Hae (D€.0)

M.Q, 6.
MepirevaL Ad Meerd Lancuaces,
Sendn.




ProQuest Number: 10097169

All rights reserved

INFORMATION TO ALL USERS
The quality of this reproduction is dependent upon the quality of the copy submitted.

In the unlikely event that the author did not send a complete manuscript
and there are missing pages, these will be noted. Also, if material had to be removed,
a note will indicate the deletion.

Pro(Quest.
/ \

ProQuest 10097169
Published by ProQuest LLC(2016). Copyright of the Dissertation is held by the Author.

All rights reserved.
This work is protected against unauthorized copying under Title 17, United States Code.
Microform Edition © ProQuest LLC.

ProQuest LLC
789 East Eisenhower Parkway
P.O. Box 1346
Ann Arbor, Ml 48106-1346



-
]
tata)
=
=
s
0
+3
D
g
H
g
-
™M
H
n
[}
J
g
jayl
-3
tea]
—
e
(]
b
2
'.4

The study submitted under the title "Albert

Semein" has as its object to give a general zccount of

m

camain's published writings, poetry and prose, to asses
to the different parts of his work their relative merit,

ond 1in so doing to express an opinion upon the literary
value of the poet's work. The study is divided into three
sections, dealing respectively with the poems ("Au Jsrdin
de 1'Irfente™, "Aux Flencs du Vese", "Le Chariot 4'0r
Po¢mesInachevés); the "Contes"; and the two-act tragedy

in verse, "Polyphéme". A much more detailed examinaticn

has been made of the "Contes" then of the other parts of
Samain's work, because they are relatively unknown, because
little has been written sbout them, and because it seems

to me that they constitute one of the finest parts of
Semain's work. The section dezling with the poems is
subdiviced into a number of parts, in vhich Samain's various
poetic stylec are discussed (e.g., symbolist poems, elegicc
love-poems, pseudo-CGreek i¢ylls) and in which some space is
devoted to Samzin's undoubted imitation of other writers;
and the relative value of these poems written in various
styles is indicated. The sections dealirg with the

"Contes" and "Polypghéme" are subdivided alike under the headings:
Sources; Style; Psychology; Underlying Philosophy; and an

effort has been made to show that in the two works the treatmert
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of the subjects 1c essentielly the same. In the course of
the examination of the "Contes" I have endeavoured to justify
my preference for them by concrete proofs of their bezuties.
In the short conclucion to the thesis, some Judgment has been

n's

e

attempted upon the merits znd the limitetions of Same

work considered as a whole.
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INTRCUUCTICH

The literary output of Albert Samain is by no means
considerable, and his complete works, including posthumous
publications, fill only three volumes - gbout eight hungred
pages in all of prose and verse. These works couprise three
collections of poems - "Au Jardin de 1'Infante" (1894),

"Aux Flancs du Vase" (1898) and "Le Chariot d'Cr" (posthwious);
a two act tragedy in verse, "Polypheme"; and four Tales in
Prose, the latter works both posthwnous. lis premature

death, and the lack of leisure for literary comvosition from
which he suffered all his life(l), explain the smallness of

his production.

(1) We have given here no detailed account of Somain's 1life,
which has already been fully studied in other works of
criticism (see especially Amy Lowell, "Six French Foetcs®;
and Léon Bocquet, "Albert Samain, sa vie, son oeuvre" ).
The few facts which are necessary for the understanding of
the present essay are as follows:

Albert Samain was born at Lille in 1858, the eldest
son of a lower middle-class family. The death of his father
obliged him to leave school at the are of fourteen, to enter

first a banker's office, and then a firm of susar-bLrokers



In conseguence of his limited literary production,
various critics have already studied with no small decree of
thoroughness, in the thirty-five years which have elapsed since
nis death, the outstanding and charscteristic uspects of OSamain's
writings. Tevertheless, an equal amount of attention has not
teen devoted to 2l1ll parts of his work. Of Samain's poetry and
prose, it is the former which has always chiefly occupied the
critic's attention, both before and after the poet's death;

and it is certainly by his verse (his volumes of poems and

at Lille, and finally another office in Puris. Ior years he had
scarcely any free time to study or to write, being encared in a
constant strugile against poverty in the effort to support
himself and his widowed mother; nor had he any friends with whom
to share his intellectual interests. Amy Lowell guotes from his
letters the following account of this period of his life: "At
twenty-five years old, without the slightest exaggeration, I had
not a single literary friend or acguaintance. 1 only relations
were with young men belonging to the business world."™ 1ot until
he was about thirty, and had obtained an administrative pout
which gave him more leisure, was he able to make friends in the
literary world, and to indulge his own ambition to write. Iie
did not marry, and died of consum ticn at llarny-les-Lanesux

in 1908, at the aze of forty-two.



"Polypheéme" ) that Samein is best known to the genera

reading public. 1L Léon Bocguet haé devoted a few vages in
*Albert Samain, sa.vie, son oceuvre" (1S03) to Samein's four
"Contes™, and has studied them further in a later work,
"Autour d'Albert Samain" (1:25); but otherwise the critics
are stirangely silent about them, and they are certainly
unknrown to meny students of literature. We ourselves sec

in these 1little stories a charm and a delicacy of inspiration
which seems to call for a'deeper and more detailed study

then hzs yet been devoted to them.

In the following paces we intend to give a general
review of all Samain's publicshed works, poetry and prose
alike; making no claim to rigorous completeness in any case,
but aiming only at indicating the main aspects of hisc work,
and agttempting to show what, in our opinion, are the best parts
of Samain's literary produc?ion. We would like to maoke it
clear, however, that we consider the section on the Taules as
the most importanf part of our work, because this is relatively
new ground where criticicrms of Samain's wri;ings are concerned,
and because the Tales seém to us to pocsess beauties which at
least egual, and perhaps surpass, those of Samain's poetry;
and the sections on the verse are intended to exist rather as

an introduction and accompaniment to the study of the Tales



than as a tribute to the intrinsic value of Samain's poetry.



I. TED FOZLIS.

In accordance with these intentions, our first
task will be to attempt a survey of Samain's three volumes
of poems, "Au Jardin de 1'Infante", "Le Chariot 4'0r", and
"Aux Flancs du Vase". Ve shall endeavour to make this as
briel as poséible, since, as we have said, a number of works
of criticism have already been published on this subject;
and we shall go into detail only when dealing with questions
upon which other critics have scarcely touched, and to which
we consider we are bringing a contribution of our own, very
snall in all cases, but perhaps not altogether useless. 1In
each case we have indicated in the text where our opinions
differ from those held by previous critics.

Nevertheless, however brief one would desire to
make a study of Samain's poetry, it is impossible to define
its main characteristics in a few phrases; for Samain has
not one "maniére"(l), but several, and in swmarising his

poems we are obliged to divide his work into five or eix

groups before we can define it satisfactorily.

(L) wWe have used throughout the French word "maniére",
which, as a term of literary criticism, seems to us better

to express our meaning than the Znglish "style".



(a) Scmain's Xature-FPoetry. First of these is the group

of poems which may be described

ag Samain's nature-poetiry. The poet has written a nunber of
lyrics, in "Au Jardin de 1'Infante" and in his later verse-
collections, in which he celebrates one of the most fertile
of lyrical themes, nature. Some of these poems (Paysages,
Soir sur la Plaine, ILa liaison du lMatin) are pure descriptions
of the beauty of the countryside; others (Amphise et Llelitta,
Xanthis in "Aux Flancs du Vase") are pastoral idylls in a
setting which at first sight appears Greek, and is reminiscent
of André Chénier's "Iclogues", but which in actual fact has
no definite situation in time or space; others are elegiac
love-poems set against a natural backiround, the twilirht
atumosphere of which harmonises with the subject of the poems.

In manuals of literature, indeed, and in the
individual studies of his work made by various critics,
Samain is usually described as the poet of twilight, of
evening and of autumn - an artist whose love for nature is
limited to its dying aspects, which harmonise with the
gentle and melancuoly gualities of uis own soul. Frangois
Coppee, to whose kindly patronage Saumain owed the success of
his first volume of poemns, wrote, in his review of "ifu Jurdin
de 1'Infantet: "Samain est un poéte d'autorine, de crébuscule

et de morbide lanzueur', indicating thereby the connection



between the poet's own personality and his choice and
treatment of material, and also the somewhat unhealtny
quality of his inspiration at times. (Samain, whose
premature death was due to consumption, had all his life

to fight against attacks of neurasthenia; and, as we shall
see, much of his poetry is spoilt by the morbid sensuality
wnich it reveals, and which was undoubtedly due to the
effect of tais dJisease on the poet's temperament). Il
Georges Bonneau, writing further on the subjective quality
of Samain's nature-poetry, points cut that the poet's choice
of materiél lends itself exceptionally well to & personal
treatment of the nature-theme -~ his reproduction of the
misty half-tornes of evening are indeed far removed from the
clear-cut, scientifically precise and hence more readily
objective landscapes of the Parnassian school - and "sa
nature, faible et estompée 3 ce point, reste sans peine

(1)

A
un accord d'ame".

Samain is certainly an incomparable artist where
his reproductions of autumn and of evening are concerned.

In these pictures, the poet's own personality, tender,

(1) G. Bonneau, "Albert Samszin, poete symboliste",

-

"Soc. llerc. France", 1925, p.B4.



-8 -

lanzuid and ultra-sensitive, blends exquisitely with the
scenes which he describes, or perhaps, more exactly, with
the backgrounds which he indicates - for in many cases
hiis nature descriptions are scarcely anythning more than
faint and shadowy outlines. Their evocatory power, however,
is great. This éxtremely subjective treatment of the
nature-theme is especially apparent in Samain's "Elécies",
in wihich the poet's feeling for nature blends with the love-
sentiment until the fwo are well-nigh inseparable:
"Les soirs fuyants et fins aux ciels inconsistants
Ou défaille et s'en va la lumidre vaincue,
Je n'en sens la douceur tout entiere vecue
“ue si ton nom chanté.sur un rite obsesseur
Coule en tiedes frissons de ma bouche a mon coeur."
Zlézies, Vol. II, p. 9l.
What atmosphere too, what delicacy and what melancholy, in
these pictures of autuanl
"Et ce silence, et ce grand charme langoureux

wue verse en nous l'autumne exquis et douloureux.”
7 .
Elegies, Vol. II, p.8&9.

"Et ce grand alr d'adieu gqui fleotte aux branches nues
rd ~
Vers l'etang solitaire, ou meurt le son du cor."

"Forets", Vol. II, p 217.

Samain's art, in his descriptions of autwin and



of evening, is to have caucht exactly the indefinable
atmosphere of these manifestations of nature's decline.
o poet has given a more sensitive exprecsion to this
aspect of nature than Samain, and his reputation as the
poet of zutumn and evening is, from thais point of view,
well-justified. But the critics seem to us over-inclined
to consider his nature-poetry as limited to the study of
these aspects of nature. To do thuis is to consider only
half the question, and thus lose sight of the true sig-
nificance of Samain's feeling for nature. In reality
Samain is as much a poet of morning as of evening, of spring
as of autwin. Examples of morning-scenes are as frequent
in his work as those of evening, and the same is true of
his pictures of spring compared with those of autwin. These
early morning scenes, while they are brighter and fresher
than the evening ones, obeying a healthier inspiration,
have not lost the mistiness and delicate colouring of the
latter:
"Aux pentes des coteaux flottent des vapeurs blanches."
"Axilis au Ruisseau®, Voil.II, p. 2
"Le soleil, par. degrés, de la brume éﬁergeant,
Dore la vieille tour et le haut des matures;
Lt, jetant son filet sur les vagues obscures,

Feit scintiller la mer dans ses msilles d'argent.”

“latin sur le Fort", Vol. II, p. &
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Samz.in frequently chcoses as the subject for his nature-
Pictures dawn over the seaz; the seg-scapes which he paints
for us are charming by their light and colourivug, and they
express also the whole atmosphere of morning, its freshness
and its coolness, and the whole guivering life of a
reawzkening world. Samain's masterpiece in this siyle is
one of the last poems in "Aux Flancs du Vase" - "Lz lizison
du i&tin", which we gquote in full:
"La maison du matin rit au bord de la mer,
Lo maison blanche azu toit de tuiles rose clair.
Derriére un pale écran de frele mousseline
Le soleil luit voilé comme une perle fines
It, du haut des rochers redout€s du marin,
Tout l'espace frissonne au vent frais du matin.
Lyda, debout au seuil que la vigne débore,
Un enfant sur ses bras, sourit, grave, a l'aurore,
2t laisse, en regérdant au large, le vent fou
Déhouer ses cheveux mal fix€s sur son cou.
Par l'escalier du ciel 1'enfantine journée
Descend, légére et blanche, et de fleurs couronnéé,
Zt, pour mieux l'accueillir, la mer au sein changcant
Scintille a l'horizon, toute vive d'argent...
Yais déja les enfants s'échappent; vers la place

Ilscourent, mi-vetus, chercher le coguillage.
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In vain Lyda les gronde: enivrés du ciel clair,
Leur rire de cristal s'ébarpille dans l'air...
2 maison du matin rit au bord de la mer."
Vol. II, pp. R79-60.
The whole c¢f this poem guivers with life and freshnecs,
and just as the atmosphere of evening is caught in its en-
tirety in such lines as: |
"Le ciel entéhébré,rejoint la plaine immense",
"Soir sur la Flaine", Vol.II, p.
so the whole spirit of dawn is in this line:
"Tout l'espace frissonne au vent frais du matin."
Pictures of spring, thouzh rarer than those of
morning in Samain's work, just as, in the twilight =zspects
of nature, e#ening is given more place than autumn, are rot
infreguent, and are characterised by the szwme feeling on
the part of the poet for the freshness of the world's
re-awskening:
"Forets d'avril; chansons des pinsons et des merles;
Frissons d'ailes, friscsons de feuilles, souffle pur;
Luniére d'argent clair, d'émerzude et d'azur;
Avril!...Pluie et soleil sur la foret en perles!"
| "Foréts", Vol. II, p. 218.
‘e see then that in Damzin's descriptive work the
aspects of nature most freguently described are morning and

everning, spring ancd autumn. Vhat significance as regards

"fgo
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the poet's general attituie tc nature is contained in this
deliverzte study of certain aspects of nature, certain of
her times and seascns, to the exclusion of othersy The
answer 1is, that what appecls to Bamiin in nature is her
changes. IHis feeling for the life and movement in nature
is very intense. Tor the poet, her beauty does not repose
in broad daylicht, btut in the passage from day to night,
from night to day; it does not repose in midsummer nor in
the depths of winter, but in the passage from summer to
winter, from winter to summer. There is movenment in evening;
and there is even more intense movement in morning. That
Semain has felt this movement, and felt it intensely, with
all his senses, 1s obvious from his many descriutions of
the fresn breeze of morning, his frequent use of the word
"frisson", his insistence upon the sonss and the flight of
the birds:

"Ltoiseau vecle; le vent souffle; la feuille tremble.®

"Axilis au Ruisseau", Vol. II,
po 2‘1:00

"Faux courantes, hois verts, feuillage frémiscant."
Ivid.
Samain's nature-poetry, with the intensity and
delicacy of the feeling it exprecses, and the bezuty of

its cescriptions, constitutes in our opirion one of the
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vroet's chnief claims to fame and 1t has indeed been acclaimed
by the critics as one of the finest parts of the poet's work.

(b) Pseudo-Greek Interiors. Spart from his nature-idylls,

the best of Samain's poetry
is, we think - aond here again the concensus of critical
opinion is with us - contained in the finely drawn interiors
and homely scenes of "fAux ¥Flancs cdu Vase". In these, under
an appearance of antigquity (supplied chiefly by the Greek
names which the poet gives to his characters, and which,
while they harmonise with the classical restraint of the
expression, deceive few of his readers), he paints the most
charning pictures of everyday, and especially of family,
life - pictures full of colour, movement, feeling, realicm
and beauty. The popularity of these poems may be [suped
by the frequency with which, in preference to all other of
Samain's poems, even his delicate nature-idylls, they
czppear in the various collections of "liorceaux Cuoisis® of
¥rench poetry which multiply from yezr to year. The best
known of these poems in "Aux Flarics du Vase" are "Le Repas
Fréparé" which we quote below, "La Bulle", "Le Eorheur”,
YLe Marché", "Le Fetit Palémon". The poems are already
foreshadowed in "Le Chariot d4'0Or" by one or two piecez cof the
csame type - "La Cuisine", "Le Berceau" - also zmong the

better known of Samain's poems.



"Le Repas Prepare."

"2 fille, laisse la ton aiguille et tz laine;

Le maitre va rentrer; sur la table de chene

Avec la nappe neuve aux plis étincélants

liets la faience claire et les verres brillants.
Dans la coupe arrondie 5 1tanse en col de cygne
Pose les fruits choisis sur des feuilles de vigne;
Les peches gue recouvre un velours vierge encor,

Et les lourds raisins bleus meles aux raisins d'or.
ue le pain bien coupé remplisse les corbeilles,

Et puis ferme la porte et chascse les zbeilles.
Dehors le soleil br&le, et la muraille cuit.
Rapprochons les volets, faisons presque la nuit,
Afin qu'ainsi lg salle, sgux ténebres plongée,
Stemtaune toute aux fruits dont la tzble est chargée.
Waintenant, va puiser 1l'eau fraiche dzrns la cour;
Bt veille que surtout la crﬁche, a2 ton retour,
Garde longtemps, glacée et lentement fondue,

Une vapeur léaére a ses flancs suspendue.”

Vol. 1I, pp. 255-6.

(c) The Symbolist Style. Unfortunately the nature~lyrics

and the pseudo- Greek interiors
are practically the only verse-writings of real merit

\apart from “Folypheme", which we shall discuss presently)



thzt Semain has produced. A large proportion of the peoems

in "Au Jardin de 1'Infante" and "Le Chariot d'Or" are written
in the symbolist style, and with recard to nany of these we
heartily endorse 1I. de Bersaucourt's remark: "lalhecureusement
pour lui et pour nous, Sama%n a subi également la détestable
influence du sym.bolisme“.(1 Eefore illustrating the results
of this "detestable influence" on Samain's work, however, it
is perhaps necessary to give some definition of the rather
vague literary term, "symboliem".

According to the symbolist theory, fhe essential is not
to reproduce in poetry the various aspects of life and of the
universe, but to transfigure them, presenting them by mere
sugrestion. This conception is a direct reaction agpainst
the theory of "l'art pour l'art®. The objects which would
have been faithfully reproduced in Pernassian poetry for their
intrinsic value, only find a plzce in symbolist poetry in so
far as they make an impfession upon the poet; they only exist
incorporated with his soul, which they express and so exteriorise.
Their value in poetry is thus no longzer intrinsic, but psycho-
logical. Tae poet's personality vibrates in bis poetry, in

spite of the fact that the latter is poles apart from the

(1) A. de Eersaucourt, "alvert Samzin", p. 10.
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naively emotional work of the Romartics; the symbolist,
more spontaneous than the Farnassiean, may yet be consicered
as recserved, in that he expresses his personality subtly,
indirectly, by means of the relation which he creates
between his inner being ard the exterior aspects of life.
This symbolist poetry, being individualist, thouch
of a2 half-hidden individualism, is naturally conceived by
-different writers in a variety of ways. As examples, we may
gquote the symbolism of Verlaine's poetry, which is so subtle
a5 to be alinost indefinable - the creation, around the world
and the life he describes, of a personal atmosphere, in-
tensified by the gentle rhythm of his verse, by the avoicdance
of clear-cut forms or well-defined colourings, a subtle
ningling of "précis" and "indécis"; the style is clear, the
vocabulary and syntax simple, but behind this appearance of
simplicity there is a world of suggesticn which the reaxder's
owvn intuition must translate into reality. liallarmé and
Valéry, in their attempt to convey the inexpressible mystery
of the subconscious - the inner reality which lurks behind
the outward appearance - have created, esch according to bis
own inspiration, a new vocabulary and a new syntax, which,
not being the usual vehicles of exprescion, are by that very
fact more truly expressive, because their sugpestive power

is therevy the greater. IZehind the obscurity of their
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languzage they hicde an immense clarity of thousht; these
twe poets illustrate better than zuy others the essentially
intellectual quality of symbolisim.

Refore the symbolists, the image or the picture
was frequently introduced into poetry for its own sake, by
both Romantics and Parnassians; in symbolist poetry it only
exists incorporated with an idea. Verlaine, Tallarmé and
Valéry are all symobolists in a very wide sense of the word -
by the suggestive and evocatory power of the form of their
verse; the actual symbol, if we understand by symbol a
definite concrete image expressing and translating an
abstract fact or idea, is rare in their work; but in reality,
in each cacse the poet's attituce to life stands in the
relaticn of the idea to the image, and his whole poetry ie
moreover the symbol of his personality. Cther poets -
gcreatest among them Baudelazire, Rimbaud, Verhaeren - mzke
a more direct use of the symbol. The theory of correcpondences
which Baudelaire expresses in the lines -

"Les parfums, les couleurs, et les sons se rébondent",
and:

"J1 est des parfums frais comme des chairs d'enfant,

Doux comme les hautboys, verts comme les prairies" -
is exactly applied in "La Chevelure", in wihich the poet

expresses the suggestive and evocatory quality of his
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mistress!' hair; and in "L'Albatros" we see the intellectual
transposition of this theory, the pure use of the concrete
symool to express the central icea of the poem. Rimbaud's
"Lateau Ivre" is, in tihis respect, a poem of the same type
as "L'Albatros™; and in Verhaeren's poetry all the elements
of nature - snow, wind, rain, and even the fog cf Loncdon -
are symbels, they have a moral cr psychological significance,
they are the images of ideas. Here again, the intellectual
chazracter of symbolism is apparent.

The theory of symbolism thus conceived brought to
French poetry a much-needed revivification. It destroyed
the coldness and austerity latent in an extreme apvnlication
of the Farnassian doctrine. Two iceale of the latter -
impassiveness and minute exactitude (which latter iceal,
given the historical and mythological subjects which the
Parnassian poets freguently chose, demanded a vast amount
of erudition, and consequently contained a great risk of
pedantry) - had, driven to the extreme, resulted in a lack -
real or apparent - of human feeling in the poetry of this
school. Certain characters of symbolism revealed a tenderncy
in the direction of revived feeling: the personal element
always latent in the work of this echool, its spontancous
lyricism, the intense sense of 1life which vibrates in

symbolist poetry.
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Cn the other hand, a reprocch whicihis frequently
m-.ce acainst symbolist zrt - precisely that it lacks life -
can be justified. il. Edouard lioynizl st:tec the limitations
of symbolism very clearly when he gays: "O1i le symbolisme, lui
aussi, n'a été qu'une école, comne le Parnasse sucucl il
succeéde szns G'ailleurs en avoir aboli la discipline, ctest
gu'il n'epportait avec lui cu'une esthétique et se plucait

, /
dedaigneusement en delors de la vie".\l) The Parnaczse,
alreucdy, addressed its poetry to an intellectual ond artistic
élite, for the Parnazssians' philosophy, &nd their intense
apprecistion of plistic beuuty, were not accecsible to
everyone. Their chief fgult is their luck of universal
gppeal - and it is this part of their artistic theory which
the symbolists, in applying to it = different method, in
aCopting a different attitude towards life, have not sboliched
but intensified; fcr their aesthetic ideul and their philo-
sophy wore still more refined, béing spirituclised to the point
6f a metaphysical gttitude. ‘e repeat aboutl the symbolists
in general what we huve alrezady szaid in connection with

- 4 : - .
Iiallarme; they have mice themselves, not too cobscure, but too

— e m—— —— | e ———— e e

=)

arar Tos

(1) 2. aynial. Y.nthologie des Foetes ¢u XIX“Ciécle”,

(Eachette}, p. 25.



subtle, for univers.l av: reciation. With the symboliste,
Frenchh poetry, beconming nystic rather then huwsen, is.farther
removed tnun ever from "la ioulem.

Unfortunately for the prestiye of symbolism, moreover,
a ¢reat rnumber of younger and less gifted poets enaecavoured
to express themselves in the langusge of Verlaine and 1allarmé.
Tnere are many pitfalls in the symbolist style of weitiue.
Zven Iallarné is at times reproached with exprcscing hie ideuss
in an almost uncecipherzitle languaze; but his idezs are
worthy of study, we do not drecw geide the veil to find nothing
behind it, and the poetry of this ideologist is not =o much
obscure as inconceivably complex in thourht. Indeed, Hallarmé's
whole genius lies in this apparent obscurity. This fact,
however, coecg not justify young vriters, who did not possecs
genius, in regarding obscurity of expression as a merit in
itself, and composing poexns in which the neologisms and strange
syntactical inveuticns abound, in which the concordance between
image ond icdes is often exaggerated and inapproprizte, and in
which the thought, hidden behind this mass of obscurity, is
so barnzl as to ve guite unworthy of the effort of interpretation.
dere is an exzmple of thisz style of vwriting, tsken from a
sonnet by René Ghil:

“liais leurs ventres éclute de la nuit des Tonnerres!

i / B N . :
Desuetude d'un prand heurt cdeg primes cieux,

]

Une aurore perdant le sens des chants hymnzires

N . . T
Attire en souriant la venite des yeux."
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Lven the more gifted writers did not always escape from the
exa_ cerations of symbolism, and of the theory of corres-
rondences, as is evicenced by Rimbaud's:
"A noir, I blanc, I rouge, U vert, O bleu, voyellecg,
Je dirai quelgque jour vos naissances latentes.®
This is a deliberate and semi-hunorous exaggeration, of
course, but tue tendencj it reveazls is dangerous.

Agfain, we sometimes find, even in the works of
the ¢reat symbolist poets, a minute apclication of the
symbol, no longer to the sin,_le theme of the poem, but to
each of the individual ideas which conpose this theme; znd
thus we get, not the cevelopment of one image throughout
the poem, (which would give strength and unity to the whole)
but a piling up of images, which, all beiny formed on the
same model (fhe concrete imuce incorporating the abgstract
idea), soon appear exaggerated, artificial and monotornous.

- 4 . . . /. . . . A
loreas writes, for instance, in "Le Pelerin Passionne"

"Un troupeau gracieux de jeunes courtisaznes
oy - . . ’~ K
S'evat et rit cans la foret de mon ame.
,\ - Al
Un bucheron taciturne et fou frappe

7/ N ~
De sa cognée dans la foret de mon ane.®

"Le Locare."



Verlazine writes:
‘I . = . > -~
"Eaiser! rose treniere au jardin des caresses!

Vif accompagnement cur le clavier des dents

Des doux refrains gu'’mour chante en les coeurs ardents

Avec sa voix dlarchange aux langueurs charmeresses.”

"Il Bucio."

The best proof of the danger of obscurity latent
in the symbolist style of writing, and of the too-ample
scope which it gives for exagperation and artificiality is
the defection of a number of poets - Henri ce Régnier,

&, - ’ . . .
Charles Guerin, Jean lioreas, Samain himself - in esch case

in the direction of hellenism or of the classic style - that

is to say, in the direction of clarity anc sobriety. They
recognised the perils of symbolismn.

Albert Sam;in mey be considered as a symbolist
poet from several points of view. Iluch of hie poetry con-

tains the suggestive rhythm and the misty, indefinite

colcurings of Verlaine's verse; as we have seen in conncction

with the nature-poems, Samain knows how to create an atmosphere

by the very imprecision of his painting. 1Indeed, many of his

nature-lyrics and his love-poems (which we have preferred to

discuss separately as such, not grouping them for the time

being under any poetic school) are syubolist not merely by
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the atmosphere they evoke, but by the exteriorisation of the
poet's personality in theze natural scenes - the fusion of
the poet's soul with the object he describes bveing, as we
have seen, the outstanding festure of the symwbolist "ars
poetica", and the one wvhich gives it its name. It is easy
to understand thet Samain adopted with enthusiasm a mode of
expression which respected his inherent timidity, while it
permitted him at the szme time to satisfy the neeld for
expansion which hid itself beneath his reserve. T. Gohin
points out tnat Camain, whe is a "po%te frémissant",(l)

could only undergo the impuscive Parnassian influence for a
limited time, as a kind of artistic and technicul discipline,
and that his work was bound to evolve in the directicn of
symbolism, with whose doctrine he wis, by his very nature,

in far greater sympathy. In addition to the poetry which

is merely symbolist by its suggestive cuality, Samain has,

in certain poems, followed in the footsteps of the authors

of "L'Albatros" and "Le Bateau lvre", and has given a concrete
representation of an idea, thus procleiming his zdherence to

the intellectual vrincirle of symbolism. Here is an

(1) F. Gohin, "L'Ceuvre poétigue d'slbert Samain', pp. lo~14.



exemple:
I'd

"Remonte, lent rameur, le cours de tes amnnecs,

5t les yew: clos, suspends ta rame par endroits...

La brise qui s'éiéve aux jardins d'autrefois

Courbe suzvement les ames inclinées.

"Cherche en ton coeur, loin des grand'routes calciné%s,

L'enclos plein d'herbe ébaisse et verte ou sont les croix.

Ecoutes-y 1l'air triste ot reviennent les voix,

Et balse au coeur tes petites mortes fané%s.“

Vol. II, p. 85.
Unfortunately the poem just quoted is rather an

exception iIn Samain's symbolist work. Ee has not the force
and richness of iaspication wanich are necessary to sustaln
such a complex type of poetry; and if he rarely fulls into
the error of other lesser symbolist poets - that of obscurity -
his symbolist poems are often characterised by the banzlity
of the ideas, and by a lack of human feeling, which, as we
have seen, is one of the dangers of symboliswm. 1lloreover,
he freguently mukes abuse of the symbolist "procéﬁé' of
the translation of the idea by means of a concrete image,
piling up the syrbols to an exaggeratel extent; often, too,
his choice of symbols is faulty, for they do not correzpond

sufficiently closely to the tneme to appesr naturzl. lere



is an example taken from Samain's unfinished poems, in

which the abuse of the image is carried to the extreme:
n .7 s, "’ .

Dans la salle zux tiedeurs feaninines d'eglise

\ - * . 3

Cu le Iourir des fleurs lentes se subtilize,

De larges fleurs bercant dans l'air triste du soir
Leurs coupes de velours lourdes de noncugloir,

e - 03 ,o

Eparses dans le sombre en blancheurs indecises

Des femmes awr grands airs indolents sont assises,

o s . 4 N . .
gu'on dirait d'un pays et d'un temps tres lointaians,

2}

satin

Des femmes pules dans des vagues de

. . s
it ces Dames ce sont mes intimes Pensees

i
. Ve
In silence par les fleurs larges encensees,

N
«

. , 3
Lt qui, de leurs beaux yeux gu'eclaire a son reflet
A . . . . s
Le reve intérieur sous leurs lonygs cils voile,
4 .
Regardent sur le parc au Taste seculaire

re
Steffeuiller en lys bleus l'heure crepusculuire.

. O . . 3 . . . . . . L3 . . .

"Or de ces Dames, l'une a non Méiancolie,
L'autre Amertume, l'autre Ispérance-ibolie,
Puis encor Souvenir, Iixil, Renoncement,
Volupté, Lassitude et Débouraganent.“

VOl. III, I/pn 2&7"8‘
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Iven the image in the famous -
"ilon zme est une infante en role de parade” -
seems a trifle forced.

It seems an unfortuunate coincidence, too, that
the morbid and unhealthy guality which characterises
Samain's inspiration at times seems freyuently to be allied
in his poetry to the symbolist mode of expressioan. The
opening lines of the passage from the unfinished poemc
already create a rather heady, sensual atmospuere, and the
whole conception is neurasthenic, as the poet's enumeration
of his "intimes pensées" shows. In 2 number of poems, of
which we quote extracts, the inspiration is really erotic
and macabres

"zt le roi sent, frisson d'or en ses chairs fun%bres,
La vipére Luxure enlacer ses vertebres."

"Hérode®, Vol. II, p.l¥0.
"liusigque ~ encens - parfums,...poisons,...litté}ature!...
Les fleurs vibrent dans les jardins effervescents;
It l'Androgyne aux grands yeux verts phozphorescents
Ileurit zu charnier d'or d'un monde en pourriture.
YAux apostats du Sexe, elle apporte en pgture,

‘Sous sa robe dlor vert aux joyaurZ brulssants,

cﬁ

2o chair de vierie acide et ses spasmes ¢rincants

)

s . . . 4
=t sa volupte mai_re alguisee en torture."

Vo. II, p. 167.



[
<

The gquotations are taken from "Le Chariot 4'Cr", the collec-
ticn of Samain's posthwnous poems. In his early work, "Au
Jardin de 1tInfzante", the exauples of this type of writing
are even more nwierous, as an enwaeration of the titles will
show: "Des Soirs Tidvreux et Forts comme une Venaison", "Le
Siécle 4'0Or se Gate ainsi qu'un Fruit lleurtri", "Le Bouc
Toir passe zu Fond des Téncbres Malsaines".

ii. de Bersaucourt is preswnably referring to these
exaggerations of the symbolist style - over-ricuness of both
imagery and atmosphere, when he speaks of the detestable
influence of symbolisn; and althou_h it must be insisted
that the subtle type of symbolism is in entire harmony with -
Samain's delicate and impressionable temperament, this very
impressionability was, on the other hand, a source of peril
for the poet, in so far as the influence exerted on him was
that of a poetic doctrine based on the cult of life, con-
sidered in its sensual and artistic aspects; for such a
doctrine easily degenerates into a search for ultra-refine-
ment of sensation, especially in a temperament wiose innate
sensuality has been nourished and intensified by solitude,
as was the case with Samain. He did not undergo this influence
with impunity, and only in “fux Flancs du Vezse" did he at

last liberate his poetry from the corruption c¢f tuste which
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resulted from it.

(d) The "E;ééigg". The fourth of Samain's poetic styles is
found in his love-poetry. This consists

cf a cycle of poens in "Le Chariot d'0r", entitled "Llecies™;

and to these we join, by rezson of the unity of subject énd

form which they reveal, several other poems scattered through

"Au Jardin de 1'Infante" znd "Le Chariot 4'Or" - Elégie,

"Au Jardin de 1'Infante” p. 39, and “Ton souvenir est

comme un livre bien—aimé“, p. 513 EléLie, "Le Chariot

a'or", p. 37, and "Devant la mer, un goir...", p. 63. At

first sight, these poeas give an impression of sincere and

origzinal inspiration. Several critics, indeeldl, give credence

to the originality of the inspiration, and acclaim the

elegiac poems as one of the best parts of Samzin's work. Il

F. Gohin, in appraising the value of "Le Chariot 4'Or", calls

.(1);

s o, . :
the "Glégies™, "les plus belles pieces de ce recueil’
li. de Bersaucourt says, ™Il atteint presque la perfection

s . -, 3
dans ses 'Elegies' du 'Chariot d'Or', parce gqu'il s'est

. Lo SN . s . A
enfin decide a ltaveu franc, direct et depouille gui est le

. 7 . -~ . .
(1) #. Gonin, "L'oeuvre poetique d'Albert Samain", Garnier,

1919, p. 55.



provre du veritable lyrieme“(l); and i, L.Bocguet calls
Samain's “Elégies” - "Le meilleur et le vlus indivicduel
de son talent“(z).

It is true that the directness of expression which
characterises these poens comes as a refresning change after
the overloaued imagery of Samazin's symbolist verse, and
certain passages seem, by their very simplicity, to express
the universality and sublimity of love:

"Oh! Jj'ai le coeur si plein de toi, si tu savaist"

Vol. II, p. 97.

There are certain very beautiful lines in the "Elé@ies“ -
these, for instance, in which the lover's longing for his
avsent mistress blends almost mystically with his conscious-
ness of the silence and immensity of night:

“Pour moi, je veille, 1'Zme éparse dans la nuit,

Je vellle, coeur tendu vers des levres absentes,

Parmi la solitude aux brises caressantes,

(1) A. de Bersaucourt, "ilvert Samain", pp. 21-2.
(2) L. Bocquet, "Alvert Samain, sa vie, son oeuvre",

"Soc. lierc. France, 15037, p. li<.
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2t la lune z travers les arbres me conduit.
. i
“Te gsilence est profond, comme mysteriew:.
1% »

La nuit porte l'anour endormi sous sa mante
- . . . s
2t Je n'entends plus rien dans la cite dormante

- . M~ - -
wue ton haleine frele et douce, o mon zmante,

wul fait trembler mon coeur large ouvert sous les cilewx.
Vol. II, p. 96.
Samzin has expressed with feeling, if in somewhat procsaic
~languace, the inefiable and elusive quality of love -
"i peine une dernidére fois
T'ai-je envoyélnon coeur supréme au bout des doipts,
Zn me retrouvant seul sur le pavé sonore
Dans la rue ou li-bas ta vitre brille encore,
Je sens parni le vent nocturne s'exhaler
Tout ce gue j'avais pris de tol pour m'en aller...
It de tout son trésor mon coeur triste se vide,
Car ton subtil amour, o fenme, est plus fluilde
Sue l'eau vive, qu'on puise aux sources dans les bois
Zt qu'on sent, mzleré tout, fuir au travers dec doigte."
Vol. II, p. 1lGC&.

The last three lines only just suffice to gave the poem from
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complete prosaism, but the rendering of the feeling is
sympatnetic and apparently sincere.

Unfortunately it is irmmossible to velieve that
the whole inspiration of the "Elééies" is equally sincerc.
Their resemblance to Francols Coppée's "Intimités" is too
striking to be a mere coincidence - especially as we know
that Samain was Copvée's disciple and protégé. Like the
"Elééies", the "Intimitée", published in 1848 (when Samain
wzas a youth of twenty) are a cycle of love-poems addressed
to an unnamed woman. In each cace the expression of the
trhiought is simple, direct and even familiar, and bLoth
groups of poems are characterised by the same languor of
atmosphere, the saune cult of silence ana of melancholy,
the same subtle mingling of sentimentality and gentle
voluptuousness; in both the love-theme is frequently pre-
sented against a background of evening or of sutumn - the
decadent aspects of nature.

These similarities, marked as they are, would
perhaps be insufficient to prove the lack of original
inspiration in Samain's "Tlégies", were it not for numerous
passazes throughout these love-poems which have definite
counterparts in Coppé%'s "Intimit€s". Here are one or

two examples - and others might be guoted - wunich illuztrate



Ve
now much Szmain owes to the "Intimites":
i K3 . 3 3 3
Coppee: "Je m'en vais devant moi, distrait. Le Souvenir

e fait monter au coeur ses efflduves heureuses;

~n

it de mes vetements, et de mes m-.inus fiévreuses

I

Ge déﬁage un arore exquis et capiteux,®
Samain: "Je t'aime, et malgré moi, je m'en vals par les rues

Ou flotte un souvenir des choses disparues,
Ou je seus, péhétré d'amére volupte,

Lutencore un peu de Toi dans l'air tendre est restéﬁ'

Vol. II, pp. 105-i.

Coppée: "Paris pousse a mes pieds son soupir eternel.

Le sombre azur du ciel s'éﬁaissit. Je commnence

~ distinpuer des bruits dans ce murmure imnense...

Le sifflet douloureux des machines stridentes,

Ou l'abeiement d'un cuien ou le cri d'un enfant.!

"Et j'ecoutals rouler les fiacres dans la rue."
Samain: "FParis est recueilli comme une basilijue;

i peine un roulement de fiacre par moment.

‘Un chien perdu qui pleufe, ou le long sifflenent

D'une locomotive - au loin - mélancolique.“

Vol. II, p. 96.

Coppee: " "L'atmosphere

Languiscante s'empreint de parfums zssoupis.®
Samains "Tout l'espace langult de fievres."

Vol. II, p. Y=
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In short, Samain's ”Ele&ies" are almost entirely
devoid of original poetic inspiration; his verse is a
pastiche of Coppéé's, and - a danger which imitators of this
poet are apt to run - it relzpses frequently into =z
language whicn is zlmost that of prose:
"Toi, cilineet d'amour amollie,
Tu regardais, berc€e au coeur de ton amant,
Le ciel gui s'allumait d'astres splendidement."
Vol. II, p. D0
Thus with a singular lack of judgment, Sumain has carried
a step farther the simplicity of exprecsion which is Coppéb's
strength, and so macde of it his own weakness.
There are still other criticisms of the “Elé&ies"
to be made. Throughout the "Elééies“ we meet vilth a
exageerated and morbid sensvality, remniniscent of the
unheglthy inspiration of much of Camain's symbolist poetry -
“Peau de Bgte“, "EFacchante", "Le Bouc Noir". At times the
"Elééies" even exhibit definite faults of taste:
“"Ta robe, fourreau mince et ti&de de ta chair,
Dont le seul souvenir, effleurant ma narine,
¥ait couler un ruissesu Glamour dans mz poitrine.®
Vol. II, p. %8.
l.oreover, the "Zlegies" are not merely a pazctiche

e e ” .~ s . sz . .
of the "Intimites". Samein has obviously souriht incpiration
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also in Daudelaire's love-poetry, its artificial mitorony
included, 2nd he has grafted this second inspirution on
to the first. Compare with this passarse from LBaudelaire's
- » 14
"lymne a la Beaute" -
"ue tu viennes du ciel ou de 1l'enfer, qu'importe,
‘y / . . 4
O Beaute! monstre enorme, effrayant, ingenu!
Si ton oeil, ton souris, ton pied m'ouvrent la rorte
D'un infini que j'aime et n'zi jamais connu?
*"De Satan ou de Dieu, qu'importe? Ange ou sireue,
nga . e :
Sutimporte, si tu rends, - fee aux yew:t de velours,
Rythme, parfum, lueur, o mon unigue reine!
Ltunivers moins hidew: et les inctonts moins lourds¥" -
. g 7. s R .
one of Camzin's "Ilegies", which has points in comnon with
it as regards the idea expressed, but which lacks the
vigour both of inspiration and expression wihich characteris
Bgudelaire's poetry:
"0 Femme, lac profond cui garde gul s'y plonge,
~\ - . 3 ol
Leurre ou piege, gu'importe? O chair tissee en songe
N
Gui jamais, qui Jjamais connaitra sous les cleux
3 , ’ 3 .
D'ou vient cet eternsl sanglot C¢€licieuwx
Lul roule du profond de 1l'homme vers Tes Yeux!M

Vol. II, . S2.

‘we rmust however point out, in justice to laomzin, that the

passage just guoted does not revesl a purely servile



imitation of Eaudelaire; in these lines, Samain has
expressed sonething which is definitely his, and which
bierces the revolt and the hard mistrust of womankind
which he has copied from Baudelaire - a docile adoration
of woman's nystery, with all that this carrie:. with it

of eweetness and of pentleness.

(e) FPoems inspirel by various writers
I. Baudelaire. Samain's worst fault throughout his
poetry is certoinly his lack of
original inspiration. He has undergone the influence,
rnot of one or two writers, but of marny. The influence
of Coppée, vhich we have just seen, appears to be
confined to the "Elééies". The influence of Eaudelaire
on Samain's early work appears to have been cne of the
strongest, and has had both good and btan effects. It
has had a good effect, as regcards the form of Samzin's
poetry. ii. de Bersasucourt remarks: "Zaudelaire 1l'o
dé%ournéidu gymbolisme vers l'art tracitionnel des
" ( 1 )

Farnassiens. (For Bzudelzire, in spite of the

O

spirituality and the suscestive quality of his work, has,

by the form of his verse, its fullness and colidity and

(1) £A. ce Bersaucourt, "Aalbert Samain", p. 16.
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its stircong harmony, more affinities with the Yarnsssions
thzn with the school of syubolists descended from
Verlaire.) 3But, as regards incpirztion of thuanme,
Bzudelaire's influence has been bad, for Semain hos
covied the worst of his poetry - and thus we find in
Sanain's work, for instarce, a poorer version of "Les

y (1)
J

Litznies de Satan" ("Luxure" and a poorer version

of the poems in which Baudelaire expresses his hatred
(2)

of "la femie mzuvaise" (*Une" , and this passage

(o)

from the sonnet "iImeraule":
"It mauvais réve sussi de la femmne muuvaice
Dont le lourd regard vert, btrulznt comme la Lroise,
nu coeur ensorcelé distille le poigon.")
The falsity c¢f this attitude is 2ll the more cvident if
we remember that Faudelaire himself, when he exprecces
this conception of woman a5 the enemy of man, is
probably largely inventing and exaggerating bis sentiments
in orcer to disccncert and astonish, as he loved to do,

by his adoption of this melodramatic and satanic attitude.

(1) Vol. I, p. 1&1.

(2) Vol. 1, p. ¢9.

() Vol. II, p. 178.



II. Verlaine and Watteau. Verlaire's poetry zlso
appvears tc have had =z

consicderable influence on Suwnzin's work, an influence
wvhich greatly affects the form of the younger roet's
verse. we find the same musicality, and the csuorestive
power contained in the melody of the verse, in the
work of the two poets. Compare too, with Verlaine's
famous dictum:

"ou . 1'iaddeis au préﬁis se Jjoint",
Samzin's declaration, "J'adore l‘inaébis”, but notice
also the subtle difference between the two professions
of faith, - Samain going a step further in tis cult
of the indefinite and the suggestive, znd, in our
opinion, 2llowing his conception of zrt to be tainted
by the hint of weakness, of lack of concentration, and
even of lack of courage contzined in tuis poetic creed.
Semain would also appear to owe mucn to the author of
"Tes Fétes Galantes", insofar as the inspiration of the
subject-matter is concerned, and many poems both in
":u Jardin de 1'Infante" (“Leures d'Eté", "liusigue
gur 1'Lau", "L'Ile Fortunée", "Ilocturnc®, "L'Indifférent“,
"Invitation®) and in "Le Chariot da'cr" ("Versailles",

"iattezu" ) recall irresistitly the nuwnercus passascc in



"Les Tetes Gnlzntes" in which Verlazine has himseif
Leen insvired by Vatteau and by the 1life of his time.
This sonnet, one of the group entitled
"Versailles", is a characteristic example of Sumcin's
eirhteenth-century “maniere":
"Crand air. Urbanité des fagons anciennes.
Haut cérémonizl. Reverences sans fin.
Crégui, Fronsac, beaux noms chatoyants de satin.
tlmins cucales dans les vieilles vzlenciennes,
"ilains royales sur les épinettes. Antieanes
Des é@gques devant Ionseirneur le Dauphin.
Gestes de menuet et coeurs de biscuit fin;
Lt ces graces gue 1l'on disait futrichiennec...
"Princesses de seng bleu, dont 1'Z4me d'ezproarat,
Des siécles, au plus pur des castes MaCera.

o 2 ” - 0 . . -
Grands seigneurs pailletes d'esprit. larquis de
cevres.

"Tout un monde galant, vif, brave, exquis et fou,
. . 7 'l .
‘vec sa fine epee en verroull, et surtcut

< L3 - -~
Ce mepris de la mort, comme une fleur, cux levreg!"
Vol. II, ppell-
It is always dangerous, however, to asttribute
. - 3 4
too much to zctual imitztiocn; Remy de Courmont saye

in this cownnecticn, "I1 doit moinz & l'auteur des

LAl
[
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"Fetes Galantes™ cu'con ne pourrait cr01re",\l) and
i« BeCjuet indeed combats strenuously the clzim that
Szmain found his inspiration in Verlaine's poetry. Le
says, "La compassion troublante et anxieuse, morbide
P

un peu, subtilement savante dans son emotion, cuil

. g - . . LA
manifeste ces etats de sentiment, ou, =i 1l'on préfere,
- s sy ” Doos .
de sentimentalite, apparait z plusieurs coume l'essence

"\ - /- . I3 : . . -
meme de la poesie verlzinienne. Cette similitude, et
. . A '

certain ressouvenir des 'Tetes Galantes' que beaucoup

N . ~ « - . N
s'obstinent a trouver preésent dans une partie d'iu

S L ~
Jardin de 1'Infante', ont ete causes gu'on s'est plu a

7
considerer A-Sumain comme un disciple fervent et con-
scient de Pzul Verlaine. C'est ce tromper gue d'insister,
et de faire une influence d'une admiraztion commune o
~ - .
deux poetes pour une epogue d'art et des oeuvres gqui les
S~ . - g
trouverent semblablement sensibles. La freguentution
". “~ 7 3
du genie de JWattezu, et un egal amour de notre dix-

R N Y 4 Fo S S~ . S
huitieme siecle d'elegance lesere et de volupte mievre
jusgu'a la tristesse, zccentuent entre eux des ressen-

s s . . o s .
blances difficilement niables. Ils avaient ete, l'un

‘ .7 . s cps 7 4
et 1'autre, attires par la vie joliment raffinee, ornee

: / ,
(1) Remy de Gourmont, "Le Livre ces laszues", Article

on Samain.



Ge coguztterie et Ce séduction paresseuse, <€ grﬁbe et
@e langyeur déﬁeinte awx tableaux de l'artiste que les
Goncourt ont nommé 'le plus grand poéte du dix-
huitieme giecle'. Le churme fin et la sensualitg
distinguéé du décors Watteau engagealent la féminite
de Verlaire et de Swumain a attarder leur ima; ination

P » -
aux reveries cdelicieuses gu'ils sugreraient. Une
pré&isposition fraternelle de tempé;ament aidnit encore
devantage Camain a s'approcher de la compréﬁension et
de l';me du zeintre, 3 revivre son songe de beauté.
Faut-il rappeler gu'il fut comme son coupatriote,
nerveux, méianoolique et poitrinaire? Yar dela Verlaine,
c'est a Watteau qu'il convient de remonter, pour
expliquer, d'apf@s ltzrtiste, une tendance du poEte
aux ohiméfiques voyares, 'verg des ;les d'amour zur des
lzcs bleus ébloses', aux départs fantaisistes sur des
'nacelles roses'!. Les titres de cette partie ¢u recucil
désignent zussi bien clairement des toiles de Watteszu,

(1)

et les poemes sont des paraphrases des tableaux".
e have guoted 1l. Bocguet at length, not merely because

he indicates so clearly just to what extent Swazin may

(1) L. Bocguet, "‘ltert Camzin, sz vie, ‘son oecuvre",

re. 117-9.



be sa2id to have uniergone the influence of Verlains,
but 2ls0 because he defines =o afmirably Samain's
twatteau-poetry”.
III. - The Fzrnasse. There exists one outstanding

xonmple of sumain's imitotion of
other writers, and here we must really call it imitation,
and not merely a varue influence undergcne; this is the
imitation of the Pornassian school, and the imitation
is all the more patent because it is chiefly concerned

with the form, the mode of expression, not with the

eazs; and thus the poems which Surzin writes in the

[aN

i
Parnassian style appear as pure pastiches of the verse
n < . oy . .
of Leconte de Lisle and Herediz. We rnust admit, however,
that as pastiches they are remarkably succecszfuly such
sonnet as "Le Sphinx" might well be taken for a poem of
Leconte de Lisle:
"Seul, sur l'horizon bleu vibrant d'incandescence,
> 7 ,. .
L'antigue Sphinx s'allonge, enorme et feminin.
" . o =~ .
Dix mille ans ont ypasse; fidele a son destin,
N . - . oy .
Sz levre aux coins serres garce l'enigme lnmense.
"De tcut ce gqui vivait au jour ce sa naiscunce,
/ . .
Rien ne reste gue lui. Dznc le pacese lointain,
Son gge fait trembler le songeur incertuin,

N
% 1'onpre de l'histoire z son ocmbre commnence.
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"Accroupi sur l'amas ces siecles revelus,

Iiinobile au =oleil, dardant ses seins aigus,

-

Sarns jamaisz sbaiscser sa rigide paupiére,
"Il sonce, et semble attendre avec sérenite
L'ordre Ce cge lever cur ges pattes de pierre,
Iour rentrer a pas lents dauns con cternite . "
Vol. II, pr. 1A-6.
~nother sonnet, “L'ﬁééatombe", of which we quote the
first verse, resembles the poetry of Lcconte de Lisle
by the impression of burning sumaer heat, and by the
powerful and solid strokes with which the znimals are
crawns
"Dans la splerndeur Gorée et cruelle du soir
Les Tauresux, fronts créfus et canglantes paupiéres,
Se hatant lourdement sous les sombres lanierec,

-

4 . .
liélancoliquement s'en vont =z ltabattoir.”
Vol. 11, p. 169,
- e .
Certain other of Samain's sonnets recall those of Heredia,
S S " (1) R
notakly the two sonnets, "Clecpatre®, which is
’ K Y

reminiscent of "Antoine et Clecpatre” as much by the

form a5 by the subject; but which, with less of

(1) VOl- I, pPo lcg‘llo



classical restraint in their tone than the sonnets in

"Le ees"™, are spoilt by the somewhat vulgar

oy

[

Trcy
sensuality from which Samain escuapes only in "Aux I'lancs
de Vace". The same criticism may be mude of "hél%ne",
which, 1f less morbid, would possess a very ileredian
character:

“L';cre vapeur d'un soir de batzille surna;e.
L'irgienne aux bras blancs a francal les remparts,
Et vers le fleuve rouyre, ou les morts sont ébars,
Solitaire, s'avarce 3 travers le carnage.

"L&—bas, les feur des Grecs brillent sur le rivare;
Les chevaux immortels hennissent prés des ClAYSee.
Lente, elle va parmi les cadavres hagurds,

It passe avec horreur sa mzin sur son visage.

"lu'telle apparagt divine awrt lueurs ¢u couchantl...
Des longs voiles secrets, qu'elle €carte en marchant,
lZonte une odeur d'anour irrééistible et combre;

"Et déjé les mourants, saignants et mutiles,

Rampant vers ses pieds nus sur leurs coudes Cuns
1'ombre,

L
Touchent ses cheveux d'or et meurent conwoles."
VOl. I’ p. 209-1().

wWe are inclined to be shocked a2t such obviocus imitaztion

as is present in these Farnassizn sonnetz of Samaing



but we must not omit to say that the F-rnassian
influence did much good to CTamain's werk, and was
instrumentzal in finally bringing him to a point of
craftsmansbip wiiere he discovered the existence of his
real and original telent. Samain's early verse is
inclined to be, as .. Eonneau expresses it, "flou,
mievre et mourant".(l) Gentle and diffident by nature,
what he needed was force of inspiration and of expression.
Ee found in Baudelaire a power of form and of thouiht,

on wiiich he enceavoured to moiel Ils own poetry, not
with entire success, as we have seen; but he learnt from
BauZelaire %o seek a more solid and a fuller form of
verse, with more sonority in its music, and from Lbzude-
laire he went on to the Farnassians, in whon he found
the sanme strength and fullness of expression. Them, too,
he coried at first in too servile a fashion, - but
through this imitation he discovered where his talent
lay, and in his interiors of "Aux Flsncs cu Vase" ve

discover a new and original Samzin, who, wiile he can be,

N 3 "
(1) G. Bonneau, "A. Sumain, poete gymboliste", p. 120,



=5 Ré%y ce Gourmont says, "un viclent coloriste ou un
vigoureux tailleur de marbre"(l) has not lost the bect
auzlity of his early poetry, its softness and its
fluicdity.

We have cdwelt =zt some length on the sp.ce
vhich imitaticon of other wrifers occupies in Somein'e
poetry, beczuse this lack of originality is o very (rave
fault in uis work. e have alrcady pointed out, however,
how dangerous it is to attribute too rmuch in Saawin's
poetry to cutsidie influence. Wnere Coppée, BDaudelzire
and the FPornasslans are councerned, we canunot deny
definite imit=tion, but in the cu:ze of Verlaine there is
no rexl imitation, but only community of vizion and
sympathy of thought. 1. Bocguet prouvably defines Smmain's
practice rightly in these vords: "ourcjouter 2 l'inspiration
d'autruvi son énotion personnelle"(g) - which implies at
leact partial originality of ingpiration, znd, in acdition,
true sincerity of feeling. 1I. de Berszucourt says, when
discussing the literary influences which Sumzin has under-
cone: Yihvent de découvrir son originalité prozre l'auteur
du Charioct d'Or a suvil les influenceuw les plus Civerses et

L7 \
les plus contradictoires".(u’ Tnis sentence sunnirises

'_]
S

R. e Gourmont, "Le Livre des lisgues.”

L. Pocguet, "Alvert Szmuin, sa vie, gon oeuvre®™, pe 13

— —_ —
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A. de Zersaucourt, "Altert Sunmwin", p. Z.
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well the evolution of Swnain'e tolent. e neceded models
in orier to discover where hic real gift of poetry lay;
and because, especizlly in nis years of poetic veoprentice-
ghiv, his taste wzs unformed, in following the:se molels

he unfortunately produced much that is unworthy of his
talent. Zut, by experimenting with thesce vuarious methols
of exprescicn, he finanlly c.me to create a work which

owed everything to his own inspiraticn - the colourful

and sympathetic pictures of "Aiux Flarcs du Vase"; wind,
c¢uring tunis slow evolution, he procuced some nature-idylls
of rare beauty and feeling.

Samzin's poetry h=zs received various criticisms
and appreciations. F. Cohin, while reniering tribute to
his "art subtil", becstows upon him a restrained praise
only, when he describes his poetry as "une poééie
aristocratiqne, fastueuse et raffinée, 'en robe de
parade'“;(l) but his final swumning-up of fthe poet is
very favourable - "Ce magnifigue talent".(z) Some
opinions are more exagreratedly appreciative - Jmy

Lowell describes Samein as "A genius, graceful, tiumid,

>

I - " T R B N

(1) F. Gohin, "L'oeuvre poetigue d'ilbert Sumcin®, p. 3.
Ve ~ .

(2) ¥. Gohin, "L'oeuvre poetigue 4'Albert Swnzin",

Y
Freface, ». iii.



proud, pas.icnate and reserVed".(l) But most critics
recognice uis limitations. Lalou praises eanthusiastically
the "myst%re inexpliqué Ce ses éﬁocations",{z) and the
Wimoressions fugitives" which characterise nuch of higs
verse; but he points out that Samein has not attained
great heights of poetry, althoush he showed promise
wzich his ezarly dezth ¢id not allow him to folfil., "Il
nta pas donné toute sa mesure". 1. de Zercaucourt spcaks
of the poet's "oeuvres de qualité tres inégale“,(b)

and his finzal concluzion is that Sanein is not a great
poet, having undergone too many influences, and being
neither forerunner nor reformer. if. G.Bonneau's

praise is very moderate: "Albert Gamain ezt un faible.

Sa faiblesse 1'a muré’dans une vie é}roite...mais,

par une singuliére compensation, cette mene foiblesse

gul ciminuait 1'kLomme a exalté l'ortiste. Tur elle,

(%)

P
samain stest affranchi de toutes les ecoles¥.

(1) smy Lowell, "Six Freach Pocts", YNew York, 1915.

(2) ZLalou, "Litterature Francaise Contemporaine”, v.
De 251-6 for review of Samain's work.

(3) A. de Bersaucourt, "Alvert Szmain", p. 5.

(+) G. Bonneuu, "Albert Samazin, pozte cymuoliste",

Pne 2+7-8.
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The variety of the opinions givsn «bove in
itself points to Szunain being a poet of the second
rank only, since a genius, if he 1s only occasionully
proclaimed such during nis life-time, is generally
universzally reco nised when the passase of time has
allowed his works to be studied thorcusaly and im-
pa;tially. Samzin is certalaly neither a genius nor
.a rrezt poet; but he ie in the front razuk of poetic
ta2lent, =2nd probubly Gohin's description of him zs

"ece mzgnificue talent" is the fairesst tribute which hus

been bestowed upon Samain, the poet.



IT. 7THT T:L3S.

Samain's Talec, his only prose-work (.ith
the exception of a number of articles of litcrary
criticisa contributed to periodicals, and his "Pensécs",
which still remzin in manuscrivt) were published post-
awsocusly in 19CG3. Zach of these four Tales is a love-
story, and each presents an entirely different awvpect of
love. The love-clement has been defined by .. Léon
Bocguet as hapnily as it may be defined in a sinsle
sentence. Y“L'amour", he says, "est é%idermique,
instinctif et vénal cans tXantnis', farouclhec, chaste
et chrétien dans 'Civine Tontewps', sentimentyl, ex-
clusif et doux dans 'iyalis', romznecsque, cerevral et
maniague dans 1Ro0vere et Angis%le'“.(l) The thene of
love gives a definite unity to the four Talesg, which
is unimpaired by their diversity of subject and setting.
(a) The Subjects. The first Tale, "Xunthis, ou la

Vitrine Sentimentale", is a

fantastic story of harpenings on the shelves of a lacs-

fronted cabinet. The cxhibits in the cavinet furnich the

- = e .- - -

(1) Z.Eocguet, "A.Szmain, c£a vie, ccn oesuvre", Dp. 200.
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chargcters for the little droms wiica is enachte on

J

tris dusty but picturesgue stace, and the chief v»art is

¢

played by a statuette of a Creek dancer, xanthis. Her
xouisite prettineszs and the gracefulness of her Jdancing
win her & circle of admirers among: her companions in the
cabinet, =nd chief amons these admirers is an ei;hteenth-
century marsuis of Dresden porcelain, who, thou h 1o
longser young, znd chipped, broken, and re-stuck after

a life of adventure, retains the charm of elelance. Ilis
gallant and refined attentions please the 1little dancer.
He introcduces her to the gay social 1life of his time,

and with him she spends her days in merry-nokin . Une

Cay the marquis presents to her the bust of a musician,

4

and Zanthis reads in his eyes a deceper,more passionate
mecsagze than that conveyed by the conventionzl gallantries
of the marguis. The possibilities of 1life are douuled
for her, and if the marguis' delicate refineaent still
corresoonds to something of the s2me kind in her own
nature, the music wiuich her new friend pluys to her

every evening arouses in her new and deeper emotions.

She has gallantry; she has emotion; =he is soon to know
the sensual side of love. A Dbronze fzun zpnearz in the

cabinet. Althourh his arrival is unwelcorne to the
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other inhabvitants, Xanthis overlooks his essential
vulsarity in her sgticsfigction at his obvious admiration
of her grace an. delicacy. oShe has now everyihing that
love has to offer, zhe is verfectly hapuy, wnd lovelier
tian ever. ZIut althou _h snhe seeis notnin; more, another
temptation comes and she does not resist it. In the

cabinet is an ugly o0ld gargoyle. One niznht, the faun,

It

7]
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impatient at an unkent tryst, coes to seek the faithl
dancer, and discovers her seated on the ;ar, oyle's knee,
flirting shamelessly. The faun is more animal than
humzn, and a creature of impulse. With one blow he hns
struc: Xanthis to the ground, and she lies there,
shattered into a thousand pieces. The despnir in the
cabinet‘is gzeneral, but the damoge 1s irreparable. The
marguis is overwhelmed with grief, his he.d comes unutuck,
and he expires. The rwsician falls off his standg, and
cracks his skull - and there he is, ruined for life. Az
for the faun, 2 still worse fate awaits him. The owner
of the curiosities discovers the state of the shelves,
sees fuilt written plainly on the fuun's fuce, wnd rets
rid of him for a few pence. Henceforward he is huwked
from one bazazr to another, and expiates nis crime by a
life of numiliaticns.

Thus, ag in a well-constructed draaz, we le.rn



the fate of 21l the principal characters before tue
action ends. s for the moral of the story, the

autiior leaves us to find one for ourselveg, if we wich.
*Four moi", he says, "Je préfére me recueillir et
murmnurer du fond de l'gme une lente priére auwx riti€s
tristes et voilé%s."(l) And the Tale ends on & note of
tencer regret for the fate of the pretty but thourhtless
little Greek dancer.

"Divine Bontemps" is a complete contrast to
wlantris". An unchangingely serious tone repluces tne
delicately ironical style of the first story. "Xantuis"
is written on a note of pentle sadness, woich iz in
harmony with the fantasy of the conception, and the
absence of deep seriousnesgs in the issue. Dut the plot
of ®*Divine Dontemps" is intensely serious; it is a story
of a life of sacrifices and of mental agony. The setting
and events cescribed are thosze of everyday life, althouprh
no definite details of time or place are given; but the
unusuzl character of the heroine is guite sufficient to

save the Tale from any charge of banality. Divine is

(1) vol. III, p. &6.



ty nature exceedingsly reserved. Her chyness snd her
repucnznce at vbetrzying any deep feeling are alre:dy
any

parent in ezrly childhood, and as she grows un this

reserve only becomes more pronounczd.s Then she meets

a.z2in 2 former playfellow, Linurice, and falls in love
with him; but at the first hint of love froa the young
man she fleeg, terrified, and henceforwar! c¢he hides
herself from his sight. ﬁaurice goes away, and wien

he returns, some years later, he has forgotten his past
feelings for her. 2Rut Divine, although she lknows she

will never have the courage to reveal her love, has not
forgotten, and she continues to hope until finally he
marries another woman. Then life ceases to have o meaning
for her, and she goes on existing mechanically, srowing
nmore and more taciturn, 2nd every Jday paler and thinner.
Su’denly laurice's wife falls i1l and dies, after five
vears of married life, leaving beuind her = ecmall son.
Divine comforts XMaurice in his afflic tion, and eighteen
nonths lazter he marries her. Thus zhe enters his home,
not, as she had dreamed, to be his first bride, vut to
tzke the place of the wife he has lost, to mother his

son, and to create peace and affection where the pastcion
of love is dead. Tor o moment her egucrifice scems to

be about to meet with its reward, when the discovers that
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che is going to have a child of her own; her husband
looks at her with a new lisht in his eyes, unl che secs
there the doawn of rezl love. ZEut her litile step-con

f2lls ill, z2nd in epite of her condfition, =she incists

he saves his life, but her own

(€]

upon nursing him.
child cdies shortly after birth. She accepts this trial
with resipgnation, and 2lthoursh her only desire now ic

to enter a convent, she makes a further zacrifice, and
remains with her husvand. Some years later he is killel,
and Divine lives on with his son, whose life the has
gsaved, and who is to her alwmost like her own cnild.
Finally he leaves her, at her own insistence, to seek
his fortune abroad; znd so she rewnains, an old widow,
living alone on the outskirts of the town, occupiecd
solely with her memories and her prayers. ohe lives on,
waiting for <Zeath to come to here. nd yet, in spite of
her loneliness, and her indifference to life, she cannot

overcome her recerve even in her preyers, and "toujours

~ '\ . . . b 1.2
pareille a elle-meme, DPivine n'osait pas demander a Dieu

de mourir“.(l) With these words, waich give a final

insight into Divine's chaoracter, the Tale ends.

(1) 7Vol. III, p. 66.



Mlyalis" is perhars the most exguisite pilece
of work that Sanzin ever proluceld. The author hzs here
taken us back again to the renlms of fancy, but we are not
entirely removed from real life, for the little blue-ecyed
faun, iyalis, is born of a mortal mother, and hisc human
oripin does not fail to declare itzelf. Ile is a most
lovavle creature, _entle, naif, ez er aand impulsive: wn
unconscious idealist. ILven as a child, hls ganes are
¢ifferent from thoze of his fellows, =nd he flees theilr
vulgarity and stupidity. As he grows up, the gensuzlity
which is z heritzyoe from his goat-footel father develops,
and he plays in the woods with the nymphs and dryads.
Eut he inherits from nis mother a subconscious desire for
a higher kind of love, znd after a while the cport of the
woods sickens him. lie feels irresistibly dr.wn towards
the dwellings of men. One day in the .arlen of ipollo's
priest lylacs, he sees the priest's daughter I'yza, and
at the sight of her beauty the worlc seems changed. In
the days wnich follow he returns frequently to the garden,
unseen, to watch the maiaen, until one nicht MNyzua wanders
downn to the bottom of the garden, and sees in the mocon-
lizht the shadow of Eyalis' horns on the grazs. JWith a

shriekx of terror, she flees, and Hyalis suidenly rcalicsce



the hopelessness of his love, for he is not of her
world; In nis despzir, he bess the witch Ydracone to
give him death, =nd, in order that she may grant his
boern, he sacrifices to her his pet lamb, the ouly
creature that he has to comfort him. The poisons she
uses are viclent, z2nd cause agonies of pain, for iyalis
is in reality immortal, and cannot easily escepe from
life; but ne endures the pain, and goes on uis way,
comforted by the tnougsnt that in a month the poison will
take its effect, 2and he will die. At the end of the
montn he returns to Iyza's garden, enters the house and
discovers her chamber. Tor & long time he gazes in
adoration upon the sleeping mziden, and hicg soul seecas
to be united with hers; the supreme  moment of his
life has come, hie lips touch hers for an instant, and
he sinks down dead besicde her, perfection finally
attained. "“Ainsi mourui. dlamour hyalis de Mycaléﬁe,
le petit faune zux yeux bleus“.(l)
"Rovere et Angisele", the last of the four
Tales, and, after "Lyalis" the most beautiful, was rot

intended by the author for publicution in the form in

n
(3]
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which we have ity it ic nevertheless complete, and

(1) Vol. III, p. 1lC8.
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g0 lovely and finished a work that we can only be
emzzed at Semain's artistic scruples, which still =sa

in it elements to be perfected. The Tale relates the
love of a2 great Italiazn nobvle, Rovere of opoleto, and

of the maiden Anpisele, dauchter of a grey ani barren
country, the situation of wiilch is left mysteriously
Vasues Rovere is a voluptuury, and a worshivper of
beauty; his gorgeous palace is filled with exguicite
works of art, and the most fainous beauties of Italy are
nis mistresses. Lis favourite is the lovely Violsn
lladori, for whose szke he murders a jealous husband. The
portrait of Rovére which is piven in the opendng puges
of the Tale is not unsympathetic; he is an idealist, and
an artist in voluptuousnesz; nevertheless, steeped in
sensual pleasures, he considers the world in existence
for his enjoyment, and, absolute zuthority as he is on
all forms of materizl beauty, he has not the =lightest

.,
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notion of the hicner moral vpeauty of selflezcnesc.
life mizht have continued thus, but for the death of Viola
dadori. At first iuconsolable, Rovere is soon wnﬁze& st
the rapidity with which nis grief passes; neverthelecs,

in an endezvour to esczpe from his memories, he cmbrrks

1 s 3

on a lon: sea-voys.e. e dis ship-wrecred, and cus
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nzlf dend on the chore of a desolate land. The in-
hezbitants c¢iscover him, znd the maisen Angiséle takes
him to her father's czstle and nurses him back to health.
Rovere discovers in this new country & life wiich he hud
never before suspectad. It is a cold, wind-swept lund,

a land of toil and harcdship; death is frequent there,

and this constant association with death, joined to the
religious fervour of the people, creates an atmo:-phere

of spiritual exzltation and asceticism, very differcnt
from the gay and voluvtuous scenes to which Rovere is
accustomed. gngiséle has suffered greatly; the meuabers
of her family have died one after anothier, and the only
one of her sisters wiho remains alive is muad. ©Ohe i3
deeply religious, an anpcel of purity and charity, and
Rovere falls beneata the spell of her serious and noble
nature. The mystic soul of the country, penctrating his
own soul, brinss him into still freater sympathy with
Angiséle, and an intensely spiritual love 1s born in both
their hearts. But Angisele, with her delicate and im-
pressionable nature, cannot endure the new and myzterious
enotion which love awaxens in her, and un:er the force

of moral turmoil her nezlth declines rapidly. ohe piues
for joy =znd sunlight, and to gratify ner wicgh Rovere tulkeo

her back to Italy with him, awzy from her own lond of
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drezriness ond sorrow. (n the voyage she seems near to
complete recovery; her cheeks grow fuller an? rosier;

she is completely happy in her love. Arrived in Italy,

she lives for a while in a state of feverich joy; che feels
that her deatn is near, but this cvremonition incpires no
terror in her. ©She is resigned to the end, for she has
xnown happiness at last, and her 1life is cowplete. And so

0 - - ~ 3 3 .
he cGies, and Rovere dies with her - how he dies, the

[&)]

author Jdoes not tell usj only that the next morning the
lovers are discovered lying side by side in the high-
chanber of Rovére's palsce. "Lt ils eétaient nus, et dans
leurs mains ils avalent Jdes roses".(l)
(b) The Sources. This analysis of the subjects of the
Tales would secm to revenl at least one
guality - originality of inspiration. The romantic and
mysterious passion of Rovere 2nd Angiséle and their strang e
but beautiful deatn, the quaintly pathetic love-story of
Hyalis, the anguiched life of Divine Eontemnps, the sad
fate of little Laninis - theze conceptions wppear very far
from banality. TITieverthelecss, ia cpite of thece appeurances

of origsinality, it is advisable to be wary; we hzve gecn

(1) Vol. III, p. 165.
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in our study of Samncin's poetry so nmony excampnles of his
lack of creative power, that we feel obliged to devote
some space to an exanminztion of the precise degree of
oricinality of conception vhich may justifiably be
attributed to the Talesz.

Thg guestion of the sources of Jamuain's suvjects
is one which has not been discussed even by thove few
critics who nhave mentioned the Tales in their vublications
cn 3z2main. It is of course one of the most difficult
to solve. The freguent imitation of other writers which
is patent in Samain's poetry would lead us to zusnecet that
the inspiration of the Tales possibly had its source in
the work of come other writer. IZut on the other hond, we
cannot adort the supposition of luck of originality without
some definite textual proof of imitstion of other zuthors.
The great problem is, to know in what authors this proof
should be sou ht. “n excmination of the poetry hos shown
us that the writers whom Samain imitates ure the preat
poets =zmong his contemporaries or immediate predececsors -
Coppée,Leconte de Lisle, Eaudelaire, and periaaps Verlaine;
and were it not for this internal evicdence in Srmain's
poetry, testimonies exist of his acdmirution and his
assiduous study of the master-poets of nis century. It

is taen in their works, zni also in the publicautiowns of



convemporary "eonteurs" - for we muast not for;jet the
literory "genre® with wiich we azre lealins - that we

£hzll seek to discover whether or rot the Tales are the
rroduct of Lamoin's own original inspiration.

8 regards "Xantais", the Watteau-incpiration,
the picture of the socizl 1life of the eighteenth centuavry,
of wnich ve have already seen examples in Swnain's poetry,
is of course obvious. DBut here, as in the poetry, uno
charge can be brousht againzt Samzin of plagiarising
gither wWatteau or Verlaine; it is a question of ingpiration,
not imitation. It is in connection witﬂ this Tale,
however, that we have mace our most importunt discovery

as regards Samain's sources. As for as we know, the

actual subject of "Xanthis" is the poet's own inventions
we have found no preof that the stery of the little
dancer's intrigues and of her sod end is not his, and thot
the creation of the chimracters is not nis zlcso. But the
idea of bringing to life the objets d'art in a glacs case,
snd imagining the 1life they lead tocethrer, is almest
certainly taken from Anatole Trance's Yretit Uoldat de

Flomb™ in "L'hstul ce ITacre®. This collection of Contes

publizned in 1892, and there ie ze far us we know no

M

W

n

.evidence that Sumzin's Tales were written before this year.

viizntnie", the first of the Tales to be publiched, cppeured

ANl



in the "Revue lleblomzdanire” of Decimber 17th, 18vD -
thet ig, the some year as "L'Ltul de Nucre". The

einilzrity between the ovening pares of the two tales

iz too striking to be &« coincidence, ard it is inud-

]

misszzble thet IFrance copicd Sumain, since a rreat

0]

{

viriter does not usually couy a« relatively obscure one,
sid in any case Comain'e Tales were not published until
the very end of this year. liere are the {two vuscares
waich have attracted cur attention:
\ - . - .
"J'entendis tres Cdistinctement trois coups
Ve . . . N\ ” g
frappe¢5 sur la glace d'une vitrine qui est a cote de mon
3 - ) R A - . .
1it et dans lacuelle vivent pelemele des figurines en
~
porcelaine de Cazxe ou en biccuit de Jevres, des ztutuettes
en terre cuite de Tanagraz ou de Lyrine, des petils kronzes

€ la Renaissance, des ivoires Jjaponzis, des verrec de

o

"
Venise, deg tasses (e Chine, des boites en vernis llartin,
/- . - .
des plateaux de leaque, des coffrets d'emeil; enfin, mille
. . /o~ e . .
riens que je vénere par fetichisme et gu'anime pour moil
7
le couvenir des heures riantes ou melzncoligues”.
Ae FPrance, "Le retit Joldut de Flonb."
1 . . N FAERY
"Chague fois gque je me suls attarwe o recar-
=~ o s N - > . . . -
der des etaperes ou des vitrines, ces petits asilec de

. e « - . i - ~
bois precieux et ce cristal, ou s'evaporent ces pariuma
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surannes, ou flotte une attendrissante poucciere

\

- - IS . 3
G¢rtautrefois, ou 1l'ame noble et melancoligue cu Luxe

m

s~ - . S d Y : s
vitre cans un silence de pencsee, j'al toujours cru
. . RN . . . > -
cu'tune vie particuliere cdevait s'y vivre a 1l'abri des
. o ~ " - . . ”~
cgrands ricesux profonds, loin des promiscuites et des
e , R
banalites cdu reel....Ce genre de sollicituie m'a valu
. N P
les reletions les plus interessuntes, et, entre autres,
. . . . LN
celles cue j'entretiens avec une vieille tabatiere
~ . 3 , .
dtargent, ou l'on voit, cisele tout au long, le triomghe
d'Alexandre le Grand sur Porus, roi des Inaes. Or, un
- - . . - . 4 ’
de ces derniers soirs, dans 1lt'intimite d'un penctrant
’ . u -~ . R
crepuscule, cette aimable aicule m'a conte une histoire
g1 touchante, =i dramatigue et Ad'une si instructive
- : . 7z s, ¥
moralite, que je ne puis resister su desir de la trgnsglre
\
LN ., . . . A
ici a 1l'adresse de ceux qui, complzisants au reve, veulcent
3 . . L4
‘bien croire ercore gue c'est arrive.
"Il yv avait done, dans une vitrine du temps de
L - . Lo~ .
Iouis XV, une petite statuette de Tunarra, irreprochable-
ment jolie.®
Samain, "Xanthis", Vol. III, p».9-10.
There cre several points of comgaricon to be indicuted.
The first is the mention in euch pacssa-e of objets d'art,
and especizlly statuettes of Tanu;ra and bronzes (a

bronze faun appears lzter in "Ianthisf), wnich subsecuently
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rrove to be endovwed with life; the szecond that the story
in "Le Tetit Soliat de ¥lomb" is told by the little
lead-solaier, and in "unthis” by the snuff-tox - both

in reality inznimzte otjects; the tuird is the sinilarity

of style, which persists tnrourhout the two Tules - a

v

subtly bantering tone, end an extreme simuwlicity of
expressicn; the fourth is the fact that in each cuse we
are concerned with what is to all intents and purposes
a falry-story - a2 short tale with the nost fantastic plotl
aznd set of charazacters ims;inable.

This paseare in "Le Petit Soliat de ITlomb" is
the only indication we have found that Samain obtained
the materizl for the Tales anywhere but in nis own imc{inw-
tion. "Divine Bontemps" vaguely rescembles Flaubert's “Un
Coeur Simwmle", insofar zag both tzles are poychological
stucies vwritten in the rezlist sty le. "Rovere et AngisEle"
recalls, qu;lly vaouely, Sir Wzlter Scott's novels, the
proetry of Byron and other creaztors of the Don Juun tyre
of hero, pérhaps gometning of Xeats, and comzti:ing of the
Tarlich rre- Rapheaelites, both in thelr painting and their

poetry, whuom his writines inzspired - Swinburne, Roscetti,

[4)]

[iushes, liorris - 211 the writers, more or less uttnched

to the Rom=ntic movemn:snt, wiho ressuscitatec the Jiidle



[
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tres for the nineteenth century. An;is@le is the
tyypiczl Romantic heroine; rure, etherexl ond tenier-
hearted, marked out by fate for mental cuffering, and
consumntive into the barszin. In one of the voeus of
"Le Chariot d'Or",(l) Samain rectlle the thrill with
which, as an adolescent, he devnarzd Scott, Lamartine
and Lyron, and a good cezl of the mentality of IFrench
and Tnglish Romanticism has possed into "Rovere et
Angis%le." But there is nothins in the tale wiich secms
precisely comparable to a definite work of anotiier author,

"he problem of the source of inspiration of
"Hyalis" opens up the whole vexed question of the origin
and nzture of Samain'e hellenicm. Thie is one of the
most importzat questions to te discussed in connection
with Samain's work, a concidercble proportion of which
("Aux Flancs du Vase", "Polyph%me", "iyaligh, “Hunthish,
and various poems in the other collections) is to a
crezter or lesc cxtent Creek in inspiration.

Hellenism has gone through varicus phases in

4o

France, but it has never for lon” been entirely =beeat

from Frencn literature, in one form or another; wnd

(1) "Zn printesps, cuand le blond vitrier Ariel...,"

Vol. II, p. 7%,
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aiter 1tc perversion in the hands of eighteenth-century
writers, whoce inegpiration from the Creeks was second-
hand, sirce tuey tcok it from the clussic writers of the
cevernteentn century, it toock on new life zbout the tinme
of the Revolution, and this renewal of interest nay be
£3id to have continued right ithroughr the nineteenth
century to our own times. There were several reasonse for
this revival, waich ori_ inatel no doubt in the first
Place as = reacticn acainzt the coldness of the eirhteenth-
century classic writers; in the cecond place, 2 more
fortuitous circumstance contritutel to itz extension -
the fact that there was writing in France, ot the end of
Vi Ve
the eirhteenth century, a young poet, Andre Chenier, who
was not merely intimztely acquainted with the Creck poets,
but who had Greek blood in his veins, znd knew the country
which he decscrives in his "clogues". The atmozphere of
truth - local colcur in the btest sense - wricihh thus
enveloped hellenist inswniration was further ailed by the
great spread of archaeologicel and topo;raphiczl resezrch
in Greece in the eirhteenth and early ninetecnth centuries
both in Efance end in other countries, and by tue attenpts
mode at this pericd to sprewd the knowledge of Grees art.
From the time of the Renalissance onviards tne interczt in

Greex znd Roman antiguities had teen steadily ¢rowing. In
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the fifteentn, sixteenth and seventeentia centuries

varicus expeditions were uniertsien, collections of medule
and vases mude, and commentaries on archzeological diccoveries
rublished; tut no attempt woe made at this period to

croun the material svailable, or to show the historical
significance of the discoveries. It was not until the
el:hteentnh century that tne materiazl wos methodicully
exanined anc presented. Caylus! "“"Recueil d'antiquité%
ééyptiennes, grecques et romaines" (1732—67), wihich
incorporated his own research on ancient painting, was

the first work which attemmted to trace the develovment of
art in the ancient worldé, and to relate this developm=nt
to the contemporary socinl and political back:round.
Barthélemy, whose novel "Le Vo&age du Jeune Anachorecis
dates from the same period (it was Legun in 1797 znd
published in 1787) has to his credit, in zdditicn to

this description of life in Ancient Greece, a great

number of archaeological works of a very solid eruditicn.
A third, and even more distinguished archaeolcgist of

tuis century wes JWinckelmann, whnose "histoire de l'art

des anciens", publizhed in 176%, cpplies and develons

the scientific method instituted by Coylus, by which the

art of the ancients is studied in connection with tne
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society which prouwuced it. Fractical rese.rch continued
in the ei. hteenth century at the smie time as comnentary
end discuszion. Frequent expediticns to ancient sites
gpreac the knowledge of Creek and Romzan antiquities.
The excavations at lierculanewn, started in 1709 ond
renewed in 1750, contrivuted greatly to this effort at
vulgarisation. ZTFrom this period onwards expeditions and
excavations continued without interruption. In 1816
Lord Zlgin brougsht to Ingland the famous marbles from
the Fartuenon. In 1ty & valuable contribution to
ceramnics wes m:de by Lucien Lonaparte's discovery of painted
vases on the site of Vulei. In 1831 excavaticns were
begun at Clympiz. The increase in archaeolo; ical recearch
in the early years of the nineteenth century euauled
Ctfried Kﬁller to publish in 18506 zn inventory of
antiquities(l)far superior to that of Winckelmznn by the
incressed wealth and precision of the facts presented.

The circumstances described zhove provided
nineteenth-century writers with fresh material for
hellenist inspiraticn.

The atmosphere of truth - local colour in the

) ) L/ .
(1) "lanuel ce l'arciiéologie de l'art".
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best gencge - whicnh thus cauie to envelop hellenist

inspirstion w

[s7)

1

.8 Turther zided by the great spread, in

¢
o
¢

the ezrly years of the ninetecnti century, of crchaco-
logical snd topograpliical rescarch in CGreece, and by the
attempts mace at this pericd to increzce the public's
knowledge of (reex sculpture and archuitecture. The

latter circumstances provided nineteenth-century writefs
with fresh materizl for hollenist inepiration; the poets
of the seventeenth century drew mzrvellous proiit from the
material they poscessed, but their knowledipge of the CGreeks
wag practically limited to their philosophy and literuture

the beauties of the CGreck countryside were scarcely known

’

to thewm except through the workes of the zncient Greek poets,

end the Venus de Liilo still lay buried. Thrhe nineteenth-
century writers travelled - Chateaubriend's Creck land-
gscapes and Renan's famous prayer on the Acrojpolis witness

to the first-hand acquaintance with the Attic lands posses

w

cd

by the authors cf this period - zni a new cource of inepira-
7 P

ticn - that of plastic bezutly, in nature and in art - was
revealed to them. ot merely was the matericl at their
c¢isposal more extensive, but the scientific spirit wnich
pervaded the literature of the whole of the ninetecnth

century, even in the least rositivist of its writers, ond



-~ 70 -

of waich one zspect is seen in the develorment of
archaeologicalAresearch nentioned above, demanded
exactitule of detyil, and from this attitnde to art grew
up =1 icdeal of extreme sincerity.

A5 a general rule, it would seem that the
the hellenists of the nineteenth century -
pernaps with the instinctive Jiscovery of the mindaitn
walch 1s one of tne most freguent mzrks ol [enius - turaed
thelr attention to tnese newer socurces of inspiration.
Thus we see in the writinss of Anatole Irance, literally
saturated in Greek thouiht, and possessing morecover tlie
general hellenist culture which the docuwaent ry wealth of
his age permitted, an intellectusl ideal; what he admires
in the ancients is the measure anl the harmony of their
thournt, and his hellenism is of such intensity that for
him it replaces a religion. The hellenism of Leconte e
Lisle, Taine, Rsnan, also takes the form of this worszhip
of Creek reason and care for truth, and they all rescmble
France by their eruiition and by the conseguent sincerity
with which they treat the hellenist themes. Leconte de
Lisle's peculiarity is to pive more importance to the
Greek ideal of wezuty, conciderel especially in its
materizl, plastic aspect. The miracle of the ancient

civilisation is for him the reali=sztion of this idenl of



besuty. He zacres thue Creck marbtles - the Venus de
1ilo, the Yicbe - for the vurity and the harmonious
beauty of their form, the secret of wiich haz, to his
great grief, been lost to the worli:
"L'impure lzideur est la reine du monde,
=t nous avons perdu le chemin de Faros."
"Hypatie"

Certzin ninetecenth-century poets find a somewhut
different source of inspiration in Creek nature, anld in
the polytheistic cult of the ancients, accordins to which
Greece was long acgo the home of the mythical creatures of
nature, fauns, satyrs, nymphs, wiich peopled the woods

Y

and waters. In the nineteenth century we Iind =z revival

v

of the paranism of Ronszard, who, steeped in the poetry of

the ancients, whimsically accepts the Creck tradition of

an earth inhabited by strange mythiCal Vveings, half-rods,
half-veasts, which incaruate the éifferent eclements of

nsture - the Fans, Aerivans, Satyrs and Fauns being creatures
of the woods, tne Iymphs and Dryads creaturecs of the stircams.

-

"Je n'avais pas douze ans, gu'au profcnd des veall

(AN

A
TSy

[} ~ X s
Dang les hautes forets des homaes reculeecz,

Dans les antres zecrets de frayeur tout couveris,

[

ong zvolr =0in de rien je composals des vers:

(49
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Zcho me revondait; et lec simples Drywacs,

. —~ . RR4 < ST { 3 >

Faunes, Satyres, Fans, Hapees, Oreades,
Fripans qui portaient des cornes sur le front

At qui, ballant, sautaient comme les chevres font,

» 5 'y /
3t le geutil troupeau des fantazticues feeu,

SRS

. ~ 4
lonsalent 2 cottes agrafees.”

~

“utour de moi

{

Jean Horé&s' "Sylves! cre frecuently very Ronsardian in
tone, recallin_ the sixteeuth-century poet not only by

the gquality of the mythological ingpirztion, but by the
very techanigue of the poems - vocabulary, syntox, rhytlm.
Henri de Régnier's "Jeux rustigues et divins" strike too
individual a note to muke arny real comparizon with other
hellenict poets possivle; sometimes calm and pastoral,
after the mamner of 1. Chénier's "iclogues”, zometimes

more paran and sensual, tais poetry, wholly Greex in
inepiration, peopled with fauns, centaurs, and sirens,
reveals the symbolist influence by the tender and haunting
melody of the verse. The poet's personality, discrect

and melancholy, pervades this worl, wiich, by its extrenmely
versonzl guality, by the absence of clear-cut formz, by

its acceptance of the Greek naturalist tradition, is
infinitely renoved from the hellenism of the Farnus:ce

Cn the whole, Oamain's attitude to Creece has
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most affinities with the pag:nism of tunose writers who
find their inspiretion in CGreek noture, and much less with
the concention of beauty =nd rewson whiich is precent in the
work of the great ide=lists of the century - Frauce, ensu,
Leconte de Lisle. It is true that Samain, referring to

N

"rux Flancs du Vase" has written: "L'anticuite que je

ns n'est point barvare, sinistre eibdsinnde comme celle

S
~

3]

de ‘SalammbB', par exemple, ou de Leconte de Lisle." (The
latter judgment is rather curious! "zlle ect plutat
mesuréé, hunzine et souriznte, comme celle des
homé}ides“(l). This seens to imply {the suame idenl as

L. du Lisle and ¥France of attic measure and harmony. It
is very compreheansible that Szmain, whose idol4wa5, in
2ll sincerity, and throushout his life, IZezuty, should
be zttracted by the Greek aesthetic ideal, which knew
such success in>the nineteenth century; znd taroughout
the Tales, "Eolyphéme" and "Aux Flancs dua Vaese", the
effort to realise this ideal in his style is patent -
the language of the Tales, and notably of ".yaliec®, with

its care for harmony, its deliberate simplicity, the

- n e e - 4 W . - —

(1) Letter to 1f. ¥Fzul lorisse, 16 Dec., 1G%6.
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bezuly ani colcur of the naturzl decerintions, recalls
irresistidly the style of A. ¥rance. IBut this cort of
hellenism is necess=rily with Suncin gomewhzt surer-
ficial, for he lucks the preat culture of . Frauce or

of L. de Lisle, wiilicia makes their feeling for Greece
sometning ingrained; and 1f the Deauty of the Greekx land-
scape seemed to him a fertile theue, as he ehows in nany
(1)

Fa1 - N A . - .
oeums (M"Je reve d'une ile ancienne", for instunce),

et

he was hindered from a really true rendering by bis in-
zbility to travel, and to obtain first-hand knowledre of
the scenes he dezcribes. It is perhads bechuse he reanlises
nis incapacity to reproiuce the true ~ttic atmosphere

that Samain never attenpts any real locazl colour in "ux
Flarncs du Vase", but contents himzelf with a veneer of
antiquity provided by the style of the poecmg, the names

of the characters and occasionally csometiing in the
colouring of the landscades(g). The interiors, the
observation, the fzeling are all modern. What appears

vt first sight a feeling for a specific idezl of beauty,

(1) Vol. III, p. 251
(2) "Cort%ge d'lmphitrite”, "u.nasyle", "/oilis zu

Rulsgseau”.
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a2t of the Creeks, is in Sumcin's poetry only a general

himself: "Au recte, ce n'ecst

4]

ideal - as he indicate

A

poict 1'anticuite, ce n'est que 1'esprit de la beuuté
harmaonieuse et simple."(l)

The idylls of "Auwx IFlancs du Vase", so pure in
form, are freguently pervaded by a sensuality which, if
it iz free from the Ymacabre" atmospuere of the earlier
collections, nevertieleszs tukes the form of a heavy
languor, the erotic character of which is scarcely veiled
("Les Vierges au Crgpuécule“, "ioyrtil et Fuldmone,
"Ruodante" ). The slexandriun atmospliere thus created is
in entire contrast with the virile Doriun hellenizsm of
Leconte de Lisle, altliou h both attitudes are based on
an ideal of material beavty. I'or Samain's sensuslity,
ricn znd over-burdened as it may zppear in these poems,
ie idealist. We cuote in this connection a remark m:de

4 2 1 ) sy
v li. Leon Bocguet on Samain's pencil-sketches. lie

(<3

- s ~ . « n )

3ys: "lais Samain ne s'ecarte pas, meme dans ges com-
C s s - Ceae N -

positions les plus osees, cde la trzdition paieune des

]
W

~ . . Z
poetes gréco—latlns pour jui la volupte est une

religion" (2), 1evertheless, the preat merit of "rolyphema"

——— - . = —

(1) Lettsr to il. Faul lLorisse, Dec. 15, 1lEz6.

(2) I. Bocguet, "autour d'Albert Samzin'.



and "Hyalis® is to have escaped from this ultra-seansunl
‘nase to 2 hellenist concedntion wnich, if still clozely

ciated with the sensu=l pects of life, tranclates

£
O]
P
O
,_I

itself in o more sober and spiritual manmer. It is in
theze two latter works that Jamain's true hellenism must
be studied.

Whaat Gamain rewlly felt in the Creek tradition
was that part of the paranism of the ancients which
translated itself into 2 cult of nature as the source of
21l 1life, for thiz cult responded to the neesds of his
own senzuxlity. The nymphs, fauns and centaurs of "loly-
ph%me", of "Eyalis®, and of some of the poens in "Le
Chariot 4'0r" and "fux Flancs du Vase" are of course only
a poetic device - essentizlly artificial and unoriginal,

if still rather charmin. in spite of the continued ex-

ploitation of the theme by varicus poets - to translate tlis

kind of pzianism. 3But behiind the fantacy lies something

W

o

real - a feeling for nature in her most living aspect -
conception which the Greeks concretised in the fipgure of
the creat god Fan, the =pirit of fertility, source of
love 2nd of procreation. “ie have alrexdy secn, 1in
connection with the nature-lyrics, that Sensin's attitude
towar.s nature is concerned with her mutzubility, her

eternal chances and taie life of which che 1s the ¢ynbolj
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nis pazanicsm stows the sale attitude tranzportsl to the
riature of =2ncient Greece.

Samzin's choice of a2 faun asg tihe hero of
Wryalis" wzs no Zoubt influenced by those writin.s of
nis contemporzries in which the demi-gods of paganism
zlso fifure. laurice de Cuérin's "Centaure" and Tliacehante",
in which, in the form of a poetic meditation in proce, this
viriter gcives an excevtionally realicst concention to the
pagen conception of the life in nature, dates from the
early years of the nineteenth century; and in the poetry
of the latter half of the same century, the references
to centauvrs, nymphs, faunsg zand satyrs are exccedingly
freguent; they are to be found, as wé have alrcaly said,
in the works of J. lloréas and H. de Rébnier, for whom, zs
for Samain, the naturclist attitude to antiguity was the
outetanding character of tuneir helleuism, and fofmed the
whole atmosphere of many of their poems. “iven in come of
L. France's Tales ("imycus et Célestin“, "l Légenie des
Saintes Oliverie et Libérette“, both from thne "Ltul de
Toere ) we find occasionzl references to fauns, and this
creature is clco the subject of tne poen "L'Lpr%s—xidi
d'un Faune" by mallarmé, whoge work as a wihole iz anything

but Greek, and whose “Apfés—xidi“ was peranpe the ztzrtine-
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roint of the faun's vopularity zas a literary theus, since
the success of this roen at the time of its vublication
was exceedingly great, and served to make its zuthor
faaous. It becaie indeed, a real fashion to write about
zeclipans and centaurs, and this fashion was at its heigh
witen Sanain was prolucing the bulk of his work(l); it is
not astonishing that tais poet, so prone to follow where
others led, should have allowed himself to be influenced
by this fzshion. Besides this peneral influence which
very procably made itself felt, there are certain indicua-
tions that Cuimain owes a cebt to lourice de Guérin. “Le
Centaure" ond "iLn Racchante" are wnot prose-toles, for

the style is not narrative, but meditative; their zuthor,
however, calls them poems, znd these prose-pocus mny hnve
influenced Samain in his choice of the form and langusre

of nis Tales - for, as we shall see, the style of the

(1) Sumain's period of literary production wzs roupnly
between 1865 (cate of compositicn of “ILvocations"
in " Symphonie Hérogque") and 1900. "L'Apres-ifici
d'un Faune" was published in 1877, "L'itui de llucre"
in 123%2. H. de Régnier was publiching his poetry

B

s L . .
between 1885 and 1900, J. ITorezs from 182% onwards.
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Tzles iz ezcentially poetic. .oreover, certzain possares
":. e . . ’.

in "Zyalis" reczall Guerin's poems. e find in Guerin'e

"Centaure":

k3 3 . “ -
" .2is le viell Ccean, pere de toutes chouwes,”

WLlocéar, pere ces choses,"
Vol. III, p. 7&.
The reference also to the nymphs' urbringiu, of liyalis,
wvho is the child of a god and of 2 mortal, is reuminiccent
of this passs.e from "La Bacchante":

"Les dieux confient awrs fleuves gui tournent leurs
cours vers les plus grandis dé%erts, ou aw: nymphes qui
habitent les gquartiers des forgts les moirns accessibles,
1z nourriture des enfants issus de leur mélange avec les
fillec des €léments ou des mortels.”

We do not consicer ourselves justified, however,
in making anytuing more than comparisons or vapue sup-
positions with rerard to the sources of “lyzlis". It
would secm that Samzin got the original idea for his
creation from the allusions to fauns in contenporary
literature. lle may owe a little to Liaurice de Gué}in,

Id ~
and perhaprs lzllarme's “Apres-Lidi" inspired him to a
humanised characterisation of a fsaun. But, ws fur as

we can see, the real conception of tyzlis, 25 a creature



only noli a faun, and so rucn gentler and more refined
than other creatures of nigz rwce, ant the tale of his

crextion.

e

love for lvzzn, are Janmain's owr
This then is the extent of cdirect incpiration
from otaer writers - one sihort passage in "IZantiis", ftwo
in ®=Zyalis", “part from these, certain varue similarities
with other works can be perceived, btut there is certainly
no evidence of rezl imitation. s far as we con see,
Semzin shows a far [reater measure of origsinality in his
Tales than in his poems. lie may possibly have foun’ the
initi=l idea for his subjectz in the works of other
zuthors (the faun, and the Romantic heroine Anpicéle) but
it is in the development and treatment of the idea that
an artist's originality is revenled, znd in the Tales 1t
would geem that thisz originality is present.
III. The Literary Value of the Tales. Ia spite of the
fact that ac
regards originality of inspiration the Tales already
reveal themselves as superior to practically the whole
of Samnazin's poetry, the critics who up to the present
have discucsed his work have not shown themsclves con-
gciousg eithrer of this suveriority of inepiration or of
the other beauties of the Tales, which it is our purpocse

to demonztrate in thic section of our work. There iz
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-real need of a sympzathetic and appreciative stu’y of
'/ -, . .
Coamzint's prose-tales. 1I. Leon Locaouet, in his lates

contribution to the study of Cmmain ("iutour d' lbvert

o

Samain", 1953) remarks with pratification uvpon the

increzsing number of books and articles written in
crrreciation of Gamain's worx. It is true thut, where
his poetry is concerned, the nwiber of «iuirin- critics
£rYows from‘year to year. Yet, to oay lhat theve swne
critics zre less avpreciative where his prose-writings
are concerned would be an unier-statement; the majority
do not even think the Tales viorthy of consideration. It
ig true that Il. A.de Berszucourt, in a study of thirty
vages, has <evoted helf a pare to the Talcs(l); but,
whtiile he recognises that the essentiai elements of
Samain's poetry, good ani bad, are to be found in the
Tales, his general judcment of them is condemnatory. lle
blaes their "forme laborieuse", the unreanlity of their
characters (both these charges we hope to guaszsh in the
course of our study), ani comes to the conclusion that
"Les Contes n'ajoutent rien a la rébutation de Samain"(l).

I% has been left to 1l. Locquet to indicate to us at lcuct

(1) A.de Berszucourt, "Alvert Zauwin®, p. SU.



tme princivzl characteristics of the Tales(l). while
7. de Eerzgaucourt diwmizses their forma with the sin_le
esithet "lzboriecuse", L. bocguetl pays trivute to the
Attic purity of the style wnd ite “beauté/téhuc", and
recognises the poetic guality of the langunre, the proue
"harmonieuse et mesurée’ in whiici the Tules are written.
AS re_ards the subject-matter, L7. RBocuet has discovered
in the Tales the eternszl trilogy of love, sufferiu; wund
death, and tne Ygrandeur attristéé" which the theme of
death gives to the whole work. His opinion of GSamain's
powers of character-delineation igs leus favourzble. Xor
him, the characters are merely "des types,.dez iddes.

in

rures"., Ve hope to discuss in come detail/this study

the question of psychologiczl portraiture, and to

[¢]

express our own opinion, wvhich differs somewnat from

ie Bocguet's on this point, ss to the derree of rewlism
present in these characters. Before vie pass on to this
guestion, however, let us exaznine the Tales from the
point of view of style and languace.

A. The Forme. It will have been noticed thut while

L. Eocqguet zud i.. de ZBercuucourt sre

(1) L.Eoccuet, ".i. Samzin, sa vie, ton oceuvre", pr.2lu-2Z..



in agreaaent as to the insufficiency of the churacterisation,
they differ as to the zucsthetic value of the Tales. That

. Zocguet alone has been struck by it is 21l the nmore
zstonishing since thae critics, almost withiout exception,

»nay tribute to the benuty of forma in Somaint's postry.
~fter Samain's delicate sensibility, his artistry, that is

to say nis technigue znd his care of exdrecsion, is one of

the outstanding feutures of his poetry, as one critic after
another has enthusiastically .clknowledged. Ll. Bonneau

may speax of Lumain's versze as “"flou, nievre et mouraﬁt",

but the qualities by which he proves lSanmain'c poetry to be
eszentially symbolist are precisely thoze of form - the
musicality of the verse, and the pictorial cuaxlity of the
xpression. 17. de Rersaucourt svenks of the "art rigoureux"(l)
of Samain's poetry, L. Eocyuset of its "beautgihurmonieuse
et simple”. In the precediny section, in which we en-
deavoured to outline the variousz adverse criticisms of
Samain's work which hzd been mnde, znd to add gomc of our
own, we could only find fzult with the zctuazl incoiration,

the choice and treatment of tiie themes, never with the

form, or material prezent.tion of these thenes. ilow, if

(1) A. de Eersaucourt, “loert Swuzin®, p. 17.



the critics menticned zbove are capsbtle of apnreciating

the bezuty of Sanain's poetic =tyle, why have they not
geen in the Tales at lewst the beauty of their foum?

¥For the stylistic beanuty of the Tules is of the srue

)
L

cuzlity as th

o

t of the poetry. s il. Bocjuel suys,

(1)

~ - - .
“ILez Contes sont d'un pocte nar la pencee et 1'ceriture”
He continues, "Samzin n! Ctait pzz foncierement crenteur.

'

e scz Contes,

i

I1 2 refait en prose, dans mzinies poes
. ~ :
les motifs ce ses poemes, et inversement eun *oc ie, des
themes esguizces en prose. Chacun de ces contes cor-
. ~ LN 7. .
respond a une de Ses manieres poetigues.t
It is important to ai stinrFuish the different

~r

voints in tnhis Jjudgment of the form of the Tules. Il

()

Eocguet makes two statements: firstly, thet Sunain's

s secondly, that the style of

o
m

proze 1is o pnoetic pros
his prose iz that of his poetry, =znd that the themes and
the "moniéres" of his proce and poetic works are essenticlly
the same. We shall exzmine these pointz in turn.

1. Bocguet'ts first point is that Doocin's prose
is poetic. In making this point he hac rot only defined

the quality of Lamain's prose-ctyle; he has zloo piven

(1) L.Bocgyuet, "iutour d'Albert Caozin, “Loc. Lerc.

France", 13035.



the true cxylanaticn of its great beauty. 311 poetry
hzeg two essentizl qualities, hormony zud imagery;
theece guzlities, or at any rate thizt of harmeny, are
present in the best rrose, but they zre less characteristic
of prose than of poetry, and it is for this reason that
the languagre of the jreatest poetry is more beautiful
than that of the greatest prose. Althourh an essenticlly
P

rroze-larnzucce cen have o beauty of its own, it followw

that, the more harmonious and colourful z prose-siyle is,

the nearer it zpprouches the hichest ideal of bLeuuty cf

langzuage, which is that of poetry. ow Samain's prose

jw

is characterised by thesze two gualities of hurmony and
imagery.

Here is o phrzce from "iyalis", which iz typicul
cf Somain's style, for it illustrates the escential
cualities of its nwusicality:

"2t 11 socuffrait zinsi mysté}ieusemcnt, cor Ses
lévres etaient solitairec.”
Vol. III, p. 75.
Thne nusic of Sanain's phrase is rarely that of the
trumpet; it recalls the harp, and perhepe alzo the or;an,
but the deep, low notes of the or an rzther than tne
rich triwiphant harmonics which characterice Ghelley's

odes or De “uincer's "Zertacies". A phonetic exzmination



of the sentence just cuolted rTeve lg o precominunce of

M

aricle, liguids ond gibilante; the harfer-sonnding

9

(]

congonants, the polatals and dentals, are noch 1
nunercus. Ctaer cuvotzations illustrate this came noints
"Sa veix, plus sonore dane li solitude, scmblaitl
0 3 - / . 3 .
multiplier son decespoir, et cette illusion dans ca
A S .
detresse ntetait pas sans charme.™

"lIyalic", Vol. III, p. 2.

~ -
"Lentement, sur son front, ou la sueur avait colle

w

s ~

les chevewr, sur ses yeux eteints, sur ces lcvres, elle

. . . 7 o -
passa un linge fin iwmprepne d'ecisence, et la charite de

i s
ses gestes etalt suave.®
™~ . . ~ oy
"Rovere et ngisele", Vol. 11I,p.127.

These pascages, chosen at random to illustrute
the characteristic softness and mucicality of Comuin's
prose, illustrate other points of style as well.e A
striking feature of Suzmzin's prose-style ic its classic
prurity and restraint. The softness of the sound is
only one g3pect of this restraint. Another is the
moderation of the conception; the emotion exprecsed in
the two pascages from "Hyalie" is very deep, but 1t is
not violent and uncontrolled. & third aspect of the

purity of Lamain's procse yle iz the simplicity of the

wm
(34

gentence-construction and the balance of the phruces.



Scmzint'e proce ig renzrazble for the generzl brevity
of tne sentences; to the couplex centence, with its
nunerous depencdent clauces, characteristic of the
rhetorical style, he prefers the compound centence,

formed Ircm two simple clzucesz jolned by a coordinate

. - - » » . (3 'J I3
conjunction. "3t il couffrait zinci mysteriecusement,

ct

~ s
car ses levres etcient solitaires", "Lo voixX...semblzit

3 . / - . - L3 - 3
aultirlier son desecpoir, eb cette illusion n'etzit

ras cens charme". If this mote of sentence-constructicn
has the virtue of simplicity rnot possexsed by the

complex senternce, it runs the risk, on the other hand, of
monotony and'of clumsiness. ZEut the sober cimplicity

and the balance of oamain's language are such that he
esczpes Loth dzngers. Congiller theve passsicen, whuich

illustrate the same simplicity of languapre and of centexnce

o

construction, and the general harmony of the style:

"Ses cheveux blonds étzient covronnds de violettes;
¢lle evait awt oreilles des cnneaux d'orichulqgues des
colliers Ce pierresc changecantes lui descencuient cur la
poitrine, et elle était enveloppée de la téte aux pieds
d'un grand voile aux mille plis, sous leguel son jeune
corpe, fin et socunle, zpercu et dcrobé tour a tour,

. Nz A s - . s L . -
semblait se diluer Canc un mycstére de nulitez fluideo.®

".znthig", Vol. III, p. 1l.



H"novere silencieux ccnte.plait ce espectacle; ces
yeuws é%aient rleins ce lumi%re, et, comme ces levres
renuzient sous de vzoues parcles, on edt dit gu'il
vrieity lentement il tendit vers la nmer oo coure cu le
vin éfincela; ges amis l'imitércnt, et ¢'une veix
grave - comme on chante un hymne, - ils reié%é}ent:

1 ty

-
.‘\‘

Dionysos, =szlut & laz Bzaule

7

lut

W

A
"Rovere et Angisele", Vol. III, p.

There is an egsentizl simnlicity of exprecsion in 2ll

i)

theze passcges, and yet the sentences are so well-tulanced

Q

that there is not & hint of brusguenessin the style; each
phrase follows tihe one before, naturally and hwrmoniocusly.
There is another outstanding demonztration of
the essentially poetic guzlity of Sumain's prose, besidces
that of its harmony; this is its ¢reat bezauty of imagery.
The style of the Tales is very largely pictorial, w=s is
that of the poems. e have seen, with rerard to the
latter, how successful Sznain can be in tne plastic
style of writing which he imitatcez from Leconte de Licle,
and how mony of hisg poerms are inspired from Jutteau's
canvases. The best of his verse is his nature-poctry
(vhose beauty lies in the descrivtion and the colouring)
and the poemz in "Aux Flarce <u Vzse", which, while

retaining the delicate rrace and frechnecvc of the fisures

121,



- £y -

on 2 Greex vzse, recall at the same time the realist
interior-painting of the Dutch schcol., 1. Zocguet, in
"ouatour drilbert Samzin", fives anaccount of rescorch

ccantucted by him into the ucstion of lomuin'e intercst

-

in the plactic arts, znd he s=nowe thut the poet wue not
viithout artistic abilities. Ye meutions Smnsints own
azptituce for sketcnin,, nd describes the Gevelerﬁant

of this talent under the influence of artistic collengues
in his office in Faris; and he illustrates his boolr Ly
reproductions of some of Tamzin's sketches. This artistic
aptitude, this sense of line and colour =und of compositicn

wrich 1s indispensible to the painter, is an cppoarent in

r

Samzin's prose-style az in his poetry.

The pictoricl quslity of Swnoin's prose ic
especizlly evident in "lLyalis", where we find, in addition
to tre many very beautiful nature-pictures, za nuwaer of
excuieite vigrettes, ond among them ceversl miniztures
of the mzicden llyza:

V4 . ~ o . A\
", yza etait vetue d'une longue tunigue safran pale
rd ~ .
qui, soulevee a peine au double renflement de seu jeunes

. Vel
seins, tombait o plis droits sur ses piedc chausces

-

de gandales bleues. Sez cheveur blonls cowne l'uvoilne
/\. i ] - s
ruriscante, pressez cur son front d'une bandelette

-
dtarcent, coulaient en ondes egales au lony de ses joues



-0 -

minces €%t ce releveient Tar derriere ¢n un chiguen

< - .
hout dresce. Tout en elle etait svelte et melolieux.

5 tite retite ce balarcait cur un leng col flexible.

s

Tne gr ce lerere et csubtile corcie un varfae etzidt
repandue cans tous ses mouvenernts; dans sa fagon
df'abaieser lentement les paupiéres, il y avait une pudeur
rd rd
gacree, el zon courire etait suazve comine une rose."
"lyalis", Vol. I11, p. Ci.
"Hyalis, fasciné, contenpleait la vierge. Un
rayon bleu descendait sur elle, et suivait son prdfil
d'une ligne lumineuse; ces bras et son cou sembloient
de marbre; dans con visare imnobile ses levres seules
fréﬁissaient; et ses yeux, levés au ciel, nareaient
‘coruze dans une extase d'arpent.”
YHyalis", V61l. III, p. ©C.
The plastic beauty of these descriptions, with their
rurity of line and colour, recalls the poetry of
Leconte de Lisle or of Tbéﬁpbile Gautier, and certain
of Samain's own pocus in the Poarnzssizn ztyle - the
sornet on the Sphinx, for instance
The following deszcription, taken from "overe
et Angpisele", of dawn breaking over the geu and the port,
illustratesz as well az the pictures: of liyza the

ssentizlly pictoriecl quzlity of Camzin's proce-style:



4 1'orizon, une lueur vermellle montoit, prondis-

]
j

~
FoF:

€

at de minute en ninute et depleyant Je pi antesqgues
- . i yd . . -
rayons en eventail. Deg nua’es s'etz_enient, Jdores sur

B
:

leurs bords; sur les flots sombres une longue troince
Glarsent clzir scintillait et le haut Ces palais se
teintzait ce rose. L'agitation du port commetgait; des
nortnes chargeaient des vateaux, empilaient dec fruitg,
vidaient des paniers de polsscns, allumaient Jes fewr
sur la gr;ve. Un bruit confus venait cde la cité; et,
lé-bas, la proue haute et caﬁbrée, les voiles frissonnant,
un grand vaisseau s'en 2llzit tout coré dang le coleil
levant." .
"Rovere et AnLiéélc", Vel., III, p.lZ0.

We have here, ccombined witn the licthv ond freshness wnd
the delicate colouring of this scene, a conuidernble
amount of realism in the picture of the awakening port,
with its loading of ships and its lighting of fires.

The same realism is appzrent in Swnain's des-
crintions of n=ture. Hotice, in thig descrinticn of o
wet spring evening from "Sivine Bontempzs", the apt
introduction of the odour of Camp dust - that pcculiar
smell which we all know and which characterictically

follows a ragin-sticras:
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"Cretit au printerrs. Il avait fait un ovrage dans

e
& soiree, cdes flagues d'e

. . ~
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et par moments deg bricses pussaient, douces 2 feruer les
yeux."

“Divine Bontemos®, Vol. IX1I, p. Sk
It is true that the nature-rictures in "lyalis" may apyear
idealised to those who have never visited the ‘fegean landey
but the CGreek countryside really hasz, according to thoue
who know 1it, a peculiar freshness in the air and ag
delicacy of colouring wnich is unrivalled by the most
famous beauty-spots of Western and Central Iurope. Srain,
the nztural backsround of YRovere et angisele”, with its
dreary and barren moors, its wind-swept pines wund its grey
skies, may well secm etherealise? through its azsociaticn
with the mysticism of Angisele and her people, =nd throuch
the shadow of Z2eath which is ever hanging over it. But
this shiadow of death is a very real element in the atmou-
vhere of the land, and the barrenness and unhealthiness of
the country explain rezlisticzlly enou_h vwhy this element
exicts. An exaininztion of the nuture-pictures in "ilyulis"
znd "Rovere et Zngrisele” will ehow that there ig notbing

essentially unreal in tiem:



,
w12 nuit etait ausustisur les hauteurs. Tout zutour

- . s .. - .

ce lul la voute csombre du firmoment s'errondicssait; en

bees, sur la plafe ssblorneuse, la mer wmenzit et ramencit

g€z Vagpues avece un nurnnure puisssnt et monotone; wu-desous

[

de ga té%e‘les é%oiles innombrables scintillaient, sus-

rencuss et coume prétes EY toember dans ses yeux."
"liyalie", Vol. IIl, p. &2.

The backiround to the last conversation of Rovérc and

Angiséle before their deatb is written in nmuch the come

style:

"Llombre immense e¢tzit bleue mutour d'eux. Des
astres brillzient commne des diamants. Des jurdins de la
cote vernaient des genteurs violentes d'orongers, uc
Jasmins et d'acacius. Lu mer €tuit noire et silenciecuse;
zu loin, le fzalot d'une barque de pgbheurs propogeait de
vague en varue son reflet rouce..."

N N
"Rovere et Angisele", Vol. III, p.ln3.
It must be noticed that these two puzsa_en, onil
the one a little further back from "Divire Lontemps", zre

night, crbvitrarily

[ 2Y

.ot merely general descriptions o
introduced into the text for their intrinsic bezuty. Iy
nis choice of adjectives to descrive the nipnt {("zu;ucte”,
"immense' ) znd by the introduction of colour, scent wnd

sound into tue pictures, Sam=zin implies the impresczions
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;hﬂ sensntions which the mystiery and majesty of night

ere awzkenine in his charzcters. iis ngtural buckgrounds,
inceed, rarely exist exceprt in relaticn to the veychioleogy
of his characters; the following possape illustrates this
roint well:

"Ces landes jmmenses, cette mer sauvege, ce ciel
rensif et tourmenté, ces routes solitaires, ce peuple
maicre et taciturne ne formaient qutune seule ime forte
et méiancolique; et Rovere ce rrit a aimer cette ame."

AN ~
"Rovere et ~noisele", Vol. III
s
p"o 1J:~ .

We are reminded of smiel's famous phracse, "Un
paysage est un et~t d'-me. This conception of nature

is amply illustrated by Samzin's poetrys; we have scen how
acdmirably the poet has exprezsed, in the “nleile'“ the
mysteriovs vnion which takes place in the silence of
nicht between nzture and the human soul. It is important
to notice that such a concepticn ic essentially hunon and
realist. e have all felt, in the ¢ilence and solitude of
ni ht, transporte which are entirely strance to Qs in the
practical, rational hours of day, and we 2ll know how our
mood may change according as the gky is blue or (rey zbove
uz.' In the neturzl descrirvticns of the Tales, we are frce

to face, not with poetic ifealiem, but with reslity.
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Senizin's sabtle interweaving of the n-tural

'

tackiround of the stories vithr the peveholory of his
[ “ L.

3

charzcters has more than one importunt conseyuence as
re_ardsz the form of the Tzles. I'irctly, ws we have just
scen, it creztes realism. Secondly, 1t creates balunces
for, since there is zlmest invariably a proctical eor
psycnolozical reuson for the existerce of these des-
crivtiocne, they are never ocut of vli.ce, and moreover,
althou_h fre;uent, they zre not overlon; thud they co
not interiere with the course of the narrative, wut
rather z2id it. Thirdly, this concention of the relation-
ship existing between the goul of nature und the soul of
man mzkes for unity in the treatment of the subject;
gsince the natural backgeround rarely exists excest in its
relaticn to tine characters,there iz harmony between the
descriptionz on one hand and the pszycholcrical and
nerretive elements of the Tales on the other.

While the pictorial quality of Samwin's proce
style is an escential feature of the Talesz, actual
poetic imaerery, in the strict cence of the word, is rere.
In the style of "RoQEre et snoicele™ however, there is
a certsain smount of pure symbolism. It is =z generally
accentel view trhot the gymbolist ztyle readily lends

itself to obscurity, wni can ezcily appezr unnzturals
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onz Izlce note, one £lisht hint of exajgeration, and the
nele effect of the imaze is sroilt. (n the other hand,

in szite of the evident ritfalls which the cymbolist
"marderet offers, this style of writing gives the only
rozsitle exprezcion to certain "étatt d‘éme”, aud it is

an undoubted fact that true sywbolist incpres, anpropriante
to the thousht to whiclhh they pive expreccion, and limited
in nwiber, give beauty rather tuan exa;ceration to the
style. The symbolism in "Rovere et Angiééle" is of tuis
oéder. The imzges are sdémiravly czuited to tae subject-
matter, since tﬁey express by relipious symbols various
aspects of the relicious psychology of the characters. It
hzs often been remarked that there was sywboliem in literz-
ture long before the rise of the so-called Uymbolist Tchool
of Frencn poetry; and in this connection the nuwaesc of
Chakespeare, Hugo andéd Vigny are qguoted; =11 perconification
znd concretisation of abstract ideas i¢ in reality cysbolicm.
It is pozzible to fo still furtier, and to point out that
the symbolist method of exprescicn existed long before
Chakespeare or any of our moifern Zuropeazn Zoetsz; that

the Cld Testzment, which is eccentially poetic, is fre-
'quently cymbolist in style; that Christ's parubles are

syrbols, =a2nd that the Christian Church, in its doctrines

né its ceremoniesz, hzs always made uge of gymbole.

W



Trafiticnally, therelore, no epter uce of the symbolict
style could be mulie than to exrress religicuc mystvicisn,
Thig ie Zenazin's method of exprecsing the <low birth
in Rovere's soul of the corncentiovn of sufferin. and
sacrifices
"our les eaux vierges de sun ame ce projetait
1'ombre immense d'ure croix;”
"Rovere ¢t Angisele", Vol. III, p. 137
and, a little later on, on much the came themne - the
awakening of Rovere's religiocus sensibility, we find:
~
"I1 lui semblait descendre dans les cryntes memes de
sa conscilence.”
"Rovere et Ancicele", Vol. III, p.li7
Lere is yet another pas:age, which realises admirably the
symbolist ideal - that the image should be beautiful in
itself, quite spart from any beauty of the idea which it
expresses; 1t describes the mysticiem of Ancisele's neople:
¢ . . .S ,
"L'eternelle soif du soleil, qui mene toute creature
- . . 7z N
dsns le monde, zvait, chez ew:, dans le denument d'une
/ » / - / 3 k3 -~ 03
nature desheritee, rris une energie tout interieure et
7 . 0 Y - . Pl
concentres, pour rejzillir souc les formes passionnecs
- ~ - . s .
du reve religiews, et c'etzit un soleil plus becu encore
gue l'azutre gu'ils voyaient se lever azu fond de leurs

, . - - . -y v 3
coeurs sur les ezux eblouiscantes de la Cainte-luchaoristie.



2 Fol zvoit grendi sur leur o0l ingrzt comvie un chéhe

a ~
geznt, gul couvrzit dec siecles ¢e son ombre et baiguanit
son éﬁe toujours vercdoyarnte dure les brives du paradic.”

"Rovere et angisele”, Vol. III, p.li3.

Zecides their aptitude and their beauty, these cynbolist
images possces the virtue of infreguency. Jince therc
ere only three or four in the whole Tale, they co not
overburden the style, but rather accentuate itc usuul
sober simplicity by the occzeional touch of richer bezuty
wnich they add to it.

In 2d2ition to its musicality and ite pictorial
teauty, the style of the Tales epproaches the lunguapre of
poetry in yet another woy. OSumain makes occuszicnal use
in nis prose of certzin essentialiy poetic "procéaé;“.
The first of these is the introcuction of terms frequent
in poetry, but rarely found in a prose vocabulary. In
one of tue descrigticns of ITyza zlready quoted, "col" iz
used in preference to the more prosaic "cou"; similarly, -
Oamain prefers "abuisser (les paupiéres)“(l)to the more

usual "baisser". Xanthizs hac ear-rings of "orichalque",

w

and her birth-plzce Criscsa is descrived g being "ceinte

(1) ™Lyzlis", Vol. III, p. &:.
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0,

. )
par lz mer retentlssante."(l’ Thies phrase is not only
notewortny for the unijuely poetic guolity of "ceinte".
Iy his use of this word (usuzlly empleyed in archaic
style in the decgcripticn of nersons) in refercrce to an
izlaond, Sannin gpproschica the stryle of ancient Greck
voetry, which frecuently personified different aspects
of nature. Conpare this passz. e fron "Iyzlic", in wiich
the writer, in orcer to create u Creck at.osihere (the
setting of the Tale is wholly Greek) is deliberately
modeling his style upon that of the poets of antiquity:
"Le vieillard disait la ncissance a'’pollon duns
f . 3 . - -
Delos la pierreuse; les larcirs plaisznts du fils de
- . - ) . . \’ -~ ul 2 -
lziay la descente d'iristee chez les Ccewnices dono
. K3 - <
les grottes merveilleuces de corail et d'emerzude; les
- N » . 3 g - .
courses d'Io a travers 1l'isie; Cypris couronnee ce viclettes
- - \ - .
et portee sur une ecune d'or, et les grande Dioscures, &
cui 1'on sacrifie des agnezw: blancs du haul de la poure,
- . N -~ N \ -
zstor, dompteur ce coursiers, et l'irreprochable rollux,
- . s l’\
et leur soeur, la divire helene.
"I1 disait ausczi la terre penereuce, disvenzairice

~

N I'd N
des douces richesces, 1'Ocewen, pere dez choses, le retour

(1) ®Xenthisz", Vol. III, p. 11
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4 . -
dew guiuens, les zrbres feconde en fruits, les choanre,
es moizsons, les troupeaw:s, les travaw: du Ter et du

Vd

™oy

Wivezlie", Vol. III, 1p. 797=8.
Taere are sceverazl poiuts to Le noticed in this paccure:
firstly, the turn of ghruse, reuiniccent of Creex icicm -
/ - . - . O .
"Delos lz pierreuce”, "le vieillard cdiealt la nalssance
d'pollon"; secondly, the mythological perconificztiion -
i s Y . - . \
wlz terre penereuse, c¢igpensatrice ce douces richenccees",

"

~ ~ . - N

w1l'(Ucean, pere des cuoses"; thirdly, the nze of proper
V4 1y Vs

names - "Delog", "iaiz", "Oceanifes", "Io". The intro-

duction of groper nmnes, cnosen for their veauty ana thelir
haraony, is chzracteristic of Cunsin'e proze - for ainmile
"xn:isgle", W Tanasra", "MyCalgsa", *ivalie®. In od-'ition
to increusing the musicul elenent of the gtyle, thecse
nzmes enpnance its besuty by thelr ascocintions witu the

v

fter thouson's of yoars,

)

g, ends of ancient Creece, wiich,

=

IXi

still retain their loveliness znd the exquisgite chorm of
tneir semi-unreality.

As a finzal demonstration of the wssentianlly
poetic guality of OSazmain't prose-style, let us remind our

readers of 1. Tocauet's cuservation, that every "muanicere”
% 2

in the Teleg has a counterpurt in Swucin's poetroy. e



ave alresly seen the resenblance between certain of the
dezcriptions in ":yalis" znd tuoe plustic style of the connet
¢n the Srhinw. o few cuototions will clow that this is

only one of many similarities in Dionein's prose wnd verse

styles., Cymbolist imzies are not charscteristic of the
style of the Tales, but, as we have seen, Conain does

occazionaully introcduce them into his work. The [encrally
direct style of "Rovere et Anisele", with its rectrained
use of symbolist imarery, recalls some of the more perfect
of Canzin's poems, in which the symboliem ic rare but opt.
Compare the vague religious associations of this symbol,
which is combined with a more direct wnd renlist style in
the lines which follow, with =zome of ithe pasza es from
-~ .A ~ .

"Rovere et aAngisele" already quoted:

- 3 - /\ ,\ 3 -

"lais je prefere une ame a l'ombre =agenouillce,

~ e
Les grands bois a ltautomne et leur odeur mouillee,
. .
La route ou tinte, au soir, un grelot de chevaux."
Vol. I1I, p. 44.
Cr this, in scmewhat more richly symbolist style, but
~ .~ P .
comparable to "Rovere et Angisele” by the sgimilarity of
trhe imagery:
3 + m : /
"%t sa voix dont ltaccent fatidiquce m'ctonne
~ A .
"Semble du wlus profond de ron wie verir.

Zlle ¢ le timbre omu des neures cbolies
>
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/ s
Et sonne l'argelus de mes melancolies
' /
Dans la vallee au vieux clocher du souvenir.®
*Hyacinthe", Vol. II, p. 1ll6.
liany of the natural descriptions in the Tales regemble very
much those of "Le Chariot 4'Cr". Take, for instance, the
> 3 ~ .
vassage from "Rovere et Angisele" quoted on page ©1,
describing dawn over the sea and the port, and compare
with it the following sonnet from "Le Chariot a'0Or™:
W . / -
Le soleil, par degres, de la brume emergeant,
N
Dore la vieille tour et le haut des matures;
Et, Jjetant son filet sur les vegues obscures,
Fait scintiller la mer dans see mailles d'argent.
. k3 3 f - .
"Voici surgir, touches par un rayon lointain,
Des portigues de marbre et des architectures;
s, e . Fal
Zt le vent epice falt rever d'aventures
7
Dang la clarte limpice et fine du matin.
/ 7 d . .
"L'etendard deploye sur l'iArsenzal palpites
ot de petits enfants, qu'un jeu frivcle excite,
Font sonner en courant les anneaux cdu vieux mur.
"Pendant qu'un beau vaisseau, peint de pourpre ¢t d'azur,
. s -
bondissant et leger sur l'ecwie sonore,
S'en va, tout frissonnant de voiles, dans l'zurore.”

"iatin sur le Port", Vol. II, p. 39.
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In each picture, we have the same essentizl elements - the
light of dawn colouring the buildings and turning the sea
to silver; the freshness of the morning breeze; and the
stately beauty of the ship. There are two points to be
noticed with regard to this comparison: firstly, that for
beauty of langﬁage and description, there is nothing to
choose between the two pictures - the prose-passage is as
lovely as the sonnet; secondly, although the initial con-
ception of the two pictures is the same -~ thét is to say,
the subject, - and although there are very precise details
which reappear in the two passages (compare "flots sombres"
with "vagues obscures", "les voiles frissonnant® with
"tout frissonnant de voiles" ), nevertheless there are many
elements in each passage which make of it an entirely
original composition, and not merely a reproduction of the
other in slightly different form - in the sonnet, for
instarce, the picture of the children who ¥font sonner en
courant les anneaux du vieux mur", and in the prose-picture
the realist account of the sctivities of the port. There
are other stylistic comparisons to be drawn between Samain's
poetry and nis prose., The poems in "Aux Flancs du Vase"
are, ag the title implies, a2 series of miniztures which
recall by their beauty of form and colour the vignettes

‘

from "Iyalis" already guoted, and many lines in “Le



Chariot d'Or" have the same pictorizsl and evocatory qualities.
Here are some examples:
"La vache au bord de l'eau toute rose dtaurore.”
Vol. II, p. «5.
"Farfois une charrue, oublié; aux labours,
Sort, comme un bras levé; des sillons solitaires.”
"Soir sur la Plaine®, Vol. II, p. 48.
"Tes maraic, tes prés'verts ou rouissent les lins,
Tes bateaux, ton ciel gris 5& tournent les moulins,
a2t cette veuve en noir avec ses orpheiins.”
Vol. 1II, p. 1l34.
These last three lines, 2 description of the XNorth of TFrance
where Comain was born, are very interesting to study.
Pictures of clouded skies and melancholy vistas are as
rare in Samain's poetry as scenes of brilliant sunshine; he
prefers "l'intimité d'un péﬁétrant crébuscule“,(l) the
silent splendour of midnight, or the freshness and light-
of morning; but the marshes and moors and grey skies which
form the backcround of the greater part of "Roveére et
Anpiséle® find their counterpart here, and may no doubt

be justifiably recarded as an elaboration and etherealisation

(1) *“Xanthis", Vol. III, p. 10.
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of this typically Yorthern landscape, with which Samain

was so femiliar. (We must however point out, in passing,

uJ

that Samain seems purposely to have left the setting of

§

this Tale quite vague. The neme which he gives to
Angisele's country, "Courlande®, belongs in reality to a
Russian province situated on the south side of the Gulf of
Rigay but we should beware of too much toposraphical
précision - Samain's Courlande might be any barren, wind-
swept region close to the sea - the XNorth of France or
Erittany probably resemble it just as much as the real
Courlande. The autihor did not mean to represent actual
Russiang, nor even Slavs, when he described Angisgle and
her people, or presumably he would have said so. There is
sometning Russian in the quality of their religious
mysticism; but the same fatalism and the same fervour
characterise the religion of the 3reton peasant or fisherman -
& coincidence which serves to illustrate the truth of
Samain's psychological portraiture, but which is far from
indicating that he was intending to give to the characters
of "Rovere et Angisele" any definite nationality, or to
place them against & background existing in reality, when
he described "Courlande® aznd its people.) There is yet

another "maniere® in the Tales which corresponds to a
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similar ctyle in some of the poems - thoce vie have czlled

Sumaint's "Wotteaw poems" . We meet 2.z2in in “"Xonthis" the

delicrcy and grace, the polite refinenment an? the super-
ficiality of eighteenth-century Yrench society, which
Domnin expresses in th se poemz, and parts of the Tale

evoke with ;re=t charm the atmosphere of the el nteenth

(1)

s 4 .
century, "epoyue cqui eut pour fonction d'etre jolie".

Sonain has symeathetically renlerced the ultro-refiaed
socizl life of this periocd, with itz "/2lonveries exsulzes",

"1

(N
[}

wnd e2lzo its gomevwtat 1isht, superficial snirit
varités de la journée, le scintillement fatipgaont des neori-
Coiee “r 3 (j 3 ey T o~ H(g) Ta < Fal rv .
Joux et des epigramues. The style of tanthis" is
cioractericel by o lack of deep eﬁotion, evern in the
nerration of events vwhich in any ordivnary story would
be of a very cerious nature; congider the lightness of the
tone in this cccount of the desxth of the marouis:

Toute la nuit, il roula sinsi les pensees les plus
w¢fllteiﬂttﬁ’ ¢s larmes au'il essayeit en vain de

rctenir irondailen
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avciennes blescsures se rouvriry fes rimatismes affreux

(1) vol. III, p. 13.

(2) Vol. III, m. 18.

B
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tiraillesient son pied gauche, et, vers le matin, sa té%e,
_ -~ - s

sa fine tete poudree, brusquement se decolla..."

#lanthis", Vol. III, p. 55.

This style is in keepiné with the spirit of the period,

wnich is tender and sentimental rathner than passionate;

it is also characterised by its delicate restraint; this

restraint is essentially that of the eighteenth century,

of a polite and cultured modern society, distinct from the

Attic purity of ®Hyalis", which is the realisation of a

higher aesthetic ideal than that of mere politeness. The

eighteenth-century atmosphere is further conveyed by the

tone of delicate irony which penetrates from time to time,

as in this description of the lcvers' quarrel:

~ . ~ ' s e
"Le facheux phenomene se produisit donc, et fut

N\

accompagne, suivent la marche ordinaire, de véﬁé&entes
apostrophes, de reproches grondants, de cris, de sanglots
et d'une sbondante pluie de larmes.®
"Xanthis", Vol. III, p. 27.

These comparisons of Samain's prose- and verse-
st&les do no hafm to his reputation. There is enough
orizinality in the subjects of the Tales, and in the
conception of the ohéracters, to free them from the

charce of being mere reprocductions in prose of parts of
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"Le Chariot d!'Cr" and "Aux }lancs du Vase". Loreover, as
we saw in the comparison of the two pictures of dawn rising
over the sea, althoush the resemblances between certain

Passages are great, each picture in composition znd in

o

conception is an entirely individual creation. The
comparisons, indeed, rather increase tamain's reputation
as a prose-writer; for, not only do they give striking
testimony to the unify of the whole work, poetry =and prose,
but they illustrate once more the characteristically
voetic gquality of the Tales, and =0, the gréat beauty of
their form.
B. Yauntacy of Concevtion. It is not cowever by their
form alone that tamain's
prose-tales are closely allied to poetry. Samain is
enouzh of a true poet tou realise that the essence of
poetry lies in the spirit of a comiosition rather than in
its form. It is 2 principle generally admitted by students
of literature, that poetry permits a greater exercise of
fancy in the choice of a subject than prose. ZFYoetry is
the domain of the dreamer, prose ceals with sober reality,
its reproduction or at lesst its imitation. In his
choice of the themes 6f'his Tales, S-=main has obviously
been guided by imaginaticn rather thaan by experience,

and thus he has evoked the spirit of poetry.
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The first Tale, "Xanthis", is a pure fairy-story,
as the author admits; he addresses himself only to those
reacders wio are "complzisants au rgbe".(1) The setting and
the dranatis personae are egqually fanciful - the scene of
the story is a glass-fronted cabinet and the author whimsi-
cally pictures to himself o hidden life existing =mong the
objects which usually occupy such cabinets; and the world
with waich Samein peoples his wiindow is as fantastic as his
conception of the dresm~life which is lived there. What a
medley of creatures provide the chsracters for hies story!
They are of 211 shapes and sizes, drawn from various spheres,
end all at different Cegrees of proximity to real life.
There is the heroine of the Tale, the pretty little statue
of & Greek dancer; the ITresden marcuis of eighteenth-century
France, the gargovle, the bust of the musician, the bronze
model of the faun. We have already remarked that the idea
of making inanimate objects, and especially objets-d'art
representing living creatures, talk and walk znd act like
humail beings, ie not a2 new cne in the art of the teller of
tales. 2Put Camaints treatment of bis theme is as imagina-

tive ag the theme itself, and by his delicate and sympa-

(1) *Xanthis*, Vol. III, ». 10.
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thetic representation of the cainty little dancer, znd the
nicety with which he has seized the different shades of

feeling which she experiences, he has added beauty to

fantasy, and so endowed his work with the spirit of poetry.

For fantasy elone will not create a poetic aztmosphere.
Various elements, of which fantasy is one, may aid in the
creation of such an atmosphere. But the first character
of poetry is beauly, and without beauty poetry cannot
2istv. Depth of feeling, = sincere renresentation of the
primary and ordinary pzssions of man, is fit matter for
voetry only when these pacssions are of the nobler and not
of the burser sort - that is, when béauty and pacssion meet,
s they meet, for instance, in love. ALikewise, fantasy
only creates a poetic atmosphere when the writer's dreans
are beautiful, as we ghzall see that Samain's are.

A1lthough *Xanthis" charms us by its delicate

o]

fantasy ond 1ts exguisite prettiness -~ and art certainly
hae a place for this tyre of creation - we find in

o« 4 . - N . <N .
'Hyalis" and in "Rovere et Angisele" a greater force of

-

imagination and a nobler beauty in the choice and treatment

of the thamnes. To understand the poetry of "Eyalis" we must
try to evoke within ourselves the spirit of ancient Greece,

which peopled the woods with creatures of its own fancy,

)
and thus gzve a soul to Nature more naively conceived than
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that imagined for her by our nineteenth-century pantheists;
but 2lso more definite, because expressed by the ancients
in concrete form. The conception of the embodied spirits
of NMature, the imnortal denizens of wood snd stream, is
bound up with the very religion of the Greeks, whose gods
end goddesses themselves represented, among other zspects
of 1life, the various rhenomera of nature - sun, moon and
stors, spring and summer. The beauty of the CGreek con-
ception of Nature has always been recognised by students
of antiguity. It is this beauty, combined with the atmos-
phere of half-mystery which clothes all ideas which have
descenced to us turough long ages, which gives poetry to
the theme of "Hyalis". And upon the imaginative beauty

of the mythological background Samain has superimposed a
fantastically beautiful love-story of his own creation.
ot only is hyalis a féun, the nursling of nymphs and the
play-fellow of centaurs and dryacds in the wind-swept woocds
of Eycalége; he is - here the author's own imoginction is

at work - half human, born of = mortal mother, and so

endowed with hunan idealism and human passions, ana fated
and
to love as mortals love,/ (as his father before him) to

love a2 mortal. Cur pity is roused by the pathetic story
of his hopeless love for the priest's dauchter Iyza, and of

bis death for her sake, and our own idealism is excited
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by the purity and nobility of soul of the little blue-
eyved faun.

The story of Rovere and Angis%le, although in
feality it migzht be one.of everydzay life, 1s so precented
that it hzs all the appearance of a cream-fantasy. Details
of time and place are left purposely vague. 2in other-world
atmosphere; an impression of unreality, is conveyed alike
by the portray=l of the heroine, wno is represented as
being of such an intensely spiritual nature that she seems
"éomme incorporelle“(l), and by the setting of the Tale -
the description of the country of Courlande, of which
sn;isele is princess, with its arid coast, its barren soil,
its bare and sombre Castle; The silence of the land is
brokxen only by the tolling of bells or the melancholy
sounding of the horn. The author implies indeed the presence
of some supernatural element in the land. "L'Zsprit de la
Solitude flottait sur ces roseaux,sur ces forets et sur
ces pierres"(z), he says, and acain, in reference to the
first meeting of Rovere and Angiséle, "L'Ieprit de la
Solitude mgla leurs destinéés“.(5) If, in an excessively

rational mood, we examine the imvplication of this expression,

() Vol. III, p. 129,
(2) Vol. III, p. 1l26.

(1) vol. III, p. 131.
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"l'Esprit de la Solitude", we chall find nothing truly
supernatural in it. 1In thebsame way, the mystical nature
of Angiséle, and her people is in reality nothing more
than a.combination of relizious ardour with a constant
preoccupation in death - a real and inevitable conseguence
of the strusgle for existence in these barren and fever-
stricken regions. 3But, although in actual fact we never
lose touch with reality, the author, by laying stress
on thé spiritual aspect of life in Courlande, clothes
with an atmosphere of weirdness what might ezxsily be &
true story, as Foe Coes in "The IFall of the House of
Usher". In cpite of this possible reality of "Rovére
et Angiééle“, the choice znd especially the treatment of
tiue subject are both as imaginative as in ¥hyalis"; and
the underlying theme, which is that of love born of
suffering, and of perfect hapviness attainedbefore dezath,
is similar to that of "Hyalis" and no less noble. "hyalis™
and "Rovere et Angisele" contain the true spirit of poetry.
It may have been noticed that little or no
mention of "Divine Bontemps" has been made in the examina-
tion of the poetic qualities of the Tales. The style, al-
thouzh care has evicdently been civen to it, is simple,

and, g0 to speak, more self-effacing. The theme, which is



- 114 -

that of sacrifice, is a2 noble one, worthy of poetry; but
the setting is too near reality, and the circumstances of
the story too like those of everyday life, to possess the
poetic dream-guality. Nevertheless, Samain has brought
to the choice and treatment of his subject the same imegina-
tive faculty which he reveals in dealing with the themes.
of his other tales. The ouly unusual feature in "Divine
- Bontemns" is the character of the heroine -~ but since the
tale is notning less thén a pure psychologiéal study, a
charzcter-portrait of Divine, this single feature is
gulte sufficient to fill the whole Tale with the same
gtinoenhere of vague unreslity which we find in "Rovere et
Angis%le". As we have said, there is in "Divine Bontemps®
no weirdness of background to aicd the illusicn; but the
intensely spiritualised nature of the heroine, and the
pathologrical guality of her temperanent - her extreme and
passionate reserve, the force of which influences her whole
life and her whole happiﬁess - makes this story, like
"Rovere et ;ngis%le",a possikle but an unusual one.
C. The Psychology. WwWe have just said that "Divine
Bontemps" is essentially a psycho-
logical study. The same statement is true of every one
of the Tales. However much care has been taken over the

beauty of form of the Tales, the subject-matter, the
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rsychology of the characters, is perhaps an even more
important element in their composition. The critics who
have discussed the Tales have not been kind to Samain's
powers of chargcter-delineation; the& clzaim that his
characters do not live. 3Such an opinion must of course
depend as much upon individusl impression as upon con-
crete demonstration, and is consequently difficult to
combat. We ourselves consider the'characters of the Tales
to be drawn with sympatbhy, understanding and realism, and,
in support of this view, we shall endeavour %o show, Dby
an examination of the psychology of the characters, that
Samaln does possess an acute psyphological sense, by whidh
he creaftes characters wnich live for us. Indeed, if we
are at all to consider the Tales as z work of art - ana

this was the impression they made upon us at a first reading,

before we had made anj detailed analysis'of their merit,
anl the impression we believe théy musf make upon other
readers, it is incumbent upon us to establish not only
their beauty of form and theme, but also some essential
truth in the theme itself and in the author's treatiment of
it. ¥or art is both truth and beauty. It is firstly a

reproduction, or rather an evocation, of life; and secondly
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an evocation which by its intrinsic beauty appeals to our
aesthetic sense. If, however, ar t cannot exist except
where beauty and truth are both present, itlis not.
necessary for the creation of art that they should be
combined in equal proportions. Some authors, to whom the
nmoral wspegts'of life apnear more important than the
sensuous ones, present in their writings a great dezl of
truth, znd just enough beauty to make their work a work
of art; such are the so-called “realist” novelists - Balzac,
Dickens, Tlaubert ("I'zdame Bovary" ) and most especially
Zolas others, who take special delight in the sensuous
aspects - fhe more poetic natures - combine beauty with
truth with the advantage of proportién VETY maéh on the

side of

beauty; such a one is Flaubert in " Salammbo” and the
"Trois Contes", such =2 one is Samain, both in his poetry

and his pProse.

Now we have already seen what fantasy, what

unrezality, is present in the Tales, in the setting and

fantasy

4]

in the very conception of the thgmes. Thi
certainly adds to the beauty of the general atmosphere,

but it must be admitted that it detracts from the truth

of the composition; It is only in the character-delineation
that there remains gcope for bringing the Tales near enouzh

to real life, that is to say, to truth, to make of them a
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complete and harmonious work of art. The psycnology of
the ch@racters is developed sggainst a background of
unnatural or fantastic conditions, but the psychology
itself is realist. In.illustratioh of the manner.in which
Samain combines fantasy and reglism, we have only to recall
the description of Hyalis' childhood, where the centaur
Plays with him and takes him for rides 6n his back. he
faun and the centaur are creatures born of the imagination,
mythological beings; but the centaur plays with Livalis as
a grown-up human plays with a2 small boy. Samain has indeed
an excellent precedent for this mingling of psychological
realism with féntasy of setting, for this is the principle
of art on which Racine works in his "?hgare", when he
presents the heroine, his most intensely human creation,
in the magical setting of ancient Creek mythology.
Wwhen we speak of the psychological realism of

the Tales, the term does not signify that Samain's charac-
ters are normal, everyday people. The poet has an iﬁtensely
imscinative nature, and is happier with dreams than with
reality. He accepts the principle that truth is one of the

sgentials of art, but he reduces the proportion of truth
in his work to the minimum, and does not descend to eartih
rore than is absolutely necessary. 1iis characiers are

exceptional - that is, they are possible, but unusual.
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But by their very unusualness they are psychologically
real. What we mean by this apparent paradox is, that
their unusualness provides a link between rezlity and
fantasy which is necessary to the harmony of the whole
composition. Given the fantasy of background, the charac-
ters, according to true psychological principles, nmust
be thenselves a little removed from the normal; for the
backgsround and the characters are not separate entitiess
the former reacts upon the latter. BSamzain's characters,
then, are exceptional; but, in accordance with the principle
of truth, they develop naturslly, and the portrayal of
their psychological evolution is realist. 1Indeed, there is
a certain inevitability about these characters, and
Sarain's treatment of their psychology is connected with
the conception of destiny and fatality which is present in
each Tale, as we shall see when we come to consider the
underlying ideas of the themes, and which, as li. Bocquet
(1) . . . . N
observes, / gives unity to the whole work. Lz preniere
i : s ~
loi du monde," says Glaucos, "est la conformite des etrcs
- . Ve (““1) a N .
a leur destinee";\~’/ and when we bear in mind the double

fact that Hyalis' own father loved a mortal, and that he

A
2 .C:‘g:.‘o

(1) L. Bocguet, "Albert Sarain, sa vie, son oeuvre", p.

(2) “Hyalis", Vol. III, D. 77.
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has human blood in his veins, we understand by what forces
of heredit} his soul was bound to develop as it did.

In order to illustrate Samaint's power of character-
delineation, we intend to examine uhis characters in turn,
and to show.the basic traits of each one, and the psycho-
logical evolution which takes plzce in each case, and
which is an inevitable conseguence of the influence of the
ambient circumstances on these basic-traits.

Hyalis. We have already indicated the essential peculiarity
of Hyalis' nature. He is faun by his father and
hunan by his mother. Sawain's partiality for fauns is,
pernavs, a manifestation of the erotic tendency in his
character which has already revealed itself in his poetry,
for the faun is essentizlly a creature gkin to the brute,
and the incarnation of sensual love. References to fauns
are frequent throughout LSamain's work. Pan, the king of
the goat-footed tribe, is mentioned twicé in Samain's. poetry,
once in “Polyphéme“ and a second time in "Soir Paien®.
The faun, as a type of the brute creation, aprears in
#lanthis", where he is portrayed in some detail, but with
a. very rudimentary psychology. Samain notes his unintelli-
gence ("iais le faune avait peine a faire tenir deux

raisonneuents debout; les faits seuls existaient pour
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1ui" (1)) and nis lack of self-restraint, revealed alike by

the impetuosity with which he strikes Xanthis, and by the
uncontrolled expression of his grief and remorse afterwards:
"Devant Xanthis en miettes, le faune €tait resté
béant de stupeur. Tuend il comprit, il tomba lourdement
sur les genoux, et poussant des hurlements_terribleé,
s'abgndonna au plus szauvage dé%espoir."
®.lenthis®, Vol. III, p. 35.
It is the brutishness of the faun which is his outstanding
feature in the first tale, for he is‘the very symbol of thek
seusual element in love. Hyzlis 1is the son of such a
creature, but also the son of a mortal mother; he is thus
a refinement, a purification of the anticue conception of
the faun. There is 2 passage in one of Samein's unfinished
pdems which seems to foresnadow Lyalis:
"Un petit faune triste, aux yeux de violette,
Disait sur un roseau son coeur mglancolique."
"Améthyste“, Vol. III, p. 256,
There is no mention here of the human elément; but the
delicacy of feeling, the melancholy gquality of the love-

sentiment, the whole conception of the small, timid,

(1) "lanthis® Vol. III, p. 33.
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C e \ .
blue-eyed creature, recall "Hyalis de ILycaleze, le petit
faune aux yeux bleus."

The originality of the idez of a human-born

faun is egualled by the art with wnich Samain has developed
Hyalis' character. The psychological evolution which he
paints for us is very gradual. 1In the early stages of
the character-study Samain shows an understanding of child-
psychology.  In the child the whole mind, of which reason is
the sovereign feature, ié vndeveloped; and the child is
primarily a creature of instincts and sensations, that is,
a creature very little removed from the brute. We shall
expect Hyalis, whose paternal origin is wholly brutish,
to reveal only slight human characteristics at an early
age, but slowly to become more and more hwnan as he grows
up. Such inceed is the course pf Hyalis' psychological
development. In his childhood, his life is purely one of
sensations. Take, for instance, the description of his ride
on the centaur's back: |

"Un lééer effroi suspendait son coeur, et quand tout
5 coup la course s‘arrgtait, il battait des mains et rizsit
aux éblats, les yeux brillants, les joueé éElatantes, tout
le szng ivre d'espace et de rapiditél...“

"Hyalis", Vol. III, p. 72.
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This is not merely a description of Hyalis' character as
we should expect it to be, that is, rudimentary, revealing
only the primary instincts of animal life; it is also a
‘very realistic piece of chilcd-psychology. The ingenuous
delight which Hyalis shows in presence‘of the wonder and

beguty of nuture, the "vague sourire“(l) with which he

puts 2o chell to his ear and listens to the sound of the

i

sea within, are similar instances of psychologiczal realism

C

in the portrayal of the childish nature.

The dual character of Hyalis' origin revcals
itself throughout his life, zlthough as he grows up the
development of a human soul within him becomes more and
more aprarent. On one side we see his animal nature. It
is natural to the human to be a mere creature of instinct
in childhood; but Hyalis will retain throughout his life
a sensitiveness to impression more pronounced than that:
possessed by normal humans, who balance all their im-
pressions and emotions with their reasoning faculty. Ve
see the grzat emoticn with which in childhood he beholds the
temples:

"Tuand...ileapercevait...la haute image de 1'Immortel...

(1) Vol. III, p. 71.



la stupeur frappalt ses membres; sa poitrine haletait,
et 1l sentait avec un frouble magnifique descendre dans
son gme l'gme supé;ieure des Grands Dieux."

YHyalis", Vol. III, p. &0.
Even at his death, after a tremendous moral evolution
brousht about by love, his seunsations are upvermost, and
he feels far more thanrhe thinks:

"Une infinie douceur coula dans ses membres; en
mgme teﬁps il 1ui sembla cue son coeur s'é&argiséait,
devenalit vaste, splendide et bleu cbmme le firmzment
des nuits arété.”

YHyalis"*, Vol. III, p. 107.

But the life of sense, represented both by tais
extrame sensitiveness to impression, and by the carnal
lust for the nyiwhs and dryads wnich comes with adolescence,
is but one sicde of his nsture; on the other side is the
higher life of mind and soul, which is the heritage of his
mortal mother, and which assumes a greater importance the
older the little faun grows. =ven in>early chilchood he
flees the vulgarity of his companions! games, and invents
for himself a more refined type of play.‘ In adolecscence,
altiouch he yields to his carnal instincts, we reud that

A N + = . . N
il trainait a2 travers ces rapides plaisirs une ame



1) His psychological evolution

inquiéte et mal rassasié%."(
is very gradual, and at this stage he is only "vaguement
anxieux."(z) He 1s discontented with the present, but he
does not really know to what he aspires. -Gradually there
comes to him a sdbconscious desire for love as the ﬁumans
know it -
“I1 implorait une caresse inconnue.”
®Hyalis", Vol. III, p. 75.
liylitta, his former favourite among the nymphs, no longer
charms him, and in his discontent with her conduct we see
he birth in Iyalis' mind of a mnobler conception of loves
he is sttaining human idealism:
"Rieuse et bralante, elle s'abandonnait a tous. Hyalis
voulut le lui reprocher, mais 11 sentit aussitgt gu'elle
ne le comprenait point, et il cessa de se.plairéaveo elle.”
"Hyalis", Vol. III, ». 75.
In adolescence also the thirst for knowledge, the spirit of
enquiry which is natural to man, comes to Hyalis. SBitting
at the feet of 0ld Glaucos the swine-herd, ue learns many

things sbout the material world in which he lives, and the

-3
(91
*

(1) "Hyalie", Vol. III, p.

(2) Ibid. .
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0ld man introduces him glso to a new world, hitherto
unsuspectéd by him - the world of ideas. Samain never
lets us forget, in his portrayal Qf Hyalis' character, his
paternal orizin. Although Hyalis possesses a mind, a
regsoning faculty, thnis faculty is only rudimentary. As
we read, in the account.of fHyalis' talks with Glgucos:

"Hyalis ne comprenait qu'imparfaitemnent les paroles
du vieillard...llille penséés confuses s'é;eillaient dzs.ns
1'esprit du faune, et une pgle conscience se levalt dans
son ame."

Yiyalis", Vol. III, pp. 78-9.

Tous, altnough the.mental, and indeed, the whole psycho-
logical develorment of the faun is coincideﬁt with the
.development of nis human nature, the author shows us the
effect which the brute-blood has upon Eyzlis' character in
putting & cueck on this development. It is one of the
outstanding qualities of Semain's art in the Tales that he
shows us the mobility of the human soul. PFYsychology for
him is not static; nor has it merely a'fluctuating Mobility.
What he shows us is the psychological evolution of his
dharacters; and his sense of reality assists him in making
this evolution as g¢radual as possible. Samain knows that

violent changes of character or of outlook are not normal

to human nature, and so in "Hyalis", by presenting a
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subconscious strugcle between two opposite psychological
forces, he retards the course of the development in a
single direction{

Nevertheless, although this subconscious struggle
is ever present in the soul of the faun, uis evolution
(which is the significent part of his story) is always
in the direction of his human nature. The older he grows,
the more strongly does this human origin declare itself.

e feels an instinctive and inevitable longing for human
societys ' ' : ' \
WUn instinct plus impé}ieux le poussait vers les

habitations humaines."

"Eyalis", Vol. III, p. 79.
In tais urge for human society we see the part which
destiny plays in his life. EHyzlis cannot resist his in-
stinct, which is to seek human company; he is driven to
hunans, and 1t is among humans that he will find, in love,

the inevitable culminztion of his psychological evolution.

0

Every stage in his development prepares him for human love,
and brings him a step nearer to it. After his contact

more discontented than ever with the life

[4)]

with humans he 1
of the woods; 2and he actually flees the lascivious embraces

of the nymphs and the dryads. Yhen one of these creatures
~

clutches him, "comme pris de honte, il courait laver a la



- 127 -

fontaine l'emnreinte encore br&lante de sés doigts sur
son bras."(l) Then comes love, the crisgis which precipi-
tates his transformation into z human. With love, "une
conscience de lui-méme lui venait“(g) - a distinctly
human trait, for it is doubtful to what extent the animal
realises its own existence, znd the infant, which psycho-
logically closely‘resem les the animal, has for some time
after birth no clear consciousness of what existence inmplies.
"The baby, new to earth and sky,
What time his tender palm is prest
Against the circle of the breast,
Hes never thought that 'this is I':
"But as he grows he gathers much,
*nd learns the use of 'I' and 'me’,
ind finds 'I am not what I see,
And other than the things I touch'.
"30 rounds he to a separate mind
From whence clear memory nay begin,
As thro' the frame that binds him in

His isolation grows defined."

(1) *hyalis", Vol. III, pp. 81-2.

(2) nrviyalis", Vol. III, p. 88.



To this pascsage from Tennyson let us add one from Buffon,
which deals with the question of the animal's consciocusness
of existence, and contrasts this consciousness with that
of man:-
.IIL 3 A 3 4 XL -
a conscience de notre existence etant composee non
A . . Al
seulcment de nos sensations actuelles, mais meme de la
X .o A o . A .
sulte d'idees qu'a fait naitre ls comparaison de nos sensa-
. - . . (..,

tions et de nos existences passees, il est evident gue plus

L Fal
on a d'icdees, et plus on est sur de son existence; gue
plus on a d'esprit, et plus on existe; qulenfin c'est par

. . S S A
la puiscance de refléchir cu'a notre ame, et par cette
seule puissance, gue nous sommes certains de nos existences
- i . . 4

assees et que nous voyons nos existences futures, 1l'idee
- . / 3 - /
de l'avenir n'etant que la compargison inverse du present

s . . é .
alu passee, puiscue dans cette vue de l'esprit lz precent

P4 -~
est passe, et 1l'avenir est present. Cette puiscsaznce de
o A L o - . . . .
réflecnir ayent ete refusee aux zanimaux, il est donc certain

rd
gu'ils ne peuvent former d'idees, et cue par consecuent

. . . . N . -
leur consclence d'existence est moins sure et moins etendue

A

/" " ', . i
gue la notre: czr ils ne peuvent avoir aucune idee du
. j 3
temps, aucune connaissance du passe, aucune notion de

l'avenir; leur conscience d'existence est simple, elle

2

/ . ] - -
depend uniquement des sensations gul les a

. . <
lement, et consiste dons le sentiment interieur cue ces

fectent actuel-

iy



sensations produisent.” Hyalis' reslisation of his own
being is therefore indicative of his‘'increasing humanity.
The realism of the love-psycnology which follows
strengthens this impression of Eyalis' almost complete
transformation into a hwanan. iis actions are those of a
nornal numan teing under the influence of love. At first
he hides his feelings; then the desire %o unburden nimself,
and to talk and talk about his beloved, makes him confide
in Glaucos. The greatness of his longing, and a certain
unreasoning nhope which haunts those who love, forces him
to return repeatedly to the garden of Iyza. Then comes
the climax. 1Tyza sees him, is filled with horror at the
signt of this strange creature,and flees screaming. The
suddenness with which his hopes are dashed to the cround
overwhelms the little faun. In his despair, he only longs

for death, OSamain has given an excellent expression to

this latter situstion, which is far more than that of an
ordinary love-sick mortal longing for release from his pain.

Hyalis is of the immortal ordler of creatures; and Szmain

has represented him as conceiving instinctively, by the

force of his ¢reat suffering, the death which is a stranger
to nim and his kind, and of which he has only vagucly heard

’ V4 . .
tell in counnection with humans. “Oh! ecoute, s'ecria-t-1il,
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et, par pitié: expliqué-moi ce gue j'eérouve; c'est commne
un désir de ne plus sentir , de ne plus voir, de ne plus
penser, de ﬁe plus é%re moi—méﬁe enfin. Ré$onds, ne -
serait-ce pas lg ce gue les hommes anpellent 1z mort?“(l)
hyalis' ccnception of death seems to be as of a total
annihilation of soul =zs well zs of body. This in itseif

is a trait of human nature, and so a piece of pesychological
realisms for many of us, who, in more reason:ble moments
might guestion the expediency, the use of death as a
“delivery from acute mental suffering (since, as Hamlet says,
we do not know that we escape our suffering by death)(g)—
nany of us, in the agony of our grief, think of death as

of zuch a state as Eyalis.describes: *ne plus seatir, ne
plus voir, ne plus penser" - the wish being father to the
thoughts. This passare srows alsc camein's clarity of thought
in guestions of philosophy. He realises thxt "Homo duplex
est", that there are two elements in bumén existence,. the
"substance pensante™ or soul and the Ysubstance é%endu@‘

or body. But - a fact which some of our modern exponents

of positiviem and idealism have not realised - although

the two elements are present, they are, 2t least in this

(1) "dyalis", Vol. III, pp 9o5-4.

) "To die; to sleep;
To sleep, perchance to dream..."

[a%]

¢
\
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life (which is as far as our knowledge extends) inseparably
connected with eachother. It is significant that, although
the subject of "Hyalis" is the evolution of the faun's soul,
the final impetus which transforms him into a2 human is not
a meral, but 2 material one - he becomes humazn, beczuse
mortal, after teking Ydragone's poison; and there is a
material sign of the change, since, for the first time in
his life, he sheds tears; and, in the relief which this
physical action brings to his feelings, he gives veice to
the beautiful thoucht "Les dieux ne connaicssent pas la
by} (l‘ 1 - 1
aouceur de pleurer”, '~/ and he rezalises that he has become
a human. He realises also that he is no longer merely a
1
deunizerr of the woods, but that there is more of universality
0 R - . - . v / 3 > ,\
in nis human being. "Hyelis, moins etrcitement lie a la
vie obscure des eaux et des boils, embrassait avec plus
. (2) .

d'empleur l'orire et les lois du vaste univers.® His
conscicueness of himself and of bis existence grows. "Il
avprofondi ssait chaque jour avec un charme plus nudnce

- “ . : n('S) ’ 1 f Evalis
le mystere emouvant de vivre. The last days of Eyalis

are descrived by Samain with great sympathy. XHyalis

(1) "Hyalia", Vol. III, p. 99.
(2) "iHyalis", Vol. III, p. 1CC.

(3) “lyalis", Vol. III, p. 1Cl.

.



is @almost happy once he knows that he is to die; not only
does he realise that his pain is nearly over, but =lso he
feels that by dying he is making the supreme sacrifice for

an

Hh

Fyzu. fnd this partizl happiness is the presaie o
absolute happiness which comes to Hyalis in the last
moments of his life. Ais he stands before the sleeping Myza
and gazes upon her wonderful beauty, he knows the mystic
tnion of souls wihich is the ideal of human lcve. "Il
searblait & Hyalis qu'il s'unissait meintenant a elle, qu'il
prenait une parcelle de 1'4ne divine répandue dans son
corps, qu'il accordait le rythme de sa propre vie au
rytime Zde la vie adorée.“(l)

The realism of this character-study of Hyalis -
the rexdy verception and the true rendering of thoughts
and feelings which we have all experienced; the sense of
psychnological evolution, =nd the careful study of such an
evoluticn phase by phase, give life to the character of
ilyaelis, notwithstanding the fact that, both morally and
phyeically, he is a creature whose existence we canuot
rationally conceive. Perhaps, too, Samnain gives life to his

creation beczuse his sympathy for XHyalis is so apparent.

- e

(1) "Hyslis", Vol. III, p. 106.
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The chéraoter, living for’him, lives for us by that very
fact. Samain is obviously attracted by Eyalis, and moved

to pity,‘as he moves to pity his readers, for the timid,
anxious cresture, who, always dependent upon others, appeals
first to Glaucos and thea to Ydragone in thetextremity'of

|
1

his angulsh; whose courage, in seeking a dreadful death, is
only the courage of despair. Fear, weaknecss, egotism,
dependence upon others - these are some of the faun's
salient characteristics; yet, because, althourh tis moral
sense 1s only very slightly develoved, he has no instinct .
of evil, or cruelty, or malignancy; beoauée he causes no
suffering to others by his weakness and helplessness, and
suffers so greatly himself; because he is so charming; SO
pathetic, so sensitive, so affectionate, so tender, so
reverential, no one who reads the story of Hyalié would
dfemn of condemning the 1it£1e faun for any faults of
character.

The reasons for the sympathetic portrayal of
Fyalis' character are easily explained. his outstanding
qualities are gentleness and tenderness, and after that
timidity and sensitiveness - in a word, he is a feminine
character. ow Samain loves women, znd in his momeunts of

sincerity he admits that he loves them just for this very

quality of "douceur” which ie essentially theirs.
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"U Toi que j'elus Douce entre toutes les femmes",(l)
he says, and again,

(2)

“C'est un soir tendre comme un visage de femme."
That Samain has such sympathy for women is explained by
his own femininity. He once said, "Ily o des gﬁes—femmes“,
and more than one critic has pointed out how well this
remari applies to the poet himself. The sweetness and
tenderness of his own nature enable him to understznd and
to sympathicse with feminine characters.
Divine Bontemps. We have séen, in “hyalis", the manner

in which Samain treats the psychological

aspect of nhis subject. In "Divine Bontemps" we find
exactly the same treatment - a presentation of the gracual
psychological development of a character through childhood
and adolescence uﬁtil‘love comes, an’ then, with love, a
more precipitated development. The setting of “Divine
Bontemps", the conditions in which the character develors,
are nearer the normsl. But the zbnormal quality of the
character itself removes the subject from sheef actuzlity,

so that the study vrovides the same realist treatment of

(1} "Le Chariot d'Cr, Vol. II, p. 9l.
(

2) "Le Chariot da'Cr®, Vol. II, p. <1.
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an exceptional psychology which we have already seen in
"Hyalis®. Let us make quite sure that our meaning is clear.
The reader of Samain's Tales is asked to tzke certain
unusual, improbable, and in some czses impossible, con-
ditions for granted. He is asked to consider them as a
matter of actual fact; if he can strain his imagination so
far, the author will complete fhe work, retaining only the
essential human truth, and allying with it the dreams of

his own fancy; and the reader will find himself easgily
giving credence to the whdle story. In "Hyalis" the psycho-

o

logy of the faun is realistically pdrtrayed, but the
prsychology in itself is exceptional, being that of a
creature half-human, half-fzun. Divine's psychologcy is
likewise exceptional, this time because one characteristic
is so strongly developed that it dominztes and controls all

the others. Thisg characteristic is an excessive and painful

reserve, which prevents her revealing to others any feeling

vhatever. "Ille reculait devant la manifestation des
R ~ v/ Pl
sentiments meme les plus avouables comme devant un veche...
. -~ . - .o ¥ .- . .
lz moindre emotion devoilee, le moindre sentiment surpris

W(1)

. . “ . - N
lui caucait l'intolerable malaise de la nudite Her

reserve is not the deliberate, almost misanthropic

(1) "Divine Bontemps", Vol. III, pp. 42-3.
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reserve which is born of pride and of scorn of others;

it is quite involuntary - o force over which she has ro
control. In chilchood, when she is about to rush into

lier motherfs'arms, she stope, hesitates, and finally goes
away. Later, when she is in . love (and remember that love
generally begets a desire to reveal one's personzlity)

ghe cannot bring herself to give the man she leoves the
slichtest hint of her feelings, even when he has shown his
ovn interest in her. "Elle voyait...gu'elle mourrait

plutSt gue de descserrer les 1evres.“(l) The greatness of
her reserve 1is by'no means indicative of sghallowness of
cnarzctery the depth of passion of which she is capable
ecuals the force of instinct which drives her to hide this
passion. In childhood, "elle s'adressalt zvec des gestes
passionnés 5 des Qtres imaginaires dont elle peuplait son
coin de retraite.“(g) wnen in lcve she suffers so intensely
that the mere sight of Imurice in the company of his be-
trothed suffices to make her faint away. Divine combines
with her intense power of feeling and with her recerve &

depth of tenderness, which is exalted almost to a passiong

(1) "Divine Bontemps", Vol. III, p. I3.

(2) vDivine Bontemps", Vol. III, pp. 42-3.



indeed, in a nature such as hers, we should expect every
Quality to take a passidnate form, even thouch the passion
remaing hidden. Divine is "douée d'une éhergie de tendresse
prresque excessive, d'une bonté'qui se donnait sans réserve

A
aux etres et aux choses.“(l)

Reserve, passion, tenderness - these are the
three basic traits of character from which the psycho-
logical 1life of Divine develops. Saﬁain reveals his sense
of psychological realism by the careful study which he mekes
of the interacticn of the three primary characteristics upon
eachother - the pacsion in Divine's tenderness,'fdr instance,
and also by his presentation of her psychological development.
It must be noticed that the development of her character in
a certain direction - that of sacrifice - is inevitable. As
in "Hyalis", the motive-power of love works upon the initial
peychological conditions, and the character continues to
develor naturally in the same direction in whicn 1t beg&n.
There is a great consistency, in Samain's portrayal of his
characters, 1in thé menner in which they seem to advance
steadily a5 though towards a goal - the advance being gradual,

but accelerating when love comes into play. ZLove, itself,

(1) “Divine Bontemps®, Vol. III, p. 42.
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in Divine's character, is only a concentration of the
"vagues tendresses" which she feels in early girlhood.
Her life 6f sacrifice is a desire to serve others, bern
of the tenderness which is also a part of her nature; and

‘80
erhaps she gives herself/entirely to her life of sacrifice

3

o’
o

cause, in sacrifice, she finds a means of expressing her
Passionate nature, which she is incapsble of expressing in
any more direct fashion. Samain gives znother explanation;
more ingenious, but not psycunologiczlly inconceivable, of
the development of a spirit of self-sscrifice from excessivé
reserve. “"Une telk&ré@ugnance a livrer le secret de ses
sentiments lul faiszait peu a peu contracter 1l'habitude
au renoncement.“(1)Horeover, the spirit of self-sacrifice
is with Divine almost an instinct, and she shows very ezrxrly

: e : Z e harh: ~arTifs n(2)
signs of ®"un gout passionne et presgue barbare du sacrifice.
The gacrifices which Divine makes mark the stages in her
psychological evolution. Her first sacrifice is her marriage
to the man whom she loves, and who she knows does not love

"' -
her. "Juelguechose en elle-de sacrifie et d'extatique

~ ’ .
apparut si visiblement a .l'eglise que les spectateurs les

(1) "Divine Bontemps", Vol. III, p. 4.



moins evertis...en furent frappé;.“(l) Her second sacri-
fice is the zbandomment of her own hoves of motherhood in
her effort to save the life of her husband's child. The
third is the renunciation of a religious vocation in res-
ponse to the secular call of wifely duty. ZFinally, she
sends her stepson away to live his own life, rather than
interfere with his career by keeping him besicde her to
comfort her in her widowhood and 0ld age. Samain does not
explain what actuates her in these sacrifices, but our
previcus knowledge of her character leads us to suppose
that it is tenderness and pity, the “douceﬁrg which he
loves so nuch, rather than an austere sense of duty.
Through sacrifice Divine comes to live for others, literally.
"Tulle joie directe ne l'affectait plus; elle ne semblait
plus vivre pour son compte, mais s'alimenter equusivement
du bonheur des etres autour d'elle."(Z)

Divine's gqualities of gentleneés and unselfishness
make her a very ;1ovableAcharacter. Reserved people are
usually less attractive than the more spontaneous, expreé-

sive sort, because their character is more difficult to

fathom; but great moral virtues can render them very charming.

(1) "Divine Bontemps", Vol. III, p. E8.
(2) "Divine Bontesmps", Vol. III, p. 63.
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Samain, in creating the character of Divine Bonteumps, has
reglised this trufh. His character-study of Divine is a
remarkable one; to create such a character, vamain needed
both acute psychclogicalvperception-and also imagination,
for *Divine Bontemps" is the study of a soul whicwu is hidden.
He needed especially to know his own character, for al-
'though we have no justification for saying that in the
creztion of Divine Samzin has wished to reproduce his own
persconality, an author frecguently puts something of himself
into the characters which he creates. Samain was himself of
a very reserved nature, and we carnot doubt that his know-
ledce of "himself and of his own reserve helped him in the
creation of Divine. He giveé,as one consequence of her
reserve her love of csilence and mystery:
"rugsi tout ce qul est fait de demi-jour, de silence,

de mygﬁ%re, 1'attirait-il particuliérement.“

"Divine Bontemps“, Vol. III, p. =«3.
Those wno know the descriptions of evening in Samain'
poetry will appreciate the significance of this trait of
Diﬁine's character, and will remember the line:

"Une voix qui voudrait sangloter et qui n'ose.®

*Te Chariot da'Or", Vol. II, p. <.

Thé poet gives as another consequenee{of Divine's recerve

~ .
the development of a vivid imogination - "les etres dont



‘ / . . . . (1)

la vie resorbee av1vevl'1mag1natlon." ‘We have spoken
2t length of the imaginative gualities which Samain revea
in his conception of the subjects of his Tales; and his
treatment of Divine's psychology provides us with a further
insteunce of the writer's imaginative faculty. Samzin could
not have created Divine without understanding tnimself; he
could not have crested her without zn active imscination
working on the material which he already possessed - his
knowledge of his own nature. It is perhars not an exag-
geration to say that only Sanain could have drzwn such &
chizracter.
Rovere. In "Rovere et ‘ngisele” we have a study of the
reciprocal evolution of two characters - that is to
say, the study of two characters cach of which evolves
under the influence of the other. Rovere is a kind of
Byronic hero, a Don Juan, =t once sensualist and idealist,
but freed from the Satanic pose of the qullsn voet's
crextions. He is by nature, and before real love develons
the rmor.l side of tis character, a voluptuary:

7
"Il vivait sans d'autre pensee gue 4! e"tralre sutour

(1) "Divine Bontemps", Vol. III, p. 57.
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de lui de la volupte.®
“Rov%re et Angis%le“, Vol. III, ». 111.

There is a supreme egotism in this sensuality of his. The
women whom he loves he considers merely as "des formes
adorables ou superbesg dont la seule raisdn était ce lui
Lrocurer, chacune en son caractére, des Jjoulssances parfaites
et ¢iverses.m (1) go far, the portrait is scarcely an
atfractive one. But Rovere does not indulge in mere animal
Plessures. His temperament is deeply serious. Samzin
desccribes him as "magnifique et grave.”(z) The two cides
of his nature, which at first sight appear irreconcilable,
his lust for physical pleasure, and his seriousness, combine
to produce zn exalted idezlicsm; Roﬁéie is a sensualist, but
of 2 hizh tyre, an z2rtist in sensuality. EKEis greatest joy
is aon apprecicztion, even a veneration of beauty.

*I1 voyait 1'éclatant triomphe de cette force univer-

s ~ V4 ~

selle qui menalt la creation a la beaute cowne & sa fin
suprane; et, l’gﬁﬁ envahie d'une stupeur religieuse,
silencieusement il 1l'adorait.”

"Rovere et Ancisele", Vol. III, p. 117.

(1) "Rovere et ingis%le", Vol. III, p. 11l<&.

(2) “Rov%re et Angis%le", Vol. III, p. 111l.
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His very desire for physical possession is closely con-
nected with his adoration of beauty:

"Il arrivait & une sorte A'état plus subtil ou son
) re . e
ame, comme detachee et toute fremissante, vibrait avec
la couleur, ondulait avec les lignes, devenait elle~mgme
la couleur et 1z ligne; et ainsi ses plaisirs d'art res-
sadblaientlé des possessions.”

"Rovere et Angis%le", Vol. III, p.ll2.

Rovére, sensualist though he be, is thus not a mere selfish
beast, but a complex personality, =nd even, by his idealiem,
& novle nature. In his love for his favourite Violz he
shows of what an exalted aﬁd unusu2l character his sensuality
is. Ile loves her for her body alone, but there is nothing
careless or superficial zbout this love; there enters into

. . i - R ]
it "quelguechose de sombre et d'eflrene"( ),

and, altiough
Viola's soul is nothing to him, nis own soul is absorbed
with nils body by this sensual love, because in his worship
of beauty he raises his sensuality to the height of an

ide~l. When he loses Viola, his suffering is physical;

nevertneless, he leaves Italy in order to escaope for a time

—

(1} "Rovere et Angisele", Vol. III, p. 114
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from his memories, that is, to give solace to his soul.

Up to the time of Viola's death, Rov%re's psycho-
logy is more or lese in a static condition; there is no
moral evolution. With Viola's déath comes the turning-point
in his peychological history. @His character changes vhen
he meets Angisele, and falls under the influence of her
character; but the voyvare which he makes after Viola's death
prepares his soul for the great chanze by revealing to him

hig hidden moral caysbilities:

n

. .
"Averti par la diversite des peuples, des moeurs, des:

N

arts, il élargit son horizon de penséé et s'achemina a
concevolr des formes moins fixes de sentir.”
"Rovere et Angisele’, Vol. III, p. 122.

The contemplation of night at gea fills him with a con-
gciousness of the immensity and wonder of the human soul.
{It ie true that his concepticn of life is sfill egoistic,
as will be seen in the passaze which follows. It needs
Angisele's divine vity to reveal to him the beauty of
self-sacrifice):

"Grande mer, ciel profond, s'écriait-il, que vous
A - o~ & R
etes admirables! 1Ilais cette ame qui s'emeut en moi =
vous conteapler ntest-elle pas plus admirzble encore?
T'est-ce point vers elle seule que toutes vos splendeurs
convergent, puisgqu'elle seule peut en téﬁoigner?"

N ) \ » —
"Rovere et Angisele", Vol. III, p. 125.
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Then Rovere is shipwrecked on an unknown shore, and,
entering a new country, enters a new life st the same time.
There is a very slow develonnent of spnirituality in Rovere's
goul, partly under the influence of his surroundings: YUn
s a A ) N
travail s'operait dans l'ame de Rovere. Cette lumiere
S
monotone, ces sombres verdures, cette atmosphere silencieuse
et morte, ces clociies dans la brume...toute cette tristesse
F ) v 7 . w(l) . .
lottante s'impregnait en lui. The greatest influence,
. . . a . ~ . ‘ . v
however, is that which Angisele's intensely spiritual
nature, her purity, her religious mysticism, her self-
- r . \ - 3 .
lessnezs, exert upon his soul. "ingisele etait d'ailleurs
v
1'aprent le plus puissant de cette evolution. Tout ce gui
3 i “‘ 3
flottait epars sur cette terre de souffrance se resumait
en elle et cortait comme un consell intime de ses gestes
FaS ’ ~ N .
ceraves et de ses yeux pales et profonds. Rovere la sentzit
au centre de sa vie, et quand, a certaines heures, il pro-
~
pongait son nom, il lui semblailt ouvrir tout a coup au
-~
. . N . ~ N
fond de lui-meme la porte d'un sanctuaire ou, des le
. . £ ~
premier pas, il marchzit enveloppe d'une atmosphere sur-

s (S . .
huniaine de purete."(“) nowing her, his own soul develops

(1) "Rovere et ‘npisele", Vol. III, p. 137.
(

o) "Rovere et .ngisele’, Vol. III, pp. li5-6.
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. . —~ £ i - . .
to an extrzordinary degree. %3Son zme...se resorbait, se
. . - LN
condenszit comme pour emplir zu fond de lui-meme de
- - . (1) .. s .
mycterieux et yrofonds reservoirs." This is a spirituality
of which he would have been incapable in the first part
of the story, and it culminates in pity and in spiritual
' . n AN . . A &
love. "Jemais nul etre a nul momznt n'avait ainsi creuse
~ » N
en lul des abimes de tendresse et, songeant a son coeur
~
Cltautrefols uniguement sensible a la gloire des sens, il
adrmirait sans la comprendre cette extrzordinaire et divine
2 pirs s wl(2) a4 e ' . . .
poezle de la Titie. And finally, from his original
idolisation of material bezuty, he arrives at the realisa-
ticen that only spiritusl bezuty never tires. "Il y a
-~ '3 . . Ky -
dans les choses exterieures une limite gui comble gu'at-
. . P . ’“‘ .
teiznent vite nos sens, une sechercsse gui brule vite
”\ I3 - ' . - ! -
notre eame. Les simples plis de ta. robe noire® (he is
. N . .
speaking to Angisele) Ym'ont fait sentir et comprendre
: . | 3 s “(3)
rlus de choses gue les plus beaux spectacles de l'univers.”®
~ AN
Angisele. As a contrast to the unconverted Rovere, the

voluptuary, Samain gives us the portrait of

~ . ~ . N
Y"Rovere et Angisele", Vol. III, p. 1id.

Al

)
2) "Rovere et Angiséle“, Vol. III, p. 150.
)

AN
Y"Rovere et Angisele", Vol. III, p. 155.
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\\
snglsele, pure and ethereal, devout and pitiful. The
mystic intangivility of her nature is expressed in a
nunber of phrases - "comme incorporelle"(l), "fluide
P - s P . 3 4] (2) 1 ¥ X i
dans sa robe eternellement noire"\V\*/, "un charme in-
~r Y 1y e ¥ t /V. /"(5) i . o
exprimable dtetlolee . 3She 1g more of g symbol, of
- s o9
one of . Bocguet's "ide€es pures”®, than the other
characters in the Tales, because she scarcely seems of
flesh end blood. She does indeed express and represent
ideas; thot of death (of which she twice has a mysterious
. —_ . . o~ N . ,

foreboding) - “"Tlle senmblait bien 1l'zme meme de ces pierres
™ . . Fa — N 4 o - = {, - ﬂ(‘ﬁ:), - 1 L -~ Cal - -
ou la mort seule etait presente ; that of suffering -
"Tout ce qui flottait &€pars sur cette terre de souffrance

s . . . . .
se rezsuwnalt en elle, et sortait comme un conseil intime

~ =
de ses restes graves et de ses yeux pales et profonds"(“);

Y =~
that oi pentleness - "Ille etait la Douceur“(o/. T

)

ne

constant stress laid by the authior upon the spirituality

1) v“Rovere et.Angiséle“, Voi. III, p; 1.
) ®Rovere et Angiséle', Vol. III, p. 13¢.
5) “Rovere et Angisele", Vol. 111, p. 131.
) "Rovere et Anpisele”, Vol. III, p. 139.

5) "Rovere et Angisele", Vol. III, p. 1:5.

6) “hovére-et An;isele", Vol. ITII, p. 151,



~ J
of Angisele's character serves to accentuate the change

~
in Rovere's nature, for it is her spirituality, and also

o)
)

——

1€e7

[t

entleness (another moral quality) which attract him.

Up till now he has only loved women for their todies. Iow,

[T

Angisele is not beautiful physically, =nd besides is so
ethereal, so pile and slight, that she appears almost
incorporeal. Rovgre has evolved from a love of vhysical
to a love of moral beauty.

Angisele is, however, not only there, a static
znd unreal character, to act as a foil to Roveére. Ghe has
a2 personality of her own, and sne possecses an idealiem of
sacrifice and of purification throuch sacrifice. "Iotre
vie", she says, “ect comme un anneau vulsaire ou doit

7
stenchasser le dianiant de l’epreuve“(l). Sshe is an

[}

unusual, even mysterious character; her constant assocla-

tion with death has influenced and darkened her wnole

nature, and when love comes to her, it strugsles within her

heart with the spirit of death: ".ilors, brisee et n'en
pouvant plus, elle se jeta sur son 1it, et, la face

jusgu'au jour sur le

8l

- s .
ecrasee dans les oreillers, sanglot

A .
mystére inavouzble de son coeur; car dans une meme minute

(1) ™Rovere et Angisele", Vol. III, p. 133.
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er

=

la mort venait en elle de rencontrer l'amour.“(l) I
love for Roveére, in constant combzt with the spirit of
death which casts a shadow over her soul, is strange,
passionate, deep and solemnu. The intense spiritual
passion whnich fills the hearts of both Rovere and Angiséle
contrasts with Rovgre'é "omours freiles" at the beginning
of the Tale.

"Rovere et Angisele" is the story bf the inter-
action of two characters one upon the other. TFor Rovére,
under the influence of the mystic character of Angisele,
comes to love the noble soul of thié country of death,
while the maicden is inspired by him with an ardeat desire
for the lignt aund joy she has never known, and ounly lives

. -~ ] 7 o N
to visit Itz2ly. The souls of Rovere and Angisele zlmost
(v

mn

[%5]

come to cnange places., ZEoth are atittei, one with pleasure,
the other with suffering; eacn, meeting an eﬁaot contrast
in chafacter, wbsorvs a greatvpart of the other's soul; and
so it is that two beings originally so dissimilar come to
perfect love and comprehension of eachother.

Xonthise . It remzins to discuss "llanthis".  Boamain is here

P

(1) "Rovere et 4npisdle’, Vol. III, p. 1il.
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dealing with a superficial character, and he is moreover
not serious in his attituie to his subject, which is
not intenced to be anything more than a rvlayful creation
of the fancy. INevertheless, the character of the little
dancer is carefully and sympathetically drawn. She is a
pleasure-loving little creature, who likes admiration and
accepts it from everyone - marguis, faun, musician, gzrgoyle
alike. Her extreme adaptibility enables her to be entirely
at her ease with every type of admirer. "Juoique simple

’ su .
petite danseuse de la mer Igee, vous aviez/bien vite vous
fagonner 3 de nouvelles exigenoes“(l). She is thoushtless,
it is true, =2nd does not realise that her existence, although
well-balanced at the moment, is likely to become precarious
if she puts a strain of a2ny sort upon ft. The sensations
of the dancer are well-painted, and give realism.to the
portrecit. “"Violemment, Xanthis eut lt'impression qu'une
main invisible l'emportait par sa chevelure & travers un
monde d'imprescsions tourbillonnantes.”

"Xanthis“, Vol. III, p»n. 16-17.

=)

sonthis, although she appears ot times empty-headed and

—— e e o - -

(1) "™Zonthis™, Vol. III, ». 31.



frivolous, ié not merely a shallow, pleasure-loving girl.
Her very beauty gives her a certain depth of character:

“I11 se dééageait d'elle une beauté’mystégieuse et
grave dont le frisson avait gquelcuechosze de sacréﬂ'

#Xanthis", Vol. III, p. 12.
The oharacter—stﬁdy of Xanthis is slight - it does not
pretend to be anything else —‘and the @sychology is
almost static; there is no actuzl moral evolution as in
the other characters'of the Tales. Eevertﬁeless, the
character-delineation, as far as it goes, is sympathetic
and true to life, zand by its very slightnesé it is in
keeping with the trivial nature of the whole subject.
ThisAanalysié of the characters of the Tales
which hes been made in the preceding pages reveals various
aspects of Samain's treatment and conception of psychology.
These aspects are resumed briefly in the following para@réphs.
The element in Samain's conoepfion of psychology

which ccnstitutes the chief originality of the Tules is the
placing of characters which are psychologically rezl against
a background of fantastic conditions. It results from
this situation that the characters, although real and living,
'éré unusual; for Samain's sense of reality never deserts him,

in spite of nis poetic dreams, and he knows that a character
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is zalways influenced by ite moral and material surround-
ings; if these are abnormal, the character itself will be
rather an exceptional one.

K11 Samain's characters - Iiyalis, Rovere, Anéisgle,
Divine, Xanthis - are exceptional. Zut he shows such a
keen psycholégica sense in his portrayal of them that they
do become living beings for whom the reader can feel a
definite sympathy. Samzin'e psychological sense reveals
itself, in the first place, by his keen perceptioﬁ of
Tacts of generzl psycnuology. ¥For instance, when he shows

us ilyalis, disappointed in love, clasping in his arms his

pet lamb and kissing its curly head, he is reminding us of

hv

the very real fact that animals - cats and dogs, chiefly -
can console us in our grief, for they provide to a certain
exteat the sympathy and also the vhysical proximity which
we have sought in vain among humans. Similarly, he states
a fact of universal psychology when he exploins how Iurice
comes instinctively for comfort to the woman who has nore
B . - . - / ‘.!
synipathy for him than - eany other. ¥"Guide par l'egoiste
. ~ ) . . . . < . ~ ~ -
et infallible instinct, il vint se refugier la ou il
s ‘s . oD za (1) "3
sentait qu'il pourrait le mieux etre console . This

psychological sense avpears a second time in the inportance
y &

(1) "Divine Bontem»s®, Vol. III, p. 57.
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which the author gives from time to time in his character-
studies to small details - realising that in the life of
the soul small details have a part %o play as well as more
general and outstznding circumstauces. The following
basecage, describing the thougsihts of the dying Hyalié, shows
now well Samain understood the worklngs of the huwnan mind,
and appreciated the significance of every situztion in.
which he placed his characters:

" Comine un homme gui part pour un long voyare ras erble

ca . . . S~
ce gqu'il Goit emporter, Hyalis passa la Journee a evoguer

4]

rd ~
dans ga memoire les heures les plus cheres; il se souvenait

-

. 7. . ’
de seg jeux puerlils, des entretiens avec Glaucos, des

(_A.t

L
et de la mer; et des details in-

9]

aryades, des gl@ nds boi
P . e
signifiants, remontant orusguement dans sa memoire, 1le
touchaient plus que tout le reste. Il regarda le dernier
soir tomber sur le jardin de Xylzos, sur le verger que
~ .

bordait un rideau de peupliers a la cime d'arzent, sur la

VA s .. \ . .
vasque ecaillee et verdissante ou les colonbes se posaient

N ’e

pour s'envoler ensuite sur le toit, sur les gllees de

,4‘

\ ~ 7
sable fin ou s'imorimaient lezerement les pas legers de

"Hyalis", Vol. III, pp. 102-
Lere is another passage wnich shows the impression which

1l

small and arparently insignificant detalls can neke upon



the mind:

"dyalis entendait le bruit imperceptible des petits

. . DA
graviers gue sa tunioue entrainait au passzge, et chaque
tintement des bracelets gqui jouaient 2 ses poignets
resonnait dans son propre coeur."®

MHyalis", Vol. III, pv. Y9C-91.

Samein's sense of psychological realism reveals itself a

third time in the consistency with which he works out his

character-studies. e always ﬁas a clear understanding of
the material upon which he is working - that is to say,

he appreciates to the full both the basic traits of charac-
ter which he attributes to his creations, and also the
exterior conditions and events which may influence the
character under consideration. e creates situations

such that the psychology of his characters may, and indeed
must, develop in a certain direction, and thus there is

.

a certain idea of inevitability in his conception of psycho-
locye In thece situsntions, and in these psycnological
developments, love is the chief motive-power, and the
principal theme of eschh of the four Tales, though there

mzy be other mofive-powe“s - for instance, hneredity in

: . . .
the case of Hyalis, satiety in the case of Rovere. Samain's

concepticn of psychology is then as of an evolution, but
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& very gradual one. For, with his seunse of reality, he
appreciztes the fact that violent changses are not natural
to the humon mind.

~We do not hesgitate to affirm that Samain's charac-

ters live, and that their reality is due to the very definite

ense of psychology which S=msin possesses and which he

n

shows 1n his perception of detail, in his appreciation of
various pesychological situations, and in his sense of psycho-
logical evolution. Lef us add that his characters live also
by the sympathy with which they are drawn, and that Samain
possesses this sympathy for his characters beczuse he gives
them characteristics which he himself poscsesses - idealism,
spifituality and especially gentleness. e loveg his
creations because he understands them, and he understands
them beczuse he creates them partly after his own imzge.
And as what 1s not created after his own image is created
from the dreams of the poet's fancy, Samain's characters
have for him - znd for us who know and love him - g distinctly
peréonal apreal. They live, and tnhey charm.
D. The Underlying Ideas. Ve haye up to the present con-
sidered the Tales as a work of
art, but their value is not purely aesthetic, and they
contain matter for thoucht as well as for artistic apprecia-

tion. This study would not be complete without some mention



being made of the ideas wnich are to be found in the Tales.
Samain i1s not an ideologist - his temperament is artistic
rather than philosophical - but the artistic faculty rarely
existe in any temperament without being combined with a
certain degree of excellence in the qualities of mind;
infellectual and artistic aptitude are virtually inseparable.
The Tales, although they do not present us‘with any soxrt

of philosophical systen, contain some interesting ideas,
whicn, whether they represent the author's personal and
general attitude to certain aspects of life, or are merely'
a crextion of the moment and have a purely cbjcctive value,
existing only through their connection with the narration,
are undoubtedly the product of an active intellizesnce.

This intelligence is already apnarent in Samain's
style, which has freguently a certain suggestive cuality,
introcducing ideas which the reader can, if he wish,
develop into s definite train of thoughtbof his own. In
some of Bamain's remarks a world of notions seems to be
convained. The subtlety of his wording makes us sense
the presence of hidden depths of thought, of an unexpressed
mystery of feelings. liuch of the meaning of\his phrases
is more easily felt than analysed - 1t may be that we

have there the mark of the poet. How subtly and delicately



he personzality of Angisele is conveyed by these words:

rre de

(@)

“Tout ce cui flottait évars sur cette t

, o s . . '
souffrznce se resumait en elle, et sortait comme un

3 3 s ~
conseil intime de ses pestes graves et de ses yveux pales

et profonds.”

"Rovére et Angisele’, Vol. III, p.1i5.
Tote how 2ptly these words are chosen to express the writer's
thourhts, and yet hnow well they lend themselves to the
) :

individual reader's appreciztion. We have underlined the

N

s

most suggestive words and phrases, and sn examinaztion of
their implication will reveal the amount of thought which
is contained in each. SBonain's imaginativeness revenls
itself here, too, for the conception of suffering "floating",
“ébars“, on this earth is not a usual one, and night indeed
be recarded as a kind of poetic vision. And this spirit of
suffering which pervades, as it were, the atmosrhere of the
whole world, is summed up in the charactef of Angiséle, and
embodied in her person - a new and imaginative way of

vhich has already been describved

3

(¥

l._l
[N
<t
«d
=

expressing a Dersona

[0}
i}

to us more directly as sad and ethereal. This solemnity
and spirituwality in ingisele's nature are expressed aZain
more or less directly by her grave gestures and her pale,
deep eyes, but what subtler and altogether unanalysable

tnought is concealed beneath the simile of the "conseil



intine"? IHere is another passage, taken from "Divine
‘Bontemps", wnich for pregnancy and unusualness of thought
is certainly worthy of mention:

3 v . . \ 3
"iinsi, la vie s'acharnait sur elle; et, a voir

/ . - . "’
ses coups rcdoubles, on pouvait penser que la Destinee

voulait paracunever son oeuvre, developrer jusqu'au bout

- < 3 . 3
1'harmonieux martyre d'une creature choisie, et faire

. -~ A A
exprimer z cette ame, maceree dans lz douleur, son parfun

le plus suave.®

"Divine Bontemps", Vol. III, p. 61.
T - = . —~ - N A >
Here, =s in the last passuge, there are certain clzar
conceptions - that of destiny, for instance, which we
find reappearing in one phrase after another: "la vie
3 - / -
s'acharnait sur elle...la Destinee voulait parachever son
/ - . 1 3 3
oguvre...crezxture choisie..."; or that of suffering, which
. . ' 1 - "I‘ s
is vigorously expressed by the words, "maceree dans la
douleur." There are other ideas in this passage more subtly

conceived and expressed, whicnh it is imopossible to analyse -
J A J

@

we fezl his phraseg, “"1l'harmounleux martyre d'une créﬁtur
ctioisie"™, "“con parfuwn le plgs suave", with our knowledge
of the subject we realise thelir aptitude, and yet we sense
a fuller meaving in the mind of the writer than we zare

able to grasp.



oome of the ideas wioich are to be found in the

Tales are merely of an incidentul ovder - suggested to the
writer by the particular part of the subject with which he
is dealing, but nét concerned withh the theme as a wnole.
such 1s the notion of & hidden life etisting among the
ornzinents in a g¢lass caobinet, which acts as an introduction
to ¥ilonthis":

"Chague fois gue je me suis attardéfg re_grder des

7 -~
" 9 . . . . - . ./ .
etageres ou des vitrines, ces petits asiles de bois précieux

) N -~ ~
et de cristal, ou s'evaporent des parfums surannes, ou
flott a i i s Vot refod I RN

otte une attendrissante poussiere d'sutrefois, ou 1l'ame
e
noble et melancoligue du Luxe vibre dans un silence de
vl . . . . . .. .
vensée, j'al toujours cru gu'une vie particuliere devailt
. ~ . - s o - a
s'y vivre a 1l'abri des grands rideaux profonds, loin des
. ey T L i
promisculites et des bansalités du recl.”?
"Xanthis", Vol. III, ». 9.
Of the same incidental nature are certain ideas on beautry
which Samain expresses in the course of the Tales. Ve
- . - » .~ 't " .
shall shortly see that in "Rovere et Angisele” Samzain
works out a more definite conception of beauty, and one
with a more universal significance. DBut there are in the
Teles one or two other ideas on this subject which are
not intimately enough connected witihh the main conception

to be incorporated with it in an examination of Saomain's



philosophy (we use the word in a wide sense) of beauty;
whicﬁ nevertiheless as ideas are not without value. IHere,
for inétanoe, is a reflexion upon the undoubted physio-
logical fact that the state of the mind influences that

of the body, which prospers only wnen the mind is calm.

)]

n

- N - . .
fngisele, when she at lsst finds happiness, seems to radiate

“<

o physiczl loveliness which she never possessed before:
"Comm; gl la Beauté: dans l'ordre mysté}ieux de
l'univers, ntétait que la fixation moterielle du bonheur.”
~ N .
"Rovere et Angisele", Vol. III, p.l61.
Totice how Semain generalises from a particular fact, and
exxtends his reflexion to the whole universe, counsidered in
all its different aspects of bezuty. Another idea sugrested
by the immedizte subject ic the beauty of tears. VWhen Hyalis,
becoming mortal, weeps for the first time, he exclaims:
"Les dieur ne connaissent pas la douceur de pleurer”.
“Hyalis",‘Vol.‘IiI, De 99.
These examnples of reflexions scattered through the
ales should suffice to show that the style in which they
are written is not merely narrative and descrivntive, but
thzt there is a definite thought-elemnent present. Luilte

avart from these merely incidentz2l reflexions, there are

several ideas which reappear frequeatly throughout the

gty

7

5

Tales, and whichh coustitute so many themes, representin
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different aspects of Spmain's attitude to his subject.
These themes, it will be seen, are finally liuked together
in the closin. pages of "Rovere et Angiséle"(l), which seen
to cum up 2ll the thourhts contained in the Tales. "Xanthis”
is wlw:ys to ve separate’ from the other siories vecause of
its lzck of ageptin, and it does indeed contzin 1ittlé serious
thourhts but, putting "Zanthis® asside, the moct striking
observation which issuss from an eranination of the themes
of the Talce is the unity and even the evolution of thought
in "Divine Bontempg", "Lyalis", =and "Rovere et ingisele."

S definite concention of life runs througd'these
three Teles. There is, let us repeat, nothing approaschiwm

2 philogophical system here. PRut we do find the exprescion

1 @]

of a2n intelligent man's attitude towards certain aspecis -

fe, and towzrds certain of life's

[N

f1

(e}

the hisher aspecté -
oroblenz. The first theme th-t is comnon to the three

Tules is that of ilezliem. Ve might even say thut this is
the theme of the Talesg, and tiat.all the others which zare
treated by Samain - beauty, love, szcrifice, joy and

sorrow, death - are only different faccts of this cne theme.

il. Boccuet considers that the characters of the Tales zare

» < ) . - ~ -
"des ddees pures". Although we clzim for then a psycholcegiczl
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life, we do not deny that they have, at the same time, &
symbolical value, and serve to express certzin ideas. A

morent's consicderation will show that Samzin's charscters

Yy

are 2ll icealists - Divine, with her striving for complete

cellf-zbnecation; Hyalis, longing for the love of the soul

end shrinking from that of the body; Rovére, who razices
hig very sensuality to the heicht of an art, who is a

worshipper of all beauty, at first of physical beauty only,
and later of the higher moral kind; An;isgle, like Divine
with her ideal of self-sacrifice snd trial, and like
Rovere with her espirations towards beauty and joy; even
in "Xanthis", we find the bust wearing himself out in
"des efforts é%uisants rour arriver a la Beauté'(l) - a
trace of the same idealism which is an outstanding fezature
of the characters of the later tales. This idealisn,
being common to all the characters in the last three Tales,

is =z theme which links the stories together, and thus the

[

S

)

cbstract ides emanates from the characters, and lives
it were Teside them; in this sense, the characters may bve
said to be ideas.

Wumerous Dpassages throurhout the Tales show that

Samain regarded beauty in its different forms witn an

(1) "Xanthis®, Vol. III, pp. 20-21.
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almost mystic reverence. He says of Xanthis, in one of
the more serious passazes of the first Tale:
w1 el | . ' s -
1l se degageait d'elle une beaute mysterieuse et
. o . . -
grave, dont le frisson avait quelguechose de szcre."
"Zanthis", Vol. III, p. 12.
1 s ~ .o
Two guotations from "Rovére et Angisele® elzborate this
. - > o S - . ¢ -
conception of beauty. Rovere saw in feminine loveliness,
V4
"l'eclatant triomphe de cette force universelle qul
. < . N - N A
menalit la creation a la besaute comme a sa fin supreme"(l).
In the hymn of praise to Dionysos we find the words:
"De ta poitrine...jaillit le flot intarissable et
/ 3 - / /
sacre de la vie, et la vie est la beaute, et la beaute est
la fleur du monde.?
~ . . N
"Rovere et Angisele”, Vol. III, pdl19-20.
It is clear then, that for Samain the ideal, the "fin
"\ Ll -
suprene” of life, is beauty.

In these passages Samain is using the word "beauty"
in the sense of material or vplastic beauty; it will be seen,
hovever, that in the main he recogrises two kinds of beapty
the physical and the moral. Ilen of thougzht throughout the

have contended that moral beauty is superior to physical

(1) "Rovere et angisele’, Vol. III, p. 117.
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beauty, and represents a higher ideal; that this is Samzin's
attitude alsc is clearly seen in "Rovere et Angis%le", vhere
he shows how Ro?ére evolves from an adofation of the lower,
plazstic type of beauty, to the higher type of bezuty which
is nobility of character; in the same ﬁay Hyalisf‘soon
satisfled with carnal love, espires to a higher love, that
of the soul. Samain chooses a single form of moral besuty
&3 the underlying theme of the three Tales, and it is a

form which may be consicdered as one of the highest tyves

of the ideal, since it requires for its realisation a tre-

5

.mencous amount of effort and determination, of strength

&

and elevation of character. This theme is sacrifice. 1In
"Divine Bonterms", indeed, =acrifice is even more than
the underlying theme - it is the very tissue of the tale.

1 3 | 1 - N 3 - ’ = S q 'i(l)
Divine's "gout passionne et presque barbare du sacrifice
hee a parallel in the psychology of the characters of the
other stories. Does not Hyslis die gladly because he Xnows
that he is giving up his life for Ilyza? -

s . . C ~ .
"Lo pensee...qu'il faisait cinsi le don meme de son

.I\
etre illuninait en lui des profondeurs.”

"Hyslig®, Vol. III, p. 101.

(1) "Divine Bontemps®", Vol. III, p. 4<.
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Angiséle, too, before the coming of Roﬁére, has but one
thought -~ that of serving others. And:RovEre, seeing
this unselfish service, discovers in sacrifice a higher
idesl than the ideal of material beauty which was his
before.

Sacrifice seems to be, in Samain's eyes, the
first form of moral beauty; and all that is inseparable
from sacrifice is by that fact beautiful too. Death itself,
conzsicdered as the supreme sacrifice (see the descrivtion
of Iiyalis' end) is a lovely thing, for it is the realisa- °
tion of an ideal. Sadness is béautiful; 25 Rovere says to

.

inrisgle:
\
“1lle dis point de mal ce ton pays...ctest a lui, ctest

\ 3 A . . : /
a c£a tristesse gue ton ame doit son incomparable beaute."

\ nY a \ A

"Rovere et Angisele", Vol.II1I, p.l54.

Zven actual suffering is beautiful at times - when begotten
by love, for instance; for love, according to Samain, is
deepest, and therefore convains most moral beauty, when
it gives and does not taoke, when it suffers and does not

enjoy - when, in fact, 1t is sacrificial.

"L'amour le »nlus profond n'est pas celui gqui jouit,

mais celui qui souffre.’ - .
‘ "Rovere et Ancisele", Vol.III, ».155

(1) Compare with this idea the Romantic conception of
the beauty of grief. Baudelaire, "Sois Qﬁ%;e eE
soig triste" =2nd usset, "Les chants desesperés
sont les chants les plus beaux."



Ssuffering is an integral part of besuty, for only through
suffering can we hope to approzach the ideal which is
absolute beauty. Samein sees the creative power of suf-
fering; only by effort, by self-denial, by actual anguish,
czil the things which are worth while be produced, can the
ideal be obtained:

"Tout tend vers la Zeauté, tout lutte, tout s'efforce,
tout s'éﬁuise pour la realiser; mais, comme elle est in-
finie, ceux-iE seuls s'en cporochent le plus cui cdoivent
le plus 2 la Douleur. C'est dans la douleur gue tout se ‘
crée cdans le monde."

"Rovere et‘Angiééle", Vol. III, p. 155.

This idealistic concevntion of sacrifice as the
highest type of moral bezuty, is developed throuchout the
Tales. Eut in the 1lzst tale there seems to be a certain
change in Samain's attitude towards his theme. It is as
though he had studied the question more déeply, and the
idealist in him, whose spirit has been exalted in the
preceding tales by the idea of wonderful self-denizl, is
in ®Rovere et ﬂngis%le“, whilst retaining his enthusiasm
for the moral beauty of sacrifice, revolted at the
thought of the suffering waich that sacrifice implies. It
is true tnat 2%t times he still sees the beauty in this

sacrifice; but the other side of the question now strikes



- 187 -

him s well, and in this last tale there is a deep and

even sometimes an anguished note of doubt. In “Hyalis"

and "Divine Bontemos" sacrifice is undonditionally exalted.
In "Rovere et Angiséle“ 2 problem avnears -'to waom 1s one's
first duty in life - to oneself or to others? For to live
for others implies moral perfection, but it also implies
suffering; to live for oneself implies happiness, but, in

a cense, a less ideal e¢xistence. BShould personzl happiness
be preferred to moral rerfection, or not? This is the ’
problemn which issues from Rovere and Angistle's discussionse
Rovere sees the beauty of sascrifice and suffering more
clearly than Angis%le, because he contrasts it with his own
egotism, and because he has not endured the suffering

which she has endured. An;is%le, on the other hrand, is
weary of living for others, and weary of the sadness of

her present life; throusch bitter experience she knows that
"les larmes aussi bralent\é la fin".(l) The answer to the
problem seems to be contained in the last pages, when
Anpisele speaks, no longer of her suffering, but of the
hapoiness which is hers at last. This is probably the

most significant passage in the Tales:

N
"Icoute, ami, dit Aingisele, en forgant doucement

(1) "Rovere et sngistle’,.Vol. III, p. 156.



~ 1l€8 -

Y

\' . \ ’ 3 ) . 1
Rovere a se rasseoir prees d'elle, ne t'ai-je pcint confie
autrefois ce qgue je souhaitais le »lus zu monde; ici, j'ai

’ 3 s /‘ » ’ ..

realise mon reve, ne me plains donc pasy j'ai connu le

- . - ’. 0 f.
ponheur, et quelqgue chose de superieur et d'irresistible

3 ‘ \ - 3 3
Proclams cn moi que c'est lz le but de toute vie; mais
A .
cette meme voix m'affirme aussi cue c'en est le terue.
rd
Toute chose l'ocyant atteint s'en detache doucement, sa

Y . s . .\
destinee accomplie, et c'est ainsi que je ferai a mon

tour, car mon gme a copris la loi, plus claire ici que
dans notre triste rays de deull et de miéére, ou la
pensge de lz mort est =i cruelle, parce qu'lon attend
toujours la vie.®

"Rovere et Ancisele", Vol.III, D.163.
Rovere and AngisEle, having attained happiness, die in
peace; it must not be forgotten that, while Hyalis' death
is rather the suicide of despair than the harmonious close
of a life in woich happiness hzas been attained, he does in
his last moments know the perfection of love, for his soul
secrts to unite with theat of Iyza as he gazes woon he:
wonderful becauty. In this respect the end of "kyalis"
seems to foreshadow the conclusicn at whichhﬁamain arrives
in “Rovere et Angié%le“ ~ that if sacrifice is one aspect

of the ideal of moral beauty, hapoiness is another; that



we have the right and even the duty to live, and not merely
to exist. If we have lived, and realised the ideal of
happiness death will not be bitter, but will seem the
natural fulfilment of our destiny.

Before concluding this study of the ideas con-
tained in Samain's Tales, we must devote some space to the
discussion of another theme which we nzve just mentioned -
that of destiny. This theme reapoears in each of the four
tales. Zven in "Xenthis", Szmain speaks of "1'irnexorable

~ '.u(l) . " . : . 1] z 5 3 .
Degtin . In "Divine Bontemps" we find the passage
alreacdy cuoted in another counnection:

W . v’ . .
-4 VOlr ses coups redoupbles, on pouvailit penser que
* / ' 3 1, 4o /
la Destinee voulait parachever son oeuvre, et developper
. .
Jusgutau bout l'harmonieux martyre d'une creature choisie.®
"Divine Eontemps®, Vol. III, p. 61.
In "liyalis® the fatalist conception of a life in which
everything is planned for us in advance is further develoved,
and is interwoven with tne whole tissue of the tale. It
is here that dircect expressicn is given to the conception:
o~ . - ) .. A
"La premiere loi du monde est la conformite des etres
~ . .
a leur destin,”
“Hyalis", Vol. III, pn. 76-7
and zooain, in the words of the swineherd to Hyalis:

e .
"Il faut gque ta cestinee s'accomplisse; tu as vu

(1) "anthis", Vol. III, p. 34.
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lo. fille de Xylaos, et c'est par l'amour cue tu monteras

-

& la douleur.®

"Lyalis", Vol. III, p. 87-8.
Finally, in “"Rovere et Angiseéle", in addition to the last
swuning-up of the reflexions on life's purpose, we find
other passages which convey the impression.of Fate
working in men's lives. When Zovére and Angis%le met
for the first time, we read that "l‘espritide la Solitude
mgla leurs destinées“(l). Novere "nourrissait en lui
1'obscur désir de s'essayer bontre 1a destinée“(z).
Iievertheless, although the theme of destiny gives a
certain unity of conception to the Tales, it does not
seem to be such an integral part of the subject as that
of the ideals of bueauty, suffering and sacrifice, which
form the very theme itself of the last three stories.

The conception of life as a cuest for beauty,
and especially for beauty attained through love and sacri-
fice, while logically defensible, contains a degrec of
idealiem, of voetic exaltation, which removes the Tales

from the atmosphere of everyday life. It must be

(1) "Rovére et Angisele", Vol. III, p. 129.

(2) "Rovere et Angiséleﬁ, Vol. III, p. 125.
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rémembered that the Tales, althouch written in prose,
are poetic creaticns, =nd the author, in dealing with
.the underlying ideas connected with his subject, has
taken advantage of poetic license =t he has done in his
treatment of his material, and has combined a measure of
fentasy with the initizl truth of the conceptioﬁ. There
is the reservation to be made, of course, that the fantasy
does not outweigh the initial truth; the latter undoubtedly
exists in the Tales, for the nobility of self-sacrifice
and the sombre beauty of grief are facts of real lifes;
and =lthough it is impossible to judge to what extent the
author of an objective, narrative work may be expressing
his own thilosophy in the mouths of his cnaracters, we can
readily believe that Darmaein had, in the main, faith in
the ideas wnich we hove just been discussing. But the
theory of the workinss of destiny is probably merely an
artistic device; the characters are given'a symbolic value
for poetic reasons; and the whole of the philosonhy of the
Tales is to a certain extent idealised, exaited, in order
that the poetic atmosphere of the work may be retained.

In spite of thae importanﬁe of the imaginative
glement throushout the Tales, and of its poetic significance,
the fantasy which reveals itself in the imacingtive cquality

of the themes, in the unusual concention of the psycholosy,
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in the idealism of the underlying ideas, is not introduced
unicguely for noetic reasons. In treating his material
fantastically, Samain is acting in conformity with the
tradition of the "conte*. “*Xanthis" and the companion-
stories are not novels or novelettes, that is, narrative-
works whose aim is to give a representaticn, or even =z

far as possible a reproduction, of real life. The nove%
in so far as it is a "genre” of narrative literaturelis
descended like the modern “conte" from the early tales,
myﬁhs and lezends of popular origing but it has evolved
further than the "conte” gnd become a more sophisticated,
more intellectual literary "genre®;and although its re-
presentztion of real life is given in narrative form, the
interest lies far more often in the representation than in
the narrative droner. The tale has kept much more of its
primitive origing its aimfis to zppezal, not to the intel-
lcect and to the emotion, but to the imogination - hence the
fantagy wihich 1is characteristic of it; its aim is to divert,
to amuse - hence its relative shortness, hence the importance
of the narrative element. The real difference between the
novel and the "conte" would seem to be that the novel puts

-

us in presence of events which we nust supovose to be

haonenin: now; the "conte" tells us now something which

cppened in the past, "once upon = time", as the fziry-
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8 gay, and thus we are immediately a degree further

o QLY

stori
from reality. ¥or this reason, also, then, fantasy is
proper to the tale. The latter, in its origins, was
addressed to a naive audience, and found its being in the
mass of folk-lore and mytholozy in which the soul of
primitive peoples has revealed itselfiwith its powerful
gualities of imagination and even of mysticism. The
fairy-stories of Crimm and Anderson, collected from this
stock of folk-lore, show what a role fantasy plays in these
earlier tales. Samain's Tales, it will have been seen,
have a certain sophistication, dependent uvon the careful
beauty of the style, and the introduction of psychological
realism, totzlly unknown to the prinmitive tale; dbut in the
midst of this sovhistication he respects the tradition of
the "conte" by the (at least) superficial simplicity which
charzcterises his language, by its lyrical cuality, and

by the certain symbolic value which he gives to hnis
subjects - a modernisation of the moral which is so fre-
quently incorporated in the primitive tale.

Such a literary form as the "conte” is admirably

S

T

sulted to Samain'e talent. We saw, in our study of nis
poetry, that his art consisted to a great extent in his

deliczacy of touch, in the daintiness and grace which he



- 174 -

brings to the treatment of his subjects; on the other hand,

=

the reproach which‘is most often made about Sarain's work
ig that he lacks force. We do not believe that Samain
could have written a succeszful novel; he has not the
power of inspiration, the cavzcity to envisage snd to
nandle a broad and complex subject; he is z dreamer, and
revery . is wnot in its plzacé in a novel - at any rate,

not in large quantities. DBut in the "conte" force is not
needed, for it appeals to the imagination, a far more
supple faculty than intellsct, or even emotion; what is
nceded in the "conte" is just the delicacy of touch, the
fine sense of beauty, the poetic dream—quality,‘which
alreudy characterise the best of Samain's verse; snd thes

gualitics are seen to even better advantage in the Tales.
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III.  "POLYPHIIT.

It is all the more astonishing that Samain's
Tales have passed almost unnoticed since their publication
in 1903, as the beauties of “Polypheme", the poet's

two~act tragedy in verse, written in the months imediately

2

breceding unie dewoth, have been enthusizstically recognised

7

By public and critics alike. In our ovinion, the Tzles
and "Folypheme" zre equal 1in merit, and even present
striking similarities in the treatment of the subjects;
what is of Value in “Polyph%me“ appearsbto us to consist
just of those aspects of the work which are already found
in the Tales - the richness of psychologiqal Perception
and revresentation, the poetic beauty of the language,
and tne nooility of the underlying philosophy. Because
this is our sincere opinion, and also because it is our
aim in tihis thesis to illustirate especially the high rank
wihich the Tales chould occupy among wamain's works, it

. - S .
is these aspects of "Polypheme" which we propoze to study

0
o

in thiz ciocpter. we must first summarise the work

already done by various critics on samain's treatment of

«
Fh

hies sources, for tnis proviies informz=tion which is in-
. o - ~ .
dispensable to a further study of “Yolypoheme"; we shall

then consider these taree aspects of the play - psychology,
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style, and underlying philosophy - which are foreshadowed
in the Tales, and which, although alre=dy studied in other
works of criticism, do not seem to us to have yet been

given their full importance.

T & ] e
I. The Sources. Previous crltlcé ) nave not failed to

point out that in “Polypheme", at least,
camein's treatment of nis subject is original - for he
has not hesitatzd to deform completely the legend of

Folyphemus. 1In the Homeric epic Folyvhemus, the mightiest,

of the Cyclops, is a hideous and savage monster, who
imprisons Ulysses, and whose one eye is »ut out by the
“latter when he makes uis escape from the clutches of his
foe. ZILoter Greex writers represent Folyphemus as the
ugly and unwieldy lover of the nymph Galatea, who rejects
him and the megnificent presents he brings her, in favour
of the young and beautiful shepherd Acis; Polyphenus'
unrecuited love‘for Galatea is the theme of the eleventh
of Theocritus’ fBucolics“.

"

It is mainly upon this second legend, which, it

may be seen, has notining in common with the first, except

Vd

(1) ¥. Gohin, "L'oeuvre poetigue d'Albert Somain".
t

4. de Bersaucourt, "Albert Samain".
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that the hero of the two stories is the zame) that
Samain - works. His play is a love-itragedy; and the
three principal characters are those of Theocritus'

poem, Polyphemus, Galatea, and icis. BSazmain has softened
and humanised the savage nature of the Cyclops, and has
added a character to the story - Galatea's little brother
Lycas. 1In addition he has taien from the Homeric lezend
the detail of Folyphemus' blindness; but in this modern
tragedy, it is the‘Cyolops wno blinds himself, in his
Jjealous despair, at the sight of the young lovers!

iness.

napp

n3

It is important to note that the three changes
which Camain makes in the original material provided by
the legends are all of psycholozical significance. The
conception of Polyphemus' character has been entirely
altered and humanised (at least from that of the Homeric
tradition - in Theocritus he is already less savace).
Lycas is introduced in order to provide opportunities for
further psychological revelation on the part of the Cyclops
(that is, to zct as a foil to Folyphemus' character), and
in order that Folyphemus may have a companion and a com-
forter in his angﬁish, someone on whom he may lavish his
caresses exactly as Hyalis lavishes his on his pet lamb.

Finally, the blinding of rolyphcmus becomes an action on
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the part of the monster himself, and so has also 2
definite importance in the revelation of the Cyclops'
caaracter.

2« The Literary Value of_fPolyphémg“.

() The Psychology. In "Polyph%me“ Samalin again reveals
himself as a sympathetic and subtle
psychologist. The studies of Polypheéme, Galatea and Lycas
are all admirable. “cis alone is not drawn in any details
but the sliéhtness of this character-portrayal is con-
sistent with the unimportance of the part played by the
shepherd in the development of the éotion. The latter,
indeed, depends eatirely upon the psychological reactions
of Polyphemus and Galatea, and Acis appears only as the
rather passive object of Galatea's choice.
Folyphenus. 1In his study of'Polyphemus, Samain hes
drawn a being psychologiczally complex. The
Cyclops of the early legend is of course a primitive‘
creature, hideous and mis-shapen, animal in his desires,
and more subject to physical than to noral suffering.
Samain has Xept something of the savage nature of the
Cyclops, and also his physical revulsiveness, but he has
hunanised this natﬁre by meking it capable oflgentleness
and kindliness, and at the same time’— for else Folypnemus

would have no resemblance to a human being - making 1t
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susceptible to extreme mental suffering. Thus Polyphemué
is at once violent and gentle-hearted - but so skilfully
are these two dominant traits woven into the Cyclops!'
character that their presence there together proclaims
no lack of harmony.

The portrayal of a passionate and hopeless love
gives ample scope for scenes where Folyphemus reveals the
violence which is such an outstanding element in his
nature. 1Ille is at times almost an animal in the frenzy of
his love and of his jealous despair. He himself paints
the nymph a pitiable picture of his suffering:

“Tu ne sais pas que j'ai le feu dans les entrzilles;
ue, le jour, je me roule en sang dans les broussaillles,
Bt cu'en haut sur les monts souvent le favve a fui
%n m'entendant hurler aux étoiles, la nuit!®
"Polypheme", Vol. III, p. 186.
and even the somewhat spineless Acis is moved by this
creat and uncontrolled grief:
"Je 1'ai vu se tralner a genoux dans les rouces,
Imitant comme un fou ta voix et tes reponses,
Bt poussant des sanglots si terribles, vois-tu,
Bt si tristes gu'au coeur un frisson m'a courul"

b 1 A\ =
"*Folyphemet, Vol. III, p. 215.



In his animal passion he is capable of inflicting physical
violence on the woman he loves, and his transports even
express themselves at times in a2 brutal desire to tz2ke

her life:

Rl . I
"On! bondir...les surprendre...et nmn'telancer sur elle...

@]

5%t lul tordre le cou, son cou de tourterelle...
Lt la jeter sanglantell...”
“Polyphéme“, Vol. III, pn. 205-¢.
In the first a2ct there is a well-drawn study of
the ultimate rousing of Polyphemus' pvassion (for he is
usually patient and long-suffering) in face of Galatea's
continued and exasperating indifference to his advances,
and of her intimacy with Acis, which has not escaped the
Cyclops' notice. Driven by his jezlousy and his despair,
Polyphenus arrives at a pitch of feeling so great that he
can no longer hide his love; and, in a wave of masterful-
ness, he realises that he possesses over Galatea the
superiority of strength, which, if it only conguers her
indifference to arouse in her feelings of actual repulsion,
can at least make her listen to nis declaration of love:
"I'on...Jon...Tu resteras 2 la fin...Je le veux.
Je te tiens; je suis fort; sauve-toi si tu peux.”
“Polypheme, Vol. III, p. 185.

Such fits of violence represent the mythological



side of Polyphemus' nature; this does not exactly mean
that these feelings are non-human, dut that they are
primitive, 2nd lack the control of the civilised human
being. Between these primitive traits of character and

the gentler, more characteristicully human ones (for the

primitive man is zkin to thg brute) transitional qualities
reveal themselves, which link up the two sides of the
Cyclops' character and thus prevent these contrasting
gualities from being logically irreconcilable in the
same nature. The Cyclors, because of his primitive nature,
is a creature of impulses - and we have seen this lack
of reflexion énd so of self-control in his utter abandon-
ment to his passion; but (=2nd here the pentler, more
civilised side of his nature declares itself) these
transports of anger or hatred are invarizbly followed by
corresponding movements of remorse, and earnect éfforts
2t reconciliation with those wihom hé has offended by his.
violence. ©XFor instance, he asks Galateza's forgiveness
after he hés forced her to listen to him, in the scene
previously describéd. In the came way, the bitter resent-
ment which he feels at the recollection of Galatea's
scorn 1is immediately‘softened when he sees her lying
asleep in all the grace of her youth and veauty:

"Toute cette samertume en moi, sombre et cruelle,

Cuand je la vois ainsi, s'efface."

"Polypheme®, Vol. ITI, p. 177.
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The‘complexity which is involved in this
duality of charaqter is in itself a human trait; and there
are many other examples in the study of Polyphemus of a
greater psychological complexity than we should expect to
find in a purely primitive nature. Polyphgmus' sufferings,
for instance, are at times.quite subtle:

"Sa robe claire..Oh! foul...iiais c'est surtout,
: grands dieux,

Cette agonie au coeur quand je pense 5 ses yveuxi®
“Polyphéme“, Vol. III, p. 172,
lloreover, he does not suffer merely from jealousy and
unsatisfied longing, but he is also conscious of the
injury done to his pride:
"Tant d'amour devant moi!...déﬁision vivante.®
"Polypheme*, Vol. III, p. 222.
- Of the seme civilised order of feelings are his moral
scruples at pléying the part of the spy, at the very moment
when his overpowering jealousy drives him to guestion
Lycas about Galatea's doings; and his suffering at the
realisation of his ugliness. "DBtre laidl® he exclaims,
as he meditates alone on his unhappy lové:’
"HW'avoir vu Jamals sur son visage
Une femme arrgter son regard au passage,

W'avoir jamais senti, douce comme un soupir,
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Passer sur soi l'haleine ardente d'un desir,
It deborder pourtant d'amour et de tendresse!l®
"Polyphéme"{ Vol. III, p. 202;
~With this longing for affection, we are back again in the
realm of the most elementary (but none the less humen)
feelings.

Hothing could be more realistically human than
Polyphemus' moral blindness where Gzlatea is concerned.
For, as we shall see, the nymph is very inferior to him
rmorally, but her charm and beauty have such power over
him that he will risk his life to procure for her a flower
al wnich, when at last he brings it to her, she will
scarcely deign to glance. e is almost ridiculous in his
huable adoration of this child of fifteen - though there
are moments when he realiées.his own folly:

"Humbleanent, pauvrement, mendier des caresses,
Sans recevoir jamais, d'un geste de dédain,
Lutune aumone gu'on donne en retirant sa main."
"Polypheme", vdl. III, p. 202.
This infatuation fills us with pity rather than with a
desire to laugh; and indeed, pathos abounds in this
play. Iothing could be more pathetic than Folyphemus'
realisation of his essential unattractiveness; or the

sadness, the boredom and the languor which alternate
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with his fits of violence, and which constitute the very
first aspect of the Cyclops' nature which the poet shows
us:
"2 present, lourdement, Jje traine ma journée.
Vers un seul but mon ame & toute heure est tournee.
Je marche sans savoir, et, de longs jours ardents,
Je demeure immobile et des sanglots aux dents,
A regarder mourir le flot sur le rivage."
"Polypheme", Vol. III, p. 172.
Polyphenus is a very lovable character, and
he appears lovzble to the reader not merely for his
essential goocd-heartedness - "1'infini de son coeur“(l)—
which reveals itself both in his friendship ﬁith Lycas,,
and in his final forgiveness of Galatea, but alsd for
his very pitifulness. And he is pitiful as a human is
pitiful, because he has human failings - because he is
strong in passion, and weak in reflexion and decision.
He rarely finds the courage - and even more rarely seeks
it - to master his grief. TFor one thing, there is a

=

comdlete zbsence of hope in his character. We might

(1) W Polypheéme", Vol. III, p. 173,



alter the o0ld adage without impairing its truth, and say,
"While there's courage there's hope", and certainly Fbly—
phemus' lack of hope is due to a complete lock of moral
courage. Certain strengfh of will is needed, it is true,
to face deliberately the whole truth of Galatea's relations
with Acis(l), and to take the last irrevocable sfep(z);
but, on the other hand, both these actions reveal 2
shrinking-~back in the face of suffering.

"I'2i mieux aime vider d'un seul trait l= douleur™,

("Folypheéme", Vol. III, p. 209)

he says - beczause he realises that the worst suffering is
that of uncertainty. e Bonneaﬁ has pointed out, that as
regards the Cyclops!' self-blinding and ais de@arture Tyers
la mer", the most courageous action would_have been to go
on living(s). Of course, we are all ready to moralise on

the actions of the chearacters we meet with at the theatre

—— e - e e -

(1) See further, ppr. 191-2, =znd in the text, Vol. iII,

wp.e 205-11.

(2 i.e., to put out his own eyes.

(5) G. Boaneau, "Albert Samain, poete symboliste", p. 115,
“L'acte de Polypvheme est une lachete larmoyante dans un

. . . 4 . N
affaissement moral...le sacrifice veritable eut

consisté a vivre pour continuer d'aimer.®
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or iun mnovels; but certainly the human impulse is always
to escape any avoidable suffering.

NWevertheless, in spite of Polyphenmus' very
human gualities, the duality of his nature proves that
Sorain bas not altogether, as ii. TDocguet claims(l), "Ste
le merveilleux a la 1égende". Polypherius is a Cyclops,
a primitive creatﬁre; the savage trzits in his character
are marks of this primitive being; and his portrzit only
remains consistent and true to life as long as we realise
the fact that he is a Cyclors, that is to say, an imaginary:

creature, related to man, but not quite human. A certzain

fantasy is retained in the creation of this character. This

(]
3

point is important, for it shows that Samain has not altered

his peculiar conception of pSychological vrortrayal, of
wuich we szw a number of examples in the Tales - that is to
say, & realist study of an unusuzl or excentional charaéter.
Galatea. In the characterisation of Galafea, Szarain is

face to face with the same difficulty as in his
representuation of Polyphemus - that of comdining with con-
sistency two contrasting psychological aspects in the same

character. TFor Galatea too has 2 dual nature. She is

(1) "Albert Samain, sa vie, son oeuvre“.
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two-sided in her mental and moral cevelopment; for she
is not a grown wonman, but an adolescent, and if at times
her character revezls her approaching womanhood, at
other times she has all the na;veté of a child. Poly-
phemus realises very well how unformed her charscter is
when he says:
"C'est une enfant en somme, un petit coeur frivole,
Gui n'est pas méme heureuvx de faire tant souffrir!f
"Polyphéﬁeﬂ, Vol. III, p. 201.
The key—note of Calztea's charaéter is her unconsciousnesé
of other people's feelings. In the scene in which che
arpears with Polyphemus, her indifference to his attentions,
and her ebsolute non-realisation of his love, are only
explicable by her childishness. A grown woman in nearly
every case instinctively suspecis the existence of a man's
love for her, and however 1little her ownAinclinations res-
pond to his, the realisation that she is loved msXkes her
take a certain interest in him; Galatea appears totally

uninterested in the whole question. She has not, moreover,

n

tne self-control which comes with womanhood. She 1
capable of extreme irritability when crossed, and, behaving
exactly like a child, when Folyphemus has angered and
frightened her she vents{her spleen on her small brother,

and scolds him for imaginary misdemeanours - a delightiul
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touch of psychological realism. Indeed, nowhere does her
childishness appear more than on the occasions when she
adopnts the tones and gestures of a woman -~ as in her
havghty assuwaption of responsibility where Iycas is con-
cerned, or in the exaggerated account which she‘gives to
lLcis of her bravery in front of Folyphenus' savage love-
making:
YlLivette ainsgi cu'une statue
Je 1'zi brave.?
"Polyphgme“, Vol. III, p. 193.
On the other hand, she is a grown woman where

“her love for Acis is concerned.- for here it is not é
cuestion of mere affection nor of flattered acceptance of
the stnepherd's attentions - her love for him, if it lacks
the viclence of Polyphemus' passion, is nevertheless true
love, and has tne power of transfiguring'her whole being,
so that Polyphenus detects her feelings for Acis in spite
of ber denials:

"Tout, son front et ses yeux, sa voix, tout ment en elle;

sussitot qutelle en parle, elle devient rlus bellel®
“Polyphemé“, Vol. III, p. 202.

She is a woman too-in her self-assurance. hen Polyphemnus'
passion brezks out, and he forces her to listen to his

declaration of love, she knows only a moment's fear, and
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then her feelings towards Polyphermus chance to impatisnce,
irritation and diszust. Although she.is not yet enough

of a ‘woman to exploit her power over men deliberately, she
is old enourh to realise vaguely that she does mossess
this power, and this realisation gives her confidence in
herself.

It is only natural that this immature character
shoulcd have many feults. Gelatea is selfish, irritable,
and empty-headed, and certainly - st any rate in her
Present cstate of development - uaworthy of the love which
the (reat-hearted Polyphemus offers her. Iere lies the
real tragedy -~ not in the hopelessness of the Cyclops!
raszion, nor in his sélf—ﬁlinding and his death - but in
nis vnjustified love, in his self-ghasenent before a child
who by her very nature, naﬁvely ezgoistic and absolutely
carefree, is incapable of uncderstanding what he feels. The
contrast is a tragic one vetween these two natures, for
whom there can be zbsolutely no communion of epirit, sand
yet of whom one is breaking his heart for love of the
other. TIecvertheless, Galatea is not so unworthy as to
maXxe Polyphemus' love for her entirely incomprehensible.
She is thoughtless, and so eppears selfieh; but she is

cood-n=tured enough when z2ll goes well, and when she 1is
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not too preoccupied with her own desires to think of others.
Polyphemus is not alone in loving her - young Lycas too
hes a great affection for his sister, which all her fits
of had temper cannot destroy, and even this child seems to
realise that her nature is fundamentally good:
"Ille est si bownne et puis si belle,”
("Polypheme®, Vol. III, p. 207.)
he says. In the scene where Galatea appears with Polyphenus,
we see how sweet and lovable she can be at moments. The

ignificance

n

gicht of FPolyphemus' tears, if their exact
escapes her, neverthelesé moves her to pity; and her swift
movement of repentance for her thoughtlessness reveals the
good~heartedness which does exist in her nature:

“ 4
*Ton ame est, je le szis, douce pour Gzlatee.

D~

eq

Tu la traites toujours comme une enfant gét
alors elle en abuse et mangue de raison.
ikis sa tete est si folle et ton doeur est si bonl"®
“Polypheme®, Vol. III, pp. 181-2.
che is not only good-hearted, bul has a very charming
personality -~ coguettish, delicate, lauchter-loving. Can
we wonder that this graceful and joyous nyumr:h, in every-
thing the ovposite of Folyphernus' blunt, downright
nature, and <¢ainty while he is clumsy and heavy, makes by

this very contrast zn instant appeal to the Cyclovs?



- 191 -

The mixture of good and bad in Galatea's character
rizke of her a very human person. Ievertheless, here again
we are face to face with Qn exceptional psycholégy. For
we et the impression, not of an ordinary adolescent of
fifteen, but of a child who has grown up too soon. e can
only praise Scmain for the realism which he has brought to
the study of such a character.

We have alrendy seen, in "dyzalis", Samain's guccess
in the portrzyal of child-psychology. In the character of
Lycas we have another example of this. The admirsvle soené
in the second act, where Folyphemus queztions the boy on
the subject of hie sister's intimacy with Acis, has already
been pointed out by other critics(l). At first Lycas replies
frankly to the Cyclops! gquestions; he recounts nagvely the
lovers' interviews, and unsuspéctingly reveals‘to Polyphenus
that Galatea hgg lied, and that, contrary to the assurance
she has given to the monster, Acis comes to see her eVery
day. Then, slowly rerceiving PolyphemuS' emotion, and the.
increased urpency of his gquestioning, the boy becomes at

first astonished, then troubled, hesitates, stammers out

(1) F. Gohin, "L'oeuvre poetigue d'Albert Samain®, p. 53.
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that his sister has forbidden him to speak, takes refuge
in silence and tears; finally, in face of Polyphemus'
uncontrolled rage, he gives a despairing nod in answer %o

the Cyclops' question, "53'embrazsent-ils?", znd instinctive-

w

ly realising the gravity of his reply, flinss himself into
his tormentor's arms, and sobs on his breast. Child as he
is, the experience of the last few minutes has tauzht hinm
that it is not always politic to tell the truth, and when
footsters are heard on the road, he assures Polyphemus
that it is Galatea coming home ~ zlone; in zctual fact )
Acis is with her. But we should scarcely expect a small
boy to be a consumnate actor in a love-intrigue, and
Tolyphenus realises at once, from the hesitation in Lycas'
tone, that he is lying. 5And the boy, incapable of real
understanding of the situation, but with an intuition that
gsomething terrible may happen now, flings himself in
front of hiﬁ, and implores him to spare CGzlatea, appealing
to the Cyclops' affection for his sister, assuring him
that she meant no harm in deceiving him.
The role of Lycas is, of course, introduced

primarily as & foil to the characters.of Polyphenus and

alatea. His presence in the play gives further oppor-

tunities for a study both of Yolyphenus' good-neartedness

(for the Cyclops loves the boy, and the two are excellent



friends) and of the brutality of which the monster is
capable in bhis moments of passion - in the scene just
recounted he ill-treats the child shamefully, in his
endeavour to extract the truth from him. It serves also
to reveal certain aspects of Galatea's character which
otherwise might pass unexpressed - her irritability,
and the domineering elder-sisterly airs which she adopts
towards her small brother. But Lycas is not merely a
foil to the two principsl characters; he has & personality
cf his own. Like the child that he is, he wants to be |
pPloyed with, and cannot understand why his sister refuses
to take any notice of him when Acis is there:
“"Jamails vous ne voulez m'emmener zvec vous.
Pourguoi?"

"Polypheme', Vol. III, p. 1G8.
It is exactly the attitude which a child does adopt in
real life towards a pair of lovers - not a complete un-
consciousness of the situation, but a complete incompre-
hension that his company may not be welcome to them.
Very realistic too is nis childish malice, his desire
that Galatea should be jealous of him Where Polyphenus!
friendship is conéerned:

1] . 7
Lycas: "Reponds...lle m'ainmes-tu pas plus gue Galatee?"



Polyphemus: "Pourguoi?"

Lycas: "Pour qu'elle en soit jalouse et
dépitee.”

"Poiyphéme", Vol. III, p». 176-7.
Lycas is a very delicate, and (like all the characters in
the play) a very human creation.
The preceding pages clearly sghow, we think, that
Semain'e conception and treatment of psychology is the
same in "Polyphéme" 2s in the Tales. Polyphenus and
Galates reveal the eame duality of character, and hence

1 - . - \
the same pesychological complexity, es Hyalis or Rovere.

4

Lycas is painted with the same sympathy, and the same
delicate touches of humour, as the young faun. Iloreover,
the general presentation of the characters as exceptional
cteings, endowed nevertheless with humaﬁ t;oughts and
feelings, is identical in the two works.
(b) The Poetry. The poetry of “Pplyphéme" helns a great

deal to make the whole play a creation
of beauty. There are two charﬁing choruses oi nymphss

"Iyraphes des boie et des riviéres,
Tymphes des sources, des clairieres,
L'archer cuirasse d'or a redouble d'ardeur:

Venez...Les grands bois noirs ouvrent leur profondeur.



"Gagnons nos plus secrets asileé...

Lz mer miroite autour des iles;
Les lézards brﬁlent, immobiles.

"Le ciel palpite, ardent et bleu;

Ilog bouches respirent du feu.

"Lz terre 2 la chaleur se pame;
Yos bras e%reignent de la flamme.

"Cherchons, dans l'antre obscur, pour nos levres blessées,
L'eau qui pleure en larmes glacées.....“
"Polypheéme", Vol. III, pp. 169-70.

"liympnes des bois, nymphes des eaux,
Waiades ceintes de roseaux,
Petites nymphes des ruisseaux,
"Lul courez tout le jour a travers les étangs
Sur les grands nenuphars flottants,
"Un vent frais s'est levé sur les routes pondreuses:
Zuittez vos retraites ombreuses
At livrez vos bras nus aux brises amoureusSeS...s."
"Polypheéme”, Vol. III, p. 218.
Notice the grace of this pocetic device (the introduction
of the nymphs' choruses) by which Camain indicates the
pascsing of time, and gives to the play the pastoral

atmosrvhere of antiquity. In these choruses, and in

incidentzl allusions throu_.hout the dialogue, the whole
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lovely Sicilian countryside, wuilch forms the background of
the play, is evoked for us - its rocky and shrub-covered
mountains, its forests and streams, ite vastures and its
sea. The sheer beauty of Polyphemus' apostrophe to his
mother-earth calls for special mention:
"Belle mer écumeuse et bleue ou je suis ne,
¥er, chague aurore, neuve & mon oeil étonné,
Golfe aux eaux de cristal...liontzgne aux belles ligneg,
Lords d'étangs caresses au Plunage des cygnes.
Sources froides...ruisseaux...feuillage bruissant..;
Comme je t'adofais, Cybéle zu coeur puissant?
Grands chénes pleins d'oiseaux, troncs a 1técorce rude,
Comme j'étais royal dans vofre solitude!
=t comme, a vous prareil, au renouveazu. ¢es ans,
Je sentzis mon coeur vierge éclater de printenps!
J'étais alors le fils bien-aime de la terre.
Lo terre était 2 moi, la terre €tait ma meéres
Zt quand je‘m'étendais sur elle guelguefoisg,
Baigné du vent du large et de 1ltodeur des bois,
11 me semblzait sentir une vague caresse
Du fond du sol s2cTé répondre 2 ma tendresse."

"Eolypheme®, Vol. III, p. 171.

These passages recall the natural descriptions in Samzin's

lyrical poems, but we have here a wider aspect of nature -
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here she is glorioug, becauvuse vast, and also because the

characters are living the life of nature, as Hyalis does

o

in the Tales; su she rezlly is for thenm "Cybgle au

coeur puilesant”, fheir mother. This.pantheistic feeling
for noture intensifies the materigl beauty of the des-
crintions.

It is true that the verse is inclined to revezl
glightly too much the care with waich it is written. (The
Toles too might possibly be reproached with this fault.)
"Ars est celere artem", and the images, beautiful as they
are, appear at times slightly "recherchecs” - this mytho-
logical representation of the sunrise; for instance, in the
onening chorus:

"Levant leurs sabots d'or, ses quatre chevaux blaucs
Ont des flammes & la criniere."
"Polyphéme“, Vol. III, . 170.
But we must not forget, that when the subject is fantastic,
a certain amount of fantasy in the style is also permissible,
and even decsirable. Iloreover, on the wnole the mytholozical
'references, and the descriptions of pastoral 1life which are

-2

introduced, succeed in giving local colour, and adding to

PO]

the beauty of the whole, without appearing artificial, as

the following extract will shows
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"Je veux offrir zlors la source du bois,

[O]

£y

O]

Fuis aux nymphes, du lait, des figues et des noix,
Un agnesu nouveau-né, du miel et deux houlettes
vec un chapelet de sombres violettes."”

"Polypheme", Vol. III, p. 187.
The music of the verée ie 21lso %to he remarked
upon. The words are obviously chosen for tneir beauty of
cound, =8 will have gppeared from the passzges already
cuoted; and their melody is clearer, more sonorous znd
more decided than the faint though sweet strains of Senzin's

carlier intuitive or symbolist »oetry. In foct, excent

that the vehicle of expression is different - verse instead

[¢]

of prose - the language of "Folypheme” possesies the same
besuties as that of the Tales - harwmony, poetic imagery,
charm of natural descriptiouns.
(c¢) Underlying Philosozhy. The third characteristic
. _

waich "Polyphene” has in
common with the Tales is the philosophic or symbolic value
of the subject. We find here a broader, more universal
attitude to life than is usually present in Samain's poetry,
and a sublimity of inspiration which lends dignity to the
winole play. The subject of the tragedy is not, indeed,

Tolyphenus' unhappy love for Galatea, but Love



universalised - its passion znd its sacredness. Folyphenus,
spying upon the lovers, is filled with the desire to kill
at the sight of this happiness in which he has no part; but
a strange awe comes upon him, and he drops his arm to his
side, muttering:
"Je ne peux pus tuer!...Leur bonheur m‘épouvante.“
wPolyphenme®, Vol. III, p. 222.
¥or, although the recollection of what he has seen is so
poignant that’he puts out his eyes in an effort to exrell
the sight from his memory, he has rezlised the truth that
love is a holy thing, and must be respected by zll:
"Les dieux avec l'amour leur ont donné raison.”
wPolypheme", Vol. III, p. 228.
ind realising this, he forgives Galatea her deception and
her cruelty:
"Tt'en vouloir?...4 quoi bon?...Fetite Znme imprudente,
Tu jouais. Tu riais de m=s détresse'ardente..."
"Polypheme", Vol. III, p. 250.
and he calls on nature to bless the nymph, and to spare her
all pzin and all knowledge of evil:
"Grands arbres doucement par la brise agités,
Plaines, cotéaux, vallons des nyrphes h;bitéé,

. . . 4 .
Bonne terre et toi, nuit, dont la majeste veille,

/ . a .
Frotegez a jamais cette enfant qui somueille...
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Sutelle ignore le mal par le mal xpié:
Ayez pour elle, ayez un peu de ma pitié!"
“Polyphéme", Vol. III, p. 232.

In “Polypheéme" we find the symbol put to its true use, to
express "une grande idée philosophique"(l>.
the Tales we sece in narrative form the preparation of
tois egsentially dramatic method - the creation of
cuaracters who, by their rezctions and by their relation-
ghip with ezcuother, express an idea of universasl signi—r
ficance - the sacredness of love or of grief, for
example.  (We must impress upon our reazcers, in passing,
that in spite of the purpose they serve, Samzin's charac-
ters do not lose their essentizl human rezlism, for it
is not they themselves who are Symbols, but their lives.)

In "Polyphéme“, indeed, we can see a dramatic
method fully worked out. he action, as in Raciniean
trocedy, is purely psychologiczl, z2nd the whole interest
of the plot lies in the interaction of
one on another. The synbolist sigunificance of the story,
the centralisation of the 2ction around a great philoso-.
phical idea, the universality of the theme, seem to bring

both unity and grandeur to the work. The purely dramatic

(1) A. de Bersaucourt.



‘interest, the tension which alone creates a tragic atmos-
Phere, is provided by the violence of Polyphemus' transports,
and by the certainty Which thig rouses in the minds of the
spectators that the dénouement of the play will involve
the destruction of at least one of the characters.

There are one or two weaknesses in “Polyphéme“

ht have corrected, had he lived; the play,

£
<

which Samain mi
in spite of its symbolic grandeur and the'rapidity of the
action, seems somewhit lacking in strength; and, as we
azve saicd, the poetry, for all its beauty, might perhaps
be a little more natural. In spite of this, "Folypheme"
is & noble creation, measured aund thoughtful, and delicate
and stately at the same time; and we can only regret that

its author was not spared to give us more work of the same

type.



CCICLUSION.

ghort conclusion is necessary. We have

o

Only
endeavoured to show in these pazes ﬁhat are the merits,
and what the limitations, of Samain's work. His worst
work (parts of "iu Jardin de 1'Infante” and “ILe Chariot
ATOr' ) exhibits exaggercted artistic. pretensions, un-
doubted faults of taste, and an imitation of other writers
which at times approaches actual plagiarism. But in his
best work ("Contes", ".iux Flancs du Vese", “Polyphéme“)
the judgment is sure, the inspiration original. Ilioreover,
as resurds the publication of much of the inferior verse

st mentioned, it must be pointed out that "ILe Chariot

o

a'Cr" did not appear until after Samaint's death in 19C0,
althourh some pieces are dated as far back as 1888 ("Les
liorts", "Symphonie Héroique“) or 1889 (*Le Fleuve" ). ‘hen
an autior w2o has glready published two volumes of poems
leaves a third unpublished, the natural coaclusion is that

he does not consider it worthy of publication or at least

case our

]

that he is hesitant as to its value; and in such

.

jucdgment of the work when published posthunously by the
J I L J
suthor's friends nmust necesszrily be indulgent. Saomain's

early death also is of course responsible for much. The
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poet died 2t the moment when he was at last finding his
true path; undoubtedly, had he lived, we should have had
from his pen more works of rcal merit than we unfortunately
Doezess. Samain'e potentialities are great, but judzed

by the work he has left, he is not a great poet; he lacks
force, and when he treats the sreat human themes, there is
alwzys a degree of fantesy present which removes his work
Trom the atmosphere of real life, and makes it slightly

ethereal. In the domain of fancy, however, there is perhaps

no writer who gquite ejquals S:zuain for gquaintness of inspira-

()

tion, Tor delicacy of touch and for tenderness, for the

freshnecs and soft colouring of his rainbow-hued canvases.
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