

175. Ibid., p.255· 
I 

176. Int. I, p.575. Culler gives a little summary of various interpretations 
or-the opening in the Uses of Uncertainty, pp.llO-lll, referring to 
Starkie, Brombert and Sartre. To this can be added Sherrington, op.cit. 
(to increase sense of immediaoy and authenticity of the scene describ
ed). 

177. For Culler's own interpretation of the opening oddity of narration 
see pp.111-112. For him it; is a case of "parody and obfuscation" (p.lll), 
another means of demoralization, "the text is not narrated by anyone 
~ •• ~~ the attempt to read it as if it were can only lead to confus
ion."Tp.112). This is obviously much more satisfactory than the 
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conclusion of Gregor and Nicholas in The Moral and the Storl (London, 
Fabe.; & Faber, 1962): lIan 04dl~ paradpxical _stateme~\ :t:or the.na~rator 
[: • .danother echo of the private Flauber:t, of the artist superior to his 
subjeot, uncertain of its value and fitfully disgusted by it ~ ••• -1 . 
A personal protest at the triviality of the subject". They feel that 
the opening illustrates the paradox of the whole book, the"deolared 
insignificanoe and unmemorability of the subject, yet the exhaustive
ness with which it is remembered and rehearsed over several hundred 
pages."(pp.36-37). For the aotual "II ~erait maintenant impossible" 
phrase, see ~ I, p.57~ (my underlining). 

178. ~. I, p.599. 

179. Ibid., p.692. 

180. Benveniste, Ope oit. 

181. Culler: Struoturalist Poetios: Struoturalism 
of Literature, London, Routledge 
whole disoussion see pp.164-170. 

182. Supp1.I, p.173, 10th Jan.1854, to Louise Colet. 

183. Suppl.IV, p.204, 16th April 1879, to Maxime du Camp. 

184. Huss, The Earll Work of Gustave Flaubert, pp.52-ll6. 

185. Sherrington, op.oit.,p.41. 

the Stu 
For 

186. IIFlaubert, we must repeat, regarded this unwillingness coolly to 
examine reality - to 'voir les ohoses oomme elles sont'- as a social 
disease."(ibid., p.169) "people oonfused beoause they are unwilling or 
unable to look at faots" (ibid.,pp.229-230). Likening Sherrington to 
Mr. Gradgrind, Culler does a very fine hatchet-job on Sherrington's 
point: "one might well wonder why he should have bothered to resuscit
ate Carthage if it was only to show that Carthaginians were prey to 
religious delusion and refused to face facts." (Uses of Uncertainty, 
p.217) 

181. Barthesl 'Jeunes chercheurs', Communications 19 (1972), p.5· 

188. Pierre Bergounioux: 'Flaubert et l'autre t
, Communications 19 (1972)p.50. 

189. See above p.52. 

190. Bergounioux, loc.oit. The attempted Lacanian perspective of this art
iole contains many similarities to Sartre's analysis of Flaubert's 
uneasy relation to his voice and speeoh acts, and seems to me potentiall~ 
interesting for this reason. 

191. Quoted by Culler, Struoturalist Poetics, p.170. (Julia Kristeva: 
Semiotike: Recherohes pour une s'manallse, Paris, Seuil,1969,p.273). 

192. Culler, loc.cit. 

193. Ibid. 

194. Barthes, s/z, p.178. 
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195. ~.I, p.639. 

196. See above pp. 53-54. 

191. Barthes, S/Z, pp.151-158. 

198. "Nous voyons donc que 1a question essentielle n'est plus aujourd'hui 
celIe de 1 '~crivain et 1 'aJUvre £: ... J mais celIe de 1 'ecri ture at de 
la lecture, et qu'il nous faut par consequent definir un nouvel 
espace ou ces deux phenomenes pourraient etre compromis comme reoi~. 
proques et simultanes, un espa.ce courbe, un milieu d'6changes et de 
r~versibi1it~ ou nous serions enfin du meme cote de notre langage." 
(Philippe Sollersc Logigues, Paris, Seull, 1968, pp.231-238). 

199. Benveniste, op.oit. 

200. See above, pp.68-69. 

201. Thorlby also attaoks this idea that Flaubert lets reality "speak for 
itself"{Gustave Flaubert and the Art of Rea.lism, London, Bowes and 
Bowes, 1956), p.38. 

202. Genette, 'Frontieres du recit',p.162. 

203. Albert Camus: L'~tran~er, Paris, Gal1imard(Li~re de Poohe),1951, p7. 
Both Genette,{'Frontieres durecit'pp.162-163), and Benveniste, (oP. 
cit.p.244), refer to Sartre's well known discussion of the use of 
the perfect tense in L'~tranger. Benveniste himself suggests that the 
novel is a good example of how the perfeot tense is "peu apte a. oon
voyer la relation objective des evenements". (Sartre: 'Ex~lication de 
L'Etranger' in Situations I, pp.99-121:"voila. pourquoi M.Camus, en 
6crivant L'ttranger, peut croire qu'il se tait: sa phrase n'a9partient 
pas a. l'univers du discours, elle n'a ni ramifications, ni prolongs
ments, ni structure interieure".p.119) 

204. See above p. 71. 

205. Alain Robbe-Grilleta Dans Ie labyrinthe, Paris, ~inuit, 1959, p.9. 
Genette, '~~'ontieres uu r&clt',~.lu3. 

206. Roland Barthes par Roland Barthes, p.l68. 

201. Wayne Booth's The Rhetorio of Irony is a good general introduotion to 
the topio, with a useful bibliography.(Universi ty of Chicago Press, 1974) 

208. Soren Kierkegaard: ~T~h~e~C~o~n~c~e~~~~~~:~w~i~t~h~c~o~n~s~t~a~n~t~r~e~f~e=r~e~n~o~e~t~o 
Soorates, London, Collins,19 Lee M. Capel, p.27o. 

209. "As irony contrives to overcome historioal actuality by making it 
hover, so irony itself has in turn become hovering. Its aotuality 
is sheer possibility. In order for the acting individual to be able to 
fulfil his task in realizing actuality, he must feel himself assimil
ated into a larger context, must feel the seriousness of responsib
ility, must feel and re~eot every rational oonsequence. But irony 
is free from all this.L ••• -1Irony is free, to be sure, free from all 
the cares of actuality, but free from its joys as well, free from its 
blessings." ibid.,p.296. 
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210. Uses of Unoertainty, pp.185-207, though his whole thesis turns on this 
seotion. 

211. Kierkegaard, op.oit., p.336.( There is an error in the pagination; 
this is the seoond p.336, whioh should be p.346). 

212. Uses of Unoertainty, p.208. 

213. lbid.,p.2l0. 

214. Ibid.,p.221. 

215. Ibid., p.226. 

216. See for example his most interesting artiole, 'Literary History, 
Allegory and Semiology', New Literary History, VII(1976)No.2,pp.259-27Q 

217. Uses of Unoertainty, pp.124-126, and pp.152-l55. 

218. Culler, Stuoturalist Poetics, p.264. 

219. Veronica Forrest-Thomson: 'The Ritual of Reading Salammbo', Modern 
Language Review LXVII (1972), pp.787-798, and Culler's discussion of 
this, Uses of Uncertainty, pp.207-22~. 

220. Kierkegaard, op.cit.,p.~~94. 

221. lnl. I , p.797. 

222. 1]1. II, p.177. 

223. Ibid., p.187. 

224. Lbid., p.163. 

225. Uses of Uncertainty, p.210. 

226. It is interesting to note that Flaubert uses "elle croyait voir" 
earlier in the story: "Ella croyait voir Ie paradis" etc., 1!!1.II,pI70. 

227. Culler speaks of the ironic evasion of Flaubert's novels when we try 
to offer elaborate interpretations: "'lihat is all this fuss?' they 
might say. '~le are just novels: stories of Emma Bovary and Frederic 
~~reau, of Salammbo, Bouvard et Pecuchet, and Saint Antoine. What 
has all this to do with us? "'(Uses of Uncertainty, p.24). 

228. Kierkegaard, op.cit., pp.213-274, my underlining. 

229. The idolization of Loulou or simple examples such as Mme Aubain being 
chased by the bull: "voila qu'il galopait maintenantl"(l.!!!.II,p.168) 

230. Ibid., p.504. 

231. Presumably also the intention of the closing line of Madame Bova;y: 
"II vient de recevoir la croix d 'honneur."lnt.I,p.692. -,Thibaudet, 
in his discussion of tableau constuction, refers to a passage from a 
letter from Flaubert to the Goncourts, about Germinie Lacarteu.x: nCe 
dernier morceau (sur Ie cimetiere) rehausse tout ce qui pr~cede et 
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met oomme une barred'or au bas de vot1"e CBuvret' Corr.V,p.163, Jan.1865. 
"Flaubert terminera Ie reoit historique de Sala~ par la 'barre d'or; 
mais il l'exolura de Madame Bovary et de l'3duoation, qui doivent 
traduire une ex!stence ordinaire et quotidienne sans oommenoement 
ni fin. Ou plutot la barre d'or y est parodiee; dans Madame Bovary, 
par la l~gion d'honneur d'Homais, et dans l'tduoation par Ie 'C'est 
peut-etre oe que nous avons eu de meilleur"l.(Thibaudet, op.oit.,p.230). 
While I would obviously disagree with the point he starts to make 
about Madame Bovary and L'~duoation, he is near to the essential 
point that the 'barre d!or' always has a funotion olose to parody. 

232. ~. I, p.598. Quoted by Crouzet, art.oit., p. 161. 

233. Crouzet, art.oit., pp.163-164.(Starting from a referenoe to Leon Bopp, 
Commentaire sur 'il.~adaine :Bovary",Neuohatel-Paris,La Baoonniere, 1951). 

234. Int. II, p.208. -
235. Ibid., p.233. 

236. See his very important theoretioal seotion of ~ythologies, 'Le my the, 
aujourd'hui', pp.193-247. 

237. I.bid., p.223. 

238. La produotion du sens ohez Flaubert, p.435. 

239. See above, p. 52. 

240. See Shoshana Felman: 'Thematique et Rhetoriqueou la Folie du texte', 
in La produotion du sens ohez Flaubert, pp.16-40, with disoussion, 
pp.4l-54, a paper on the irony of M&moires d'un-Fou. 

241. Subtitles of Madame Bovary and L'tduoation sentimentale. 

242. Rythologies, p.223. 

243. S/Z, pp.15-l6. 

244. I.bid., p.16. 

245. Ibid., pp.15-16• 

246. I bid., p.16. 

247. Uspensky, OPe oit., p.168. 

248. Ibid., p.132. 

249. Ibid., p.138. 

250.- Ibid., p.139. 

251. Ibid.,pp.139-l40. (P. Florenskiil 'Simvolioheskoe Opisanie' ~symbolic I 

Desoription-l Moscow, Feniks, 1922, pp.90-9l). 

252. "La representation, o'est oela: quand rien ne sort, quand rien ne 
saute hors du cadre. du tableau, du livre, de l,ecran." Le Plaisir 
du texts, p.90. 
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253. Uspensky, op.cit., p.14l. 

254. Ibid., p.146. 

255. The unexpected address to a second person whose presence had been 
completely ignored until that moment would operate in the same w~, 
e~g. the"envoitl of a Villon ballade.(ibid., p.147) 

256. Ibid., p.146. 

257. E.g. end of Ch.l, lai.I, p.700 (Salammbo with floating veil on the 
horizon), end of Ch.3, p.110 (Barbarian ar~ on horizon). opening 
of Ch. 1, p.128 (Hamilcar's boat out at sea, at first too distant to 
be distinguished). 

258. S/Z, p. 163. 

259. See above 122-123. 

260. Int. II, p.166. 

261. Uspensky, op.cit., p.149. 

262. Sartre says that Saint Julien is inevitably read on two temporal levels 
at once. "Ainsi chaque evenement se presente avec un double sens: vecu, 
c'est un maillon dans un enchainement de forfaits et de catastrophes-
qui conduisent Julien a la decheance terminale, il a donc un avenir 
terrestre que l'on ne peut separer de lui; raconte, 11 represente 
inexplicablement mals surement une etape 3UX la voie s~cre~ ~ui mene 
a la canonisation. En d'autres termes il a Un avenir celeste Que nous 
connaissons d'avance parce qu'il est deja realise." L'Idiot III, p.2122 

263. "C'est 1ci Ie roman dans son entier qu1 separe la position de Itenigme 
de sa resolution." Jo!lle Gleize, 'La defaut de ligne droite', 
Litterature No.15 (1974), p.81. 

264. Proust, Chronigues, p.20S. 

265. ~.II, p.161. 

266. E.~. Ionesco's La Cantatrice Chauve et La LeQon. 

261. Like the"coda" of Shakespearean tragedy. (Uspensky, op.cit.,p148) 

268. I.bid., p.lS3. 

269. Ricardoul Le Nouveau Roman, p.125. 

270. Int.I, p.662, my underlining. -
211. Culler analyses an early passage from Madame Bovary, where a view ot 

Emma at Les Bertaux, which might seem to be wholly attributable to 
Charles' viewpoint, oontains a tiny desoriptive detail of flies 
climbing up the sides of empty cider glasses and buzzing as they 
drown in the dregs, which,he argues, cannot be part of Charles' 
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309. See p.2l0. 

310. ~.II, p.188. 

311. Ibid., p.198, my underlining. 

312. Ibid., p.256, my underlining. 

313. Ibid., p.271. 

314. The first lj.Momhof\ G\bov~(note 312) a good example of this repeated 
structure of appealing to a new authority. 

315. See AlbertoCentot'Bouvard et Pecuchet".Edition critioue. Paris, Nizet, 
1964, p.20. 

316. ~.II, p.216. 

317. Ibid. 

318. Cento, "Bouvard et Pecuchet'l t:di tion cri tigue., pp.4-5{norma1ised 
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319. ~II, pp.231-232. 

320. Ibid., p.246. 

321. See p.46. 

322. "Une interpr&tation brillante et profonde." Bardeche, op.oit., p.393. 

323. Ibid. 

324. See p.132. 

325. For the letter mentioning this subtitle, see ~.VIII, p.336, 16th 

326. 

Dec. 1879, to Mme Tennant. ~ 

Descharmes arrives at a similarly ridiculous conclusion: lila grande 
leqon critique qui se d~gage du roman, c'ast en somme qu'il faut 
pratiquer la Science avec autant de patience, de respect, de methode, 
de desinteressement qU'on doit, par ailleurs, en avoir pour l'Art purl' 
Autour de "Bouvard at peouohet". ttude documentaira at critigue. 
Paris, Librairie de France, 1921, p.270. I would suggest that 
Descharmes oould only have derived this interpretation from a misread
ing of the subtitle. 

327. See pp.84-85. 

328. See pp.82-83. 

329. See pp.102-105. 
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331. Huss, The Early Work of Gustave F1aubert, p.10. 

332. lEi.I, p.BO. 

333. Ibid., p.119. 

334. Ibid., p.239. 
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335. "Que1que temps encore je restai, beant, a savourer Ie battement de 
mon C(Bur et Ie dernier tressail1ement· de mes nerfs agi teste, ibid.p260; 
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·comme si j'etais une illusion qu'e11e vou1ait saisir ••• " ibid., p.262. 

336. I bid., p.21B. 

331. Ibid., p.219. 

338. I bid., p.314. See also "Et il en restai t H~., beant et affame devant ce 
mets qui fumait pour lui seul".(Describing Mme Renaud, ibid., p.296). 

339. See p.203. 

340. See pp.233-239. 

341. See pp.l92-l93. 

342. Int. I, p.596, my underlining - his dreams an indication of his 
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343. See Culler's analysis of her desire to t'devenir une sainte", Uses of 
Uncertainty, pp.188-l89. 

344. lEi. I , p.610. 

345. Jules ds Gaultier: Le Bovarysme, Paris, Mercure de France, 1921. 

346. lEi. I , p.594. 

341. Ibid., p.6l0, my underlining. See also in the first ~ducation: "Quand 
i1s etaient separes, quand ils etaient loin l'un de l'autre, leur 
image reciproque s'offrait a leur esprit, ::-ayon-.ante d'excitations 
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leur arrivait au c~ura se revoir, simples comme par Ie passe et deja 
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en desire nouveaux." ibid., p.330. 

348. See pp.208-209. 

349. See pp.158-161. 

350. ~.I, p.640. 

351. Ibid., pp.640-64l. Genette opens his 'Silences de Flaubert' article 
by quoting and discussing this passage.(p.223) 

352. 'Sitences de Flaubert', p.22B. 
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353. "The beautiful idealisations of romantic love turn into a case history 
of frustration.'t Thorlby, GUstave Flaubert and the Art of Realism, p.40 

354. "The fact of Emma is taken with entire seriousness, of course; she is . 
there to be studied and explored ~ ••• -1- But her value is another 
matter; as to that Flaubert never has an instant's illusion, he always 
knows her to be worthless." Lubbock, The Craft of Fiction, p.89. 

355. See p .• 183. On "commonplaoe"characters see also D.H.Lawrenoe's disoussior 
. of Flaubert in Selected Literary Criticism, London , Heinemann, 1955. 

356. I reoognize that I am probably using the word "moral" in a rather 
ambiguous way. I think on the whole I am simply using it as the adjeot
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conclusion. 

351. 1!!1.II, p.9. 

358. See p.80. 

359. See pp.86-87. 

360. ~.II, p.10. 

361. Ibid. 
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363. See pp.2l5-216• 

364. M.II, p.76. 

365. Ibid. , p.139. 

366.' Ibid~, p.36. 

361. Ibid., p.90. 

368. See pp.232-233. 
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310. Ibid., p.156. 

311. See pp.77-18. 
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314. Ibid., p.43. 

315. Ibid.,p.44. 
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311. Ibid. 

318. Ibid., p.44. 
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379. Ibid., p.123. 

380. See p.82. 

381. See p.38. 

382. "Les blesses qui tombaient, les morts etendus n'avaient pas l'air de 
vrais blesses, de vrais morts. II lui semblait assister a un spectacle: 
.!!!i.II, p.112. 

383. Ibid., p.8l. 

384. Nouvelle Version, pp.275-276. 

385. 1&1.1 , p.324. 

386. "La petite phrase continuait a s'associer pour Swann a l'amour qu'il 
avait pour Odette. II sentait bien que cet amour, c'~tait quelque chose 
qui ne correspondait a rien d'exterieur, de constatable ~ar d'autres 
que lui; il se rendait compte que les qualites d'Odette ne justifiaient 
pas qu'il attachat tant de prix aux moments passes aupres d'elle. Et 
souvent, quand c',hait l'intelligence positive qui regnait seule en 
Swann, il voulait cesser de sacrifier tant d'interets intellectuels 
et sociaux a ce plaisir imaginaire. l~is la petite phrase, des qu'il 
l'entendait, savait rendre libre en lui l'espace qui pour elle etait 
necessaire, les proportions de l'ame de Swann s'en trouvaient changees; 
une marge y etait reservee a une jouissance qui elle non plus ne 
correspondait a aucun objet exterieur et qui pourtant, au lieu d'etre 
purement individuelle comme celIe de l'amour, s'imposait a Swann comme 
une r~alite sup~rieure aux choses concretes. Cette soif d'un charme 
inc onnu , la petite phrase l'eveillait en lui, mais ne lui apportait 
rien de precis pour l'assouvir. De s"1rte que ces parties de l'ame de 
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d'Odette." (Proust: Du cote de chez Swann, Paris, Gallimard (Livre de 
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387 • .!!!i. II, p.161, Mj M\dar1inil"\j' 

388. See p.145. 

389. Uses of Uncertainty, p.154. 

390. ~.II, p.160. 

391. "11 etait bien entendu qulils ne devaient pas s'appartenir. Cette 
oonvention qui las garantissait du peril, facilitait leurs epanche
ments." ibid., p.107. 

392. Ibid., my underlining. 
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394. Ibid. 

395· Ibid. 

396. Ibid. 

397. Ibid. 

398. Ibid. 

399. Ibid. 

400. Ibid., p.160. 

401. Ibid. , p.161. 

402. Ibid. 

403. Deslaurier's "Et toi, ta grande passion, MIne Arnoux~" (ibid., p.162) 
acting as the familiar naive summary. 

404. See p.106. 

405. "Cependant a. force de se diffuser, de s'etaler, de s'arrondir a. l'hor
izon en cercles de plus en plus vastes, l'esprit court des dangers que 
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du carcle, Paris, PIon, 1961" p.386. t 

406. Uses of Uncertainty, p.174. 

407. Ibid., p.184. 
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432. Ibid. , p.720. 
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genie de sa famille, a la religion meme de sa patrie en son symbole 
Ie plus antique. Voila tout.It(Letter to Sainte-Beuve,Dec •. 1862, lEl.I1, 
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450. Ibid., p.689. 
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452. Ibid., p.681. 

453. Ibid. 

454. Ibid., p.685. 
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ibid., p.691. 
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457. Ibicl., p.690. 

458. Ibid., p. 672. 

459. Sherrington, op.cit., chapter on Madame Bovary, e.g. p.116. 

460. Uses of Uncertainty, p.210. 
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469. ~.II, p.172. 

470. Ibid. See above, p. 217. 

471. Raymonde Debray-Genette, 'Les figures du reci t dans Un Cceur simple', 
Poetigue I (1970) pp. 348-364. 
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413. Ibid., p.167. 

474. Ibid., p.170. 

475. Ibid., p.176. 
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vol. 4, p.469, (sc~nario3 d'Un Cceur simple). 

478. E.g. going baok (although rushing to the dying Virginie) because she 
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419. Ibid., p.176. 

480. Ibid. , p.l72. 
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491. See chapter 2, note 126. 

492. ~.II, p.215. 

493. Ibid., p.216. 

494. Ibid., p.211. My underlining. The "grande tache noire" makes a nice 
full-stop. 

495· Ibid., p.215· 

496. I bid. 

491,. Ibid., p.211. 

498. Ibid. 

499. ttGomme tous 1es artistes, i1s eurent besoin d'etre applaudis."ibid., 
p.216. 

500. Ibid .• , p.235· 

501. "Quelquefois, une araign'e fuyait tout a coup sur Ie mur, et 1es deux 
ombres de leurs corps s'y dessinaient agrandies, en repetant leurs 
gestes." ibid., p.207. 

502. Ibid., p.215. 

503. Ibid., p.211. 

504. Ibid., p.244. 

505. Ibid., p.289. 

506. Ibid., p.246. 

501. Bernheimer, 'Linguistic Realism in Flaubert's Bouvard et Pecucnet, 
pp. 144-145. 

508. 1£!.II, p.214. 

509. Ipid., p.241. 

510. Ibid., p.240. 

511. Ibid., p.231. 

512. Ibid. , p.240, my underlining. 

513. Ibid. , p.268. 

514. See p.13. 

515· See p.111 for Barthes' discussion of character and discourse. 

516. Valery, 'La Tentation de (Saint) Flaubert' • 
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Alison Fairlie: 'Flaubert et 1a conscience du reel', Essays in French 
Literature 4 (1967) pp.1-12. "Dans Bouvard et Pecuohet les deux 
tendanoes qui furent mon point de d~part - soumission au reel et 
transfiguration du reel - se rencontrent a leurs extremes."(p.6), 
"Ce roman marque en me me temps l'effort vers Ie maximum de dooumentat
ion et vers Ie maximum de stylisation."(p.1) 

518. See Bernheimer's excellent geology example, art.cit.,pp.154-155. 

519. See the disou'ssion of Jacques Neefs' paper at C~risy (, Le paroours du 
Zaimph', La production du sens chez Flaubert, pp.227-24l), whioh 
centres on the role of Flaubert's documentation for Salammbo and 
Bouvard et Pecuohet. Claude Mouchard notes: I1Quand Sainte-Beuve inter
roge Flaubert sur la realite des pierres de l'urine de lynx, Flaubert 
repond: o'est dans Theophraste. Ce qui oompte donc, ce n'est pas de 
renvoyer a un reel, mais de renvoyer a une autre representation." 
(p.247). 

520. See disoussion of documentation, pp.107-l09. 

521. See chapter 2, note 16. 

522. Barthes: Essais Critiques, Paris, Seuil, 1964, p.80. Perhaps I should 
have 301] o:-:ed Thi b;l.udet' s c\j.lJl q","o\-o.t-tOtl ~\S privileged position. But 
aotually Barthes puts his point muoh better, and it is clear from 
Thibaudet's chapter on Bouvard et Pecuchet that he is talking about 
somethinc.; rather different. "Bouvard et P&cuohet tarmine en drama sa-=
tirique e:t en parodie 1 'ceuvre de Flaubert. Lui dont 1a jeun"esse marne 
avait eu certaines parties du vieillard, i1 fallait cue l'esprit de la 
parodie, esprit a la fois pueril et vieux, lui fournit oomma figures de 
la vie .::!es vieillards qui ont manque leur vie, qui essayai(l(lt-d It., re·· 
faire une a.veo des fantomes-livresques at sociaux, et qui, deja. des 
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existenoe litteraire, depuis Rousseau, se conclut volontiers sur ces 
ceuvres qui soandalisent Ie conformisir.a de la ori tique, !!lais ou un ar
tiste,S. l'heure de la vieillesse et de la mort, a au moins la satis
faction d'ouvrir toute son arriere-boutique, et de parler net, avant 
de partir. Ce sont les Reveries du promeneur solitaire, c'est la Vie 
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(Thibaudet, op.cit., ~.2l9-220). 
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