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BIBLIOGRAPHICAL NOTE 

In the course of this thesis frequent references have been necessary 

to the complete editions of the works of the poets involved. The editions used 

and their abbreviations in the thesis are listed below. 

The Oeuvres de Fransois Copp!e. Poesies, 1864-1862 (Lemerre, 1870), 

Oeuvres de Fr8D~ois Coppae. Peesies, 1869-1814 (Lamerre, 1815), Oeuvres de 

Franiois CopP'e. Poesies, 1874-1818 (Lell8rre, 1879), Oeuvres de Fra.n20is 

Coppie. Poesies, 1878-1886 (Lemerre, 1887), Oeuvres de Fran90is CoWe. 

P04sies. 1886-1890 (Lemerre, 1891) and Oeuvres de Franc;ois CoppS'e. Poesies, 

1890=1905 (Lemerre, 1907) have been shortened to Peesies, 1864-1869, 

poesies. 1869=1874, Poesies, 1874-1878, Foesiss. 1878-1886, Po~sies, 1886-

1890 and Poesiss, 1890-1905 respecti vel,.. 

Charles Cros Tristan Corbi're Oeuvres ~omp1etssJedition etablie par Louis 

Forestier et Pierre-olivier walzer, Bibliothaque de la Pl'1ade (Gallimard, 

1970) has been shorteDed to Cros, O.C. 

Paul Ver1aine Oeuvres po!tigses comp1~tes, texts 'tabli et annote par Y.G. Le 

Dentec, 'dition reviNe, completes st presentee par Jacques Borel, 

BibliotWque de 1a P1eiade (Gal1imard, 1962) has been shortened to Ver1aine, O.C. , 
poetigues. 

Paul Ver1ains Oeuvres en prose oomplates, texte atab1i presente et ;lnnote par 

Jacques Borel, Bib1iotb8que de 1a P1eiade (Gal 1imard , 1912) has been shortened 

to Ver1atoe. O.C. en prose. 

I.u:h.eamont Germain Nouveau Oeuvres completes, edition atablie et presentee par 

P.O. Walzer, Biblioth~que de 1& Pleiade (Gal1imard, 1970) has been shortened 

to Nouveau. O.C. Finally Rimbaud Oeuvres compUtes, edition presentee par 

Antoi •• Ad ... Bib1iotheque de 1a P1'iad. ( Gal1i.ard, 1972) has been 

shorte.ed to ii.baud, O.C. 



iv 

CONTENTS 

Page 

INTRODUCTION v 

CHAPTER 1 FRANCOIS COPPEE: A POET OF URBAN NOSTALGIA 1 

CHAPTER 2 CHARLES CROS: A NOCTAMBULIST IN THE CITY 60 

CHAPTER 3 PAUL VERLAINE: REVERIE AND DEATH IN THE CITY 108 

CHAPTER 4 GERMAIN NOUVEAU: PARISIANISME AND LA PARISIENNE 164 

CHAPTER 5 ARTHUR RIMBAUD: PROVINCIAL SATIRE TO METROPOLITAN 

VISION 220 

CONCLUSION 287 

APPENDIX I 302 

APPENDIX II 342 

SELECTIVE BIBLIOGRAPHY 344 



T 

INTROIDCTION 

As Pierre Citron shows in his La Poesie de Paris dans la litterature 

frani!ise de Rousseau a Baudelaire, the French capital has played a role 

in the inspiration of men of letters since as early as the fourteenth 
1 century and the ballads of Eustache Deschamps. By the nineteenth century, 

however, and the full advent of the industrial revolution and the greater 

urbanisation which this brought about, what were previously often only 

sporadic references to the city, became more numerous and the urban 

theme emerged in a neWly consolidated form. M. Citron selects 1830 as 

the year which gave the decisive' coup de baguette', 2 arguing that this 

date marked a particular flowering of works set in the metropolis and 

with urban subjects. Though at this stage in Paris' history, a large 

proportion of influential literary works were written in prose, a con­

cept of Paris as a 'poetic' environment and of its captivating variety 

as a kind of 'poesie' was also developing. Balzac, for instanoe, while 

exoelling in panoramic visions of the city evoking its social intricacy, 

was also alive to the poetic possibilities of this same environment. This 

lPierre Citron, La Po~sie de Paris dans 1a litterature franiaise de 

Rousseau a Baudelaire (Paris, Editions de Minuit, 1961), pp.25-9. 

2Pierre Citron, 'IB Mythe poetique de Paris jusqu 'a Baudelaire', 

L'Information 1ittfraire XIV 2 (1962), 41-54 (p.49). 
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point iB borne out in hiB Bhort story FerraguB where he claimB, 

his, 8 PariB! qui n' a pas admire tes Bombres 

paysages, te. 40happee. de lumiare, tee 

culs-de-sac protonds et ai1encieux; qui n' a 

pas entendu tea JIIUl'IIUreS, entre minui t et emu 
A 

heures du II&t1n, ne CODDait enoore rian de ta 

vraie poe.1e, ni de te. bizarres et larges contrastese 3 

'rbe 11&7 ... thus partiall,. prepared tor Baudelaire' a i.ous and stirring 

declaration on the subject of poet17 and the city voiced 1n the Salon of 

1846. '1& rie pariaierme est feconde en sujeta pcetiqueB et ID8rveilleux' 4 and 

also tor Verla.iM' s &lluaion to Paris as & supreme 'th.8lle pot{t i que , in his 

1865 &riicl. OD Baudelaire.5 

It by the middle of the nineteenth century, Parisian literary lite 

revealed a growing Obse.Bion With the capital it.elt as Gautier 1'8-

&ftimed in 1851 b;r accu.Bing Pari. ot being 'eni Trfl de lui ___ ' and. of 

haTing '1. nez oontre le rairoir, 00_ un ayope qui Be raae dans l'ide'e 

de faire .on portrait re .... blat', 6 it would be wrong to assume that the 

oonstant intere.t acoorded. to the urbaD theM ... alway. to a positive end. 

Baudelaire hirAaelf to\1l14 Pari. to be & lI&leyo18l1t as _11 as & II&gical 

.nviroDMnt, where 'l'horreur tOU'lle &U% enobanta.nts,.1 Other writer. 

ran aore torceful17 ooanter to the .tre .. of thought which reoognised in 

Pari. aD origiDal source of nbjeot attar and iaageJ'7. In 1842, ArsIne 

Hou.aaye l_nted the colling ot industrialised urb&n SOCiety and argued 

tor the incompatibility of .0derD lite aDd poetry in hi. article entitled 

'De 1& po4'.i., de 1& npeur et du pe,78age' I 

at gravi •• at 1& .ont .... , .1 Ie poete 

'ooute la. ra.aur. de 1& val I.e , il 

3Honore cW Balzac, La O.die a-ine, te:rle atabli par JIa.roel Bouteron 

(Pari., Gal 1 taard , 1952), Vol. V, p.18. 

4Charle• Bau.delail'8, Oeuvre. ca.pUt •• , te:rle 'tabU, present. et annote 

par ClaucW Pichei. (Pari., GalUu.rd, 1915-6), Vol. I, p.359. 'l'h.ia edition 

of Baudelaire in it. two wlu.. will be referred. to nbHquently .. 

Baudelaire. 0.0., Vol. I and Vol. II. 

5See Verlai.D!. 0.0. en pro .. , pp.599-662. 

6TWophile G.'tier, 'Pari. tutar', La Pa.:r! 20 December 1851. 

1 'Lea Petitea vieille.'. La. Pleura du Jlal t Baudelaire, O.C., Vol. I, 

p.89. 
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n'entendra plus Ie sublime concert de la 

oNatioa [ ••• ] Ie polate entendra Ie brai t 

des messageries, Ie cri des postilIons 

les couplets de vaudevilles qu'on chante 

en ohoeur clana les fabriques. 18 poAte 

fl'trira dan8 oe mauvais pays, comma la 

rIeur dans Ie desert.8 

Houssaye's early scepticism was backed up by Leconte de Lisle twenty 

years later when the latter re&ffimed the superiority of true Art 

over 'des preoccupations conteaporaines' and insisted on the poet's 

deta.c~nt fro. the 'vulgaire' ... represented by the urban 'bru1 t des 

locoao'UftS' aDd the 'hurle.ent de la Bourse,.9 Su.ch a constant fas­

ciDation with, yet IlUch contruting attitudes of approbation and 

critioi .. aa were displ~d to~ the city in French literature from 

1830 to the early l860s, were reflected in turn after Baudelaire's death 

in the works of the five poets selected for this stU~1 Fran90is Coppee, 

Charles Crcs, Paul Verlaina, Germain Nou'ftau and Arthur Rimbaud. 

The choice of th... particular peets included in the thesis was 

dictated by key pattern8 ct 8illilari ties and differences marking these 

five writers aaong the posai'bilities available. Firstly, all five 

enjcyed a co_on life in the French capital rOl1ghly in the years before 

and after the Franco-Praaaian war of 1810-1. On the other hand, however, 

only Cop~e _a actually a Parisian by birth, Croa being born in 

Fabrezan (J.u.de), VerlaiDe in )letz, Nouveau in Pourri~res (Var) and 

Rimbaud in Charleville. Secondly, all five enjoyed a roughly contemporary 

flo_ring ot their poetic genius. Coppee's Intiait4'a belcDg to 1868, 

VerlaiDe' a ~_s saturDiena (inclucl1ng 'B'octurne pariaien' and 'Croqui8 

pariaie.') to 1861. R1a~d exploded onto the Ptari8ian acene in 1811 and 

cOllposed hi. 'Orgie pari.iellD8', ]fouveau arrived probably in the following 

year an4 oomposed hi. 'Fu1taiaie. parisiennes', while Crcs' first collection, 

1f1. th the peeu which were to MCO_ his 'Fmtai8ies en prose', appeared 

8 Ars.ne Bouaaaye ,'De 1a poe.ie, de 1& vapeur et em paysage' t L' Artiste 

3i '" serie, To .. 1 (1842~ 98-101 (p.101). 

9Leccnte u Lisle in 'B8raqer't 11 ]fain jaune 13 August 1864. Quoted 

by E.X. Grant in Frenoh Poetry aDd Mcdern Industry (Cambrid.ee, llass., 

1921), p.137. 



viii 

in 1873. After this common debut the poets' subsequent artistic and 

personal lives were conversely very different. Copple, for example, 

earned overnight success with his 1869 play le Passant and swiftly 

became an establishment figure in the literary world which tended to 

set him apart from his generation. Cros' talents extended from poetry 

into the field of experimental science which brought him into contact 

with a wide variety of Parisians before his premature death in 1888. 

Verlaine probably most successfully adapted himself to changing cir­

cumstances, enjoying a close relationship with each of the four poets 

in turn and developing from a member of Paris' literary bohemia in the 

l860s to a legend in the Latin Quarter towards the end of the century. 

Rimbaud and Nouveau both opted out of Western society without having 

achieved general acclaim in their lifetime, the former to a dubious 

trading existence in the East, the latter to a life as a mendicant 

hermit in his native ~. Thirdly and most significantly, in terms of 

the relation between poetry and the city displayed in their writings, 

the influence of Baudelaire, the 'roi des po~tes' is evidenced or ack­

nowledged in the works of all five poets. Verlaine effected undoubtedly 

the greatest tribute to Baudelaire in his 1865 article on the poet, 

Rimbaud followed suit in the so-called 'Lettre du voyant', Cros, in 

Baudelarian works such as 'L'Heure froide', Nouveau in'Les Grands 

boulevards' and Coppee in his short story 'Paris' from Longues et breves. 

This group of poets can thus be set in a literary tradition established 

b the .. l' ' . .., 10 y Or1glna gen1e par1S1en • 

The chronology of the thesis was decided upon to correspond with the 

dates of Baudelaire's death (1867) and that of the Symbolist Manifesto 

(1886). 1867 was chosen because that generation of poets which rose out 

of obscurity around and after this date (by which time the effect of the 

second edition of les Fleurs du Mal had percolated through the literary 

world) had a different perspective on the city as an environment and as 

a potential poetiC theme from that of previous generations. In a social 

and geographical sense, Haussmann's development of the capital had drawn 

their attention to older parts of the city which were disappearing and 

which could be preserved through poetry, and to new aspects of urban decor 

10verlaine,0.c. en prose, p.603. 
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equally worthy of celebration. In an artistic sense, the enlarged 

'Tableaux parisiens' section of the 1861 les Fleurs du Mal and the 

gradual publication of the Petits po~mes en prose from 1862-9, had alerted 

them to the existence of intimate and symbolic links between the city and 

the individual poet, ('mise a nu d'une ~e dans une grande ville, mise a 
nu de l'ame d'une grande ville,)ll and to the full potential of the 

environment as a modernist theme. The change of attitude which occurred 

after Baudelaire's death rather than earlier is clearly shown in a 

comparison of the contributions included in La Parnasse contemporain of 

1866 and that of 1869. The former edition was still largely dominated by 

a Parnassian attitude of detached refinement; it included works with 

an exotic setting and an oriental subject matter such as Leconte de 

Lisle's 'Le R3ve du jaguar' and 'Le Coeur de Hialmar' and Catulle Mendes' 

'La Mystere du lotus' and 'L'Enfant Krishna'. Those Baudelaire 
~f"'M 

poems selected ~ete Nt~the 'Tableaux parisiens' while those of Coppee 

relied on the theme of ennui rather than that of the city. The edition 

of 1869 betrayed a considerable change of emphasis with a collection of 

Cop~e's Promenades et interieurs published, a Merat poem entitled 'La 
Ville', a 'Sonnet parisien' by Gabriel Marc and an Eu~ne Manuel poem 

entitled 'Le Spectre' which offered a scathing attack on prostitution 

in the city. 

1886 in its t~ also marked a particular point in the course of 

literary history being the date of the Symbolist Manifesto. Though on 

one level the manifesto merely crystallised in polemiC form poetic 

theories dating back to Baudelaire's 'Correspondances' and therefore 

was not revolutionary, on another level its call for the discovery of the 

'affinites secretes' and '~soteriques,12 of aspects of existence was 

symptomatic of a renewed interest in the S"f'Y\bol~c:, aspects of 

Baudelaire's poetry to the detriment of its urban importance. 1886 also 

had personal significance on the time-scale of the five individuals 

concerned. Rimbaud, for example, had abandoned European life and literature 

over five years previously, Nouveau had written his last important city 

pieces, the Petits tableaux parisiens,in 1882 and Verlaine had completed 

hiS, the prose pieces belonging to MEfmoires d'un veuf. Charles Cros was 

a sick man who would die two years later. Only Coppee was still making 

11 Albert Thibaudet, Int&rieurs (Paris, PIon, 1924), p.7. 

12 Jean Moreas in the 'Manifeste du Symbolisme', Le Figaro 18 September 

1886. 
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regular contributions as a city poet in the late 1880s, though it could 

be argued that by this point his poetry had lost the original charm and 

freshness it had displayed in earlier years. When all is said and done 

on the question of dates, it must be admitted that a certain amount of 

leeway has been allowed in relation to the two decades chosen. However 

justifiable particular years may be in some respects, in the final 

analysis they often come to represent too restrictive a set of guide­

lines. Verlaine's 1865 article on Baudelaire is a noticeable example 

of a key text which falls outside the catchment area of the thesis yet 

is too important to be ignored. The same point could be made of some of 

Cop~e's later verse composed after 1886. 

Finally those central notions of the city and poetry which feature in 

the title of the thesis also deserve some clarification. The thesis could 

almost have been entitled 'Paris and Poetry' if it had not been for rare 

poems by Rimbaud and Verlaine which touch on Brussels and London and 

for the 'Villes' series of the Illuminations which, in view of their 

author's deliberately vague title, it was felt would have been unfair to 

restrict to a specifically Parisian study. So the general term 'city' 

was held to be preferable. In a geographical sense, therefore, ' city' 

has been used to refer to the three great metropoli of PariS, London and 

Brussels. Charleroi bas however been included by virtue of its d;atus as 

an industrial centre, whereas Charleville and Arras (considered to be 

provincial towns rather than cities by the poets who refer to them) occur 

for the oontrast they offer to the three European capitals mentioned. As 

regards defining a city poem by its content and subject matter, attention 

has been paid not merely to poems where a verifiable and authentic city 

scene is portrayed, complete with use of proper names, local colour and 

recognisable physical details, since it is evidently possible for the 

ci ty to pervade a poem wi. thout tJ.e. words 'ville' or ! Paris' oocurring. 

Works describing clearly urban experiences, such as those of alienation 

and transient love, works written from a particular viewpoint which 

reveals the 'transformation de la sensibilite resultant de la vie 

citadine,13 and works concerned with vague urban notions such as 

13France Joxe, 'Ville et moderni te dans les Fleurs du Mal', Europe 45 

(April-June 1967),139-162 (p.148). 
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Parisianism or noctambulism all find a place beside the more descriptive 

pieces considered. A strict definition of a city poet was not considered 

essential at this stage of the study since the proportion as well as the 

calibre of city-poetry in the works of each writer varies so much and 

renders generalizations impossible. To guard against an unbalanced view 

of the five figures they have thus been considered less as city poets 

from the outset rut rather as poets who lived and worked in cities and who 

were inevitably inspired, consciously or unconsciously by their surroundings. 

The term 'poetry' refers both to poems in verm and prose and on certain 

occasions has been extended to embrace journalistic pieces on the 

boundary of prose poetry and poetic prose such as Nouveau' s Petits tableaux 

parisiens. This has allowed neoessary attention to be gi. ven to a selection of 

relatively little-studied works in both genres)such as Verlaine's prose 

Mtlmoires d'un veuf ,for example, which have been frequently ignored in 

favour of his poetry in verse and in particular to two Rimbaud verse 

poems, namely 'Bruxelles' and 'Est-elle almee?', which have often been 

neglected in favour of his prose Illuminations. 

In a general sense the city in the nineteenth century offered a 

virtually inexhaustible theme 'lourde d'une masse poetique,.l4 Visually 

it was a kaleidoscope, offering a captivating and varied spectacle to the 

sensitive observer. Physically it was a labyrinth, formed of buildings 

and dtlcor which could suggest a vi tal human presence on occasions, but 

also, in moments of depreSSion, could be fraught wi. th symbols of 

loneliness and reminders of mortality. Beyond the traditional salutation 

of the city as a centre of civilisation or the rhetorical condemnation of 

the urban environment as corrupt and corrupting, the city theme was 

endowed with a personal dimension to be discovered and explored by each 

individual poet. The discovery and exploration of the city theme by 

Cop~e, Cros, Verlaine, Nouveau and Rimbaud in the two decades following 

Baudelaire's death, is the subject of the thesis in hand. Attention will 

thus be given to illustrating the full variety of these poets' reliance 

on the city theme in terms of their personal choice of subject matter 

and use of poetiC techniques. Detailed reference will be made to individual 

texts. The thesis will also endeavour to isolate the indi viduali ty of 

each poet in the sphere of city poetry and to point to those specific 

14 Luc Duret and Bruno Hongre, Paris et les poetes (Toulouse, Centre 

r~gional de documentation pedagogique, 1969), p.l. 
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factors, (social, political, artistic and so on) determining their 

originality. A chapter will be reserved for each poet, with frequent 

cross-references to his four contemporaries,~d to Baudelaire)as is 

necessitated by a stu~ of this kind. Detailed assessments of the poets' 

individual contributions to the city theme are to be given at the end 

of each chapter while a wider assessment of their worth in a tradition 

of urban literature will be reserved for the general conclusion. Two 

appendixes have permitted comments on a series of parodies of Coppa'e' s 

urban dizains by Cros, Verlaine, Nouveau, Rimbaud and by a group of their 

less illustrious contemporaries and a listing of supplementary parodies 

of Cop~e which featured neither in the Album zutique nor in the Dixains 

realistes. It is hoped through this additional information to highlight 

contemporary attitudes to the one poet of the five acclaimed as a city 

poet in his own lifetime and to offer more than a limited twentieth­

century view of a fascinating period of French poetic life. 



CHAPrER 1 

FRANCOIS COPPEE: A POm' OF URBAN NOSTALGIA 

Although often criticised for banality and lack of imagination Franyois 

Coppee was in one respect exceptional among the group of five poets chosen 

for inclusion in this study. Only he, by virtue of his parentage and place 

of birth, qualifies to be described as a true Parisian. This is a point 

appreciated by his contemporaries, critics and poets alike, and by Coppee 

himself. Adolphe de Lescure has described Coppae as being 'marque du sceau 

d tune origine parisienne sans alUage', 1 while Jean Richepine speaking at the 

ceremony of inauguration of Copp-'e's mOllUJllent in Paris in 1910, emphasised 

his 'qualite de poete pure.ent parisien'. 2 Coppae makes the following obser­

vation on himself in a collection of reminisoences published towards the end 

of his literar,y lif., 

Je suis un Parisien pur sang, ne 1 Paris de parents 

parisians, 'lev. a Paris; j'ai s_e SIlr ses pavt/s 

tOU8 mes rives, j'y recolte tous mes souvenirs. Je 

n' aime pas awl_ent Paris colllle 1a plus belle ville 

du monde, mats come mon cher Pl1's natal, et je me 

plaia a noter .ea divers aspects, comme un amant 

grave dans sa memoire le. difterentes p~sionomies 

qu 'a rev.tuea i. aes yeux une mattresse bien-aimee. 3 

1 Adolphe de Leaoure, Francois Coppee (Paris, Lemerre, 1889), p.4. 

2 From the speech of Jean Richepin in Inauguration du monument 'leve a la 

memo ire de Francois Coppee a Pari. le 5 juin 1910 BUr la place St Fran519i. 

Xavier (Paris, Firmin Didot, 1910). 

3 FrangoiB Coppee, Souvenirs d'un Parisian (Paris, Lemerre, 1910),pP.~;1-9. 
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In addition to indicating at this early stage some of the key aspects of 

Coppae's city poetry (use of memory, pleasure in the variety of the capital 

for example) which will be considered in depth later, this comment under­

lines Coppee's pride in his heredity and native city and genuine love for 

the same. 

Copp6e's unique standing as a pure bred Parisian naturally affects his 

attitude to the city, in his case to the city of Paris. From the outset he 

approaches the subject in a different state of mind from the poet attracted 

to the capital as a 80cial or literary oentre from which he is able to 

retreat back into the less d8lllanding environment of the province at will. 

Paris constituted for Coppae not just a literary but a complete personal 

enviroDDlent intricately bound up with memories of childhood and as import­

ant a factor as parental influence in the shaping of his present character. 

'!'he real Parisian, as opposed to the 'hollllle qui vit 1 Paris,4 for whom the 

capital is simply a t_porary attraction, will in Coppee's words be obliged 

to love Paris 'co_. un. patrie' because 

Crest 11 que 1 'attachen.t les invisibles chalnes du 

coeur, et s'il est fore' de s"loigner pour un peu 

de temps, il eprouvera, comme Mme de Stae~, la 

nostalgie de son cher ruisseau de la rue du Bac.5 

Copp6e's relationship with the city is therefore not that of an intellec­

tual observer or one which has grown in attachment through the years but 

one that is innate and emotional, assured by 'les invisibles chalnes du 

coeur'. As the poet himself reinforces the point in a later nouvelle, 

Le vrai Parisien [ •.• ] aime son Paris de coeur et 

d'instinct, cOIBe Ie Breton aime sea. genlts, Ie 

Bourguignon ses coteaux plant~s de vignes, Ie Nor­

mand ses profonds herbages, Ie Proven~a1 ses olivet­

tes, Ie B4arnais s& montagne verte et 8nsoleillee.
6 

4 From 'Deuxi"e Canserie faite en 1879 dans la salle des oonf4rences du 

Boulevard. des Capuoines', reprodUced in Souvenirs d 'un parisien, p .165. 

5 Souvenirs d 'un Earisien, p.166. 

6 From 'Paris' in the colleotion Lonf8M et brtlves (Paris, Lamerre, 1894), 

p.225. 
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This close, inborn relationship between the nascent poet and his native 

environment makes for a particularly sympathetic and authentio response 

to Paris and its inhabitants in the mature writer.7 It is not literary 

affectllabn which makes Coppae affirm, 

or 

C'eat vrai, j'aime Paris d'une amitie malsainej 

J'ai partout le regret des viewt borda de 1& Seine, 

(Promenades et interieura x) 

Lea humbles, les vaincus r'signes de 1a vie 

Restent mea pr6fe~s toujours. 

('Le Roman de Jeanne') 

He is apeaking rather a personal truth. Similarly on account of his con­

tented Parisian upbringing Copp'e'a poetio development did not set him up 

againat the environment in whioh he was born, as did Rimbaud' s, nor did he 

oontrive to reject it in any ~. Moreover despite his childhood experience 

being limited. to the urban setting Copp'. rarely undertook to explore beyond 

it in later life or to seek his inspiration from altemative sPheres.8 

7 I f the 'ooDlllWlion int ime d' eapri t et de ooeur' ( Georges Druilhet, y!! 

Polte francais. Francois Copp'e (Paris, Lemerre, 1902), p.71) existing 

between himself and Paris had the effect of disposing Copp'e from the 

outset more kindly to his subject (of'te the Parisian public at the 

turn of the decade 1869-70) one might argue the reverse; that his sub­

ject also warmed to Coppee aa they recopised in his poetry areas of 

their capital oit7 and portraits of their fellow inhabitants with which 

they oould idetif',y. The intimate link between the poet and his oity did 

not just represClt a one wq flow therefore but a dual movement of ap­

preciation and oelebration. Appreciation and celebration of Paris and its 

people b7 the poet followed b7 a reciprooal appreciation and oelebration 

of Copp'e b7 supporters of his poetry. 

8 A pos.ible exception to this in the early PO" i. 'Benidiotion' from 

PgJae. mod.eme. which i. aet in Spain during a military campaign. The 

work had. a phenomenal. INooess at the time of its composition (1869) as 

a recitation pieoe and was oonsidered too well-known to merit quotation 

by- Lascure in his 1889 voluae Francois Coppee. 
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His parochialism in terms of subject matter ms-v be interpreted as indica-

tive of a lack of ambition, (Coppee certainly, perhaps fortunately did not 

aspire to great heights)9 but its positive aspect is that the poet's interest 

was almost permanently focused on what he knew and. loved best. His sincerity 

in the majority of poems cannot therefore be questioned. Finally reinforcing 

the criteria dictated by personal taste and upbringing, Coppae also discovered 

early in his career that Paris' life was in tune with the rhythm of his own 

poetic imagination. Writing in a letter to his family from St-Gratien in 

1869 he speaks of 'la torpeur de la campagne, qui dompte si vi te 1es Pari­

siens et 1es rend incapables de toute energie intellectuelle' .10 If country 

life stultified his inventiveness, city life excited it, so it is natural 

that he should have chosen it as the corner stone for his poetry. 

Though rapidly convinced in his choice of the city as a theme on account 

of his sentimental attachment to it and because of the incentive offered to 

his imagination by the varied stimu.li of the 'ville aux contrastes etranges' , 11 

it would be wrong to asllUDle that Coppae operated no system of selection in 

dealing with the different aspects of the theme (city scenery, city inhabi­

tants for example). As he arrived at his choice of theme for strictly per­

sonal reasons so he concentrates on those particular aspects of that theme 

which have 'Significance for him personally either because of the memories 

of the past infused in them or because of meditations on the present or hopes 

for the future which they inspire. In the already quoted 'Deuxieme Causerie' 

of 1879 Coppae makes a protracted comparison between the rural and urban 

individual and states categorically the superiority of 'sentiments' and 

'souvenirs anciens [ ••• ] que le po~te y rattache' 12 as inspirat ional material 

for the latter, over the bare physical details of a scene: 

9 Coppae gives a modest appreciation of his own poetr,y in his speech of accept­

ance to the Academie Frsluiaise on 18 December 1884. As opposed to the power­

ful tones of Victor de Laprade whose seat Coppae was taking, Coppae likens 

his own works to 'la petite chanson du bouvreuil en cage sur une fenetre de 

faubourg'. (Discoura de reception a l'Acadeie Franyaise, prononc'sle 18 

decembre 1884 (Paris, Lemerre, 1914). 

10 Fran90is Copp'e, Lettres a sa mere et a sa soeur: 1862-1908, edited anony­

mously (Paris, Lamerre, 1914), p.21. 

11 From 'Trois aDa apres' in Dans 1a PrUlre et dans 1a Lutte (Paris, Lemerre, 

1906). 

12 Henri Schoen, Francois Coppae, l'homme et le polte (Paris, Lemerre, 1906), 

p.40. 
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Heureu.x celui qui habite la campagne a ce deli­

cieu.x moment de la vie! C'est un lit de mousse sous 

les chines; c'est Ie bord d'une petite riviere au 
bouillonne l'eau d'un moulin, c'est un chemin creux 

dans la vallee, c'est une prairie de fleurs et de 

papillons. [ ••• 1 Mais l'enfant de Paris qui, 

toujours priva d'air libre et d'horizon, ne voit 

dana aon pasa' lointain que dea rues tortueuses et 

les quatre mura d'un collige, il faudra bien, s'i1 

eat poete, qu'il recolte lea souvenirs semes au temps 

de sa jeunease sur dea chemins dapaves et dans des 

maisona de platre, et qu'il Bache faire tenir dans 

un couchant vert et rose, aperc;u au bout d 'un fau­

bourg, toute la morbide .elancolie de l'automne, et 

dans une matinee de soleil pr's des 111as, au Luxem­

bourg, toute la joie divine du printemps.1 3 

To convey the comparatively easy task of the country dweller attempting to 

poeticiae his environment Coppae employs images of softness, 'un lit de 

mousse' and protection, 'sous les chines' and 'un chemin creux' to describe 

the natural world. He emphasises its harmonious activity in the image of the 

mill powered by the strength of a foaming river and points to its dazzling 

colour sche.es, 'une prairie de fleurs et de papillons'. The city poses a 

greater challenge to the literary man being a harsh constrictive environment, 

'priva d'air libre et d'horizon' in which the poet can feel lost ('rues tor­

tU8Use.') or enclosed (, quatre murs d 'un collage') if his own imaginat ion is 

not capable of drawing the maximum from the simple, everydl\Y Bcenes and ex­

periences he i8 offered. Considered in relation to the memories which they 

evoke or 'releva par un sentiment delicat',1 4 however, city scenes and ex­

periences ean be heightened so that ultimately a watery city sunset glimpsed 

between the rooftops can become symbolic of autumnal melancholy, just as the 

blossoming of captive flowera in a Pariaian park can be as powerful as the 

flouriahe. of sprtngt ilIe in nature. 

13 ~oted by Lescure, pp.6-7. 

14 Souvenirs d 'un Pariaien, p .159. 
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The links Coppae perceive. between personal sentiment, especially mem­

or,y, and his immediate surroundings henceforth dictated his choice of those 

specifio areas of the oapi tal to be portra;yed in poetry. 15 Born in the rue 

St Msur, now rue St Germain, in 1842, Coppae lived in the vicinity of the 

Jardin du Luxembourg in the Quartier Latin until he was twenty and the family 

moved to Montmartre. His preference for his native Rive Gauohe has been noted 

by Lesoure who speaks of Copp'e's 'Paris natal' as opposed to the 'Paris ele­

gant', and was affirmed by Coppae him.elf in the nouvelle 'Paris'. 

Je ne suis qu'un vieux flaneur de Paris, on 

le sait, un songe-creux qui choisit pour ses 

promenades solitaires les quartiers paisibles et 

les banlieuea melancoliquea. Le bruit torrentiel 

de. voitures sur les boulevards m'etourditi 

le hurl_ent qui s'eohappe du portique de la 

Bourse m,epouvante. [ ••• ] Au tumu.lte des grands 

boule~s je prefere l'extreme tranquillite 

de certaines rues de la rive gauche, o~ l'on 

entend chanter les serins en cage; et si magni­

fique que soi t I' avenue du Bois sous aes fron­

daisons printani.res, vous me rencontrerez 

plus volontiers dans les all'es tournantes 

du vieux Jardin des Plantes. 16 

Primarily therefore many of Coppae' s poems belong to the Left Bank and are 

set in and around the Jardin du Luxembourg17 and the winding streets of the 

Qu&rtier Latin 18 rather th8l1 in the Grands Boulevards.19 Elsewhere hiB 

15 The variety of characters used by Coppee are alao affected by his personal 

feelings. Thia is a point to receive further detailed treatment later. 

16 'Paris', p.208. 

17 Suoh as 'L. Bane', (Polme. moderne., 1869), 'Un Fils', (LeB Humbles, 1872), 

PrOJlenade. at int'riMlrB XXII and XXXVI, (1869), 'Moreeau a quatr. main.' 

and 'Ilatin d'ootobre', (Le Cabier roup, 1874) and 'Au Jardin du Luxem­

bourg', (Conte. en vera et po'.1e. diveraes, 1886). 

'S8 Suoh as 'Dan. la rue', (Le. Huable., 1872), Prollenades et interieura XXVIII, 

XXX Uld XXXVII, (1869), 'En Bateau.-tlouche', (Le Cab1er roue, 1874), 

'Olivier', 1876, three 'oonte. pari.ics" 'La Jlarohand. d. JOUl"Il&1lX', 

'Les Bouole. d'oreille.' and 'Le ROmUl de Jeanne', (Conte. en verB et 

poesie. diverae., 1886) as well &8 'Une Aumane', 'Le Bateau""'flOuohe' and 

VIII of the 'Dixains', al.o in Conte. en vera et poesies diverae •• 

19 Germain Nouveau on the other hand inoluded a piece entitled 'Le. Granda 

boulevard.' in his Petits tableaux parisiens. It was first published in 

La Nouvelle Lune 4 February 1883. 
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subject is the 'terrains vagues,20 of the banlieue21 in contrast to the bust­

ling commercial centres and aristocratic milieu of the Bois de Boulogne. 22 

The poem 'Ballade en 1 'Honneur de la Rive Gauche' published in 1890 towards 

the end of Coppae's career gives a clear explanation and illustration of the 

poet's preference for the Left Bank area and points to retrospective reasons 

for this preference which can be applied successfully to earlier poems. 

Le Paris chic eat sur la Rive Droite. 

Dieul que d 'hatels lou's pour de longs bauxl 

Mai. ce. splendeur. n'ont rien que je convoite, 

Car j 'y vois trop de gens qui font les beaux, 

Trop de bouraiera, de juifs et de cabots. 

Je Ie sais bien, c'eat 11. qu'on fait fortune. 

Pourtant ce luxe effnn. m' importune; 

Et ma raison, pour lui tenir rigueur, 

B'a paa le sen. commun, mais c'en est une: 

La Rive Gauche eat du cote du coeur. 

C.'est la province avec sa vie _troite. 

On dort, 1& nuit. Hi cercle. ni tripot •• 

Le bouquineur y fouille dans la boite; 

Mainte fenitre a des roses en pots. 

o vieille France' 0 coins de tout reposl. 

Allez donc voir par un beau clair de lune, 

Quai lIalaquai. ou bien quai de Bethune, 

Couler la Seine ou aiffle un reaorqueur ••• 

Ilai. oe1a vaut Veni.e et sa lagune' 

La Rive Gauohe eat du oot. du coeur. 

20 The phrase i. used by M. Cherbuliez, Directeur de l' Academie, on the oc­

casion of COPPH' s acceptanoe into the Academie Fran9aise. Discours pronon­

oe. dan. 1a seance publigue tClue par 1 'Academie Frangaise pour la reception 

de M. FrangoiB Copp'e Ie 18 dec_bre 1884 (Paris, Lemerre, 1884), p.36. 

21 Such as 'Adasio', (Le Religuaire, 1867), 'Le Defil", (Poemes modernes, 1869), 

Intimit'. IX and X, (1868), 'Petit. Bourgeois', (Les Humbles, 1872), 'En 
Faction', (Ecrit pendant le .i~ge, 1870), and Promenade. et tntarieurs IV 

and VIII, (1869). 

22 'Le Bois d. Boulogn.' i. also the title of one of Nouveau's Petits tableaux 

par18l.ai'. 
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Loin du theatre a l'atmosphere moite, 

Des omnibus train6s par trois chevaux 

Et des jobards qu'a la Bourse on exploite, 

On trouve encore ici quelques cer~ux 

Sur de vieux airs rimant des vers nouveaux. 

Pour ces nalfs, de politique aucunej 

Et, fichtre! c'est une heureuse lacune. 

On reve en paix, loin du Paris blagueur, 

Et l'on y vit chacun pour sa chacune. 

La Rive Gauche est du cote clu coeur. 

Envoi 

On vous trompa, disgrace assez commune. 

Passez les ponts, cher prince, sans rancune 

lci l'amour fid~le est en vigueur. 

Ma blonde y loge; B3ez-y votre brune 

La Rive Gauche est du cote du coeur.23 

Here we are given a picture of Paris as a divided city on three levels. 

Literally and geographically it is split by the Seine. On a human level it 

is divided by the incompatible sentiments of its inhabitants and on a per­

sonal level for the poet it is divided by his contrasting attitudes to the 

different sectors of its population. The Right Bank enjoys material opulence 

by making the acquisition of money its main concern; yet for all its extrava­

gance 'ce luxe effren~' the rich population of stockbrokers, bankers and 

moneylenders lack the emotional vitality of their compatriots on the Left 

Bank. The Rive Gauche on the other hand, is 'du cot~ du coeur' since its 

quiet provincial atmosphere (1.11) and the close contacts demanded by its 

everyday life favour sincerity and mutual consideration among its inhabi­

tants. As well as recogni~ing in the Left Bank the friendliness, courtesy 

and simplicity Coppee considered characteristic of his native town he Was 

irresistibly drawn towards this area and the banlieue on a personal level 

because of the persistence there of the physical stimuli, in terms of sights 

and sounds, necessary for the imaginative recreation of the Paris 'naif et 

ingenu' of his childhood. 24 These two settings are thus repeatedly linked 

with the theme of memory which plB3s such a large part in Copp~e's city poetry. 

23 From Les Paroles sinceres in Poesies, 1886-1890, pp.80-82. 

24 Souvenirs d'un Parisien,p.260. 
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The special power and significance of Coppee's urban nostalgia is 

clearly demonstrated in a speech made by the poet in 1879 in the Salle 

des Conferences du Boulevard des Capucines. Speaking again of the 'vrai 

Parisien' he says, 

Dans cette ville dont [ ••• ] il conna1t tous 

les pav~s, mille souvenirs l'attendent, dans 

ses promenades, au coin de tous les carrefours. 25 

Memories for Coppee are thus not just vague and insubstantial phantoms but 

are thought of in concrete terms,lounging on street corners like long lost 

friends waiting to accost the poet on his wanderings. Hence the vivid im­

mediacy of the flashbacks brought by his flanerie which Coppee goes on to 

describe IS almost Proustian in impact: 

Une paisible rue du faubourg Saint-Germain, 

dont le silence est rarement trouble par Ie fracas 

d'un landau ou d 'un coupe de maitre, lui rappelle 

toute son enfance; il ne peut passer devant une certaine 

porte de cette rue sans se revoir tout petit sur sa chaise 

haute. 11 ne s'arrete jamais devant les librairies en plein 

vent des Galeries de l'Odeon ( ••• J sans se souvenir de 

l'epoque ou, ses cahiers de lyc~en sous le bras, il faisait 

l~ de longues stations et lisait gratis les livres des 

poetes qu'il aimait deja. Enfin il Y a quelque part - il 

ne dira pas ou - une petite fenetre qu'il aper~oit en se 

promenant dans un certain jardin public, et qu' il ne peut 

regarder en automne, vers cinq heures du soir, quand Ie 

coucher du soleil y jette comme un reflet d'incendie, sans 

que son coeur se mette a palpiter, comme il le sentait 

battre, il y a longtemps, il y a bien longtemps, mais dans 

la meme saison et a la meme heure, alors qu'il accourait 

vers ce logis avec l'ivresse de la vingtieme annee, et que 

la petite fenetre, alors encadree de capucines, s'ouvrait 

tout a coup et laissait voir, parmi la verdure et les fleurs, 

une tete blonde qui souriait de loin. 

The proper names mentioned here, Faubourg Saint-Germain, l'Odeon and 'un 

certain jardin public' (probably the Jardin du Luxembourg) localise the 

setting of Copp6e's reminiscences again on the Left Bank in those 'coins 

t · ~, d' 11 t·' 26 h h th d h· . . t' re ~res an rue es excen r1ques were e ga ere 1S ~sp1ra lon. 

25 Quoted by Lescure, pp.16-17 • 
26 Souvenirs d'un Parisien, p.60. 
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His use of the present scenes for recollection and recreation of the past 

through memory, his movement from 'spectacle exterieur' to 'spectacle in­

terieur,27 apparent here, is also characteristic of his early city poetry 

as a whole. 

'Adagio', a poem from Coppee's first published collection Le Re1iquaire 

(1867) is a representative poem of memory and imagination. 

La rue etait deserte et donna it sur 1es champs. 

Quand j'a11ais voir, l'ete, 1es beaux solei1s couchants 

Avec 1e reve aime qui partout m'accompagne, 

Je 1a suivais toujours pour gagner 1a campagne, 

5 Et j' avais remarque que, dans une maison 

Qui fait l'ang1e et qui tient, ainsi qu'une prison, 

Fermee au vent du soir son etroite persienne, 

Toujours a la meme heure, une musicienne 

Mysterieuse, et qui sans doute habitait la, 

10 Jouait l'adagio de 1a sonate en 1a. 

Le soleil se nuan~ait de vert tendre et de rose. 

La rue etait deserte; et le flaneur morose 

Et triste, comme sont souvent les amoureux, 

Qui passait, l'oeil fixe sur les gazons poudreux, 

15 Toujours a la meme heure, avait pris l'habitude 

D'entendre ce vieil air dans cette solitude. 

Le piano chantait sourd, doux, attendrissant, 

Rempli du souvenir douloureux de l'absent 

Et repro chant tout bas les anciennes extases. 

20 Et moi, je devinais des fleurs dans de grands vases, 

Des parfums, un pro fond et fun~bre miroir, 

Un portrait d'homme a l'oeil fier, magnetique et nair, 

Des plis majestueux dans les tentures sombres, 

Une lampe d'argent, discrete, snus 1es ombres, 

25 Le vieux clavier s'offrant dans sa froide pa1eur, 

Et, dans cette atmosphere ~mue, une dou1eur 

Epanouie au charme ineffable et physique 

Du silence, et de 1a fra1cheur, de la musique. 

Le piano chantait toujours plus bas, plus bas. 

30 Puis, un certain soir d'aout, je ne l'entendis pas. 

Depuis, je mene ail1eurs mes promenades 1entes. 

27 The terms are those used by Lescure, p.190 • 
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Moi qui hais et qui fuis les foules turbulentes, 

Je regrette parfois ce vieux coin negli~. 

Mais la vieille ruelle a, dit-on, bien change: 

35 Les enfants d'alentour y vont jouer aux billes, 

Et d'autres pianos l'emplissent de quadrilles. 28 

Section 1, (lines 1-30 of the poem) written in the imperfect tense, form 

a nostalgic reminiscence on a past phase of the poet's life involving a 

series of evening meanderings in the outskirts of Paris. The geographical 

setting is the banlieue where town fades out into country (lines 1-4) 

while the temporal one, to reinforce the elegiac tone, is crepuscule, the 

mid-waJ' stage between daJ' and night, ('Le ciel se nuan9ait de vert tendre 

et de rose'). The poet's wanderings lead him to a house seemingly isolated 

in this half-world from behind whose shutters issues the sound of muted 

piano music. On one level the adagjo serves to create a whole physical 

environment external to his own in the poet's mind. He imagines the pianist 

to be female, 'une musicienne mysterieuse' , the room in which she is play­

ing to be sparsely furnished and presided over by the gaze of a male portrait. 

On another level it conjures up emotional sensations causing the poet to 

speculate on a relationship between the 'musicienne' and the 'homme ~ l'oeil 

fier' and also to sense the pervasive memor,y of their affair in the house. 

Le piano chantait sourd, doux, attendrissant, 

Rempli du souvenir douloureux de l'absent 

Et reprochant tout bas les anciennes extases. 

Intensif,ying his involvement Copp~e identifies with the protagonists in the 

unhappy love affair, he describes himself as 'triste, comme sont souvent les 

amoureux' and is suddenly aware of the pain and sadness communicated by the 

silent streets, 

Et, dans cette atmosphere eroue, une douleur 

Epanouie au channe ineffable et physique 

Du silence, de la fraicheur, de la musique. 

With the final couplet of section 1 the adagio fades and disappears, symbolic 

of the passing of the love affair or possibly of the death of the 'musicienne 

mysterieuse'. The poem's striking conclusion 'Je ne l'entendis pas' in the 

past definite and followed by a typographic space which provides a visual 

counterpart for the silence left by the disappearance of the music, success­

fully marks both the end of the imagined relationship and the poet's own 

abrupt return to present reality. Lines 31-36 form a postscript ~here Coppee 

still feels a vague attraction to the 'coin neglige' on account of the con-

28From Le Reliquaire, Poesies 1864-1869,pp.12-13. 



- 12 -

trast it offers to the noise and bustle of the city centre, but the area's 

unique personal value has clearly faded away with the musical stimulus to 

his imaginat ion and memory. 

A more intimate example of the nostalgic theme in Coppee' s city poetry 

occurs in 'Olivier', a semi-autobiographical poem published by Lemerre in 

1876. This lengthy work recounts the sentimental journey of a young poet 

who despite overnight success in the literary world and numerous brief love 

affairs still feels the need for some deeper experience to give meaning 

and direction to his life.29 CharacteristicallY,Copp~e's point de depart 

is a Spring Sund~ in Paris where his hero, perceiving the capital's gaiety 

to be at variance with his own disconsolate mood, decides on departure in 

search of his ideal. \f.hilst deciding the direction to take he is inspired 

by the melody of a childhood lullaby coming unexpectedly to mind and stimu­

lating first a reflection on his dead mother and then the following series 

of reminiscences on his previous life in the country: 

Quand soudain - Is memo ire a de ces bons caprices 

II fredonna tout bas ce refrain des nourrices 

Qu'il entendait jadis, rythme par Ie rouet 

De sa m~re, du temps quta ses pieds il jouait 

Au soleil, sur Ie seuil de sa maison de veuve. 

II se souvint alors de la pierre encore neuve 

Qui la couvre, parmi l'herbe epaisse qui croit, 

A cote de Is vieille eglise de l'endroit, 

Et sur qui, vers Ie soir, l'ombre du clocher tombe. 

II resolut d'aller pleurer sur cette tombe 

Et d'en orner de fleurs la simple croix de ferj 

Et, comme si ce rUt un souvenir d'hier, 

II revecut les temps lointains de son enfance. 

- Oui, c'est la qu'il irait. - Et, fremissant d'avance 

De plaisir, il avait sous les yeux Ie tableau 

Des sveltes peupliers qui se mirent dans l'eau 

En munnurant tout bas leur chanson familiere, 

Et de la ville blanche au bord de la ri viere. 

o l'enfancel 0 Ie saul et divin Bouvenirl 

Lac sans ridesl Miroir que rien ne peut ternirl 

Olivier revoyait les plus minimes choses, 

La chaumiere natale aux espaliers de roses, 

29 Coppee's own reputation was made overnight with the first performance 

of Le Passant on January 14, 1869 with the young Sarah Bernhardt in the 

role of Zanetto. 
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Le vieux fusil, au mur par deux clous ret enu , 

De ce pere defunt qu'il n'avait jamais connu, 

Le grand lit qu'enfermait l'alcove en ooiseries, 

Le bahut de noyer aux assiettes fleuries, 

Et Ie grand potager derriere la maison 

OU, pour faire la soupe et selon la saison, 

Sa mere allait cueillir les choux-fleurs ou l'oseillej 

- Puis l'ecole, ou parfois Ie tirait par l'oreille 

Le ma~tre en pince-nez de fer, 9:1 bonnet noir, 

Et l'orme de la place ou l'on dansait le soir 

Et qu'un jour de moisson avait frappe la foudre, 

Et l' enseigne o~ Jean-Bart pres d 'un baril de poudre 

Fume, pour indiquer le debit de tabac, 

Et le lavoir qui rit, et Ie vieux cul-de-sac 

au l'on jouait sous la charretle abandonnee. 30 

Not only are the different scenes of home and school and his nati\Ce village 

presented in visual clarity before him, the poplar trees are 'un tableau', 

his memory a 'lac sans rides' and a 'miroir que rien ne peut ternir' but the 

intenSity of the recollection is such that Olivier re-experiences briefly 

the emotions of this past era, 'II revecut les temps lointains de son 

enfance'. This gives him a premonition of pleasure to come and seals his 

decision to return to the scene of his youth. In the case of the fictional 

character the untarnished mirror-image of the past retained by memory is 

matched by present reality and Olivier is quickly accepted back into a 

rural life whose sights, sounds and characters are barely altered since his 

childhood. In reality however circumstances do change dramatically especially 

in the progress-conscious life of a city, hence the value of a poet's im­

agination in capturing the past. Baudelaire makes the point in 'Le Cygne' 

from the 'Tableaux parisiens' section of Les Fleurs du Mal, where he says 

'Le vieux Paris n'est plus (la forme d'une vill~Change plus vite, helas! 

que le coeur d'un mortel); while Coppee reinforces it and insists on the 

role of memory as a preserving medium in a personal flashback which follows 

Olivier's sequence of reminiscences to f6rm part V of this poem: 

Tenez, lecteur! - souvent tout seul, je me promene 

Au lieu qui f'ut jadis la barriere du Maine. 

C'est laid, surtout depuis Ie siege de Paris. 

On a plante d'affreux arbustes rabougris 

Sur ces longs boulevards ou naguere des ormes 

30 Poesies, 1814-1818, pp.14-15. 
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De deux cents ans croisaient leurs ramures enormes. 

Le mur d'octroi n'est plus; le quartier se batit. 

Mais c'est la que jadis, quand j'etais tout petit, 

Mon pare me menait, enfant faible et malade, 

Par les couchants d'ete, faire une promenade. 

[ ... J 
Tous deux nous all ions voir 

Les longs troupeaux de boeufs marchant vers l'abattoir, 

Et quand mes petits pieds etaient assez solides, 

Nous poussions quelquefois jusques aux Invalides, 
N. .., 
vu., meles aux bada:uds descendus des faubourgs, 

Nous suivions la retraite et les petits tambours. 3l 

Five years after the fall of Paris Coppee explores alone those areas of 

the Left Bank frequented on walks with his father as a small child. Those 

elements of the scene which have disappeared or been transformed through 

time are painstakingly reconstituted by the poet as he turns the clock back. 

The scrawny shrubs now lining the boulevards were once lofty elms (felled 

during the siege for timber); there was once a toll gate and far fewer 

houses. Long-vanished characteristic sights such as the procession of 

cattle going to the slaughter and the colourful parades of soldiers are 

re-evoked. As in Olivier's vision of the past but more intensely so, 

emotions as well as visual miniatures are kindled in the poem. Transformed 

into the 'enfant faible et malade' of his childhood Copp'e is filled with 

a sense of love and respect for his long-dead father and his Christian 

virtues which persisted even in relative poverty. 

- Eh bien, quand m' abandonne un instant I' energie, 

Quand m'accab1e par trop 1e spleen decourageant, 

Je retourne, tout seul, a l'heure du couchant, 

Dans ce quartier paisible ou me menait mon pere; 
.. 

Et du cher souvenir toujours 1e charme opere. 

Je songe ~ ce qu'il fit, cet homme de devoir, 

Ce pauvre fier et pur, a ce qu'il dut avoir 

De resignation patiente et chretienne 

Pour gagner notre pain, tache quotidienne, 

Et se priver de tout, sans se plaindre jamais. 

- Au chagrin qui me frappe alors je me soumets, 

Et je sens remonter ames levres surprises 

Les pri~res qu'il m'a dans mon enfance apprises. 



- 15 -

.. , 
Je le revois, assez jeune encore, mais voute 

De mener des petits enfants a son cote; 

Et d . . ~ ., 32 e nouveau Je veux aLmer, esperer, cr01re •••• 

Appropriately encouraged by the religIDusterminology used to describe the 

saintly figure of his father, 'fier', 'pur', 'patient' and 'chretien', 

Coppee senses a forgotten pr~er come to his lips. As the lullaby in 

section IV provided a catalyst for Olivier so this pr~er works for Coppee 

intensifYing the physical and psychological actuality of past experience: 

'Et de nouveau je veux aimer, esperer, croire! ••• ' Although the final 

aspects of this poem (reminiscences of the poet's father and recreation 

of past emotion) are purely personal in character (Coppee in fact apolo­

gi7.9S in subsequent lines for these diversions from his narrative' other 

elements, such as details of the surrounding scene for example.are of 

interest to the general reader and even to the social historian. The 

strengthening of rarefied personal reminiscences of Paris with memories 

relating more generally to the reconstruction of time past ensures that 

Coppee's city poetry is not merely a self-indulgent exercise but also 

aims to preserve for posterity a Paris that is already, or is soon to be 

changed beyond recognition. It is thus through a sense of duty that coppee 

s~s of the 'enfant de Paris' in the conference of 1879, 'il faudra bien, 

s'il est poete, qu'il recolte les souvenirs semes au temps de sa jeunesse,.33 

A good example of Coppee's attempt to perpetuate a disappearing era 

is found in th'e poem 'En Faction' written during the siege of Paris. 

This work is doubly interesting as in drawing our attention to those 

areas previously frequented by himself which he feels are being destroyed 

for ever by the war, Coppee also perpetuates for future generations the 

frustrations of a Paris inhabitant during this troubled period of the 

city's history. The sheer fatigue of a man living a sealed existence, 

deprived of news from outSide, with only the occasional walk around 

the fortifications or ride on the chemin de fer de ceinture at weekends 

to alledate the boredom, is well conveyed. 34 

32Poesies, 1874-1878, p.19. 

33Quoted by Lesoure, p. 1 • 

34rn his Tableaux de si~ge (Paris, Charpentier, 1811), Theophile Gautier 

expresses the pleasure given to him by this latter form of distraction: 

En etat de siege, lorsqu'on est hermetiquement bloque, 

c'est une sensation agreable de prendre un billet de chemin 

de fer: (for the circular railway around PariS] on croit 

qu'on va partir; il semble qu'on soit libre! (p.62). 
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Sur 1e rempart, portant mon lourd fusil de guerre, 

Je vous revois, p~s que j'explorais naguere, 

Montrouge, Genti1ly, vieux hameaux oublies 

Qui cachez vos toits bruns parmi les peupliers. 

Je respire, surpris, sombre ruisseau de Bievre, 

Ta forte odeur de cuir et tes miasmes de fi~vre. 

Je vous suis du regard, pauvres coteaux peles, 

Tels encor que jadis je vous ai contemples, 

Et, dans ce ciel connu, mon souvenir s'etonne 

De retrouver les tons exquis d'un soir d'automne; 

Et mes yeux sont mouill&s des larmes de l'adieu. 

Car mon reve a souvent erre dans ce milieu 

Que va bouleverser la dure loi du siege. 

Jusqu'ici j'a11ongeais la ohatne de mon pi~ge; 

Triste capt if, ayant Paris pour ma prison, 

Longtemps ce fut ici pour moi tout l'horizon; 

lci j'ai pris 1'amour des couchants verts at roses; 

Penche d~s Ie matin sur des papiers morosas, 

Dans une chambre ou ma fantaisie etouffait, 

C'est ici que souvent, Ie soir, j'ai satisfait, 

A cette haure ou la nuit monte au ciel et 1e gagne, 

Mon desir de lointain, d'air libre et de campagne. 

Me reprochera-t-on, dans cet affreux moment, 

Un regret pour ce coin miserable et charmant? 

Car il va dispara1tre a tout jamais. Sans doute, 

Les boulets vont couper les arbres de la route; 

Et 1 'humble cabaret au je me suis assis, 

lncendie deja, fUme au pied du glacis; 

Dans ce champ depouille, morne comme une tombe, 

II croule, abandonne. Regardez. Une bombe 

A crev~ ces vieux murs qui ginaient pour Ie tir; 

Et, tels que mon regret qui ne veut point partir, 

Se briilant au vieux tOit, quelques pigeons fide1es 

L'entourent, en criant, de leurs battement d'ailes. 35 

35 From Ecrit pendant Ie siege in Poesies, 1869-1874, pp.82-84. 
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The geographical setting is once more the banlieue with the poet sitting 

on the ramparts of the city looking out towards the enigmatic environment 

of suburbia. Neither city nor country in peacetime, during the war the 

banlieue has become a forbidden no-man's-land. Like his fellow Parisian 

inhabitants Coppee is now literally trapped in the urban enclave, though 

at the same time as his body is imprisoned, his poetic imagination strives 

to see beyond to his past haven. Brief details of the familiar banlieue 

scene are discerned at a distance, rooftops nestling among the trees for 

example and others such as the distinctive smell of the river arrive 

independently as stimuli from afar. The abrupt realisation that the visible 

scene, possibly last seen at close range in springtime, has now taken on 

its autumnal colouring reminds the poet of time's relentless transform­

ations and of his own comparative impotence before them. 

Et, dans ce ciel cannu, mon souvenir s'etonne 

De retrouver les tons exquis d'un soir d'automne; 

Et mes yeux sont mouilles des larmes de l'adieu. 

At this point the increasingly nostalgic tone of the poem is reinforced 

by the combination of the three motifs of banlieue, autumn and crepuscu1e 

('cette heure ou la nuit monte au ciel et 1e gagne') representing ha1f-

w~ stages; consequently the sudden introduction of the vocabulary of 

war and destruction in lines 26-33 ('Incendie', 'bombe', 'tir') is 

rendered more striking in its effect. If the transformations of the seas­

ons are inevitable in the natural world, Copp~e implies the transformations 

of the man-made world wrought by bombs, cannonballs and fire are no less 

unavoidable in the present circumstances. They are simply less discriminat­

ory in their effects on the area wherein he had previously satisfied his 

Parisian desire for 'lointain', 'air libre' and 'campagne'. Like the 

pigeons who refuse to relinquish the memory of a burnt-out house which 

was their home, Coppee feels it is his responsibility as a poet not 

to abandon the disappearing landscape before his eyes. 'En Faction' thus 

commemorates the threatened scene for himself and for future generations. 36 

36 Copp~e'ssense of the need to preserve a Paris which was fast dis­

appearing is reflected in two popular contemporary newspapers 

L'Illustration and Le Monde illustre which both in 1866 ran a series 

of articles entitled respectively 'Le Vieux Paris' and 'Paris qui 

s' en .. va'. As a prelude to this forthcoming series of short texts and 

engravings of well-known buildings to disappear under the mason's 

hammer, &de Pontmartin drew his readers' attention to everyone's 



- 18 -

A significant trait linking a large proportion of the poems discussed in 

cormection with the theme of memory is their common use of the banlieue 

as a settinG. Coppee's attachment to the banlieue reveals an attempt by 

the mature poet to find an equivalent in modern Paris for the quiet and 

provincial atmosphere of the Left Bank in his youth and also involves the 

implicit rejection of other areas and aspects of city life appreciated by 

his contemporaries. Coppee's sentimental attraction to the banlieue over 

and above that to any other part of Paris a~d the poems in which this 

preference is displayed represent probably the high points in his poetical 

career. Basically Cop~e was attracted to the banlieue on account of its 

distinct difference from central Paris to which, despite his preference to 

the contrary, he found himself confined. 37 The monotonous routine of the 

working city certainly held no attractions for him as the prolific imaees 

of imprisonment employed in cormection with this kind of urban environ­

ment reveal. In Promenades et interieurs 11 he is a 'prisonnier d'un 

bureau', in 'En Faction' he is a 'triste captif ayant Paris pour ma 

prison' and in 'Le Musee de marine' (Les Humbles) 'forvat de Paris d~s 

lonetemps pris au pi~ge'. At the beginning of section 11 of 'Un B'Us' 

(Les Humbles) we can sense the poet's heartfelt sympathy for a created 

character whose tedious existence reflectsin part the poet's own 

experience of city life: 

responsibility to preserve through their imagination those portions 

of the city due to vanish: 

A mesure que Ie vieux Paris s 'efface et que Ie nouveau 

deploie ses merveilles il est naturel que l'imagination 

reagisse contre cette immense debacle de toutes les 

poesies du passe. II n'y a pas de cordeau pour Ie reve, 

et la fantaisie refait a sa guise ce que Ie marteau 

demolit. Plus les boulevards slallongent, plus les rues 

s'elargissent, plus les maisons s'alignent, plus leurs 

fa9ades neuves rivalisent de monotonie et de blancheur, 

plus aussi les souvenirs et les songes, ces pales oiseaux 

de nuit, viennent battre de l'aile a cette mince cloison 

qui separe, dans notre cerveau, Ie monde des chimeres du 

monde des realites. 
(LI Illustration 18 l-larch 1865) 

37 In the early stages of his career and certainly before the success 

of 'Le Passant' Copree' s personal income ( and that of hi s family for 

his father had died in 1862) was dependent on his salary as a clerk in 

the Minis~re de la Guerre. 
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Et Ie bon fils connut Ie spleen dans un bureau 

Le long regard d'envie a travers Ie carreau 

Sur Ie libre flaneur qui se promene et fume, 

( ... J 
Le calembour stupide dont il faut qu'on rie, 

L'entretien tres vulgaire avec le sentiment 

De chacun sur les chefs et sur l'avancement, 

Le travail monotone, ennuyeux et futile, 

Le degout de sentir qu'on est inutile,38 

Often offsetting the constrictive atmosphere of an office is the escape 

afforded to the poet each evening by his walk home, a flanerie which 

almost inevitably takes him to the outskirts of the city and the banlieue. 

Coppee's banlieue represents a half-way house neither fully rural or 

urban but wherein the best attributes of both environments are readily 

accessible. His banlieues can be 'paisibles' or 'melancoliques' 39 yet 

'pleines d'enfance et de jeux',40 composed of 'rue1les excentriques' and 

'coins retires',41 or of 'champs en friche,.42 Their infinite variety 

forms a further attraction for a poet repeatedly in search of a setting 

in tune with his own state of mind either happy or sad. In Promenades et 

interieurs XII for example the banlieue has become the setting for an 

open-air ball and is conducive to 'les eclats de rire a pleine bouche' of 

the participants. In Intimites IX on the other hand its sad and deserted 

streets mirror the melancholic state of mind of the poet thankfully es­

caping from the unpleasant and bustling atmosphere of the city centre: 

A PariS, en ~te, 1es so irs sont etouffants. 

Et moi, noir promeneur qu'evitent les enfants, 

Qui fuis la joie et fais, en flanant, bien des lieues, 

Je m'en vais, ces jours-la, vers les tristes banlieues. 

Je prends quelque rue1le ou pousse le gazon 

Et d~nt un mur tournant est le seul horizon. 

Je me plais dans ces lieux d~serts ou le pied sonne, 

au je suis presque sUr de ne croiser personne. 

38 From 'Un Fils' in Les Humbles, Poesies, 1869-1874,p.26. 

39 'Paris' ,p .208. 

40 Promenades at int~rieurs III, Poesies, 1869-1874,p.103. 

41 Souvenirs d'un Parisien,pp.59-60. 

42 Promenades et intJrieurs IV, Poesies, 1869-1874,p.104. 
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Interestingly enough on this occasion the visit into the banlieue has a 

cathartic effect on the poet's e;notions relaxing and rejuvenating him, 

changing weariness and despair into relative contentment. Where previously 

weighed down by sadness and stifled by the capital's humdrum life,Coppee 

is struck on his return merely by its rich, human variety and pictorial 

possibilities. 
, ... 

Et, quand s'allume au loin Ie premier reverbere, 

Je gagne la grand 'rue, ou je puis encor voir 

Des boutiquiers prenant le frais sur le trottoir, 

Tandis que, pour montrer un peu ses formes grasses, 

Avec son pratendu leur fille joue aux graces.43 

Following on from the banlieue's personal attraction for the poet and its 

variety of appeal, elsewhere it is revealed as a very fertile area for 

inspiration and for the workings of the poetic imagination. Frequently 

the theme in these poems is linked with other popular Coppee motifs con­

tributing to the dramatic effect. These include images of deserted streets44 

emphasising the poet's solitude, that of the setting sun,45 a popular ro­

mantic image and use of autumnal scenery with its associations of death 

and departure. 46 An early image conveying the awakening of the imagination 

in a banlieue setting occurs in poem III of the Promenades et interieurs 

series. Here Copp~e introduces the ancient device of the poet's muse to 

clarif.y his point: 

43 Intimites IX in Poesies, 1864-1869,pp.109-110. 

44 Such as in 'Adagio', (Le Reliquaire) 'la rue etait deserte et donnait 

sur les champs'; Promenades et interieurs XXX, 'sur un trottoir desert 

du faubourg Saint-Germain' and Promenades et interieurs XXXVIII, 'comme 

Ie champ de foire est desert'. 

45 Such as Promenades et int~rieurs IV, 'pour regagner les maisons deja 

lOin/Dont le couchant vermeil fait flamboyer les vitres'i IX, 'on n'en­

tend que Ie rythme inquietant des pas./Le ciel est rouge; et c'est 

sinistre n'est-ce pas?'; XXXVI,'l'allee est droite et longue, ( ••• ]/ 

Tout au bout le soleil, large et rouge, se couche'; and XXII, 'voici Ie 

ooucher du soleil./A l'occident plus clair court un sillon vermeil'. 

46 Such as Intimit~s VII, 'septembre au ciel lager tache de cerfs-volants/ 

Est favorable a la flanerie a pas lents' and Promenades et interieurs XXXII, 

'je suis tres heureux a ma guise/Lorsque, dans Ie quartier que je sais, 

je puis voirjun calme ciel d'octobre, a cinq heures du soir'. 
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C'est vrai, j'aime Paris d'une amitie malsaine; 

J' ai partout le regret des vieux bords de la Seine, 

!)evant la vaste mer, devant les pics nei~ux, 

Je rive d'un faubourg plein d'enfance et de jeux, 

D'un coteau tout pele, d 'oil. ma muse s 'applique 

A noter les tons fins d'un ciel melancoljque. 47 

In 'En Faction' also he speaks of the banlieue being the area where 'mon 

rave a souvent em' and again in 'Adagio' of 'le rive aia qui partout 

.' accompagDe' following hi. along the 'rue ~serte qui donnai t sur les champs'. 

An intensified oombination occurs in Intimites X where suggestions of horizon 

( 'au loin') and use of the oolour blue, often associated with the ideal, in 'pays 

bIn' and 'imMnsi t' bleue', underline the r3verie of the imagination contemplating 

the suburban scene. In this latter poem, probably the best ever written by Copp&e, 

the fullest expression of the ideal existence offered by the ba.nlieue and its 

deep value for the poet is revealed.48 '!'he poem begins on a haunting note of 

-.laiH am nostalgia oharacteristic of the Intimi t&s in ~neral but especially 

powrtully conveyed here I 

Je auis un pile enfant du vteux Paris, et j' ai 

Is regret des rlveurs qui n 'ont pas voyage. 

1 
#> , 

Au pays b eu mon ame en vain se rafugie, 

Elle n'a jamais pu perdre 1& nostalgie 

Des verts chemins qui vont la,...bas, A. l'horizon. 

Despite Copple's filial devotion to his native city expressed in these opening 

lines, the poet's sickly constitution still yearns after another existence per­

ceived in his imagination but as yet inaccessible. This alternative life indicated 

in the 'verts cheJDina qui vont lk-bas a 1 'horizon' has never been experienced 

by the poet, he is one of the 'reveurs qui n'ont pas voyagll, but it has all the 

qualities of a lost paradise, emphasis being on forsaken opportunities 

('lAt regret') and the fruitless effort a ('en vain') to regain a 

state of grace. '!'he poet' a si tuation is not totally 

47Fbfsies, 1869=1874 , p.103. Apart from a brief preCision in 'Petits bourgeois', 

Poisies, 1869=1874,p.3l where Copple speaks of a house 'tout au bout d.u faubourg, 

pHs des cbaapa' which suggest s that the 'faubourg' is farther away from the 

city centre thaD the banlieue, Coppae uses the two terms as almost synonymous. 

48This poea .. Plblished for the first ti_ together With other Intimi tes in the 

satirical and literary revue !At Hamleton. Inti.ites X of the Ismerre collection 

was published as Intimi tes No VII in Is Hazmeton of 17 October 1867. It can be 

found on pp.111-l12 of PoesteB, 1864-1869. 



- 22 -

hopeless however for like a prisoner who strains at his cell window to 

glimpse the sunset and sunrise connecting him to a world ,,,here he once 

belonged, or like an exile who climbs a hill for a better view of a land 

from which he is excluded, Coppee can also attempt to approximate his 

ideal, in his case by escape from the town into the banlieue, the nearest 
, 

materialisation in the real \"lOrld of his 'Pa.Ys defendu't 

Comme un pauvre captif vieilli dans sa prison 

Se cramponne aux barreaux etroits de sa fenetre 
~ 

Pour voir mourir le jour et pour 1e voir renaltre, 

Ou comme un exile, promeneur assidu, 

Regarde du coteau 1e pays defendu 

Se derouler au loin aous l'immensite bleue, 

Ainsi je fuis la ville et cherche la banlieue. 

In this environment, different from the capital itself, the poetic imagin­

ation can develop fully, spurred on as it is by wonderfully evocative stim­

uli: mist, clouds aad other manifestations of the natural world vie'\Ied unc1er 

the strange and subtle lighting of sunset r 

Avec man reve heureUx j'aime partir, marcher 

Dans 1a paussiere, voir Ie soleil se coucher 

Parmi la b~e d'or, derriere les vieux ormes, 

Contempler les couleurs splendides et les formes 

Des nuages baignes dans l'occident vermeil, 

Et, quand l' ombre succede a. 1a mort du soleH, 

M'eloigner ancor plus par quelque agreste rue 

Dont l'orniere rappelle un sillon de charrue, 

Gagner les champs pierreux, sans songer au depart; 

Et m'asseoir, les cheveux au vent, sur 1e rempart. 

In response to the poetic and imaginative potential of the banlieue,in 

lines 13-18 Coppee's language becomes more stylised and elaborate in charac­

ter. He speaks in periphrasis, 'mon rave heureux', 'la mort du soleil' and 

employs rhetorical vocabulary, such as 'l'occident vermeil' as he is drawn 

with the dying r83s of the sun out from the city towards the physical bar­

rier separating his two worlds, 'Ie rempart' from where he is able to con­

template his dream. The subsequent section of the poem beginning 'Au loin' 

and typographically separated from the first part (lines 1-22), presents a 

complete and masterful statement by the poet of the qualities of the 

banlieue half-world: 
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Au loin, dans la lueur bleme du crepuscule, 

L'amphitheatre nair des collines recule, 

Et, tout au fond du val profond et solennel, 

Paris pousse ames pieds son soupir eternel. 

Le sombre azur du ciel s'epaissit. Je commence 

A distinguer des bruits dans ce murmure immense, 

Et je puis, ecoutant, reveur et plein d'emoi, 

Le vent du soir froissant les herbes pres de moi, 

Et, parmi le chaos des ombres debordantes, 

Le sifflet douloureux des machines stridentes, 

Ou l'aboiement d'un chien, ou le cri d'un enfant, 

Ou Ie sanglot d'un orgue au lointain s'etouffant, 

Ou Ie tintement clair d'une tardive enclume, 

Voir la nuit qui s'etoile et Paris qui s'allume. 

In a complete fusion of natural and man-made factors, attributes of the 

natural landscape and those of the town, Coppee displays the accessible 

variety of his ideal environment. The imagery is theatrical with Paris, 

representing urban life, the focal point in a darkening arena created by 

the surrounding hills of the countryside. As light fades from the sky a mass 

of auditor,y stimuli replace the previously visible scene and fill the twi­

light with a confusion of individual sounds barely identifiable against the 

sighing breath of the personified city: the sound of wind in the grass, the 

piercing whistle of a train, the barking of a dog, a child's voice, the vague 

and muffled tones of a church organ and finally the distinct sound of a 

hammer on anvil (suggesting possibly the tolling of a bell) heralding the 

oncoming night. The image of the poem's closing line, 'la nuit qui s'etoile 

et Paris qui s'allume', provides a final succinct identification of the two 

worlds embraced by the banlieue as from his vantage point the poet observes 

the balanced spectacle of the stars in the night sky becoming apparent as 

their artificial counterparts, the city gas-lamps, begin to glow. 49 

So far it has become evident that Coppee, an 'enfant du vieux Paris', 

had a deep filial love for his native town. He was therefore more disposed 

49 Interestingly enough it is a similar image in Charles Cros' parody of 

Coppee 'Fiat Lux' that raises this second poem above the level of banality. 

The last line of the poem reads 'Sans se douter -/Qu'il a diamante, Simple, 

la grande ville'. See Dixains realistes par divers auteurs (Paris, Librai­

rie de l'eau forte, 1876) and APpendix I. 



- 24 -

towards sympathetic treatment of it at the outset. At the beginning of his 

career Goppee's poems traced the relationship between the poet and the 

city on an intimate and personal level. Titles of early collections are 

even indicative of the poet's preoccupation in this respect: Le Reliquaire 

(1867) suggesting what is sacred and private, Intimites (1868) what is 

personal and secret. Coppee's early urban poetry also tended towards the 

illustration of the link between memory and certain parts of the city, for 

example the Left Bank where he spent his childhood, but also revealed the 

unique attraction of other areas such as the banlieue because of the stimuli 

they offered to the poetic imagination. These compositions, written largely 

before Copp~e's sudden rise out of obscurity in early 1869, though undoubt­

edly representing for the modern reader the height of his achievement, 

nevertheless constitute only a minute part of his total poetic output. 50 

Overlapping with the early elegiac and personal material yet persisting 

in time far beyond it is a different category of poetry which might broadly 

be described as a poetry of social realism, taking for its subject matter 

the people of Paris, especially those belonging to the lower or unfortunate 

classes. It was largely on account of this kind of poetry that Copp~e came 

to rank high among the most popular poets of his own lifetime. Ironically 

it is also because of this familiar, often facile verse that he has passed 

into the twentieth century with the reputation, not alw~s wholly justified 

of a 'rimeur des emotions bourgeoises,.51 

50 After 1868 Copp~e published 15 subsequent volumes of poetr,y(see biblio­

graphy for details), also numerous volumes of speeches,.prose tales and 

between 1869 and 1895 twenty pl~s and dramatic works. 

51 The phrase,quoted by Armand Praviel in 'Franiois Coppee, poete du coeur', 

Le Correspondant 307 (10 March 1927),pp.445-455, is employed by Maurice 

Levaillant in Le Figaro 12 February 1927: 

Fran90is Coppee? Qui n'est-ce pas? Le petit epicier du 

Parnasse? L'aede des employes honnetes et des banlieusards 

attendris? Le gavroohe 1yrique, toujours pret a saluer des 

ouvriers en grave au le regiment qui passe, le flaneur 

des fortifications; 1e rimeur des emotions bourgeoises. 

A similarly rash and oversimplified comment can be found in Lawrence and 

Elisabeth Hanson's book Verlaine, Prince of Poets (Chatto and Windus, 1958). 

On pages 121-2 Coppee is described as 'a kind of Verlaine with the genius 

left out, simple, sentimental, humorous'. 
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Coppee's decision to dedicate himself almost fully to the novel and 

relatively unexplored topic of the life and surroundings of the Parisian 

poor52 was in response to a mixture of motives explained retrospectively 

in the volume of reminiscences, Souvenirs d'un Parisien. Reflecting on 

Les Humbles, a collection begun before the Franco-Prussian war but not 

published until 1872 on which his reputation in this sphere of popular 
, 

poetry largely rests, Coppee says, 

11 (the collection Les Humbles) sort de cette 

source d'inspiration qu'Horace a si bien 

qualifiee du nom de Muse pedestre, ~rusa pedestris, 

et il marque un pas en avant dans cette voie de 

la poesie familiere ou decidement je m'engageais 

alors. II m'a semble en l'ecrivant, il me semble 

encore aujourd'hui qu'il y a de la poesie dans tout 

et partout, qu'il est permis de serrer d'aussi pres 

que possible, la verite dans les vers, que le poete, 

comme Ie peintre, doit travailler d'apres nature, que 

les sujets les plus vulgaires peuvent etre releves 

par un sentiment delicat, et qu'il est possible enfin 

de faire pour les objets ce que Ie romantisme a fait 

pour les mots, et d'etre realiste en restant poete.53 

Firstly his new brand of poetry characterised by Les Humbles was to form 

a natural extension of the 'poesie familiere' displayed in the Promenades 

et interieurs. This poetry had igno~ed the momentous historical and political 

events affecting the life of the capital and its inhabitants and h~d concen­

trated as its title suggests on the portrayal on a small scale and without 

pretentions of aspects of contemporary Parisian life observed by the poet 

in his wanderings in the capital. 54 In Promenades et interieurs IX for 

52Coppee was not the first to recognixe the poor as a source; Hugo in ~ 
Miserables provides a precedent in the field of prose as do Baudelaire and 

Manuel in that of poetry; see p.36 of the present study. 

53From 'Causeries II' in Souvenirs d'un farisien,pp.153-9. 

5~his 'poesie familiare' verging on realism generated a series' of parodies 

of Coppee composed in part by his more illustrious contemporaries. A selec­

tion of these were published under the title Dixains realistes par divers 

auteurs by the Librairie de l'eau forte in 1876. The 'divers auteurs' in­

cluded Charles Cros, Germain Nouveau, Jean Richepin et Nina de Villard. 

See Appendix I. 
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example the silent dispersal of a tired crowd after a fireworks display 

provokes a poem with Baudelairian overtones: 

Quand sont finis Ie feu d'artifice et la fete, 

r.Iorne, corrune une armee apres une defaite, 

La foule se disperse. Avez-vous remarque 

Comme est silencieux ce peuple fatigue? 

lIs s'en vont tous, portant de lourds enfants qui geignent, 

Tandis qu'en infectant les lampions s'eteignent. 

On n' entend que Ie rythme inquietant des pas, 

Le ciel est rouge; et c'est sinistre, n'est-ce pas? 

Ce fourmillement noir dans ces ~troites rues, 

Qu'assombrit Ie regret des splendeurs disparues! 

On a similar scale in Promenades et interieurs XXXVIII two astonished 

peasants glimpsed wandering in a deserted fairground provide the poetic 

stimulus: 

Comme Ie champ de foire est desert, la baraque 

N'est pas ouverte, et, sur son perchoir, Ie macaque 

Cligne ses yeux mechants et grignote une noix 

Entre la grosse caisse et Ie chapeau chinois; 

Et deux bons paysans sont 18., bouche beante, 

Devant la toile peinte ou l'on voit la geante, 

Telle qu'elle a paru jadis devant les cours, 

Soulevant decemment ses jupons un peu courts 

Pour qu'on ne puisse pas supposer qu'elle triche, 

Et montrant son mollet a l'empereur d'Autriche. 

In the poems of Promenades et int~rieurs Coppee also avoids ~lell k:no~m 

legendary or contemporary characters and focuses rather on apparently 

insignificant figures observed during his d~-to-dqy existence; a dedicated 

nun teaching a class full of distracted children: 

La Boeur de charite, rose soua sa cornette, 

Fait la classe, tenant sous son regard honnete 

Vingt fillettes du peuple en simple bonnet rand. 

La bonne soeurt Jamais on ne lit sur son front 

L'ennui de rapster les chases cent fois dites! 

(Promenades et interieurs XVIII) 

an exhausted driver returning home after a hard d~'s work: 

Le Grand-Montrouge est loin, et Ie dur charretier 

A mene sa voiture a PariS, au chantier, 

Pleine de moellons, par les chemins de boue; 
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Et voici que, marchant a cate de la rue, 

11 revient, ecoutant, de fatigue abreuve, 
, 

Le pas de son cheval qui frappe le pave. 

(Promenades et interieurs XIII) 

or a pensive fisherman on the banks of the Seine, still very much a feature 

of the Parisian scene: 

Assis, les pieds pendants, sous l'arche du vieux pont, 

Et sourd aux bruits lointains a qui 1 'echo repond, 

Le pecheur suit des yeux le petit flotteur rouge. 

L'eau du fleuve petille au soleil. Rien ne bouge.55 

(Promenades et interieurs XXVIII) 

Secondly in reinforcement of Coppee's decision to enlarge the scope of his 

'poesie familiare' through Les Humbles stood the poet's growing conviction 

of 'de la poesie en tout et partout'. For Coppee there were no subjects, 

human or otherwise, inherently more suitable for portrayal in poetry than 

any others,hence the limits of what had traditionally been suitable material 

for verse were considerably enlarged. As a direct result of his catholic 

approach to subject matter Coppee believed himself responsible for effecting 

a process of liberation and vulgarisation of poetic subject matter ('faire 

pour les objets ce que le romantisme a fait pour les mots') and of enfran­

chising French poetry from the restraints imposed upon it by the Parnassian 

movement. More important than the mere choice of a new inspirational m3.terial 
sl'Ih..lcl 

however was that the poetArise to the challenge of banal subjects and by 

applying his imagination and sentiments to the discovery of their 'poesie 

cachee,56 render previously unacceptable material satisfactory to the demands 

of his public. 57 Thirdly coppee'B change of direction in Les IIumbles was in 

response to a personal ambition to 'serrer, aussi pres que possible la 

verite dans les vers', to 'travailler d'apres nature', in brief to be 

'realiste en restant poete'. This,if Coppee was to adhere to the realist code 

55 These exoerpts are taken from Poesies 1869-1874, pages 107, 126, 113, 109 
and 119 respectively. 

56 Lescure,p.152• 

57 Coppee was of oourse not unique in his belief that a poetic temperament 

was oapable of heightening unpoetio subjeots and of thus greatly increasing 

the range of aooeptable material. A key example of preoedence is Baude­

laire's 'Une Charogne' from Les Fleurs du Mal where an obsoene and horrible 

desoription of a rotting animal carcass leads the poet into meditation on 

death and his need to oonserve the memorJ of the living through the powers 

of his imagination. 
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already established in the realm of prose fictio~would entail a sincere 

portayal of rounded characters in a convincing social background in time 

and space conveyed by the use of ample detail and local colour, also per­

haps as in Flaubel't's notion of realism it should involve a sense of imper­

sonality and a scientific approach to writing in which accuracy plays a 

key role. How far Coppee's concept of realism in poetry matched or modified 

these criteria will be shown by a detailed study of selected poems from the 

period during and after Les Humbles. 

To take Coppee's description of Parisian decor (as opposed to his use of 

the city's human characters) first, his poetry reveals frequent examples 

where a pictorial web of what might be termed realist description matching 

the texture of nineteenth-century Paris is constructed. A particularly deter­

mined effort to create such realist tableaux is offered by sections II and 

III of 'Olivier' which describe respectively the sights and sounds of a 

Spring Sunday in the capital and Olivier's unsuccessful attempts to find 

'quelque coin solitaire' away from the festive occupations of Paris' 'im­

mense famille': 

and 

Le peuple du quartier populaire et lointain 

Bornant Ie Luxembourg et Ie pays Latin, 

Allait aux bois voisins, foule bruyante et gaie, 

- Car c'etait justement un dimanche de paie, -

( ... ] 
Des amoureux allaient, gais comme une chanson, 

Faire leur nid d'un jour a Sceaux, a Robinson, 

Sous les bosquets poudreux ou l'on sert des fritures. 

Des gens a mirliton surchargeaient les voitures. 
, 

Entre les petits ifs, aux portes des cafes, 
, , 

On buvait; et, jetant des rires etouffes, 

Nu tete et deux par deux, passaient des jeunes filles. 

A la foule joyeuse ouvrant ses larges grilles, 

Le Luxembourg, splendide et calme, apparaissait, 

Inonde d'un soleil radieux qui faisait 

PIUB verts les vieux massifs et plus blancs les vieux marbres. 

A quelques pas, Guignol s'enrouait sous les arbres. 

Et le chant des oiseaux dominait tous ces cris. 

C'~tait bien le printemps, un dimanche, a Paris. 

('Olivier', section II, lines 43-6 and 55-68) 
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Mais sur les quais deserts, derriere Notre-Dame, 

L'ouvrier promenait son enfant et sa femme. 

Sur les trottoirs les plus paisibles du Marais, 

Le petit monde, assis dehors, prenait 1e fraise 

C'etait un jour de fete et de boutiques closes. 

P1eins de chapeaux de paille et de toilettes roses, 

Sur la Seine fumaient les bateaux a vapeur. 

Dans les squares publics, la bonne et 1e sapeur 

Commen~aient sur les bancs l'idy11e habituelle. 

('Olivier', section II!,lines 3-11) 

Both of these excerpts firstly satisf.y a criterion of realism in that their 

references to locations are to a particular, well documented and recognizable 

city i.e. Paris. Mentions of 'le Luxembourg', 'le pays Latin', 'Notre-Dame', 

'la Seine' and the 'Marais' thus contribute to the convincing effect of the 

piece and also serve to draw the reade~ into unwitting complicity with the 

poet in his description of familiar and verifiable scenery. This unexceptional 

nature of events and places mentioned is important to Copp6e's concept of 

realism and is insisted upon by the poet in the first passage where he assures 

us 'C'etait bien Ie printemps, un dimanche, a Paris.' and in the second when 

he refers to the soldier and maid acting out the 'idylle habituelle' in full 

confidence that the reader would require no further explanation. 58 His desire 

to 'travailler d'apres nature' is fulfilled in his reliance on details as­

sociated with the Parisian scene in particular and the French urban scene in 
, 

general. These include the pavement cafes flanked by miniature trees in bar-

rels, ('Entre 1es petits ifs, aux portes des cafes/On buvait'), dusty road­

side trees and friture stalls ('Les amoureux allaient [ ••• ]/Sous 1es bosquets 

poudreux ou l'on sert 

vapeur' of the 11e de 

XIV of the poem where 

des fritures') and the 'quais deserts' and 'bateaux a 
, OCL~I 

la Cite. Comparable examples of local colourAin section 

Olivier returns to Paris from the country and is acutely 

aware of characteristic Parisian sights such as the 'fille publique [qui]1 

Assaille le passant de son regard oblique' and the 'kiosques lumineux' where 

'S'etalent les journaux, frais du dernier scandale'. A similar preoccupation 

with the familiar scenes and objects of external reality is demonstrated in a 

later Coppee poem, 'Le Bateau-rnouche', belonging to the collection Contes en 

vers et poesies diverses (published in 1886). Despite the superficial im­

pression of authenticity conveyed by this work on its first reading, it is in 

fact a superb example of coppee's selective realism in action; a code sometimes 

58 Coppee's Poemes modernes (1869) had included a poem entitled 'Le Bane' 

where just such an 'idy11e' was described to the reader. 
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in tune with, sometimes at variance with the more widely accepted meaning of 

this problematic term. It shows how well the feel of an age, albeit experi­

enced by a particular individual, can be conveyed in a poem to the general 

reader. 

So as to give the impression of as complete a picture of reality as poss­

ible the poem follows a bateau-mouche and its customers on an actual journey 

along the Seine and through the various seasons of the year. 

On court bien loin, bien loin, chercher des paysages 

Avec des pins brises sur des torrents sauvages 

Et des paquets de mer tordus sur des recifs; 

Mais Ie Parisien, dedaigneux des poncifs, 

5 Pour voir des coins charmants et des tableaux intimes, 

Se contente d'aller, pour ses quinze centimes, 

Au bard. d 'un bateau-mouche alerte et matinal, 

Du viaduc d'Auteuil au Pont National: 

Spectacle interessant plus qu'on ne s'imaginel 

10 Berce par Ie hoquet rythm6 de la machine 

Auquel parfois l'echo dee rivages repond, 

Le flaneur fume et reve en marchant sur Ie pont. 

La, du monde amusant survient a chaque escale: 

C'est l'ouvrier lisant la feuille radicale 

15 Que redige pour lui Rochefort ou Naquet; 

C'est Ie bourgeois de Londre, arme d'un Cook's ticket 

Et trainant apres lui trois miss en robe courte; 

Le patronnet portant sur sa tete une tourte; 

Le gros homme en sueur qui s'assied et dit: 'Ouf!' 

20 Et la pale grisette en mince water-proof, 

Avec ses jolis yeux et son teint de chlorose. 

Allez la par un temps voile de brume rose, 

Par un matin d'octobre ou d'avril, voulez-vous? 

Faites-moi Ie trajet complet pour vos trois sous. 

25 Et puis, - j'aime a vous croire une arne delicate, 

Autour des bains Vigier ou pres de la fregate, 

Dites-moi franchement Bi vous n'avez pas vu 

De vrais motifs a peindre et d'un charme imprevu, 

Emergeant du brouillard. que Ie soleil dissipe, 

30 au Ie pare Corot aurait fume sa pipe. 

Pour moi qui de Paris fais mes Beules amours, 

J'accomplis ce voyage au moins tous les huit jours. 



- 31 -

J'en connais tous les coins par coeur; je me rappelle 

Conbien la fleche d'or de 1a Sainte-Chape11e 

35 Par un matin d 'hi ver anime Ie tableau; 

J'ai note Ie fracas i~petueux de l'eau, 

Quand, cMant a. 1 'effort du bateau~ouche en marche, 

Elle va se briser sous les ponts, contre l'arche. 

De taus ces riens charmants je ne ~~is j~ais las. 

J'ai pour ami, devant Ie port Saint-Nicolas, 

Un vieil arbre isol& qui montre ses racines. 

PuiS, quand j'ai bien assez regard~ mes voisines, 

Qui du Petit Journal lisent Ie feuilleton, 

Je descends, a travers la foule d'un ponton 

45 Qui ferait Ie bonheur des impressionnistes; 

~t, tout Ie lone; deB quais ou SOllt les bouquinistes, 

Le cerveau tout grise de ~ant d'aspects divers, 

Je rentre en feuilletant les volumes de vers.59 

In illustration of this poet's preoccupatio .• with the visual, this composition 

is shot through with references and images connected \~i th viewing or pictorial 

representation. One might quote the 'tableaux intimes' of line 5, the 'spec­

tacle interessant' of line 9 and more specifically 'de vrais motifs a peindrc' 

in line 28, the reference to Corot in line 3060 and to the rapidly dev~loping 
impressionist movement in line 45. 61 Actual detailed visual miniatures are also 

present in the eager river boat waiting for its passengers ('un bateau-iTlouche 

alerte et matinal'), one of its less fortunate customers ('la pale grisette 

en minoe water-proof') or 'un vieil arbre isol~ qui montre ses racines' spotted 

along the route. Speoific geographical locations once more play a part, so 

aocurate that we could confirm the truth of Coppee's observations by reference 

to a map. The bateau-mouche travels from the 'viaduc d'Auteuil' to the 'Pont 

National' to pass key landmarks such as the 'bain Vigier', the spire of Sainte­

Chapelle and the 'port Saint-Nicolas' en route. We can situate Coppee's descrip­

tion in time as well as place by a series of contemporary allusions present 

here though on the whole fairly rare in Copp~e' s verse. The 'au vrier lisant la 

feuille radicale/Que redige pour lui Rochefort ou Naquet' is possibly a reference 

to La Lanterne Bet up in MaJ" 1368 by Rochefort and with which he was once again 

59 Po'sies, 1878-1886,pp.107-109. 

60 Rimbaud in fact refers to the same painter in his city poem 'Chant de guerre 

parisien'. Line 19 of this poem reads: 'Au petrole ils font des Corats'. 
61 This detail suggests paintings like Seurat's 'Apres-midi sur la Grande Jatte' 

(1884-6), roughly contemporary with the Coppee poem, where a similar crowded 

riverbank scene is portraJ"ed. 
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heavily involved from 1875-6, but more probably to the paper L'Intransigeant 

established by the same politician in July 1880. Naquet, a republican doctor, 

was also in the Parisian news in 1884 on account of his call for a reintro­

duction of a law on divorce. The 'bourgeois de Londre arme d'un Cook's ticket' 

is an allusion to Thomas Cook's cheap European travel service set up in the 

mid nineteenth century. His first organised grand tour of Europe took place 

in 1856 but the idea was not really granted public acceptance until the late 

1860s. The Petit Journal was an extremely popular publication set up in 1863 

whose content and low price of one ~ guaranteed it a large audience among 

the Parisian reading public until its closure in 1944. Other brief details of the 

Bcene such as the use of English words and phrases: 'trois miss en robe courte' 

and 'mince water-proof' add to the plausibility of the scene and its situation 

in late nineteenth-century Paris. 62 Contradicting these characteristics of 

style in tune with the realist code (visual details, accurate references and 

contemporary allusions) is the presence of the author whose point of vie\-l 

dominates the passage. Rather than presenting an impression of the world through 

the eyes of a created character or giving a picture of contemporary society in 

the tone of an omniscient narrator devoid of comment on the separate visual 

soenes encompassed, Coppee offers a view of urban reality wherein details of 

interest to him personally are pushed to the fore and where the reader's re­

spoD$e to them is directed by authorial intervention or insinuation. Despite 

the first section of the poem being written in the third person, the fact that 

the whole scene is shown in a personal perspective is clear from the mention of 

62 In L'Illustration 9 February 1867, attention had already been drawn to the 

over frequent use of English words and phrases in spoken and written French 

at the time. Among the particular words selected for criticism are 'meeting', 

'beefsteak', 'banknote', 'trainer', 'wagon', 'express', 'turf', 'olub', 'rail', 

'rout', 'box', 'stick', and 'leader', many of which have persisted to provide 

a matter of heated debate in France today. The journalist's overtly critical 

attitude to the inoreased proliferation of anglicisms in French is evident in 

the sarcastic tone of his article: 

Un article de politique, de finance ou de litterature n'est 

plus considere comme complet, s'il n'est assaiSOltne de 

quelques mots anglais; ils relevent un premier a Paris, 

donnent du ton a la cote, et servent d'ornement au plaidoyer. 

Au Palais, a la Bourse, dans les salons, Ie discours semblerait 

pale ou sans saveur, s'il ne contenait cet ingredient a la mode. 
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, 
the 'Parisien dedaigneux des poncifs' of line 4 which is an oblique reference 

to Coppee himself, the true 'enfant de Paris' who prefers his native city 

environment to the traditional dramatic and rural sources of inspiration. 

The poet deliberately sets himself apart from the established order, 'les 

poncifs', and even in line 9 from the average inhabitant of Paris who is 

unaware of the fascination of the ordinary world around him; a ride on a 

bateau-mouche is a 'spectacle interessant plus qu'on ne s'imagine'. From this 

explanatory phrase we can already sense at the beginning of the poem that our 

attention is going to be focused for us not on random aspects of the urban 

scene but on those parts not noticed or fully appreciated by the undiscerning 

viewer. Heavy-handed authorial direction of the poem and of the audience 

response to it is clearly apparent in the second section of the poem (lines 

22-48) where Copp~e imposes himself immediately: 'voulez-vous?' (line 23), 

'Faites-moi' (line 24), 'Dites-moi' (line 21) and so on. In an attempt to 

generalize his own impressions he flatters the reader's sensibility, 'j'aime 

a vous croire une arne delicate' (line 25) and thus obliges him to conform with 

his own vision of the city scene in lines 21-9: 

Dites-moi franchement si vous n'avez pas vu 

De vrais motifs a peindre et d'un charme imprevu, 

Eaergeant du brouillard que le soleil dissipe. 

In the final eighteen lines of the poem (lines 31-48) written in the first 

person Coppee makes no attempt to hide his own feelings regarding the scene 

before him as he revels in the description of an area of blatant sentimental 

appeal and attachment. His own familiarity with this environment simply gener­

ates a deeper love for its various aspects expressed in such a repetitive and 

sentimental manner as to alienate the reader; 'moi qui de Paris fais mes seuls 

amours', 'j'en connais tous les coins par coeur', 'de tous ces riens charmants 

je ne suis jamais las'. 

This often embarrassingly personal approach increasingly marking Coppee's 

treatment of city decor in poetry after he had determined to be 'realiste en 

restant poete' is similarly apparent in his portrayal of the Parisian poor to 

whom he turned his attention in Les Humbles and after 1812 the date of publi­

cation of this collection. Superficially Les Humbles reflects an attempt to 

portray the characters of ordinary life in more detail than was possible in the 

short dipin form of Promenades et interieurs with this latter collection's 

anonymous and often faceless figures being replaced by recognizable characters 

whose station in life and situation in a living social background were ulready 

discernible in the titles of the poems themselves. Les Humbles includes poems 

such as 'La Nourrice', 'Petits bourgeois', 'Un Fils', 'Une Femme seule' and 
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'Emigrants' where we are confronted with the protagonist~ profession or 

status even before the poem itself begins. 'La Marchande de journaux,63 and 

'L'Homme-affiche,64 from later collections have a similar direct effect. In 

these poems the reader is invited to hazard a guess as to the likely environ­

ment of the poet's created characters and even in some cases·as to their likely 

physical appearance from the outset. In 'La Nourrice' for example the title 

creates in the mind's eye a stereotyped picture of a hard-working country lass, 

conscientious yet full of joie de vivre. We are then .ceassured \V'hen Coppee' s 

opening description, almost in response to our aspirations, conjures up this 

very fi gure : 

En effet, elle etait robuste comme un boeuf, 

Exacte comme un coq, probe comme un gendarme. 

Sa tete, un peu commune, avait pourtant ce charme 

Que donnent des couleurs, deux beaux yeux et vingt ans; 

De plus, toujours noues de foulards eclatants, 

Ses cheveux se tordaient, nOirs, pesants et superbes. 

Elle savait filer, coudre, arracher les herbes, 

Faire la soupe aux gens et soigner Ie betail. 

La derniere a son lit, la premiere au travail, 

Aux mille soins du jour empress~e et savante, 

C'etait Ie type enfin de la bonne servante. 65 

As in his picture of the Parisian scene in 'Olivier' here the familiarity of 

what is described is insisted upon by the poet; the nursemaid is 'en effet [ ••• ] 

robuste comme un boeuf', she is also the 'type enfin de la bonne servante'. This 

has the dual effect of increasing the credibility of the character involved 

and of wooing the bourgeois reader into a sympathetic attitude towards her. 

Where in Promenades et interieurs the poetiC evocation would have been forcibly 

limited to such a visual picture as Copp~e presents in these opening lines of 

'La Nourrice', in this latter poem, by virtue of a lengthier form, he continues 

with a narrative thread capable of sustaining a novel wherein the nursemaid 

type is transformed into a feasible and sympathetic individual. No longer the 

poet, as in Intimites, but his fictional character forms the point of focus of 

the poem as she acts out her personal drama. In the case of the nourrice this 

drama rests on the confrontation between herself as a character from the country­

side and the city as a hostile environment. 

6L 
~rom Contes en vers et poesies diverses in Poesies, 1878-1886,pp.3-15. 

6~rom Les Paroles sinc~res in PO~BieB!1886-1890,pp.154-164. 
65Poesies,1869-1874,P.4. 
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Exploited by an avaricious husband the nurse has been separated from her 

own small child and sent by train to the capital to nurse a sickly city baby 

neglected by his rich and socialising parents. The patronising attitude of 

these Parisian employers to the country nurse is well conveyed by their 

superficial and insensitive conversation in section II of the poem. The child's 

father speaks first: 

'Ahl voici cette femme. Elle est fort bien, dit-il. 

Mari'e? - 11 parah. - Et son p~s? - Normande, 

Pr~s de Caen. - Permettez, chere, cette demande: 

Le docteur n'est-il pas pour celles du Midi? 

- Croyez-vous?' Puis, riant de son rire atourdi, 

La mere dit: 'Pour peu que cela vous convienne, 

Elle est brune, je vais la mettre en Arlesienne. 

Le costume est joli, puis c'est la mode au Bois.' 

Le pere eut un lager sarcasme dans sa voix, 

Et, s'en allant:- 'Fort bien. Amusez-vous ma chere'. 

The nurse's regional background and rural sensibility are clearly of no interest 

at all to this haute-bourgeoisie couple. She is simply a necessary household 

acquisition and a barely human object for the amusement of her mistress. Dressed 

through the vanity of her employer in a costume from the south when she actually 

comes from Normandy, the simple nourrice suffers the increased depgYsement and 

indignity brought about by these 'habits d'opera-comique' in the hope that her 

exile in the capital must eventually come to an end and she will be united with 

her own child.66 Her timely release comes in winter with the sudden death of 

the unloved Parisian baby and she is able to return home. There a tragic scene 

awai ts her: her house is deserted, her husband drunk and her own infant son 

long since dead. This final revelation is too much for the young woman's deli­

cate mental balance already severely strained by the pressures of city life, 

she loses her mind and spends the rest of her d~s in an asylum. Despite the 

g6 Copp'e's penchant for creating ingenuous rural characters and describing 

their reactions in a city environment probably reached its height with his 

'Lettre d'un mobile breton' from Ecrit pendant Ie siege in Poesi8H 1869-1874. 
Here in a touching epistle to his family at home the experiences of a young 

provincial soldier in the war torn capital of 1870 are recounted. Despite 

its obvious potential for sentimentality the poem is nevertheless convincing 

in its portr~al of its bewildered young hero whose ignorance of the real 

political facts governing his situation rendered him the symbol of many 

sectors of Parisian society. 
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, 
impression of authenticity offered by Coppee's coherent and fast moving nar-

rative thread, his use of dialogue, accurate visual details such as the fleeting 

visions of the nurse's employers, 'cette jeune et jolie accouchee/Blanche et 

sur Ie berceau de dentelle penchee' and the father 'des dossiers aous Ie bras, 

en noir, un air subtil', above all by the use of a Im'ler-class character as a 

chief protagonist in the drama, the poem nevertheless fails to correspond to 

all the tenets of the realist code. Once again Coppee's main stumbling block 

is his personal judgement of events which is readily discernible although he 

does not himself appear as a character within the poem. A hint of Coppee's 

presence is already apparent in the poem's first line, 'Elle etait orpheline' 

where the emotive and pathetic term orphan is deliberately employed by an 

author anxious to force his audience's reaction to correspond with his own 

feelings of compassion for and desire to protect the rural immigrant. The biased 

description of the nursemaid's journey to Paris 'dans Ie noir wagon l'horrible 

nuit pass6e', the symbolic details of her return home under a darkened sky to 

'les champs vetus de neige' and encircling 'corbeaux' have the same effect of 

directing the reader's response along lines directed by the poet himself. 67 

This intrusive desire to guide his public, if contradicting Copp~e's realist 

ambitions, nevertheless reveals in its overt display of s.ympathy for his poetic 

subjects, an involvement with the poor ~~d unfortunate members of Parisian 

society which sets his poetry apart from that of his contemporar,y city poets. 

Coppee was of course not the first to realise the poetic possibilities of 

society's failures and rejects. Eu~ne Manuel, a minor poet and author of 

Po~mes pOpulaires (1872) had frequently used such figures for inspiration 

years before Coppee but on the whole his pictures tend to be pessimistic and 
68 

moralistic in their tone and unrelieved by fellow feeling on the poet's behalf. 

Baudelaire too had considered the ParisiDn poor liorthy of interest as poems 

_ell .. 'I.e. Sept Yleil1ard8' a4 ~. Petit •• Vi.ill •• ' troll 'l'abl.aux pari siena ' and 
'Le Vieux Saltimbanque' from Le Spleen de Paris reveal. As this latter poeme 

en prose illustrates however, his analogies between the poetic subject ~1d 

himself were on a totally different level from those of Coppee. Baudelaire's 

67 The cumulative effect of pathos and unnecessary authorial intervention and 

its effect on the reader, ultimately alienating him, liill receive more de­

tailed attention later. 

68 Eugene Manuel, Poemes populaires (Paris, Michel Levy, -: 372). The primacy of 

Manuel in the question of inspiration drawn from the poor of Paris is ex­

plained thoroughly by Aaron Sohaffer in 'A Comparison of the poetr,y of 

Francois Coppee and Eugene Manuel', Modern Language Association of America 

43,2 (December 1928), 1039-1054. 
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wretched object of attention in 'Le Vieux Saltimbanque' is an aged acrobat, 

isolated in a crowded scene, 1"l'hO is no longer able to compete with the jostline 

groups of clowns, dancers and strongmen for the audience's attention. Haunted 

by the gaze of this pitiful and moving figure Baudelaire questions the reasons 

for his inexplicable feelings of sympathy towards the 'vieux saltimbanque'. He 

discovers in this latter's rootlessness an extension of his own feelings of 

spiritual alienation in society. In the Baudelaire poem a conste~t shuttling 

between the physical and spiritual planes allows an observed city character to 

provide pointers to the poet's self discovery, in Coppee on the other hand 

these observed characters are never invested with such profound meaning. 

Occasionally city people do represent counterparts for the poet but only on a 

literal and straightforward level. This occurs where Coppee takes as the basis 

for sympathetic poems on minor Parisian figures\his shared humanity with these 

equal members of Paris' 'immense famille' and his personal knowledge of the 

variable joys and miseries of city life which they too have suffered. In 'La 

Nourrice' for example the nurse acts as a counterpart for the poet in her ex­

perience of bereavement (Coppee's elder sister died suddenly in early life and 

his father prematurely in 1862), in 'Un Fils' life on the fifth floor and one­

parent families are details drawn from Coppee's own life while in 'Le Roman de 

Jeanne' the heroine's pure and unrequited love is possibly an extension of the 

similar feelings of a poet who because of his responsibilities to an aged 

mother and sister was never able to marry. Where Copp~e does not rely on ex­

perience mu.tually shared \'li th his poetic subjects to deepen the alliance between 

himself and them, he nevertheless attempts to sympathise with them in their 

distress. His role is thus never that of an impassive observer of the human race 

but of a poet expressing his own clearly personalised view of reality in the 

city, and ultimately that of a didactic poet attempting to change our own 

attitudes to the surrounding social scene. 

Coppee's personal involvement with his created characters is intensified 

in those poems where he himself features in the text on the same level of 

reality as his poetic subjects and where there is actual physical contact , 
between himself and the object of his pity. In Intimites XIII this occurs as 

the poet and his mistress walk on an icy winter's day among the fashionable 

couples along a Paris avenue. They are suddenly jolted out of their complacency 

by a ragged flower girl who appears before them: 

Le soleil froid donnait un ton rose au gresil 

Et Ie ciel de novembre avait des airs d'avril. 

Nous voulions profiter de la belle galee. 

Noi chaudement vetue, sous la voilette et sous les gants, 
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Nous franchissons, parmi les couples elegants, 

La porte de la blanche et joyeuse avenue, 

Quand soudain jusqu' a nous une enfant presque nue 

Et livide, tenant des fleurettes en main, 

Accourut, se frayant a la hate un chemin 

Entre les beaux habits et les riches toilettes, 

Nous offrir un petit bouquet de violettes. 69 

Coppee's complete identification with the object of his attention is made 

impossible by the stark contrast between himself and the child, one well 

insulated against the frost and the other nearly naked and blue with the cold. 

The flower girl's offer of a bouquet however forms a catalytic point of cont~ct 

between them and generates first in Coppee a sense of horror and compassion 

which he shares with the reader in the authorial intervention of lines 17-18, 

then a feeling of guilt and shame for his own and his mistres~ wealth and 

happiness. 

Elle avait devine que nous etions heureux 

Sans doute et s'etait dit: Ils seront genereux. 

Elle nous proposa ses fleurs d'une voix douce, 

En souriant avec ce sourire qui tousse. 

Et c'etait monstrueux, cette enfant de sept ans 

Qui mourait de l'hiver en offrant le printemps. 

Ses pauvres petits doigts etaient pleins d'engelures. 

Moi, je sentais le fin parfUm de tes fourrures, 

Je voyais ton cou rose at hlanc sous 1e fanchon, 

Et je touchais ta main chaude dans ton manchon. 

Nous frmes notre offrande, amie et nous passames. 

The offer of charity in line 23 'Nous ffmes notre offrande, amie et nous passames', 

is thus an ambiguous gesture of embarr$ment and pity wherein the poet recog­

ni,z,es the problem of poverty surrounding him and tries to contribute to its 

relief but at the same time through his act of giving, accentuates the differ­

ence between himself and the unfortunate classes. Despite this distinction 

which makes Coppee's attempt to identifY with his subjects ring f~lse, the 

poem's last lines, 

Mais la ga1te s'etait envolee, et nos ames 

Garderent jusqu' aU soir un souvenir alDer. 

Mignonne, nous ferons l'aumSne cet hiver. 

still seem to express a future commitment to the poor of the city on the poet's 

behalf. Concrete evidence of this commitment is provided hy the existence of 

69 poesies.1864-1869,pp.119-120. 
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works of circumstance among Coppee' s poetry designed specifically for reci tat ion 

for the benefit of individual charities. These include the self-explanatory 

'Aux Amputes de la guerre' and 'La Chaumiere incendiee' of Le Cahier .·ou~ (1874), 

the latter written in aid of house restoration after the Franco-Prussian I"[ar, 

and 'L'Asile de nuit' of Contes en vers et poesies diverses (1880) which pro­

duced actual financial help for a Paris hostel for unmarried mothers and home­

less women. In a less limited sense Coppee's pledge to the poor and abused 

members of Parisian society took the form of social poetry wherein the attention 

of the general public was drawn to problems and evils which they might otherwise 

have chosen to ignore. This brand of social poetry, already latent in earlier 

collections and rooted in Copp~e's own experience of Parisian life and its 

people, gradually supplanted the initial sensitive and elegiac tone of his urban 

verse and provided the basis on which his subsequent sentimental and didactic 

city verse was founded. 

In contrast to Coppee's reputation for triteness and facility in verse, on 

some occasions he nevertheless surprises us by the problematic and controversial 

topics he chose to write about. Subjects such as wife-beating and child prosti­

tution guaranteed to offend a nineteenth-century bourgeOis audience were em­

ployed in the hope of galvani~ing his embarassed readers into action on behalf 

of the abused party. Others such as fair wages and strikes, both featuring 

largely in 'La Greve des For~rons' intended to reveal to the moneyed classes 

an impecunious way of life of which they were largely unaware yet empowered to 

do something about. The problem of cruelty is portr~ed by Coppee in the context 

of worker and bourgeOiS households which might serve as an indication of the 

widespread nature of this problem in nineteenth-century Paris. In tUne Femme 

seule' of Les Humbles, the personality of the single \~oman is the poet's main 

concern, however he does not shrink from alluding to the social evil which has 

caused her separation in the opening lines of the poem: 

Dans Ie salon bourgeois ou je l'ai rencontree, 

Ses yeux doux et craintifs, son front d'ange proscrit, 

M'attirent d'abord vers elle, et l'on m'apprit 
• '. # ' 70 Que d'un mar~ brutal elle et~~t separee. 

In 'Le Pere' from Poemes modernes (1869) the problem is central to a piece of 

social criticism oddly combining horror and sentimentality. The poem basically 

tells of how a drunken man's beating of his mistress suddenly comes to an end 

when a child is born to the woman and paternal feelings overcome the father's 

spirit of aggression. The key question of drunkenness leading to senseless 

cruelty is expressed starkly in the poem's opening line, 'II rentrait toujours 

70 Poesies,1869-1874,p.S6. 
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ivre et battait sa ma1tresse,.71 Typically in this early poem however the poet 

does not condemn his poetic subject for a congenital wickedness but instead 

points to the connection between his social deprivation and his criminal 

tendencies: 

Deux sombres forgerons, Ie Vice et la Detresse, 
/ '" Avaient rive la chaine a ces deux malheureux. 

Child prostitution features specifically in two Coppee poems belonging to the 

late collection of 1890 Les Paroles sinceres, namely 'A une piece d'or' and 

'Paleur'. The first is a series of musings on the possible use of a gold coin 
/ 

which despite its unavoidable necessity in everyday life Coppee feels to be 

more often than not squandered on luxurious or vicious pursuits such as ex­

pensive food and debauchery rather than spent wisely. One of its most corrupt 

uses is in payment for the services of a girl prostitute. 

Souvent tu [the 'piece d'or'] fus mise, discr~te, 

Par un vieillard aux yeux luisants, 

Dans la main de la proxenete 

Devoilant un sein de quinze ansi 

Et dans la froide indiff~rence, 

Tu payais, sans ~'en emouvoir, 

Le matin, quelque conscience, 

Et quelque debauche Ie soir. 72 

The vocabulary of these two stanzas, 'froide indifference', 'conscience', 

'debauche', 'proxen~te' and so on and the brief but evocative picture of the 

ohild's leoherous client, 'aux yeux luisants' clearly reveal Coppee's stand in 

relation to this topic as one of condemnation. If in this poem the innocent 

ohild-viotim of debauchery has the poet's sympathy, in 'Paleur', also from Les 

Paroles sinceres, Coppae, though pitying, seems more critical of the youthful 

prostitute who apparently enjoys success in her sinful profession. Three stages 

of the prostitute's career are shown in turn. Firstly we see her as the 'blonde 

et ch/tive apprentie' physically attractive because of her youth ('des cheveux', 

'des dents, des yeuxl'), fair hair and transparent complexion ('plle, si joli­

ment pilet'). She is however already corrupted by her trade, 'Seize ans, l'air 

dej~ vicieux/Et cherchant le regard du male'. Secondly she is seen as the 

'Triomphante' at the height of her career, opulently dressed and in the company 

of three lovers at the theatre. By this stage she has lost a little of her in-
, 

fanti1e grace, her features are 'un peu plus lourds' and her 'grands yeux cernes 

de noir' are a witness to her degenerate existence and suggest a vague premon­

ition of forthcoming death. The final picture is of the prostitute's naked 

71 See POeSieS l86~-l869, pp.192-3. 
72 Poesies, 1 86-1 90, pp.99-l07. 
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body stretched out on a hospital mortuary slab, a mocking replica of the 

brothel bed. Her figure has now lost its mature contours and the face though 

still pale is contorted in a death agony and whitened with the horrid pallor 

of death: 

Sur Ie marbre d'un hopital 

Hier enfin je l'ai reconnue. 

Le cadavre, all grand jour brutal, 

Montrait sa maigreur froide et nue. 

Le visage gardait encore 

La grimace du dernier rale, 

Hideux sous les cheveux d'or ••• 

Fi, l'horreur. Comme el1e etait pale!73 

The final social dilemma of strike action and a working man's poverty, both of 

interest to a bourgeoisie which owned the means of production, is brought to 

the fore in what was undoubtedly one of Coppee's most popular social poems at 

the time of its composition and which is also probably one of his most success­

ful ventures in artistic terms in this field: 'La Greve des Forgerons,.74 The 

poem is set in Paris in the faubourg and recounts the persona.l history of an 

aged blacksmith from his initial position as a respected negotiator with the 

employers for better wages to his ultimate reduction through threatened poverty 

and starvation to strikebreaking and the unpremeditated murder of one of his 

workmates. As probably the first treatment of an industrial conflict in French 

poetry, preceding Zola's famous study of the proMem in Germinal by sixteen years, 

it stands as an answer to critics of Coppee's banality and conservatism. 75 'La 

Greve des Forgerons' is also unusual on account of its form, a dramatic monologue, 

and not least because of the socialist reforming ideas which make their brief 

appearance never again to recur in Coppee's poetry. The poem's opening lines 

arrest our attention by their rhythmic similarity to natural speech, created 

largely through Coppee's reliance on enjambement rather than classically or­

dained metric units, as the main protagonist, Pere Jean, explains to the tribunal 

73 Po~sies! 1886-1890,pp.178-79. 

74 A parody of this piece features in the review La Parodie of 20-27 November 1869. 

(See Appendix II).The poem itself, which Coppee wished to hold back as the 

central piece of a larger collection was first published without his consent 

on the front page of Le Figaro 13 November 1869. A copy of the poem had been 

procured by a inventive reporter who had attended the 'Soiree de benefice de 

Sarah Bernhardt', at which, on 12 November 1869, Coquelin a1ne had recited the 

Coppee poem. 

75 The claim for Coppee's primacy in this respect is made by E.M. Grant in his 

book Erench Poetry and Modern Industry (Cambridge Massachusets,1927),p.152. 
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about to judge him for murder, the prelude to the strike which ultimately cost 
him his liberty.76 

Mon histoire, messieurs les juges, sera breve. 

Voila. Les forgerons s'etaient taus mis en greve. 

G'etait leur droit. L'hiver etait tres dur; enfin, 

Getta fois, le faubourg etait las d'avoir faim. 

Le samedi, le soir du paiement de semaine, 

On me prend doucement par le bras, on m'emmene 

Au cabaret; et la, les plus vieux compagnons 

- J'ai deja refuse de vous livrer leurs noms 

Me disent: 'Pare Jean, nous manquons de courage; 

Qu' on augmente la paye, ou sinon plus d' ouvrage' 

On nous exploite, et c'est notre unique moyen. 

Donc nous vous choisissons, comme etant le doyen, 

Pour aller prevenir le patron, sans colere, 

Que, s'il n'augmente pas notre pauvre salaire, 

Des demain, tous les jours sont autant de lundis. 

Pare Jean, etes-vous notre homme?' Moi je dis: 

'Je veux bien, puisque c'est utile aux call1arades.,77 

Emerging most strongly from this passage is the ingenuous personality of Pere 

Jean himself, a true representative of Paris' 'humbles'. His willing self­

sacrifice on behalf of his fellow workers is apparent (line 17) as is his soli­

darity with the strikers' cause even after his own arrest (line 8). A reasoned 

justification for the strike as the correct and rightful weapon of the wurking 

class against exploitation is also put forward. The forgerons' action is de­

scribed as their 'droit' (line 3) and as their 'unique moyen' of fighting 

7~ C. Fontaine, one of Goppee's contemporaries, criticises the poet for lax 

versification in 'La Greve des Forgerons' in his article, 'Les Poetes fran-

9ais de nos jours, Fran90is Coppee', Modern Language Notes, 5 (January 1890) 

pp.22-25. His abuse of the caesura, the break appearing after 'L'hiver' in 

line three of our quotation is especially indicated. In this however Coppee 

was simply following Hugo and to a lesser extent Baudelaire. 

77 Poesies, 1864-1869, p.205. 
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against gradually worsening pa;y and working condit ions (line 11). This unquali­

fied justification for the strike is however gradually undermined as the story 

progresses and Pere Jean is trapped between the uncompromising attitude of the 

employers, determined to test the resolve of the workforce by closing down the 

forge and preventing a voluntary return to work and the more militant of the 

strikers equally determined only to return to work on their own terms. Once 

Copp~e concentrates in characteristic fashion on the innocent human victim of 

social and political conflict Pere Jean is raised in our eyes far beyond his 

real status of a simple Parisian workman. His desperate wanderings through the 

crowded city streets in search of oblivion and escape from the 'concours d'eve­

nements fatal,78 conspiring towards his downfall have analogies with classical 

tragedy, 

Au bout de quinze jours nous etions sans un sou. 

- J'avais passe ce temps a marcher comme un fou, 

Seul, allant devant moi, tout droit, parmi la foule, 

Car le bruit des cites vous endort et vous soule, 

Et mieux que l'alcool fait oublier la faim. 

His ferocious Bl~ing of the young activist who accuses him of cowardice in his 

decision to return to work for the sake of his starving grandchildren would on 

the other hand not be out of place in a chanson de geste. Pere Jean kills with 

epic strength, 'Et d'un seul coup, d'un seul, je lui brisai le crane' while 

his victim lies dead at his feet like a soldier on a medieval battlefield, 'II 

etait ames pieds, mort, perdant sa cervelle'. This deliberate shift of attention 

from scenes of group unity to ones symbolising Pare Jean's growing independence 

and enfranchisement from his fellow workers ensures that the final impression 

created by 'La Greve des Forgerons' is ambiguous. Clearly the employers are in 

the wrong in their protracted exploitation of their workers ('eette fois, Ie 

faubourg etait las d'avoir faim'), but the more extreme of the strike committee 

are also impliCitly guilty for their part in the ruin of a loyal and respected 

member of their own class. 'La Greve des Forgerons' thus combines social intent 

and a semi-didactic approach with eoppee's personal desire to appeal to a wide 

audience by the creation of a noble and sympathetic main character drawn from 

Parisian life. In thiS, the poem comes close to an artistic ideal (described by 

Coppee from a position of hindsight in the twentieth century looking back over 

his successful career as a popular Parisian poet) of a poetry wherein the author 

should decisively break with idealistic notions of 'l'art pour l'art' and 

instead concentrate on the tastes of the mass audience who would ultimately 

78 'La Greve des Forgerons', line 213. 
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decide his success or failure in financial terms. 79 If 'La Greve des Forgerons' 

survives examination by a modern reader because its social implications re­

inforce the purely entertainment value of its fast-moving plot, many of Copp~e's 

less attractive compositions in the field of city poetry fail to measure up to 

this criterion and can only be described as mediocre. Their failure is due 

alternately to Coppee's blinkered insistence on extreme sentimentality as a 

constituent guaranteed to satisf,y his reading public or to his overt display 

in his city poetry of dismal pessimism and a moralistic outlook on life re­

sulting chiefly from his dramatic conversion to Catholicism in the late 1880s. 

In his eagerness to pander to public taste for touching scenes and charac­

ters drawn from familiar city life Coppee often overstepped the mark between 

genuine pathos and overdone sentimentality and affectation. Not only are his 

characters old and poor but they suffer from bereavements and ill health as 

well. The 'Homme-affiche' (Les Paroles sinceres 1891) for example is old, 

poor, unhappy, semi-paralysed, widowed, bereaved and deserted by his only 

daughter. Jeanne in 'Le Roman de Jeanne' (Contes en vers et poesies diverses, 

1880) similarly has unhappiness heaped on unhappiness until she becomes merely 

an exaggerated caricature of the Parisian poor she is meant to represent. She 

lives with her widowed, nearly-blind mother in near poverty and is frustrated 

by a virginal love for a poet. Elsewhere typically Coppesque motifs and adjectives, 

fairly effective on a small scale, completely lose their forcefulness through 

repetition. This is the case in 'Une Femme seule' (Les Humbles 1872) where 

the social implications of the theme are swiftly dismissed by an avalanche of 

79 Georges Beaume cites Copp~e's advice to himself in a volume of literary im­

pressions written in 1922. Coppee's somewhat cynical attitu,l. to art emerges 

well from the following excerpt: 

II ne faut pas trop ecrire pour soi-meme en poete. 

II faut que vous songiez a la materielle et la 

materielle est dure a gagner dans les lettres. Rompez 

bravement avec ces theories de l'art pour l'art, 

souvenez-vous que vous ecrivez pour Ie public. Si 

VOUB voulez l'attacher, racontez-lui des histoires, 

comme a un enfant. Charpentez solidement votre drame, 

corsez vos intrigues. 11 n'a pas le temps de s'int~resser 
, A 
a nos reves. 

(Au P;ys des lettres. Parmi les vivants et les morts 

(Nouvelle librairie nationale, 1922),). 
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sentimental terminology used to describe her; she is 'pale', 'resignee', 'tres 

douce', 'nalve' and 'fidele'. She has a 'humble regard', a 'voix lente et 

pure', 'yeux doux et craintifs', 'chastes paupieres' and an 'accent/Brise par 

la douleur et fait pour la tendresse'. In 'Emigrants' of the same collection 

the potentially touching spectacle of a group of rural figur~out of their 

element in a Parisian railway station where they are awaiting emigration 

becomes sentimental and stereotyped because of Coppee's insistent and irritating 

use of ameliorative adjectives in their description: 

Pourquoi donc partent-ils, ces braves gens? Pourquoi 

S'en vont-ils par l'Europe et vers le Nouveau Monde, 

Etonnes de montrer leur douce paleur blonde 

Et la calme candeur de leurs tristes yeux bleus 

Sur les chemins de fer bruyants et populeux? 

C'est que parfois la vie est inhospitaliere. 

Longtemps leur pauvrete naive, pure et fiere, 

En plein champ, pres du pot de gres et du pain gris 

A lutte, n'arrachant que de maigres ~pis 

A la terre trap vieille et devenue avare. SO 

Acting as a safety valve for the more extreme manifestations of sentimentality 

in Les Humbles however is the technique of irony verging on the comic which 

illuminates other poems in the same collection. This tendency towards humour 

was not merely a literary affectation in the poet but a real trait in Coppee's 

personality, one too readily ignored as contrasting with the accepted view of 

the poet as an uncomplicated and innocuous individual.
81 

It also suggests that 

80 
Po'sies, 1869-1874, p.51. 

81 Albert de Bersaucourt in a lecture given in Toulouse on January 12th 1911 

entitled Conference sur Francois Coppee (Ligage, Vienna, 1911) summarizes 

Coppee's character and sense of humour on page 1 in the following words: 

C'etait un sourire de gamin que le sien, avec de la 

malice dans les yeux et une vivacite spirituelle sur 

ses levres rasees, sourire ironique et froideur de 

quelqu'un qui n'est pas dupe. 11 se moquait volontiers 

de lui-meme et des autres. 
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, 
for a time Coppee, as his contemporaries were to be, was aware of the dangers 

of exaggeration in his own style and poetic subjects and chose to reveal this 
82 fact through self ridicule in his poetry. A key example of Coppee's ironic 

deflation of a serious scene, of his transforming pathos to bathos/is provided 

by 'Dans la rue' (Les Humbles). Here the sentimentally evocative picture of 

two ragged orphans preparing themselves for the day at school is gradually 

invalidated and then shattered abruptly by the poem's comic suggestions. 

Les deux petites sont en deuil; 

Et la plus grande - c'est la mere -

A conduit l'autre jusqu'au seuil 

Qui mane a l'ecole primaire. 

Elle inspecte, dans Ie panier, 

Les tartines de confiture 

Et jette un coup d'oeil au dernier 

Devoir du cahier d'ecriture. 

Puis comme c'est un matin froid 

au l' eau gele dans la rigole, 

Et comme il faut que l' enfant soi t 

En etat d'entrer a l'ecole, 

Ecartant Ie vieux chale noir 

Dont la petite s'emmitouffle, 

L'atnee alors tire un mouchoir, 

Lui prend Ie nez et lui dit: 'Souffle,.83 

The 'rigole' in stanza three, meaning a gutter or drain, also has connotations 

of rigolo and rigoler which lead us to question Coppee's sincerity and serious 

intent. The incongruous 'souffle' of the last line which conveniently dispels 

the city scene before us provides a comic counterpart for Rimbaud's 'Un souffle 

disperse les limites du foyer'from 'Nocturne vulgaire' (Illuminations) and for 

the 'rayon blanc' which wipes out the architectural scene of bridges and build­

ings created by this latter poet in 'Les Ponts'. 

Coppee's most subtly ironic poem however is 'Le Petit Epicier' of Les Humbles, 

a masterpiece of tongue-in-cheek humour and double entente.84 It is a poem 

designed not to ridicule the minor city character therein portrayed (Coppee, as 

82 The relation between Coppee's self-parody and his attraction as a butt for 

parodists will be further developed in Appendix I . 

83 Poesies, 1869-1814,pp.64-5. 

84 A parody of 'Le Petit Epicier' appears in La Lune rousse (red. en chef Andre 

Gill) 28 July 1818. See Appendix II. 
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Lescure observes,85 still retains a 'lointaine sympathie'), but one designed 

for self-amusement and in the words of Jacques Bordeaux, to '~stifier Ie 
86 

lecteur'. That Coppee succeeded in this latter calculation is evident 

from the shocked reception his poem was accorded in the serious literary world 

which Coppee himself remembers with a wry smile in his Souvenirs d'un rarisien: 

'Le petit ~picier rut considere comme un crime de 

lese poesie par plusieurs de mes confreres, et Ie 

poeme lui-meme, [ ••• ] on Ie traita d"outrage a la 
, ,. 

Muse. Bref ce rut une veritable tempete dans Ie 

verre d'eau du monde litteraire.87 

Fortunately in the years since 1872 critical opinion on Coppee's poem has 

mellowed somewhat and has come nearer to a reading in tune with the author's 

original intentions in writing. 88 This purpose is clearly stated in Souvenirs 

d'un Parisien the volume of personal reminiscences published in 1910 from 

which Coppee's contemporaries of the 1370s could unfortunately not benefit 

in their interpretations of 'Le Petit tPicier'. Coppee's sense of humour in 

describing the 'petit epicier' as 'ce scandaleux personnage' is again 

evident: 

Mesdames et messieurs, ( ••• ] avant de vous lire 

'Le Petit £picier' et de vous faire faire la 

connaissance de ce seandaleux personnage, je me 

permettrai de vous demander si un artiste n'a pas 

1e droit, une fois dans son oeuvre, d'outrer, par 

caprice, sa maniere, d'exagerer ses procedes, 

d'executer par virtuosite pure, sa propre parodie, 

et si un lecteur un peu avise n'aurait pas pu decouvrir, 

dans l'equivoque bonhomie des vers du 'Petit Epicier', 

l'imperceptib1e 1ezard de l'ironie.89 

Where Copp~e does exaggerate 'ses proced~s' and 'outre, par caprice, sa maniere' 

will be revealed by a study on the poem in question. 

85 Lescure, p.94. 

86 Jacques Bordeaux, Francois Coppee, (speech made on the centenary of Coppee's 

birth), (Paris, imprimerie de Firmin, 1942), p.14. 

87 Souvenirs d'un Parisien, p.164. 

88 Andre Billy for example describes 'Le Petit E-:picier' as 'des vers delicieux, 

de facture adroite et d'ironie rentr~e' in the article 'Copp~e, Petit 

bourgeois de Paris', Le FigarO, 4-5 April, 1942. 
89 

Souvenirs d'un Parisien, p.1~4. 
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'Le Petit Epicier' gives insight into the life of a Parisian grocer whose 

monotonously dull career is broken only by a weekly arrival of stock, 

bathetically described in lines 7-8 of the poem as 'des tonneaux de harengs­

saurs,90 and 'des caisses de pruneaux'. His chief tragedy however is personal 

rather than professional and stems from his fear of his wife (role reversal 

is a stock comic motif) and the consequent failure to father a longed-for 

child.91 The epicier's initial timidity turns briefly to anger and ultimately, 

in old age, to resignation as he lives out his life emotionally sustained by 

the sticky-fingered children with whom he comes into contact through his job. 

The poem's first questionable aspect is its title where Copp~e brings together 

the sublime and the ridiculous in poetry and 'epicier'. Though following in the 

tradition established with Les Humbles for titles wherein the status or pro­

fession of the main characters are revealed Coppee seems to be leaning towards 

self-parody in choosing undoubtedly the most unpoetic and banal member of 

Parisian SOCiety, the 's,ymbole meme de l'esprit obtus, mesquin, pense petit ,92 

as his subject. Similarly in the poem's opening line 'C'etait un tout petit 

epicier de Montrouge', highly reminiscent of the beginning of 'La Nourrice' 

('Elle &tait orpheline et servait dans les fermes'), Coppee introduces personal 

stylistic idiosyncrasies: use of affective adjective and Parisian location 

only to undermine their seriousness by exaggeration and irony. For example 

his 'epicier', rather than being 'simple', 'honnete' or 'naif' is primarily 

small, 'tout petit' not just 'petit'. He is ambiguously minute in the sense of 

physical stature, he is 'faible' in his social significance, his 'affaires' 

are 'chetives', he does not 'vitI but 'vivote'. Montrouge though being an actual 

working class area of Paris also represents a mocking aural counterpart for 

Coppee's description of the epicier in line 13 of the poem as a 'petit homme 

roux'. In 'Le Petit Epicier' Coppee also pillories his own tendency, prevalent 

90 

91 

A prose version of Charles Cros' comic poem 'Le Hareng saur' was published 

in La Renaissance litteraire et artistique, 25 May 1872. 

This basically serious problem of childlessness is in no way held up to ridi-

cule by the poet. This is possibly because 'Le petit !:picier' may transmute 

Coppee's own unfulfilled wish for a child. As well as appearing incidentally 

in very many poems, children and especially their relationship with a father 

figure, are central to a number of other Coppee pieces. The most important 

is probably 'Angelus' (Poemes modernes, 1869) which describes how a small 

boy is brought up alone by two aged gentlemen. 

92 Bernard Plessey, 'Le Poete et l'epicier', Le Bulletin des Lettres, 15 July 1973, 

pp.241-5, (p.241). Rimbaud had taken a similarly dismissive attitude towards 

grocers in 'A la Musique' where he mentions the 'clubs d'epiciers retraites' • 
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in the Promenades et interieurs, to idealise simple professions such as that 

of the 'dur charretier' (XIII), the 'canotier' (XXVII) and the 'aiguilleur' 

(XXXV). The following passage from 'Le Petit Epicier' for example shows us 

the young apprentice grocer being introduced into the monotonous routine of 

his trade which Coppee describes in incongruously lofty alchemic terms as 

'les mysteres de l'art'. The idealistic bubble is then burst as the epicier 

assumes the flat and irksome qualities of punctuality, sobriety, chastity and 

thrift more commonly associated with his profession. 

II etait de Soissons, et son humble famille, 

Le voyant a quinze ans faible comme une fille, 

Voulut lui faire apprendre un commerce a Paris. 

Un cousin, epicier lUi-meme, l'avait pris, 

Lui donnant Ie logis avec la nourriturej 

Et malgre la cousine, epouse avare et dure, 

Aux mysteres de l'art il put l'initier. 

II avaH ce qll' il faut. pour un bon epicier: 

II etait ponctuel, sobre, chaste, aconome. 

Son patron l'estimait, et, quand ce fut un homme, 

Voulant recompenser ses merites profonds, 

II lui fit prendre femme et lui vendit son fonds. 93 

The technique of anticlimax based on overliteralisation is re-employed on other 

occasions in the poem. The epicier's future is described as 'aisee et laide' in 

line 31 for example while his relationship with his wife receives the same 

deflationary treatment in lines 69 and 71-4, 

Etre perel c'etait son ideal. 

[ ... J 
Mais les ans ont passe, lentement, lentement. 

11 comprend aujourd'hui que ce n'est pas possible; 

11 partage le 1i t d 'une femme insensible, 

Et tous les deux ils ont froid au coeur, froid aux pieds.94 

The scarcely veiled irony animating 'i1s ont froid au coeur, froid aux pieds' 

shows Coppee confidently knocking down his own sentimental pictures of married 

life, life such as occurs in 'Petits bourgeois' of Les Humbles: 'l{n vieil homme 

avec sa vieille femme, [ ••• J /Retires tout au bout du faubourg, pres des champs' .95 

93 Po~sies, 1869-1874, p.16. 
94 P , . oeSl.es, 

95 Poesies, 

1869-1874, p.18. 

1869-1874, p.30. 
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Underlining all these examples of exaggeration, anticlimax and deliberate 

explosion of his own poetic techniques in 'Le Petit Epicier' and contributing 

perhaps more than anything else to the poem's success as a humorous piece of 

self-parody is the uncharacteristic lack of authorial comment by the poet on 

the scenes and details offered to the reader. Candid indications of his 

personal stance such as the 'c'est affreux' of Intimites XIII or the 'je n'ai 

pas trouve cela si ridicule' of 'Le Banc' (Poemes modernes,1869) which attempts 

to preserve the seriousness of a love scene between a nursemaid and a soldier 

in a Parisian park, are absent. The wB3 is thus open for ambiguity and for what 

Copp~e calls the 'lecteur un peu avise' to come to his own conclusions regarding 

the 'tout petit epicier' and his 'merites profonds'. Ironically, as we have 

already indicated, it was this very procedure of overt or implicit self-intrusion 

through personal moral judgements or a tendency towards sentimentality which 

Coppee keeps so expertly under check in 'Le Petit £picier' for his artistic end, 

that proved the poet's downfall in subsequent works. 

A repeated constituent of Coppee's later sentimental poetry first designed 

to counteract the preconceptions of his contemporaries towards the working 

class but which serves to infuriate the modern reader, is what might be termed 

the poor-but-honest theme which inevitably occurs coupled with eulogistic men­

tions of the Parisian poor. This motif is rooted in coppee's idealisation of 

menial tasks, practised in the Promenades et interieurs and his desire to show 

the lower sectors of Parisian society in a favourable light which inspired 

Les Humbles, but it only reached its peak after 1880 in a series of poems where 

Coppee's subjectivity attains alarming proportions. Chiefly worthy of criticism 

in these poems is Coppee's extreme selectivity in his choice of city characters 

for portrB3al and his inevitable insistence on their noble and generous qual­

ities. No chance meetings such as that of Intimites XIII where the poet is 

ohallenged by the appearanoe of a ragged flower girl occur. He is alw~s in 

oontrol of the situation and most frequently prompts the contact with the object 

of his attention himself. In 'La Marchande de journaux' (Contes en verB et 

poesies diverses,1880)96 and 'L'Homme-affiche' (Les Paroles sinceres,1391)97 

this is effeoted in typically bour~ois fashion by the medium of money, in the 

first instanoe Coppee buys a newspaper to establish a rapport with the vendor 

whom he finds an interesting figure in human and poetic terms, in the second 

he invites the sandwichboard man for a drink in order to 'faire sa connaissance'. 

96 ... P.-oe,;,;' s;,;;i;,,;e..,s ... , _1_8 .... 7 ... 8_-_18 ... 8_6, pp. 3-1 5 • 

97 ... P-.o e;,;;s_i..,e,;;;os ,,--,1.-88 ... 6 ... -... 1 ... 89 ... 0, pp. 1 54-1 64. 
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By over exaggeration in his sentimental assessments of these two ordinar,y 

characters (the 'marchande de journaux' has 'des yeux intelligents', she is 

'bonne, brave, pauvre' and selfless in her devotion to her consumptive grandson; 

the 'homme-affiche' is a 'vieux philosophe') Coppee reduces the credibility of 

his poetry and ultimately risked confirmation through his verse of the gener~l 

belief in the unworthiness and even criminality of the working classes \'lhich 

his works were designed to contradict. 

Probably the clearest single example of Coppee's selectivity and over­

bearing emotionalism in his later collections occurs in his treatment of the 

woman of easy virtue, not the child prostitute who is more often corrupted 

than corruptor, but the common city whore who becomes gradually transformed 

into an appealing, even religious, figure. In 'Une Aumone' of Contes en vers 

et poesies diverses a woman seeftsoliciting on a street corner is later seen 

giving money to a young flower girl who has fallen asleep with exhaustion at 

her stall, an action which in coppee's opinion is sufficient to expiate her 

sins: 

Fumant a ma fenetre, en ete, chaque soir, 

Je voyais cette femme, a l'angle d'un trottoir, 

S'offrir a tous ainsi qu'une chose a l'enchere. 

Non loin de la s'ouvrait une porte cochere 

oU l'on entendait geindre, en s'abritant dessous, 

Une fillette avec des bouquets de deux SOUSe 

Et celle qui trainait la soie et l'infamie 

Attendait que l'enfant se rut bien endormie, 

Et lui faisait alors l'aumone seulement. 

- Tu lui pardonneras, n'est-ce pas? Dieu clement198 

In 'Fleurs impures' of Les Paroles sinceres a similar figure is restrained by 

a 'scrupule delicat' from placing a bouquet of street flowers, the gift of a 
, . 

client, on the passing bier of a dead child. Coppee pral.ses this modesty in 

stanzas nine, ten and twelve of the poem and forgives her sinful profession 

in his own mind in the final lines in a similar reference to God to that of 

'Une Aumone'. 

o fille qui vis dans la honte, 

J'aurais voulu qu'on remarquat 

Et que la foule Ie tint compte 

De ton scrupule delicate 

Car tu gardais sous tes souillures 

Un coin de ooeur chaste et decent. 

98 P_o_e~ls~i~e~s~,_1_8_7_8_-_18_8 __ 6, pp.95-96. 
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Tes fleurs t'ont semble trop impures 

Pour Ie cercueil d'un innocent. 

( ... J 
Plus que bien des vertus suspectes, 

J'aime ton simple et triste effort, 

o creature qui respectes 

L'enfance jusque dans la mort; 

Et l' etre a qui par pudeur d' arne, 

Ta main n'osa pas faire un don, 

Est un ange au Ciel, pauvre femme, 

Et demande a Dieu ton pardon.99 

A total overtaking of the traditionally profane character by the sentimentally 

sacred one invented by Copp~e occurs in 'Mere-nourrice' (Les Paroles sinceres) 

where an erotic dancer makes a hasty exit from the stage at the end of her act 

only to appear minutes later, decently clad and with a small baby on her arm. 

The woman's self-profanation is seen as a supreme and justifiable sacrifice 

for the sake of her child and as such even merits praise from the poet: 

Meme dans l'infamie et la honte, salut, 

Acte auguste et touchant de la mere-nourricel 

J'ai manque d'indulgence envers toi, pauvre actrice. 

Tu faisais ton metier tout a 1 'heure. Il fa.llait 

Gagner ton pain pour que ton enfant eut du lait. 

Tu le prends ou tu peux, ce pain. La gorge obscene 

Qu' aux regards libertins tu montrais sur la scene 

Est bonne au nourrisson qui tete avec ardeur, 

Et la maternite t'a rendu la pudeur. 

Courtisane en public, mere a la derobee, 

Je t'excuse et te plains, pauvre fille tombee, 

Quand je te vois remplir un devoir solennel; 

Et je salue en toi cet instinct maternel 

Qui fait que toute femme est sacree, et qui donne 
100 

A la prostituee un geste de Madone. 

Despite the exaggerated pathos of these three poems brought about by the sym­

pathetic vo~abulary used in the description of the prostitute figures: 'delicat', 

'chaste', 'decent', 'simple', 'triste', 'prude', 'auguste', 'touchant' even 

'sacree', by the poems' dubious theology and especially the grotesque comparisons 

99 Poesies, 1886-1890, pp.139-142. 
100 , Poesies, 1886-1890, pp.146. 
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of the last example where the woman is likened to a madonna it is impossible 

for Coppee to have intended them to have ironic effect. Their date of compo­

sition alone, almost ten and twenty years respectively after the composition 

of 'Le Petit Epicier' confirms this as does their unanimously religious tone 

undoubtedly inspired in the latter two examples by the poet's religious con­

version at the turn of 1889-90. Moreover all possible ambiguity is cancelled 

out by Coppee through a clear display of his own predisposition towards the 

characters portrayed through authorial intervention in the text, a technique 

significantly absent from 'Le Petit Epicier'. In the first example the poet 

intrudes in the form of a prayer: 'Tu lui pardonneras, n'est-ce pas? Dieu 

clement!', in the second in an expression of sympathy, 'J'aime ton simple et 

triste effort' and in the third in one of forgiveness, 'Je t'excuse et te 

plains, pauvre fille tombee'. 

If 'Fleurs impures', 'Une Aumone' and 'Mere-nourrice' seem implausible in 

their approach to characters from the lower sectors of Parisian society and 

sentimental in their content and final effect, their personal validity for 

Coppee, chiefly on account of their religious content cannot be questioned. 

In a final example however it will be shown how an exaggerated combination of 

these negative factors of implausibility and sentimentality, in the absence of 

sincere personal involvement by the poet (apart from his uncompromising desire 

to pander to the insipid tastes of his audience) conspires to reduce the worst 

of Coppee's city poems to mere stale and lifeless replicas of his early social 

urban verse. 'Le Raisin' of Contes en vers et poesies diverses is a particu­

larly extreme example of how Coppee's tendency towards cumulative pathetic 

detail and mawkish emotionalism can become excessive. Its exaggerated effect 

is further intensified by its use of an imaginary plot, rather than of scenes 

observed in Paris as 'Fleurs impures', 'Une Aumone' and 'Mere-nourrice' purport 

to do, hence no intrinSIc,., limits however vague are set on its contents. The 

poem opens with a deathbed scene with an aged man surrounded by his impoverished 

relatives. Having previously refused all nourishment the invalid's family are 

at a loss as to what could sustain their father through his fLlal hours. 

Finally in a moment of inspiration, but at great personal sacrifice due to their 

prohibitive cost, they purchase some out-of-season grapes, talk of which the 

day before had sparked off a temporary enthusiasm in the ill man. The sight of 

the succulent fruit merely hastens the dying figure into his grave however 

while the grapes grotesquely become the envy of the bereaved children's friends 

as they unpack their lunchbasket at school the following day. Clearly Copp~e's 

choice of subject and plot here is questionable, his treatment of it is also 

evidently lacking in subtlety and artistic skill. The whole of the poem is 



- 53 -

pregnant with the sentimental detail (pawnbroker's tickets stuffed behind the 

family clock and so on) and predictable, by now almost completely meaningless 

vocabul~r,y ('pauvre', 'humble', 'credule', 'petit', 'triste', 'faible', 

'malade') which hallmark Coppee's worst efforts in poetry. The following 

excerpt is a characteristic example: 

Le Malade baissait tous les jours. Pauvre perel 
, 

Et, dans l'humble logis, jadis presque prospere, 

Avait depuis longtemps sevi la pauvrete. 

Les sinistres papiers du Mont-de-Piet~ 

S'etaient accumules derriere la pendule, 

Et, toujours esperant - Ie malheur est credule -, 

La famille vendait tout son petit tresor. 

La timbale, les six couverts, la montre en or, 

L'un apres l'autre etaient retournes chez l'orfevre. 

Au moribond toussant et grelottant la fievre 
• 101 On sacrifiait tout, sans se decourager. 

The capitalisation and exclamation mark used to emphasise the central object 

of attention ('Le Malade' line 1), the theme of the honest family lately fallen 

on hard times which comes to rival the poor-but-honest motif and the patronising 

aphorism in line 6, 'Ie malheur est credule', do nothing to lighten the dismal 

effect of this poem. Similarly as the plot progresses punctuated by an emotive 

series of abstract nouns: 'la pauvrete', 'Ie malheur', and 'la misere', by 

increasingly extravagant and tasteless descriptions of the ill man: 'Ie Malade', 

'Pauvre perel', 'Ie moribond', 'Ie triste grabataire', 'l'agonisant', and by 

an enumeration of the incongruous mixture of items offered to the 'malade': 

a biscuit soaked in wine, an 'oeuf poche', 'du bouillon', and curiously 'trois 

huitres', presumably all the family could afford, Coppee's inability to recap­

ture the direct tone and dramatic content of his earlier city poems is revealed. 

The final lines of this poem, which come as a welcome release to the twentieth­

century reader, involve an ungainly periphrasis describing death as a depar­

ture into 'l'autre monde o~ nul n'a sans doute faim', and alone could symbolise 

the poet's artistic clumsiness and disproportionate reliance on sentimentality 

in this work. 

As the evidence of these last few poems discussed reveals, by 1890 Coppee's 

city poetry had undergone a dramatic transformation since its reorientation 

towards a poetr,y of social realism with Les Humbles. Objective realism in con-

nection with Parisian decor and characters had proved a near impossibility for 

101 I 8 -88 Poesies, 1818-1886, pp. 7 • 
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a poet whose intimate knowledge of and relationship with his native city in 

hie own words matched that of a lover for 'une maitresse bien_aim~e,.102 

Similarly sentimentality, already existinc in embryonic form in this latter 

collection, if at first held in check by irony, ultimately contrived to 

supplant genuine social concern in the poet's mind. Originally sympathetic 

characters from the lower strata of Parisian society thus afton became tr<ms­

formed into exaggerated paraL~ns of virtue, meaningless caricatures of the 

real characters they were supposed to represent. At first Coppee's religious 

conversion at the end of the 1880s found its outlet in this increasinKly 

implausible poetry where the poet had apparently sacrificed his own inter,rity 

to the demands of audience appeal. Soon however with old age, calcifyin~ 

inspiration and the external factors of social and scientific ChMG'O which 

tended to place the recapturing of Coppee' s 'Paris natal' 1 03 beyond the pO~-Ierfl 
of his imagination the poet's attitude hardened towards his city surroundinc:n 

and fellow Parisians until pessimism and sombre moralisine- prevailed. 

Les Paroles sinceres represents a transition zone at this star;e of Goppce'n 

career wavering between sympathy for the poor and outright cri ticisr.J of thorn. 

'A une piece d'or' and 'Paleur', two poem~; already quoted in connection l'/ith the 

theme of child prostitution, provide a clear example of the poet 's n.r.lbivalen,~c 

in the contrasting attitudes of compassion and disapproval expressed in thorn. 

In a similar manner other poems of Les Paroles sinceres revort} the influence 

of a gloomier state of mind than that inspirLlc, Copp6e's other re13.tivel.r choer­

ful, if over sentimental verse. In the aptly entitled 'Pessimisme' of L08 Pa­

roles sinceres Coppee is at first assailed by doubts rec:ardjnc the vj rtnes of 

the Parisian poor when he wonders if his donation to a beggar will p;enuinel'y 

be used to feed a hungry family or if it will be squandered on drink: 

Je refuse l' aumone: un pauvre meurt de fa.im 

Je la donne: un coquin se soule et bat sa femme. 

Et le plus scrupuleux, qu'il se loue'ou se blrune 
. . t! . 1 f' 104 De sa mOlndre actlon ne peu preV01r a 1n. 

This contrasts sharply with the conciliatory ton~ of 'Le Pere' from Poe~es 

modernes of 1869 for example where a father fieure does i j, f';,cl waotc hiG 

money on drink and beat his mistress as a result but i-lhere the poet '0 criticism 

102 
Souvenirs d'un Parisien, p.259. 

103 Lescure, p.186. 

104 P09sies, 1886-1890, pp.133-84. 
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is reserved rather for the deprived social conditions in which the character 

is living than for his inherent criminal tendencies. By Les Paroles sinceres 

it appears as if Coppee's earlier feelings of identification with and pity for 

the poor ~~ressed consistently from Intimites until Contes en vers et poesies 

diverses were gradually bre~~ing up to be replaced by a definite sense of 

superiority over these unfortunate members of society. Coppee's increasine 

misanthropy is also well illustrated in 'La Cloche du faubourg', (written 

in 1901 and published in the 1906 collection Des Vers franpais), where he 

aligns himself foremost with his bourgeois audience rather than with the poor 

who had formed his source of inspiration in earlier collections. 'La Cloche 

du faubourg' opens with the poet walking alone in a working class area of 

Paris, a 'quartier sinistre ou Ie regard du gueux/Sur le bourgeois cossu qui 

passe est une insulte'. As the poem progresses he becomes gradually aware of 

the all-pervasive atmosphere of depression and dirtiness weighing down the area 

which had offered him emotional comfort and artistic stimulation in earlier 

years: 

Par ce soir lourd d 'un chaud samedi de quinzaine, 

Dans Ie faubourg qu 'emplit une brume malsaine, 

Le peuple grouille. On sent l'alcool et la sueur. 

Le crepuscule met sa derniere lueur 

Sur les hautes maisons, mais, au fond des boutiques 

Le gaz revet deja de flammes fantastiques 

Les alambics de cuivre et les comptoirs de zinc. 105 

Where before Copp~e had picked on sympathetic characters in the city scene as 

objects for his attention now his vision centres on the maSses which he evokes 

in brutal and animalistic terms, 'grouiller' and 'sueur'. Clearly it is not a 

question of the lively crowds of workers and grisettes from Promenades et inte­

rieurs or of the honest labourers of Les Humbles, but as Coppee says of an 

unhealthy 'peuple de la rue', 'tous les yeux sont cernes et tous les teints 

sont bilieux'. Unlike the 'enfant du vieux Paris' they are not emotively 'pale' 

but 'morne', et 'las'. Further idealistic motifs of Coppee's earlier verses such 

as the twilight theme and the use of the faubourg or banlieue as a preferred 

setting are similarly undermined in this poem. Firstly the city streets have 

become invaded by a 'brume malsaine' which blocks the sun's dying rays and 

strangely diffuses the fier,y glow of the gaslamps onto the metal surfaces of 

alcohol stills and cafe counters. Secondly the evocative and often melancholic 

faubourg area which had provided the poet l'fith a refuge from the city centre 

in his youth is now defiled and transformed into a Babylonian metropolis ruled 

105 Poesies, 1890-1905, p.164. 
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by sin and depravity. Coppee vents his wrath and disappointment in a tirade 

directed against the faubouriens whose lack of spiritual life and sincere 

Christian emotion he holds responsible fqr the desecration of his childhood 

paradise. They are 'ces etres perdus de misere et de vice' ungrateful for 

Christ's sacrifice, they are a 'peuple athee' who wi) fuLl y j E1'ore the call 

of religion symbolised by the tolling of a distant church bell, 'la cloche du 

faubourg'. In its conclusion the poem takes an embarrasingly personal turn as 

Coppee, who has turned to God points to this distinction between himself and 

the urban popUlation and senses his own identity subsumed in the tolling 

Angelus. Like the bell it is his duty to tirelessly remind the Parisian poor 

of their duty to the church and ultimately to secure their salvation through 

repentance capable of redeeming the most wilful of sinners: 

Cette fille aux yeux peints, qui dans Ie faubourg traine, 

Peut-etre pleurera comme la Madeleine 

Sur les pieds du Sauveur pose dans son giron. 

Ce voyou peut mourir comme Ie Bon Larron. 

Aussi rien ne me lasse et ne me decourage. 

Les blasph~mes, les cris de douleur et de rage 

N'etoufferont jamais mon tintement sacre. 106 

A similar tone of fanaticism to that displayed in 'La Cloche du faubourg' 

where city characters are the target for unprecedently harsh treatment colours 

'Sur la Tour Eiffel' from Les Paroles sinceres where Coppee picks up a second 

106 Poesies, 1890-1905, p.170. An interesting exception to Coppee's harsh treat-

ment of the Parisian population in his poetry is his changed attitude to 

military personalities who since the days of the Franco-Prussian war had 

featured in his poetry. Where realistic or sentimental representation of 

other human categories is replaced by sombre moral ising, in the case of 

soldiers, ameliorative comments and terminology prevail. In 'La Charite du 

soldat' (Les Paroles sinc~res) for example the ragged queue waiting at the 

soup kitchen for its gruel and mouldy bread which in an earlier collection 

might have expected sympathetic treatment is dehumanised by the poet. A 

child is described as a 'tres vieux singe' and when the food is finally 

produced the crowd descends on it like wild beasts. The soldiers on the 

other hand are seen as representatives of divine benediction: 'ces braves 

enfants [the soldiers},/Sont pareils au Samaritain'. This distinction 

between richer and poorer contrasts sharply "lith poems such as Intimites XIII 

where the difference between giver and receiver generates feelings of 

guilt on the part of the richer party. Here the decalage underlines and 

idealises the soldier's charity. 
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theme of his youth, that of urban decor and architecture and applies his 

increasingly hidebound imagination to it. Viewing the Eiffel Tower from 

afar the poet is inspired by a series of derogatory epithets to describe it. 

It is a 'monstre hideux', (line 4), an 'absurde prodige' (line 9), and a 

'geante sans beaute ni style [ ••• ]/Symbole de la forme inutile/Et triomphe 

du fait brutal' (lines 5, 7-8). Worse however than its status as a feeble, 

man-made attempt at grandeur easily overshadowed in aesthetic terms by the 

achievements of the Renaissance or the triumphs of the natural world ('Le 

Mont Blanc hausse les epaulesjEn songeant a la Tour Eiffel'), is the tower's 

dubious morality. As a nineteenth-century counterpart for the biblical tower 

of Babel it has cast a shower of suspicion over its architects and creators 

and that of pride and sin over the city wherein it is constructed: 

Enfants des orgueilleuses Gaules, 

Pourquoi recommencer Babel? 

(lines 45-6) 
Clearly central to all Coppae's criticism in this poem is the personal con­

sideration that the Tour Eiffel, as an edifice symbolic of change, forms a 

scar on the landscape known to the poet intimately in his youth and so belittles 

his beloved 'vieux Paris'. Any pity for Paris is thus really a displaced self­

pity on Coppee's own behalf as he bemoans the inevitable destruction of his 

own native environment by the scientific achievements and the changed aesthetic 

criteria of the modern age. A quite literal illustration of this belittling 

effect is provided by the poet as he gives us an aerial view of the city from a 

vantage point half way up the Eiffel Tower and sees Paris below, immobile and 

reduced to the toy town proportions of a children's game. He refers to it as a 

'plan de relief' and a 'morne panorama' and comments on the seeming unreality 

of Notre-Dame and the Arc de Triomphe, previous landmarks on the Parisian sky­

line and urban companions of his childhood as they are flattened out before 

him through perspective. 

Et l'on est triste au fond de l'~e 

De voir ecrases, tout en bas, 

L'Arc de Triomphe et Notre-Dame, 
. . • " 1 07 La glo1re et la pr1ere, helas. 

The resounding final syllables of this excerpt, the rhetorical and slightly 

pompous tone of the poem as a whole and the deepening vein of religious fanati­

cism apparent here and more so in 'La Cloche du faubourg' hint at how, by the 

end of the nineteenth century Coppee's city poetry had become almost totally 

divorced from the gentle, haunting and elegiac verses of Le Religuaire and 

107 Poesies, 1886-1890, p.133. 
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especially Intimites. Coppee himself observes this dramatic change of direction 

at the end of his career in the preface to Des Vers francais (1906) where he 

reveals the two ideologies, both implicit in 'Sur la Tour Eiffel' and 'La 

Cloche du faubourg', directing his response to Parisian life at this stage in 

his life. 'Voici pourtant', he says, 'un nouveau volume de vers': 

Je l'ai compose sur le declin de l'age, en des 

heures cruelles pour les hommes de patriotisme 

et de foi. On ne s'etonnera pas de trouver dans 

quelques-uns de ces poemes, un echo de mes 

douleurs et de mes indignations. 108 

Coppee's personal and spiritual re-orientation towards the twin abstractions of 

faith and patriotism though crucial,did not alone account for the replacement 

of the earlier personal, pictorial or sentimental representations of the city 

inhabitants or the urban scene by a more wide-ranging, pessimistic and moral ising 

approach to the same themes however. Coppee's declining artistic capabilities 

also played a part as did the dramatic modifications suffered by Paris, his 

source of inspiration, from the mid 1860s to the dawn of the twentieth century, 

the dates between which his city poetry was composed. 

Despite several good compositions and numerous interesting and entertaining 

ones it is evident that Coppee's talents were not those of a poetic genius. 

The prolific nature of his output alone would have strained the inspiration of 

a greater man, while towards the end of his life the detrimental effect of his 

resignatloA of the quest for originality in favour of a poetry guaranteed to 

provide 'la mat{rielle', became increasingly apparent. Coppee's earliest city 

works, those belonging to the collection Intimites in particular are probably the 

author's best achievements in the field of verse. This is not only because they 

were written in the first flush of enthusiasm and before Coppee was put under 

public scrutiny and pressure after the success of Le Passant in 1869, but 

also because in the late 1860s Coppee's emotional links with his native city 

were at their strongest. The poetic richness of the Left Bank and banlieue, the 

clearly visible links between these areas and the themes of memory and imagination 

meant that at this stage especially Coppee could 'chanter' the capital city 

108 Preface to Des Vers franRaiB in Poesies, 1890-1905. 
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'en amoureux,. 109 His strictly personalised visions of city life, unconcerned 

as yet with appeal to a wider audience, offered a highly evocative atmosphere 

and convey powerfully convincing emotions unrivalled by later works. 

The desire to be 'realiste en restant poete' in relation to city people and 

city decor (experimented with in Les Humbles, 'Olivier' and later) marked a 

new venture in Coppee' s poetry but one iihich ult imately, like the vein of .!E,!i­

mites, proved only temporary in its duration and effect. Initially Coppee's 

handing over of the centre of the stage to insignificant urban figures or the 

physical attributes of the concrete world around him undoubtedly had the novel 

attraction of an almost previously unexplored territory and his serious treat­

ment of the Parisian poor per se and reliance on real verifiable locations in 

Paris undoubtedly set him apart from his contemporaries. However this 

genuinely compassionate, social phase wherein the wide audience appeal of his 

subjects was used to draw attention to the plight of the poor was eventually 

supplanted by one increasingly reliant on sentimental motifs, emotional voca­

bulary, intrusive authorial intervention and personal revelation. This poetry 

though effectively establishing Coppee as the most popular poet of his gener­

ation with the reading public, has a distinctly dated flavour a century later 

and is often offputting in its effects on the modern reader. 

By the 1890s Coppee was noticeably losing touch with the kind of city 

people he previously held in sympathy because of their unfortunate circum­

stances and their Parisian upbringing in common with his own, and seemed to 

be siding more and more with the bourgeoiS audience against the poorer members 

of Parisian society. A new generation of Parisian poor had sprung up, irreliGious 

and ignorant of Coppee's 'Paris natal', similarly a new city-scape had developed 

desecrating his former paradise and dulling the stimuli to his imagination 

his earlier poetry had relied on. Henceforth unable to recapture the intimate 

simplicity of his former works and apparently unwilling to celebrate aspects of 

the modern world which contradicted his ossifYing attitudes and religious 

beliefs, Coppee turned away from his original personalised source of inspiration 

of the city and towards the wider field of great univerSal themes, religion and 

patriotism included. When in 'Chauvinisme' of 1903 he claimed, 
... ' 110 Ceux de mon age ont trop vecu. 

he had already outlived his significance as a city poet. 

109 Albert de Bersaucourt, p.64. The quotation is taken from the speech of 

M. Cherbuliez on receiving Copp~e into the Academie Fran~aise in 1884. 

Speaking of Coppee and Paris he had said: 'vous ne ressentiez pas pour 

elle une demi-tendresse. Vous l'avez chantee en amoureux'. 

110 Poesies, 1890-1905, pp.283-84. 
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GHAPl'ER 2 

CHARLES CROS: A NOC'l1hM]3ULIST IN THE CITY 

Always in connection with the multi-faceted personality of Charles Cros 

one is faced with a problem of definition. His independence from estab­

lished terms of reference has provoked the epithet 'the outsider' from 

Howard Suttonl while E!rnest Raynaud, recognising Cros' orif,'inali ty, 

has pointed to the danger of his possibly contradictory tendencies 

marking him out as a 

Pauvre diable de savant, ~gare chez 

les po~tes; de po~te ~gar~ chez les savants, 

d'un essayiste sans envergure, d'un touche­

~tout sans importance. 2 

Cros' chameleon versatility in the literary field displayed in such 

diverse areas as amorous Germanic ballads influenced by Heine such as 

'Nocturne,3 (I.e Coffret de eantal), semi-slang lyrics such as the 

'Chanson des Sculpteurs ,4 (I.e Coffret de santal), rhythmic flo\rin,"; prose 

poems such as IDistrayeuse,5 (I.e Coffret de santal) , satirical articles 

I Howard Sutton, 'Charles Cros, the Outsider', French Review 39 

(February 1966), pp.513-520. 

2 Ernest Raynaud, La. Boh3me sous Ie Second Empire, Charles Cros et 

~ (Paris, L'artisan du livre, 1930), p.12. 

3 Cros z o.c. , p·49. 

4 Cros z O.C. , p.140. 

5 Cros l o.c. , p.151. 
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such as 'L' Eglise des 'rotalistes' b and humorous short stories and 

monologues such as the hilarious Gaillou mort d'amour7 or L'Homme aux 

pieds retournes,have earned him the more appropriate title of a 'poeta 

senza etichetta' from Gianni Nicoletti, an Italian cri tic. 9 Similarly 

his varied talents in other disciplines, notably science and the visual 
10 arts, have led to his description as 'un carre four ' by the B'renchman 

Raymond Jean. 
11 

The definition and assessment of Cros' poetry has no easier a 

solution than the cate6"Orisint3' of the man and is a problem avoided even 

by the poet himself on all but the rarest of occasions. One of Cros' 

few statements with bearing on the key qualities and aims of his works 

comes in the early poem forming the preface to the 1873 edition of Le 

Coffret de eantal, a poem replaced in the modified 1879 version of 

that work. Besides this poem providing an introduction to Cros' first 

edition of poetry it is also significant in that it indicates in 

general terms the poet's state of mind, attitude to poetry, poetic 

subjects and the public at a critical stage in his career. 

6 Cros l o.c. , p-381. 

7 Cros l o.c. , p.238. 

8 Cros l O.C. , p.315. 

9 Gianni Nocoletti, 'Charles Cros, poeta senza etichetta', La }1liera 

I.etteraria 15 I'v!ay 1955, pp.5-6. 

10 In scientific matters Cros was interested in various fields of 

research. In 1867, his automatic telegraph system was one of the 

exhibits at the Expositicn Universelle. In early 1869 his Solution 

g~nerale du probl~e de la photographie des couleurs and lI;oyens de 

communication avec les planetes were published. In 1877 he first 

conceived of the idea of the phonograph, while in 1883 he produced 

his first successful results in colour photography with a repro­

duction of llianet' s I Printemps' on paper. Hi.s achievements in the 

field of art included a pastel of Nina de Villard seated at a piano 

and a drawing of the 'Noircisseur de verres pour ~clipses' designed 

as a frontispiece for the Dixains realistes. 

11 Raymond Jean, 'La Voix de Charles Cros', I.e Monde 6 June 1964, 

p.lO. 
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au plus STand nombre je deplais 

Car je semble tomb~ des nues, 

rl~vant de terres inconl'lues 

D'oll j 'exile les gens trop laids. 

La tete au vent, je contemplais 

Le ciel, les bOis, les splendeurs nues. 

~uelques rimes, me sont venues. 

Public, prends-les ou laisse-les. 

Je les multiplie et les seme 

Pour que, par hasard, ceux que j'aime 

Puissent les trouver sous leurs pas. 

Quand ceux-la diront que j'existe, 

La foule, qui ne comprend pas, 

Paiera. C'est l'espoir de l'artiste. 12 

Emanatin~ most strongly from these lines is Cros' sense of supericrity 

over his fellm-J men. His contempt stems partially from their anticipated 

incomprehension of his idealist works: 'je semble tomb~ des nues' (line 

2) and is conveyed in the poem by the romantic, Chateaubriandesque 

pose, isolated from humanity and embraced by the natural world, which 

the poet assumes in lines 5-6: 

La t@te au vent, je contemplais 

Le ciel, les bois, les splendeurs13 

As the poet believes his imagination to be unique so he desires his 

poetry to be elitist in character too. It is written for the poet's 

personal satisfaction and for 'ceux que j'aime' (line 10), not for 

'les gens trop laids' (line 4) who are excluded from his r@verie. 

Broadly speaking therefore Cros' concept of poetry in 1873 as a hiehly 

personalised vi sion to which only a few initiated individuals were 

admi tted, contrasted sharply with that of Coppee at the same time. 'rhe 

latter poet, after the success of Les Humbles (1872) was gradually cominG 

12 Cros, O.C., p.1079. 

13 A similar independent stance is taken by the poet in "l'si{;ane' (~, 

.2.:.2.:, p.134): 

Un vent nouveau baigne rna chevelure, 

~~ je vais, fier de n'etre attendu nulle part. 
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to terms with a brand of poetry and subject matter dictated increasingly 

by public taste and audience demand. As well as contradictine; Coppee' s 

preference for a more popular poetry from the evidence of the preface 

to the first edition of the I.e Coffret de aantal,in 1873 Charles Cros' 

notion of poetry also opposed Coppee's belief in 'de la poesie en tout 

et partout,l4, especially in the ordinary and immediate surroundincs of 

Paris. In his poetic preface Cros claims to have sought his inspiration 

beyond the known world, in 'de terres inconnues' (line 3) or, as he 

reaffirms in the first poem of his new collection 'La Vj.e ideale' , 

'aux pays lointains ,.15 i'Jhere Coppee relied on his native town and 

contemporary life for poetic stimuli in his first collections) Cros 

here suggests his stimuli lay outside the real lrmrld of nineteenth­

century Paris. This literary claim and the notion that Cros himself 

as a man belonb"ed spiritually to a different order of existence from his 

fellow Parisians, form motifs repeated throughout Cros' poetry. In 

'Plainte' from I.e Coff'ret de santal for example, the poet dreams of 

spending his life 'en que 1 que cOin/Sous les bois verts ou sur les monts 

aromatiques/En Orient, ou bien pr~s du p~le, tr~s lOin,/Loin des journaux 

de la cohue et des boutiques I .16 While in 'Testament I (I.e Collier de 

griffes, 1908) Cros seems to have achieved his longed-for sense of 

liberation from the material world: 

Et si je meurs, so~l, dans un coin 

C'est que ma patrie est tres loin 

Loin de la J!'rance et de la terre. 17 
This theme of alienation from the real world and circumstances cf 

nineteenth-century Paris, backed upby examples in the poetry such as 

those quote~has been frequently pushed to the fore by a critical body 

upholding Cros' reputation as a personal, idealist, lyric poet, a fantai­

siste whose works lack visible connection with the mundane physical 

14 Souvenirs d 'un 2arisien, p.158. 
15 Cros. o.c. , p.48. 
16 

Cros. O.C. , p.94. 
17 Cros z o.c. , p.213. 
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18 world. Cros has been described as creating his own world through poetry as 

a replacement for objective reality with which he was unable to come to terms 

on many occasions. Irene Merlin and G. Germa for example emphasise Cros' sub­

stitution of fantasy for reality in strikingly similar terminology in their 

respective comments on the poet. Irene Merlin says: 

Sous son reeard ra.pide [ ••• J La 'lie se 

chaneeait comme naturellement [ ••• J 
l'espace et le temps disparaissaient pour 

laisser la place aux merveilles [ ••• J pays 

des merveilles au toutes les Alices du 

monde se seront complues. 19 

18Fantaisie and the idea of Cros as a fantaisiste are notions common to criti-

cal works on the poet and are terms which deserve some clarification. G. Germa 

in the article 'Charles Cros~ La Revue de Toulouse (May 1946),pp.36-46, speaks 

of Charles Cros' 'cerveau de fantaisiste' and 'existence de fantaisiste' while 

Jules Bertaut in 'Quand Nina de Villard faisait diner la Boheme et tenait le 

salon de l'intelligence parisienne~ Le Figaro litteraire 9 February 1959,p.7, 

calls him a 'fantaisiste en science comme en poesie'. The terms fantaisie and 

fantaisiste convey a sense of individualistic creativity and bohemianism, 

suggest a poet victim to his own capricious imagination and are frequently used 

to describe Cros' humorous verse and monologues. They are used in this sense by 

Pierre Dufay in an article entitled 'Le Parnasse fantaisiste~ Mercure de France 

239 (1 October 1932), pp.9l-109, where in a discussion of the regular visitors 

to Nina de Villard's salon in the Rue des Moines, M. Dufay suggests that Cros 

preferred 'la fantaisie au Nirvana'. The possibility that Cros himself suggested 

the term so frequently used to describe him and his works is also feasible. He 

entitled two sections of Le Coffret de santal of 1879 'Drames et fantaisies' 

and 'Fantaisies en prose'. This seems at least to have directly inspired Andr~ 

Gill's choice of terminology in his compte rendu of this collection in La Lune 

rousse 12 January 1879. Here Le Coffret de santal is described as a 'veritable 

ecrin dont taus les bijoux scintillent des feux diversement color~s du reve, de 

l'esprit et de 1a fantaisie'. 

19Irene Merlin, Poetes de la revolte de Baudelaire a Michaux (Paris, Editions de 

Sevres, 1971),p.78. 
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In his summary of the poet's achievements G. Germa is slightly more critical of 

his penchant for escapism: 

Dans son cerveau defantaisiste, 

n'aurait-il pas delaisse peut-etre 

trop souvent la realite pour la chimere 

et n'aurait-il pas remplace notre 

machine ronde par Ie p~s des merveilles?20 

Contemporary Parisians ~~d acknowledged city poets have likewise solely referred 

to Cros' idealism and fantaisie. Verlaine described his poetry as 'un voyage 

au p~s bleu,21 while Verhaeren judged that Charles Cros' literary bent was a 

'synonyme de r~ver' which 'ne lui servait qu'a s'echapper de la vie,.22 Louis 

Forestier, the present-d~ Cros specialist, similarly affirms the poet's re­

luctance to treat exterior reality in poetry and in particular his apparent 

detachment from the city life around him: 

Chez Cros, on ne devine guere Ie 

Parisien. II a pourtant vecu a Paris 

quasiment toute son existence. Cet 

homme, habitue, noue Ie savons, a 
aller et venir quotidiennement du 

Quartier Latin aux faubourgs de 

Montmartre [ ••• J aime peu la condition 

de citadin. Sa poesie est muette 
, . t 23 a ce suJe • 

Admittedly in support of these various' views a superficial glance at the 

poetry reveals a surprising lack of city allusions in the works of a poet 

almost exactly a contemporary of Coppee (the latter poet was only eight 

months Cros' senior) and with a common Parisi~l upbringing and life. 24 

20 Germa,p.46. (see footnote 18). 

21 Paul Verlaine, 'Charles Cros~ Les Hommes d'aujourd'hui 335 (August 1388). 

22 Emile Verhaeren, Impressions, Troisieme eerie (Paris, Mercure de France, 

1928), p.4l. 

23 Louis Forestier, Charles Cros, Poetes d'aujourd'hui (Paris, Seghers, 1972), 

p.10. The somewhat different opinion on Cros expressed by Louis Forestier 

in his all-embracing volume published in 1969 will be referred to later. 

24 Though born in Fabrezan (Aude), Charles Cros moved to Paris with his family 

when he was barely two years old and lived there until his death in 1888. 
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Cros' two collections, Le Coffret de santal, first published in 187325 and 

reprinted in an enlarged form in 1879,26 and Le Collier de griffes published 

posthumously by the poet's son Guy Charles Cros, in 190327 lack the urban 

titles common to the collections of major and minor Parisian contemporaries 

alike. One might quote Emile Goudeau's Fleurs du bitume28 and Nina de Villard's 

(Cros' mistress in 1873) Feuillets parisiens29 as examples. Similarly city 

oontent is not betrayed by the titles of individual poems as, for example, in 

Verlaine's 'Croquis parisien' (Poemes saturniens), Nouveau's 'Fantaisies 

parisiennes' (Premiers poemes) and Rimbaud's 'Villes' (Illuminations~. 

Despite this evidence to the contrary, however, Cros' inclusion in a study 

of French poetry and the city is still justifiable. Clearly, as Louis Forestier 

suggests, Charles Cros' poems do not constitute the same kind of 'Paris-Guide,30 

as do those of Franqois Coppee, nor do they betray themselves by their titles; 

yet in general terms Cros was concerned with Parisian attitudes and modern 

life and literature. In the first edition of La Revue du monde nouveau (a lit­

erary and scientific review set up by himself and Henri Mercier in 1874) Cros 

affirms that his review 'veut etre la serre ou s'epanouissent les fleurs de 

I'esprit moderne' also that it 'affirme sa sympathie pour l'actuel,.3l 

25 Le Coffret de santal (Paris, Lemerre, 1873). 

26 Le Coffret de santal (Paris, Tresse, 1879). 

27 Le Collier de griffes (Paris, Stock, 1908). 

28 Emile Goudeau, Les Fleurs du bitume (Paris, Lemerre, 1878). 

29 Nina de Villard, Feuillets parisiens (Paris, H. Messager, 1885). 

30 Louis Forestier, Charles Cros, Po~tes d'aujourd'hui,p.10. 

31 La Revue du monde nouveau was born on 15 February 1874 and survived for a 

further two editions, the second on 1 April 1874 and the third on 1 May 1874. 

The revue upheld its promises of modernity by publishing in its first edition 

Mallarme's avant-serde poeme en prose 'Le Demon de l'analogie' and Cros' own 

scientific treatise 'L'Alchimie moderne'. Cros' satirical article 'L'Eglise 

des Totalistes', critical of the extremes of the Parnassian aesthetic, was 

printed in the second number showing Cros' personal eagerness to breruc free 

from outmoded restraints of style and subject matter. 
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Moreover, in Cros' poetry itself, mentions of city places, things and people 

do occur. One might quote the caf~s of 'L'Heure verte' and 'Au Cafe',33 

theatres in 'J'ai bati. •• ,34 and 'Scene d'Atelier',35 the factory of 'Sonnet' 

~Moi, je vis la vie a cote, ,):6 the gaslights in 'Le Fleuve,37 and 'Drame en 

trois ballades'J8 fashionable city clothes in 'Matin',39 racehorses in 

'Memento'1° the poor in 'Brave Homme,4l and the bourgeois in 'Insomnie,.42 

These references though possibly disparate in comparison to those of Coppee's 

poetry are still undeniably present. Their quality, significance and value in 

the works of a poet hitherto frequently associated with the notion of fantaisie, 

termed an idealist or an escapist remains to be revealed. 

In defiance of Cros' leaning towards 'la vie ideale' or 'la vie a cote' 

stood the poet~ experience of forty-four years of life in the French capital 

which could never be completely banished from his awareness. Hence frequently~ 

poems though not pregnant with urban references or contemporary social alluSions, 

undeniably bear the mark of the poet's city living or Parisian sensibility. If 

the city in Cros is not often selected per se as a theme, more frequently it 

imposes itself on the poet's works independently and filters, often uncon­

sciously, into his imagery. Most successful in a sense and certainly most rep­

resentative of Cros' urban compositions therefore are those poems where he 

does not specifically set out to write about the city but creates a city poem 

all the same or where, sensing a conflict between the city scene and his poetic 

sensibility, he eUects a readjustment of surrounding urban reality until it is 

in harmony with his own mental state. With this distinction in mind, special 

attention will be given in the following pages to poems which, though lacking 

in necessarily Parisian suggestions or locations, are evidently written from 

the standpoint of a city-dweller or which clearly describe experiences specifi­

cally urban in character; and particularly, in view of their high proportion 

in Cros' works, to poems whose action takes place in the city at night and 

which evoke acute mental states or are themselves transformed by moments of 

33 

34 
35 

36 

37 

38 

39 

40 

41 

42 

Cros l O.C.,p.206. 

Cros l o • C • , p .132 • 

Cros. O.C.,p.130. 

Cros, O.C.,p.2l5. 

CraB. O.C.,p.77. 

Cros, O.C.,p.112. 

Cros. O.c.,p.8l. 

Cros. 

Cros. 

~~_O_.r..;:;C • , p .134. 

~~~0_.~C~.,p.142. 

Cros, O.C.,p.lOS. ----
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privileged mental awareness. From this procedure, a clearer picture of Charles 

Cros' special achievements in the realm of city poetrY should emerge. 

Those Cros poems distinctly marked by the viewpoint of a city dweller 

fall into two overlapping groups: those ostensibly describing other things yet 

permeated by urban connotations and images and those where an escapist reverie 

or a scene inspired by the natural world dissolves back into the city setting 

to reveal this latter's intrusive effect on the poetic imagination. 'Vanite 

sous-marine', a prose poem from the 'Sur trois aquatintes' section of ~ 

Coffret de santal belongs to the first category. 43 In the poem's opening lines 

its heroine, the fairy-like Amphitrite, conveyed along the sea bed in a mussel 

shel~ is likened in an urban simile to 'les nymphes parisiennes qui vont au 

bois'. Her general similarity to the archetypal Parisian woman, la Parisienne, 

is enlarged upon in a series of images as the poem progresses. Like Cros' 

Parisian mistress described in 'Matin', as 'Ma rose et blonde amie,44 Amphi­

trite is 'rose et blonde'. She is also vain, as the woman in 'Matin' with 

her 'fi~re tOilette', regarding clothes and material possessions to be of 

prime importance: 

C'est l'impr~vue absurdite feminine, 

desastreuse et adorable, plus fiere des 

etoffes achetees que des blanches 

courbures de son sein, plus orgueilleuse 

de la pure genealogie de son attelage 

que de la transparence de ses prunelles. 

Her deliberately late arrival at a meeting similarly parallels the Parisienne's 

ambition to 'aborder la sc~ne et triompher sur son the~tre,45 in making her 

the necessary centre of attention for the assembled crowd. As Amphitrite's 

Parisian qualities emerge to contradict her water sprite disguise, so the 

developing status of the other characters in the poem as members of the Parisian 

43 Cros, O.C.,p.157-8. 
44 Cros, O.C.,p.80. 

45 Ars~ne Houssaye, 'Quelques 

3 (1869),147-164 (p.148). 

opinions avancees sur la Parisienne', L'Artiste 
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petite bourgeoisie contrasts with their legendary nomenclature. The tritons 

for example represent the minor officials, uncomfortable in their starched 

collars yet full of self-importance, the sirens, blue-stockings speaking 

for the cause and M. Prot~e, in a contradiction of his ethereal title, a 

somewhat pompous philanthropist: 

Elle est attendue a quelque reunion de 

bienfaisance ou les Nereides font la 

quate, escortees au milieu de la foule 

par des tritons empeses dans leurs 

faux-cols de c~r~monie, et ou les sirenes 

doivent se faire entendre aU profit des 

cites ouvri~res qui fabriquent Ie corail. 

Elle arrivera en retard, un peu expr~s, 

pour faire une entree a sensation au 

milieu du discours officiel de M. Protee, 

organisateur zele mais ennuyeux a entendre. 

The actual scene evoked, though transposed under water is also one instantly 

recognisable to literary society of the time. It represents a charity evening 

organised in aid of some worthy cause of the kind frequently presided over 

by Frangois Coppee and certainly familiar to Cros himself. Here the collection 

is 'au profit des cites ouvrieres' with the exotic, tongue-in-cheek touch of 

'qui fabriquent Ie corail'. 

Where in 'Vanite sous-marine' urban ideas insinuate themselves to under­

mine a fantastic scene, in 'Villegiature' (La Coffret de santal) and in 

'Evocation' (Le Collier de griffes) they impoS~l\n~racture the imaginnry 

creation completely. In the first of these two poems, for example, the poet, 

depressed by the death or loss of a beloved mistress, an 'Arne superbe, fleur 

de beaute' yet 'splendeur frele' (line 12), seeks the tranquillity of the 

countryside in the heat of the day in which to meditate on his sorrow and 

past memories: 

Or que Ie vent discret fait chuchoter les chenes 

Et que Ie soleil so~le, aux clairieres prochaines, 

Vip~res et lezards endormis dans Ie thym, 

Couche sur Ie sol sec, je pense au temps lointain.46 

His chosen rural isolation is not of long duration however,as Cros discovers, 

46 Cros, O.C.,p.lo6. 
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the insects of the natural world are anxious to disturb his concentration. 

La mouche desoeuvree et la fourmi h~tive 

Ne veulent pas qu'aux bois l'on r~ve et l'on ecrive. 

Furthermore, a victim of his own urban awareness, he finds that the city, in 

Rimbaud's words, 'Slivait tr~s loin dans les chemins,47 reminding him at each 

instance in his natural haven of the environment he has just left and substi­

tuting its elements for those of the countryside: 

Les champs aussi sont pleins d'insectes affaires, 

Foule de gens de tous aspects, de tous degres. 

Noir serrurier, en bas, Ie grillon lime et grince. 

Le frelon, ventru comme un riche de province, 

Prend les petites fleurs entre ses membres courts. 

Les papillons s'en vont a leurs breves amours 

Sous leurs manteaux de soie et d'or. La libellule 

Effleure l'herbe avec un dedain ridicule. 

C'est la ville. 

Et je pense a la ville, aux humains, 

Aux fiers amis, aux bals ou je pressais ses mains; 

Malgr~ que la betise et l'intrigue hative 

N'y souffrent pas non plus qu'on reve et qu'on ecrive. 

The prominence of urban over rural motifs in this passage is especially 

apparent in the vocabulary and imagery used and is made more clear (as in 

'Le Fleuve') by the typographical separation of 'C'est la ville' in line 9 of 

the exoerpt. The insects are 'affaires' (line 1) hinting at the bustle of a 

commercial centre and 'de tous degres' (line 2) suggesting social status in 

a class system. They imitate city characters in sound and appearance, 

wi th the e:xceptim of the hornet (line 4) which is I comme un riche de province'. The 

cricket's singing oonveys the sound of a locksmith's file, the short-lived 

but gaily-coloured butterflies represent the fickle and fashionable 

Parisiennes while the oontemptuous dragonfly possibly parallels an aristocrat 

disdainful of those below his own sooial rank and standing. Consequently what 

initially purports by its title to be a work of rural inspiration and by its 

seoond stanza to develop the theme of nostalgia for lost love,ultimately beoomes 

a poem of urban signifioanoe offering a critique of city life and its fickle 

populace. A similar imaginative movement whereby the poet is magnetically drawn 

away from his refuge in another environment or era by insistent and powerful 

47 From 'Ouvriers', Rimbaud, O.C.,p.133. 
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images of city life reasserting the existence of contemporary realit~ occurs 

in 'Evocation' where Cros' temporary escape is to the Classical age of legend 

and literature. After an opening exhortation wherein the poet rejects the 

'muse ou demon des jours actuels' (line 2) and calls upon the mythical 

figures of antiquity to transport him away from the artificiality of present 

reality: 

Venez Nymphes, avec vos longues chevelures, 

Chantez, rossignols morts jadis dans les ramures, 

Parfums d'avant, parfums des la-bas: mon ennui 

Veut s'oublier, en vous, des odeurs d'aujourd'hui. 

Venez Sylvains, venez Faunes, venez Dryadesl 
4R Nous avons tant souffert de vivre en ces temps fades. 

tl1ere followG an evocation of Ancient Greece (a paradise for literary men according 

to Cros where 'les m~s meme sont beaux') with traditional, associated al­

~~ions to Plato, Venus, Orpheus and Homer. Taking the poem beyond the bounds 

of literary orthodoxy however is Cros' lively conjuring-up of a market scene 

where in typical semi-serious style he pictures Aristophanes haggling with a 

Greek stallholder over the price of fruitl The frivolity of this scene or 

possibly its similarity to an occurrence witnessed in real life bursts the 

imaginative bubble, the reverie fades and Paris gradually replaces Athens in 

the picture: 

L'Agoral comme on s'y dispute, on s'y demenel 

Mais je connais trop bien cette maree humaine; 

Ai-je reve, Bacchus? Ces paroles, ces cris, 

Ces gens d'affaires, 9a me rappelle Paris. 

As in 'Vanite sous-marine' a confusion of legendary and real life prevails as 

the pastoral figures are slowly transformed into Parisians with respectable 

social accoutrements, ties, gloves, hats and so on: 

Cravatez-vous, Sylvains; Faunes, mettez des gants; 

Dryades, montrez-nous vos chapeaux arrogants, 

Allons souper, Bacchusl Paris vaut bien Athenes. 

Je quitte sans regrets mes visions lointaines. 

Despite the parallel structure and movement of thought in 'Villegiature' 

and 'Evocation' from poetic refuge to city scene, the poet's reaction to the 

intrusion of the urban world on the reverie on the two Occasions differs dra­

matically. In the first example,Paris' insinuation in the form of busy insects 

48 Cros, O.C.,p.l72. 
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paralleling the city inhabitants is unwelcome, it con12'adicts both the poet's 

communion with the natural world and his desire for solitude in his bereave­

ment. In the second it is initiated and controlled by the poet himself who 

calls for the urbanisation of the 'Sylvains', 'Faunes' and 'Dryades' as he had 

originally conjured up these legendary figures to transport him back in 

time. His reintegration into modern life is thus accomplished 'sans regrets',49 

a point underlined by the 'Muse ou demon des joure actuels' which he cri ticispd 

in the poem's opening lines, ('tu mens!'), being replaced by a benevolent, 

maternal image of the same Ause in the poem's closing lines: 

OhI berce-moi toujours de tes chuchotements, 

Muse au demon des jours actuels et charmants! 

In the same way as these latter poems could not be classed as direct, de­

scriptive city poems, yet are undeniably urban in image and implication, other 

Cros poems, though devoid of specifically Parisian allusion~are evidently the 

creation of an individual with intimate knowledge of city life and especially 

its ability to create feelings of solitude and anonymity in various degrees. 

Among Crow most successful achievements in this sphere we must place 'Insomnie' 

and 'L'Heure froide', the first a poem in verse, the second a prose poem,both 

from Le Coffret de santal~OThese two pieces strike the reader predominantly 

by their stark and direct approach to the problem of intense solitude and 

alienation in a city, often considered a specifically twentieth-century ill, 

and by their convincingly sincere tone. 'Insomnie' with its bare, scientific 

title begins by evoking a picture, quite common in Cros and indeed in Himbaud, 

of early morning in the city. As in the more lyrically entitled 'Romance' 

(Le Coffret de santal) where blueness 'fait pa,1ir les etoiles )5
1 

or in 'Matin' 

(Le Coffret de santal) where the dawn effaces the warm memories of the poet's 

night of love: 'Voici Ie matin bleu qui vient sur l'oreiller/Eteindre les 

lueurs oranges du foyer',5 2 here the morning steals onto the inanimate and 

human scene dispelling the blackness of night and throwing into relief the 

hard metallic and stone outlines of the Parisian skyline: 

49 Almost as Coppee is refreshed by periodical excursions into the banlieue 

and can resume the hectic pace of inner city life, here Cros seems to have 

partly expurgated his frustrations with modern 1; fe by his imagined journey 

back in time. 

50 'L'Heure froide' featured in the 1873 and 1879 editions of Le Coffret de 

santal while 'Insomnie' only appears in the 1879 version of the collection. 
51 Cros, 0.C.,p.58. 
52 Cros, 0.C.,p.80. 
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Voici Ie matin ridicule 

Qui vient decolorer la nuit, 

Reveillant par son crepuscule 

Le chagrin, l'intrigue et le bruit. 

Corrects, Ie zinc et les ardoises 

Des toits coupent Ie ciel normal, 

On dort, dans les maisons bourgeoises. 

Je ne dors pas. Quel est mon mal? 

Est-ce une vie anterieure 

Qui me poursuit de ses parfums? 

Ces gens vont grouiller tout a l'heure, 

Dispersant mes reves defunts. 53 

As in 'Romance' where the morning is 'moqueur' in relation to the poet's 'ennui 

morose',S4 here it is 'ridicule' in its dawn awakening of the petty tribulations 

of the material world 'Ie chagrin, l'intrigue et Ie bruit' and in its dissolving 

of the poet's dreams of 'une vie anterieure'. Its effect on the loneliness of 

a sleepless man among his fellows is moreover reinforced here by the immutable 

city setting as its silent houses (here the uncomprehending 'maisons bour­

geoises'), bear witness to the existence in close proximity of other uncaring 

human beings. If morning stimulates resentment in the poet, night offers the 

possibility of comfort and escape through dream, 'mes reves defunts' of line 12. 

Here there is an implicit comparison with Baudelaire's 'Le Crepuscule du soir' 

(Les Fleurs du Mal) where night, as well as heralding sin and vice, comes as a 

consolation to 'les esprits que devore une douleur sauvage,.55 In 'Insomnie' 

the poet's dream is far-removed from nineteenth-century Paris and is of himself 

as a prophet figure leading, in the company of a 'bien-aimee exquise', a noble 

race in an Epicurian existence in the natural world (Stanzas IV-VII). The 

brilliant coloration and heavY scents of thcir Eden are present in 'les 

vastes bruyeres/Les aubepines, les genets', 'Les aromates plein les champs' 

and its decorative mineral wealth is apparent in 'des broderies,/Les gemmes, 

53 Cros, O.C.,p.108. 

54 Cros, O.C.,p.S8. 

55 Baudelaire, O.C. Vol.I,p.94. As well as the pattern of ideas in the Cros poem 

recalling those of the Baudelaire, the opening lines of 'Insomnie' are also 

reminiscent of those of 'Le Crepuscule du Boir': 

Voici Ie soir charmant, ami du criminel; 

II vient comme un complice, a pas de loup; 
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cristaux des couchants', 'des perles dans mes cheveux '.This cmtrasts favourably 

with the bleakness of the urban visual scene of angular rooftops outlined 

against a nondescript sky, and with the second dream section of the poem 

(following a series of suspension marks after stanza VII) where the enchant­

ment of the 'vie anterieure' gradually fades and disillusionment sets in: 

J'ai pleure, muet et farouche 

Tous mes ravissements changes 

Les aromes en fades herbes 

Les diamants en froid cristal, 

En loups gris les tigres superbes 

En sapin banal le santal,. 

(Stanzas VIII, IX) 

The repeated use of contrasts in these lines, the banishment of exotic ter­

minology by flat adjectives similar to those of 'Int~rieur' (Le Coffret de 

santal, 1879); 'fade', 'gris', 'banal' and 'froid', aptly convey the poet's 

return to monotonous, urban reality. Also, their suggestions of a scene 

unrelieved by warmth or colour lead neatly into the final stanza of the 

poem whose first two lines employ a repetition of the first two of the second 

stanza. 

Corrects, le zinc et les ardoises 

Des toits coupent le ciel normal, 

On s'eveille aux maisons bourgeoises, 

Je crois que je meurs de mon mal. 

(Stanza XII) 

Here the 'ardoises' of the poem's first and last lines form a link with 'gris' 

of Stanza IX, their 'ciel normal' with its 'sapin banal' lihile 'zinc', contrasted 

with the brilliant wealth of the first dream sequence, connects with 'fade'. 

Thus the structure of the poem itself matches the circular movement of the 

poet's imagination which first wakes to a dawn vision of PariS, moves back in 

time through a dream sequence and forward through disillUSionment to be con­

fronted a second time by the unchanging and insensitive city panorama. 

In 'Insomnie' the poet's sense of isolation is intensified by his 

contemplation of the silent, morning city world and h:is feelings of alienation 

in the modern world by his reliance on a vaguely remembered dream of a 'bien­

aimee' and a 'vie anterieure' where close contact with his fellow men was the 

norm. In 'L'Heure froide' the gathering night and Cros' insistence on death, 

real and metaphorical at the heart of the silent capital, exaggerate his fears 
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ot loneliness.56 As well as exploring the fears and anxieties of a city 

person, this poem is also clUcial in cormection with Cros' preference for 

noctuma1 settings in his city poetry. As Baudelaire notes nightfall in a 

Parisian context in 'Cr8puscu1e du soir', so Cros, in his poem, oonoentrates 

on the e.vening's 'heu.re froide' and. the wa;r i" affects partiou1ar1y the 

oity and its inhabitants. Evening is divided into separate stages by the 

poetic imagination each individually characterised by qu.a1ities evident 

to the sensitive observer. First is the orepuscu1e whose evocative name 

alone suffices to conjure up untarnished memories ('des pierreries'), of 

'vie ant'rieure' as well as lighthearted reminisoences of a wild youth 

spent in Parisian caf~s: 'L.s ravissements de jeunesse enivree'. The 

evming twilight and ita stimulating effect on the poet's sensibility 

thus contrasts with the moming crepsscule, described in 'Insomnie' 

which dispels both his 'vie anterieure' ('Insomnie', line 9) and his 

'ravi.sem8'lts' ('In.omnie', line ,32). In a physical sense, the crepus-

cular half-light brings the warm, translucent blueness of a summer even­

ing in its wake ('apres Ie orepuscule, 1a douoe nuit transparente') or 

leads into a thick and colllf'orting ('coDllle des fourrures') blackness of a 

winter night. In the tormer case, attention is focused on present acti­

vity in the nootumal city with the artificial luminosity of gaslight 

replacing fading dq and transtoming the visual appearance of trees in 

a parks 

L'et., Ie gaz, brillant parmi les 

arbres des jardins, donne aux feuilles qu'on 

ne voit qu'en dessous, des tons verts 
" , et mats de decor de feerie. 

Mingled with the swirling winter fog the man~e light also illuminates 

aDd mimicka typically Parisian pleasures: steam rising from glasses of 

hot tea and wine, frothy beer, wai'ting tobacco smcke in cafes and billow­

ing dresses at evening balls. Suddenly aware of his qW!l intelleotual 

isolation from the capital's joyful, nootumal activity ('Ou enoore la 

nuit de travail: la lampe, Ie coin du feu, auC'Une obsession bruyante')' 

the poet is forced into a solitar,y and anguished reflection on the city's 

darkness, made more intense in compariSon to the I ight in his own room and 

thrOUBh the extinguishing of .hop and commercial lights. Suggestions of 

emptiness aDd despair prevail in these paragraphs of the poem (V-VIII) 

which precede and s.t the mental tone for the harrowing description of 

the 'heure froide' it.elf: 

Stsee Cros. O.C., pp.159-161. 
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Les passants deviennent plus rares. On rentre. Les 

uns pensent a la chambre tranquille, au lit a rideaux 

(bon endroit pour mourir); les autres regrettent 

l'agitation interrompue et s'etourdissent de 

chants et de cris en plein air. Quelques querelles 

d'ivrognes. 

Des dames en capeline sortent des soirees 

honnetes; des vendeuses de volupte chuchotent 

leurs offres, modestes a cause de l'heure avancee. 

On marche. On ecoute ses propres pas. Tout 
, 

le monde est rentre. Les bouchers, 

ensommeilles, re90ivent d'enormes moities de 

boeufs, des moutons entr'ouverts et raidis. 

Tout le monde est chez soi, egoistement 

et lourdement endormi. au aller? Tout endroit 

hospitalier est ferma. Les feux sent eteints. 

A peine trouverait-on quelques brins de 

braises dans les cendres des foyers refroidis. 

~tening the morbid tone in this passage is the poet's negative stance to the 

objects and characters of city life portrayed around him. The refuge potential 

of the 'lit a rideaux' is cancelled out by its qualification as a 'bon endroit 

pour mourir'. The hope of a new day in the sleepy butchers unloading their 

merchandise is undermined by the suggestions of death in 'moutons entr'ouverts 

at raidis'. Warmth is extinguished ('feux [ ••• ] eteints' and 'foyers refroidis'), 

silence becomes obsessive ('on ecoute ses propres pas') and images of depopu­

lation prevail: 'Les passants deviennent plus rares', 'Tout le monde est rentre', 

and 'Tout le monde est chez soi'. As in 'Insomnie' where the poet is struck by 

the insensitive attitude of his fellow Parisians, here, walking alone through 

the deserted city streets, he becomes aware of their equal unconcern, they are 

"golstement et lourdement endormi[sJ', totally oblivious of the 'heure froide'. 

A final, nostalgic yearning for the vigour of antiquity where night was arti­

ficially prolonged by human animation: 'On sert a boire. On s'agite. On chante', 

is dashed by the realisation that in 'la vie antique' this activity was merely 

a distraction from the ever-present 'mortelle influence' of death. Thus past 

and future hope are banished and our attention, like that of the poet, is 

centred on the present moment, made more claustrophobic by effects of natural 
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lighting: 'Les transparences de la nuit deviennent dures ou se voilent de 

brume' and its chilling and dramatic relevance for mankind. The subsequent 

evocation of the 'heure froide' in psychological terms is unforgettable in 

Cros' poetry: 

Minujt est 1a limite fictive, astronomique, 

entre la veille et le lendemain. Mais 

l'heure froide est l'instant vrai, humain 

ou un autre jour va venir. II semble 

qu'a cette heure, il soit mis en 

question pour chaque etre, si ce jour 

qui vient - s'ajoutera a ceux qu'il a 

deja vecus ou 8i le compte en est 

fini pour lui. 

Unlike midnight which marks the death and reincarnation of the day in a 

cosmic sense, but in human terms is merely an artificial division of time 

having little relevance, Cros' moment here is the meaningful 'instant vrai' 

when time seems halted between 'la veille et Ie lendemain', when fears of 

loneliness, insomnia and death reach their apogee and when man becomes aware 

of his own finite nature. The threat of death hovering over the city roofs 

is conveyed in a passover image, 'l'ange de la mort plane sur les hommes, 

profitant de leur sommeil implacable pour choisir sa proie pendant que nul 

ne s'en doute'. Suddenly, Cros focuses in macabre fashion on the imaginary 

plight of one unfortunate victim: 

Oht oui, a cette heure-Ia, on 

etoufferait, on ralerait, on sentirait 

son coeur se rompre et Ie sang 

tiede, fade, monter a la gorge dans un 

dernier spasme, que personne ne pourrait 

entendre, ne voudrait sortir du sommeil 

pesant et sans reves qui empeche les 

terrestres de sentir l'heure froide. 

This final description which concludes the prose poem, as well as betraying 

Cros' medical trainin~7 in its detail; 'on etoufferait', 'on ralerait', 

'son coeur se rompre', 'Ie sang tiede ••• monter a la gorge', 'un dernier 

spasme' , also shows him clearly as an inheritor of Baudelaire in terms of 

57 Cros pursued medical studies from 1862-5 and there is evidence that he 

assisted his brother Antoine, a doctor by profession, in the Paris cholera 

outbreak of October 1865 and during the political troubles of 1871, re-

putedly the date of composition of the 'Fantaisies en prose'. 
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prose poem technique, theme and satanic vocabulary. The rhetorical opening 

of the stanza and its use of the temporal motif: 'Ohl oui, a cette heure-la' 

recalls Baudelaire's at the end of 'La Chambre double' of Le Spleen de Paris: 

'Oh! Oui! Ie Temps a reparu' and 'Oui! le Temps r~gne', while 'implacable', 

'horreur' and 'dernier spasme', cast in the infernal world of Baudelaire's 

terminology, also feature in the same Baudelaire prose_poem. 58 

In addition to the flowing prose and macabre detail of 'L'Heure froide', 

its use of a nocturnal setting is a key factor contributing to this poem's 

compelling effect on the reader. Though possibly inspired specifically by 

Baudelaire in this particular poem, Cros' more general use of the night 

setting in his city poetry betrays not only a literary debt but a fact of 

oontemporary reality. In the latter half of the nineteenth century (as indeed 

now) Paris blossomed into a second life around midnight and this period of 

night-time activity was of particular value for the literary bohemia, who, 

often tied to office hours during the day, saw it as an opportunity for 

like minds to come together for lively intellectual discussion and cultural 

entertainment. Raymond de Casteras, in an anthology of Parisian bohemia, 

quotes Georges Moynet, a monologuist and eccentric cartoonist of the 1810s 

(better known to his public by his pseudonym 'Cabriol'), to illustrate what 

he terms this 'noctambulisme habituel' of the literary intelligentsia: 

J'etais rentre chez moi avec l'intention 

de me coucher de bonne heure; il 

pouvait etre huit heures du matin. 59 

A similar penchant for evening and night, displayed frequently in Cros' 

Parisian poems represents his contribution to the cult of urban noctambulism. 

The partioular modifications he lent to the theme ensure that over and above 

any other aspect of his work it characterises the most successful of his city 

poetry. 

Though at its worst in Cros, night is associated with death and solitude 

(as in 'L'Heure froide~, at its best it is a time of activity, both imagin­

ative and erotic, carried out under the double concealment of darkness and 

the city's buildings, boudoirs and attic rooms. It is to the latter group, 

i.e. imaginative activity in the city at night, that the strange prose-poem 

'Effarement' from the 'Sur trois aquatintes' section of Le Coffret de santal 

(1813 and 1819) belongs. As well as continuing themes from Cros's poetry as a 

58 
59 

Baudelaire O.C., Vol. I,pp.280-2. 

Raymond de Casteras, Avant le Chat Noir les Hydropathes 1818-80 (Paris, 

Editions Albert Messein, 1945), p.191. 
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whole, 'Effarement' is significant on three other accounts. Firstly in com­

parison to the two other poems in the 'Sur trois aquatintes' sect~on, 'Vanite 

sous-marine' and 'Le Vaisseau-piano~ it has received comparatively little 

critical attention in recent years and what attention it has received is 

sketchy or contradictory. Secondly it is important in the links it establishes 

between Cros and Stephane Mallarme. Thirdly, and not the least, its setting 

in a railway station makes its study essential to any assessment of Charles 

Cros as a city poet. 

Frequentl~ interpretations of this poem have been limited by the ready 

dismissal of the group title embracing 'Effarement', 'Vanite sous-marine' 

and 'Le Vaisseau-piano', that of 'Sur trois a~latintes d'Henry Cros'. Hence 

undue attention has been given to the first poem's structural and stylistic 

attributes rather than to its content. Suzanne Bernard for example,limits her 

oomments on this poem to brief references to its 'tonalite particuliere' and 

Cro~use in it of 'phrases breves' and 'Ie style de notation,.60 Pamela 

Renna's Ph.D. thesis is only marginally more illuminating being also limited 

to pointing out structural peculiarities, short, verbless sentences, weirdness 

of imagery and so on.6l She does however reiterate an interesting point made 

by Louis Forestier in his all-embracing volume on Cros,that the poem could be 

an 'angoissante recherche d'un ail~eurs,.62 Though I would not suggest a 

simple translation of avisual image into words could totally explain 'Effarement', 

(since the poem involves a narrative thread rather than a descriptive collage 

which invalidates the transposition d'art theory, and it is also strik­

ingly devoid of colour, which normally enriche s an artist's view of the 

world), the possibility that certain elements in the scene created by Cros 

spring from visual stimuli cannot be ignored. Most probably these real objects 

are drawn from observation of life in Paris but the possible existence of an 

aquatint executed by Charles Cros' brother Henry and which too offered inspi-

60 Suzanne Bernard, Le Poeme en prose de Baudelaire jusgu'a nos jours (Paris, 

Nizet, 1959), pp.353-6. 

61 Pamela S. Renna, 'Aux pays lointains: The poetry of Charles Cros' (unpub­

lished PhD thesis, Brown University, 1971), pp.190 et seq. 

62 Louis Forestier, Charles Cros, l'homme et 1 'oeuvre, (Paris, Minard, 1969), 

p.411. 
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ration must not be dismissed. 63 

What is definite in the Cros poem however is that though its title is 

reminiscent of Rimbaud's 'Les Effar6s', its content was undoubtedly also 

inspired by Mallarme's 'Igitur ou la folie d'Elbehnon' written during the 

late 1860s.64 This important point has been stressed by Ian Lockerbie in his 

1951 PhD thesis on Charles Cros in what remains potentially the most interest­

ing interpretation of 'Effarement' as a humorous poem ridiculing the exalted 

ambitions of its chief protagonist M. Igitur and challenging Mallarm6's 

integrity in writing his supremely esoteric 'Igitur' poem. 65 The link between 

Charles Cros and Mallarme is also borne out by historical fact as the two 

poets would certainly have met towards the end of the 18606, probably at a 

soiree organised by Nina de Villard at 82, rue des Moines as Cros was a reg­

ular participant in these events at that time and Mallarm6 had been acquainted 

with Nina since the early years of the decade. That Cros admired Mallarme's 

work is also clear, firstly because h e dedicat e d the poem 

, Paroles perdues' (Le Coffret de santal, 1873) to him and secondly because 

he gave Mallarme's 'Demon de l'analogie' space in the opening edition 

of his short-lived review La Revue du monde nouveau in 1874. lihether Charles 

Cros ever heard Mallarme reading his epic work 'Igitur ou la folie d'Elbehnon' 

is more doubtful however though it is ctill possible he may have heard some 

version of it (from which conceivably critical points were missing) from Catulle 

Mendes and Villiers de l'Isle-Adam, both regulars at Nina de Villard's salon, 

who were definitely present when Mallarme recited tlgitur'at his house in 

63 In 1964 Henry Cros' sketch of a vaisseau-piano, of which it appears Charles 

Croslpoem is simply a 'tres fidele description', was located. Michael Pakenham 

relates and comments on his discovery amongst papers in the possession of 

M. Henri Matarasso in 'Le Vaisseau-piano des freres Cros', Revue d'histoire 

litteraire de la France 64 (April-June 1964), pp.293-4. So the possibility 

that an undiscovered aquatint model for 'Effarement' also exists cannot be 

ignored. Ex Madame Paul Verlaine in Memoires de rna vie (Paris, Flamrnarion, 

1935), p.131, mentions a series of drawings executed by Henry Cros at her 

mother's house during the siege of Paris; 'il dessinait des villes fantasti­

ques en ruines qu'il appelait Ie faubourg maudit'. It is interesting to specu­

late that the model for 'Effarement' may have belonged to this collection. 

64 See Stephane Mallarm~, Oeuvres Compl~tes, edited by Henri Mondor and G. Jean 

Aubry (Paris, Gallimard, 1945), pp.433-443. 

65 Ian Lockerbie, 'Charles Cros, l'homme et l'oeuvre' (unpublished PhD thesis, 

Edinburgh University, 1951),p.28. 
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Avignon in mid-1870.
66 

This eventuality, together with the possible existence 

of an aquatint by his brother Hen~ means that Charles Cros' 'Effarement' 

could have sprung from a combination of events and stimuli. This does not 

prevent the work from representing ultimately a personal creation of its author. 

Whereas 'Igitur' for Mallarme represented a character and theme struggled 

with in solitude whose completion represented a cathartic experience, 

Charles Cros' 'Effarement' stands for us as a unique and original urbanisation 

of the Mallarmian myth: 

66 

67 

.. 
Au milieu de la nuit, un reve. Une gare de chemin de 

fer. Des employes portant des caracteres cabalistiques sur 

leurs casquettes administratives. Des wagons A claire-voie 

charges de dames-jeannes en fer battu. Les brouettes fer­

rees roulent avec des colis qulon arrime dans les voitures 

du train. 

Une voix de sous-chef crie: La raison de M. 19itur, a 
destination de la lunel Un manoeuvre vient et appose une 

etiquette sur Ie colis designe - une dame-jeanne sem­

blable a cellee des wagons a claire-voie. Et, apres la pesee 

a. la bascule, on embarque. Le coup de sifflet du depart 

rasonne, aigu, vertigineux et prolonge. 

Reveil subit. Le coup de sifflet se termine en miaule­

ment de chat de gouttiere. M. 19itur s'elance, cr~ve la 

vitre et plonge son regard dans Ie bleu sombre ou plane 
. 67 la face narquo1se de la lune. 

Catulle Mend~s' descript ion of the soiree d' Avignon given in Le Nouvement 

poetique fran9ais de 1867-1900 (Fasquelle, Imprimerie Nationale, 1903) is 

particularly significant. He summarises his own and Villiers de 1 'Isle-AdCllll's 

reaction to the Mallarm~ poem in the following words: 

D~s les premi~res lignes, je fus epouvante, et 

Villiers tantot me consultait d'un regard furtif, 

tantot ecarquillait vers Ie lecteur ses 

petits yeux gonfles d'effarement. 

Perhaps Mende~use of the word 'effarement' and Cro~ adoption of it for the 

title of his poem was not purely a coincidental occurrence. 

Cros, 0.C.,p.157. 
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Mallarme's setting in 'Iei-tur' is the stifling atmosphere of a darkened 

room whose scanty decor (mirror, candles, curtains, phial, opened book and 

clock) is pregnant with symbolic significance. Cros, in his poem, ir,nores 

abstract concepts in a timeless universe and works within the frDll1e,iork of 

contemporary society. The hardness and heaviness of objects such as the 

'dames-jeannes en fer battu' (an ironic transposition of Mallarme's phial) 

and the 'brouettes ferraee' together with the staccato sentence 'Les brouettes 

ferraes roulent avec les colis qu 'on arrime dans les voitul'es d_H traiTl' 

combine to suggest the harsh outlines of a nineteenth-oentury railway station. 

A change of name and status of the main character has also been effected from 

the Mallarm~ to the Cros text. Mallarm~'s hero is I5itur, both a nobody and 

an Everyman, he exists in relation to his ancestors but does not fit into any 

particular social or temporal framework. In 'Effarement' he becomes M. Igitur, 

a debasement in terms of a descent from universality to particularity and also 

an attempt at mock respectability by the poet on behalf of a character app~'ently 

belonging to the most ambiguous and amorphous of social classes. '~:he details 

of the final paragraph, the \vhistle blast ending in the strangled cry of a 

gutter cat and the clear view of the night sky from M. Igitur's room would tend 

to suggest he is to be associated with a certain class of bohemian poets, with 

which Cros himself identified, often lodging in the highest and therefore 

least expensive portions of a house and revelling in a nocturnal eXistence. 68 

The odd name Igitur, with its hint of foreignness or possible quality of a 

pseudonym goes some way to confirming the notion that Cros' character is a 

literary man. 

A further similarity between the poems and a point highly significant in the 

links it forms with the best of Cros' poetry in general is their temporal 

setting; 'au milie~ de la nuit', literally midnight. This moment is endowed with 

special value for Mallarme"s Igitur being firstly the signal for his action, 

the descent of the st~s to begin and secondly, in the form of the double six 

of the 'coup de des " being the fixing of his dest iny in an unquest ionable math­

ematical formula. For Cros and his M. Igitur on the other hand it represents 

a moment for dream during which contemporary reality temporarily changes its 

pattern yet after which inevitably the immediacy of the urban world is re­

affirmed with venom. Various recognisable elements of real life are present in 

the poem's dream sequence, categories of workem for example (, des employes', 

'un sous-chef', 'un manoeuvre' 1 fragments of likely railw~ paraphernalia also 

exist ('des casquettes administratives', 'des wagons', 'des brouettes') and so 

on, yet further details are confusing often having mythological or magical 

68 The attic setting features also in 'Insomnie' where the poet observes the 

rooftops of Paris from his windo 1v • 
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significance. They point to a sinister meaning underlying the innocent facade 

presented by the various actions taking place. These actions form an almost 

ritualistic ceremony in several well-defined stages: (i) the 'voix de soua-chef; 

(ii) 'un manoeuvre vient'; (iii) 'la pesee a la bascule'; (iv) 'on embarque'; 

(v) 'le coup de sifflet'. This impression of mystery is merely reinforced by 

the puzzling 'caracteres cabalistiques' the employees are wearing on their hats, 

the 'wagons a claire-voie' with their punning suggestion of clairvoyance. The 

symbolic weighing of the abstract concept, 'la raison' as if it were an inde­

pendent object with mass is possibly a premonition of future death in the 

severing of thought and body and thus parallels the death motif in 'L'Heure 

froide' • 

There are two possible interpretations of the meaning of 'Effarement'. 

Firstly in view of the poem's title it can be read as a nightmare. Secondly, 

with knowledge of the poet's leaning towards 'la vie ideale', it can be inter­

preted as a dream of wish-fulfilment. On one hand in 'Effarement' M. Igitur is 

deprived of his reason which is emprisoned in a secure metal container (its 

opposite in terms of denSity), and despatched on a train bound for an impossible 

destination. It is thus in a state of suffocation and panic therefore that one 

could conclude the character awakes, smashes through his attic window and, 

sighing with relief at the realisation of the unreality of his dream, contem­

plates the face of the moon which reflects his gaze in a spirit of sly m\ockery: 

'et plonge son regard dans le bleu sombre ou plane la face narquoise de la 

lune'. On the other hand the poeme en prose could show the re\vorking of the 

journey theme on a spiritual level (Louis Forestier senses a 'route d'ailleurs,6J 

in 'Effarement') , with the depart ing train offering M. Igi tur the possibility 

of mingling his otherwise ineffectual intellect with a great cosmic force and 

of himself being absorbed into his image of the ideal, that is the moon. In this 

case the 'coup de sifflet' which 'se termine en miaulement de chat de gouttiere' 

shatters this illusion and frustrates M. I~itur's ambition. Though this latter 

interpretation hints at a similar movement from dream to awakening, motivating 

'Effarement' as had animated 'hisomnie' it is impossible to describe 'Effare­

ment' as an escapist work in the same sense as the latter poem Vlith its idealised 

vision of a 'v~e anterieure'. Primarily the dream sequence through which the 

ideal is to be attained in 'Effarement' is neither totally separate from, nor 

indeed in many points even at variance with, the real world. Paragraphs I and II 

though admittedly marked by certain odd or ambiguous details are essentially, 

69 Louis Forestier, 'A propos de Rimbaud et de Charles Cros', Revue d'histoire 

litt~raire de la France 64 (1964), p.293. 
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in terms of setting and decor, no less urban in content and implication than 

the final stanza beginning 'R6veil sub it , which is clearly set in the sub­

stantial world. As Rimbaud's 'Villes' employ identifiable elements of nine­

teenth-century life and decor among objec .. s of private or esoteric sitPifi­

cance70 so Cros' 'Effarement' is anchored in the real city despite its pur­

ported dream content. Furthermore, potential escape from this transitional 

dream world is not by an exercise of intellect or imagination but by means of 

an aspect of city life more representative than any other of the noise and 

machine power brought about by the industrial revolution: the railway. This 

increasingly popular theme, employed by all four of Cros' contemporaries 

featuring in this study but especially dear to Verlaine, gained special Gig­

nificance during the Franco-Prussian war of 1371, reputedly the date of com­

position of 'Effarement', in the form of the chemin de fer de ceinture which 

offered the sole illusion of escape for Parisians from the besieged city.71 

Its dual importance in 'Effarement' both as setting and as a symbol represen­

ting man's conquest of space suggests possibly a personal attraction of this 

theme for Cros. This point is borne out by the other railway images in Cros' 

poetry notably in a parody of Coppee belonging to the Dixains realistes whose 

final line reads 'Peut-etre Ie bonheur n'est-il dans les gares,,72 and in the 

poem 'Drame en trois ballades' (Le Coffret de santal, 1879) where Cros, in a 

daring combination of ancient form and modern terminology, salutes the railway 

as an agent of reconciliation in bringing his mistress to Paris: 

70 See Rimbaud, O.C., p.135 and p.137. 

71 CoppEie uses the railway theme in 'Emigrants' (Les Humbles) which is set in a 

station, in 'Dans un train de banlieue' (Jeunes filles) and especially in 

'Le coup de tampon' (Les Paroles sinc~res). Verlaine mentions the railw<\}' in 

a poem from La Bonne Chanson beginning 'Le paysage dans Ie cadre des portieres/ 

Court furieusement ... ', in 'Malines' (Romances sans p<U'oles) al1d 'Tantalized' 

a prison poem from Parallelement • Nouveau makes a reference in 'Le Square des 

Batignolles' (Petits tableaux parisiens) and Rimbaud in 'Metropolitain' 

(Illuminations). The motif also recurs in the Coppee parodies (see Appendix I). 

72 Cros, O.C.,p.143• 
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EtfVOI 

A toi, mercit chemin de fer, 

J'etais seul; mais un soir d'ivresse, 

Ta m'as tire de cet enfer, 

Car j'ai retrouve ma maitresse. 73 

Night-time reverie of a different existence as implied in 'Insomnie' and 

illustrated in 'Effarement', or nocturnal flanerie in the darkened ~ity ana 
meditation on death as in 'L'Heure froide' did not of course a~~ount for all 

Cros' evening hours nor indeed did they provide the sole source of inspiration 

for his night-time city poetry. Occasionally, as in the nostalgic 'Au Cafe' 

(Le Collier de griffes) for example, he is stimulated by the social life of 

Paris: 

Le r~ve est de ne pas d1ner, 

Mais boire, causer, badiner 

Quand la nuit tombe; 

Epuisant les aperitifs,74 

Elsewhere and more frequently he adopts a more traditional theme linking it to 

the er.otic motif. In 'Scherzo' (Le Coffret de santal, 1879) the secret cominG 

together of lovers, protected by the natural cover of darkness is remembered 

by the poet as providing substance for dreams in times of loneliness: 'Sourires, 

fleurs, baisers, essences./Apres de si fudes ennuis,/Apres de si temes absences/ 

Parfumez Ie vent de mes nUits!,75 Similarly in 'Souvenirs d'avril' (Le Coffret 

de santal, 1879) as the poem's title suggests the woman's image reappears like 

Venus, the 'sereine etoile de la nuit' to illuminate the poet's imagination and 

comfort him 'aux heures glacees,.76 The connotatio~of the 'heures glacees' are 

much the same as those of 'L'Heure froide' in the prose poem of that name •• vhere 

the memory of love supports the poet through a night of loneliness in the capital 

in 'Souvenirs d'avril', elsewhere it has a more direct effect on the immediately 

visible urban scene and the poet's perception of it. A clear example is provided 

by 'Drame en trois ballades' whose three poems describe successive stages in the 

poet's emotional life. The first ballade begins by recalling the theme of 

13 Cros, o.c., p.114. The value of what he terms this 'lyrisme ferroviaire' is 

explored in general terms by Raymond Prince in Les Chemins de fer dans la 

litt~rature franraise (Uzes, Editions de la capitelle, 1955). Marc Baroli's 

unpublished These pour Ie doctorat es lettres, 'Le Train dans la litterature 

franyaise' (University of Paris, 1963), also forms interesting reading on 

this theme. 

14Cros, O.C., p.206· 

15Cros, O.C. p.85. 

16Cros, O.C. p.82. 
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'Villegiature' and describes the poet fleeing from the oi ty during daylight 

hours to seek the comfort of the countryside when his mistress leaves Paris. 

Obliged to return to the capital at night however he is struck by its sordid 
" "f 

and depressing aspects, its bright lights and noisy activity which intrude 

on his mutei Eensibility and e~rhasise his loneliness: 

Le soir, tra~nant la fl~che qui me blesse, 

Le gaz qui brille aux caf6s grands ouverts, 

Les bals publics, flots d'obscene souplesse, 

Montrent des chairs, bons repas pour les vers. 77 

In the following ballade (where the octosyllable replaces the decasyllable 

of ballads I and III to give a much lighter touch) the tone changes complete­

lyand similar brash urban elements are used to underline the poet's elation 

at reunion with his mistress: 

La rue a des joyeuses voix 

Les ouvri~res sous leurs mantes 

Frissonnent, en courant. Je vois 

Des amants joindre les amantes. 

Aux cafes, voila Ie gaz clair, 

Lumi~re vive et charmeresse.78 

Clearly in these two excerpts where details are repeated with ameliorative 

modification: 'bruits divers' becoming 'de joyeuses voix', the dazzling 

'gaz qui brille aux cafes grands ouverts' becoming a 'lumi~re vive et 

charmeresse', it is not external city decor which is changing drastically 

from one evening to the next but merely Oros' perception of it, altering 

according to his differing mental states and the veil they cast over objec­

tive reality. The same is true of the contrasting eulogistic congratulation 

of the railway in ballade II 'A toi, mercil chemin de fer' coloured by 

'j'ai retrouv~ ma ma1tresse' and the bitter condemnation of the same 

aspect of city life as an 'enfer d'engrais, de charbon et de cuir' in 

ballade III because of its role in removing his mistress from the Parisian 

scene. 

Aware of the uplifting effect of the transformatory love experience 

Oros often seeks to employ it, combined with suggestive night lighting 

(and its excitative effect on the imagination) as a lens through which to 

view the city landscape. The clearest example of where the 'realite 

'trangere et hostile de 1a ville est volontairement brouillee par Ie 

770ros, 0.0., p.112. 

780ros, 0.0., p.113. 
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poete,19 occurs in 'Soir' (Le Coffret de santal, 1819) where Cros, emerging 

from his mistress' house and still vivid~ caught up in his love experience, 

sees the outlines of the city soften, aspects of its decor change and he 

himself senses a feeling of lightness and levitation: 

Mes yeux voient a travers le voile 

~'y laisse le plaisir recent, 

Dans ohaque lanteme une stoile 

Un ami dans chaque passant. 

Chauves-aouris disBamineeB, 

lies triatessea s' an vont an l' air 

Se cacher par 1es oheminses, 

Bo ires , sur le oouchant vert-01air. 

Le gaz s'al1ume aux etalages ••• 

Moi, je crois, au lieu du trottoir, 

Fouler sous mes pieds les nuages 

Ou 1es tapis de son boudoir.80 (Stanzas II-IV) 

As in 'Souvenirs d' avril' where the poet's memory of his mistress lingers 

on in the sO'\D1d and touch of the wind recalling her voioe and embraoes, 

here the afterglow of Cros' love experience perSists to partly soften the 

harsmess of the urban landscape into whioh he emerges. The precise out­

line of the oity weighing down on the poet in moments of depression 

(as in 'Insomnie' where he is acute~ aware of the clear-cut 'zino et 

1e. ardoi.es des toits', 81 or in 'Le Fleuve' where the 'ligne oaprioieuse 

et noire' of the Parisian houses stands out against the sky82), here take~ 
on a po.itive aspeot aoting as a concealmant for previous unhappiness 

('lie. triste.ses') now banished. from his mind. Though having the physioal 

efteot of blurring sharpness of outline Oros' 'wile' in 'Soir' is never­

theless aubjeotive in eBsenoe in its idealisation ot street lamps which 

beoolle stars, linking up with the Vean. motif,83 and transformation of 

79Th• phrase i. that of Franoe Jox. in 'Ville et modemite dans Les Fleurs 
du JIl', Europe 45 (April-June 1967), 139-162, (p.150). He uses it in 
oonneotion with the recurrent oity fog motif in Baudelaire. 

80 Oroa. 0.0., p.88. 
81 
8 

Oroa. 0.0., p.108. 
2 L . Oros. 0.0., p.77, lines 11g-7. 

831i'he image of Vcus oocurs frequently in Oros notably in'L'Heure verte' 
aid in the 'Sonnet aatronQmique' where the poet and his mistress stand 
bathed in the proteotive light of the planet and imagine a parallel 
couple on Veans looking down upon the earth. 
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8IlOD11Ioua pua.ra-by into friends with whom h. oan ahare hiB joy. Und.r­

toot alao, fantasy supplants r.ality &II the hardn.S8 of pav.menta m.lts 

aVlll' into olouds (oonveying phyaical &8 well as mental elevation), or the 

welco.ing aottn.aa of a boudoir carpet in a flashback to a moment of in­

tillaoy. 

In 'Soir' the tranaformation of urban reality making the poet f.el 

at .... rath.r thm .xil.d in his environment follows on from a real, 

..,ticmal. .xperieno •• Ela.wh.re th.re ia .videno. that the tranaformation 

of Croa' surroundings and changea in his own pero.pt ion of th •• have b.en 

d.lib.rat.lY provoked by the hallucinatory effect of an external agent 

namely absinth. Though instrumental in the composition of some of his most 

haunting verse, whether absinth's artistic benefits outweighed the final 

personal f.e exacted on Croa by thia 'aorcier. vert.' of alcoholism, 

premature Benili t1' and death r .... iDa a moot point. An admia8ion of the 

magioal .ff.ot of abainth ia given in 'Lend.main' (L. Coffret de S811tal, 

1879) wh.r. the drink ia clasaed. among thoa. sensual pleaaur.s exciting 

the poet '. imaginations 
Av.c lea fleura, aveo 1 •• fUII.a, 

Av.o l' abrinth., avec 1. fc, 

OD peut a. divertir un pau, 

Jou.r aon 1'81. en qu.lqu. drame t 

L'abainth. bue un aoir d'hiv.r 
#to , 84 

Eclair. en vert l' am. enfwl •• , 

Asaooiated with nighttia. ('un aoir d'hiver') the spirit offera ita arti­

tioial warmth 8lld light aa a replac __ t for thoa. of the sun in dSJtime, 

110t a1aplY illuminating the po.t 'a viaion of reality 'en vert' but alao 

tiring hi •• oul to alt.r hi. personal appreciation ot the world and fill 

hill with fre.h inapiration. Th •• tate ot Jlind engendered by abainth ia not 

a rat ional on. however, but • enfwl'. " on. in. whioh the normal p.ro.pt ion 

ot evet. i. blurred or olouded. as the pale gr.en asp.ot of abainth is 

olouded. on the addition ot wat.r.85 

84 Croa, O.C., p.67. 

85An interesting reoipe tor the p.rt.ot abainth and wat.r mix 1a given by 

Croa in a IIOI10logue fir.t publiahed. in 1871, 'La Famille Du.b018', Croa' 
fri8Dd ap.ak.s 

11 n'Y a pas b.aoin d. verser de h~t. (C'eat 
un pNjug4.) 11 taut aller doucement, doucemant 

.t puia tout d 'un ooup floufs on a une pur'. 
partait.. (S.e Croa, O,C., p.264) 
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One of Cros' most memorable Parisian poems conveying in verse an 

evening Hoene in the city 'eclaire en ve"' by the effect of absinth 

aDd peroeived by the induced 'ame enfUme'e' of the poet is 'L'Heure verte' 

from La Coffret de santal of 1813, but first published in L'Artiste, 

1 Auguri 1869 under the title 'Cr'puscule parisien' • 

Comme bercee en un hamao, 

La pensee o.cille et tournoie, 

A cette heure aU tout estomao 

Dans un flot d' absinthe se noie. 

Et l'absinthe pmetre lrair, 

Car oette heure est toute emeraude. 

L 'appeti t aiguise Ie flair 

De plus d'un nez rose qui rade. 

Promenant le regard savaDt 

De ses grands yeu.x d' aigu.es-marines, 

Circ4 cherohe d'ou vient le vent 

Qui lui caresse les narines. 

Et, vers de. dtners inconnus, 

Elle court a travers l' opale 

De la bl'Wlle du soir. Venus 

S' allume dans le ciel vert-p&1e. 86 

Wha" hu been termed the 'calme douoeur,81 of this poem assures its instant 

appeal on first reading. This quality emanates particularly from the poem's 

opening stanla with its aocumulation of rhythmic and soporifio motifs 

('bero'e', 'hamao', 'o.cille', 'tournoie', 'se note' and 80 on) its lilt­

ing rh3thm and the impre.sion of lightness oonveyed by the vowel sounds 

whioh leave the lines open ended. Though evocative of piotorial represent­

ations of the Parisian evening some, one thinks of Degas' 'L'Absinthe' 

(1876) where a melanoholio t--.le fip" is portrqed in grey-green tones 

.eated in a oity oaf' or Toulouse Lautrec'. more lively impressions of the 

heure de l'ap'ritit , Cros' po. is devoid of speoifio geographioal 

looation and ao~rate desoriptionotap&rticular oity. 'L'Heure verte' 

remains v&gl1e and its technique impressionistic as if to oonvey the 

intoxioating etfeot of absinth itselt blurring and ohanging the material 

86 Cros, o.c., p.82. 

87Jaoques Brenner (editor) in Charles Cros, Poetes d'aujourd'hui (Paris, 

aeghera, 1955), p.96. 
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world and substituting its own green image for objective reality. Never­

theless this poem, as 'L'Heure froide' whose title 1t recalls, captures 

.ffectively a distinct moment of time, less r.al in the time-ecale of the 

objeotive 1IOr1d than significant in the personal time-eoal. of th. poet; 

the 'hea.re vert.', a tim. when th. fading blumess of the da.Y at twilight 

a1ngl •• with the •• tting INn to or.at. a sympathetio gro.aniah hue actually 

l1pting up 'm vert' upeotlof r.ality. Green, Cros' 'oouleur heureuse 
88 

par excelleno.·, il1waiDat.s the po. continually' in the glus of 

ab.inth in stanza I, in the • ... r8l1d.' of &tanza II, in Ciroe'a 'groands 

~ aip.~e.· in atanza III, in the ·Ci.l vert-pile' of the final 

lin •• As the colOl1r and •• 11 of absinth, it perndea the city and its 

people, 'tout eatoaao/Dans un flot d' absinthe se noie' (lin. 4) and' 1 ' absinthe 

penetre 1 'air' (line 5), JDaBIleticalq drawing the inha.bitant. to rendez-

'YOU8 and into the oapital's reat8l1rant •• The final two &tanzas are oentred 
- 8 on the figure ot Circ., a 1.gmda.r,y oharaot.r brcught into the mod.m world 9 

who represents .ith.r m archetypal female til'1re, (Parisierm.a have an 

meritab1 •• 1_ent of d.o.it in Cro.) or as Ian Look.rbi. beli.vea, a 

OCQri.ean .• 90 Obviously a b.ing of int.lligeno. ('1. r.gard savant') and 

•• _al i t1' ('I. vent lui caress. 1.s narine.') .h. i. a oreature of the 

'here verte' both enSCd.recl by ita em.rald light (her .y •• are blue-

green) and ultimately swallowed up into it. olo~ opaleaoenoe91 a 'Elle 

court 1 travel'll l' opale/De la brwne du soil". As she disapp.ars into the 

sa;ore.tier, CharI •• Cro •• 1 'ho.e at 1 'oeuvre, p.446. 

89Cro.' us. of Circ. h.re in a modem .etting can be compared to Verlaine's 

u .. ot Phidiaa in hi. earq oity po_ 'Croqui. parisian'. See Verlaine, 

O.C., p.49. 
90wbile admitting the po_ appear. to oe1ebrate ab.inth Ian Lookerbie places 

.ore emphaai. in hi. interpretation of the poem on the 'rite de l'amour 

.mda1n' he beli.".. to aniIIate the final two &tanz ... Op.oU., p.160. 

91
The progression trom .erald to opal in 'L'Heure verte' involves two of 

the privilepd FOUP. ot preoioua .tone. singled. out tor evooative 

d.eaoriptioo in the 'L'Alohimie modeme' where Cro. speaks of: 

Le. diamant. .ointillant., 1 .. saphira protonds, 
A 

le. rubi. ~ fUl~tions opulent •• , 1 •• traiches 

ar8l1de., lei topazes, glB9an. de vieux vine depouilles, 

le. opal •• iri.' •• , ohangeante. auivant 1.· temp. 

oomma l.s t...... (S.e CroB, O.C., p.571.) 
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evening mist which provides a physioal cover for her meeting with a lover 

or a client for the night, Venus, her guiding spirit, re-emerges in the 

sky, s,ymbolio of, and witnessing, her erotic activity: 

vlmus/S' allume dans Ie ciel vert-pale. 

The poem thus closes with a natural image and on a note of evaporation and 

nostalgia. In this respeot and on account of the absence of objeotive 

desoription of a specific city 'L'Heure verte' may be considered typical 

of Cros' more oblique and subtle approach to oity poetry. His suppression 

of the original title of 'L'Heure verte', 'Cr'puscule parisien', on the 

poc's inclusion in the 1873 version of Le Coffret de santa! can also be 

read as indioative of Cros' desire to aim at implioit rather than 

conspicuous urban themes and city content in his poetry • 

.Aa long as Cros was able to keep the oity at ba;y in his poetry through 

the tranBtormator,r efteot of love, riverie or art ifidal stimuli therefore, 

there is evidenoe to suggest his attitude to Paria and ita people remained 

fairly oheerful and optimistic. As we have seen where the oity does intrude 

una;peotedly or in an unweloome fashioD as in 'Vill'giature' or where the 

poet is trapped in contemplat ion of the tatal P87ohological implioations of 

nipt in the oity as in 'L'Heure froide' or his attention is focused un­

willingly on for example the stark, silent, urban panorama whioh in 

'InsOlll!lie' contradicts hi. own metal actiVity, hi. mood towards hi. oity 

INrl'Olmdin8'8 tum. to one cf depression and pessimism. In reinforcement of 

this point, in those rarer poems where city motifs are made deliberately 

omtral b7 the poet's own o OIlt ri vaIloe, rather than their merely assuming 

importanoe as the poem progre.ses, the tone is equally dismal. This suggests, .. 
.. Louis P'orestier haa stated, that Cros 'ne oonDait de Paris que ce qui 

I' ottuaque at I' opprime [ ••• ] oe qIli choque 80D regard', 92 but also implies 

that OIl certain oooasion. the poet epecitioally employed urban motifs 

atJd cllaracte1'8 in an unfavourable light in order to criticise tIle environ­

MDt azul society they repres.ted. This critioal approach ia evident in 

I.e CottJ!t de •• tal of 'both 1873 and 1879 where its effeot i. heightened 

b7 the 110 of lmJIour, irorlT, oomparison and symbolio detail as Cros shows 

ht..elf opealy resentfUl of the canatrictions of oity life and their detri­

IltIltal eftect on the poetic illagination. It only reaches its apogee in 

La Colli.r d. Fiff •• where Cro. appears quite disenohanted with the materi­

ali .. of Parisian lif • .ad .ooiety aDd even oritioal of his o~ earlier 

ahori .. ipted poetic ideal1 •• 

9~iS Foreatier, CharI .. Cros, Poetes d'aujourd'hui, p.ll. 
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'Interieur' , a piece from the Album zutique93 which appeared. for the 

first time in the 'Grains de sel' section of Le Coffret de santal of 1879 

is unusual in its elear urban references being one of the few examples 

(apart from in the dizains parodying Copp'e) where Cros uses proper names 

(here Pape and Mu..ard94) for an effeot of sooial oontemporaneity and employs 

reoo8l1isable characters from Parisian sooiety as subjects. In other respeots, 

the two framing lines at beginning and and in babytalk and sol-fa and its 

satirical, possibly parodio oontent95 'Interieur' is olearly a humorous 

piece designed to ridicule the boring and menial ocoupat ions of a Parisian 

bourpoi. household which it oatalognes at length. 

"Joujou, pipi, oaea, dodo" 

"Do, r', mi, fa, sol, la, si, do." 

Le moutard gneule, .t sa soeur tape 

Sur un vieu.x clavecin de Pape. 

Le pire se rase au oarreau 

Avant de se rencire au bureau. 

La mire _iette une panade 

qui mijote, gluante et fade, 

Dans les 08l1dres. La fils ah' 

Cire, avec un air 'tonne, 

Les aouliera de toute la troupe, 

Car, oe soir meme, apr.s la soupe, 

931file Album zutigue was a slim volume of comio verae began in 1871 by 

Charles Cros and his friends. It inoluded contributions from Verlaine, 

Leon Valade, the IlUsician Cabaner and photographer Etienne Carjat, Rimbaud 

and Bouveau. 'Interi8llr' featured in the collection under the title 

'Int'rieur matinal'. This piece manifestly in the hand of Charles Cros 

is fal. •• ~ attributed in the AlbwD zutigue to Alphonae Daudet. 

~einrioh Pape (1789-1875) was, as Louis Foreatier explainS in the Plaiade 

edition of Cros' complete works, a famous German piano maker. 

Philippe hsard (1792-1859) was a IDUsioian ooncerned in organiSing publio 

oonoerts in Pari •• The popularity of the partioular form of entertainment 

he originated mown as the 'oonoerts Musard' lingered on long af'ter his 

death. 

95Certain details in 'Int'rieur' are highly reminisoent of Coppee. His 

Prommades .t tnt'riears XIX for example evokes 'Une petite fille, aBsise 

au. olaveoin, / Qui joue, en trappant tres-olair les touches un p811 dures/ 

Un andante d 'Bqdn plein d' appoggiatures. • 
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I1s iront autour de Mu.sa.rd 

Et ne rentreront pas trop tard.; 

Arin que demain l'on s'mille 

Pour une existenoe pa.reille. 

"Do, r', mi, fa, sol, la, si, do." 

"Joujou, pipi, oaca, dodo.n96 

This poelll i. at its best read aloud in the stacatto delivery favoured by 

Oros himself and. particularly suitable here to imitate a ohild's labour­

iou. plqing of piano soales. In it the poet deliberately relinquishes 

t1'l4itiOD&l. lyrioal techniques to produoe a work flat in tone and devoid 

ot relieving imagery. It is stripped of all but the moat banal ('vieux I, 
line 4) or unattractive ('gluante', 'fade' line 8) adjeotives and sparse 

in literary vooabu1ary. 'Moutard' (line 3) and 'gu.eu1eI' (line 11) and 

'soupe' (line 12) provide ohal1enging1y unpoetio rhymes. The form and 

at,rle of the poem itself thus voioe Cros' oritieiams of the proaaism 

of middle olus sooiety without the poet himself having to intervene 

and directly confront the readera. His use of enumerations similarly 

-",asises the repetitiously monotonous yet self-satisfied. nature of mid­

nineteenth-ccmtury boureoia living: 'le moutard' (line 3), 'sa soeur ' 
(line 3), 'le pere' (line 5), 'la m.re' (line 7), 'le fils atn" (line 9) 
and so on. The characters' trivial tasks, shaving, shoe-cleaning, soup­

making, are performed meohanioally and. are irritatingly self-perpetuating: 

demain lion s'evei11e 

Pour une existenoe pareille. 

'Vooation' belongs to the same 'arains de sel' seotion of Le Co:ffret 

de Banta! of 1879 as 'Int'rieu.r' but had previously featured in the section. 

'D6bris' of the 1873 edition of Oros' poams.97 Despite its desoription as 

a 'production humoristique' by Henri ParilJ)t in a oolleotion of Oros' worka98 

the po_ is less oomio than ironio in its use of the urban theme. It focuses 

in potentially Ooppesque fashion, on the pitiful figure of a oountry girl 

who, disillusioned with her life on the farm, has come to the oapital to 

seek her fortune. Yet it is shot through with oontemptuous referenoes to 

the tublio idiot' and the Parisian sooiety they epitomise, 

Jeane tille du oaboulot, 

De quel P8iY'S es -tu venue 

Pour 'taler ta gorge nue 

Aux yeux du pub1io idiot? 

96 Oros, 0.0., p.139. 

97See Oros, 0.0., pp.141-2. 

98See preface to Oharles Oros poemes et proses (Paris, aallimard, 1944). 
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Jeune fille du caboulot, 

11 te d'plaiBait au village 

De voir meuririr, danB le bel age 
Ton pied mignon par un sabot. 

(Stanzas I, II) 

The opening atanzaa of the poem provide an tnteresting reversal of the 

theme of rural personage veraus urban milieu aa expresBed in BIlch poems 

&8 Baudelaire's 'A une lIalabaraise' (Les E:paves), 99 where the reBtrictions 

ot civilized sooiety, symbolised by 'le oorset brutal', oontrast unfavour­

ably with a native wollan's physioal freedom in her natural environment. 

In the CrOB poem the drawbacks of a rural life, represented by the 'sabot' 

are thrown. into relief by 'les bruits de la rue' and 'l'abainthe' which 

for the Simple, oountry girl epitomise the refinements of Parisian life. 

As the poem progres.es)the traditional antithesia between attractive rural 

l.ngmuouaneas and dia&gl'eeable urban worldliness is further undermined by 

the poet who ironically praiae. his heroine'a dubious profesaion as a 

va1tress in a seedy caf' and the unhealthy pallor which haa replaced her 

previously ruddy ooaplexion& 

Jeune fille du .aboulot 

Ta mille r..ce-&i et&it sotte 
Je t'at.e mieux ainsi, pilotte, 

Les yewt cemes d 'un bleu halo. 

[ ... ] 
Jeune fille du caboulot 

Laiase orier et continue 

A. charmer de ta gorge Due 

Les yeux du publio idiot. 

(Stanzas VI, IX) 

On a more serious leftl his apparmt sympathy with this observed city 

oharacter tmda to II11ggeat' that he reoognises in her phySical deoadence, 

brought about by urban lite, a oounterpart tor hill own Pari II ian bohemian­

i_I UlCi ill her depend_oe on the 'publio idiot' who appreoiate her 

nakedness on a buio level, an mension ot his own ultimate reliance on 

the despised 'foule, qui ne oomprend paa' but' qui paiera'. 

Where oritioia in 'Interieur' and 'Vocation' ill directed against city 

inhabitants Cros' targG in 'Plainte' (Le Coftret de Bantal), is also that 

of the oitY'1I landsoape and its sooial dimension which lIeemll alian to the 

workings of the poetio imagination. The poem is oonstructed on a comparison 

between the poet himself and hill mistress, one drawn to the quiet of the 

'§gBaudelaire. O.C., Vol. I, p.173. 
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countrylide or the sensual pleasures of the Orient, the other attracted 

to the locial whirl of the city: 

Vrai sauvage~' danl 1a ville de pierr., 

A la c1arte du gaz je v.gete et je .aurs. 

Xais vous vous y plaisez, et vos regards charmeurs 

K'attirent a 1a mort, parisieane fiere. 

Je reve de passer m& vie en que1que coin 

Sous l.s bois verts ou sur 1 •• monts arollatiqu •• , 

ED Orient, ou bien pras du pale, tr~s loin, 

Loin des journ~, de 1a cohue et des boutiques. 

Kais vous ai.ez la foule et 1es 'clat. de voix, 

Le bal de 1 'Opera, le gas et 1& reclame. 

Koi, j'oublie, a vous vCir, 1es roohers et 1es bois, 

Je •• tue a vouloir lie civi1is.r 1,ame. 

Je vws armie i. vous Ie dire .1 .ouv.ntl 

Je .currai, papil101l brule, si oela duN ... 

Yous ferie. bim pourtaDt, vo. oheveux Iloirs au vent, 

• clair p.ipoir ruche', 8Ur UI1 tond de verdur.l lOO 

Like the IfTPsY' fipr. 111 'Tsigu.e' (Le Cottnt de santal) who strams to 

e.eape trom the 'cour.e ettar'e et SaDS but' of modern lite by w~ of the 

'apres mont.', 'insidiwx vallons', 's08let.' , 'lac.' md 'champs blolld.' 
101 ot the rural world, the poet in 'Pla111te' alill1. him •• 1t with the free 

ud. Datural 1I&Jl. Be 18 a 'Vl'ai s.vap' out of his ailieu in the hard aDd 

UIlooapromisiDg II1virolUlmt ot the 'ville de pierre' 102 
'l'he city with its 

soul-deatroying .ocial values (line 12) and harsh light withering imagin­

ation _el spont.eitl' and. threatll1ing eleath (lines12-14) appears not to 

ocmnitute a tra.e nap on Cros' poetic joumey-. Re is "gare' 111 Paris, 

4rUD &n7 frca his preferred rural setting bl' the fatal attractions of a 

'pari.ienne tiire' who i. drawn tovarcls the CUl"s kaleidosccpic variety 

(cOll'Yqeci by the urban paraph.malia mlllt ioned by the poet I 'des joumaux', 

'eles bout ique.' t '1a foule' t 'le gaz', '1 a r'cb •• ' ud. so on) and who 

100 Cro.. O.C., p.94. 
101 Cro., O.C., p.134. 

1°2.ne UDcOlllp1iaent&r1 de.cription ot Paris .. a 'ville de pierre' 

heralcll Verlaine's ot tour years later where the capital is evoked 

&I a 't&l oriard de pierre. blanche.'. (Sap.se, III, XVI, 'La 'grande 

ville"'.). See Verlaine. o.e., p.190. 
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flouri.he. in the city'. artificial atmospher.103 Only when dive.ted cf 

her Pari.ian accoutrements, as in • Mat in , (Le Cof'fret de santal, 1873), where 

the poet wake. after a night of love to .ee hi. mi.tr ••• • fashionable city 

cloth •• discarded, cocoon-like on theftoor of his room, can she and the 

poet achieve ooapatibility.1 04 In 'Plainte' the bewitching and deadly 

faale is unrespon.ive to the poet '. plea to acoompamy him back to the 

utural world (lines 15-16) l_ving him with an impo •• ible choice of a 

return alone and the relinqui.hing of hi. love or the .elf-sacrifice and 

oClllooai tut iJaaginat iva auioide of oont inued life in the city. 1 05 

.An iIloreuingly pe.dlli.tio attitude to Paris and e.pecially toward. 

its constrictive effect on the poetic .ensibility animate. one central 

section of the UJlcharacteristically l~~ and IQ1I1bol1o poem, 'Le Flauve', 

belonging to Le (:ctfret de santal of 1879 but first published ind.ependently 
106 . 

ill 1874. Th. picture of the capital suuested. by Cros in this poem is 

probably the .ost d.tailed. md instmtly a.orable of all hia poetry but i8 

al.o one of the aost dMllling. It alone approximate. to the visual and 

ataospheric evocations c.tral to & work such as Copp'.'. 'Olivier' yet 

it. ~bolic .iIDifioaDce adds a turther dimension not e%ploited by the 

eleler poet. Floving vater in 'La Flauve' represent. in a Par18ian context 

the waters of the Seill. yet in the wider poetic oontext as an ancient symbol 

of power and fertility it oan be equated. with literary creativity. The 

tO~otion. cf cruelty aDd aagic are frequently pre.ent in Oros' picture. 

of Pari.iu RIND. In 'lladrigal aur un camet d'ivoire' for example the 

1IOUD i .... as a fairy-like enchantre.s briDging death to her victim. 

Villi. parisieane, .apreinte 

D'UD charae iIlqui"tant, lDais doux, 

J'attend., voluptu~se crainte, 

La aort, .i j. val •• avec vou •• 
104s.. Cro.! O.C., p.81. 

1051fh• olo.iIlg iIaap ot this po. where Croa imagin.a hi. lIiatr.s. eil­

houetted. against the green of the natural world, 'You. f.riez bien 

pourtut, YO. oh8'n\1Jt noir. au vent,,/JIh clair peignoir Nche, sur un 

tODd d. YBrdRr.' i. a popular one ~ith the po.t who repeate it in 

'Trois quatrain.' al.o in the po"'. cloaing lin •• , 

Voioi 1. tond qu' il fmt au luaiDeux d.a.in a 

Ua _tiD ro.e, afto arbre. rouill4'a, 1 'autolll1e. 

106,t. Fl~ve' was tim publi.hed. independently in 1874 by the Librairie 

de 1'e8l1 tort •• It included. •• veral illustrations by Jlanet. 
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poem thus describel!l on one level a real river'l!I journey from its source 

to the l!Iea with the enumeration and description o£ all the different land­

.oapes it passes through on the vrq, and on another level the movement 

and progression of the poet's imagination from the moment of inspiration 

to final coammication with an audience and the different stages of creation 

involved. Cro. begin. with an evocation of the actual river passing 

effone •• q through the rural landscape, integrated into the scene, 

pronding sucoour to it. population of woodJDc, tarmers and fisherman than 

bubbling gai17 oyer roolq ground. Thi. approximate. in aymbolic tems the 

poet '. period. of etfonle •• , mjoyable ocapo.ition and spontaneous 

iIlapiration. Swid_17 the flov of Croll verae is halted &8 we approach the 

vb_ molave and the city section of the po-.The tn»ographical .eparation 

mel repetition ot the MOrd 'v11le' at the begiJming ot this pa.sage draws 

to readera' attlDtion the lUliqulDe.s of this landsoape and of it. necess­

ariq cietrialDtal eftect on the river'. tree 1I0 .... lDt and by extension that 

of the poetio iJu.giDationl 

C' eat la ville, 

La nlle t.am.e aveo .e. oris ho.pitalier •• 

1,.' eau ooule entre le. quai. correct.. Des e.oalier. 

X_at auz protonder. glaque. du suicide. 

A la peroi IIOU8l1Ue un gro. mmelll1 .'oxide, 

Pour celui qui .e Doie inacce •• ible e.poir.107 

(line. 115-20) 

Apan trc. isolated lyrical 1u.p. _ch &8 tho.e de.crilring the rooftops 

u a 'lipe oaprioieu.e et noir aur Ie .oir/Verditre' (line. 121-2) or the 

'ui.OIl.' and 'palata m 6t .... ' who.e lipted window. '.e oonatellent· 

(line. 122-3) in the Dight .lq (which illu.trate the hiddm potmtial of 

the oityscape tor mrichiDc the depth ot ezpre •• ion ot a reoeptive poet, 

nt whioh Cro. hiaaelt refu.ed oon.oiou.ly to admit to), the Pari.ian 

spectacle duoribed 111 line. 120-140 i. wretched and pe •• imi.tic. 1{otions 

ot cleoe.Y oocur 111 'viewt quai.' and 'pierre. di.jointe.', of poverty in 

't_e. PIIIl'9Z'88',ot death in 'suioide' and 'qui .e noie' aDd of diseue 

in 'De. cIli •• , de. chat. pouri.·. Other detatl. are o .... r\lh.lming]y sordid 

ID4 depre •• iDet 

101 

La jour bus •• , et le. chauvea-Bouris 

Yolti~t lourd88eDt, poua.ant de petit. oris 

Ce. vi~ quai. oubl1 •• sur len pierre. diajoint • 

• pport_t 4e. aai.on. gri ••• IIWt toU. en point ••• 

JA., .~het d.. chiffon. que d. laura aa.igre. bru 

Cro •• o.c., p.74. 
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Lea r .... e. pauvre. ont rinc' •• En bas, de. rat •• 

(lines 124-9) 

A8 nll as providing the horrible pollut ion described in line. 139-41 

L'egout vomit l'ean noire sax affreRses ecumes, 

Roulant des vieux .ouliers, de. debris de legumes 

De. chim., de. chat. pourris qu 'elllDine 1. oourant. 

(whioh though absorbed u a 'souillure 8ana .rret dana le Fleuve 8i grand' 

D~h.le •• oontradiot. itl tranquil dignity), the oity also haa the more 

Hriou. effect of haapering the river'. freedom of m~EI1t. It. flow is 

elirected laterall~ throup the oonstrictive 'quai. corrects' and 'pil.s 

.... 1ft.' of the br1clce., vertically by the 'chaland. VlI1tl"l1S' under whose 

wi," it is forced to pus. To expand the artistio metaphor; Paris can stifle 

or OODtrol the poet '. oreativity in the same wa.r u the p~.ioal restriotions 

ot a city om liJIit the lpontan.ity of a river pr.viously expre •• ed in 

ouoad •• ad aeanel.rinlll on it. joumey' through the natural world. The po.t 

ta. rea1'tirlu the point made in 'Plainte' relating to city ~ and the 

worltinp of hi. illaginat ion I 'A la olarte du gas je "pte et je meurs' 

mel that .ade in 'Vooation' cCllloeming the unoaaprehlllding 'publio idiot' 

who detract fro. a poet '. ultimate BUOO •••• 

Aoomtuating Cro.' oritioal approach to the oity and its people 

expr •• ecl directly in 'Interieu.r', 'Vocation', 'Plainte, and 'La Fleuva' 

Ulel und.raining the .. eliorative transformation of tha oityscape made 

po •• ibl. and .ffected. di.creetly in poems BUoh as 'L'Heu.re verte' or 'Soir', 

... Oro.' growing awarene.. (espeoially at the end of the 1810s and during 

the 1880.) of the inoreasingly temporary nature of the tran.formation of 

Pari. afforded by alcohol, love and reverie and of the threatened reaffirm­

ation of th~ reality of the objective urban world oullting his subjective 

'vi. 1d6&1.'. Thi. a.warene.s had firllt bem hinted at in relation to the 

artificially created. .tat. of mind in 'Led_ain' (Le Coftret de santal, 

1879) where Cros, though appreoiating the ability of absinth to 'eolairer' 

_ vert 1'8m. IIlfUJl'e' i. also equally aware of the depths of depression 

to b. plUJlbed. ono. the fal.e sillS. of happiness and acute sensual aware-

n ••• ms-dered br the aloohol had wom off and only its sordid, rather 

thaD magioal, OCIUlotationa 1'8Iained.z 

Bt, .i 1& tr1.t. vie est sauve 
108 

a.stet l' ab.inthe et .e. hoquet •• 

III relation to ero.' tran.to1'lling iJDagination whioh toward. the end of his 

poetic career appeared to experieno. IIOr. difficulty in dealing with the 

restrictive mel ob •••• ively II&t.rialistio oity world around him. & re.ling 

of ~~fem8Dt can b •• caed in the 'Douleurs et ool~re.' seotion of 

108 68 Crol. O,C., p. • 
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La Collier de g;riffes in 'Aux Imbeciles', 'Banalite' and 'Saint Sebastien' 

especial~. In these poems Cros' attitude towards the city borders on the 

pessimistic while his vision of Paris is of a harshly claustropb«»ic 

environment peopled by brutal and uncomprehending inhabitants. 109 Moreover 

as the city, especial~ in its material form, threatens to fUl~ reassert 
, 

itself, contradicting and stifling the poet's spirituality ill the process, 

iJaages of death as a deliverance (otten underlined by suggestions of hope 

and i.JaIDortality) or as an inevitable conclusion, (intensified by notions 

ot deapair and disillusiODllmt), proliferate. Here Cros' contribution to 

the oi t7 th.. in ninetHllth-oentury FreIloh poetry mds on a note of 

ambiguity as had. oharact.rised his attitude to Paris from the outset. 

'Au% Iabecil .. ' is a good example of Cros' poet ic cont inui ty in act ion 

ainc. all ita title RggesV it is oaat h the mould of earlier poems notably 

the pretace to the 1873 edition of La Cof'tret de santal and 'Vocation', 

where Croa disdains 'La foule, qui ne oOlllprend pas' and reproaches the 

'public idiot'. Th .... implicit contrast in heisht and depth between the 

poet 'revant dea terre. inconnue.' and' cont~lant les sp]..endetlrs 

nu .. ' ('Preface') and the unoomprehmding orowd or public in baae exile 

OD .arth is preset :in this po •• The 'horisons/Dt.er8l1de. et de OI1ivre' 

contrut with the 'ge. bien uai" of Stanza I I 

Qwmd neus iriaana 

TCUB nos hon.ana 

D'e..r8lldes et de cuivre, 

Lee gala bien .. sia 

kaIpt. d. soucis 

Ie doivent pa8 nouI pourIIUivre. 
110 

Dupite the poet's affirmed 1mag;native superiority over his fellow IBen, 

attiraed in his ~ittal activit7 ('DOUS irisons/TOua DO. horizans'), 

u oa.pared to th.ir ocaplacct iJIIIaobili t7 ('bim .... i .. aDd. 'lI'e cloi vent 

pas D01U pourmivre'), Ilis failure in a ... terial a81se beside the 'gens 

( ••• J ,l&z.pta d. sOllois' ia apparet. Thia point i. illustrated in the 

po.'s seocmd. aDd third rim.aa where in a BUbtly ironio pl. on words 

('tiD' md 'faill') the artiat'a decorative imaginative IlUperiority in his 

Vattemeeque pose (, jeuer d. la gu1tare') is .hown to be materially worth-

-l.s.a 

109 A aiailar ••• e ot diailluaiODllct OaD b. t.l t in oozmect ian with the 

love t~ in La Collier de critt ••• 'Caresa.', 'Jeane ho .. e' and 'Un 

t. ... d' •• spoil'reveal Cro.' bitt.me •• especially iD their Jd;.o~ 

-and death iu&VJ'. 
110 Cros, O.C., p.202. 
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fbiB financial d'calas! between himself and his fellow men both provokes 

the poet agail'lst hi. contemporaries and affecta his attitude to the city 

who.e modem invmtions offer to the rich the possibility of travel yet 

to him only the temptation of oontact on a real level with his horizon or 

'bou.t du aonde'. '1'0 the impecunious POet) trains, steamers and railW83" 

1Ita1i10D8 thwl _rely underline hiB pre.ent isolation in a money-orient­

ated accin,., 

On n 'est -.porttl', 

L'hiver ni l'et', 

:n.ns le train d' moune pre. 

La ohemin de fer 

Eat vraiJHnt trop ohe%'-

La ate ... r ttmdeu.r de l' onde 

~ plus cher enoor; 

11 famt beauooup d'or 

Pour aller lID. bout du llOlUle. 

In the poet'. predio_.n the human protaaonists, here the 'gena bien assis' 

lib the .leeping bopraoi. in 'Insomnie' or Paris' PGPIllatloJl 'lCRlrde-.t 

.... 1'111. : in 'L'Beure froide' _body for Cros the irritatil'lg smugness 

~ quie.cenoe at the heart ot Parisian society, a olaustrophobio force 

to be deriroyed before it it.elf ... able to destroy. The final stanza of' 

'Ala I_'c11e.' thus reveal. the poet, in a modified repetition of' the 

word pI.,. of' stlll'lza I ('fata' and 'fin') resorting to threats of violence 

and death u an outlet for his frastrations and as a means of preserving 

hi. integrity in a honne environment ,111 

Dono, gID8 bien u.is, 

EZ8mpts de souois, 

Dfiez..ovoua du po~e, 

QIli peu.t, STant faim, 

VOU8 mettre, a la fin, 

QIlelquu ballaB daDs la tete. 

A. more pusift reaction to the crowding in of the material and object­

ive oity world f01Wl the iD8piratian for 'Banalite' which opens the 'Douleu.rs 

111The threats of '.Auz Imb'ones' recall that of 'Indignat ion' where Cros 

'rive, poignarda, poi s ana , dynamite.' 
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et col~res' section of La Collier de griffes. This poem entails an inter­

eating reversal of Cros' previously characteristic softening of the 

outlines of tbe 'realit' 'traDsere et hostile de la ville' through effective 

euroi_ of his ill&gination as the poet envisages a volcanic eruption of 

aoUen ,old and aUver (the outward .ymbols of a prosperous urban society) 

tlowiDC OYer tDB aurtaoe ot the world to .tifl. himself and aspects of 

tDB DAtura! order ill a riCid 1a78r of calcified .. tall 

L'oce_ d'arpnt oou~ tOllt 

''''0 A uri. iDont.tant •• 

Iou. aYOD. Nri ju.qu' au bout 

I.e 1 ... d'u ODol. OQ d' .. tant •• 

Bia .. nat. Botre OBnu.u bout 

Dana I' I_al, t.u qui nou.. t.nt., 

Et neu •• 0W"0I18. Blatent debeNt 

Ceu qui tOilt 1. ooura de 1a rent •• 

Doutt. .ou. 1.. 10ura "tau.x 

QIli bri1.rat tout. .aperanOB, 

lion oo.ur tal t 1IIl bnti t de aart.aux. 

L'or, l'arpnt, roia .~iIldift.renoe 

Jlona., pUB troia, ont reoOQve" 
112 Le. ap.t •• t 1 .... on veri. 

ID n_sa I ot the poea tile OIIinOQa, ~.ioa1 pre •• nc. of the 'ocean 

cl'arIlDt' ooatrut. with tDB poverty and the .. It-oont •••• d idealism of 

tJIII poet alt.1"II&t.17 d.reUliq of _ iDbaritanC8 (lin •• 3-4) or occupied 

ill cont •• pation ot hi. ideal (liDe. 5-6) .113 Hi. eu'brli •• ion ('nous 

1IOIIl'OU', 11M 7) to the .roi1 ..... tallic t100d vhioh l.aves only the 

i12 Cro •• O.C., p.198. 
113 !be apparent obse •• ion with .on.y .xhibit.d ill aaDy of the poems of 

Ie C,lll., .. qift •• ha4 U. root. in Cro.' real tiDaDcial situation 

at the '\1, •• JIarri.4 ill 1818, he .. a father of two .ona 'by 1880 and 

... a ooutat .tNgl. tor IlUJ'rival on a peraoD&l level and in relation 

to biB .01.llt1t10 aohiew..t. UlV of 1Ihiob wre under.iDed by the lack 

ot aattiolent .anet&r,J baakiDI. Tba lit.r&r,J oont~t.rnlty demonstrated 

their o_oem with Cro.' pre4iOMellt ill 1879 when he •• awarded the 

prix JUClAr ot the 'cadiai. PNaCJ&i .. , a oaIIh reward of 2000 franca, 

ill a __ i tart_ ... tan as _11 as ill aoknowl.dpent of the poet's 

11 t.1'&17 aohi."..nt •• 
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finanoially suooessfUl (oaust ioally desoribed as 'oeu.x qui font le oours 

de la rente' in line 8) standing in its valee seems inevitable. The reality 

ot death de.oribed in stanza III however proves very different from the 

poet 'a conoept ion 0 fit &8 his eaaenoe (, mon ooeu.l') is eet ouffe 5 c 4S 

l .• lourd.e aetaux', (like the 'raison de M. 19itur' whioh in 'Effarement' 

.... oapRlated in a 'daae-je&Dl1e en fer battu~, and he slowly stifles. 

!he graphio iaap of line 11, 'Xon 008l1r fait un bruit de marteaux' 

oonve,r. Rcoe •• fully both the frant io deaperat ion and the physioal 

qllptcaa ot a IlUffooating aan while the stealthy progress of the hal­

luotnatory voloanio flow aDd ita patent disregard of the poet's distress 

allow u. to lI1JIIPathiae and IIhare in his senae of olaustrophobia in the 

oity world more int •• elY thaD had a different symbol been ohosen for this 

part iou.lar eviron.e.t. 

'1'hrou&b their altemati" tone. of grim irony and agonised despair, 

'ax Iabeoil .. ' and 'Banalite' illustrate the rapid ore.cendo during 

the 188Oa, ot the th.e of alication between poet and urban life present 

earlier in 'L'Heure froide' and 'Insomnie' where the oity had first in­

t1'\lded in aD un .. looae fuhion on Cro.' poetic sensibility. The ultimate 

am. IIOri oOllPlete e~re •• ion of Oroa' deteriorating relationship with 

Paria and it. ~ i.however re.erved for 'Saint Sebastien' (Le Collier 

de Stte.) where the poet i. able to combine the resignation of 'Banalite' 

in a fUrther horrifying vi.ian of his own death, with the defianoe of 

'Jwt Iabeoile.' .. he finallY re ... erta hia own ultimate auperiority over 

hi. contemporaries in death& 

Je aui. inutile et je sui. nui.ible 

.. peau a Ie. tOl18 qu' il faut pour la cible. 

Valet. 8Il pouvoir publio attache., 

Tires, tire. daDO, hOmlete. archers' 

La preailre fl~ohe a bleaa'moD ventre, 

La .eoonde avec f~rooit' .'_tre 

Dan. la £Or., au.ai JIOD .ang precieux 

Jaillit, rouse olair, au regard des oieux. 

Je .era et l&-b.aut .ont dana lea platanes 

De. oi.e8DX ohal'lleur.. &1 baa de bona ines 

Xal' ... de. ours, b1'\lte. qu'il ne fant 
114 

Jaaai. oocuper dee oho.es d'.,. haute 

1140ro •• 0.0., p.203. 
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Fro. the opening worda 'Je auis' of this ellphatically personal poem our 

pze iB directed towards the disillusioned figure of the poet himself. 

Be ia both fUlly oonsoiOlls of hiB failure in a material sense and also 

.. eaiDc11 abandoned by the auataining self-confidence marking earlier 

worU; 'Je Ri. imlUle', be "'1' •• "'oohi.tioally he lays himself open 

to tortare aa4 ultt.ate .artyrda. at the bands of the ainor officials 

of l!ove01. 'bIareaucracy, the 'w.let. clu pouvoir Plbl1o' lIho.e 

.taDdanla be baa oontrawMcl. The .. fipre. caD be oompared to 'ceux qui 

tOlit le OOUH a la rente' ill 'Bualite' or the 'PDe bieD aaB1s/Exempts 

.... ois' ot 'Au IaWctle.'. De.pite the poet'. failure beside these 

_ooe.8hl .oci.ty tipre., the audan brutality aDd ~aical violence 

ot ftusa II; 'La prell1ire tl.che able •• aon "'Iltra/La •• conde avec 

firooUI .'ernre/Dul. la ,or .. ', rai ... Cro. to a point spiritually high 

&bow hi. tOnelltoH U hi. _t. pas.iTity i. tNDBforaed into a spirit 

of .. It-lI&Orifice aDd. be i. idenUfied with the per.cmaa- of Saint 

8ebutiu.115 'l'Ili. cbaDce of uphui. i. ool1'ft~d in the po .. by the 

foaataill of blood 1-... in liM. 7-8 'aOD ... preci.u/Jaillit, rouge 

olair, _ reaari ... citnl%' linking the poet's life-es.ence with the 

hiper p~ of 'us cieu.x'. III _ .rt.otive contrast with' je auis' of 

st __ I _cl u repetitiCl1 of tM phraae from 'Baali t" (, je _eurs') 

tIM poea oonelu •• 111 th a rei teraUoll of the oath aoUf md on a note 

of .oral compoRN 111 th the poet' s bo~ balancecl bet_en the two levels of 

ext.tenoel the .thereal of teD laaut' _d tM .. terial, city world 'en 

bas', re .... MDt.cl in UliMlistic t.1'IIII by t. 'oiHaux charmeurs' and. 

t .. 'boDs a.../Ill'. a u. oar.' re.pectively_ If apparently denied full 

OOUU-,UOIl of hi. ioa! thl'OllP death (the poet'. e~. &l'8 aU 11 at 

this poW d.ireoted. u~ to an UDattainable point 'dan. le. platanes') 

hi. a&l'tJNGII baa at leut .. CMNcl fiDal eDt'NDchi.e.nt from the 'brutes' 

of u .... daDe exi.tuce in Pari. aDIl froll tho.. people incapable of 

oo-PJizac or 1IIl1IilliDC to OOORP7 the ... l".. vi th t. poet' a dream and with 

'.. olio... cl' ell haut'. 

115Cro ..... the 1a&fII of SaiIlt S.buti_ in a pictorial rather than 

a rel1pou. Hue. 10 Cari.ti_ d.1a8Il.ioll ia iaplied. 
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III 1". illunrat1Q1l ot Cro.' tiDal ap1ritual. and poetic triumph over 

llia t.llow Pari.iau 7ft lIDde1abl. tailure in a _terial .en.e among them 

'fII.:I.J:n &Sebut1c' .='n..s Charl. Cros' ultimate aDd tragio destiny as 
& lit...,. MIl aD4 & oit7 poet. COPPH had beoCII. aware that 'la materie11e 

an are a pper daa 1 •• lntN.' aDd had tlma abandoned. his early 

aonalpc oit7 ponl'T iJulpire4 by' & pamin. love ot Paris, in f'avour of' a 

.... oa_aroially rlab1.· "1"8., trut iD« & wealth ot recoll1i.abl. urban 

f'1&IuW .xl .001&1. t~. 1Ihiah would URN hill of a 1'8pl.ar income. Cros, 

u-nr, in th ..... 1'8 ot •• r1cnut ponr.r at laaat,116 wu unprepared to bow 

to popalar cl-.md IIDd the t...... of & .... 8I1cli8l10e for the .alce of personal 

apecl1eG7.117 Thouch em. 111_ arp. & de.ire to appeal only to a limited 

ad lION ... iti" awUcoe ('ccz que j'a1M?, partly intlumced Cros' 

NliaDo. QIl & aubtler anel lION oblique un ot the oit7 in poetry than 

00ppM, the pon'. tapenae'al liDka with hi. Pari.iaz1 mviromDant alao 

IuIIl & _jol' 1'01e to plq. Since ero. h.ct Dot actuall.y bean born in PariS, 

116ero., aonolopa on the other hancl do r8Y8&l a el.B1re to appeal to 

ad. .... a larger audico •• '!'hay were ocmaequeDt17 the IIlOat profitable 

of hie vorka ill & tiDaDoial .... and unreel him a 8II8l1 inoome towards 

tile ea4 of hi. life. BariDg however sold the oOP7l'ipt of 1ncli vidual 

.:molop_ to their interpreter (the actor Coquelin Cadet) Cros as 

tile tal.ned _thor ul"1IIatel;r aDd ironicall;r aad.. 1e •• profit from 

hi. ONaticma thaD he otherwi •• llipt have done. 

117ero., '.liberat. awidaoe ot CoppM's realist approach, olear-cut 

t~. aDd idaDtiti&bl. oit7 characters (whioh preoluded the possibility 

ot hi. ftU' attaiDing the iDatllDt noo... enjoy-eel by- his contemporary) 

DOt ~ point. to a 1'84ioal t-.p.Nlletal ditt.1'Cloe between the two 

pone aD4 th.ir attitud. to Pari. but al.o b.p the question, which 

oarmot be fUlly Ul8WWecl within the lilli ted. scope of thiB study, of 

whether Crotl enD aapired. to a Coppeaqu. po:pl1larlt7 with!i.B poetry or 

it hi. worke, ...... ned. b7 th.ir Nli8l108 on personal Uperience, 

were Dot tntcclecl prt.&ri17 for hi. own aati.faction or for the deleo­

tatiem ot a lit.r&17 'lite capable of a fUller appreciation of hia work. 
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the.e links were not thoBe of a BOD to hiB native city nor, despite his 

Pari.ian upbringing, did t.hey rest on early memories of the capital. Cros' 

Pari.ian poems make use less of nostalgic reflections on past occurrences 

in the city than of powerful reactions to experiences undergone in relation 

to, or emotions generated by, aspects of present urban life. Being however 

reluctant to expose these personal 8%p8riences and emotions to the critical 

publio gaze, Cros refused to set them in poems evoking well-epecified, 

oontemporary settings. Heaoe those examples of local oolour and verifiable 

&'8Oll"ILPhioal looaticma in the oity whioh oharacterised Coppe. descriptive 

oity pieo.. are for the lion part, ab.e'lt in ero.' poetry. 118 Obscure 

cat's pl'OYide rendez-voua point. with friends, nameless streets link the 

poet md his miriN •• ' house aDd .erely the .ilhouettes of buildings are 

clillp.ecl from his attio window. Allusions to oity people are similarly 

1zul1ri1llct in hia poetry. '!'he bourgeois nevertheless feature in 'Insomnie', 

a YagIl8 'jeane fille' in 'VooatiClll' and a faceless Parisian family in 

'Int'rieur'. n.ewhere Cro. -.ploy. 8Wlera1itiea when he wishes to refer to 

the oity inhabitant., in 'PNfaoe' (Le Coffret de ..mal, 1873), he mentions 

'la foule' and 'le pu.blio', in 'Saint 8ebutim' he resorts to the animal­

iriio tetwa of 'aura', 'ine' and 'brut .. ' to desoribe the human raoe. Paris' 

political life .0 important to RimbaDd and even significant for Coppee, is 

&lao virtualq ab.at in ero.. It :tea1;urea only indirect ly in the unconvino-

111« allegorical piece 'La Ble •• 4e' .119 

'!'houp the oity mq not fo1'll a descriptive thread. running through Cros' 

pm17 and ia th.-cfoN a th ... JION d1ffiOlllt to trace than in Coppee's 

1IOrka, the t .. ling of Pari.i_i. whioh __ ate. froa eros' compositions 

ne-nriheless point. to urban life as haring provided a stimu.lua for the 

pon if CI'l _ UDOODItoiOWl, ..otional or psychologioal level, rather than 

1 ..,...----tiOl18 to this seneraJ. teadenoy are the cOllic poem 'Le proprietaire' 

trClll La Collis de IriUe. where Cros se i zes on Coppee' s preferelce, 

especially in Lee !!webl .. , for po.. employing the profeBsion of the 
u.iD protagozrl.ri u their title, 'Le Fleuve', and po .. employing the 
rail1f1Q' IIOtit •. 

119vith its emphasis rather on the war as it has affeoted Franoe as a whole 

thaD Paris in pa.rti~ar 'La BlellIlM' doee not qualify for detailed oOlllllent 
in a atu.q ot Cro.' oity poetr.y. Strangely, apart from this unchara.ctex-

iriio piece, eros tail. to cOllllent on the Franoo-Pmsllian war, the siege 

aDd the C~e in his verae. JeaD Dautry's article on the 'Opinions 
politique. de Charle. eros' JIbror 387-8 (Ju).y-Augu.Bt 1961), pp.321~, 
r.aa1ns on the whole 1U1oon~oiDg of the poet'. political coaaitmant 
aDd draw. on11' npe17 on the poetry tor illustration. 
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on a simple, pictorial or viaual one. Works auob as 'Vanite aous-marine' , 

a:re city poems in that they betrq the Parisian nature of' their author in 

obliquely revealing urban retel'S'lces. Their aubjeots are ostensibly non­

urban (an imaginary scene, the natural world, the classioal age and so 

on). SiJlilarly 'L'B8llr8 froide' and 'Insolll1ie' which only involve brief 

nooationa ot the objective oity surroundings where they are relevant to 

the poet' •• lIltal state, can al.o be justitiablT classed as urban pieoes. 

'!'he;, 8UooiDctly apNsa Oro" teelinga of anguish and fear as generated 

by lite in 81'1 inalllsitive urban mvironment. 

Up to the point where the oity imposes itaelf unoonsoiou.ly on the 

poet'. writings aDd filters iJaperoeptibly into his imagery Cros does not 

Nact it. interfertlloe. "either doe. he object to its presenoe in what 

re.aiD the .on evooative and suoce •• tu.l of his city pieoes, the night 

po_. In this group especially, Cros gives the real world of oontemporary 

Pari. 811 uniquely personal dilllenBion by etfect ing, in the words of Herbert 

Juin, an '4panohBlDmt du songe dans la vie mil lee , .120 The disoordant 

note. of a ninetMllth~tury rail1f8\Y station are embraced in the poet's 

merie in 'Ef'faremll1t', the oity's Bordidity and a.ngW.ar oontours are 

tl'8l1llt01'lHCi through personal amorous adventures in 'Drame en trois ballades' 

8I1d 'Soir', through an alooholio experienoe in 'L'Beure verte'. The 

metropolis is thus preserved. on one level in Cros, less as a viaual spectacle 

thaD as aD mviromaent inextrioably linked to the poet's imaginative and 

..,tional life. In oontrast to these privileged moments of urbaD awareness, 

&1"e oooasiona lIben Parisian life appears to olose in around the poet, 

stifling his oreatirlty aDd. anchoring him in alien surroundings, as the 

rigid oity d'oor in 'La Pleuve' ohazmels the oourse of the freely-flowing 

riftr. Vb_ this happena, Cros' relatioaahip with Paris deteriorates, his 

att1tucle tovarda the oity becOlHs more pessimiatic and his use of urban 

act1ts le •• auggen1ve. '!'hough early critioism of the city setting and its 

inhabitant. as voiced in 'Int'rieur' and 'Vooat ion , for example, tends 

tovarda iroD1' and humour, in La Collier de griffes these safety valves 

eli.appear. Ultillately only the bleak expression of the d'calW between the 

peet and hi. incompatible lIUlTOundings and hia apparent self-sacrifice of 

lite in the oity r..aina. FrOII the evidmoe of Cros' inimitable night 

poetry aDd on account of numerous other examples in La Coffret de santa! 

and La Collier de Eiffe. where he is influenoed, direotly or indirectly, 

by life in the Freloh oapital and hi. own problematio relationship with the 

120charle• Croa, I.e Coftret de santal preface de Hubert Juin (Paris, 

Gallimard, 1972), p.17. 
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oity, tJrlY dismissive evaluation of Cros as purely an escapist or a 

f'antaisiste can be questioned. Such an assessment of the poet, based on 

hiB apresBed yearnings towards a higher plane or reality than his iDmEMiiate 

surroundings offered, represents an oversimplified view of a figure whose 

life and works rest on an essential ambigu.ity. As contrast and variety 

marked Charles Cros' double life as a scient ist and a poet tit also marked 

his poetry with escapist idealism and Parisianism. His city poetry in its 

tum 1f88 sillilarl.1' heightced by va cillation and ambivalence. The 

capricious city spirit which Oros aptly described as the 'Mu.s. ou demon 

des joura actuels' (~oation't Le Ccllier de griffes), rendered this 

particular enviromaent alternately a power.fUlly inspirational and then a 

deepl1' resented poetic subjeot for Cros. In producing poems of a rare 

beauty, such as 'Soir' and 'L'Heure verte', yet others scarcely veiled 

in their profound distaste for the urban environment, Cros' 'Muse ou 

d8mon', ensured subsequct interest in his city poetry among that of his 

oontemporaries. 
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CHAPTER 3 

PAUL VERLAINE: REVERIE AND DEATH IN THE CITY 

As is the fate of ID8llY anthology poets, Paul Verlaine has frequently 

been caricatured for the general public by a highly selective collection 

of what have been made his best-known pieces but which in view of the vast 

range of his talent and long poetic career hardly constitute a representative 
1 .election of his work. He has thus emerged as a poet primarily concerned 

with e.capist illusions, whose oompositions emanate vagueness, musicality 

and .elancholy.2 On the few occasions when Verlaine offered a direct comment 

on hi. poetr,y he .e .. s to have done little to dispel this restricted evalu­

ation and even added tuel to the fire of his commentators. The self-parody 

'A la maniere de Paul Verlaine', for example exaggerates those elements 

traditionally oon.idered typioal of his poetry: moonlight, saturnism, musi­

oality and so on. 3 Likewi.e the article Verlaine wrote on himself in the 

1 The.e include primarily 'Le ciel eat par-de.sus le toit', 'Chanson d 'automne' 

,Art poetique' and the Fates galantea. 

2 Su.oh qualities are de.cribed as the 'apport eSBentiel de .on art' by Jacque. 

Borel in Verlaine! O.C. poatigues, p.xxxiii. 

3 See Verlaine, O.C. po'tiqnes, pp.503-4. 
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Poetes .audits series, picks neither on modernity, realism nor the city as 

characterising 'Pauvre Lelian'. It give. a flippant description of the poet 

u a 'vilain galopin pas trop m.ohant avec la ravasserie dans la tite'. 4 

Though attention focused on this particular side of Verlaine's charac­

ter is valid and interesting, it has tended to defleot attention awq from 

his use of the real oity world abcut him in poetry. A number of critioal 

works oonoentrating wholly on limited periods of Verlaine's life suoh as 

his esoapade. with Riabaud5 or hi. religious, conversion,6 to the detriment 

of other 1IIportant period. have also h.lped to unci.min. a broad.r approach 

to Verlain. and hi. poetry. COlillentari •• wher.in V.rlaine is tr.ated in an 

indirect maDDer by dint of .xten.iv. oomparison. with his mast.r. and con­

te.porarie •• 0 that hi. own originality eacape., also fru.trate an as •• sament 

of Pml Verlaine u an individu.al~ A frequent detraction from the central 

fi~. of Paul Verlaine has been practis.d in oonnection with the city theme 

u nowh.re y.t haa the poet b.en oonsidered specifioally on his own merits 

&8 a poet of the city de.pite Q wealth of fascinating and 7elevant material 

in the r.alms of vers. and pro.e. 

rn his comprehensive work La Pormation litterair. d. V.rlaine, Georges 

Z.,.d stop. bri.fly in the section dealing with Baud.laire'. influence to 

oo_ent on the th.e of Pari •• His reflection is unfortunat.ly limit.d to 

a rath.r vape atataant detrimental to Verlain •• 7 In those pages dedicated 

to Copp'e, Z.,ed offer. .lightly more detailed oomment to the effect that 

this poet's influeno. led to 'tout. un •• 'ri. d. pi~c •• realistes' of which 

·tA Soldat laboureu.r· and 'La Soups du .oir' are given as exampl.s. Neither 

of the.e i. oharact.ristic of V.rlaine·. urban po.try howev.r. Jacqu •• Bor.l 

in Verlaine. O.C. en pro.e al.o point. to Copp •• •• influence in a city pi.oe, 

l1 .. e17 'Auteuil', a prose work frOIl X"oire. d 'Ull veuf which h. s •• s as 

4 Verlam.,O.C. en pro.e, p.687. 

5 A.I. Carter ill Verlaille - A Stud.y in Parallels (University of Toronto 

Pre •• , 1969), p .67, state. categorically that 'the advent of Rimbaud was 

the caDtral point of Verlaiae'. life and explains everything that followed'. 

6 See Louis )lorioe, Verlaine, Ie dr.e religieu.x (Paris, Beauch.sne, 1946). 

7 Speakillg of ·Nooturn. p ari.ien' h. sqs that Verlaine 'avec moins d. vigu.eur 

at UJl peu de tillidit" tried to capture 'le baa fond et la miser. de la 

grande ville' exploited previou.ly by Baudelaire. La Formation litteraire 

de Verlaine (aeneva. Dros, 1962), p.242. 
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8 derivative. The fifteen year gap between 'Auteu.il' and the poems of 

InttBit'. which Borel aeea as inapirational and the varied and dramatic 

events which had. overtaken Verlaine in the meantime since his early yeara 

of close friendship with Coppae make this claim highly suspect however. 

auzanne Bernard stBiliarly mentions the city theme in Le Po~me en proae 

de Baudelaire riPsau' a nos .jours. She focuses naturally on Verlaine' a prose 

po .. s of urban reft'\kl~ especially on those of the 1860s, but uses them 

to underline prtBarily the poet's debt to Baudelaire rather than his own 

developing relationship with the city theme.9 Ione of these critics there­

fore offer a satisfactory evaluation of Verlaine as an urban poet. It is 

againri nch a background of opinion that a fresh vision of Verlaine' s 

cClIltributiOll to the large voluae of ninete8l1th-centur;y city poetr;y DlUst 

be attempted.. 

The young Verlain.'s earliest known tBpres.ion of Paris, formed on 

his aov. to the capital from .etz, his native tOMB, in 1851 is de.oribed 

in the OPeDing pages of his volume Confes.ion •• 10 Bitter disappointment 

prevails in th.s. lin •• desoribing the bleakness of a city which had failed 

ais.rab17 to oorre.pond to the idealised vision of the metropolis a. a 

8 OIl pap 1153 of Verlaine. o.e. en pro.e Jacques Borel claim. 'Auteuil' 

displqa a 'veine realiste, .. la foi. pittoresque et grin9ante, emotion 

.t raillerie' characteristic of Copp'e. If Verlaine vas indebted to one 

of hi. contaporarie. in this po_ it would .... to be a.rmain Nouveau 

rather thaD Copp'e, hovever, aa a di.cus.ion of 'Auteu.il' later in this 

riuq vill reveal. 

9Sus8DDe Bem&l"d, Le Po"e _ pro.e de Baud.lair. jusau' 8. nos jour. 

(Paris, Bi •• t, 1959), p.348. 

10Confes.iOl1. vas fir.t published in Paris in 1895 by the Imprimerie 

industrielle et artistique, Albert Ten Veldhuys, 15-17, Rue des Jlartyrs. 
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'B&&dad' or a 'Vi.apour' oonjured up in the young po.t '. provincial and 

childi.h iaagiaationl 

Jla pr_ier. apre •• ion d. Paria fut 

laidcr, bou •• t jour .al., - at l'odeur 

fad. qui flott. en .OD atao.phire, pour 

d •• Darin •• hui tUM. &U% fort.. .t 

.t.pl •• bi ••• d. l'Bat lorraia .t .ux 

aalubr •• oour_t. d.'air d'un. ville c 
, h 11 eo iquier. 

JIoriluaate17 b7 the aomine att.r hia arrival VerlaiDe'. youthful indi&,-' 

natica had oooled. aoaewhat (an early indication of vhat va. to prove a 

dHp17 ...... teci _biYalenoe tovard.a urban lite) mel he found him.elf 

irreailtib17 ~t up in the szcit_ent aDd vari.ty of city life and ita 

peopl •• 

Le l_deaa1D, je doi. l'avouer, •• re'ooap~aa 
du aeooapte ai riA __ t_emt nbi d'a _ 

arrivat. r ... ] Pea. d'_b.lli •• __ ta ont 

altere la p~aiODOili. d.u ai abaolUllalt vari. 

a.Raant _oor. plus que grandio.. - d. olair 
tCMraill __ t auaaiD at d. rioh.... .t d. 

... ,. 
luze, at de philoaophie at de ,aite, f~ ~u 

naia, vrai. at f&U%, aai. int.aea et lepra 

_a_ble at libraa, - Boul.vard d. Pari •• 

BlenD years later, in tune with aD inor.asing awaren ••• of hi. own po.tic 

tal_t 12 IIIld. the IlNd to u:ploit it in a fertile ataoaph.re, V.rlain.'. 

attitude to Paria had. expaDded. troa a child'a ai~l. appreoiatioD of hi. 

peracmal tIlTiroDatllt to m uaea __ t ot the city .. a lit.rary Derve­

omtre eaa.ti&1 to hia exiat.oe. In a letter ot 16 Sept_b.r 1862 to 

BdaoDd Lepelletier for exa-ple, V.rlain. cut. short a general preamble 

cle.oribiDg the change of activiti.a he .... -joying in the rural sur­

I'OlUldiDp of Leoluae (where he .... relaxing for a .onth after his 

baootl,Hat) to oODaider the abjeot Dearen h18 heart t that of the 

oit71 

11 
'erla1p" O.C. aD pro ••• p.455. 

12yerlaiD"a first pmbliahed pieo. '.ODai~r Prudho ... ·, a oomic piotur. 

ot m atfeotecl bourpoia, vas published in La Revue du Pro£~a in 

mplt 1863. 
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Et toi mon cher Lepelletier [ ••• ] serais-tu 

rentre a Paria? Oh, alors, faiB-moi vite 

une chronique. J e BUiB aff •• de 

nouvelle., j'ai .oif de litterature [ ••• ] 

.ori .... oi au plus t6t, amlonce-lloi le. 

publioation. nouvelle., tais~oi part de 

tau. le. bruit. de la ville, die m'en Ie 

plus que tu pourr&8, Ie plus .era Ie mi8U%.13 

Clear17 by this n&«e (1862), V.rlaine perc.ived ot life in the natural 

world aa an uil. from hi. pref.rred eavironment. Though calm and appealing 

on one lenl, Leolu.e offered em another, intellectual starvation, a 

f .. ling which could only b. re.olYed by renewed contact with the city. 

Thi. latter eavirou.ent ott.red both fellowship with better known figures 

in the po.tic world and promise of a fUture audience in its literate 

population. 

For V.rlaiD.'s .oat crucial .tat .... nt on Paris, this time of the 

enronamt specifically &8 a .ouroe of poet ic in.pirat ion, we must vai t 

a turth.r three year. howev.r until 1865 and the ~blication of hia 

18ft"'~ &riicle an Charle. Baudelaire.14 Arguably the great eat of nine-

t •• th-oentury 1PreDch city poet., BaQdelaire W&8 Verlaine'. admitted 

ponic -..t.r during hi •• chool year •• 15 In hi. commentar;y on Baudelaire, 

13corr •• pondec. de Paul V.rlaine, edited by A.D. Van Bever (PariB, 

••••• in, 1922), Vol.1, p.6. 

14.ni. article reproduced in VerlaiD.! O.C. en prOBe, pp.599-612 was in 
fact first publi.hed in three in.talaenta &8 follow.: part. I and II 

under the title 'Charle. BlIIld.laire l' in L'Art (16 :lovember 1865), 

part. III and IV aa 'Charles Baudelaire II' in L'Art (30 November 1865) 

mel part. V, VI and VII as 'Charles Baudelaire III' in L'Art (23 December 
1865). 

15Speaking in Confe •• ionl of hi. achoold~. when he indulged in illicit 

readings of Baud.laire, V.rlaine e%plainal 
Quoi qu'il 8ft .oit, Baudelaire .at 1 oe moment, Bur moi, 

une influenoe tout au moins d'iJDitation enfantine at 
tout c. que vou. vouclre. de cnte gBIIIIIe, mai. une 
infiumc. H.lle qui ne pouvai t que grandir et alora, 
.'elucid.r, .e logifier avec Ie t.mps. 

(Verlaine, O.C. en pro •• , p.481) 
Thougb in hi •• chool~. V.rlaine would only have read the fir at edition 
of Le. ncr. c:lu.J(al, hi. oOllllllentB in ConfesBions are made in :full fam-

iliarity with the collections's second edition with its h~her proportion 
of city po.s. 
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Verlaine abstracta what he defines as the 'lieux communs' of Baudelaire's 

poetry and conaiders in tum '1' 8Ilour', 'le vin' and 'la mort' explaining 

how Bandelaire ' [chante] sur tous les tons' and '[passe) an. rewe toutes 

lea ai tuat ions poet 1quea donnaes' where theae different themea are 

applicable. As Baudelairf'B final post 1c 'lieu COlDllllUl' Verlaine pinpoints 

the citya 

!inai de Paris, lieu commun BUSsi depuis 

Balsac, mais moins exploite par lea poetea 

enoore que par lea romanciera. Et pourtant 

quel th'" poet ique, quel monde de 

comparaisons, d' iaa.ges et de oorreapondancesl 

~elle source iDtariaaable de deacriptiona 

st de reveries I 0' est oe qu' a oompria 

Baudelaire, ginie pariaim a'11 en fUt en 

depi t de l'inconsolable nostalgie de l' ideal 

qu'il y a en lui. 16 

Ifhi.a eloqumt and eulogistic praiae of the city theme, tinged with regret 

at its vast, yet almost untapped potential could easily be interpreted 

u the profeaaion of faith of a nasoent oity poet. It clearly deaerves 

careful attention 00Ring as it dcea at the daMn of Verlaine'a poetic 

career. '!'hia ia eapecially tru.e in that the statement reveala in its 

azpreaaion ot Verlaine's viewa on Paria a heavy relianoe on those of 

Baudelaire drual tram a workin. knowledge cf this latter'. poetics as 

illustrated in the critical writings and in Lea Fleura du Mal. Verlaine's 

'quel th"e potltique' and 'quelle source intarisaable de reveries' for 

ezaaple are but pale echoea of Baudelaire's evocative call to arms in 

the 'Salon de 1846' a 'La vie parisierme eat faoonde en aujsta poetiquea 

et mervei11ewt. Le .. rveillewt noua enveloppe at noua abreu.ve oomme 

l' ataoaphere, II&1s neus ne Ie voyona pas ,~ 7 The not ion of Paris as a 

8ouroe ot i.JDa.pa, analoauea and oorreapcmdaDoea a1allarly takea its roots 

in Baudelaire, in the po_ ot the 'Tableaux pariB1ens' section of Lea -neue du.',l (especially 'Lea Sept vieillarda') and in Le Spleen de 

Pari •• 

•• it VerlaiDe'a deacription of the oity as a postic theme in hiB 

artiole on B~del&ire was not Whol17 original ainoe hia relianoe on 

16VerlaiQe. 0.0. en prose. p.603. 
17 6 Baudelaire. 0.0., Vol. II, p.49 • 
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Baudelairian terminology to explain a primarily Baudelairian theme 

reveals a d.bt to the elder po.t, this does not preclude the possibility 

that in his tribute to a aaater poet, Verlaine was not at the Bame tim. 

f .. ling his ~ tovard8 a more ind.pendent evaluation of a subject of 

int.rest to hill p8raonally. A. more p.rsonal evaluat ion of the oi ty theme 

md a realisation of its fUll .iiPlifioance as a poetic source was not 

iIIIlediat.ly forthcoming howver. Verlain.'s co_itment to the oity theme 

in the first at.,. of hi. lit.rary care.r oan only b. de.cribed as 

equivocal. This .arly period, trOll roughly 1865-1870 _braced several 

,.... ell pro •• ad po_ in vera. which lat.r becaa. part of Memoire. 

dtun vwmf, J1418 at D!fBer. aDd Po .... divera, al.o Verlaine'. first 

thrH coll.ctionsl the Po"e. Satul'nim. (1866), Fitea plante. (1869) 

aDd La Borme chaD.on (written in 1:870 and published in 1872). It reveals 

a &parae .cattering of urban pieoe. rather than 80lid oollectiona where 

the oity plq8 a II&jor part {as in Copp"'s Promenade. et interiea.rB for 

ezampl~ Ieither i8 the visible city environment explored in ~ detail • 

• oreover, this five year period .... al.o cl.arly marked in the city 

works which do ui.t by the influmc. of contemporaries (primarily Hugo, 18 

Coppee19 and Baud.laire). Thi. ahon Verlaine looking towards hiB fellow 

poet. for advioe and inspiration r.garding the treatmct of .0 vital and 

IlOdem a th.e. Though a atudy of Verlaine's more individualiatic works 

18J1u&o'. 'Lea Pau.vre. sena' from La IAf5!Ilde des Biecles JIla.Y have tempted 

Verlain. to try his hand at a similar vein of vera. in 'La Soupe du Boir' 

( 1869) which describes the wretched evening meal of a labourer and his 

family. 
19Th• bri.f paternal influenoe of Hugo was balanced by that of Coppee as 

a literary aooomplio. and companion. In 1866-7 Coppee and Verlaine were 

eapeoial17 clo.e frieda f'requ4ll1ting the literary gatheriDga of Theodore 

de BlII1ville aDd Iina de Villard together and even working on a joint 
90n'S 

"rae rcciering of Hugo'aj\tran.latiOD of Kin, Lear. Rather than influ-

encing Verlaine in terma of city ocmpositicma at thia stage Copp'e'B 

influenoe i. prillarily perceptible in the similar tone of m.lancholy 

aDd llonalc1a permeating pieoe. both trom the Po"ea Saiumiena and 

lilt mit ••• Whereu coppe. liDb hia Iloa'talgia .pecifically to the theme 

of the oit,. as in lDtiait'. for example, where he deaoribea hims.lf as 

'un pile cflll1t clu ritnlX Pari.', Verlaine o:rten .eema oontent .erely 

to &Baooiate the BmtiJIent with the theme of lost love &B in 'Nevermore'. 
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must be central to our assessment of his city poetry those poems deriva­

tive of Baudelaire also deserve brief attention at this point. This is 

eapecially true on acoount of Ver1aine's &%pressed admiration for this 

poet in Confessiona and in the art ic1e from L' Art, and because of the 

necesaarily limited nature of Suzanne Bemard's oomments on individual 

Ver1aine poems in her study of the poame en prose. 

Baudelaire's effect on the young Ver1aine 1I&S mcre strikingly Parisian 

than either that of Hu.go or Coppee. It was ooncentrated. chiefly in a 

.eries of prose po.. published in the review La Parodie in 1810 whioh 

revealed a certain dependence on the Petits po~es en prose. 20 Notably 

these ino1uded 'Eloge des fl8l1r8 artificielles', and 'L'Hysterique', 

both published on the 2-9 January 1870 edition cf La Parodie. The first 

of the.e prose poems was entitled simply 'Les Fl8tlrs artificielles' in 

__ ire. d'un veuf' but in its original title it recalled Baudelaire's 

'E1oge du. maquilla&e' frOID La faintre de la vie modeme.21 It imitate. 

this latter poet's teclmique of shedding new and Dr;Tsteriou. light on 

every~ aspects of the city soene. Rejecting real flowers as the birth­

right of' the rioh, and exotio one., suoh as the ro.e, camellia or lily as 

being more suited to 'Les chevaux crispeles des grandes Dames' or to 

being 'sous le. chevaux des tyrans et parmi les autels des faux dieux,22 

Verlaine tums hi. attention to the multi-purpose, 10n.r-1aating decorations 

accessible to even the poorest of Paris' inhabitants: 'les fleurs 

artificielles'. He captures in turn the 'rose en jaconat glace' as it 

decorates a apeoial birth~ cake and as it pathetically rejoins 'Les 

2°La Parodie was a short-lived review l'Ilmling frOID 4 June 1869 until 16 

January 1810 under the ebullient direction of And.r6' Gill. As the title 

suggests,parodies of well-known literary figures were a regular, if not 

exclusive, feature. The review included in its 20-21 November edition 

'La Grm de. A>Mes' which pilloried. Coppee's 'La Greve des Forgerons' 

(.ee Appendix:U), and in that of 5-12 December 'L_ Carafe' attributed 

to PS1e-vera-l'dne • In the edition of 1-15 September Charles Cros' 

'L'Arohet' and his 'L'Orgue' (.et to music) appear. As neither of these 

productions 18 bwDorous we cannot aaawne Verlaine's prose poems were 

intended as parodic imitations of Baudelaire simply because they were 

first published in La Parodie. 

215ee Baudelaire, 0.0., Vol. II, pp.114-118. 

22See VerlRine, O.C. en proBe, p.93. 
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1V0.ot is manvais teint f! •• ] qui tremblent an vent inclement des villes' 

to brightm up the modeat 'chapeanx de crepe' of the poorer women of Paris. 

These artifioial blooms po •• ess qualities absent in their natural counter­

parts and are thus infinitely' superior. They emanate simplicity, the 'rose 

en jaoonat' is 'ae pavanant ingCmm8r1t au~essus du gateau de Savoie' for 

ezample. In the form of c.etery bouquet., 'juga'e. dignes par Ie deuil 

uninrael de fleurir _tour des morts oubliu, la feroce aridite des 

grUle." they al.o represmt immortality. Though possibly imitating 

Bmd.laire'. predilection for macabre detail this final point with its 

refenaoe to death also presage. the :tu.ture direct ion of a large number 

of Verlaine's city peIIDII set in or near to cemeteries, and concerned with 

mortality aDd. death in a p~ical .ense. 

In a Baudelairian context, 'L'lfJ'aterique' as a oontrast, takes for 

its _bjeot one of the 'bilarreries' or 'IIlOnrireB :i.m1ocats' spawned 

by the liTmch capital and. evidat to the disoeming poet 'qui .ait .e 

proamer et rep.nier ,.23 The poem de.cribes a madman wandering the streets 

of Pari. aDd. for the ghastly appearanoe o£ the 'hyat'rique' draws on 

detail. raaiDisoent of the 'itres singuliers, deorepits et oharmants,24 

of Lea Fleura du Mal a 

II allait par les 1"Q8. chandes, les yeux 

hideu.a_ent ecarquilles, la bouche ouverte 

00.' par d'eff'rqantea faim., tandis 

que se. main., etreignant Ie vide et .e 

oriBpant partois, stmulaient parfoi. des 
, / 

care •••• equivoques. Parai la buee 

d .... chant de scm haleine tout hoquets, 

•• preoipitaient de. cria ranques qui 

itaient un nom .empiter.nel.25 

The mtrtare of horror aDd fasoination with which the figure is greeted, 

'Le. &W18 regardaient, non .ana degout, tituber ce peraonnage suspect, 

et le. fille. avaient peur de .cm intention', parallel. Baudelaire's 

abi8'10U8 reaction. to .iJlilar Parisian rejeots in his poetry. The allusions 

to the pen .ad the conoept of nFerie in 'pas.ant', allo take their 

origin in the eld.r poet I 

23rro. lJIad.ai •• lle Biriouri', Petit. po_e. en proae. Baud.laire, o.C., 
Vol. I, p.355. 
~m 'Le. Petites vieilles' , La. IPleurs du Mal, Baudelaire, O.C., Vol. I,p.89. 

25verlaine. O.C. en pro.e. p.94. 
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o'eat ate piti. pour un poete, au pour 

une femme au coeur exoept ionnel pasBant 

par la, que de voir aveo l' oeil que 

tou. n' ont pas oette &gOnie immonde 

DtYBter1eusement. 

!he.e two po_, whioh reveal in their appropriation of ideas and termin­

ology tram Bau.delaire, Verlaine's attempt to 's'engager BUr la voie du 
" ,26. po.. en prose Bau.delairien, are alBO sip1tioant in that they show 

Verlaine drawing on hi. 01111 personal 'trequentat ion des villes mormes' 27 

at an early stage aDd making u.e of the oity's objects aDd oharacters 

for poetry. In the realm of prose they help oanf'i1'll a developing interest 

in the oity th.e whioh the poet had briefly allowed to spillover into 

hi. verae poetry in the Po.e. 5atumiens (1866). Two poems from this, 

Verlaine's first published oolleotion, indioate olear urban importanoe by 

their revealing title •• Apart from the derivative pieoes, they form 

the buia on which his assea.ent as a oity poet might be based. They 

are 'Croquis parisim' and 'Nooturne parisim' (the latter reputedly 

vritt8'1 when Verlaine was still at sohool). Although they are very early 

po_, a point underlined by experimental elemClta in form and expression, 

Verlaine himself 11&8 sati.fied mough with their oontant to dedicate 

them to olose triende. 'Croquia parisien'is dedioated to FrallyOiB Coppae, 

aDd '}foctume pariaie' to Edmond Lapenetier. This seems justifioation 

enough for taking th_ as a fairly sinoere expression of Verlaine's 

relaticmahip with the oity at its earliest stage, a point at which his 

seminating ambivalenoe towards the oity is evident and from whioh his 

subsequent treatJllllt of the urban th.e in poetry was to grow. 

'CroCl'llis pari.ien' 11&8 po.sibly inSpired for its title by Baudelaire's 

'Table8D% pari.iena'. It .hon Verlaine acutely aware of what Jacques 
28 

Robichez calls the 'charm.. pi ttoresques de la ville modeme'. The 

po. begina with a black amd white backdrop of an urban scane reminisoent 

of Cros' 'Insomie' where the stark rooftops are silhouetted against the 

dull Pari. ian ak;y I 

26 

La lme plaquait .e. teints de zinc 

Par angle. obtu •• 

!a.zazme Bernard, p. 348. 
27Preface to Petit. po ... en prose, Bau.delaire, O.C., Vol. I, p.276. 
28 , Je . J ( Oeu~. poetigues~Verlaine, ed.1ted. by acques Robiohez Paris, Garnier, 

Ii 
1969), p.514. 
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Des bouts de fum'e en fOlU de cinq 

Sortaient dru.s et noirs des hants toits pointus.29 

Whatever is our total impression of this poem we must admire Verlaine's 

unconventional use of vocabulary and form in the first four lines. He 

could. hard.ly have chosen a le.s traditionally 'poetic' phrase for his 

seoCDd line yet chccses to emphasise it by typographical isolation and 

a short a;rllabic count. 'Zinc' is similarly unromantic yet is also 

heightened by forming the rh,yme with 'cinq'. The odd detail of line 3 

'Dee bouts de :t'WIIIH en fOl'lle de cinq' finds a parallel in 'Nocturne 

parisilll' where the stars and lanterns 'font des zigzags fantasques 30 

and in VII of La Bonne chanson ('18 p",sage dans le cadre des portieres 

••••• ) 31 where the telegraph wires take cn the fol'll of a siBllature. 

It is further underlined by the use of syllables in multiples of this 

number five, tat and five respectively in the poem's title and lines. 32 

The first stanza of 'Croqui. parisien' where Verlaine is unabashed at 

finding inspiration in the urban scene undoubtedly proves his interest 

in the city around him. By atanlla II however, impetus seems to have been 

lost as audi tor,r images (the howling of the wind and cat' s cries) replace 

the visual scene and banal phraseology 'Ie oiel Hait gri.' and so on, 

rtlplace. the originality of .tanza I: 

La oiel 6tait grise La bise pleu.rait 

Ainsi qu'un buson. 

Au loin, un matou fril8UX et discret 

Jliaulait d 'etrange et gr@le f8.9on. 

Thi. middle stanza where specifically urban references evaporate, effect­

ively forms a transition between a conoentration on the angularity of the 

external landsoape in stanza I and the poet's inner refleations which 

fol'll the bui. of Btanza III. It thus separates him in his imagination 

from the real city world around him represented by the 811' Apollinairesque 

image of the 'ceil cliBllotant de. bIeu.8 becs de ga.z' of the poem's final 

line: 

29VerlaiDe. o.e. po'"'isu ••• · p.65. 

)OVerlaine. o.e, po,",igues. p.85. 
31 . 

V.rIain •• o,e. po&tiSUe •• p.146. 

3~is r~bmic detail i8 .specially silDificant given Veriaine's acute 

841l'1sitivity to ~hm diapl",ed in other city poems such u the 
thirt.en-eyilabled 'Sonnet bciteux'. 
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XOi, j'allais rev.nt du divin Platon 

Et de Phidias, 

Et de Salamine at de Marathon, 

Sous l'oeil clignotant des bleua becs de gaZe 

Wheth.r V.rlaine is 00113' serious in the classical allusions in the 

olo.ing stanza of 'Croquis parisien' is a debatable point. Takan with the 

'matou frileux' whioh r.calls the oats of 'Spl.an .t ideal' th •• e fOllr 

reference. oould be a comic attempt at mimicking Baud.laire' s cr,r in 

'I.e Cygn.' , 'Andromaqu. j. pea. a vou.'. In that they perpetuate the 

pendulum awing of this poem towards and awa;y from the present oi ty, 

trOll the 'toit. pointus' to 'Plat on , and back to the 'bIens beos de 

ga.z', the olusioial allu.ions al.o help indicate on a small scale the 

ambivalent trend persistent over Verlaine's entire career towards the 

oity motif. Thi. ambivalenoe of'tm led to Verlaine'. personal emotions 

aDd. iIIagina.ry flights vying with the city for po.tio apace. 

The yacillat1ng movement of 'Croqui. pari.ian' renders Verlaine's 

evooation of detailed. city d8'cor in this poem lIketoh-Y and impressionistio 

as it. title augges1r. 'Noctume parisien', on the other hand employs a 

diUerent technique and presents a lengt~ .ection of descriptive oomment 

on Pari. n.ini.omt of Cro.' 'La Fleuva'. In it. 'rev-ria obstiAement 

ct.eportH vera la lIort,33 'B'ooturne parisien' al.o hints at Verlaine's 

aa.in obse •• ian in hi. oit7 poetry, the oonstant pre.enoe and threa.t of 

death in the urban .cen.. In the opening lin .. of this poem which suggest 

by their repetition and enwaeration the continual r~hm of a flowing 

river, VarlaiDe evoke. the SeiDe: 

Reule, roule ton flot indolent, morne S.ine.­

Soua tes pont. qu' environne un. vapeur malaaine 

Bien de. corp. ont pu.', morta, horribles, pourris, 

Dont 1.. ~es a.vaimt pou.r meurtrier Paris 

1Iai. tu n'en tratne. pas, en t.s onde. glac .... 

AIltant que ton aspect m'inspire de pen ••••• 34 

As in Cro.' river po_ 'I.e J'leuve' where the d.ath theme imposes ita.lf 

iDlDediate~ the oi ty i. .ent ioned (in the 'profondeurs glauqu.s du suicide' 

aDd 'celui qui a. noie') .0 in this poem the macabre aspect. of the 

33Jaoqu •• Borel in Verlaine, O.C. en pro •• , p.1154. 

34v.rlain •• O,C •. poetigu •• , p.83. 
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Seine mo.t .trike the poet,' vapeur mal saine " 'corps ( ••• ] pourris' , 

'andes glacee.' and so on. The morbidly fasoinat ing omnipresence of death 

ensur.s that the Parisian river, above all others, has a magnetic attrac­

tion for the po.t'. imagination. Ita 'quais' with their profUsion of 

'affreux bouquina moillis' firstly have pioturesque appeal. Its water 

po ••••••• ciaTtim. UIIl •• mt value for a 'foule insigne/Qui fait dans 

l'eau d •• rand •• t qui paohe & la ligne', while ita bridges possess a 

romantio ambiano, and provide the ideal poaition from whioh a dreamer 

might meditate on the BUnllet over Notre-name: 

Oui, mai. quand vient Ie aoir, rarefiant enfin 

Le. passante alourdia de aommen ou de faim, 

Et que Ie oouohant met au oiel dell taches rouges, 

Qu' n fait bon 8U% riveura deacendre d. leura bougea 

Et, s'accoudant au pont d. la Cite, d.vant 

Notr.-Dame, aonger, coaur et ch.vaux au vent 1 

This po.tic fascination with the riv.r extend. to fUrther elements of the 

urban scau., for .xample a di.cordant barrel organ whose aound pieroes the 

'air bl'Wli', sugp.tr a wealth of ennobling .en.ationa in Verlaine's 

mind a 
C'.at eoorche, o'e.t faux, c'e.t horrible, c'eat dur, 

[ ... J 
Mais qu' iIlportel l' on pleure en entendant c.lal 

Mai. 1 '.sprit, transport. dana Ie p~. de. revea, 

Sent a 0 •• vieux acoords coular en lui de. lIeve.; 

La pitia mente au ooeur et Ie. laraea aux yeux, 

Et leon voudrait pouvoir gouter la paix dea oieux, 

On the approach of night the evocative aound of the 'orgue de Barbarie' 

fade a , with it the oity'. attractivenesll, and the poem re~es ita 

initially openly p ••• imi.tic tone. The river'. colour now 'plus noir que 

Ie velour. de .... que.' sugge.ts incon.tancy and deo.it, the 'vemt. nefastes 

de l'abi.e' ri.ing trom the water'. depth threaten to engulf the hypnoti.ed 

ob.erver. Human .ent1maut, h.re repreaented by"en •• e, espoir .erein, 

ambition subli •• ' and 'souvenir', di.app.ar as if oarried aw~ by the 

flowing Seinel 

On alluae Ie. beo. d. gas Ie long de. III1rs; 

Et l' &Btre et Ie. flambeaux font de. zigzags fantaaquea 

DaD. Ie fleuva plus noir que Ie valour. dea masqu •• ; 
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Et Ie contemplateur sur Ie haut garde-fou 

Par l' air et par les ans rOllill. comme un vieux sou 
,. '" Se penche en proie aux vents nefastes de l' abille. 

Pen.'e, espoir serein, ambition sublime, 

Tout, jusqu 'au souvenir, tout s'envole, tout fIli t, 

It l'on est .aul avec Paris, l'ODde et la Nuit: 

OnlY the '.inistre trinite,35 of 'Pari., l'ODde et la Nuit' remain preying 

in turn on th.ir human victim •• By this point the poem haa turned a full 

circl. and w. are brought face to face with death for the second time; 

nightfall in the city not increasing the posaibility of r~erie for 

Verlaine &8 it doe. for Charl •• Croa, but rather preaaging drowning in 

the '.au .ourde' or aubmi.sion to the 'bras fardes' of the courteSall 

'rein. du monde', Pari •• 36 
'l'hou8h 'Croquia parisien' .,," in part illustrate Verlaine'. recep-

tivene •• to the city world and hie capacity for creating brief and 

picture.que visual image. out of the immediate .cene around him~ the poem 

i. neverthel ••• not fUlly co.mitted to the 'monde de comparai.ons, 

d'i.age. et de corre.pondance.' which Verlaine had ob.erved in his article 

on Baudelaire, to b. offered by urban life. Thi. can partly be explained 

by the poa'. early date of compo.ition and experimental nature. 'Nocturne 

pariaien' on the other hand reveal. keen fascination with the city but 

dwell. larply on the pe •• imi.tic and morbid aspeota of the theme. It 

would on the whole be true to .~ that Verlaine's urban poetry is embraced 

within the.e two liaits implicit in 'Croquia parisien' and 'Nocturne 

parisien', two of his earliest city poems. Hia poetry henceforth varied 

in range trom ambiguous appreciation of the city on one hand to forceful 

and outright critical conde.nation on the other. Verlaine'. chequered 

career &8 a .ober young huaband, a contravener of law, a penitent sinner, 

35'Bocturne pari.ien', line 89. 

36Th• ob •••• ion with death running through 'Nocturne pari.ien' was not 

uniqu.ly the priority of Verlaine'. city poetry. One of his first known 

po". (1858) W&8 entitled 'La Kort' (se. Verlaine, O.C. poetigues, p.ll) 

aDd on. of hi. last 'Kortl' (1895) relies on the .ame theme, (Bee Verlaine, 

O.C. po'tiqut., pp.1039-40). Linked &8 it i. here to PariB as a 'meurtrier' 

however, it obvioualy tak •• on a new •• aning and .heds ne" light on 

V.rl.in.' •• tti tude towards hi. urban environment and ita w,," of life. 
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a French teacher in l"Ilral Lincolnshire and a legend in the Latin Quarter 

naturally ensured a wealth of vastly different, often contradictory poems 

within these guideline. where the city pl~s a significant role. 

In 'Fete. galante.' (1869) Verlaine abandoned the city the.e completely 

in favour of a 1and.cap. 'hor. d. tout. reali te' with a decor of 'Ie reve 

d. 1 '.e'. 37 He renewed hiB .arlier interest in his urban environment in 

the volUli. of love po.try La Bonne chanson (1870). As in 'Nocturne 

pari.ic' however the city'. aore negative aspects are brought to the 

fore in this oollection. Po. XVI of La Bonne chanson for example empha­

si.e. urban chao. and di.organi.ation through a technique of cumulative 

eD.Wleration of the city'. viaual aspect.: 

Le bruit de. cabarets, 1a fange du trottoir, 

Les platane. d.chus .'eff8Qillant dans l'air noir, 

L'omnibus, our&gaD de f.rraille et de boues, 

Qui grince, aal assi. entre ses quatre rou •• , 

Et roule .e. yeux "ri. et rouges lentement, 

Le. ouvriers allant au club, tout en f'waant 

Leur bmle-gueule au nez de. agent. de police, 

Toit. qui delOUttent, !IUr. auintants, pave qui glisse, 

Bituae defonce, ra.i.seaux cOllblant l'..-gout, 

Voila aa route - avec Ie paradis au bout. 38 
~ detail. are 1U1ooaplimmtary BUoh u the 'platanes d_chus', !mrs 

sumtant.' and 'bi tUlle defonce', while others are colourful and reveal 

VerlaiDe's clo.e ob.ervation of the .cene around him, if not his 

approval of it. The 'olll1ibu., ourapD d. feraill. et de boues/Qui grince, 

mal ... i. entre .e. quatre roue.jEt roule ••• yeux verts et rouges lent.­

aet' and the 'ouvriers allant au club, tout m tumant/Leur bnle-gIleul. 

au ne. de ..... t. cie polioe' are examples. Though Verlaine is clearly 

.c.itive to the literary potential of his surroundings in 'Le bruit des 

oabaret.' &8 he allon th_ alao.t wholly to occupy hi. poem, it is 

priaari17 the poet'. p.rllonal considerat ion. whioh determine the final 
... ~ 39 , , 

eaphui. of this work on the 'iaap, a j .... i. cher.' of hia 'bien-aiJDee 

rather thu OIl the oj)t1' .oene. As a lover, Verlaine cii_i •••• the raucous 

scene &rOlU'lCl Ilia cOilpletelya 'Voila ma route - avec Ie paradis au bout' • 

H'i. oblique refeNllee to Xathilde Ka ute (his fiancee at the time of 

ooapo.ition of thiB poa> &8 'I. paradia' take. hi. mind away from the 

31Jacque• Borel in Verlaine, 0.0. poetigues, p.1011 • 

38verlame, 0,0, po'tigue., p.152. 
39La Bonne chanson XV, Verlaine, 0.0. pcetique., p.151. 
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chaotic urban scene and renders the poet's mundane existence in Paris 

tolerable. A similar example of where Verlatne's use of the city as a 

poet is affeoted by his attitude to it as a man (or more specifically 

as a man in lcve) is VII of La Bonne chanson, 'La pa.ysage dans le cadre 

des portieres'. This pcem is set in a moving rai1wa.y carriage and though 

Verlaine is aware of the extravagant and unpleasant mixture of train sounds 

and .. ells ('Une od8\1r de oharbon qg.i briile et de 1 'eau qui bout', 'Ie 

b~it que feraient mille ohaines au bout/Desquelle. hurleraient mille 

~t. qg.'on fouette,, 'des oris prolongaa de ohouette, he is able to 

b~ah it &aide in favour of his own emotional situation: 

Que me fat 10 tout cela, puisque j' ai dans les yeux 

La blanohe vision qui fait mon coeur joyeux, 

Puisque la douce vou pour moi DlUl'IIIUre enoore, 

PIlisque le No. si beau, si noble et si sonore 

S. .ale, pur pivot de tout ce toumoi .. ent. 

Au. r~hme du wagon b~tal, suavemmt. 40 

The disaissi"e tone of the final lim of 'Le bruit des cabarets' 

ahon the oit1' abandoned in favour of Verlaine's own emotional life. The 

nbtle infiltration of llathilde's ~ouoe voix' and 'noa si beau' into the 

sOWDd of the rattling r&il~ oarriages in 'Le Pa.ysage dans le oadre des 

porti~res' similarly illustrates how Verlaine's relationship with the 

oit1' azul its aspeots was frequently dependent on his state of mind. at 

the time of writing. It vas therefore susoeptible to oontradictions and 

..,i&\1ities over the years. In 1862, for example, Verlaine had regretted 

hi •• eparation frOIl Paris bec8&lse the oity represented at that particular 

ao.eat the po.sibility of fUrtheranoe of his nascent literar,y aspirations. 

Converllely, at the end of the 1860s when his poetry revealed a tendency 

to eli_iss the p~sioal presenoe of the same oity environment this was 

partly beoase his mind vas permanently focused on things of a totally 

diffelWlt aDd personal nature, his love affair with Mathilde Maut'. In 

their tum, the poe •• of Verlaine'. Belg11Zl period (1872), and in 

particular 'Charleroi', revealed a traveller's reawakened enthusiasm for 

unt .. i11ar objeots of the oity so.e around him resulting from the presence 

ot a .tillUlatina alert and .ensiti"e tellow poet, namely Rimbaud.41 

Verlaine'. London poetry espeoially the innovatory 'Sonnet boiteux' of 

40verlaine, O.C. poetigue., p.146. 

41s.e p.129 et .eq. of the present study. 
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1873 subsequently expressed a disillusionment with the metropolis directly 

inspired. by Rimbaud's stormy departure from the English capital in the 

I'ovember of the previous year. 42 

A li'ttle-known poem written over twelve years later than La Bonne 

OhazwOl1 and under the influence of an emotional upset of a depressing 

rath.r thaD an exhilarating nature, reinforc •• the p.rsistent effect 

of p.raonal -.otion on Verlaine's appreciations of the erternal world 

noh &8 i •• apecial17 camaon in this early collection. The poem in question 

i. 'Cheval d. retour' (.emoires d'un veIlf) and it dates frcm Verlaine's 

1011.17 return tc Pari. aner the catastrophic 'essai de culture' with 

w.oim L4ttinois and his family in 1880.43 Influenced by feelings of self­

pity and failure Verlain. wretohedly describes himself as a 'sombre 

oitadin qui ait p.rdu langu.'. He is both a Parisian newly alienated in 

the urban taviroJUlct which was once his home, and a literary man who 

hu lon oontact with his previous lIode of expression. Retaining memories 

of tho.e correotive virtues of the countryside whioh are now increasingly 

attractive beoau.e of his .eparation f'rom them ('la bonne curiosite, les 

saines .ediaances villageoises qui vous font comme une maison de verra et 

nous torcent a la oorreotion de la viee44), Verlaine is overwhelmed on his 

return to the oapital by it. immorality aDd artificiality, a 'discorde 

d'int.~s factices et de plaisira fous'. Where in the 1860s at the height 

of hi. lova affair with Kathilde,Verlaine's emotions could distance him 

fro. the deafening noise of his surroundinga,here his depre8sion has the 

effect of anohoring him more securely in the sordid, ph1'sical world. He 

is horrib17 aware of 'bruit jamai. fini de. fiacres [: •• ] des fardiers 

et de. camion. et de. charettes chargea de ferrailles, de meubles casses 

42s.e p.' 56 et seq. of the prestat stu~. 
43yerlaine JRU"chued a fara in Juniville (.outh of Rethel) in March 1880 

in the hope of establishing hill.elf there in an idyllic rural existence 

with hi. lIO.t recent prot'", wcien tetinoi8. Hi. attempted return to 

nature vu a failure Mid atter Luoien·. forced ab.ence froll the farm 

froa JutUE 1880-81, Verlaine who had himaelf lost interest in the 

project, .... forced. to .ell the property in an attempt to recuperate 

hi. 10 ••••• 

44verlaiDe, o,e. en pro.e, pp. 61-8. 
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et de. boues' .45 

The perceptible lack of consiatency in Verlaine'a attitude to the 

city resulting from his variable ps.yohologioal states whioh makes a 

oompatible thematic and ohronologioal study of his poetry as was under­

taken with Coppae impossible, i. further underlined by the poet's equal 

leaning towards banal tel'llinology and traditional teohnique when referring 

to the oity in other po ..... For example one .en.es oocasionally that 

Verlaine'. pe •• imi_ in ocmneotion vith Paris and the city in general 

reate on notling aore than a decadent cliohe arising from some v8.@Ue 

belief that civilization i. neoes.arily fal.e and oorrupt. This is 

nowhere more evidll1t than in poem. where Verlaine'. thematio intentions 

appear to bow to the vagaries of rhyme and in tho.e where a heavy 

relianoe on the Rou.seaue.que antithe. between country or provinoe 

and the city (where the latter i. .hOlO1 up in an unfavourable light) i. 

to the fore. In i lluat rat ion of this first group one might quote poem 

VIII of the fir.t .ection of Sap •• e (1881) where the word 'pueriles' is 

paired with 'ville.' while the sugge.tive rhyming word 'vile.' also 

appear. in olose proximity in BUch a wlq that it. UlEttraotive connotations 

oolour our underatanding of the word 'villes' a 

Etre fort, et .'u.er en ciroonatanoe. viles; 

li'entendre, n'eoouter aux bruit. de. grande. villes 

Que l'appel a mon Dieu, de. cloohe. dans la tour, 

Et faire un de oe. bruits .oi ..... e, cela pour 
• A , 46 

L'acoomplis.ement v1l des tache. puerile.; 

In po_ XXIII of the .ame collection '.ervile' is used as a rhyme word 

to a similar depreoatory enda Verlaine i. ,.e I' enfmt des grande. villes/ 

It de. molte •• ervile.' .47 Verlaine'. random adhe.ion to the dictates 

of tradition in the.e two referenoe. become. more apparent when one 

raaara that .till in Sase •• e 'vill .. ' or 'ville' i. teamed twice with 

'tranquil Ie , , another favourite adjective, who.e more complimentary 

connotat iolU tend to neutrali.e the negative ones of previous examples. 

45The onomatopoeio effeot of the.e final line. conveying oity noise can 

be compared with that of lines from Croa' 'Effarement' where the poet 

apeak. of 'le. brouette. ferree. [ qui J roulent avec dell colis qu' on 

arrllle dana Ie. voi ture. du train'. 

46Verlaine. O.C. poetigues, p.248. 

47Verlaine, O.C. poetigue •• p.262. 
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In Sages.e section III poem IV Verlaine writes: 

Je niB venu, calme orphelin, 

Riche de mea aeul. y8UX tranquilles, 

Ver. Ie. hommes des grandes villes 

Ila ne m'ont pas trouve malin 

and Sae •• e seotion III po .. VI, 

Mon Dieu, mon Dieu, la vie eat la, 

Simple et tranquille. 

Catte patsible l'WIleur - 1& 

Vient de la ville.48 

Verlaine'. jurlaposition of the two contrasting ordera of provincial 

or l'I1r8l. and the urban and metropolitan to a ori 10 ical end oan be 

uouaecl more than hi. use of haclmeyed rblme in referencell to the city 

as this tormer technique at least ia rooted in Verlaine's own experience 

48verlaipe, O.C. poittguea, p.279 and p.280. The vide popularity of the 

'tranquille', 'servile', 'vile' and 'ville' combinat ions i. olear in 

that they feature both in Vigny'. 'La Maison du bercer' and Baudelaire's 

'Recu.eill_ent ' • 

Para oourapu .... nt. lat ... tollte. le. Yillea; 

lie temia plus tea piecia &Wt poudres dl1. chemin; 

Du haut de nos penaers vois lea oit'. aerviles 

Comme. 1es rocs fatala de l'eaolavage humain. 

('La .aison du berger') 

So1s aage, 8 aa Douleur, et tiena-toi plull tranquille. 

Tu r'elamais Ie Soir, 11 de.cen4; Ie voiei: 

Une atmo.ph~re obscure enveloppe 1a ville, 

Aux una portant 1a paix, au.x autres Ie souei. 

Pendant que des mortels la multitude vile, 

Sou. Ie foust du Plaisir, oe bourreau sana merei. 

Va cueillir de. remorda dan. la rete servile, 

)(a Douleur, danne-moi la main; viena par ici. 

('Recueillement') 
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as well as in literary tradition.49 Nevertheless his use of the acoepted 

ant i thesis in poem XX of seot ion III of Sagesse beginning 'Parisien 
........ "-" .... mon xrwre a jamais etonne' still reveals a distinct lack of originality 

OD the poet's behalf. The poem involves an exaggeratedly complimentary 

description of the provincial settlement in terms reminiscent of those 

employed in Copp'e's more sentimental city poetry in relation to Parisian 

inhabitants. The sincerity of Verlaine's attitude towards city and. 

province in this poem is thus thrown into doubt. 

'Parisien mOD frere' describes an inhabitant of Paris coming to the 

provincial town of Arras and in a sense is an antobiographical piece 

inspired by Verlaine' s own visit to Arras in 1880. In the poem's opening 

line. the rarisian, a brother in humanity but not in spirit to his 

provinCial cownterpart, i. invited to climb upon a hill overlooking the 

town to view it in it. entirety. He then descends and feasts his eyes 

during a guided tour of the community.50 As if in an attempt to impress 

OD the reader the superiority of the province over the metropoliS, almost 

ever,y aspect of the d'cor is qualified by an emphatically ameliorative 

adjeotive. The houaes are 'ai blanchea [ ••• ] 8i bien faitea', their 

oOllriyard. 'si deux et ainueux', the inhabitanta, 'nalfa avec leura 

yfJllX de matoi.', .peak with a local aocent 'ai gentil'. Arras has also 

remained faithful to its history by conserving its originality in 

charaoterist ic buildinga and int erest ing streets 'Au lieu du long ennui' 

of what Verlaine oalls the ~anneries' of the capital. In faot the 

whole of the urban turmoil .eems to have passed the town by. In contra.at 

to the rampant aotivity of Paris IlUggested in 'Le bruit des cabarets': 

tor example, in Arras 'rim ne fourmille', 'tout vit et mauri oalme'. Its 

adherence to the past and the 'e.prit des aieux' also means the province 

has made only selective u.e of the advance. of the modem world, 'Les 

fmi t. bien mars/De ce fameux Progres que vous mangez en herbe' and 

therefore its inhabitants live contented. The superiority of Arras over 

49Reflecting on hi. arrival in Paris at the age of seven for example 

Verlaine had criticised what he viewed as the capital's disorder as 

compared to the regularity of his native tOlm Metz, a 'ville en 

echiquier'. In 'Confe •• ion.', Verlaine, O.C. en prose, p. 455. 

5°See Verlaine. O.C. poetigues, pp.289-90. 
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the oapital is sean as springing from its close proximity to the natural 

world and therefore what is heal thy and good. The sun, 'si glorieu.x qu' il 

fai. t oomprendre l' idolatre' rises from the hill overlooking the town and 

shines dom benevolently through the trees, bathing the town in light to 

throw the bell towers and other high buildings into relief against the 

olouds opposite. The t01Gl·. street. are attractive becau.e of their 

.imlo.ity likened to that of 'un ruis.eau parmi de vague. frondaisons/ 

Profilant la lWlliere et 1 'ambre en broderie.' , it. square. are appealing 

beosmse they are 'ivres de lumiere et de oris d'hirondelles'. A oriticism 

of Paris, the area around JlontJUrtre especially, with its pseudo 'campagne', 

a _ixture of unattracti va 'vert de plaie' and 'blanc de dartre' is 

illplied.. 

Cctral to 'Parisien IIlOD frere' is a fe.ling of distaste for urban 

life. Thi. i. matohed. by the of'1ien eu.ggerated adulat ion of the provincial 

.etting iD the •• e work. SiDce a .imilar preferenoe for life in the 

natural world i. reaffimed. in 'Cheval de retour' and even the early 

'Boctume pari.im' reveal. a primarily negative .tance toward. the city, 

critic. such as J .... Lwler have oonoluded :from the evidence of such 

po_ that Verlaine had an 'innate feeling for the gentlene •• of oertain 

IllDdsoape.' (i.e. rural ones) and therefore that 'the oountry was the 

atmosphere in whioh Verlaine was most plainly at ease' .51 The reality of 

the poet '. perBCIlal .ituation, with hi. abortive 'es.ai de culture' and 

brief period of exile iD Stiokney (1875-6) being his only significant 

break8 :from oity life, nevertheless suggests the contrary to be tne. 
- , 

Writing in the Gamier edition of VerlaiDe'. Oeuvre. poetigues Jacques 

Robiohell male .. a atat.ent which helps to clarify this apparent oonfUsion 

aurromuiing the poet'. variable oOllllli tment to urban and natural worlds. 

Speaking .peoifioally of the works .et in Pari., London or Belgium, 

Robiohell .q.1 

Ii la ville, ni la oamapgne, ne 

ooJaptet d' abord. ne oOllPtmt 

c~e sujet., mai. bien l'.e 

ob.cure ~ poete.52 

51 Jame• Lawler, 'Verlaine'. Naivety', Ea • .,. in Frenoh Literature 2 (1965) 

pp.66-102 (p.70). 
5~obichel, p.xxxi. 
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He tlma auggeris that VerlaiDe'. use of both rural and city themes was 

purely incidental to a real purpose of revealing his own hopes and 

upirati011s through a poetry concerned primarily with his own emotional 

life. Though we have aeen Verlaine'a state of mind was a major determining 

factor in hi. treatment of the city, either pessimistic or optimistic, 

to u8WIle all Verlaine wrote waa by wq of baring hia aoul to the reader 

rather than attempting to cOllllllent at all on extemal phenomena would 

.... to be rather overriating the case. IJevertheleilla, Robichez's comment 

doe. help di.tract attention tram a search for urban references used in 

a descriptive aen.se (u in Coppae) to pinpoint the city as a recognisable 

aspect of the real world around which Verlaine's imagination is exercised, 

on which it elaborates aDd trom which in the course of some poems it 
JI 

ultimately departs. The manner and extent to which the point de depart 

of the city is transformed through poetry illustrates Verlaine's 

.caitivity and wide-ranging poetio talent and in this sanse serves as 

a pointer to the 'be obacure du po~te'. 

In some of the po .... where a city aoene acts as a stimulus for the 

poet, Verlaine'. i.JIIaginat ion remaina suspended between the visual dimension 

of the .oene around him and its more aeoret aspeots peroeptible only to 

hi. poetio .enaibility. On other oooasion. he quiokly abandons a point 

ot focus in the real world to be 'tranaporte dans Ie P8\Ys des reves' .53 

Like Cros' dr .... in 'Effarement' however, these dream landscapes are 

otten. .hot through with urbm referenoes dralG'l from Verlaine's experience 

and contemporary lite. 

'Charleroi' (Roll8l1ce. aans paroles) and 'Auteuil' (Memoires d 'up 
ftUt) both take &8 their point de depart a city Bcene. As their titles 

8\1ggest they have the advantage for the reader of being set in a 

reoopi.able nineteenth-oentury city landsoape spotted by Verlaine on 

hi. travels or mom to him on hia d8\Y-to-d8\f life in Paria. The poet's 

.·impre~.ionist1c akill is such that though the visual 88sence of the two 

different panoramaa ia capture~unadulterated, Verlain.'. cwn interpret­

ation of the acene .till r..aina diacernible and intact. ' Charleroi' 

(1872) beloD88 to the 'P8\Yaagea belgea' section of Romances Bans paroles, 

a a.rie. of aix po.a evoking Verlain. and Rimbaud's 'oonquete des P8\Ya­

Bu' .54 The •• 'Pqaage8 belges' involve an odd mixture of tone and acen­

Br3 wherein II1thu8i&8tio, epicurean visions of the province ('Walcourt') 

53'lfoctume pariaien', line 69. 

54aobiohez, p.588. 
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rub shoulder. with scenes reminiscent of Fete. galantes ('Bruxelles 

simples fresques' I and II) and noisy and picturesque descriptions of 

a city fairground ('Bruxelles chevaux de bois') contrast with the silent 

meditations and observations of a railwq traveller passing through the 

rural scene ('lIalines') .55 'Charleroi' stands apart in this amall 

collection and indeed in Verlaine's city poetry, by being inspired by 

a city of industrial rather than cultural or political importance such 

u London or Paria, n .. ely the Belgian mining cOllllllWli ty of Charleroh 

Dana l'herbe noire 

Les Kobold. vont • 

Le vent profend 

Pleure, on vent oroire. 

Quoi donc .e sent? 

L'avoine siffle. 

Un buisson gifle 

L'oeil au passante 

Plutot des bouges 

~e des maisons. 
Quels horillons 

De forges rouges t 

On sent dono quoi? 

Des pres tonnent, 

Les y.ux a"tonnent, 

00. Charleroi? 

Parfum •• inistre.l 

Qu' eat-ce que c' est? 

Quoi brui.sait 

Co .. e de. liltre.? 

Sitel bl"llt .&11%1 

Ohl votre haletne, 

9a.eur humaiD., 

CriB d.s lDetauxl 

55S• e Verlaine. 0.0. po'tiguel, pp.197-201. 
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Pleure, on veut croire.56 

Firstly, the form of this poem is visually striking and contributes to 

the sense of the piece. Short, four-syllable lines arranged in four 

line stanz8.8 pile in blocks ca.l1igrammatically into the shape of a 

foundr,y chimney o~ plunge suddenly like a deep and narrow mine shaft 

down the length of a page. Immediately reinforcing this latter suggestion 

is the mythical referenoe to 'Les Kobolds' in line 2 which (unlike 'Platon', 

'Phidias', 'Salamine' and Marathon' which could appear incidental to 

'erepuscule parisien'), has a clear link with the theme in question. The 

Kobo1ds, heroes of German folklore, were at the outset guardian spirits 

of a household and then became associated with the protection of sub­

terranean places such as Ilines. Verlaine's allusion thus suggests in a 

general sense some ~sterious superhuman force inhabiting Charleroi and 

more particularly in relation to the industrial theme, provides a magi-

oal counterpart for the miners working underground. The keen fascination 

of this alien industrial soene for the poet is also brought out by fUrther 

enigmatic details in the description and by the persistent questioning 

on which the poem is based. Elements of the man-made and natural worlds 

for example are humanised. to create a Dantesque nightmare scene of haunt­

ing imager,y: 

La vent profond 

Pleura on veut croire. 

r·· .] 
L'avoine siffle 

Un buisson gif1e 

L'oeil au passant. 

[ ... ] 
Sites brutauxl 

Ohl votre haleine 

Su.eur humaine, 

Cris des Iletaux. 

Concurrently a dialogue is set up between two VOices, one puzzled and 

inquiring and the other (possibly Verlaine himself) transfixed by the 

56 .. 19 -8 Verlaine! O.C. poetigues, pp. 1 • 
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soane before him yet inspired with suffioient oomprehension to rep~: 

AI Qnoi dono se sent? 

On sent donc quoi? 

B: ParfUms sinistres! 

A: Qu'est-oe que o'est? 

Quoi bruissait/Comme des sistres? 

B: Sites brutauxl 

Cris des m'tauxl 

A8 the typographioal disposition had helped to suggest the industrial 

soen .... visually, so the use of language adds to the auditory effeot by 

oonvey1ftg the irregular .ound. of a meohanical site. One might quote the 

blunt questioning words 'Quoi' in lines 5, 13 and 19, the use of ono­

matopoeia in 'aiffle', 'gifle', 'tonnent', 'bru.iBsait'. Abrupt syntax also 

oocurs in the verbless explanatory phrases 'parfUms sinistres!', 'sites 

brutaux ", and 'cris de Ilet.ux'. These various factors render ~harleroi' 

undoubtedly one of VerlainGmcst memorable and suocessful aohievemants in 

the field of modeanist verse. 

A similar movement back and forth trom the evident, visual scene to 

a more subjective vision of personal signifioanoe to the peet distilled 

by his tmagination inspired 'Auteuil', a late prose piece trom Memoires 

d'un vat. As 'Charleroi' had biographical signifioanoe in the oontext 

ot Verlaine'a travels with Rimbaud in 1872 80 'Auteuil'oan be pinpointed 

in relation to a ~eoific period in Verlaine's life notab~ hiB olcse 

friendahip with Luoien Letinois in 1882. Atilis point in time Luoien 

Letinois W&8 teaching in Boulogne-eur-Seine and Verlaine had moved there 

to be near his friend. It was on his weekly visits to the Cafe Voltaire, 

place de l'Odeon in searoh of literary aoquaintanoes, that the poet would 

have passed through Auteuil. 

Though VerlaiDe nates categorically at the beginning of this piece 

that his subject i. not to be the traditional 'Auteuil' of the classioal 

i~ll but rather that of the present dq cOilplete with modem decor and 

urban allusionsa 'llon point l'Auteuil olusique, 1 'Auteuil rimant avec 

chevrefeuille. Non. II est question de I' Auteuil moderne, de I' Auteuil 

moderni"",57 he cant inues by picking on details in which the provincial 

origins of c1as8ical Auteuil persist or where its Iplendid heyd", in 

57 6 Verlaine! O.C. en prose, p.7 • 
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the seventeenth oentury i8 suggested. This tendency is further under­

lined by the two sentences, rhetorical at the beginning of the work: 

'0 l'Auteuil claasique, oomme il vous revient tout de meme' and familiar 

at the end: 'Crampon decidement, l'Auteuil clasaique' which frame this 

prose po_. If some cheap defective outward aigns of the modem, urban 

world are present (one might quote the 'aboainablea mais011l de rapport 

qui s,elev.nt 1& cOllIDe des oies, dressant leur oou jusqu'a des etages 

toleres', the 'becs de gaz obscur' and 'macadam absolument derisoire 

et gluant % other aspeots align Auteull with a different era or culture. 

The blurring of outlines between present city deoor and its people and 

its put inhabitanta and hiatorical origins has the effect of 

aligning thia particular area with the appealing province whioh possesses 

a sense of history as revealed in 'Pariaien mon frere'. Auteuil 'a 

womenfolk for example with their lack of discretion in matters of dress 

appear to have more in cammon with their old-fashioned provincial oounter­

parts than with the Parieienne. who.e territory is the 'Pa;ys latin, 

Boulevard des !taliels' and the 'Champs Elysees' .58 The Cafe8, where 

Verlaine auapeots absinth drinking would be frowned upon, are similarly 

de.oribed as 'un peu provinoe' with their white and gold oolouring aa 

oppo.ed to the usual dark wood and zino-topped counters of the metropolis. 59 

The.e detail8 8eparat ing Auteuil from the bruhness of the city centre 

also fora a link in Verlaine's imagination with previous oenturies. like 

the Seine, unohanged through the years, they would not be forei8l'l to the 

lIl&It'tera of French classioism, as repre8ented by Boileau, Racine and 

Moliere, were they to return to the area of the oapi tal they knew as a 

.pa and intelleotual centre in the seventeenth century. ~ough the 

pervasive influence cf 'Auteuil claasique' cn 'Auteuil modeme' in 

Verlaine'8 pr08e poem i8 intere8ting and persi8tent and reveals the poet's 

58
Ars• e Hou.sqe, 'Quelques opinions avanoee8 sur la Parisienne' , 

L'Arti8te (1 Au~st 1869), p.148. 

59In 'care des Lettres', a pieoe forming part of the Su.pplement dea 

Memoires d'un veuf, Verlaine seta the acene in a cafe 'pas du tout 

oomme les modemes caboulcts' in a 'ville imaginee'. Interestingly 

he describes the inn sign of this oabaret, the EnvoI, as being 

'invraisemblablement blanc et or'. See Verlaine, O.C. en prose, 

pp.127-9. 
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iaagination absorbing real details of a physical city into a wider his­

torioal and cultural vision, the central lyrical image of the piece is 

built around an upect unique to Auteuil and deeply rooted in contemporary 

reality I the area'srailw~ viaduct over the Seine.
60 

For Verlaine this 

repre.ent. Auteuil's most re4eeming feature in the nineteenth century, 

both worthy of the demanding. anoestry of the quartier and qmbolic of the 

ereat achievement. of modem architeotural technology. Vague compliments 

on this edifice, it ia 'asaes beau' and 'sana pair au monde' only 

'probabl_ent', give W8J to lyrical enthusiasm aa Verlaine describes in 

exceptionally glowing tenu the view of the countryside towarda SaYres 

and Saint-Clcud framed in it. man ... ade archeal 

Ce viaduc [ ••• ] toume vertigineux et 

fUit .an. fin sur le oiel nu, 
, 

laia.ant voir un peu plus loin a 

travers la mas81ve e'legance de .es 

piliera l'adorable panorama de Sevre. 

et de Saint-Cloudl 

Thi. 1IDn:peoted eu.logy of the viaduct pave. the wq for a final 

oelebrati" oa.ment on an as.ociated facet of oontemporary life recur­

ring in Verlaine'. city. poetry - the rail~ it.elf. In that it shows 

how Verlaine'. iaagination i. not only oapable of straining beyond the 

pre.ent soene to a JtTthioal or alien dimension, but 18 alao able to work 

on the i_ediate environment without dis flIlssing it and can thue transform 

inherentlT unpoetio objeot. into poetry, the final pasaage c£ 'Auteuil t 

i. 81p1fioant. Wh.reu other detail. in 'Auteuil' are •• lected for their 

affiniti •• with tille put, the railwq IIOtif provide. an emphatio assertion 

of the u..diate. Verlain.'. uncondesoending treatment of it ia alao 

strikingly' original aDd aark. him out in an ap still very much given over 

to periphrasis and olusioal allu.ion in attempts to poeticize aspects of 

the mod.m world. As in Charle. Croa' po_ 'Effarement' written over ten 

yeara .arlier wh.re the •• ttiftg ia also a rail~ at at ion, towards the 

60Perhaps b.oau. •• Auteu.il ...... aill relatively near to the outskirta of the 
oi t7 in 1882 (it...... a .outh ...... t.m suburb with a stat ion lying on the 
ch_in· d. f.r d. c.inture b.tnen Paaa;y and Pont d.u Jour) i t m~ have 

appeared to V.rlain.' a .ind to have been leaa oontaminated by the more 

n.pti" value. of oivilisation and therefore more worthy of oonsideration 

by the poetio t.a«iD&tion. 
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end of~teuil' the descriptive sentences become shorter and in certain 

cirCUllstances verbless, in an attempt to convey the brusque noise of 

JlachiDe17 I 

Le chemin de fer. Un escal ier 

vertigin~ dont les marches 

oommencent a se or_ser au milieu 

sous tant de pieds. AJlusante 

l'arrivee de. train. toutes le. sept 

minutes au tous les quarts d 'heure 

selon le moment de la journ'e. ~a 

grinoe et qa orie quand qa s'arreteS 

Les nouvsawt freins, vous saves. 

Also like the fomer pc_ which appears to de.oribe at one point a series 

of ritualistic actions, Verlaine'l scene conveys a sense of ordered 

activity govemad. by an exterior foroe: the r88'1lar arrival of trains 

the repeated emptying and refilling of carriages, the swarming of pass­

enprB, over well-wom paths and so on. This imprelsion of clookwork 

IIOV_eDt, aiaiokiDg on a aaall soale the methodioal harmony and organ­

isational potatial of the oity enviromaent contrasts with the disoordant 

and oonfUsed picture of Paril giva in earlier po.s ('Le bruit des 

-ca.barets' froa La Bonne chanson for e%&llple). It thus reinforces the 

variety central to Verlaine's ooncept of the city in pcetry. 

A. further fascinating link with another poet in cur study is provided 

by one of the audtto17 iIIa&es, which prevail over the visual in this 

seetion of the prose po_, whereiD the noise of a train shrieking to a 

halt in the station at Anteuil is likened to 'toute une aaute ecrasee a. 
10isir,.61 In a prose piece by Germain Nouveau, 'Le Square des Batignolles' 

(Petits tableawt parisiens) ". find an iIIage used in conneotion with the 

ch_iD de ter de oeinture so arrestingly similar to Verlaine's that it 

cazmot be i8ll0red., that of a train'l noise being 'positivement s.blable 
62 a celui d'une aaute de ohies, & qui on marohe sur la patte'. Because 

61 The ~rbolic cOllpariscm which rather detracts from the final serious 

etfect of this po_ is paralled in VII ot La Bonne chanscn where a train 
aimicksthe noise ot 'mille ohalnes au bout/Desquelles hurlerait mille 

pants qu'cn tcuette' and in XVI of the same collection where an 

ollDibus is likened to an 'ouragan de terraille'. 

6~ouveau, 0.0., p.456. 
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of Nouveau. 's unquestionable primacy (his composition was published in 

La Bouvelle lune, 15 October 1882 and Verlaine's in Le Reveil on 31 

December of the same year) Verlaine's position in relation to this 

uagerated if realilltio image is dubious and enigmatic. The possibility 

that V.rlaine simply borrowed his friend t s image in a rather obvious 

lI8ZlDer is f ... ible but unlikely. A more probable explanation is that the 

two poets 8pontaneously arrived at this image as a result of hearing a 

deafening train noise from the Parisian ohemin de fer de oeinture when 

they Hre togeth.r and resolved to use the metaphor in their poetry. 

This bypoth.sis, while d •• pening the literary ties between Verlaine 

and Bouveau at a tim. when they were both close friena,63 also opens 

up aD int.resting interpretation of the Nouveau. poem (a description of 

two ageing aen discussing .. ories of the p .. t during a walk in a Paris 

park), as an ironic transcription of a real episode experienced with 

Verlaine in 1882. V.rlaine's repetition of the comparison could thus 

be explained as a private joke with his friend. 

To the extent to which they are inspired by real urban panoramas and 

r.ly on actual details of a city landscape, notably architectural motifs 

in a Piotorial s8l1lle or city sounds suoh as machinery and the railw~, 

both 'Charleroi' and 'Autail' can be used to deepen our knowledge of 

VerlaiD. in a biographioal sens. and illuminate his relationship with 

the 800ial soen. in whioh he lived. In that they also show a real urban 

soens used &8 raw mat.rial for poetry, as a point d. depart for the 

poetic imagination, they also begin to illustrate Verlain.attitude 

tovarda the actual oities he knew and lived in as a poet. Additional 

po.s, though still distinctly urban in character, refuse to distract by 

this former t.ohnique of speoific, oontemporary allusions however and 

off.r a greater challenge to the mod.,.. reader in tsrms of comprehension 

and ..... nent. n •• e works are Bet in a 'nulle part', 64 or in a 'ville 

63Att• r r.c.iving Bouv.au in Juniville in 1880 for a period of spiritual 

repo •• , V.rlaine had ren.wed acquaintance with Nouveau. in Paris after 

the failure of his e •• ai de culture in July 1882. It was aB a direct 

result of Verlaine's enoouragemll1t at this time that Nouveau decided 

to off.r text. from his Petit. tableaux parisians for publication in 

La Reveil and La Nouvelle lune. 

64'~elques-uns d. m.s reves', Verlaine, e.c. en prose, p.66. 
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inconnue, absurde' , 65 'de reve' or 'magique'. 66 They show Verlaine 

completely rejecting a technique of objective realism tied to one part­

icular city and serve to expose more fUlly the artistic and psychological 

dimension. This is especially the case with 'Kaleidoscope' for example, 

written only slightly after the Belgian poem 'Charleroi' but in very 

different personal circumstances.67 The poem relies heavily on an'unreal 

City:68 not just as a landsoape to be appreciated for itself, but as a 

symbol for the multiplicity of human experience and the all-pervasive 

nature of past experience from which it is impossible to escape in dreams 

of the fUture. 'Kaleidosoope' was first destined for the prison collection 

Cellulaireaent but finally become part of Jadis et naBBere (1884). It 

stands apart from many of Verlaine's city compositions firstly because 

of its unique use of fUture time as well as past and present and also on 

account of its vast technical and thematio superiority over them' 

Dans une rue, au ooeur d 'une ville de reve, 

Ce sera oODllle quand on a deja "'ou: 

Un instant a la fois tr •• vague et tres aigu ••• 

o ce soleil parmi la brume qui se level 

o oe cri sur la mer, cette voix dans les boisl 

Ce sera oOlllDe quand on ignore des causes; 

Un lent reveil apr~s bien des metempsychoses: 

Les choses seront plus les memes qu'autrefois 

Dans oette rue, au coeur de la ville magi que 

oU. les orglles moudront des giglles dans les soirs, 

OU les oafes auront des chats sur les dresBoirs, 

Et que traverseront des bandes de musique. 

65'QQelques-uns de mes reves', Verlaine, O.C. en prose, p.62. 

66'Xaleidosoope', Verlaine. O.C. poetigues, p.321. 

67The Il8DUscript of '1al6idosoope' is dated October 1873 which was during 

Verlaine's inoaroeration in Mons prison subsequent to the desperate and 

UDsuooessflll attempt on Rimbaud'. life in Brussels in July of the 

same year. 

6~JI 'The Fire Semon'. 'The Waste Land', T.S. Eliot, Selected Poems 

(London, ~aber, 1954). p.59. 
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Ce sera ai fatal qu 'on en croira mourir: 

Des larmes ruisselant douoes Ie long deB joues, 

Des rires sanglot6s dans le fracas des rouea, 

Des invocations a la mort de venir , 

Des mots anciens comme un bouquet de fleura fanees 1 

Les bruits aigres des bals publlc.a: arriveront, 

Et des veuves avec du cu.ivre apr~s leur front, 

P~sannes, fendront la foule des tralnees 

Qui flinent la, cS11sant avec d t affreux moutards 

Et des vieux sans sourcils que la dartre enfarine, 

Cependant qu' i. deux pas, dana des senteu.rs d 'urine, 

QIlelque flte P\1blique enverra des petards. 

Ce sera oomm. quand on reve et qu'on s'eveille, 

Et que l' on rendort et que l' on reve mcor 

De la mime t .... rie et du Ill •• decor. 

L'ete, dana l'h.rbe, au bruit moire d'un vol d'abeille. 69 

A brief eGl'lBideratiOll of the po ... '. ftg~ative title gives some 
indioations of hOlf to interpret the notions .xpressed in the work itself. 

The kal.idosoop. 1fIUI tint iBvmted. in England in 1815 and swiftly 

b.oame hip fashion in Frenoh boureois hous.holds. The suggest ions of 

vari.ty and fragmentation OODve,yed by the image of the kal.idoscope 

ensured it 1fU soon employed in oomparisons involving the city. Balzac 

can be found using the term in a figa.rative sense in connection with Paris 

in a ahort story entitled 'Les Voisins' P\1blished in La Caricature (4 

Bov.ber 1831) I 

o oivilisationl S Parisi admirable 

kaleidosoope qui toujours asite nous 

IIOntre o.s quatre briJDborions, 1 'homm., 

1a r .... , l'enfant et 1. viei11ard, sous 

tant de form.s, que ses tabl.aux sont 

imlombrabl.s. 01 lI.rveilleux Paris.70 

By speaking ot 'torme" ancl 'tabl.aux', Balzao draws our attention to the 

69 ' Verlaine, O.C. poetisses, pp.321-2. 

70Qllot.d by Pierre Citron in La Poesie de Paris dans 1& litterature 

transais. d. Rousseau a Baudelaire (Paris, E di t ions de t1inui t, 

1961), Vol. II, p.190. 
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term in the viSllal senae of changing and contused images. Baudelaire's 

emphasis, a generation later, is rather different. He can be found 

applying the term to the perceptive individual in the modern world in 

'La Peintre de la vie mode~. Here the 'amoureux de la vie universelle' 

is desoribed as a : 

kaleidoacope daue de conscienoe, 

qui, a chacun des mouvements, 

repHaente la vie multiple et 1a 

grace mouvante de tous les 
• , 71 elementa de la vie. 

In the Verlaine poem both Balzac's notion of urban complexity and 

ohangeability and Baudelaire'a concept of the versatile poetic ima~ 

iDation forever at riving to refleot the plurality and 'grace mouvante,72 

of a oity's dazzling, kaleidoscopic deaigna are implicit. Verlaine 

alao brings to the kaleidoaoope image, as suggested by his interweaving 

of tense, an original temporal dimenaion unexploited by his predeoessors 

yet which usurea the uniquene •• of hi. poem. The viSllal and temporal 

elementa inherent in the kaleidosoope image and central to Verlaine' s 

poem are IlUcoinotly evoked in Confesaions Vhere the poet describes his 

memories of the hypersensitive if confused mental state brought about 

by a childhood attack of fevers 

Rien de delicieux comme un commenoement 

de fi~vre; c'e.t volatile, lea id •• s (de pensee 

on n' an a plua et quel bon debarras') 

tourb111onnant an a'entrela~ant at se 

desenl8.9ant aana oease et toujoura. On ne 

aait plua ~ on ~ est, sinon qu'on a'z 

~ trouve bien et miewt. C'est un peu 

oomme certain moment de l' i vresse au 
1 'on oroit se ra.ppeler qu'on a vecu 
Ie moment ou l'on est, et Ie vivre 

t I " 73 oe momen - a. 

The first linea of this quotation from 'Rien de delicieux' to 'mieux' 

illustrate &8 Paul Sou1ie suggests in his article on 'Kaleidoscope' 74 the 

71 Baudelaire, 0.0., Vol. II p.692. 

72Ibid. 

7~aine, o.c. en prose, p.462~ 
74pau1 Soulie, 'Lea 01'. de 1a perception verlainienne d'apres un comment­

aire de Kaleidosoope', L'Information litteraire 24 (1972), pp.118-22. 
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kaleidoscope's piotorial dimension, one of movable and ever-ohanging 

pattems. The final sentence from 'C'est un peu comme' to 'ce moment-

111.', I would suggest, provide the poem's key in the more original 

temporal aense. What Ver1&ine is describing in this sentence is a feeling 

of deja-vu to which in youth his childlike sensibility seemfdparticularly 

attuned. In 'Que1ques-umJ de mes reves' for example, he describes how 

as a boy, in Ketz, he would frequently visualise a city scene with a 

nreet corner and. 'une remise de voi tures accotee d 'une interminable 

cas erne , .15 He was consequently shocked years later in Paris by the sight 

of this ver,y street corner first perceived in his dreama and now ver.y 

definitely part of the real world. In deja-vu experiences as a whole 

aDd eve on this ucepti~ occaaion, despite Verlaine's apparent 

familiarity with a scene he was only witnesaing for the first time, the 

feeling of having done or aeen it all before is a mistaken one; in 

oonnection with the kaleidoscope however, the feeling ia in some respects 

true. Bven when individual pattems m8iY appear strikingly different to 

the eye in arrangement and coloration, in terms of oonstituent elements 

each noce •• ive pattem is identical and has already been seen. As 

trapent. of past de.igns in the kaleidosoope reassemble to form patterns 

of the f'Il't1lre, so in life, past experienoes have relevanoe for and an 

effect on those to come. This intricate mechanism of fragmentation and 

NIlewal in time is what Verlaine ill trying to capture in 'Kaleidoscope', 

not simply in a visual .ense, but in terms of total experience. 

In the po. i t.elf the future era in a 'ville magique' is composed 

ot reorganised, disparate t,ragments of the poet 'a past experience in 

citiea, by means of the poetic imagination and the literar.y form which 

is in the preaent. Some detaila of thia future era like 'le solei! parmi 

la brwae qui se 1 eve , , (line 4) the 'cri sur 1a mer', the 'vou dans les 

boi.' (line 5) will be symbolic, DG"sterioua or 'vague'. Others such as 

'le. caf'.·, 'de. chata sur les draaaoirs', and-'des or~es' (lines 10-11), 

dram from Ver1aine·. life in Paria and London, will be 'tres aigu' with 

the familiarity of experience.76 All hia life will be 'comme quand on a 

deja veau', u if it had already been lived though at some former t 1me, 

75 6 Verlaine, O.C. en pro.e, p. 5. 
76Thia point i. underlined by Robichez, p.632, V.P. Underwood in Ver1aine 

et l'Angleterre (Paria, Nizet, 1956), p.178 and by El'onore Zimmermann 

in Mafie. de Ver1&ine (Paria, Corti, 1961), pp.146-1. 
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so Verlaine himself will be similar but transformed; he imagines 

himself waking in the future era rich with the experience of many 

different existences ('bien des metemps,ychoses') yet essentially the 

same. Circumstances in general in the 'ville de rive' are destined to 

be 'plus les memes qu'antrefois', a perfect repetition of the past but 

someholf rendered more intense in its sameness. Repeatedly we are brought 

back to the image of the kaleidoscope whose new images are merd.y composed 

of rearranged fragments of the past despite their illusion of change. 

Thus Verlaine' s claim that dreams of the future (in his case at least) 

are hampered at the outset because of our imagination's dependence on 

memory and break down completely on account of the all-pervasive nature 

of past experience, is reinforced. Verlaine's sudden realisation of this 

bitter truth is conveyed in stanza IV of the poem where his previous 

elation conveyed in terminology reminiscent of llimbaud's 'Villes' poerJ7 

dissolves into despair, 'Des lames ruisselant clba.oes 1. long de. joues' (line 

14). In this same stanza the adjective 'fatal' in the sense of deadly 

and inevitable, combines with hysterical laughter ('rins sanglotes') and 

a death wish ('des invocations a la mort de venir') to fonn a transition 

between Verlaine's awakening in the 'ville de reve' after a personal 

transformation ('bien des metempsychoses') in stanzas I-III and the 

Bhattering of this harmonious vision of a futuristic world in stanzas 

V-VI. The tuneful 'orgues' and 'bandes de musique' and mystical 'cri 

BUr la mer' and 'voix dans les bois' of earlier lines thus give weq 

to a 'fracas des roues' and the 'bru.its aigres des bals publics'. 

The personalised 'Ville magique' created in Verlaine's imagination is 

suddenly peopled with a crowd of depressing characters 'des tr&ees', 

'd'affreux moutards', 'des vi~ sans sourcils' and ~es veuves' (which 

replaced the original and less depressing 'femmes' of the manuscript). 

These underline the poet's feelings of dejection while sordid details 

a180 beoome apparent (, deB senteurs d 'urine) to evoke the worst in a 

oity environment. 

Up to the end of stanza VI, the movement of 'Kaleidoscope' is 

relatively olear and could be summarised as follows. Verlaine in the 

present, muse. on some future personal existence in an imaginary city. 

His peroeption of this 'ville magique' relies mainly on recognisable 

77S8e Rimbaud, O.C., p.135. 
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elements from urban settings familiar to him in his past life, reordered 

like fragments in a kaleidoscope pattern. It also involves idealised 

aspects impossible to tie in with known biographical detail. Verlaine's 

imagination is however not powerful enough to preserve his vision intact 

as sordid details generated by his memory (stanzas V, VI) insinuate 

themselves into his 'ville de reve' and fTagment this future existence 

before it becomes a reality. The final summarising stanza however with 

its s,yntactical complexity and oscillating movement between sleep and 

waking ('on reve', 'on s'eveille', 'on se rendort' and 'on reve enoore') 

defies suoh straightforward interpretation and explanations can on~ be 

tentative. Apparently realising the impossibility of freeing himself from 

the memory of past experience, Verlaine returns to the philosophic tone 

of the first two stanzas and repeats their hypnotic 'ce sera comme 

quand ••• ' refrain. He seemingly imagines himself ~ing in a grassy field 

in summertime listening to the somniferous sound of a bee. Like the 

ambivalent state of mind induced by this setting and ocourrence, U:f'e 

in the 'ville magique', which now re-emerges in his consciousness, will 

involve a variability. Dream,(the 'vague' of line 3) will be pursued by 

a harsh and inevitable awakening ('aigu.', line 3), followed in turn by 

renewed somnolence, '«1 se rendort et ( ••• ) l'on reve encor' (line 26). 

Like the constant fragmentation and renewal of an endlessly gyrating 

kaleidoscope image the fUture in the dream city will be persistently self­

de8tructive &ad self-perpetuating (~"e feerie' u. -J 'mime decor') 

revealing its dependence on the poetic imagination and past experienoe. 

In that the poem integrate8 the harsh reali8m of an observer of the 

80rdid urban 8cene with the traditionally dominant Verlainian mood of 

indeterminate reverie and so i8 able to IlUPPOrt several interpretations, 

'Kaleido8cope' i8 rare in Verlaine'8 city verse. With 'Charleroi' it 

could be con8idered aa belonging to his greatest achievements in this 

8Phere. The poeti8ation of the intricacy of city life carried out in 

'Kaleidoscope' through a di8pl~ of the multiplicity of human experienoe 

'bound up in Verlaine's visionary 'ville de reve' a180 underlines the great 

met to which the city daninated his existence on a mental as well as 

a ph;yaical plane despite poem8 which provide evidence to the contrary. 

This insidiou8 influence of urban life on Verlaine's poetic consciousness, 

di8cernible alao in the per80n of Charles Cros, is partioularly evident 

in Verlaine's pri80n oompositions oomposed between 27 August 1873 and 
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16 Januar,y 1815 of which 'Kaleidoscope' ia ane. Anthology piecea dating 

from this p.riod, 'Le ciel e.t, par-desBUs le tOit,/Si bleu, ai calme' 

for example al.o rev.al hia freely-moving imagination being drawn towards 

the city •• pecially to noi.eal 

C.tte paisible rumeur-la 

Vient de la ville.18 

A l •••• r known poem, 'Tantalized' (intended for Cellulairement but finally 

published in Parallelcent) wherein Verlain. is fascinated on a sleepless 

night in pri.on by the piercing sounds of .hunting train. at a nearby 

rail"q .tation, al.o reveals the influenoe of city noiBel 

L'aile aU je aui. dannant juste BUr une gare, 

J'entends de DUit ( •• s nuits sant blanch •• ) la bagarre 

De. II&Chine. qu 'on chauffe et d •• train. ajust ••• 79 

On. particular po_ of this unusual period in Verlaine's life however 

ezhibit. this filtering of oity sights and experienoes into the poet'. 

mantal proo.ss.s aore thaD any oth.r;it i. 'QQelque.-uns d. me. reve.', 
• 

the firat pieo. of ."oire. d 'un veuf. It ,,&8 de.cribed by Verlaine 

hill •• lf as 'ooma. de. note. d 'un voyage ~ d •• ~. fou.'. 80 The poem 

illustrate. the free plq of V.rlaine'. iJIlagination during .leep and, in 

that the dreBllls d •• oribed are all o8l1tred on or mohored in citie., reveal. 

the potentially hallucinatory nature of urban life a. well as its inapi­

rat ional value. 

A. an introduotion to the fantastio world of 'QQelquea-una de mea 

~s' Verlain. explain., 'Sauf le 0&8 de Londre. touI;esmea nuita se 
, 81 

pu.ct a Pari., ou alore nulle part'. Though clearly bearing the marks 

of ninet.enth-oilltury living in its 'reriaurants', 'ohaussee bordee d'arbres 

utriacent het.· and III1'riericus 'passage voUte tree noir, tres long, 

humid. et 'troit oomme un tunnel'. this 'nulle part', like the 'ville de 

78 ' V.rlaine. O.C. po.tigu.s, p.280. 
~ , 1 V.rlaine, O.C. poetigues. p.50 • 

BOThis da.oriptiCll1 COll.S !rem an unpublished paragraph of 'Quelques-mls 

de .. es revas' quoted by J .B. Bomecqua in 'La Dessu. des Jl4imoires d 'un 

veuf', Revu. d ••• oiano •• humaine. 66 (April-June 1952), 111-129 (p.128). 
81- A 

'Qu.lqu.a-uns da Ile. reves', V.rlaine, O.C. en prose, p.66. 
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reve' of'Kal'idoscope', is not discernibly any one town in particular.82 

Conversely, those dreams he claims to be expressly Parisian in nature, 

(though specific in their allusions at times), themselves oontain details 

oontradioting the oontemporary reality of the oapital. Paragraph II of 

the poem admits this fact, 'Je vois souvent Paris. Jamais comme i1 est. 

C'est une ville inoonnue, absurde de tous a~peots'. Verlaine's first 

dream of Paria thus visualises the oity as a oombination of a totally 

fictive, brilliantly coloured 'P8\Ys&ge pqsan', ('Je l'entoure d'arbres 

queloonques. Des toi ts rouses luisent entre des verd.ures tres vertes') 

and oontradictor,y details reminisoent of the 'hideuse perspeotive' of 

'vrai Paris auburbain' ('horribles maisons de plltre', 'oours et oites 

eN a~ohent des lingoes' and so on).83 Though the setting is in Verlaine's 

mind vaguely raainisoent of a 'canal Saint-Martin fantomatique' and the 

whitewashed houses 'rappellent assez la plaine Saint-Quen at toute oette 

rue lIilitaire em Bord', links with reality still remain tentative. The 

oity ie 'plua olaireemee' and 'en plus d'aocident.' than anything wit­

nessed by Verlaine in real life. This lIixture of deliberate vagueness 

and plZzling detail ia purwed in the seoond dream Verlaine reoounts in 

whioh he is whisked magioally through a suocession of identioal squares 

before landing alone in the heart of an oddly deserted oity: , , 
Je ne saia co_ent on penetre dans 

la ville proprement dite et o'est sans 

transition que me voioi sur trois places 
~ 

successives toutes la meme, petites, 
, ,84 

carrees, maisons blanohes a aroades. 

To supplement this bizarre occurrence Verlaine finds himself approaohed 

by an offioial figure and invited into one of the nearby buildings, the 

82J •B• Borneoque believes this description of a 'passage voute' refer5Xthe 

Towers aubwq in London desoribed by Verlaine in a letter of 23 November 

1872 to Ernest Lepelletier. (art. cit., p.128). 

83unlike Copp4'e, whose poetry juxtaposes the banlieue with the oity centre 

&8 a desirable ideal, Verlaine feels no particular attachment, nostalgic 

or emotional to this partioular area of the city. 

84verlaine. O.C. en prose, p.65. 
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English Embasay in fact, where he witnesses a boisterous soene of song 

and danoe pre.ented by 8emi-naked Soot.l A.t this pOint, Verlaintttstl"ange 

awareness of the situation and oharacters around him, an odd mixture of 

indistinotness and preoision, matohes the incongruous nature of events. 

Phrase. lII10h as 'Je ne .ai. oomment', 'Je ne .ais pourquoi', 'Je ne me 

sounen. plus' and 'J'oublie' proliferate, yet on the other hand extremely 

acCQrate visual de.cription. oocur. The uniform of the grenadier guarding 

the entranoe to the IAbaa&y for example reoeives detailed treatment: 

Un grenadier roup monte la garde, 

bam1at a. poil S&l1. rien apr~., plum •• , 

occard. ou orfevr.ries. Courte tunique 

1 parements blanc., pantalon noir & 
li •• re r~ minoe. 

Similarly eocentrio are tho.e dreaa. in '~elque.-un. de me. reveB' 

where 'Ie vrai Paris' rirugles to r.tain it. ilmIi't7 against the modi--
fication. of V.rlaine'. i.IIagination and. it. 'innooents travaux d '8d.ilite 

r qui] viement y t'ourrer d.u baroque at de I' imprevu'. On one oooasion, 

for .%.BIIPle, V.rlain.'. dream begin. with a reoopi_able train .journey in 

Pari. (probably on the oh.a1n d. t'.r de o.inture), and ends in a hal­

luoination wherein hi. original point de depart is lost I 

Une oentaine de plac... B.aucoup 

de grouill_ent. La rapidi ti axtraordinaii'e 

de notre oours. brouille un peu 1 •• 

obj.t •• t 1 •• fac •• , en .... _p. 

que Ie ronfl_ent d.. roue_ sur Ie. 

rail. oouvre tou. bruit., pas at voix. 

Half-bl1nded by the .peed of travel, deafened by the noise of the rails, 

Verlain. i .... ailed by the unpleuant .. ell of food reoalling to hi. 

cCl1fU.ed mind the ranoid conf.ctionery of the aie .. and atimulating a 

w.rrealiat vi.ion of mlti-ooloured oak •• whirling and evaporating:il 

hi. illaciDationl 

paina de crai.... ro.e. at jaun •• , bande. de 

car ... l rouge 1 d_i tondu qui piquet 

de • .oiti'. d'aaanda. ranoe.,· tas violet 

de pI... iDDo ••• et d. galantin •• , 
iDao..abl •• , aaonoellemant pou •• iereux de 

PrClch-rooka. t.a and coff.oake. at muffin. 
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avariea, - toumoient, a' effilant, a' evaporent 

dans la distanoe alacrement accrue et 

dana lea brouillarda du reve qui a' efface. 85 

Elsewh.re the arohiteoture of a real oity ia tranaformed in part through 

the additions of features borrowed from a different culture or aimply 

springing from Verlaine's fertile imagination.: 

C'.st &insi qu' A la hauteur du 

bazar Bonne Nouvelle, entre Ie 

boulevard d. o. nom et une rue qui 

a'y jett., j'inatalle un pasaage vttre', 

qui fait un ooud., par oonaequent. 

[ ••• ] J. dote sussi les rez-de-

ohaDss'e de grille.-barri~re. at lea 

sous-aols - ext'rieur. alors - de 

balustrades transversales, 00 •• a. Londres. 

Su.oh allusions to asp.ota of oity deoor, •• pecially to aroad.a, in a 

poet nct normally oonc.med with arohiteotural motifa is signifioant. 

Firstly, it reveala a general nin.teenth-oentury abscrption with 

buildinp of transita railwq .tations, exhibition halls, shopping 

arcades and so on wh.rein the revolutionary combination of iron, glass 

and gas-lighting oould b. uaed to it. gr.at.st .ffeot.86 Secondly, it 

suggests the possible influClC. of RiDlbsud who speaks in hia 'Villes' 

('L'acropole offici.ll •••• '), a piece packed with arohitectural references, 

of 'Le quarti.r cCDII.1"9ant' as 'un circua d 'un saul style, aveo galeries 

a arcad.s/}1 Where lDglish fashiona d.oorate PariS, London on the other 

hand beocm.s in V.rlaine'a dreams 'un. ville de provinoe aux rues etroites 

an oolimaqcn aveo de. en •• igne. an vieux franctai.'. 

In the •• particular example. the fantasiea of 'Quelqu.s-wIJ de mea 

reves' illustrate how the diversity of life in a m.tropolis and its 

potantial as an inspirational sauroe oan ocnjure up in the poet's 

iJDagination heterogmoua visiona set in an urban environment. Th.se 

visions betrq in their Ilixture of actuality and hallucination the oity's 

85 This passage b.ars a remarkable siDlilarity to that from Confessions 
which illuminates the kal.idosoope iDlage, 'les id'es (qui) tourbillonnent 
en s'Cltr.l~ant et se d.senla~ant sans oesse at toujours'. 

86s.e Walter Benjamin, • Paris, oapitale du XIX
e si~ole', La Via urbaine 

1 (1911), pp.34-48. 
81 RiDlbaad, O.C., p.138. 
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role as physical presance providing memorable visual images and as a 

pa;ychological aotivator stiimllating reverie. These dreams are also for 

the most part lighthearted in tone and frequently incongruous in content 

as we have shown. Their frivolity is undermined however by the infiltrating 

presenoe of death in this poem, apparent in macabre aspects of city scenery 

spotted by the poet and reinforced by Verlaine' s memories of his deceased 

father. Verlaine's anxiety on this subject is a key characteristic of 

his city poetry. In 'Quelques-uns de mes raves', though barely perceptible 

in his first dream of Paris (there is a passing referance to 'attaques 

nocturnes'), the theme soon becomes obsessive. In illustration of the 

real presence of death as a threat 'an pleine ville vivante' in this poem 

Verlaine desoribes in paragraphs"V1IandV][two cemeter.y scenes perSistently 

occurring in his dreams. Though implioitly not wholly real, these land­

scapes are temptingly reminiscent of actual Parisian burial grounds. The 

first, a gothic oemetery filled with a miscellany of urns, crosses and 

tombs hidden among overgrown grasses and trees recalls, in its hill 

setting and vegetation, the P~ra-Laohaise cemeter.y in north-eastem Paris: 

vers l' autre bord se creu.se une valle'e dont les 

arbres, - des arbres de foret - hitres, chines 

et frines - viennent faire gemir et 

craquer leurs cimes juste a ma hauteur. 

The second, more olassical in character with tombs resembling Greek or 

Sicilian temples and greenery providing a refUge for birds and a refresh­

ing oasis in the semi-baked city, suggests (thanks to VerlaiJ'le's geo­

graphical references 'Au plein coeur d'un joli quartier, Auteu.il ou 

Ifeuilly, sans commeroe m&is assez passant') the Vieux Cimet iare de 

Beuilly situated in the north-west of the city. In both dreams the city 

inhabitant's inability to avoid contact with death even, and espeCially, 

in his da;r-to-d8iY life is brought out clearly by the poet. On the first 

occ88ian the poet is hurrying distractedly to an evening rendez-vous 

when he realises his short-cut through the city has led him hto a cemetery. 

On the seoond he is enjoying a cab ride through Paris on an early summer's 

morning when his attention is drawn to a high wall embraCing a cluster of 

marble tombs. To the inhabitants of the busy quartier 'au tout respire 

l'inswoianoe de mcurir' where the cemetery is situated, it is merely an 

acoepted aspeot of the decor; to the poet it serves as a chilling reminder 

of his own mortality. 
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The final dream wherein death plBJ's a prominent role in the scene 

involves Verlaine's participation in a more personal sense. The poet, 

in the company of his dead. father, hurries on foot behind an anonymous 

funeral procession weaving its way through the dusty and depressing 

streets of a re-development area in Paris, possibly Montmartre: 

le sommeil me retrouve arpentant a 
toutes jambes une de ces rues nouvelles 

et non pas neuves, vous savez? larges, 

a peine baties, pas pavees par endroits, 

sans boutiques, et qui portent des noms 

d'entrepraneu.rs en .!!!: ou en e: ( ... J 
Elle monte, cette rue, et la oause de 

ma hate est un enterrement que je BUis, 

en compagnie de mon pare, mort lui-

mime depuis longtemps et que mes reves 

me npriHntent presque oOlllJt ..... nt. 

Unexpectedly the cortltge m;ysteriously disappears from sight 'au haut de 

la rue dans une 'troite avenue qui coupe a droite. A droite et non a. 
gauohe' (a fUrther odd exactitude) and the poet's perception of events 

is liurred momentarily ('Une 1 acune d 'une seconde dans ma memo ire ' ). On 

recovery Verlaine finds himself a passenger on the 'imperiale' of a 

futuristic 'voiture qui va IIUr rails sans que 1 'agent de locomotion soit 

aucunciment apparent' .88 To his horror this oontraption is following swiftly 

behtnd a macabre 'train pour Ie oimetiere' packed with coffins ('des bo1tea 

oblOD~es, hautes d'environ deux metres, peintes en bleu clair sa1i,).89 

To intensify Verlaina'. mounting terror at ilia point is the preponderance 

of potentially morbid detail crowding into the picture. 'De grandes 

tranch'es dan. de la tarre glaisa (quiJ ba!llent, vertes et jmnes' 

provide possible material for funeral urns, spectral 'terrasaiers' perceived 

through a fog are reminisoent of gravediggers, the temperature suddenly 

88Thia means of transport provides an interesting comparison with 

Rtmbaud'a 'ohalet. de oristal et de bois qui se meuvent sur des rails 

et das poulie. invisibl •• ' of 'Villes' ('Ce sont des villesl') in 

Illumination •• 

89In Cros' 'Effarement' .imi1ar coffin-like objeots are packed into a 

train, 'des coli. qu'on arrime dans les voitures du train'. 
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dropa and so on. Syntax is in tune with a sense of panic as aentences 

beoome more abrupt ('Ces hommes sont grisitres sur I 'air gris~tre. 11 

fait froid. On do it itre en novembre, ,). This CIllminates in the final 

phrase 'Bous roulons toujours' where Ver1aine realises with nightmarish 

perception his inevitable fate as the only living oooupant of the fearful 

'voiture' • 

The move1t'om detached. observation of a soene to distinct personal 

involvemmt in it by means of detailed. reflective comment or inter­

vent ion as an actual protagonist (as occurs in 'Quelques-uns de mes 

raves') seema fairly typical. of those poems suggested to Verlaine by 

the constant reminders of death present in a normal. urban soene and 

more apP&relt to him becauae of his macabre imaginat ion. To the rich 

in their 'elegants hotels ou tout respire l'insouciance de mourir' 

these r_indera of death posed. little threat. To the poor man, flaneu.r 

or indeed poet, the relat ionship was of a different order. He was in 

daily contact with the streets of Paris where oemeteries were never far 

avq to remind him of the dead 'en pleine ville vivante,90 and where 

:funeral proceaaions were a 'spectacle si OOllllllUD' .91 Death therefore 

had a distinct, real presenoe for him. A fUrther piece from Memoires d 'un 

.!!!:!!, 'Jeux d'enfants' olearly demonstrates the oity dweller's VIllnerability 

to unexPeoted and macabre incidents occurring in dEl\Y'-to-d88' life and the 

gruesome refleotions on death evoked in the mind by these incidents.92 

The poem's setting is in real PariB, this time Coppae's 'terrains vagues,93 

of the outskirts of the city; Verlaine s88'a 'Je IDe promenais reveu.r a 
travers leI ohaaps peles et blafardB de l'extreme banlieue parisienne,.94 

The poet's attent ion is captured on his flanerie by the sound of children's 

voioes ainging a familiar melody (most likely a hymn as what happens 

afterwards shon) whioh fills him with a aense of foreboding. He oomes 

§O'Qu.elques~ de mes raves', Verlaine! O.C. en prole, p.65. 

91 'Corbillard sa galop', Verlaine, O.C. en prOle, p.96. 

92 'Jeux d'lI1fants' is aD undated piece from Lea Memoirss d'un veuf but 

its similarity with other works, 'Par la croisee' for example and 

Baudelairian influenoe tempt us to situate its composition around the 

turn of the deoade (1869-1870). 

93.rhe phrase is from coppee's 'Nooea et featins' (Le Cabier rouge). 

94v.rlaine! O.C. en prose, p. 94. 
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upon a group of childrCl acting out a burial. sCCle, ('c'etaient des 

Clfants de cinq a. dix ans qui jouaient a "1 'enteITement", un jeu comme 

un autre, apres tout') and stands aside to observe their game as a 

spectator at a theatrioal performance. One small boy is lying on the 

ground with a handkerchief covering his face as a corpse whilst his 

friends form a shaky choir or gather round a milestone, representing 

the altar, as priest and acolytes in the ceremon;r. Verlaine's reaction to 

this sight illustrating the ubiquitous nature of death as well as its 

fatal attraction for even the youngest of city inhabitants, is to smile. 

'Ce spectaole fit faire ames levr8s un mouvanent auquel mes pensees ne 

les ont gu~re habituees'. His reaction is not one of amusement 01 contempt 

but rather of sympat~ with and understanding of the Parisian children's 

fearle.s familiarity with such an often avoided subject. Enoouraged by 

their infantile wisdom Verlaine changes the tone of his poem from narra­

tive to philosophic, expands in Baudelairian rhetoric on the idea of 

death, especially its links with poetry, and demands why this great theme 

has been overlooked in the genre by recent generations: 

f: •• ] pourqlloi Ie po~te, lui aussi ne jouerait-il 

pas a. "1' enteITement"? 

C ••• ] pourquoi ne se distrairait-il pas 

a manier les choses fUn~bres de 

BIB mnocentes mains aacrileges? 

( ••• J pourquoi ne prendrait-il pas des 

familiarites avec cette grande pince­

sans-rire qu'on appe11e l'Horreur? 

In an uncharacteristioally vehement sequel Verlaine calls on his fellow 

artists to defy the 'meprisant riotus' of their contemporaries and set 

themselves apart from the sentiments of an age 'qui paralt avoir a. 
jamais repudi' la m'lanoolie, et ne songe plus qu'a. rigoler' by taking 

a direct approach to death in their works. Verlaine' s tone here is one of 

contempt for his fellows' wish to 'se oonformer a l'esprit d'un siecle'. 

He also oritioises Rabelais and Gavroche (the arohetypal Parisian street 

urohin) for their 'plant.. ureu.x vocabulaire' from whioh sprang the verb 

rigoler • Clearly he believed himself, however erroneously, to be some­

thing of a pioneer in Parisian death poetry and considered it an important 

part of his produotion as a whole.95 

95verlaine was 80mewhat mistaken in this <pinion as the Romantics naturally 
provided a preoedent for hiB obsession with death as did Baudelaire for 
his treatment of it in a city setting. Constant personal fascination 
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An earlier example of Verlaine's prose poetry (first published in 1! 
Hanneton on 8 August 1867 under the stark title 'Corbillard' then introduced 

into Les Mamoires d'un veuf as 'Corbillard au galop') provides a key 

illustration of Verlaine's narrowing the gap between himself as a poet and 

death, and cultivating 'cette grande pince-sans-rire qu'on appelle l'Horreur'. 

As in 'J8U% d'enfants'. the scene opens in Paris with a description in 

splenetio vocabulary of the poet wandering aimlessly in the north of the 

citya 

J'etais dans le haut de la rue Notre­

Daae-de-Lorette, que je descendais la 

tate baase et fwDant un cigare, sans 

penser 8. rim, ainai qu'il m'arrive les 

trois quarts du temps. Dix heures du 

matin sonnaient partout. 11 faisait 

un de oes soleila mouill'a du dernier 

ete. L'air, tiede et lourd, diapoaait 

a l'ennui. Lea paaaanta, asaez nombreu.x, 

allaient d 'un paa lourd, t8l1dia que 

la voix des marchanda ambu18l1ts 

montait, lente et gr.le, parmi la 

twa.e ouateuse des chemin"'ea et la 

puanteur molle de. ruilseaux, vera Ie 

ciel bas.96 

Verlaine is suddenly shocked out of his abstraot reverie by the sight of 

what he takes (because of ita poor ornamentation) to be a pauper's coffin 

borne in a awiftly moving hearse to the cemetery. What strikes him most, 

apart from the breakneck speed at which the prooession is travelling, 

'collIDe un fiaore pqe a. la course' as he irreverently remarks, is the faot 

that there are no followers in its wake, only four pall bearers running 

to keep up with the frantic pace. This salient detail especially, marks 

the happening as a speoifically urban occurrence for only in a metropolis 

where individuals are more often than not strangers to each other could 

with its var,ving aspects and repeated perlonal involvement in, rather 

than observation of, the phenom4ll1 mark out Verla_'s contribution 

however. 

96Verlaine. 0.0. en prose, pp.9S-6. 
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such an unmourned departure of a faceless personality take place.97 In a 

Serlse Verlaine is reworking here in a more sombre key the urban passant 

theme. This is oharacterised by the appearance and disappearance of an 

entranoing figure in a city landscape and W&II used by Baudelaire in the 

'Tableaux parisien/8 and later by Nouveau in one of hiB earliest 

Parisian po .... 99 As the glimpBed female fi~es in Baudelaire and 

Nouveau's erotio po .. s arouse the imagination of these respeotive poets, 

so here the strange appearanoe and disappearanoe of the hearse excites 

Verlaine's illa.gination. He allows his thoughts to wander to the dead 

per.on u he imagines the bo~ lying in its coffin and debate. on the 
a 

identity of a character who.e pusing oculd go .0 unnoticed. B~"process 

of elimination he conclude. that the dead man is mOlt likely a poet, 

which lead. him onto a horrifio vision of himself in the place of this 

'lIi.'rable' I 

est-oe tout a ooup je ne me vi. 

point, lIoi, vieilH, dana une biere 

d. cent .ous, bouche ou vert e, pc inga 

crillP.s, - crhp •• ? - entort ill. a la 

97 Certain details of thiB poem could alBo have been drawn from Balzac, 

in particular the burial of Goriot in Le Pere Goriot where the scene 

ia described in the fcllowing wcrds, 

EU~e revint vera trois heares a la pension bourgeoise, 

et ne put retenir une lanae quand il aperqut a cette porte 

batarde la bi~re a peine couverte d'un drap noir, po see 

IlU.r dewt chaise. dans cette rue deserte. Un mauvais 

IOUpillon, auquel personne n'avait encore touche, trempait 

dana un plat de cuivre argent' plein d'eau benite. La 

pcrte n'etait pu mime tendue de noire C'etait la mort 

d •• pauvre., qui n'a ni fute, ni auivants, ni &mis, ni parents. 

[ •• ~ Raatignac et Chri.tophe accollpagnerent Beuls, avec 

deux croque-tlOrt., Ie char qui lIenait Ie pauvre homme a 
Saint-Eticme-du"'ont. 

98'A une P ... ante ', Baudelaire! O.C., Vol I,p.92. 

99'Hier, par un. apr •• -midi ••• ', II in the 'Fantaisies parisiennes' from 

Icuvea. 0.0., pp.36O-1. 
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diable d'un linoeul trop etroit laissant 

passer 1e. pieds maigre. et, 1es oahots 

du corbillard me .eoouant terriblement, 

me. dent. s 'entrechoquent, ma tite 

bat les volias de qa de la, .es chevaux 

,ris s'emmilant aur mon front 

jaune et de ma poitrine I"chappe 
" 100 une maniere de semissement sourd. 

The oonfes.ion in the final paragraph that aa a renlt of his absorption 

with the macabre .oene Verlaine had. neglected to Plq his respects to the 

dead -.n indicate. the .xtent to whioh, when death is suggested, Verlaine 

il trllDstixed with equal horror and faacination. The weighty implications 

of the .ituation and his 01G'l morbid hallucinations senerated by it trana­

fol'll the poet from a lIPeotator of,to & partioipant in the scen •• The 

real world i. di_is.ad aDd replaced by aD iaagined predicament more 

terrifYing and iImIed.iate in it. effect. 

'Par la oroi.'e', also fro. lI .... oir.s d'm veut opens with what appears~ 

like 'Corbillard au galop', to be & perfectly ordinary Parisian scene with 

Verlaine and & friend looking do1G'l trom a third tloor window onto a Bcane 

below. Tone and emphuis soon change however, with the poem becoming a 

bleak reflection on death aDd the human condit ion a 

La ten'tre de en aai n. donna1t 

point sur 1& rue, en sorte qu. 'un 

beau matin d'ete, nous nous IUllUsion. 

beauooup, tout en twmant, a considerer 

Ie. oho.e. oo.iques intime. que nous 

do.inions cie la haut.ur ci. son 
'" , 101 troisi .. e et.,.. 

A8 in 'Jft% d'enfants' where Verlaine had watohed the 'spectacl.' of 

ohildren plq-aoting a tuneral, here the two oharacters' vantage point has 

the etteot ot i.olating thea from the re.t ot humanity and making the 

actica they witne.s untold like a mime on stage. A _all building d.corated 

l00The horrible self-identification with the object ot his att.ntion 

which Verlaine practice. in 'Corbillard au galop' also occurs at 

the cd of Cro.' 'L'Hcra froide' where the poet imagines himself 

dying alone at night. 
101 Verlaine. O.C. en pro.e, p.75. 
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by an eccentric 'magot de la Chine en fer peint de toutes les couleurs' 

standing in a small, typically Parisian garden ('une allee', 'un arbre' 

set in asphalt and tune corde a faire secher Ie lings') becomes the 

focus of their attention. A first hint that all i. not what it should be 

in this peacefUl scene comes in the BUgge.tion of sickness conveyed by 

the freshly washed bed-eheet, 'qui nous .embla sale' steaming on the 

line. The sharp tonglle of the decorative gargoyle decorating the roof 

and. rendered 'luisante comme une aigllille' by the ravages of the weather 

ia also BUggestive. As they observe, a man emerges from the building 

and rinses his hands in a bowl of water which tints pink with the 

preaence of blood. When this anon;ymous figllre reappears with a helper 

bearing a heavy coffin Verlaine's jovial badinas! on the ridiculous 

pretentions of inner city gardens and on the complacencies of a 'monde 

grotesque ou 11 .at ete plaisant de vivre sans craintes ni amours' is 

swiftly replaced by morbid reflections on human eXistence-qui a toujours 

Ie mot pour rire et sait comme un acteur consomme preparer ses effets 

sans trop d'emphase'. Like an actor whose experience allows him to 

change tone B1ri.:f'tly from comedy to pathos before his unBUspecting audience, 

so ever.rd8\Y life, especially in the infinite variety of a city, provides 

the individual with a series of contradictory situations and emotions. The 

transformatory effect on the poetiC mind of unexpected contact with death 

in the city and the grief of a mourning fellow Parisian ('une vieille 

femme .n chemise, qui pleurait') is implicit in Verlaine's final reaction 

to the 'magot de la Chine' ending the poem. This object which had provoked 

his ridicule in the opening sect ion cf the poem as an unnecessary and 

idiosyncratic addition to the pavillon's banal 'toit plat de zinc' makes 

a final gesture of defiance to the pcet. 'En grin9ant [ilJ nous tira 

la langlle'. This action pnerates not laughter from Verlaine as might 

previously have been expected but anxious contemplations on 'cette 

mi.erable vie buma1ne' gratui tcusly offered to man yet more grace-

le.Bly snatched aw~. 

Significantly in this poem it is through the medium of water, that 

used to puritY the undertaker's handa, that the proximity of death in 

the city is transmitted to Verlaine and his companion. This link between 

the motifs of the city, water and death, first testified in the trilogy 

of 'Pari', 1 'Onde et la Buit' of 'Nocturne parisian' i8 reinforced on 

other .eparate occasions within Verlaine'8 writings and poetry and could 

also be oonsidered a distingllish1ng mark. Where the Seine is central to 
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Verlaine's vision of Paris and the river helps to betrq the omnipresenoe 

of death in the oity by the oonstant threat of drowning in its dark waters, 

in Verlaine's London poetry, water and the links it provides with the 

death theme em equally important. Writing shortly after his first arrival 

in London with Rimbaud in September 1872 Verlaine gives his impressions 

on the English city to his schoolfriend Edmond Lepelletier. Though the 

following quotation manifeats exaggere.tedaurprise at the enormity of 

London and its unfamiliar sights and is typioal of Verlaine's oorrespondenoe 

in its tone of dramatio hyperbole it nevertheless provides us with Bome 

interesting oOlllDent. from Verlaine's own mouth on the Thame8.102 

La Tamise eat superbe, figure-toi 

un imlDmse tourbillon de boue, quelque 

ohoae coame un giganteaque gogueneau 

dibordant. Ponta veritablemant babyloniens, 

aveo des centaines de piles en fonte, 

groasea et hautes oomme feu la oolonne 

at peintea an rouge Sang.103 

Underl~ing the hyperbole of 'immense', 'gigantesque', 'veritablement 

babyloniens' and 80 on is the ironic description of the river as a 

poiaonous opan sever (, gogueneau debordant') 1 04 and the macabre referenoe 

to its bridges painted a 'rouge aang', whioh link it with the death theme. 

If the Btlgliah river ia no more aensitive to the human dilemma than its 

Pariaian oounterpart the Seine, it haa atill olearly captured Verlaine's 

imagination at this point and promiaes to recur as an inspiration in his 

verae. 

1020emain Nouveau, writing to Jean Richepin from London in March 1874 

intereningly' pioks on the same aspect of the :&lglish landscape for 

oODlDentl 

I.e second eoir, noUB noua somme. agar's en passant 

1& Tamise, pour avoir voulu seulament pasBer par un 

autre pont; n'c finisBct pas, les ponts, et oombien 

plus haute de parapets qu' awe borda fleuriB de 1a 

Seine, je me f&is Pettet d'un moma ioi, moi pas 

grand l&-baa. (Nouveau, O.C., p.817) 

Vitalie Rimbaud also writes signifioantly to her sister on the subject 

during & trip to London in July 1874. See Rimbaud, O.C., p.285. 

1°3van Bever, Vol. 1, p.43, 

104 A goguenot or a gogueneau is a familiar term for a chamber pot. 
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'Streets II' of the suggestively entitled 'Aquarelles' seotion of Romanoes 

sans paroles betr~s in its English title its plaoe of composition and 

reveals Verlaine's interest in death and water imagery displ~ed in poetio 

form: 

o la ri vi~re dans la rue 1 

Fantast iquement apparue 

Derriere un mur haut de oinq pieds, 

Elle rou1e sans un murmu.re 

Son onde opaque et pourtant pure, 

Par 1es faubourgs pacifies. 

La ~ssee est trea large, en sorte 

~e I' eau jaune comme une morte 
, 

nevale ample et sans nu1s espoirs 

" De rien ref1eter que 1a brume, 

Mime alors que 1 'aurore all'ume 

Les cottages jaunes et noira.105 

Despite Ver1aine's referance to a 'riviere', it is unlikely that he is 

describing the Thames in this poem. The startled opening lines with their 

exclamatory tone and forged adverbs ('fantastiquement') suggest the sight 

Verlaine ia witnessing is new to him and qIlite unexpeoted even in an alien 

city environment. That Verlaine was inspired by Regent's Canal as V.P. 

Underwood claims in his book Verlaine at l'!ngleterre is a distinct 

possibility.106 This view is supported by concrete, physioal details, 

'Derriere un mur haut de oinq piedB' and 'Elle roule [ ••• J /Par les 

faubourgs pacifies', as well as by the term 'ohanss'e' in st anza II, 

which suggests a transport wateI'1faJ' rather than a natural geographioal 

feature. Verlaine's initial reaction of astonishment at the sudden 

appearance of water unheralded by noise ('sans un lIlUl'DIIlre'), or vege­

tation as a river lIight have bean, tums at the end of stanza I to absorp­

tion with the canal itself and its privileged position as a man-made 

edifioe wholly integrated into the urban scane. Lines 3-6 where the water­

wq's total assimilation into the landsoape emerges, reveals a distinct 

similarity between this poem and 'Auteuil' where the railw"," viaduct 

emerges as a praiseworthy element in the urban scene or 'Mal ines' where 

silent railWlq oarriages passing through the rural scene have a parallel 

fascinating effect on the poet: 

1~ I 06 Verlaine, O.C. poetiguea, pp.2 -7. 

106v.p. Underwood, Verlaine et l'Angleterre (Paris,Nizet, 1956), p.104. 
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Elle roule sans un mu.rmu.re 

(e ee] 
" Par les faubourgs pacifies. 

('Streets II') 

Les wagons filent en silence 

Parmi oes sites apaises. 

~alines') 

Where the train in 'Malines' merely crosses a landsoape without disturbing 

ita animal life ('Dormez les vaches. Reposez/Doux taure&ux de la plaine'), 

the stealthily flowing 'rivi~re dans la rue' in 'Streets II' has a 

dangerously numbing effect on the surroundings of the 'faubourgs pacifies'. 

The potential threat posed by the water's soporifio nature and hinted 

at in its appearance, 'son onde opaque', is heightened in stanza II 

of the po_ where suggestions of death proliferate. Where previously the 

water, if opaque, was 'pourtant pure' now it is 'jaune oOlllDe une morte' e 

Where before it vas oontained and ohannelled between walls now it appears 

'tr~s large' 8V8I1 'ample' .. it unfolds impassively and flood-like between 

the houses suffocating all hope of resistanoe between itself and a hanging 

fog. 

From the evidenoe of this later .erie. of poems in prose and verse 

set in an urban 'nulle part', in Pari. or in London alike, death in the 

oity earp. &8 a stark reality for Verlaine. When oombined with the water 

motif it stands u one of the major theme. of his urban works e While 

being pre.ent u a faot in real, familiar aspects of the oity landscape 

forming points de depart for the poet's imagination: cemeteries, fUneral 

processions, rivera and the 11ke, death also oasts a b ewi tehing web over 

Verlaine and frequently _brace. him as a participant in the macabre events 

to which he is a witness. Thus it illustrates the important emotional 

and imaginative liDkll between the real world and the poet. Henoe in 

'Jewc d'entants', 'Corbillard au gal.op' and 'Par la crois6e' where Verlaine 

is confronted with death on his innocent wanderinga in Paris, his poems 

move from a straiptforvard evooation of the aoene around him to highly 

personalised, reflective conolu.ions on his 0181 or the human condition in 

gmeral. On other oooasions one can sense a mo."..ent in the opposite 

direction occurring and a subjective st1mu.lus to inspiration heavily 

colouring Verlaine'. appreciation and perception of extemal reality 

cm.ing hill to Dotioe only its more macabre and squalid aspects as in 

'La bra.it des oabarets' it had permitted him to dismiss the noiae and 
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chaos cf the city around him. While broadly symptomatic of a penchant 

tovarda the macabre (possibly inherited from Baudelaire) and cf a general 

peasimism towards the oity evident in his earliest evocaticn of Paris as 

a rapacious and IllUrdering courteaan in 'Noctume parisien', Verlaine's 

reliance on .ordid and macabre events in the city alao reflected specifically, 

u .. have ~ked. with other works, his mental state at the time of writing. 

'!'hia i. the oue in 'Kaleidoacope' where aordid details and unattractive 

human oharacters underline and provide a visible extension of Verlaine's 

diaillu.ionment with hiB dream cf a f\1ture 'ville magique'. As regards 

London, Verlaine'. pessimism was tied speoifically to the f'igu.re of Arthur 

Rillbaud with whOIl he 11ftd. intermittently in the :&lgli8h oapital during 

1872 and 1873 and whoae unpredictable behaviour contributed to Verlaine's 

ultillate di8taohaDtmmt with lite in this particular city. Verlaine's dis­

illu.iCllUltat i. beat conV8Y'ed in the 1Dnovatory 'Sonnet boiteux' of 1873 

with ita eoomtrio, limping thirtem-e;yllable lin.a and unrhymed tercetsl 107 

!hI vraiment c'eat triate, ahl vraiment 9& finit trop mal. 
A, t ' 11 D' est pu pemi. d' itre & ce poin infortune. 

Ahl vraillent o' •• t trop la mort du naIf animal 

Qlli voit tou.t son sang couler .ou. son regard fane. 

Londre. tum. at crie. 0 quelle ville de la BibleS 

La saz flambe at nage et 1 •• enaeisnea sant vermeilles. 

Et 1 •• IlAisona dan. leur ratatin_ent t.rrible 

!pouvanttllt comae un 88nat de petites vieill.a. 

Tout l'af't~ pu.' saute, piaule, miaul. et glapit 

Dana Ie brouillard rose at jaune et 8ale deB sohos 

Aveo de. ind.ed.a et de8 all rie;ht. et de. haCs. 

Bon vraimmt o'est trop un martyr aans esperanoe, 

Bon vraiment o.la finit trop mal, vraiment c'est triste 
. 108 

o 1. f'~ an oi.l sur oette ville de la Biblel 

107m view of Baudelaire'. statement that 'la tr8quentation des villeaenormes' 

sugge.ted to him 'un. proa. po~iqu., IDUsioal., Bana rhythme et sans rime, 

u •••• ouple et .... z hert'e pour a'adapter aux mouvements lyriques de 
l'am., aux ondulationB de la reverie, 8U% soubressuts de la conscience', it 
ia .ignifi08Zlt that one of Verlaine's major breaks with traditional form 

and veraifioation eould have cexae in a city poem. 
108 , 

VerlaiDe, 0.0. poetigues, pp.323-4. 
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Written in memory of the fragmentation of his relationship with Rimbaud 

thi8 poem reveals, in its teohnique of inoantation; 'Abl vraiment' (line 1), 

'Abl vraiment' (line 4), 'Non vraiment' (line 12) and 'Non vraiment' (line 

13), an individual tortured by self-pity. The use of these inoantatory 

w,yllable8 as a poetio frame for the sonnet and their hypnotic repetition 

also shows the poet focused on his own emotional plight to the detriment 

of the enemal world around him. When the oity world does intrude in 

stanzas II and III (briefly broadening the poem's relevanoe to inolude 

all suffering individuals in an urban environment) Verlaine's view of 

it is so inf1uenoed by his personal despair that only negat i ve and un­

attractive elements appear olearly. Urban decor oonsists of broken-down 

houses, luminous inn signs and eerie gaslight _ This latter, unlike Coppae' s 

attractive gaslight which emanates warmth and friendliness, merely oasts 

a mysterious and l~~id glow over human activity_ Its presenoe also reoalls 

unpleasant memories of the past further debased by the animalistio allusions 

and sense of frenzied activity conveyed by the enumeration of line 9. 

While providing a s,ymbolio exteriorisation of Ver1aine's confUsed mental 

state, one oan al80 sense a bittemeS8 in Verlaine's attitude to the urban 

scene as also a real phenomenon partly responsible for his despondency. 

Like Charles CroB in 'Saint S6bastien', Verlaine UBes Biblioal imagery 

to reinforoe the link between the oity and his own spiritual death. In 

the hallucinatory image of lines 3-4 he desoribes himself as a sacrifioial 

lamb witnessing his own death 'la mort du natf animal/Qui voit tout son 

sang cculer sous son regard fane'" In line 12 he is a' 'martyr sans esperanoe' 

the victim of a corrupt metropolis. In this latter image Verlaine equates 

London with a 'ville de 1a Bible', most probably Babylon or Sodom, as it 

mirrors his wretchecbless in its phy8ical sordidness. Verlaine's calling 

on Divine intervention in the poem's final line thus heralds a dual 

attempt to eliminate or purifY by means of celestial fire both the implioit 

ref1eotions of and oonstant material reminder of his own mental state. 

The openly condemnatory approaoh towards the city expressed in 'Sonnet 

boiteux' whereby the sinful nature of urban life is exposed and acoentuated 

by Verlaine's biased peroeption of events was applied to Paris in 1877 

in a poem from Sagesse beginning 'La 'krande ville"". This poem probably 

represents the olimax of Verlaine's fasoination with, yet pessimism 

towards the oity to whioh the early oriticism of 'Nocturne parisien' and 

the constant emphasis on death, especially in the prose writings, had 

bean 1eadingl 
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La "grande ville" 1 Un tas oriard de pierres blanohes 

oil rage Ie soleil oomme en P83'"S oonquis. 

Tous les vioes ont leurs tanieres, les exquis 

Et les hideux, dans oe desert de pierres blanohes. 

Des odeu.n. Des bruits vains. OU que va.gu.e le ooeur, 

Toujours oe poudroiement vertigineux de sable, 

Toujours oe remu.emmt de 1a ohose ooupable, 

Dana oette solitude aU s ,eooeu.re Ie ooeurl 

De PNS, de loin, le Sage aura sa Thebalde 

Parmi Ie fade ennui qui monte de oeoi, 

D'autant plus apre et plus sanotifiante auasi 

Que deux parts de son 8me y pleurent, dans oe vide1 109 

Verlaine beginS his poem with a caustioal~ ironio oele~ration of Paris 

supposedly a "grande ville", but now reduoed in his mind to a 'tas' or 

'd'sert de pierres blanches' stripped of historioal landmarks and artistic 

heritage and devoid of cultural or literary importanoe. Once darkly 

~aterioUB and appealing to the poet's imagination here the oity with its 

brilliant illuminations from which there is no esoape ('ou rage Ie soleil') 

offmda even Verlaine's sen.e •• It is also deeply offensive from a moral 

point of view as it provides a breeding ground for sin ('tous les vioes', 

line 3 and ' ce remuement de la ohose ooupab1e', line 1) living reptile­

like in the orevices of the dried-up urban landscape. Where in other 

poems water was used to represent the city's destruotive potential, here 

its spiritual threat to mankind is oonveyed by the very absenoe of that 

element. Paris is reduoed to a 'desert' a 'poudroi8JDmt vertigineu.x de 

sable' (line 6), a 'solitude' (line 8) and a 'vide' (line 12). The city 

bakes in a dry heat evaporating positive human emotion (line 5) and 

rendering normal oOlllll11D.ication between individuals impossible. This sterility 

and de.iccation of Paris finally alienate the poet from an environment 

w.hiOh had previously impressed him by its vitality and kaleidoscopic 

vU'iety yet whioh now emanates no more than a 'fade ennui'. 

Though the criticin of 'La "grande ville"I' must be viewed in the 

light of Verlaine's emotional oonversion to Catholicism suffered in Mons 

prison in 1874 whioh undoubtedly contributes to the poem's religious tone, 

it nevertheless stands as a sincere and probab~ his most bitingly critical 

acoount of urban life oarried out for its own sake. Compared to the diluted 

109Verlaine, O.C. poetigues, p.286 
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criticism of other S!S!sse poems which reveal Verlaine pandering to the 

dictates of traditional terminology and poetic devices in his treatment 

of the city theme, its tone is vehement and ironical. This clearly under­

mines Verlaine's wide reputation, based on evaluations of Fetes galantes 

and other early pieces, as primarily a creator of e:soapist poetry made 

o! 'lIeto!!e mhe du sange' wherein the immediate environment of the 

nineteenth-oentury world WaB of little relevance. It also refutes Jacques 

Robichez's opinion that Verlaine used Paris as a poetio subject only 

inoidentally and 'sana jamaia ( ••• ] s'y vraiment interesser.,110 A.E. 

CU"tem claim that when Verlaine looked at Paria 'he saw little beyond 

surface detail,111 ia alao oalled into question as are unfair comments on 

other oity poems such as Diana Fe~cCormick's dismissive description 

of the olearly urban 'Kaleidoscope', as a poem where 'rien n 'est dit' 

and of whioh 'il n'existe nulle explioation,.112 

One of the chief difficultie8 in aBsesaing Verlaine's attitude towards 

the oity and ultimate~ in judging his oontribution as a city poet arises 

from his apparent reluctanoe to cOlllllit himself fully to the urban theme. 

Despite the promising article on Baudelaire in the mid-1860s, which shows 

Verlaine aware of the poetio potential of his environment and the high~ 

entertaining letters to Lepelletier from London in the early 18708113 

where he ia olearly receptive on a personal level to the anomalies of 

oity life, the city doea not tully oocupy his poetic imagination. 

Intensifying thia problem is the poet's interest:il broad, general themes 

auoh as that of death in the city on one hand, yet fascination with minute 

110R b"oh i o 1 ez, p.xu • 

111 A•E• Carter, Paul Verlaine (_ew York, Twayne, 1971), p.27. 

112Diana Fe~cCormick, 'Y-a-t-il un impress~~isme litteraire, le cas 

Verlaine', llineteenth-Gentury Frenoh Studies 2 (1974), 142-53 (p.152). 

113See Van Bever, Vol. 1, especial~ pages 43-98. 
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detail and personal favourites of urban deoor suoh as the railw8\Y' on the 

other. Verlaine's influential personal life and his susoeptibility to strong 

emotions while writing also Jia;yed a signifioant role in his ur.ban works 

sinoe when emerging in his verse and prose they tend to suggest ambiguity 

and lack of oonsistenoy in the poet's attitude towards the oity. This 

oharacteristic vacillation between the external, visible soene and 

Verlaine's personal ref1eotions on it in his poetry was a1reaQy apparent 

in one of Verlaine's earliest oity oompositions, 'Croquis parisien' which 

manifests a pendulum swing towards and aw8\Y' from present reality. It 

remained a persistent trait both within individual poems and from oollection 

to oollection in Verlaine's works. In poems such as 'Charleroi' and 

'Auteuil' it manifests itself as a departure from or progression beyond 

the external soene by means of Verlaine's imagination. In other poems 

BIloh as 'Kal(hdosoope' and 'QIlelques-uns de mes r~es', where Verlaine 

refuses to distract by realist desoription of an aotual metropolis, it 

is apparent in his oomplete evooation of an urban 'P8\Y'S des reves' or 

'ville magi que , , highly personal yet still impregnated with identifiable 

elements from a real world. The link between Verlaine's psychological 

realm and his external oity surroundings reaches its climax in his poems 

of death in the oity whioh are frequently intensified by his use of the 

water motif. These poems represent a highly personal oontribution to the 

wider urban theme. In these poems, death is present as a real phenomenon 

likely to be enoountered in nineteenth-cantury Paris but also as a 

s,ymbo1io extension and exteriorization of Verlaine's personal fears of 

mortality. 

Through the evidenoe of these poems it oan be shown that the city 

represents not only a powerful subjeot of interest for Verlaine as a 

man but also a oonsistent source of inspiration for him as a poet. Though 

one oannot reserve for him the position of a city poet with the same 

exclusive standing as Baudelaire since his urban works (with the possible 

exception of 'Charleroi' and 'Kaleidosoope') do not plumb the full depths 

of his poetio talent, the oity must still ranain an important aspect of 

Ver1aine'lliterary output whioh oannot be ignored. As a theme it is si~ 

nifioant in Verlaine's first published pieoe 'Monsieur Prudhomme' which 

evokes a poJlpous bourgeois offioia1 and also in the Coppesque 'Sites 

urbaina' written during his dotage.114 It is however particularly apparent 

114See Verlaine. O.C. poetiqqes, p.1034. 
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in Verlaine's most active literary years from the mid-186os to the mid-188os 

and might be best viewed as a persistent thread giving continuity to a period 

of life anything but stable. The city passes through collect ions as vastly 

different as La Bonne chanson and Sagesse and is particularly effective 

in welding topther contemporary prose and verse compositions throwing the 

former, which have largely been ignored or dismissed by ori tics to date, 

into relief .115 In the work of a poet whose best known pieoes tend to 

vagueness and musioali ty the appearanoe of oi ty poems ooncerned with a 

material world provides a refreshing change and by reinforoing the link 

with his contemporaries, emphasises the hold of Paris (and other big cities) 

upon the sensibilities of men of letters in general and poets:il particular 

in the years following Baudelaire's death. 

115 A.E. Carter in Verlaine, a study in Parallels, underestimates the value 

of Verlaine's prose poems by refusing to consider th_ as independent 

works but rather as attempts to rival Baudelaire's prose poems which 

fall lamentably short of their mark. The oonolusion reached after 

reading three of the most uncharacteristic pieoes from Me-moires d 'un 

:£!!!!: 'Bons bourgeois', 'A la Memoire de mon ami' and 'Du Pamasse 

oontemporain', is that Verlaine had 'no idea how to handle prose' 

(p.211). Signifioantly however,it was in oonnection with Memoires 

d'un veaf, in a letter of 1882 to Lepelletier, that Verlaine 

registers himself specifically as an urban writer. He olaims 

his prose collection possesses 'quelque chose de parisien'. (Van 

Bever, Vol. I, p.183). 
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CHAPl'ER 4 

GERMAIN NOUVEAUz PARISIANISM AND LA PARISIENNE 

Germain Nouveau has suffered perhaps more than any other poet through 

having lived and worked in the .hadow of two out~arcily more colourful 

and illustrious fe11ows, namely Verlaine and Rimbaud. Consequently 

studies of this poet have often been undertaken primarily in the light 

of Nouveau's contemporaneity with, similarity to,or difference from these 

and other men of letters. This tendency to group Nouveau with his 

contemporaries was first initiated by the persuasive arguments of Andre 

Breton in the 1920.
1 

and, perpetuated by the anecdotal reminiscences of 
2 

Emest Delah~e , has persisted almost una.bated until the present d~ 

in article. where the poet is concerned. Characteristic of the genre are 

1 Andr4 Breton, 'Rimbaud, Verlaine, Germain Nouveau d' apr~B des documents 

in8d1ts', Le. Nouvelle. littera.ire., 23 August 1924. 

~e.t Delah81e, 'Deux Po~tes, Verlaine et Germain Nouveau~ Le Figaro, 
9 Jun. 1923. 
Ernest Dela.h81e, Souvenire familiers ~ propos de Rimbaud, Verlaine, Germain 
Nouveau, (Pari., Mes.eiD, 1925). 
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Jean Riohepin's 'Germain Nouveau et Rimbaud' (192743 Jaoques Patin's 'Germain 

Nouveau et Paul Verlaine' (1931), 4 Louis Aragon's 'De Baudelaire, Nouveau 

ou Rimbaud, qui eat Ie plus grand poet e?' (1948) 5 and J aoques Brenner's 

'Le Cantanaire de Germain Nouveau, oompagnon de Rimbaud et de Verlaine' 

(1951).
6 

Georges Emmanuel Clanoier has similarly referred. to Rimbaud, 

Verlaine and Bouveau as a 'trinit" or 'systeme planetaire poetique' 

in 811 article published. in 1953.7 Jcseph Paoli in 1967 talked. of the three 

forming a 'triade exceptionalle dans la poesie franyaise',8 while finally, 

the Italian oritic, Georgio Sozzi, has insisted. on a 'correspondance' or 

'liaison' linking the three poets.9 Though the drawing of parallels between 

tellow poets is a justifiable practice in that it often helps to clarify 

obscure contemporary alluaiona and can help to reveal the tendencies or 

spirit of an age b7 pointing to 8imilar undercurrents in the works of other­

wise vastly differing personalities, it is nevertheless a practioe to be 

exeroised. with oaution. Firstly, the teclmique of lateral critioism oan 

nmtually draw attention a~ from the minor to the major poet in a 

oOllparieon and the former suffers as a reBU.l t through his work not being 

accorded the detailed interest it also deserves. Secondly, and more serious-

17, exce •• ive oross-referenoe can contaminate the interpretation of individual 

po.s by guiding the reader's attention in a predetermined direction which 

IIa.T oontradict the author's original intention. A case in point in connection 

3Jean Richepin, 'Germain Nouveau et Rimbaud', Revue de France, 1ere annee, 

1, (1927), pp.119-143. 

4Jaoques Patin, 'Germain Nouveau et Paul Verlaine', Le Figaro, 31 January 

1931, pp.5-6. 
5Louis Aragon, 'De Baudelaire, Nouveau ou Rimbaud, qui est 1e plus grand 

poete?" Le. LettN. Francrais •• , 7 Octcber 1948. 

6 Jacque. Brenner, 'Le ClIltenaire de Germain lfouveau, cOllpagnon de Rimbaud 

et d. Verlaine', A£1!, 26 October 1951, p.8. 

7 George. 1hIanuel Clancier, 'Germain Nouveau poete de l'innooenoe et de 

1 '.our', Art., 28 August 1953, p.5. 

8Jo.eph Paoli, 'Le po_te Germain Nouveau' in Lea Amia des villages varois, 

(Toulon, April 1967). 

9Giorgto SolSi, 'Ge1'll&in Nouveau poete oublie' , Connata.ance deB Hommes, 

39 (1971) pp.1O-12. 
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with Nouveau i8 probably the poet's most successful verse poem, 'Mendiants t 

(of early 1815), which describes a love experience between Nouveau and an 
10 

um'lamed second person. Though clearly female because of physical charac-

teristics alluded. to in the text, ('ton seid, line 1, 'ton attifement de 

boucles et de g&Zlses', line 21) the 'toi t of the poem has been repeatedly 

equated with Rimbaud. Maurice Saillet for exampl~ statetcategorically that 

the portrait of this other person, though a 'martyre' and an 'innocente', 

'ne peut etre que celui de Rimbaud' .11 Giorgio Sozzi agrees, similarly 

skating over contradictions in the text, to conclude that 'il Vieux Bebe, 

n~n puo essere altri che il grande e terrible amico Rimbaud,.12 A second 

Italian critio Ouido Saba similarly desoribes 'Mendiants t erroneously, as 

'la 1irioa confessione della meravigliosa e terrible avventura vissuta con 

Rimbaud' .13 As will be shown by a detailed study of the poem in question, 

'M8'ldiants', as a love poem, is rather characterist ic of Nouveau's Parisian 

verae and is strictly revealing of his attitude to the female sex in 

gfIleral. 

As regards the city theme, the praotice of expansive comparisons 

between Nouveau and his contemporary poets has tended to divert attention 

awq from suoh particular motifs &e that of Paris, as well as to present a 

biased picture of the poet himself. One of the most exhaustive works on 

Nouveau in reoent years is F.R. Smith's The Life and Works of Germain 

Nouveau 14 and as a aemi-biographical study it is liberally seasoned with 

lengtb;y referenoes to Nouveau's literary companions and acquaintances. The 

section entitled 'The Important Years', for example, contains primarily 

chapters on Nouveau's friendships with Malla:rme, Rimbaud and Verlaine and h1$ 

poetic debts to the latter two. Dr Smith's persistent reference to literary 

08ll10sis and constant cross-reference (most often to Nouveau's detriment), 

thcugh admittedly necessary to a study of Nouveau's life and works, is never­

theless direotly responsible for the prejudicial aBsessment of Nouveau 

as a 'a1nor poet' expressed in the final chapter of his thesis: 

10 8 See Nouveau, O.C., p.3 O. 

11Manrioe Satllet, 'Sur Germain Nouveau', Les Lettres nouvelles 8 (1953) 

1025-27 (p.1027). 

12GiogiO Sozzi, Germain Nouveau (Urbino, Argalla, 1969), p.54. 

13GuidO Saba, 'La Poesia di Germain Nouveau t in nejewlers de lune 

(Bologna, Cappelli, 1961), p.243. 

14F•R• Smith, 'The Life and Worka of Germain Nouveau', (PhD thesiS, 

University of Oxford, 1965). 
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Nouveau's work could all be classed under 

heads which emphasise his unoriginality: 

poems produced. as a friend of Rimbaud, 

poems produced as a friend of Verlaine, 

poems produced as a friend of his less 

distinguished oontemporaries: Richepin, 

Cros, Ponchon, Nina de Villard.15 

As Nouveau '. individuality is finally sacrificed in this damning statement 

so the Parisian element in his writing is disoounted by Dr Smith's dismal 

list of twenty-one poems ohosen as being least likely to offend the un­

informed reader. Though the validity of suoh a list is in itself question­

able, more significant is the fact that those poems m8lntioned as Nouveau's 

more IlUcoessfUl oompositions inolude only one of his serious city pieces 

i.e. 'Jlendiants'. This omission is due to a doub-Ie error on Dr Smith's 

part. Firstly, he nows an evident preference for works influenced by 

Verlaine. Secondly, he reveals an over reliance on poetry in verse. This 

latter point is espeoially important in view of the considerably higher 

proportion of Nouveau's city pieces belonging to the realm of prose: the 

Notes parisiennes and Petits table~ parisiens for example. 

More important than the general argumant as to whether Nouveau 

is best studied in depth individually or merely as a star in some famous 

poetic oonstellation however, is the real personality at the centre of this 

controversy. Nouveau was a fascinating and puzzling individual responsible 

in part for the multitude of contradictory legends surrounding him, an 

enigmatio oharacter difficult to categorise under traditional headings. 

In the words of a contemporary witne •• he po.seBBed a basically unprediotable 

personality, & 'humeur ind'finissable pasBant en un olin d'oeil de la 
16 

brwne au solen et du beau tempB au verglaa' and 'IliB elusive nature has 

been a oonstant IlUbject of interest in critic al circles. For A. Meterie, 

Nouveau ia a 'poete m.rsterieux',1 7 for R~ond n.un~ a 'poete cache,18 for 

15Smith, p.339. 

16Froll a letter of Emeat Delah~e to Panl Verlaine in Deoember 1881. Quoted 

by J. JI. Carr' in Autour de Verlaine et de Rimbaud (Paris, Universite'de 

Paria, Sooiete des Amis de la Bibliotheque litteraire Jacques Douoet, 1949), 

p.20. 

17 J.. Xeterie, 'Un po\te m.raterieux: Au Tombeau de Germain Nouveau t, Revue 

hebdo.adaire 15 AuguBt 1925, pp.295-310. 

18RB1DlOnd Dwlq, 'Gel'll&in Nouveau poete oach' dans Ie Boleil', La Gazette des 
lettreB 1e ann'e No 14 (15 November 1954), pp.67-70. 
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Paul-Albert Glastre 'un poltte meconnu ,.1 9 His changeability is expressed by 

Howard Sutton in an article outlining contrasting stages in Nouveau's career, 

those of 'poet, vagabond and saint,.20 Elsewhere,as in the studies of J.H. 

Borneeque, A. Messaien, and G.E. Clancier,the poet's ambivalence is demon­

strated by a stuQy of contradictory notions discernible in the poet's life 

and works: damnation and salvation, servility and greatness, innocence and 

experience. 21 Most significant for our study however is the oonnection between 

Nouveau's ohangeable personality and instability and the parallel changing 

oity personalities and environments with which he oame into oontact in his 

everyday life and travels. The possibility that his own erratic personality 

made him more receptive to the infinite variety and contrasts of Parisian 

life must not be overlooked. The complexity of Nouveau's reaotions to urban 

life and its characters in poetry will emerge naturally from investigation. 

22 Unlike Coppee, the 'parisien pur sang', or even Cros and Verlaine who 

moved to the capital in early life, Nouveau' 8 childhood and late adolescence 

was dictated by family and personal circumstances. Born in Pourrieres (Var) 

in 1851 Nouveau moved almost immediately to Paris where his father established 

a small business for the manufacture of nougat. From the evidence of brief 

but nostalgio reminiscences in the poetry,these earliest years spent in the 

oity in the security of a caring family ranked among the happiest of Nouveau's 

life. Speaking of the Avenue de I 'Observatoire in 1882, by then merely a 

pale reflection of what it had been in the 'epoque glorieuse', Nouveau is 

tempted to recapture the area as he knew it as a child: 

19Paul-Albert Glastre, 'D'couverte d'un poete meconnu: Germain Nouveau~ ~ 
Nouvelles I itteraires, 31 December 1970, pp.6-7. 

2~oWard Sutton, 'Germain Nouveau: Poet, Vagabond and Saint', French Review, 

Vol XXXIII, No 4, (Februar,y 1960), pp.325-333. 

21See J.H. Bomecque, 'Un po'ete .audit sauve', Gemain Nouveau', Le Monde, 

28-29 October 1951, p.5. 

A. Messaian, 'Servitude et Grandeur de Germain Nouveau', Le Go.land, 

(April-June 1955). 

Clancier, op.cit. 

22Souvanira d'un Parisien, p.258. 
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Autrefois dans mon enfance, c'8tait 

un luxe inoul. de phenomenes, 

d'acrobates, de bateleurs, de 

charlatans, de montreurs de rats, de 

montreurs de riens. 23 

Similarly in 'Notes d 'un reservist at (a prose tale in diary form published 

in 1878) he speaks with regret of the Place des Vosges, which he presumably 

assooiated with aappy memories of childhood, as a 'pur bijou reste intact, 

heu.reusement oublii au ooeu.r du Paris modenltf4 Though evocative, as in 

these two examples, nostalgic comment on the city of his youth is oompara­

tively rare in Nouveau (as opposed to Coppae for example). Temperamental 

differences aside, in a practical sense Nouveau had only a few vaguely 

remembered scenes and incidents to refer to while the latter poet, because 

of his uniquely Parisian upbringing, had. a whole childhood of experience. 

The second stage of Nouveau"ryouth was spent awa.Y from Paris in the 

South of France at Aix where his family re-established it self in 1859. The 
~o 111Ill. t~r-4Z 

poet was not to return to Paris A· for twelve years, then alone and 

in dramatically different personal oircumstances. The period extending from 

1859 to 1872 was a chaotio experience for Nouveau. It began with his mother's 

death from consumption followed by his father's remarriage and subsequent 

death with the poet's seven-year-old sister in the smallpox epidemic of 

1864. In this emotional trauma the city of early childhood was forgotten 

and the comforting permanence of the natural world in the form of Pourrieres 

asserted itself in the poet's imagination. The influential nature of the 

countryside at this stage should not be underestimated as it clearly answered 

the poet's profound need for security in a personal crisis. The emotional and 

sentimental links established between Nouveau and the rural world at this 

stage ensured that he never completely broke the ties with this environment, 

seeking its refuge in times of depression and uncertainty throughout his 

life. It alBO meant that the opposition between city and country or provincial 

and their respective values formed a significant and regular feature of his 

poetry. Although he associated the capital with happy memories of early child­

hood, the countryside and provinces, having provided a welcome solace after 

the double bereavement, were therefore also guaranteed a special place 

23rrom 'Avenue de 1 'Observatoire' (Petits tableaux parisians) Nouveau, 

.2.,&., p.459. 
2~ouveau. O.C., p.448. 

.. 
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in Nouveau's heart and imagination. Finally, the third phase of Nouveau's 

early life (beginning with his crucial and solitary move baok to Paris in 

1872)re-focused his attention on the city. Coinciding as it did with the 

blossoming of his own literary talent this ensured that Nouveau's interest 

in his urban environment was extended to its poetic potential, It paved 

the wrq for the city theme gaining comparative prominence in his works 

in later years. 

In less than a generation during 1853-70 as a reault of Hau.ssmann's 

redevelopment of the capital, in an architectural and geographical 8ense 

the visual aspect of Paris was drastically changed. It was thus less as a 

prodigal son than in the guise of a provinCial intruder that Nouveau 

returned to the altered setting of his early childhood in 1872. An ironic 

renection on his situation in the lIUJIIIler of that year is offered in the 

BiDin rtfaliste beginning tCheminant Rue a.ux Ours' where Nouveau paints a 

colourfUl and cOllic picture of an awkward 'jeane homme arrivant de province' 

colllPlete with flower-embroidered. waistooat, well-damed ootton socks and 

4ialeot worda fresh on his liPs.25 A more serious poeticisation of the 

feelings of isolation and loneliness no doubt oooasioned by suoh a change 

in lifestyle is provided by 'Le llanoeu.vrier' of 1818, one of Nouveau's rare 
26 pieoes of aocial. critioiam. Though concerned with the plight of a 

provincial labourer come tc Paris to s .. k his fortune, obvious 

Q1Dpat~ with the young created character, bewildered. in his first contact 

with the metropoliS, ('Le kal'idoacope parisien [qui] toume comma dans 

une ivresse') wggests that Nouveau was drawing in part on his cwn memories 

for thia composition. The spectacle greeting the eyes of the 'manoeuvrier' 

waking on one of his first mornings in Paris ia certainly one which must 

have welcomed JIUIlq young men seeking _ploymant in the capital or with 

1iterar,y pret.ntiona ae they looked out onto the oity from their inexpensive 

attic accommodation, 

i1 ouvre 1a lucame: 1es toits de Paris, 

une merr Ie. chemin'es, des mlt St les 

'glieea, les cloches, 1es oiseaux,l'horizon 

de vapeur.27 

25Bouveau, O.C., p.421. See also Appendix I. 
2~ouveau, O.C., pp.444-7. 

27Thi• aerial picture of Paris presented. in 'Le Manoeuvrier' bears a distinct 
Similarity to the opening lines of Baudelaire's tP8\Ysage' from the 'Tableaux 
parisians' sectioo of Les Fleurs du Mal where this poet observes the city 
from the vantage point of his own attic window: 
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The potential for succeSIr suggested. by the multiple upward pOinting aspeots 

of the panorama forms a contrast with the confusion and apprehension 

experienced by the character and serves only to acoentuate further his 

feelings of loneliness. 

In contrast to the oity'. propensity as a vast and changed environment 

for oreating feelings of in.ecurity as shown in this poem, was Paris' 

equal oapacity as a rich, artistic milieu for the nurturing of a young 

poet'. embryonic talent. This talent in Nouveau's oase awaited. only the 

enoouragement of fellow aspirants to manifest itself. Enoouragement oame 

for Nouveau. in the first instanoe from Jean Riohepin, an ebullient and 

well-known figure of the Parisian bohemia, who quiokly introduoed the 

provinoial intruder into a wide oircle of prominent and rising literary 

and artistio figurelu Mendt\s, Verlaine, Rimbaud, Forain the painter, 

Charles Cros and his brother Antoine inoluded. Though Nouveau's initial 

launohing onto the Parisian literary scene was effected with startling 

rapidity through the publioation of 'Sonnet d'eta' in La Renaissance 

litt'raire et artistigue of 30 Noveaber 1872 shortly after the poet's 

arrival in the oity, this debut was only a partial BUooess.28 
As Jean 

Rioh.pin reports (revealing a first manifestation of the lack of self­

oonfidenoe which was to beset Nouveau throughout his life), the poet 

failed to exploit the oonnotations of his own name (fast beooming the 

envy of fellow poets beoause of its oonnotations of novelty and germination) 

and signed his sonnet with a pseudonym: 

Donc Nouveau, au lieu de signer ses vere 

de son nom si coquet, si pimpant, qui 

etait deja, a lui seul, oomme une promesse 

de celebrite et de gloire, n'avait-il pas 

imagine de prendre un pseudonyme 1 Et 

Le. deux mains au menton, du haut de ma mansarde, 

Je verrai l' atelier qui chan~ et qui bavarde, 

Les t~aux, Ie. oloohers, oes m'ts de la oite, 

It les grands oiels qui font rever d'etemite. 

28'Sonnet d'4t4' is not a city poem but is rather reminisoent in its 

vocabulary ('boudoir', 'mandolina', 'une blonde fr'ile' and 80 on) 

of the early love poems of Intimites. 
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quell P. Neouviellel C'etait a Ie battre a 
couplde poing ou a coups de canne. 

J'8tais furieux, il y avait mati4\re. Et je 

lui fis comprendre a quoi il s'exposait 

s'i1 ne se nommait pas par son nom, 
' ''' 29 qui etait a faire envie. 

By early 1873 Nouveau's initial feelings of inadequacy in relation to 

Parisian life appear to have somewhat abated as the poet, in the wake of 

his contemporaries, began to exploit the inspirational potential of the 

urban world around him. Apart from 'Un Peu de musique' , 30 which like 

'Sonnet d'ete' makes extensive use of derivative vocabulary (mostly 

words characteristio of Fates galantes and reminiscent of 'C'est 1 'enase 

langoureu;.e' ) ,31 all Nouveau's verse compositions publ ished in the first 

su months of that year were connected to a greater or lesser degree with 

the city theme. 'Fin d'Automne' (L'Artiste, 1 Kq 1873) oombines a geo­

graphical setting of the Jardin du Luxembourg with a temporal setting of 

29Nouveau, O.C., p.ll1l. Despite the forceful advice of his friend, 

Nouveau never abandoned the use of pseudonyms and never felt confident 

enough to stand as the clear author of all his works, a fact surely 

indioative of a certain temperament which gains a sense of security 

from hiding behind an assumed name,. character or ideology. In the field 

of poetry Nouveau's pseudonyms were particularly frequent ranging from 

the inoongruous Duc de la Mesopotamie to Humilis, the attributed author 

of La Doctrine de l'amour Nouveau's volume of religious verse. A study 

of Nouveau's reoorded correspondence &aso reveals an astonishing 

oollection of false names used in his daily life including the Comte 

de N., Imbert lAlpuis, Bemard Marie and most frequently after 1904, 

La Guerri~re. This final pseudonym (being the female equivalent of 
• 

his grandfather's niokname 'Ie guerrier') like Neovie11e, signifioantly 

shows Nouveau asBWlling what are in fact feminised pseudonyms. 

30 ,Un Peu de musique' was first published in La Renaissanoe litteraire 

et artistique, 24 M"" 1873. 

31 Although belonging to Romanoes sans paroles 'C'est 1 'enase langoursuse' 

waa first published in La Renaissance litteraire et artistique, 18 M~ 

1872. 
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autumnal twilight ('Le jour qui meurt a. 1 'horizon/Semble un demier adieu 

de la douce saison')to produce a poem very Coppesque in tone. 32 Also the 

first of the significantly entitled 'Fantaisies parisiennes'(though not 

concentrating on contemporary decor as the poem's original title W1~ 'Style 

Louis XV') seems in its references to Boucher and Watteau to have been 

possibly suggested by a visit to the Louvre. 33 The remaining two poems, 

II of 'Fantaisies parisiennes', beginning 'Hier, par une apres-midi' 

and 'Retour', though still revealing traces of Baudelaire and Coppae, mark 

Nouveau's first determined steps as a city poet. 

'Hier, par une apres-mid1', first published in L'Artiste,l M~ 1973, is 

especially significant in treating as it does themes ' [qui] ne pourraient 

absolument na~tre, ni ~tre sentis, dans une vie de village ou de petite 

ville,.34 (It i8 a180 the first manifestation in Nouveau's poetry of the 

ob.ession with La Parisienne, later to inspire his Notes parisiennes). The 

poem,like Baudelaire's 'A une Passante', considers the problem of hopeless 

and transient love, that of a man for a mysterious woman glimpsed moment­

arily in the oity landscape. The urban relevance of this poem is clear for 

whereae in a rural environment of close communities it is difficult for 

a Sellse of mystery to surround any particular individual, in the city, 

'ou les hommes vivent ensemble, l'un pres de l'autre etrangers, et l'un 

pr~s de l'autre voyageur a , , 35 brief communion between two unknown indivi­

duals i8 a feasible possibility. As the concrete organization of the city 

can pl83" a role in the formation of relationships (one coULd quote 

Frederic Moreau's stumbling on a plaque bearing the name 0 f Arnoux in 

Flaubert's Education Sentimentale) so it can contribute to the breaking 

up ot such ahort-li ved acquaintanoes through offering an ample source of 
. . ' 36 'Id~ l' - ,37 hiding placea for the pursued 'f'uglhve beaute' or ea qul passe in 

its orowds and buildings. Firstly, the backdrop of the 'froide capitale' 

is sketched in Nouveau's poem through the eyes of the 'flineur nalf et 

savant' using carefUlly chosen physical details, 'la rue', 'l'asphalte', 

'un trottoir', 'la foule', 'l'eblouissant magasin'. The real centre of 

his attention however is the typically gracefUl yet coquettish female 

inhabitant of the citY': La Parisienne. 

32See Nouveau, O.C., p.363. 

338ee Nouveau, O.C., pp.359-360. 

34A• Thibaudet, Int4rieurs (Paris, Plon, 1924), p.22. (This is a reference 

to Baudelaire'a 'A une Passante'). 
35Ibid • 

36'A une Passante' in Baudelaire, O.C., Vol I, p.92. 
31'Hier, par une ap~s-midi'\ line 31. 
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Comme j'errais, Ie nez au vent, 

Dans la rue au tableau mouvant, 

En flaneur naif et savant, 

Je vis sur l'asphalte elastique 

D'un trottoir aristocratique 

Une vivante et fantastique 

Parisienne au pas l'ger, 

Type dont rive l'e'trangerZ 38 

Where Baudelaire is attached to the noble and tragic figure of the 

'pusante', perceiving an affinity between his own state and her 'douleur 

majeatueuse', '0 toi que j'eusse aimee,S toi qui Ie savais' ~A une Passante', 

line 14), Nouveau is simply fascinated by the lively Parisienne. He evokes 

her as effectively through the sinuosity of his veree as in actual details 

of dress and physique. Nevertheless he visualises no shared relationship 

possible between himself and such a clearly unattainable figure. As weH 

as Bllggesting the viwal richness of the city scene, the cinematic image 

in line 8 of the 'rue au tableau mouvant', also assists in conveying the 

poet's passivity at this stage. City life and its characters pass be~ore 

the observing poet in pictorial form as if on a screen, suddenly coming 

into focus and gradually moving out of his range.39 Though only glimpsed 

momentarily,Nouveau'. eI1chantress nevertheless lacks none of the qualities 

traditionally associated with Parisian women. The possessor of much 

natural beauty and grace, (')(ise, par ma foU comme en mise/De bal, aussi 

bien qu'en ohemise,jElle seule sait atre mise', lines 22-4) she is also 

38Jouveau, O.C., p.360. 

39Nouveau's image also possibly owes something to the mid nineteenth­

oentury fashion for 'panoramas' as popular forms of entertainment. 

Invented in the late years of the eighteenth century by the Scottish 

artist Robert Barker,these visual shows were at the outset painted 

on the inside of a circular drum where the spectator stood and turned 

to view in all directions as if observing a real landsoape. More 

sophisticated. lIodels in vogue in Paris in the 1870's were real 

'tableaux mouvants' unrolled. with complimentary sound effects before 

a seated audienoe. Signifioantly most popular were those panoramas 

featuring battle and city scenes. 
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supremely self-confident and anxious to reveal this faot to sooiety. Aware 

of her fatal attraction for the whole of mankind, Nouveau ino1uded, ('on 

devient i vre/La voy-ant se mouvoir et vi vre ',lines 17, 18), her displ8\Y 

reaches into the bounds of the theatrioa1 for the benefit of her fasoinated 

audicoel 

Dans la foule, au milieu du bruit, 

Sous la voilette 011 son oeil luit, 

Disoemant trlls bien qui la suit, 

Et .achant que d'elIe on s'oooupe, 

Feignant de soulever sa jupe, 

Un jeu dont on est toujours dupe; 

Just as swiftly her self-confidenoe e:rlends to naroissism, as Nouveau reveals 

in his refleotion. on the possible motives and destination 'P1aisir ou 

Devoir?' of his 'vivante et fantastique/Parisienne'. Perhaps she is en­

gaged in a humanitarian mission taking bread to the poor of Paris, or is 

she simply enjoying the spring sunshine? Perhaps she is en route for an 

amorous adventure or merely preparing to satisfy her ooguetterie by a 

shopping spree, 

Dans l"blouissant magasin 

Oh l'etoffe au riche dessin 

Dans mille glaces se ref1ete, 

Irait-elle, pour sa toilette, 

Faire que1que importante emplette; 

The value of this "blouissant magasin' lined with mirrors in satisfying 

the Parisienne'. vanity and self-esteem is evident. 

By this point in the poem, (line 48) through his speoulations, Nouveau 

hall raised the objeot of his attention through his imagination far beyrnd 

the sphere of the immediate city surroundings; she is an 'Ideal qui passe, 

rm/Longtemps' (lines 37-8) and so when she finally vanishes into a side 

street or group of onlookers he believes some magioal subterfuge to have 

taken place. 'Tout A coup, je ne sais oomment ( •• ~ Je perdis tout l fait 

sa trace' (lines 68 and 72). This sudden disappearanoe, though in the mould 

of Baudelaire's 'Un eolair ••• puiS la nuitS' of 'A une Passante', also 

draws for its supematural dimeJUlion of the Parisienne as a 'fee au pas 

plein de grace' (line 71), on the m,yth of the 'Willis parisienne' perpet­

uated by Charles Cros in Le Coffrat de santalof 1873.40 Derivative details 

40 'Madrigal. Sur un camet d'ivoire', Cros, O.C., p.88. 
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aside, in this poem there are also salient indications of the direction 

whioh Nouveau's poetry will take independently in the future. Firstly, 

'Hier, par une apres-midi' reveals an interest in city people, especially 

city women, and their relationships with the poet. Secondly, Nouveau's 

self-effacem81t in the poem points to a timid, retiring attitude to the 

female sex substantiated elsewhere in his early city works.41 Finally, 

an awareness of the city as a visual and theatrical milieu with a poten­

tial for offering widely varied tableaux and performances to the speotating 

poet in the future is evident. This aspect will be taken up later by Nouveau 

especially in connection with his Petits tableaux parisiens of 1882. 

Nouveau. 's second important city work of early 1873, 'Retour', is a 

heptasyllabic sonnet. As such it presents a startling contrast in terms 

of form to 'Hier, par une apres-midi' with iB 26, ootosyllabic, three-

lined stanzas. 'Retour' was also privileged in being the first city 

composition to be published under Nouveau's real name.42 The poem takes the 

familiar form of a poet's search for inspiration which in itself constitutes 

the subjeot of hiB poem. 

NOUB avions fait une lieue 

L'oeil en quite d'un sonnet; 

ou. Ie hasard DOUS menait 

IOUB errions dans 1a banlieue. 

La matinee etait bleue, 

Et sur nos t&tes sonnait 

La rime, oiseau qu 'on prenait 

D'un grain de sel Bur la queue. 

Tout a coup, Ie ciel changea~ 

II plut. RetournonB - deja -

Et nous ape~es, I' 8me 

Attristee, au. loin, Paris, 

Et, grises sur Ie ciel gris, 

Les deux tours de Notre-Dame143 

41See oomments on 'Mendiants' and Notes parisiennes p.183 et seq. of the 

present study. 

4~e poem was published in La Renaissance litteraire et art ist ique, 15 June 

1873, the same edition which included a review of Cros' Le Coffret de 
santal. 

4~ouveau, O.C., p.364. 
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Nouveau's search for the elements of poetry as if they were concrete 

phenomena (a sonnet a rare plant growing hidden on the outskirts of the 

city, rbJrme in stanza II, a 'oiseau qu' on prenait/D'un grain de sel sur 

la queue') invites comparison with Baudelaire who in 'Le Soleil' (!!! 
Fleurs du Mal) describes a similar personal encounter with poetry in 

its p~sioal form in the city: 

Le long du vieux faubourg, aU pendent a.ux masures 

Les persienDes, abri des secretes luxures, 

Quand Ie solei! cruel frappe a traits redoubles 

Sur la ville et les champs, sur les toits et les bles, 

Je vais m'exercer S8Ul a ma fantasque escrime, 

Flairant dana tous les coins les hasards de la rime, 

Trebuchant sur les mots oOUlDe sur les paves, 

Heurtant parfois des vera depuis longtemps reves. 44 

Whereas Baudelaire's joumey 'le long du faubourg' in 'Le SoleH' results 

in a solitary meeting with poetry, Nouveau's wanderings in 'la banlieue' 

are more of a quest undertaken with a second person. The poet speaks of 

'nous' to reveal the presence of a like-minded literary friend or possibly 

an accompanying poetic muse. As in 'Hier, par une apres-midi " the notion 

of fltnerie is significant in 'Retour'. It is important in sustaining the 

relaxed. yet observant state of mind of the poet and his companion in the 

po. first two stanzas. Af'ter line 8 however, the tone changes dramatically 

from carefree optimism to depression. In a physical sense the SQ' darkens 

and rain begins, bringing the poet's explorations to a premature end, 

'Tout a ooup, Ie ciel changea:/n plut. Retournons - dejM -'. In the 

same instant the poet's feet are inevitably re-direoted towards Paris and 

his imagination, liberated. by escape from the oity, refocused on the 

metropolis, lEt nous .,ersftimes, llime/Attristee, au loin, Paris I. Hence 

retum or 'retour' is not a joyful experienoe but rather a reluctant 

action foroed on the poet by the beokoning drabness and regularity of the 

city in the form of the silhouetted twin towers of Notre-Dame, 'grises 

sur Ie cie1 gris,.45 

~audelaire, O.C., Vol. I, p.83. 

45 A similar IDOvement to the banlieue and back towards the city is 

evident in Intimites IX, beginning IA Paris en ate, 1es soirs sont 

'touffants'. (Cop-ph, Po'sies 1864-61 ,PP. 109-110). 



- 178 -

PUblished slightly later that the 'Fantaisies parisiennes', 'Retour' is 

aore pessimistic in its attitude to the city and clearly reveals Nouveau's 

view of his surroundings after a year living in the capital. His partial 

.ense ot disenchantment with his new environment (conveyed in the sonnet's 

final six lines) is reaffirmed in a letter written at about the same time 

to Uon Valade troll Marlotte, a rural community in the environs of 

Fontainebleau. Despite those intentionally parodic elements in Nouveau's 

letier to hi. friend: the trite reference to the 'air pur des champs', the 

deliberate mis-spelling of 'campagne' as 'campeigne' for rustic effect, 

sincere relief at briet escape from the pressures of city life i8 dis­

cernible at this stage in his lite, 

.. vila & Marlotte; cleat dr6~et Marlotte. Qa 

_ bot te asse z, on man-ange, on dort, on 

se promene, on fume, on s'ab8tit, tout 

douce.ent, lentement, sans s'en aperoevoir; 

on oublie tout - et tout Ie monde, - Ie 

monde des indifferents, bien entendu. - Bref; 

1& brute .e retrempe 1& dBlicieusementi a 
la campeigns r46 

Conversely, the desoription of the rural environment as the place where 

on t s t ab8t i t ( ••• ] sans 8 ten apercevoir' or where t la brute se ret rempe', 

suggests that though country life may contrast favourably for a time with 

the oonstraints of Parisian SOCiety, through being essentially tied to 

man's sensual and animalistic desires it can only ultimately bring 

sterility in intelleotual terms. 47 Though Nouveau's personal literary 

abili ty seems as yet unimpaired (, je faiB des vers', he says), separati on 

from hi_ fellow poets and the artistic milieu of the oapital is already 

being aensed as a distinct deprivation: 

46 

Je n'ai auoune nouvelle de PariS; nous 

De lisons absolument auoune feuille 

e.. • • J - que se paBse-t-i 1 ? 

Ah! si VOll_ avez un llllIDi'ro de trop 

de La Renaissance, aU 11 y ait de jolies 

choses, - de vous surtout, - je voua serais 

tres reconnaissant de me 1 'envoyer. 

Nouveau, 0.0., p.8l6. 

47This is the same fe.ling expressed by Coppae in his letter of 1862 from 

st Gratien and by Verlaine in his letter of 16 September 1862 from Lecluse. 
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Underlining hia early ohildhood experienoea, thia impossibility of reaohing 

a permanent human oompromise bet. en the calm and tranquility of the 

countryside and vitality of the city necessary to hill as a poet partly 

accounts for the puzzling alternation between oity and oountry marking his 

adult life. Though in Jlarlotte in mid-1873 Nouveau returned to Paris for 

the autumn and winter of that year and early months of 1874. FrOIl March 

to June 1874 followed a period in London with Himbaud then an abrupt return 

alone to Parie. A Hoond period in London in April and Kay 1875 culminated 

in a flight back to Pourri~res, neceaaary on account of financial difficulties 

bu.t alao in order to diacuse hie recent religious oonversion with his closest 

fully. Returning to Pari8 in the autumn of 1815, he tolerated oi ty life for 

almoat a year, Heking the repoae of Provence again in August 1816. This 

period of recuperation in 1876 luted several montha, as Nouveau and his 

fuaily celebrated hi. aister's engage.ent and wedding, prior to his return 

to the oapi tal at Easter 1871. The final .tage of JOIlveau' 8 actt ve Ii terary 

life in Paris (atter 1811) was Similarly fractured by retreats into the 

oountry, notably periods of apiritual repese with Verl&me in Arras in 

September 1817 aDd in Juniville in 1880. 

Such vacillating Ilove_nte perpetuating the spiritual and sentimental 

li •• with the rural ad provincial enviroDlll8nte of Nouveau' a yOllth and 

at the a .... tiM highlighting the real advantages of urban life, cauaed 

hi. to poatpone final coaaU.ent to city or oOllDtry and therefore ensured 

that hia poetry vaa punotuated with worka oontraating or portraying their 

two, very different ways of life. The.e poe.s are not merely in deferenoe 

to the Romsseaueaque notion of oorrupt and oorrupting oivilization but were 

felt on a peraonal leval by a poet with intimate knowledge of both areas. 

Probably the olearest exaaple of a oomposition Mhere the two areaa are 

oontrasted ia tbe 'Dizain (a4rieux celui-U.r pour faire OIlblier affreuaes 

plaiaanteriea BBlLISTES), (1876) which was later interpolated with 00-

casional alterationa into a lengthy poem of 1816 'La Maison'. 

La Provincel Eh bien cui, poete, qu'en dia-tu? 

T'y voill. Ton Paria, etait-oe rebattu, 

Avoue? Etait-oe vieux, hein? Et a' il fau t tout dire, 

Tu ri&ia d'y pleurer, et tu souffrais d'y rire! 

00'" tu vas dormir! comma tu vas vailler, 

~_nt I It qui aal t? p8ut-itre au8ai prier 

Oar la province, am fond, eat oonaeillere et sainte, 

Oar elle prde, aux chupa ou ton enfance eat peinte, 
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La tombe de ta m~re et la voix de ta soeur! 

Pour rallumer un peu ton coeur. Ton coeur, ton coeur!48 

This dizain bears the mark of a sPit personality with Nouveau evident 

as a creator of the poem existing in the real world as well as a question­

ing individual alive only within the lines of verse. This curious feeling 

of d&ioub1ement intensifies as the two figures, one actual and one invented 

confront each other in the context of the poem. Nouveau character speaks 

to Nouveau creator ohallenging him as to the value of his recent urban 

~ of life compared to the serenity of life in the provinces and country­

aidea 'La Province f'~ /T'y voilA. Ton PariS, etait-ce rebattu,/Avoue? 

Etait-ce vieux, hein?'.As opposed. to Paris which stands for darkness and 

oonfUsion in 'La Maison', ('ombre epaiase' in contrast to the 'clair 

prqaagJ-9 of the provinoes) and for conflicting emotions in the dizain 

(conveyed. in the chiasmus of its fourth alexandrine: 'Tu. riais d 'y 

p1eurer, at tu souffrais d'y rire'), the provinoe offers a sense of 

oonaolation and oomfort. Being 'conseillere' and 'sainte' this consolation 

is offered in a personal and a religious sense. The province likewise 

promiaes the character a fitting environment where he belongs as his 

birthright on account of family ties and memories, 'Car elle garde, 

sax champs ou ton enfance est peinte, / La tombe de ta m~re et la voix 

de ta BOeur'. 

This tempting, if regressive appeal of a return to the naivety of 

childhood (in a sense a return to the womb as 'La province' as a feminine 

noun is opposed to the masculine 'Paris' ), is re-employed in the sonnet 

'Pourri~res' which presents a picture, both visually and emotionally of 

Nouveau's native village. Although not mixing the themes of Paris and the 

province this poem, were the rural world is idolised to a certain extent, 

implies a oritical attitude towards the city as representative of the 

opposite values: 

Un vieux clacher oOiffe de fer sur la colline. 

Des fanitrea sans cris, sous des toits sans oiseaux. 

D'un barbaresque a.zur la paix d.u Cie1 s'incline. 

Soleil durl Mort de l'ombrel Et 8ilence des Eaux. 

Mariusl son fantome a travers les roseaux, 

Par la plaineS Un son lent de 1 'Barlage feline. 

Quatre enfants sur la place ou 1 'ormeau perd ses os, 

Autour d 'un Pauvre, etrange, avec sa mandoline. 

48uouveau, O.C., p.391. 

49Nouveau, o.e., p.393. 
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Un bane de fer chaud comme un pain dans le four, 

~ trois Vieux, dans ce ooin de la Gloire du Jour, 

Sentent au ~on vif cuire leur vieillesse. 

Babet revient du bois, tenant sa mule en 1aisse. 

NOir, 1e Vicaire au loin voit, d 'une ombre au ton b1eu, 

La Village au soleil rumer vera le Bon Dieu.50 

As though seen through the mists of time details of the real landscape 

in 'Pourrieres' are cCllveyed throUBh ingenUous maphors. The churoh 

tower is 'coiff'de fer', an elm shedding its leaves 'perd ses os' while 

a park bench is 'chand oomme un pain dans le four' in the midd~ sun. These 

images are effective in conveying the poet's desire for a return to the 

innooenoe of earlier years and to a naive world peopled by old men, peasants 

and children. 

These latter works, 'La Maison', 'Dizain' and 'PourriE~res' where the 

countryside or province i8 eulogised to the detriment of the city are 

clearly tied to specific periods or events in Nouveau's life which took 

his attention, personal and poetic, a~ from the capital. The 'Dizain' 

Wall arIOlosad in a letter sent to Jean Richepin from Dijon on August 1876 

and 'La Maison' dates from Nouveau's sister's marriage in October 1876. 

'Pourrit\res' vaa al80 probably composed during Nouveau's protraoted st~ 

in the South of France from late August 1876 to Easter 1877. In a converse 

manner, happy aDd uciting months spent in the stimulating environment of 

the city in 1874 and in the early 1880s also cast their aura over the poet's 

imagination and produoed works where the urban soene and its oharacters 

pls-Y a central and attractive role. These works notably the Notes pa.risiennes 

and the Petits tableaux parisiena51 as their titles suggest, concentrated 

on Paris rather than any other city.52 

59:rrouveau. O. C. , pp. 396-7 • 

51Nouveau mentions a third urban collection 'Les Villes' in a letter to 

Jean Richepin from London on 17 April 1875. This group of poems, if ever 
completed, appears to have disappeared without trace. 

52Despite two periods spent in London, from March to June 1874 and between 
April and early June of the follOwing year Nouveau, unlike Rimbaud and 

Verlaine, seems to have been unmoved to convey his impressions of the 
ibglish city in poetic form. HIs known comments are restricted to the 

field of oorrespondence; in March 1874 he complains to Jean Richepin: 
Londres, ~ l'arrivee, m'a produit une impression 
d'~ouffement physique et moral: lum1eres d'eclipse, 
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Nouveau's first .ajor city collection, the Notes par1S1ennes written 

around 1874-5, was roughly contemporary with Nouveau's first series of 

regular visits to the salon of Nina de Villard at 82 Rue des Moines. His 

composition 'A Mme Nina de Villard ' also belongs to this period and has a 

certain similarity with the Notes parisiennes in terms of reliance on an 

enchanting female figllre for inspiration. In this adulatory poem Nina, 

poetess and generous patron of the artB, is captured presiding over one of 

her literary aoiNes. Her VOice, characterised by a prophetic 'parfum 

rav8l1r de Decadence " easily penetrates the epiau.rean atmosphere of her 

gathering to reach her fascinated listenersl 

La Souper se colore a la flamme qui danse 

D'un punch que VOUB avez reconnu. pour le sien; 

J e trouve humble, et muet oODlDe un musioien, 

A ses mota, un parfwn raveur de Decadence.53 

Intrinsio to Nina's powerful presence and responsible for the poet IS 

abashed silanoe before her, (he is 'humble, et muet comme un musicien') 

ia the aura of parisianisme radiating out fran her enigmatically posed, 

reclining figl1r8, 

Dana sa ohaise, avec maint d6tail parisien, 

Elle a l' air, en-allee en toute l' indolenoe 

(L'heure est parisienne aussi par excellenoe) 

D'ecouter son petit doigt, oe physioien. 

Whether Nina herself was the inspiration for the Notes parisiennes as well 

as this poem is unsure, yet undeniable affinities do exist between her and 

the various female charaoters portrayed in the oolleotion not least in 

respect of this central notion of parisianiame, a quality accessible both 

to oity and country inhabitant. (as Arsene Houssaye explains in an article 

odeur de musc at de charbon dans le. 1'I1es, tites 

d 'Anglais sarlS expression, un grand mouvement sans 

bruit de voix. Charmants, les oabsl 

Yet in July of the following year he wri tea oheerfully and with 

evident enthusiasm to the same reoipient (himself then in England) 

with a oatalo8Ue of personal experienoes and advice on London life 

~ee Nouveau, O.C.,pp.825-8) 

5-\ouveau. O.C., p.386. 
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of 1869)54 yet intensified by existence in the capital. It is those women 

who by an apprent iceship in Paris ('Le pajyS des metamorphoses et des 

transfigurationsf5 have cultivated the art of parisianisme to its 

highest degzee that Nouveau evokes in his Notes parisiennes. 

In this latter collection Nouveau refrains from tying his Parisiennes 

dom to ~ one particular individual or individuals and thus heightens the 

aura of ~stery surrounding these figures. The first is '1' incormue' or 

simply 'Madame,56 the second is referred to as 'Niniche,57 a pet-name 

covering her real identity. The third is an anonymous 'princesse,58 while 

the fourth, somewhat of an exception, is the 'ex-cormaissance d'un ma~on 

de Montrouge' .59 Indelibly printed on the reader's imagination however 

are the uniqlle frivolities and extravagances characterising each of the 

women. The Parisienne of Notes parisiannes I for example,adores shopping; 

'Au "grand Louvre" elle regne, au "Printemps"'. She is also irresponsible 

with money, 'elle depense en cravates les appointements d'un chef aux 

Finances' and assiduously follows fashion, now with an exotic 'coiffure 

[ ••• ] javanaise', now modelling the creation of a 'coiffeur de Ninive' • 

The subject of Notes parisiennes II, satisfies her vanity in turn by 

ensnaring men and living in the sensuous and opulent luxury necessitated 

by her dubious profession and no doubt provided at the expense of her 

benevolent patrons and olient~le: 

Elle "s'est mise a. elle". Ses appartements 

Bont bim un clrOle de ciel. Le plafond 

s'effondre en fleurs ideales; de sombres 

Pa.Ysa.ges, qui s'epanouissent sur les 

'crans. Sur la mousse d'or du tapiS, 

"Ie chien de Pericles" a laisse des 

poils longs comme les cils de la gazelle.
60 

54 Arsene Houssa.ye, 'QIlelqlles opinions avanc6es sur La Parisienne', L' Art iste 

3 (August 1869), pp.147-164. 

55Houssa.ye, Art.cit., p.147. 

56Notes parisiennes I, Nouveau, O.C., p.441. 

57Notes parisiennes II, Nouveau, O.C., p.441. 

5~otes parisiennes III, Nouveau, O.C., p.442. 

59Notes parisiennes IV, Nouveau, O.C., p.443. 

60These lines from Notes parisiennes II are re-employed in the ambiguous 

1879 poem 'Cadenette'. 
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The Parisienne of Notes parisiennes III is a truly cosmopolitan figure, 'Elle 

est nee au. bord em Volga, a moins qu~ la Suede ne la revendique, ou que 

la GNcenehreclame'. Sbe enjoys a full existence of cultural and erotic 

stimulation through theatre visits, excursions, literature, love affairs, 

pertuM and wiDes. The Parisienne' s natural reluctanoe to lead a quiet 

or aloin.red exist.nce, being 'tout. au speotacle des choses et des 

~s' 61 is also aclequat.ly repreHnted in the figures of Nouveau's 

1ag1Dati W 1fOMn. They are introdnoed in the open air I in I 'Madame 

•• t .orti.' , in II 'Ilniohe' is 'aux bou.levarda', in III 'La prince sse 

g&&II8 Ie Boi.f. Thus thel are all preparing to act out their !oomedie 

de 1 'UIGU"' in the UD-II&de amphitheatre afforded bl the streets and 

aftDll8. ot the capital. 

'!'he Pvia1 ... ,. ..It-cli.play ia alao inerlrioabll linked to her 

8t&t1l8 &8 an objeot ot love, adairat10n and. deeire for the male pOPll­

lation ot the oity, a tact that :Icu.veau, &8 one of Paris' male inhabitants) 

doe. not tail to .apha.ia in the :Iote. R!ri.siennea. In ](otes parisiennes 

I the world. ob .. rve. 'quand .11e fait trois p&8 en levant un peu 1& sous­

ja,.', in II, .. t u4 Wen tollow in aerv1le devotion to 's'emban'asset' 

les pieu daD .... tralM'e.'. In liDe vi th their inacoessi biU ty to the 

oo_on II&D the Parisi.!!!!!a in the firat three piecea of the collection 

are portr.,.d &8 exagaoeratecUy beautiful and regal characters: ' Les 

rei.s de. autrea pays Hratent .. a bonne a ' (I) , 'lA souvenir de sa 

oi,arett. tuae dana Ie. oaur. etrangers' (II) and in III the heroine is 

'la princes .. ' or a 'reine des contea bleuB'. .As in the oase of the heroine 

of 'Bier, par 11M apNe-a1di' the flattery of audience attention swiftly 

1 .... to DarCi.ai .. in two of the not.s. In II the tendenoy is visible in 

the OOJ1O!lltrated _41 tation of 'lfiniohe' who &8BW18a the pose and attitude 

ot the Delphio oraole when alone in her roOli. 'Sa pens'e habi te un Mabi lIe 

de rift. Aooroupi., Ie re&&rd. perdu, son i.obilit' evoque un t~pied, 
a Cyrrba'. In I, in a repetition of the IIirror motif of the poem from 

'FUtat.ie. parisieDl'le.', a enchant for Hlf-adai.ration is also revealed; 

'La petit ......... 11. va O! aoir, l'oeuvre d'un ooiffeur de Ninive, 

altiplier aon proti1 claD8 1 •• glace. "au bal de. Viotillll8s"'. Also in 

11._t. the ref1.otiona of 'Fatat.i •• pariaienne.' I, the Parisienne's 

81lp:re_ .. If-oODf'idenoe {heDee her effort Ie •• superiority. over her fellow 

61 Houup, Art.oit., p.148. 
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men and, by implication, over Nouveau himself) successfully prevents a 

shared relationship between herself and the poet. The projected t!i.tle of' 

Notes pari8ienne8, 'L'Amour feerique' clearly reveals Nouveau's mind 

centred on thi8 key ooncept of inacceS8ibility. His effeotive U8e of the 

lIIO_n .. Parisian IIll88S in the colleotion al80 helps in raising a barrier 

betw.an hiaaelt aDd thea in a 88D88, .. the possibility of contact on 

a hmIIul leftl 111 th his 1n8p1rational .ource oould only involve a 48-

til.-.ot ot his poetio ideal. 

In 1I0te. eri.1.... IV, _ intereating reversal ot the theme of 

resal inaooe •• ibil1ty oocnar. 1I1th the t.ale tipre becoming an ironi-

0&117 _dioore 'gri .. tt.' U14 her aui tor aD Rotio 'lIcmarque roussi'. 

De.ptt. hi. IlUpertor nDk aD4 eloquent 8114 roan'tio otters of transforming 

her into a pr1a1tift tertility ao4cles., this eis-atio t1gure still fails 

to wiD OYer hi. aiDor PN1,a1 •• a 

'1'oi VOlllo1r, di., 'tre la te_? a01 

4C111D8r pal.a1. de ro .. ux, et pa~r kaolin et 

"t.&Wil •• el'adtes d.e poi .. on • .,i porter 

toi sur le •• ~. et tol or01aer le. 

pte.. daDa le 40.. 'l'o1 oa.res .. r ac1, du 

bollt d.e 1'0Dg1e, entre le. deux aoureil •• 

1ft tol etre la RaiDs a eu. Jkax faire 
\ . 

la priere en reaardant le ventre a toi, 

.' tnargissant co_ la lUDe en travail a 
la tete el'.to... 

·811"8, bu 1 •• patt ••• • 

ThoqIl .n_ntly 001110 iD it. 11M ot pidgin Frenoh and. the abruptly 

oolloqRial t1D&l line, 1I01 •• PRi.i.W. IV hint. through its irony 

at a real tea.r ot rejeotlOD by tbe te-.1. HX experienced by Nouveau 

_el diap.ct .l .... re in tbe ... ooll.otion. 

IIb!re t_ Iot •• w1..1pp!. apo .. in their portrayal male figures 

.. iDavi tably iui&DitioaDt, selt-ettacing or rtdiOl1loua they display 

aapecn. ot Ica._a'. 01181 personality aDel reveal hi. attitude to the 

wor1cU7 .... 'DOCAIIlt!l"8cl in hi. Parisian lit •• 62 Ica.".. 's timidity is 

a;)l1".a Mftr .rne .. ADCl rarely reter. to vc.en in his lettera, then 

0Dl7 bri.tly. 'u. O!nau. -'4 qui II' apprend .. dire a Love YOU me' 

... ti .... to Rima-pin in the letter ot 17 April '1875 from London is a 

cue in peiDt. AlthCQgIl it 1. po •• ible to out dOl1bta on lfOl1veau's 

ut.ro .. zu.li ty (hi. relati OD8hip 111 th ii_baud and penohant for feJli.-
ni .. d p .. l1dOJllll. o_lel be quotect), the IIOst probable reason for Nouveau' 8 

:reticence .. his olos'e attaca..nt to his elder .i.ter Iaurence. 'l'lsr'ough 
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first projected intc the figure of 'Jean, sous sa livree d'Elboeuf' the 

footan of the third Kote parisierme. Without hoPe, on account of his 

status as a servaDt, this character passively accepts the punishment of 

his idclised ai.tress a. preferable to remaining UDnoticed by her. In an 

iraDic c~lIt 'b7 the poet this MaDS that the romantic vision cf her 

UDd.a .. "tNl.s o~ de. fle~ i. oonairiently contradicted by the 

har.h real1t1 of her 'coup de poiDg'. 

Les .a1Da "trlles 00_ des fleur."; 

pounmt de .on CORp de poiDg, J.M; 

8O'U _ li vnr. cl' Jnboeut, prde, autaDt 

que l' _paule, l' '- .urlri.. Jnle 

cavae. se. ~t •• 
'l'h1. t1a1cl figure i •• laborat.d in the self-effacing personage of Jacques 

Coeur ill I'ot •• peri.i.... I who appears aillilarly resigned to hi s fate 

at tm _roy of hi. Pari.1!!1!1! • .A.-.re he 0&Il !Wver be granted her exclusive 

attetian 'beoause of hi. 01111 iDadaqaacy alJdbeoause of her natural fickle­

.ss, be ie prepa.red to recede into the background and. allow her to shine 

1nd.ependently. An.r the aptly ~d 'bal des Vic'times' where 'Madame' 

l.aws a dill8!T&7 ot 'broken hearia, the faceless Jacques Coeur 'a. la 

sortie [ ••• ] l'attendra sou. 1. p8ri~yl.', hia very attitude of conceal­

.m 'being .1IIptcu.tio of his retioent nature • 

.A. .iailar tone of aabipi ty and. indecision in the poet's re lationships 

with ~ pelW8at.s what 1. probab11 Bou.veau'a moat mcceastUl &nd memo­

rabl. cantriba.tion to Di.Deteenth-oeDtury urban poetry, the 1815 piece 

'.lIdiut.'. 'l'hoa.gh not actually set in aD urbu. environment, 'Mendiants I 

i •• hot thoqh Vi th .1_lIte obaraoteriatio of I'ouveau' s Parisian poetry 

aot least it. oD .... iall with fuaal. figa.rea as displayed in the Notes 

wi.'",. and. tberefore justifie. inolusion in our study. The picture 

I'CMW&1l gift. at the begirming of the poem i. that of a pair of figures 

OIl the bnDdu7 of two envircmMDts, beggars, if .. take the poem's title 

lite 1'&lly , whoa-. appreheDd. as th.y prepare to l.ave the 'mur de mousse 

gri .. ' which baa provided a .. aae of tirection for the latter part of their 

.10arD8Y aDd which II1ght represent a 01 t1 wll of the outer banlieue: 

directing hi. filial !Weds and deVOtioD onto IA.urence, Nouveau 

t.uacl to idoli .. other WOMIl or, as in 'Kon Coeur stupide'. see 

thea aa mother .aDat1tut ••• 
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Pendant qu 'Msi te eneor ton pas sur la prairie, 

X. pays s'est de oiel houleux enveloppe. 

Tu ~des, 1 '08il lew vers la nuagerie, 

A oe dORX midi blame et plein d'osier coupe • 

• oa.a aV0D8 taDt sui vi le JIUr de moa.sae grise 

Qu 'a la tiD, a nos tlaDCB qu tune doa.leur empli t, 

Ion. aoins bon que ton 88in, ti'de 00 ... 1 'eglise, 

Ce toe .. s'eat ouvert &ussi sUr que le lit.63 

!he !ilieu they prepare to enOOlUlter is that ot the natural world 

.... atift of rioDs. aDd tecundi ty in '1& prairie' yet threatening in 

ita 'oiel homleux'. '!'he fe.le figlll'e '. hesitation OIl the boundary of 

this De_ rural 8l1Tirozment (liDe 1) sugp.ts that she is to be associated 

with the ur'baD priDoiple bat al.o provides an early foreshadowing of her 

Rb .. quDt feilD8d reluotaDoe in the tace of the male protagonist' B 

H%WIl adWDoea later in the poem. Sillilarly the union ot land and sky 

in ea'braoe (liDe 2 ot this tirst aeoticm) presages the woman's ultimate 

lR:lOCna'biDg to the .aD'. p~oal oontact. '!'he t1lO characters' separation 

in tbe poea's tinal rima ... is hinted at in the syabolic detail of ! osier 

ooa.p6' ill liDe 4. The willow, a traditional 811Ibol of fidelity beoause 

ot the lack ot mots in ita wood, bere represents fidelity severed like 

the brokeD or fallen brtmahe. of a tree. In the opening lines of 'Mendiants' 

the tenu.oa.s D&I'l'&tift thread supported by the poem's seven stanzas is thus 

auggeated aDd the two oharacters at a critical stage of their literal 

jOllrlWY and of their developing emotional relationship are sketched for 

the reader. .As on a practical level the two characters are forced to leave 

the relati". aecurity and protection ot the mown urban environment (as 

repreaented by' the all aDd possibly later in stanza lIb,- the 'aglise') 

aDd oroa. the OpeD aDCl exposed laDCl of the 'prairie', on an emotional 

one they are forced to CCllle to terllls Vi th their IlUtual attraction which 

..... on the point of turning trom _re triendship into semal commitment. 

The 'to •• '-, (liDe 8) 1Ihioh appears IIla-Bti".ly '&ussi sdr que le lit' 

u it beckon. the lo".r. tow.rda it, e.pbaai ... this point as does the 

emotional. _ter iaagery, 'l'eau de te. l~vres' (1m. 13) and 'coeurs 

no~a' (liDe 4). ru. latter detail is intensified by the actual layout 

of the laDclaoape Vi. th a river present in the diatm08 and heavy black 

at01'llclOll.u banging OWl" the acene waiting to diapel their contents. It 

is il1 the ap&oe betwen riaDS&8 II aDd III that _ IlUSt assume the sexual 

adventure take. place aa the scene reopens il1 the imperfect tense with 

6~ouve&U, O.C., p.380 
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the characters immobilised in an embrace fraught with moral and religious 

.yaboliaml 

D8double_nt sans fin d 'un typique fantSme, 

~e l'or de ta prunelle 8tait peuple de rois! 

Eat-oe aoi qui riais a travers ce royaume? 

Je tenai. la martyre, 8J&Dt se. bras en croix. 

Line 9 involve. a repetition of the hall of mirrora illlage ('multiplier son 

protil elM. les glaces') ot Note. wisiennes I, with the two lovers 

perpetuating their om iuge. by looking into their partner's eyes. Also in 

the curioua aixture ot baDal and iaaginative in 'typique fant6me' the line 

tom. a link back to 'tOSM' and 8UueSt. death. The theme of mortality 

i. in tum extended to the teale protagonist (described as a 'martyre' 

l~ in cra.oitixion po.ture) mo appears to bave BUffered Bome corruption 

&g&1nat her will. This point i. borne out by the reterence to her in line 

17 u '1 'izmooente , and by the !IOral connotation. ot 'yeux d8voyes' of 

line 16. To Tie. 'Xendiant.' u a straightforward account of female se­

daction and male disillu.iaa.ent atter conquest would be wrong however 

and. contrary to Bouveau'. intentione in writing and to his attitude towards 

wo.en expres .. d. el ... mre in hi. oity poetry. Though in 'Mendiants' the 

110 .... at tir.t appe&r8 to be reticent aDd theretore matches a stereotyped 

te.le tigure, aa in the I'otes pariaienne. ahe finally emerges as the 

doaiJlUlt partner leaving the lI&1e protagoni.t the victim of the experience. 

Stan ... IV i. orRcial to this interpretation ot the poem as it reveals 

the tear8 ot the reule ti8l1re, linked to the vateriMSS of the natural 

world, toNing a 'trilogie ..are' tor the 'coeura noyes' among which we 

_at include the poet thou~ u P.R. Saith rightly suggesta, not necessarily 

hia tell&1e ooapulionl 

Le tleuw au. lOin, le ciel en dauil, 1 'eau de tea l~vreB, 

r-n .. trilogie aMre &ux ooeur. noyes, 

Un pt .'e.t reTaBU de no. plua tort. genievres, 

Loraqu.e ta ~oue a lui, pn. de. J'IU'X ci8voye'. r 
Atter the ~ical coatort proYided tor the poet by the remale breast (lines 

1 and 11) aD&! the voun'. '.entre ~nti1' (line 19) and atter the elation 

he t .. l. on .. eing hi .... refleoted in her eyes, 'Eat-oe moi qui riais a 
trawn ce roJ&uM?', the reale tOl'll beoo-s ... ociated with death by 

d.rollDiD& aDd bitterne ••• Tear. tuted on the oMek of his female partner 

reaind. Iouveau ot the acrid t_te ot juniper berries (betrayal) and bring 

hOM to hi. the deception of her loft, wherein experienoe has belied 
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innocence and feigned naivety and reluctance have given Wa.Y to world­

linesB.64 

Et pourtant, oh! pourtant, des seins de I' innocente 

Et de nos doigts, sonnant, vers notre reve 'oJ.os 

Sur le ventre gentil comme un tambour qui ohante, 

Dianes aux desirs, et charger a.ux sanglots, 

De ton attifement de boucles et de ganses, 

Vieux B'b', de tes oil a es~4s simplement, 

Et de vos pi't's, et de vos manigances 

Qui m' auraient bien pu rendre aussi chien que I' amant, 

11 ne devait rester qu'une ironie immonde, 

Une langueur des yeux d'tournes sans effort. 

Quel bras, impitoyable aux Echappes du monde, 

Te pousse a l'Est, pendant que je me sauve au Nord. 

In the agonised outory of line 17, 'Et pourtant, oh!pourtant' the poet 

finally realises his own predicament and previous images of potential and 

riohness ('seins', 'ventre', 'd'sirs') give way to a sense of futility. The 

woman's seeming innocence is also counteracted by her now apparent 'manigances' 

and the impression of familiarity with the sexual experience suggested in 

the 'langueur des y8UX detournes sans effort' (myunoorJining) and the arti­

ficiality of 'ton attifement de boucles et de ganses'. This final detail 

especially remains problematic in the context of a literal reading of the 

poem's title: after all was a beggar likely to be as concerned with her 

appearance as to curl her hair and wear ribbons? On the other hand, by 

linking her to the vain and artifioial women of Notes parisiennes, it gives 

the reader a clue as to the possibly profane identity of the female figure 

in the Nouveau poem. She is clearly an urban oharacter, only temporarily 

"chapp'e du monde' or sxiled from oivilized existence like the poet himself. 

6~e Album Richepin (a slim volume of maxims and humorous oomments 

invented by Nouveau, Richepin, Ponchon and Bourget around 1875) 

contains a similar image of the bitterness of love, though expressed 

in a lighthearted vein which might have come from Nouveau's pen and 

forms an interesting comparison: 'Le second amour d'une femme 

reBaemble au vin d'une bouteille mal rinc'e'. 
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Possibly like the heroines of Notes parisiennes who displ~ dubious moral 

standards, eile is a courtesan or even simply a Parisian prostitute. This 

interpreta.tion of 'Mendiants', more akin to Nouveau's other experiments 

in the field of Parisian love poetry, is moreover backed up by the odd term 

of endearment, 'Vieux Bebe' used by Nouveau to his partner, a description 

more suited to the false familiarity of a prostitute and her client rather 

than to the tenderness of two individuals genuinely committed to each other. 

Marking as it does the culmination of an unhappy and disillusioning 

experience, 'Mendiants', though exploiting the same ambiguous love theme 

as the Notes p~.,!I,Lenne8r also acts as a foil to this earlier collection 

in the Bame w~ as 'Retour' as a pessimistic piece had provided a drama­

tic contrast in tone for the more hopeful 'Hier, par une apres-midi' 

written a few years earlier in Nouveau's career. The poem thus helps to 

illustrate not only the paradoxical and variable nature of the city women 

Nouveau had taken as subjects, but also his own vacillating and ambivalent 

reactions to them in different real circumstances. As Nouveau's antithesis 

of city and country in his poetry was marked by biographical detail and 

anguished personal involvement, so his sustained int erest in the city 

woman is highly personalised. This point is reinforced by a poetic tech­

nique wherein Nouveau portr~s himself within the context of the poem 

on the same level of reality as his observed or invented characters.Kence 

in the Notes parisiennes, despite the seemingly casual, objective and 

journalistic title of the collection, he appears in the silent male witnesses. 

In 'Mendiants' he is present in the more forceful 'je' figure actually 

participating in the action. Though flighty, irresponsible and possibly 

profane, the Parisienne especially in the Notes parisiennes remains an 

objeot of Nouveau's mute adoration as a man and of his idealisation and 

constant curiOSity as a poet. Through his determined use of her as a stimulus 

and source of inspiration she effectively becomes his Parisian muse and 

ultimately represents not only the powerful embodiment of a sex towards 

which Nouveau was naturally reticent yet fatefully drawn, but also the 

faale personification of 'la ville', a challenging, fascinating and varied 

urban society to which Nouveau also reacted ambiguously. In extending beyond 

the personal sphere to envisage the Parisienne in her social context (her 

links with the theatre, the streets of Paris and flamboyantly artistic 

surroundings in general) Nouveau's early urban studies also bear witness 

to a developing interest in the city's visual dimenSion, in its value 

as a treasure store of desoriptive images and as a pictorial environment 
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Mritillg attention in ita Olin right. An awareness of the city's visually 

picturesque potential, which Jiouveau furthermore linked with the notion 

of Parisianiaae which had first inspired his fasoination with the oapital's 

teaale popu.lation, reached its culmination in the Petits tableaux parisiens 

ot 1882. The .. could be said to characterize the second and final stage 

ot ]louveau' a 11 terary oareer and activity in the .phere ot oi ty poetry. 

Iouveau 's interest in his au.rrou.ndinp &8 a varied visual spectacle 

suitable tor portrayal poetioally can be traced to an early fasoination 

with painting expres .. d in a letter to his guardian uncle, Alexandre Silvy 

in 1861. On 20 October ot that year the young Jiouveau writes of an interest 

in the visual arts and ot his desire to train as an artist in later life, 

J'ai un petit talent ( ••• ] je Ais dessiner: 

je puis le oultiver. eela _ plait, oela 

• sourU, nOll pas dapu.is quelques 11018, 

aaiS uPIlia que je peux tenir un oraJOn. Je 

pUB c~noer dell&in et faire oe que lion 

grand-pare appelle. apprendre BOIl metier ( ••• ) 

Je oormais beauoou.p un peintre qui pourrait 

.'aidar en que1que ohose. -Encore une 

toia, ma resolution eet attachee 11.65 

llthoagh uliillate1y unable to pursue thiB dream to itB :run extent, in 

applying his latent artistic perception to his Pariaian environment, 

]lOII.,.au achi..,..d in poetJ7 the originality denied hill in the realm of 

painting.
66 

In that it aharpeMd lfou.,.au' II pawra of observation, the 

poet's artistio leaning had a discernible effect on hill city poetry. Firstly, 

and in ooDDllction with his early verae, it oonvinced him of the suggesti va 

Yalue ot visual notatiOlll!l in lIetting the tone or atmollphere of a pieoe. In 

'Bier, par une apreB-llidi' and 'Fin d'Antomne' espeoially, the oonsequenoes 

ot visual pheno_na, notably effeots of lighting, are brought into play by 

Nouveau's poetiC teohnique. In the tirst oase bright light falling verti­

cally trca the sky transtoras a ohilly farisian soene into one worthy of 

'une ville orientale', .. tting the seene tor the poet's carefree flan.rie 

in the W&J'Il nnahiDe aDd preaaging the eventual appearance of the exotic 

aDd ooquettish ParisieDDIII 

65l1OUftau. o. C., p.8l4. 
66 

Iou.,.au's artistio oareer did in fact materialise, though in a more 

IlUDdane I11811D8r than he had expeoted, in the form of periods as an 

art teacher in Be irut, Bougoin (Isire), Pari s, kUng and Falai se from 

1884-1891. He alao made a brief excursion to southern Italy in 1908 
where he drew oaricatures in the atreets of Rome and Naples. 
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le soleil regaillardi 

Luisait dans un ciel atti6di 

Et dans la splendeur qu'il etale 

Comma une ville orientale 

Baignait la froide caPitale. 61 

In 'Fin d'Au'tODlD8' the opposite process of fading out of light is employed 

and the poem's evening crewsaule foreshadows the melanoholic emptying of 

the Jardin du Luxembourg and the poet's consequent feelings of desolation, 

Ie jour qui meurt & l'horizon 

Semble un dernier adieu de 1& douce saison 

[: •• ) 68 
La nu.it lente descend; 

Seoondly, and aore importantly, in allowing him to capture varied and inter­

.sting settings ot buildinga aDd people at a glance, Nouveau's artistio bent 

ooapliaented his desoriptive talent and helped to produoe those pieces of 

tucin&ting hiriorical and social value, the Petits tableaux parisiens. 69 

ODe of this collection'a key points of interest for the twentieth­

century rea.d8r and al.o aD aspect which displays Nouveau.' s painterly 

t&lem in verbal form 1. the preponderance of visual cameos of mid-nineteenth 

century Pari. and it. people which the Petits tableaux parisiens contain. 

Tantali.ingly captured upact. of city ~oor include the newly constructed 

118tel de Ville ot 1882 'blanche co_ una fianc6e', 10 the cafes-oonoerts 

with their 'ointre paint de divinU's naives' , 11 the luxurious town houses 

61 l'ouveUl. o.c., p.36O. 

68NouV8au. O.C., p.363. 

69Aa wall u underlining a personal tendenoy, the artistio notion suggested 

in 'tableaux' of Petits tableaux parisiens was in tune with the spirit 

of an as-. One llight think of Charle. Cros' 'SIlr Trois Aquatintes de 

BeDl7 Cros', Rimbaud's nlWliDations, Huyaaan'. CroWs parisiens, Gautier's 

Fuaa:1na .t es forte •• I'ouveau.'s title .eema e.pecially derivative of 

Baudalaire, cOllbiDiDg u it does the 'Tableaux parisiens' of lAts Fleurs du .1 aDd the Ptltits eMS en FOs •• 

10'L'B&tel de Vill.', I'ORV8au, O.C., p.453. 

11, La Bu de la Gatt." I'ouve&u, O.C., p.456. 
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'aux belles fen.tres omaes de vitres polies comme Ie petit ongle des 

marquises' ,72 and the impressively defiant statue of Marechal Ney , (qui J 
sabre Ie vent dans un geste hautain et t ragi que , .73 Among characteristic 

vignettes of the Parisian population one might quote the 'nourrices 

ooitf.ea d'un bonnet olair et d'un large papillon de satin jaune',74 the 

'boucher grae et rouge', 75 the 'monsieur, en v8tement de toile et un 

chapeau de paille d'Italie (qui] fume un vrai oigare,76 or the typioally 

my.terious female figure 'erl'velopp'e de plis soyeux [qui] descend et 

ae fourre, avec un olaquement sonore de la portHtre dans une voiture 

qui a"branle,.77 Though stimulated by Nouveau's artistic interest in 

the rioh piotorial texture of oity life around him, these verbal miniatures 

have more than passing vi8\1al interest for the poet and his audience. 

Like Copp'e, Nouveau admits to a desire to preserve the 'pittoresque' 

element of Pari.ian life ('cette vieille ohose qui est en train de s'en 

aller de partout, de la oivilisation modeme et mOme de l'art,78Jthrough 

his poetry. Aspects of Parisian life are not oatalogued at random there­

fore,Out caretully chosen for oonservation for a tuture generation. For 

the man part the.e sights and occurrenoes seem insignifioant and accessible 

to all, but they are retained nevertheless by the poet in the belief that 

thi8 very c08llOpolitania and univeraality constitutes the eseence of 

Parisian life and geniua. 

In his expre.sed intention to encap8\1late Parisian social life in verbal 

tableaux for the deleotation of present and tuture audiences, Nouveau. does 

not olaim originality. He admit. in 'Avenue de l'Observatoire', the seventh 

of his Petit. tableaux parisien., a debt to his precuraor Jules Vall~s 

who.e earlier journalinio artiole. had. ianortali.ed the Paris of the early 

1860. for lien and VOIHll of Nouveau's generation and had provided the rough 

72'La Rue de la Paix', Nouveau. o.e., p.458. 

73'!venue de l'Obaervatoire', Nouveau, o.e., p.459. 

74'Le Square de. Bati8lloUe.', Nouveau, o.e., p.456. 

75 'La Bue de la Galt", Nouveau, O.C., p.457. 
~ 8 'La Rue de la Paix', Nouveau, o.e., p.45 • 

n'Lea Grands Boulevard.', Nouveau. O.C., p.462. 

78 'Iotes d 'un t' '.ervine t, Nouveau, o.e.. p .449. 
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mould in which his own prose compositions were cast:79 

cette epoque glorieuse a et' chantee en 

prose bAtie A chaux .t a llabl. par 

Val1~s qui a regard', par le gros bout 

de la lorgnette, ce m8me Paris que je 

regarde, moi humble, par 1e petit bout. 
80 

Signifioantly, it is in 'Avenue de l' Observat 0 ire' where Nouveau refers to 

ValUs that the general influence of this prolific elder writer and 

editor of Le Crt du peup1e is most apparent in evidently derivative characters 

and. turns of phrase which reCllr. The poem is typically Nouveau in the leitmotif 

of seeing hinted at in the suggestive and possibly symbolic title of the piece, 

in the close presence of the observatory itself ,~ leon lorgne 1es plan~teB' 

and. in the pathetic figure of the blind beggar whose mournful song ('Dans 

aa dou1eur el1e perdit 1a tite,/Petits oiseaux, cessez, ne chantez plus:~ 

frames the text. The main body of the piecethowever, focuses on those same 

fi8l11"e. Valles had described in La Rue. 

ViBUaliaing the carNfmr de l'Observatoire (the point at which the 

Avenue de 1 'Obaervatoire widens out on its approach to the Jardin du 

Luxembourg), Nouveau evokes its oolourful population of saltimbanques, 

strongmen and the like which provide the oontemporary equivalent for the 

'luxe inOul. de ph-mommes, d 'acrobates, de bateleura, de charlatans, de 

montreura de rats, de montreurs de riens ' of Nouveau's own childhood. In 

pa.rtioular, Nouveau's lJUDIIIlary of the 'carrefour' as 'un des rues ooins de 

Pari. oil 1a Banque (je veux dire la banque des banquistes et non oelle 

de. banquiers), cOllIDe ohante Plessis, se Hit r4hugiee', seems 

to have been appropriated from Val1.s whose art icle on circus characters 

and proce.sion.(publ1ahed in Le Figaro, 20 July 1865)bears the title 'La 

Banque at lea Banquistes'. Other figures mentioned by Nouveau are also 

cOlDon to ValU.s's evooations of fairs in the oapital in La Rue. Nouveau's 

'llontreur de rats' of the 'Avenue de l'Observatoire' for example recalls 

79'L •• Saltimbanque.' of La Rue (Paris, A. Faure, 1866) which describes 

city fair. and their varied oharacters seems especially to have influenced 

Nouveau here. Though he ada. the primacy of Vall.s, that of Coppae 

and Baudelaire is alao manifestly evident in the observation and description 

of Pariaian acenery which Nouveau exploits in his turn. 
80 

Nouveau, O.C., p.459. 
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Valle.'. 'L'HolIIIDI &U% rat.' (published separately in 1.& Parodie, 12 December 

1869); .i.Ililarly Nouveau'. 'Jul.es qui leve dana sa dchoire de fer un tonneau 

sur lequel est place un 'amateur' a oheval', Ilillick. Valles's Herculean 

at ron 81M" 'L'Ro ... au pari' (alao rePllbliBhed in La Parodie, 12 Deoember 

1869). Absent troll Nou.veau' s prOBe poell howver are Valles's sooialist 

teel.inp (apparent in this latter author'. warm and sympathetio treatment 

ot the oirca.. tolk) aDd hi. evident pity for their exUe and wretohed 

cODdiUon. 

On .e sent de. envies de p1eurar 
de'Y&Dt 08. pauvrea gena qui 

a' 'powaonent a Cinq aola l' heure, 

l.in de la patrie aux forit. vertea 

et aux grande. oathidralea. 81 

It not reating on a Sooiali-' baais .. Valna' a are, Nouveau's sympathies 

to-.rd.a the Pariaian lower 01 ... are neither displayed through an acoumu­

latiOll of Hnti.ment&l &cljeoUvea 'petit', 'naif', 'humble' and so on as 

are Ccp~e '., nor are they dependent on an analogy to be dram between the 

poor'. wretched stat. and the poet'. 01111 cirOWllstanoa. &8 in Baudelaire. 

In 'Aveuu.. de 1 'Ob"rY&toire , Iouve.'s compassion,it any,is reserved not for 

the unf'oriunate acrobatic performers but for the 'pauvre aveugle' unable 

to wit.s. the colourful &rr&1' ot eostuaed individu.als milling about the 

.quare. 'de petit. rentiera, d 'entata, de bormea, d 'ellployea, de nourrioes, 

de aaltiabanque., de .oldat •• ' Suoh pioture.que mirturesct humanity of 

which the blind wo.an ia deprived, but which for lieu.,.. constitute the 

.... DOS of the '.pectacl •• n pl.in air', ocour regularly in the Petits 

tableaux p&!'iaiana in illuatraUon of their hold OIl the poet's imagination. 

In this pariiOlllar po!me en pro .. , the acrobat., in the form of the 'dan.euse 

de oorda', _rU his attention as do the ordinary Parisian individuals of 

the audi.nce, bar 'carcl. d'adairateura nalf.'. Similarly the 'oamelot qui 

_t an lot.ri. Ie fragile 4chautaudage de .e. verres', is balanced by the 

crowd ot .iJlpla 'te_a d'ouvri.ra' and 'petite. fille.' lured towards his 

stall who &1.0 attract the poet'. gaM. Thia &ll-embracing regard extending 

trOll the spectacular antics of the tightrope dancer to the path c tio im­

aobiU ty of the 'pauvre aveugle qu 'un .nfant tient 

par un pan de aan tabli.r' is a olear ex_pIe of liouveau'. '&me oontradiotoire', 82 

hia natural opezmess to tba yariety of life whioh permitted him to enjoy and 

81 
'La Parade' troll 'x.. SaUillbanqu.s' in La Bu.e. See Jules Valles Oeuvres, 

Volu.. 1, text. itabli, pre .. nt' et annot. par Roger Ballet (Paris, 
Gal 1iaard, 1975), p.708. 

82 Art. ci t ., Bol'D8oque, p. 5. 
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portr~ often apparently incompatible elements of city scene and population 

with equal interest and grace. Nouveau's versatility and openness was also 

advantageous in a geographical sense since it freed him from the profound 

sentimental and nostalgic ties of the kind which drew Copp~e to the Quartier 

Latin or banlieue. He was thus able to take inspiration wherever he found 

it in 'oe Paris m@l~ d'arrondissements}Exoentriques,.83 Hence Nouveau 

focuses alternately on the east of the capital and the P~re-Lachaise 

oemetery, on the west and the Bois de Boulogne, on the south in 'Rue de 

la Gatt". He obBerves the prosperous Right Bank in 'Rue de la Paix', the 

artistio Left Bank in 'Averme de l'Observatoirelcr the heart of the oapital 

in 'L'B8tel de Ville' and 'Les Tuileries'. Reinforoing Nouveau's social 

and geographical ouriosity diapl8iY'ed in the Petits tableaux parisiens is 

a180 the technical and thematic riohness of these often vastly different 

pieoell finally grouped. under a single heading whioh will emerge in the 

oourse of our invelltigation. 

Two of the earliest published. Petits tableaux parisians, 'Au Pere­

Lachaiae' and 'L'H~tel de Ville' (both appearing in Le Reveil, 1 October 

1882) are exceptional in the collection in that they were originally 

suggested by speoifio events in Paris' history, the first by Michelet's 

inhumation in the capital in 1814, the second by the opening of the 

newly oompleted. Betel de Ville in 1882. This reveals an attempt by Nouveau 

to appeal directly 1» lcontemporary audienoe as well as to one of the future. 

Deapite the potential for historioal and politioal comment offered by 

Nouveau's choioe of theBe two subjeots for his tableaux however, the 

emphasiS in each poem moves &Vlq from general oonoepts to what is visible 

'par le petit bout [ ••• ) de la lorgnette'. Primarily, the poet oonoentrates 

on the material aspeot of reality, on his own refleotions on it and 

ultimately on the oreation of oolourf'lll, personal images intended. to 

oonvey th .. e two aspeots. 

In 'Au Pire-Laohaiae'the opening B.-ltenoe pinpoints the subjeot of 

this retrospeotive poem. en proBel 'Miohelet vanait d'etre ramene de Cannes 

a Paris, dans un double oereneil de ohAne et de plomb et c'etait Ie jour 

de Bon inhumation au Pere-Lachaise'. Even at this stage in the gratuitous 

mention of the double ooffin, one oan sense Nouveau's interest being drawn 

&Vlq from the oentral hiatorioal figure of the piece to relatively minor 

details of the soene around him which he finds personally representative 

of varied city life. As the coffin distracts, so the brilliant sun­

shine, neutralising the sad oonnotations of a funeral, also draws the poet's 

83'Cadenette' in Nouveau, O.C., p.408. 



- 197 -

eyes awcq from the cortege onto the houses and rooftops of surrounding 

Paris: 

Au-dessus du corbill~, charge de 

fleurs et de couronnes, Ie soleil de mai . 
ruisselait, ainsi que sur les toits, a 

l'angle des maisons, en ruisseaux d'argent 

et d'or sur la foule murmurante et 

reeueillie. Ce n'etait presque pas un 

enterrement, et pas tout a fait une f8te.84 

In oontrast to Verlaine's use of death in the oity where the poet becomes 

personally involved through fear of his own mortality, Nouveau keeps death 

at arm's length here, proving for him it was in no WaN a personal obsession. 

Avoiding macabre alternatives he refers to Michelet vaguely as 'une ombre' 

or 'Ie fantome', for whom death in old age ('oharge d'ans, rassasie de 

jours') had been neither a terrifying nor painful experienoe but a means 

to 'regagneCrJ sans amertume la patrie oommune et desiree, Champs-Elysees 

8.U% verts ombra.ges'. 85 In fact, through the living memory of Michelet' s 

attractive personality and popular works ('Ie fantome du mort etait si 

tendre, son souvenir si souriant, son oeuvre si sed.uctrioe, sa gloire ai 

vaste et si oertaine') the writer and historian aeems more alive than dead . 
in 'Au P.re-Laohaise'. His mass following,drawn from all sectors of Parisian 

society, seems more fi tt ing for the 'oouronnement du gWlie' than for 'des 

obs~es tun.bres et banales'. The fact that Nouveau watches and follows 

Michelet's oort.ge in the cheering comp~ of a 'foule enorme pleine 

d'enthousiasme oontenu',rather than alone or with a friend as Verlaine 

does in the prose pieces from Memoires d'un veuf, also points to a 

distinction between the two poets where death and the city are conoerned. 

By the inolusion of the Parisian masses and the absenoe of a subjective 'je' 

in the poem,Nouveau deflects attention aWaN from himself as a participant 

and focuses it on the oommon city figures around him. He thus displ~s 

an artistio interest in the Parisian inhabitants, an interest which for 

the most part Verlaine did not share. In 'Au P~re-Laohaise' Nouveau dis­

plaNS aeute observation of the figures around him capturing sections of 

the orowd suoh as the 'boutiqu~ers et les passants' fUll of idle ouriesity 

84Nouveau. O.C., p.452. 
85Though intentionally referring to the Elysian fields of heaven, Nouveau's 

phrase here also oalls to mind the Champs-Elysees of Paris itself. He 

repeats the double allusion in 'L'H~tel de Ville' where he alludes to 

the 'Champs-Elys~es de la Gloire et de l'Honneur'. 
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'[qui] ae penchaient pour aavoir Ie nom de 1 'homme illu8tre que tout Paris 

accoapagnait &insi', and then Michelet's most as8iduou8 followers and 

lfouveau. 's own favourite Pari8ian inhabi tant8 'le8 femmes [don't;) les levres 

entrouvertes ( ••• ) aou_isnt'. This a ... crowd aotif (repeated three times 

towards the end of this composition. 'la foule etait enorme', 'Dans la 

foule on eat dit que lea femmel ataient & aajorite', and 'la foule rivait') 

... _11 aa conveying a senae of variety, vitality and II&SS activity, also 

helps to identity the scene lfouveau is describing as a 8pecifically urban 

ooourrenoe. Bence the position ot 'Au Fire-I.ohaise' at the head of a 

.eries ot lpecitically Parisian patits tableaux is juatified. 

All the tentative hiatorical and narrative thread of ~u Pere-Laohaise' 

is broken up by 1Iouveau' s concentration broadening out to the Parisian 

~rround1nga &Dd its buaaD inhabitants, 80 in 'L'Hatel de Ville' objective 

physical desoriptions of tbe objeot ia question are fractured by Nouveau.' s 

.ubjeotive intrusions and lyrical outbursts glorifying this city edifice 

and the urban soene ... a poetic subjeot in general. Firstly Nouveau suggests 

the elual status of the new ~tel de Ville ... a goverlUMntal centre and a 

supra_ arohiteotural achieveMnt through visually effeotive images. Its 

poli tical role, guaranteeel to ' C tat"] battre les coeurs de tous lea 

oito~na' is oonoreti .. d in th8 iaage of the official leal, 'Ie cachet 

dont les pruel'h~s aignent leurs aeci8ions'. Its artistic aide ia suggested 

in the Moklaoe iaage, 'Nduite a la di_nsion d'un HdaUlon, eUe ferait 

1m bijou. 9lioat pour 1a gorgereUe des puoelle8,.86 The building's political 

and .. sthetic qualities henceforth oonstitute the dual theme on which 

Iouveau's ~e en prose is oonstructed and tro. which his imagery is 

.. _rated. Continuing with a _taphor drawn froa hia own discipline, 

lIou.veau coapares the HOtel de Ville to a 'pM_ en pierre'. As the written 

word. is the Yiaual aanifestation of a poet's iDDer thoughts and inspirations, 

so tbe '1Ia1son de Yille' is the physical repreaentation ot the abstract 

'aftlClohis ... nt des co ... s'. In Paragraph II of the piece Nouveau moves 

brietly a~ froa the initially dominantly metaphorical tone and pictures 

the HOtel de Ville in its strategic .. ographical poai tion 8i tuated in l.iJl 

area of oontruts, in the heart of Paris bet.en the busy 'rue de Rivoli' 

and. the oala '10D8' quais brunis de la Seine tranquille'. Reinforcing the 

jurlaposition of activity and oala, NOI1".au ukes use of the crowd motif 

troa '.Au Pere-Lacbaise', tirstly imagining the area in front of the H8tel 

de Ville tlooded by aD .. bivalent 'foule orageuse, gaie 

86 
BOI1veau, O.C., p.453. 
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et morne a la fois, avec ses remous et ses tourbillons d'ocean humain',87 

then visualising it suddenly cleared of people 'dans Ie repos et Ie 

silence d'un jour ouvrable'. The impression of unpredictable movement 

suggested. by the aquatio terms 'orageuse', 'remous' and 'tourbillons' in 

the orowd scene forms an effeotive oontrast to the sense of physioal torpor 

oonveyed by the semi-erotio terminology of Nouveau's seoond soene wherein 

his originality is probably more evident than in any other part of the 

poem: 

a midi, dans le repos, et Ie silenoe 

d 'un jour ouvrable, I' asphal te vide 

se dilate au large baiser d 'un grand 

soleil,il est beau de voir s'elever 

blanohe comme une fiance~ toute 

neuve [ ••• ] la Maison. 

'Dilater', 'baiser', and 'soleil' as used here are" reminiscent of pagan 

oelebrative pieces (suoh as Rimbaud's early 'Soleil et chair'). Combined 

as they are here with urban notions: 'jour ouvrable' or 'asphalte' for 

esample, they reveal Nouveau's attempt to poeticise the visible aspects 

of the city around him, an attempt which rests on a subtle combination 

of natural, urban, ancient and modem motifs. A further drawing together 

of the ant ique and urban themes oocurs in the D\)"thical image rounding off 

this oentral seot ion of Nouveau's tableau, that of the 'phocmix ant ique' • 

The oomparison is doubly apt since in the abstract sense of being the 

'evocation du pass" and the 'vigoureux appel a. un pacifique et magnanime 

avenir' the HOtel de Ville is phoenix-like; also in the literal sense 

of having risen from its own ashes ('sortie de ses oendres') after being 

razed in the co-.u.nard fires of 1871,it oan be likened to the legendary 

bird. 

By this stage in 'L'Hdtel de Ville' (the end of paragraph II) Nouveau 

has suooessfully substituted for objeotive desoription of the building's 

87Water imagery is not unoommon in oonnection with the oity although 

frequently it is assooiated. with the disposition of buildings rather 

than with the oity population. In 'Le Manoeuvrier' for example, Nouveau 

speaks of rooftops oonstituting 'une mer' while ohimneys are 'des mats'. 

In a more general sense Balzao's wonderfully evocative image from Le Pere 

Goriot beginning 'Mais Paris est un veritable ooean. Jetez-y Ie sonde, 

vous n' en conna1tre-a jamais la profondeur', springs to mind. 

See Balzao La Com&die Humaine Vol. II,texte etabli par Maroel Bouteron 
(Paris, Gal 1 imard, 1951h p.806. 
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outward appearance, a long series of invented images springing from his 

personal imagination summarising its dual political and artistic significance. 

These include the warrior's helmet, the official seal, the phoenix, the 

necklace, the 'po~e de pierre' and the 'fiancee'. Some (like the 'fiancee' 

suggesting the idea of whiteness and new stone) have a predominantly visual 

dimension, others (such as the phoenix) combine visual and philosophical 

elements. That of the 'poeme de pierre' on the other hand would seem 

particularly indicative of a writer eager to reveal the poetry of the 

city landscape around him. In the final paragraph of 'L 'Hotel de Ville' 

Nouveau returns to the political theme to convey on a visual level the 

civic pride and potential for the future s,ymbolised by the new 'Maison 

de ville'. To Nouveau's mind these abstractions are concretised firstly 

in the collect ion of famous Parisian figures whose statues decorate 

the building's f8£ade.88 

Hospitaliere par excellence, elle est 

peuplee de spectres de pierre, genies qui 

orn~rent Paris aU 11s naquirent, et 

d'ombres de marbre, sorties du cerveau 

des statuaires et qui font p8llser a. 
des Champs-Elys'es de la Gloire et 

de l' Honneur. 

Seoondly, they are implied in the 'ohevaliers d' or aux banni~res heroiques' 

on the lIWIIIIit of the building. These latter two figures, products of 

'l'au.dace naive du vieux art r8ssuscite', seem especially dear to Nouveau's 

imagination and generate a eu.logistic and lyrical flourish. Raised high 

above the aqline of Paria ('lIont4fa l&-haut dans les nuages, et regardant 

au loin ,) they direot the poet's eyes upwards and towards the horizon, 1 if't­

ing him out of his material environment, straining with them to see the 

88 This aspect of the Hatel de Ville is picked up by Verlaine whose 'Nuit 

blanche' ( Memoires d'un veuf) published in Luteoe, 10-17 August 

1883, iaaginea Villon and .a .. t deacending from their plinths on 

the HOtel de Ville and wandering around the silent capital. 
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as yet inaccessible light of hope for the future: 'le premier point du 

jour nouvean' • 

This suggestive possibility and imaginative ~ towards future time brings 

'L'H8tel de Ville' to an ecstatic and dramatic conolusion which the third 

tableau 'Les Tuileries' is i1l-equipped to follow.89 This composition 

consisting of a whimsical flashback to the original Parisian tuilerie 

ranks alongside 'Le Bois de Boulogne' (the description of a Parisian 

family's abortive trip to the countryside), as the least successful of 

Nouveau's Petits tableaux parisiens. Both compositions fall short on 

accownt of their fictitious content which relies too heavily on Nouveau's 

restricted ability as a storyteller rather than his much greater talents 

as an observer and painter of real act ion taking place around him. In the 

case of 'Les Tuileries', a further temporal factor also enters play. In 

this poem the imagined activity the poet conveys,has supposedly occurred 

in the past (at an undetermined era rather than within living memory as 

in 'Au P~re-Lachaise') and thus is denied the verifiable physical detail 

and convincing local colour whioh gave the previous piece Parisian relevance. 

The result is a poeme en prose barely oonneoted with the real city world 

of nineteenth-oentury Paris or the urban theme as a whole. In the absence 

of a contemporary Parisian stimulUS Nouvean's ingenuity relates his 

desoriptions to scenes he has witnessed elsewhere, name~ in the rural 

world, to facilitate his imagination. The tuilerie itself,for example,with 

89 . --
The poem occurs in Le Reve1l, 1 October 188t. The Tuiler1es palace was a 
royal residence until it was destroyed by arson in 1811 which perhaps 

helps to explain the tongue-in-cheek political allusion forming the 

first paragraph of the piece: 'Un d'mocrate en belle humeur dir~it: 

bien nommeesl Car il nous est tombe de lA de rudes tuiles sur la tete!' 

Like Verlaine's reference to 'Auteuil classique' in his 'Auteuil' from 

Memoires d'un veuf (which he claims is not to be his subject in the 

poeme en prose)Nouveau's political allusion here is a red herring and 

has no real relevance for the description to follow. As he himself admits 

in the second sentence of the piece 'ce n'est pas de cela qu'il s'agit'. 
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its miscellaneous collection of fishing rods and broom handles leaning 

against its door, resembles a country peasant dwelling, 

long et ~troit,sans ~tage aucun, 

rez-de-chausee triste et nu: 

comme on en voit en Bretagne et 

dans les plus maigres provinces 

franpaises .90 

In the same W83 the stifling sunlight and unusual calm, 'le silence chaud 

et lourd. de la saison (qui] plane sur le pauvre batiment' and the'grand 

silence dore et emu de la oampagne inoulte' seem drawn from a rural summer 

soene in the !ill.. Strikingly similar terminology features in 'Pourrieres' 

where Nouveau talks of 'Soleil durl Mort de 1 'ombrel Et Silence des 

Eaux'. Even less convincing when compared to the other Petits tableaux 

parisiens,are the human participants in 'Les Tuileries'. The mother, 

especially, is not given visual portrc\yal, we hear only her 'voix rauque 

et imp'rative', while the children, 'sales, superbes' and 'beaux' are 

exaggeratedly 'au pouoe ecarte de statue antique' and their father with 

trailing hair and beard 'a l'air d'etre Ie dieu du Fleuve'. Immediately 

following the balanced and relevant phoenix image of 'L'Hotel de Ville' 

these mythologioal allusions are unoonvincing and out of place, Slightly 

redeeming the poeme en pyse for posterity is its final paragraph, formed 

of a single sentence, wherein the phrase from 'Avenue de l'Observatoire' 

~e.cribing the carre four as one of the rare, untouohed 'ooins de Paris' 

in the nineteenth oentury) is repeated. In an ambiguous turn of phrase, 

Nouveau explains that his desoription of the anoient PariSian tuilerie 

portr~s, 'Tel peut etre oomme autrefois, un coin de Paris, au bord de la 

Seine, en 1882'. That is, it shows either what the Seine area (whioh he as 

a poet witnesses in 1882)m~ have looked like in bygone d~s, or it shows 

simply an idyllio representation of actual scenes of work, or real 

human habitations and family activities observed by himself on the present 

Parisian river banks. In either sense Nouveau combines the themes of 

ancient and modem. In the first he achieves it through an exaggerated 

imaginary flight baok in time in an effort to reoapture the original flavour 

of an area personally familiar in 1882. In the second he sucoeeds thanks 

to a teohnique of elaboration and embroidery whereby real oity decor and 

people, throughNouveau 's use of oorruptive rural and mythologioal imagery, 

9~ouveau, O.C., p.454. 
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become distanced from their setting in nineteenth-century Paris. 

'Le Bois de Boulogne' has oomparable shortcomings which invite the 

modem reader to challenge the piece's literary value and even its inolusion 

in a series of Petits tableaux parisiens. Unlike 'Les Tuileries' however, 

criticism is not of the absence of specifically Parisian elements in the 

scene but of the piece's status as a tableau which is a matter of debate. 

As regards Parisian detail 'Le Bois de Boulogne' is tied by its title and 

by a wealth of accurate and topical allusions to the contemporary urban 

scene. The poem opens with a phrase recalling I of the Notes parisiennes 

where 'Madame est sortie', as it prepares the reader for a narrative tale 

cataloguing the disasters of a Parisian family's 'dimanche a la campagne'. 

Madame s'est levee A 1 heures, par 

ce clair et bleu dimanche, avec 

l'intention bien arr6tee de faire en 

sorte que la petite famille, composee, 

sans compter le mari, d 'un gamin 

de dix ana et d'une fillette de six, 

soit prate pour Ie dejeuner de dix 

heures, car c'est le jour de la grande 

partie tant projetee au Bois de Boulogne.91 

Consequently Nouveau refers to the buses taken by his imagined family on 

their dq excursion, 'numeros, 93, 94, 95 et 96, au bureau d'omnibus de la 

'Muette-rue Tai tbout', and also ment ions the 'gare du Havre' and the 'chemin 

de fer de ceinture', both verifiable and well-known Parisian landmarks. As 

mq already have been suggested by the journey theme central to 'Le 

Bois de Boulogne',this prose pieoe extends on a temporal axis, as opposed 

to the other Petits tableaux parisiens whioh extend spatially to visualise 

a city scene or a particular element of deoor. Thus it rather contradicts 

the pictorial term tableau under which it is gathered. This stylistic 

differenoe from the norm and the use of narrative rather than of descriptive 

teohnique is even underlined by the visual appearance of the text. It is fractured 

into ten short paragraphs, mostly constituted of single sentences, which 

contrasts with the other poems of the collection which are composed of two 

or three lengthy paragraphs each on average and which present rather a solid 

block of prose. The sense of disunity is further underlined by Nouveau's 

frequent references to the passage of time, fragmenting both text and 

91 Nouveau, O.C., p.460. 
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narrative: 'Madame s'est levee a 7 heures (paragraph I)' 'il est dix 

heures et demie' (paragraph V) '11 est plus de midi et demi' (paragraph VII), 
til est maintenant quatre heures et demie' (paragraph IX). Despite these 

drawbaoks which suggest 'Le Bois de Boulogne' would have been more suocessful 

in the form of a prose tale like 'La Petite Baronne,92 or 'Le Manoeuvrier,93 

rather than confined to the neoessarily restriotive structure of a petit 

tableau,'Le Bois de Boulogne', like 'Les Tuileries', is not wholly a negative 

creation. In addition to the happy picture of the wood's shady groves as 

'Les feuillages ou il pleut des gouttes de soleil',the piece is interesting 

in that it provides a rare example outside the parodies94 and works of 

collaboration95 of Nouveau attempting comio writing. Though his situations 

m~ be predictable (such as 'la petite [qui] se sent une de ces envies 

furieuses qui ne pardonnent a personne'), his comic description of the 

Bois de Boulogne as 'le classique gazon' and the amusing picture of the 

pere de famille (observing his wife and children 'd'un oeil somnolent du 

fond des oreillers' convinced of his final ability to be ready first) are 

certainly original and reveal a latent talent which Nouveau would have been 

well advised to exploit. 

The fourth of Nouveau's Petits tableaux parisiens in a chronological 

sense, 'Le Square des Batignolles' (published in La Nouvelle Lune, 15 
October 1882)' also reveals a slight tendency towards tongue-in-cheek 

humour and an episodic structure as displayed in 'Le Bois de Boulogne', 

yet here the symmetrical nature of certain indidents and the repetative 

use of enumeration which succeeds in creating a sense of balance, draw the 

pieoe together more effectively than was possible in the latter piece with 

its elongated time-scale. 'Le Square des Batignolles' is also more typical 

of the Petits tableaux parisiens in general in that it employs acourate 

description of real people, discernible in their minute detail,to a 

visually evocative end. The po~me en prose relies for its subject on the 

figures of two old men 'le capitaine d'Hervieux', a retired military 

92See Nouveau, O.C., pp.433-6. 
93 See Nouveau, 0.0., pp.444-7. 

94See Dixains r'alistes par divers auteurs (Paris, Librairie de l'eau forte, 

1876), and jppendix I of the present study. 

95These include 'Le Moine Bleu', a burlesque play composed in the company 

of Charles Cros and Nina de Villard among others in 1875. See Nouveau, 

o • C. , pp. 386-7. -
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gentleman and 'Ie vieux pere Boissert', a 'retrait~ du minist~re des 

finances',96 and on the regular meetings 'between these two figures. The 

appearance of each character is indicative of their personality and life 

style: Hervieux's immaculate dress and erect bearing ('le buste en avant') 

illustrate an orderliness and precision instilled by his military career. 

Boissert's sprightly gait, white waistcoat and fascinating buttonhole 

('un bouquet de fleurs variees dont les tiges trempent dans una miniscule 

bouteillette dissimulee par le paremant de I'etoffe') betray vanity and 

a oertain accentrioi ty. In synchronised movement reminiscent of the open-

ing lines of Flaubert's Bouvard et P'cuchet, where the two main protagonists 

fatally converge on each other from opposite ends of a city street,97 Boissert 

and Hervieux approach their rendez-vous in the 'square' with measured 

96Nouvesu. O.C., p.455. The possibility that Nouveau is describing himself 

and Verlaine indirectly in this piece is tempt ing and is suggested by 

similarities between it and Verlaine's 'Auteuil' (M~moires d'un veuf). 

See P.135 of chapter on Verlaine. The likelihood is reinforoed by the 

symbolic associations used by Nouveau in 'Le Square des Batignolles', 

'Hervieux' (or U.rr-vieux) is the German for monsieur followed by old 

(the opposite of Nouveau) and 'Boissert' with its suggestions of 'servil" 

and 'boire~ possibly hinting at Verlaine's reputation as a prolific 

drinker. 

97Bouvard et Pecuohet was first published by Lamerre in 1881. The style c£ 

the following exoe:rpt from its opening page is strikingly similar to 

Nouveau's poeme en prose: 

Deux hommes pa.ru.rent. 

L'un venait de 1a Bastille, l'autre du Jardin des Plantes. Le plus 

grand, vitu de toile, marchait le chapeau en arriere, le g:i.let debouton 

et sa cravate ~ 1a main. Le plus petit, dont Ie corps disparaisaait 

dana una redingota marron, baissai t la tate sous une casquette a. 
viai~re pointue. 

, 
Quand ila ftlrmt arrives au milieu d.u boulevard, Hs s' assirent, a 

la mam. minute, BUr le meme banc. 
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deliberation and froa opposite directions: 

Co... d' H.rvi.ux ... 10 1. pied sur le 

•• uil du jardin par une porte, Boi ssert 

pNoi.'Mnt .ntre par l'autre. D'un pas 

'gal il. .. dirigent autuelleMnt a 
l.ur reaoOlltre. 

J.e wll U oreating a .peoial nnal eff.ct (that often exploited in far­

oical plaJa vD.re .iailar or ~tly dift.ring charact.rs .... rge with split­

.. 00_ tiaiDg through separate cloor. opening onto the Ita.ge), this dramatic 

teolmiq..- helps to lIIlUrliM the •••• ntial rigidity of the two characters 

taYol .. d aad the olockwork rootiDe ot th.ir daily ... tings and memory­

exo~ .... i .. .98 ru. tact i ••• phaai •• d by lI'ouveau's deliberate 

... ot eDDaerat10n, ('il •• 'iDt.rrogent Bar l.ur .ante, leurs maux de 

reina, leur rbuaati_, leurs gra .. ll •• ') and of long adftrbB ('precisement' 

98Thi• i. not an 1.olat.d exaapl. ot Iouveau •• ploying dramatic techniques 

iD hi. oi ty poetry iD support ot hi. Tiew of the urban scene as forming 

a 'uoor .. tW.tre' ('.010 •• d'un NS.rn..te'). In 'Cadanette', for 

exaapl., a l.nst~ and s.nti .. ntal po •• cataloguing the life of a 

Pari.iUl 'trat •• ', Iou ... _ aniaates the sO.De by addre.Bing his reader 

41reotlyl 

V018S-WU. 0810 enfUlt qai s 'aYUlO8 avec .oin 

1m raa&8l1&1Lt le flot d8 ... robe. profonds? 

O'.st Oacle_tt.r 

(IouvelW,. 0.0., p.4l0) 

8111ilarly at tD. .nd ot '1A Ibl. U la Galte' (Petit. tableaux parisiens), 

in a .. dun oauaa- ot toa, Iou. ... _ direct. OIlr att.ntion to a group of 

oharaoter. e.rg:l.ng froa a daDce who appear to act out their personal 

d.ruI& with 41&10", to the ailliDg orovda I 

're.s, T010i un 'bal qui. •• nele, qu.l tapage 

daDa l' •• calier! Qu' •• t-oe qu'il y a .ncore? 

o 'e.t UM t ... ! J.UM, belle, 1 •• yeux ardents, 

1A 1m treablme, .lle ori.. "J. ..... in! 

u ..... iD r oui ususin", a una •• pace d' hCIIIIIe 

grand, HO, tort, qui .'en va tranquille.ent, 

le. aaina daD •••• poohe., sans s"pater, avec 

l'iD41tt'ren08 d'un Olyapien & longue blouse 

ble .. , et en ouqu.tte a troi. points! 
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and 'autuenelUJlt' (paragraph III) 'illlpme_nt' (paragraph IV) and 

'po.iUve..nt' (paragraph V). Though ooncentrating primarily on these two 

aaiD peraonalitie. in hi. po+ .. en proae,lfouveaa doe. not negleot the 

Pariai8D acene in gmteral in the piece. Hervieux'. 'mode.te appartement 

oapo" de deux piecea [ ... ] au quatrie_ 'tage' i. looated exactly in 

the ru a. lIoiMa. 'l'his area .. DOVll personally to lfouftau since a 

11ft. in the AM atreet proridad the ftDUe for Bina de Villard's salon. 

'l'be !CI!&l'! with Ua 'porie[~, 'baDca', 'all.e.' 8Dd 'grille', also its 

oClitoriingly oharaoteriaUc popalation of 'bonne. d'enfant.' and 

'nourrioea ooitt'ea d 'un bozmet olair et d 'un large papillon de satin 

jaM' i. e'YOud. In it. Nun.ring taailiarity it provides a physical 

oOllDterp&l"'t tor the old _n' a 'aCNvenira' I 

tOlljour. lea _ .. a, que obacwl des deu 

peut Npeter iii_MDt a l' autre , 

oar ai l' un De .. aCllvient p&8 de 

les avoir deja raoont'a a.nt foiS, 

l' .u:tre en revaDohe De .. sOllvient 

p&8 davaDt~ u lea a'YOir entendu.s. 

The lite ot the Pariaian park alao providea a aioro.copio representation 

ot huIIaD acUYity in ~ral u it ia guiad by rOl1tine and cOllpatible 

wi th the rhytha ot the Batura! world. Here, the Batural world is present in 

the fora ot the WJl behind who.. 'quinconoea en fl .... ' Herviewc and 

BoiaHri exo~ their _lIOriea aDd unar who.e dying rays 'les petits 

penaiODD&t. quittent lea all' •• ', aDd. '1 •• bonne. s'.n vont lente. et 

diatrai tea'. It ia on thia latter note ot .il.nt aDd nostalgio departure 

at ft1lHt that '1Aa Square de. JatiIl1011 •• ' draw to a c10 •• and with it 

that Icnlftau' a teolmique tor ftrbal iapresaioni_ (first hinted at in an 

earlT poea aoh u 'Fin d'aatollDe' and its cOIIp&N.bIe evening park setting) 

i. reintorced.99 

99TM .hrieking ot a train on the oullin de f.r de ceinture is actually 

the 1ut iaage ot IAa Scruare de. BatipoU.s. See ohapter on Veriaine, 

pp. 135 et Hg. ot the present study. 
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The high point of Nouveau'. painterly talent in poetry and poetic 

deaoripUon ia ho_nr probably re •• rved for the three remaining, and 

undouM.clly the aoat aucceaaful, ot hia Petit. tableaux parisien. I 'La. 

BIle de la o&1t", 'La Bu.. de la Pau' aDd 'I.. Oranda 1tou1evards'. The 

tiNt tvo of th ... thre. texta fora a oontrasUng pair while the 

tiDal pi.c ... bodi.a for Iouve&U tbe .... nce of Parisian variety and 

fucination. For the reader of )founau' s worka it stands as perhaps 

tbe poet's aoat aucceaatul prose aohiew_nt in the context of the urban 

the_. 

'La Bu.. de la Gait.' aDd 'La Rue de 1a Paix' wre published in !! 
liouwlle laM on 22 October 1882 aDd 29 October 1882 respectively. Besides 

beiDg aaong tbe truat uuplea of tableaux in the collection in that they 

~oate .-at ia apparent to the poet in a aing1e sweep over his field 

of viaien, tbe7 alao reveal in their Utles a _taphorioa1 aa well as a 

real aignifiOMce. In this latter respect, liouveau vaa PQrBUing Ba1 zao ' s 

Pariaian tbeory ot a link bet_en certain city streets and moral values as 

~at.d in hi •• hort .tory FerrMU81 

11 eat dana Paria certa1Ms rue. 

ci8ahonore.a autaDt que peut l' atre 

un h~ ooupable d'intaaie; pui. 

dea Ne. aiaple..nt horm8tea, puis de 

jeunea ru •• sur 1& acralit. de.quell •• 

Ie publio De s'eat pas encore fo~ 

4'cpinion. 100 

Iouw .. 'a atreet DAMS in hia poeaa howwr also bave & certain ironical 

sigD1fiouaC8, for if 'La Rue da 1& Galt.' is lively and oolourfu1, it is 

al.o dirt7 aDd. aord.i4, CODwraely while • La Bu.. de la Paix' may be 

refiDed aDd. calli in acae reapeot., it is alao teeming with life and (as 
101 

in the cue of tbe 'aarquia espagnol au. i talien C ••• J et Simple esoroo') 

DCt al-.,.. cf tbe acst ct.airable variety. Fro. the ou.t.et 'Ia Rue de 1a 

a&tte' ad 'La RIle da 1& Paiz' 41fter in teras of the ti .. at which they 

are cb .. rwd b7 the poet, :pNllUll&b1y the U. of greatest &oti vi ty and 

theretcre interest tor tbe spectator. The firat 'eat gaie ( ••• ) surtout 
102 

1. aoir' whUe the aecond i. "legaDt ... toute heure de la jOUrn8e', 

loo..lzac, La CaMelie bpa1ne, Volu. V (Paris, Oalliaard, 1952), p.l7. 
10~OIlwau! O.C., p.458. 
lO~OIlwau! O.C., p.456. 
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particularly in the morning 'tNa tard, vera dh: heurea'. furauing his 

fasoination with the urban landscape'. vari.d visual dimension, Nouveau 

.xpllDds on the appearance of the two atreet. under their natural or man­

u.d8 illUllination and during their period of greateat activity. In 'La. 

au de la Galt4', palight, .... n'tial to the evocation of 'this seedy 

area a't nigh'tt1M, caa'ts Us e.rie lUllinosi'ty over the aoene below and 

_lpe orea't. a _1lM of overpoPllla'tionl 

Blle ea't gaie, .n effe't, aur'tOR't 

le soir, quand le pz qui eclaire aes 

nabreuae. pl'ti ... rie., ''tabUe. en 

plein ven't ru:iJMlle sale, ja.une e't 

paazat, rappelanl:. le. boucheri •• de 

8oho to Londre •• 103 

'!'he 'bu'tling ac'ti vi 't1 ia illu.trated in 'the _al th of co_roe and enter­

tah.en't in 'the area open la'te in'to t_ Dight, thanka to the advantages 

of artitioial li8h'tiDgI 

103 

CRtre ... IlOIIbreuz -.rolumda de vin, 

Nlmi ... 't, Ul'toa.r u leur ooaptoir de 

zino, de. vieillara avi1'18. et u petUes 

Pari.iezme. blonde. en loque., elle ooapte 

1IIl t~ltre, e't deuz oat •• -concerts. 

[ ••• J 
Vera on_ heure. dll .oir, 1& rue de la 

a.1 't' •• 't en pleiDe efterveacence. Qa 

obautfe d:Iar. IA •• ique u. bal., 
'tcnn .... i DOIIbreux daDa la rue que 

le. o_oeri., aftol'e, rugit ... derniera 

quaclrille •• 

ThcnIP •• ft_' a u.. of palight in 'thia poe_ eaphasia •• dirt and 

infection in 'the oUy nree't. rather than actual death, the terminology 

be .... i. ftrJ .iaU.&I" to that ot Verl&iDe in his 'Sonnet boi'teux' 

vh:1oh noD. 'tba 'brouillard ro ... 't jauDe e't sal. des Sohcs '. 
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In 'La Bu.e de la Paix' on the other hand, it is the morning sunlight which 

briDgIJ out the are. large collection of wealthy aristoorats to indulge 

in Window-shopping and ita nuMroua, attractive fashion modals and. elegant 

shop asaistlUlt. to decorate the ci t1 pavements: 

La _tin (tri. tard, vers dix heves) 

fl.uri t sur ... larges trottoirs 

l'aristocratie de. deaoi •• ll.s de 

aasaain, aodi.t.s a 12,000 franc. 

d.' appoint.mant, "preai're." d.e ohez Worth. 

Underlining aDCl arising froa the two areas' geographical separation are 

the .ooial and huaaD diff.renoe •• xisUng bet.en them already hinted 

at in d.etail. of the ri.ibl. scen •• The RD.. de la Gatte is populated 

bJ .ooi.t1". rej.cts, 'de. ri.illard8 arines', 'de petitea Paris1ennes C ••• ] 

en loqu •• ', aDd the working cl... 'un boucher graa et rouge', tune 

la"u .. de .... 11.'. The Bu.e de la Pais is tilled by a frivolous 

ooll.otion of wo.en conneot.d With the faahion trade. 'demoiselles de 

aagaain', 'aodi.t •• ' and 'preai~re.'. Foreign ari.toorat. are alao present 

in 'qv..lqu. jnglai., qu.lqu. prince', 'un lI&rqUi. eSp&8llol ou i taIien' • 

lD a .1ai.lar IUlllMr, the Ru de la Galte support. only e •• ential commerce, 

' ... noabreux II&rChaDda de rin', ' ••• pitia.eries', while the Rue de la 

Paix favours luxury it._. 'Dea boutiquea de fleurs, de bijoutiers, 

d 'objet. d'art'. 

Oftrriding the 'fisibl. peculiariti.s diatingui.hing the •• two urban 

tabl.ax tor the reader howver, ia the notion ot Parisian1am which draws 

thea together. Thi. concept .. sugge.ted .. early &8 1815 in Nouveau' a 

BODDet 'A )Jad.- Iina de Villard' &Del it 1fU elaborated on in the course 

ot hi. Iot.. eri.iezme.. In 'La Bu.. de la Gatt.' the street's unique 

oharact.r i •• abodied tor the poet in its theatre and cat'a-conc.rts 

which provide a tOrd tor talent ('la nalvete pricieuae de la BUp8ricrUe 

qai .'ipore') aDd attorda a wry nece.sary diveraion in this otherwiae 

depreaaing, cloe-at-heel area. The 'charllle .ecret' of theae two estab­

lia~nta lie. to I_"au' s llind in the 'joie parisienne pure, absolument 

vierge de toa.t _lange etranger' which ani_t •• th ••• This 'joie parisierme 

pare' .aamat.. froa the kaleido.copic mixture of humanity in the 

Ddienoe 'car plus d 'un .culpteur U1ustre, plua d 'un paintre, voire plus 

d 'un ~te M ctedaigD.nt pas de s' y .alar a 1& cohue, et SUlS que leur 

distinction .' en oft.nae, d' l' .avourer entre un boucher gras .t rouge at 

une 1aveu •• de vai ••• lle, Ie partua canaille d'une ao~ en vers quelconques 

BUr un air ob ..... ur'. It is alao apparent fro. the cavalier confusion 
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of seriou .... s, ob.cenity and exaggeration on stages 

Qg.an.t au th61tre, lui, qui n 'y est pas all'­

ou claDs .. a pareils- ne oonnaitra jamaia leB 

ravi ... llent. de la c_die. OUtre qu 'on y 

jou.e le. _illeure. piece. et que, partant, on peut 

.'y fora.r a la bODDS litterature t~t comme 

a111eura,ce spectacle •• t re~s.' ici par le 

piqRant anor.. d'un maRvai. goat delicieux daDs 

le. p.tes et le ton des actev.. I.s .draMS 

aurt~t! C'e.t a alire! 

In 'La BIle de 1& Pai%' the s08ne' s specifically Parisian elell8nt is the 

piotorial aDd druatic potential of the street's female inhabitants 

OODY8184 in aD illprea.iODistic precession of 'petits piede grassouillets, 

_nux, _tin. i.pertinents, ayaterieux' ( ... J 'de chapeaux de jUp8a 

et d'oabrelle.'. 1'be Pari.iaD quality of these figures, their 'saul 

pari.iand ... ' in Bouwau'. wo~auffiee. on a aerioua artistic level 

to 'ravir 1IJl peint" aoderae' aDd on a cOllic hWll&Zl one to 'tenir en 

haleiDe penclaDt de. heure. CoerubiD, c 'eat-a-dire le petit pitissier 

blanc et bln, ftDU du. fond de la rue Saint-Honor4, et qui prend lIille 

re.pect_u... precautions pour ne paa heurter un ai beau lIonde avec aa 

~c~lle qu'il porte, en .ifflotaDt, BUr sa tlte de gavroohe aveille. ,104 

Sip1ticantl:y, the .. two el_nta chal'acteria1;ic of the Parisian scene 

and. iapariiDg to it a .pecial quality of pariaiani •• ' (1& Pariaienne 

aDd the e •• ential ~iety aDd pictorial quality of life in a metropoli.) 

are tho .. which Otr .tu~ of I'ouwau'. city poetry baa shown to be moat 

frequent Uld RCce •• tul in hi. ull&8't. 

'!'hough e.pecially .ignificant aa it ia used in 'x.. Rue de la Gaite' and 

I La Rue de la Paix', 'pari.iand_' in a pneral .ense is e.sential to the 

whele of the "-tit. tableaux pari.iena. Alre~ apparent in the oollection's 

tttle, 'Pari.' .. ncb al.o appears u a refrain at regular intervals 

in tbe inctinaal text •• In 'Avenue de l'Observatoire', 'Paria' occura 

twice, onee in the piece'. opening .. ntenee. In 'J,'H6tel de Ville' it 

occara three tiM. aDd. in 'Les Tuileri •• ' aDd in 'La Bois de Bou.logne' 

it appear. in the MllCrable final lines of the.e poe ... en proae. It is 

lO~i. enisaatic figure cf the 'petit pitis.ier' cculd be an example 

cf 1'011"1'8. '. powr. cf cb.ervation and interest in the pecple cf 

Pari. as a Yin&! .pectacle. On the cther hand it is possible he 

repre.ent. BOIlveau hi .. elf, .ilant, transfixed by the processicn of 

ParisienDe. before hia. 
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in I Les Grands Soulevards I, significantly Nouveau I s tinal piece of the 

Petits tableaux :parisiens, that this theme ot the uniqueness of Paris 

reaches its climax however and with it Nouveau I s treatment of the city 

theme in prose. 

'Les Grands boulevards' begins with a stark, verbless sentence, 

similar to that which opens Charles Cros' 'Ef'farement' and which puts 

emphasis on the nocturnal theme which merges with that of Paris in this 

poem. 'Trois heures du matin! ,.
105 In contrast to her European neighbours 

lulled into somnolence at this hour of the day, Paris, especially the Paris 

of the Left Bank and the 'Grands 'Boulevards' (presumably Boulevard Des 

Italiens and Boulevard Haussmann), is alert and throbbing with life. 

From the very :first sentence therefore, the unique status of Pari s among 

her oontemporary cities is brought to the fore. The capital' B vi tali ty 

is insisted upon in Nouveau's favourite prose decoration (the enumeration) 

in the opening paragraph of the piece in questions 

La nui t, Ie repos, Ie temps des Bonges et 

des rives sont repandus sur l'Europe, 

Petersbourg dort, Berlin rontle, Londres 

sommeille, seul Paris veille. La vie s'est 

re:fugiee ici, la vie intense, louche, dOr$e, 

nomade, boha., la vie qui ne veut pas dormir. 

Seul Ie quartier relDUe encore, boi t, JI8l1ge, 

aima, se moque des polices, de la morale, de 

l'hyg1~ne, de la pendule et du soleil. 

M Paris' lite is focused on her centre in the 'quartier' (and by 3 a.m. 

in the secrecy of buildings rather than out in the streets as in 'La 

Rue de la Gait"), so the life ot EUrope and the world is focused on 

Paris. ~panding his concentric vision of reality Nouveau imagines the 

different oultures and oivilizations of the western world represented by 

America, Ireland and Norway looking and moving towards Paris as their 

oontrolling force: 

C'.at pour 01 lieu et pour cette heure, 

qu '.. tout instant, du tond de l' _rique, 

de l' Irlande verte, de la NONge ~lanche, 

du bout du .onele, lU1 desir, sous une forme 

l°5rouV8au. O.C., p.461. 
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106 humaine, ee met en marche. 

Parie' importance is not due to her geographical position or cultural heri­

tage however, but to a particular element or individual to be found there: 

les adorateurs de toutes les races, de tous les climats 

de toutes les langues, sont venus offrir leur encens, 

dans ce temple qu'on appelle le cabinet particulier, 

a cette idole parisienne, la "soupeuse". 

Clearly a colloquial or fashionable euphemism <as suggested by Nouveau's 

use of inverted commas), 'soupeuae' is an example of a term with problem­

atic meaning for the modern reader. Jean Rane Klein in Is Vocabulaire des 

moaurs de la "Vie parisienne" sous le second Empire helps clarify the 

situation .0000what through his explanation of 'soupeuse' as 'une sorte de 

fe ... galante speciali.'e dans l'art de se faire inviter au restaurant ,:01 
She 1fU thus a WOIlW1 of easy virtue, no doubt akin to Cros' 'Circe' in 

'L'Haura verte' Who 'court' [ ••• ) 'vers des dinars l1riar.rJus( ••• ) a travers l'opale/ 

De la brwaa du soir'. On certain occasions she would even be i aid a bonus by 

the restaurateur for bringing cu.stom to his establishment. In tune with the 

.uphellistio tel'll 'soupeua.', Nouveau raakes only oblique reference to the 

profane object of hi. and all EUropa'. attention. Her boudoir for enter­

taining clienta become. & 'oabinet particu.lie.r' for example. He also makes 

u •• of ironic religious terminology for distancing effect: her followers 

are 'Ie. adorai.ura', they offer 'encena' in her 'temple', she is an 'idole 

pariaienne'. The ambiguoua tone of the tableau, establiahed in paragraph I, 

and the aura of ayatery surrounding the enigmatic 'aoupause' dispels as 

Nouveau oba.rvea a secretive female figure <possibly 'la soupeuse' herself) 

e.rging trom & restaurant and disappearing into a vai ting vehicle a 

De t.mpa a .utra de l'.scalier de marbre d'un restaurant celebre, 

une forme .n"'lop~e de plis soyeux descend et se fourre, avec 

un c1aquement sonore de 1& port iare, dans une voi ture qui s' ebranle • 

106Thi8 iaagiJled oo .. opol1 tan pilgriJll&8tt revealing Nouveau's personal attachment 

101 

to Paris ia picked up in the following century by Apollinaire whose 'Vendemiaire' 

ot Alcoola imaginea & aimilar aeane with the nations of Europe invited to pay 

hoaaga to Pari a through the otf.r of wine. 

Jean Rane Kl.in, La Voca.bul&1re des moeura de la "Vie parisienne" aous Ie 

a.cond lQap1re, Inirodaction .. 1 "tude du IMPS! boulevardier (Louvain, 

B1bliotheque de l'Uai?8rsite, 1916), p.lOl. 
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A8 the aysterious 11011&11 disappeara, Nouveau.' s attenUon i8 centred on the 

external. appearaDC8 of the strange Ilisht-oity around him aDd he capturea 

for the reader a ghostly seene of e.pty streeta, silent oafes and muffled 

sounda bearing witness to Hcret acUvity behind olosed curtains. Contrasting 

Yiriclly with the chaotic scenes or'laThE de la Galt.' andlI.aRuede la Paix', 

this nbsequent Hction of 'Las Granda 1JouleY&rCiB', with its stark use of 

ur'bul Mcor and onen .. nnal iu.gery, remain. one of the most efrecU ve and 

_lIOrable ~saps of all Nouveau's city poetry I 

La ohaus.e si bruy&l1te le jour, est userte, 

sileneieu .. , par leurs Titres seules reraees, 

on voit l'interieur noir et vide des cafes. 

Las kiosque. i. journaux, • 'eclairent enoore, 

et foat penaer a. UD8 rue em Japen. Un 

.. DdiaDt qui aurait l'oreille fine ai~is'e par 

Ie jeUn., pourrait entendre vaguement remuer 

les jetons d'ivoire sur le. tables de baccarat 

dana les cerele., dont Ie s ri deaux de s tenatre B 

en ce aoaent s'eabr&88nt, tout ro.e., co ... 

des aous .. lim. creis.e. sur 1& gorge enfl~e 

des valseuses. 

The forcefUl presence of the city and its insi.tent call to Nouveau '. 

ill&8iaaUon &8 displ~d in this latter extract are due in part, &8 the 

poet hiaHlt reoogni .. s in 'La. Granda 1Jou.leyards', to Paris' eSBential 

qualities and idiosyncracies being aore apparent at night. The streets, 

tor exaaple, hidden by the activit7 of cab. during the daytime, startle 

the poet in their eaptiness at night by their sinuosity and oapricious 

diaensionsl 'leurs c6tes brusques et ondoyantes co ... les arabesques du 

coup du fouet.' They are also intensified however in that at night the 

poet's Olm mind is also aore attuned to appreCiate the oi ty' s originality I 

C'est l'heure aU Ie noot .. bule .. 

delecte &U% pens'es bisarrer que dans 

ce ailie. bizarre, la bisarrerie de. 

cho.es ~es & traYBrB l'artitioiel de 

la vie tait 4clore dana son cerveau.. 
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Intuitively thinking of Baudelaire, perhapa of 'A una heure du matin' 

(La Spleen de Paria) where thia latter poet drowna '1& tyrannie de 1& 

face humaine' in a 'bain de t.nebrea' 108 or of 'Mademoiaelle Bistouri' 

~ro. the .... oolleotion)where the notion of 'bizarrerie' i. alao .trong, 

Bou'ftau. make. a rare direct ref.renc. to hia gen. rat ion 'a poetic muter 

in hi. work •• Coate.plating the de •• rt.d atre.t. of nocturnal Pari. 

(Iolmlau'. 0181 poetiC aubj.ct in 'Le. Granda 1oulevard.') our poet 

reeofPli". in th •• Baudelaire' •• ource ot inapiration too " C 'eat U. que 

Baudelaire trouvai t ... riMa fratohe •• t uladi ft. COllM l' aube ' • 

He thus drava hi. lut known petit tabl.au of 1882 to a height in an 

iMge of trat.mi t7 with hia poeti c precursor. 109 

l~delaire, O.C., Volue 1, p.281. 

109UDfortunat.17 .01I.'ftau.'. HD8. of identity with Baudelaire, thOllgh 

ott.ring a flOllriah at the enel ot Iou.ftau.'. tabl.~ eloe. not actually 

oonelu. tbe pi.ce ill qu •• tion. In co_on with other Pet! ta tableaux 

pari.ieD8, notably 'Le Sqaare de. Batipoll •• ' whioh .nda with the 

exaa-rat.el aDcl unattraoti'ft i-.p of a .hri.king train on the 

chellin de f.r de oaintllr8 being oo.pared to a paak of injured dogs, 

'Le. Qruula 'boul • .a.rd.II' 010 ••• on an anUcliaax. Here the author 

toau. ... OIl a llinor, albeit Pari.iaD poet, Pi.rre DIlpom: aDd hi. 

aotiOllB aDd. reaotiOllB in 'oatt. heun att.nui •• t faiaaDaje' I 

C' •• t claDa oatt. lu.ur froids que Pi.rre 

DIlpont, heurtUlt BUr la ohau.R. un t ••• on 

de bout.ill. - peut-etre cell. qu'il avait 

briM., - 1. raapai t a'fto _thou au.r 

1. trottoir .n diHllt I "9& pourrai t 

bl .... r un ch.val.- Doux act d'ivrop 

.t de poet., bien .. 8& place daDa 

oatt. beurs attendri. et faisaDda •• 
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Though arguably appropriate in that departure trom the scene of city 

poetry occurred on a note of succesB, Nouveau's abandonment of the urban 

the_ just as be Hemad to be both III&8tering the art of the prose tableau 

and acknowledging his debts to Baudelaire remains one ot the great enigmas 

of his lite and poetry. By the turn of the decade (1819-80) Nouveau had 

alread.y moved his attention in the realm of verBe at least away from 

the urban the_, concentrating in 1& Doctrine de 1 'Amour on spiritualitr~ 

and RoaaD Catholicis •• With the Petit. tableaux parisiens of 1882, his 

treat_nt of the city in prOBe also seems to have expired. His subsequent 

collections, the minor Sonnets de Liban (1884) which rely on the exotic 

the_ and the lIore important Valentines (Ootober 1885 - April 1881) which 

praia profane love vi th as much enthusiasm as La Doctrine de l' Amour had 

praised diTine, both reveal a dearth of urban allusions and suggest that 

tbs 1IOrld ot the nine-teenth-century French capital and its inhabitants 

bad been pel'll&!lently displaced trom Nouveau I s imagination. Despite this 

sudden abandonment in 1882 and the fact that Nouveau IS city poetry on 

the whole repreHnts a very small proportion of his total output, the. 

poet's ottering to the nineteenth-century urban theme is still valid and 

interesting. Nouveau IS oontribution ia particu.larly so for if) outBide 

the parodies on Coppcfe, less than ten poema in verse have a high urban 

content, the percentage in the prose works is much more striking. All 

ot 1'0000au '. eMS en prose as veIl as the prose tale '1At Manoeuvrier' 

are decisively linked to the Parisian environment or its female in­

habitants. This reveals a debt to Baudelaire who first sensed the link 

bet.en the rhythm of city lite and that of the prose poem in the preface 

to his Petits Pot.a en EO .. (x. Spleen de Paris) and alao proves Nouveau's 

attaobaentl to and iuginative dependence on these two areas of inspiration. 

In Bouveau's oaae it is also significant that, like Baudelaire, his city 

works are in the ll&in highlighted by the use of urban titlesl I FantaiBies 

parilieDDel' in ver .. , Botel parilienne. and Petit. tableaux parisiens 

in prose. This aug~.t. that Nouveau hill.elf believed these collections 

pOB.e ... d qualities distinguishing them from his other compositions; 
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particularly Parisian qualities or as Nouveau preferred to express it, 

qualities of 'parisianiame'. For Nouveau this unique characteristic of 

'parisiani .. ' resided, and was apprehended by the poet, partly in 

theenipatic and entrancing figure of the Parisienne (subject of the 

Notea parisiennea),partly in the capital's cosmopolitan vitality and 

pioturesque potential. &II displayed in the Petits tableaux parisiense 

These two the.s wre expressed in liou.veau' s oi ty poetry as they 

coinoided with his persoDal. experience rather than vague literary 

aftection. They can be traced back: to the Parisian works of the early 

l810s. Iouveau's 'Hier, par una aprell-lllidi' (1813), for example, though 

having af'fini ties with Baudelaire's 'A une Pusmte' is probably also 

rooted. in Iouveau' s observations of Paris and certainly reveals his 

personal, fuoinated yet deterential. attitude towards one of the City's 

teMle inhabit8llts u _11 as 8Il early appreciation of the urban scene 

.. a piotorial 'tableau mouV8Ilt'. ':Retour' (1813) may similarly recall 

a Baudelaire poe_ (, La Solen) in its oontent or draw on Coppee' s 

baDlin.e ver.. for its .. tting, but nevertheless it is pu.re Nouveau in 

its tinal tableau seene with the towers of Hotre-Dame outlined against 

the grey Parisim sky. Finally, 1'000".au's 'Dizain (s'rieux oelui-la)', 

though etylistic&l.ly in the llould of Coppee' a Promen ad. et interieurs 

aDd theaatioally a precursor of Verlaine's styliMd 'Parisien lion frer.e', 

is alao direot11 iDf'luenoed in its attitude towards Pari. by real events 

in I'ou".au' s lif. That .eries ot un .. ttling 1I0veS bet.en provinoe &nd 

oapi tal .arking Iou".au' s childhood. was illportant, as was the fact that 

the poet .. probably away tro. Paria when he actually oOllposed the piece. 

In the ke7 oolleotions of the Botes parisiennes and the Petita tableaux 

parisiens Iou".au's personal involve_nt with, and individualistio treat­

_nt ot the Parisian objeots ot his attention are equally apparent. First 

inti_ted. in the poet's staDee of mute and. huable adoration before the 

JlO .. d. aDd ea1nently ParisiaD figure of Made. :tlina de Villard, Nou".au' a 

01111 attitude to the Parisiezme in general ia oftci&! to his evocations 

ot the .. tickle aDd. enipatio voaan. They efteoti vely become inspiratory 

•• s in the Iotes erisi8Dll8s aDd. alao the foou.s of probably the lIost 

l:yrical of all his oit7 ooaposUiona. 'l'boqh initially springing froll 

... &lid. tiaicl1 t7 ia his approaoh to vo.en in general, Nouveau's d.eferentii 

self-effacing treatMDt ot tta. Par1s1tnDe also reated on hia conception 

of her .. the huaD epi tOM of 8Il urbaD society he found equally in­

tiJIidating on occasions. I'ou.veau expressed his own feeling of ellbarrU8Dlent 
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before the .. entranoing ba.t profane female figures through isolated male 

characters projected into the tert in the )lotes parisiennes. In 'Jlendiants' 

(1815) howver, in tune with1his piece's more bitter tone, the poet 

.. plcya a 'je' figure to oonvey his feelings of inten .. disillusionment 

wi th the unsuocessful love experience he undergoes with one of these 

worldly temales. To equate the 'je' of 'llendiants' wi. th the poet him­

Hlf il bu:t a small step, eapeoially beoauae this poem, where Nouveau 

fleel frOIl the profane female figure, is virtually his last wi. th relevanoe 

for the oity theme in verse. It also marks the final treatment of the 

Parisie .. tame &8 it bad. occurred in the )lote. p.risiennes. 

'l'M the. of P!:Fisiania. or the uniqueness of Paris in the Petits 

tableaux parisielUl is linked largely with the theme of urban d8cor. It is 

given parUcularly personal relevance by Nouveau through the wide and 

varied choice of objeot. for his attention in this collection (which 

wre coapatible vithlis OWl 'a. contradiotoire') and through the modes 

of expression used to convey them which rely primarily on his own artistic 

talents u an observer and painter of real scenes around him • Least 

auccesatul of the Petits tableaux parisians are those which stray furthest 

tra. the expressly picturesque nature of the colleotion or those wherein 

Iouveau's limited inventive oapacity OOIl8S into play to prodnce a pieoe 

tar rellOftd from the actual cirOWlatanoes of nineteenth-century Paris. Most 

repreHntative of the Pet1ts tableaux parisiens are those such as 'Au P~re­

Iachai_', 'L'Stel de Ville', 'x. Square des Batignolles' and'L'Avenue 

de 1 'ObHrvatoire , where Nouveau both satisfies his personal J>!nohant for 

idiosyncratic vinal detail by keen observation and also attempts to 

di.play the cit;r as a 'poeM en pierre' tluou.gh lyrical, often sensuous 

iJlA88!7 UHd in ita eyooation. Most mcceastUl of the Petits tableaux" 

pariaielUl howver, are thoae where the poet throws Pari a 's kaleidoscopic 

variety _d co_opoli t&1_ into tull relief by the use of areas wherein 

the 01 t;r' s esaence .. , in the nineteenth century and to some extent 

remaillS today, aost apparent. In ! La aue de la Pa1x', 'La Rue de la Gat U ' 

and !X.a Granda Ioulevardll', Nouveau embraces key themes of his city poetry 

and ot 11 terature in general. urban decor, 1nhabi t811t s , the theatre, 

the ParisieDDe, aight and:ta C08JI08. He tully revels in the 'joie parisienne 

pue' which his poetry baa been able to reveal. 

'l'M ohUl~s of e .. phasis in Nouveau'. C&Ner from verse to prose, from 

Partsian paople to the Parisi& seene and finally from the city theme to 

those of divine and. profane love, though assisted by the passage of time, 
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are also ayaptomatic of Nouveau' B often oontradiotory poetio and personal 

constitution whioh provides the paradoxioally unifying thread for his 

poetry. This 'etrange eXistenoe,110 while offering numerous frustrations 

for the modern reader has nevertheless provided a oonstant subjeot of 

fasoination for the present author in as much as it reflects on Nouveau's 

treatment of the city theme in poetry. In that it gives Nouveau's works 

as a whole an intangibility and originality among his oontemporaries it ,also 

demands msp:>Dse 1rom tm general reader , for &8 J .H. Borneoque suggests 

in the final line of his perceptive artiole on Nouftau in an image of 

which the poet would undoubtedly have approvedl 'toute vie interessante 

n'e.t-elle pas un jeu de a1roira, oomma toute vraie POeSie?,lll 

11°Art.cit. Born.oque, p.5. 

lllArt.Oit. Bornecque, p.5. 
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CHAPTER 5 

~~TP.R R!~BAl!D:_.~~OVINCIAL SATIRE TO METROPOLITAIN VISION 

Apart from Copple, Arthur Rillbaud is the only member of the group of five 

poet. whose works have previously been studied in depth with the oity 

the .. in mind. Unlike Coppee's work, however, Rimbaud'. poetry is privi­

leged in having reoeived suoh attention in reoent years and from oontemporary 

scholars. Their keen interest haa been expressed in a variety of ways 

ranging troll short artioles on individual oity poems to lengthier, detailed 

studies oonsidering the urban the .. in general and neoessitating oomments 

on a wider .eleotion of oOllpositions. One might mention M. Spenoer's 

artiole on '.'tropolitain' (l968~1 and Rolland Mortier's on 'Promontoire' 

(1910),2 &8 well as Jean-Luo Steinmetz's oontribution to Volume II of 

Litt4rature whioh isolate. the theme of 'urbanisme,.3 M.J. Whitaker's 

1 •• Spencer, 'A Freah Look at Himbaud'. '.etropo1itain', The Modern 

LaDBu&l! Review, 63 (1968), pp.849-53. 
2 Rolland .ortier, 'Deux riverie. devant le Promontoire a Hugo et Rimbaud', 

Bulletin de l'A~IIi. ROyale de langue et de litterature fran9!ises, 

3-4 (1910), pp.123-35. 

3Jean-Luo Steinaets, 'Ici aaintenant 1es I11uminations~ Litterature(aevue 

trime.tri.ll~ II (Ootober 1'13), pp.22-45. 
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and Nathaniel Wing's studies on Himbaud in 1972 and 1974, contain chapters 

on 'la ville' and 'The Metropolitan Poems' respectively.4 Probably the most 

detailed examinations of the theme have been undertaken by C .A. Hackett 

in 'Himbaud and the n Splendide8 Ville8" I (1969), 5 by Francine Fenelon in 

'I.e Theme de la ville dans l'oeuvre de Rimbaud' (1971)6 and most recently 

E. J. .Ahearn in 'Imagination and the real, Rimbaud and the city' (1973 ~7 
Two main point8 e.rge from a reading of these very different ori tical 

8tudie8: fir8tly, the debate a8 to whioh of Rimbaud'8 poems can jU8tifiably 

be 01&88ed &8 urban, secondly, the lack of cOlIIDon ground as to what speoific 

end Rimbaud was employing the city landsoape in these particular poems. 

As regards the first question, total agreement among the critical 

ranks i8 difficult to find. Though the 'ville' series of Illuminations8 

occupies a central position fairly oon8istently in discussions of the 

oity poet~this basio list is augmented by individual authors in support 

of their argument8 i. proP08 the urban theme. Most frequent supplementary 

allusions are to 'Ouvriers' (referred to by Nathaniel Wing, Wallace Fowlie lO 

and Pierre GUiraudll ), to 'Enienoe' (mentioned by Wallaoe Fowlie and 
12 W.M. hohock, ),to'Orni~res' and 'Barbara', (01as8ed as urban by Wallaoe 

4x.J. Whitaker, La struoture du monde imaginaire de Rimbaud (Paris, 

Bizet, 1972), pp.167-l77. Nathaniel Wing, Present Appearances: Aspeots 

of Poetic St~oture in Rimbaud's Illuminations (Mississippi, Romance 

Monograph8 Ino.,1974), pp.95-11l. 

5C•A• Hackett, 'Rimbaud and the "Splendide8 Villes", , '!,'Esprit createur , 

9 (1969), pp.46-53. 

6FranCine Fenelon, 'I.e 'rlWme de la ville dan8 l'oeuvre de Rimbaud' (memoire 

de maltri8e, University of Paris, 1971). 

7E•J • Ahaa.rn, 'Imagination and the real, Rimbaud and the oity', Revue de 

litt4rature oompar4e (Oot.-Deo. 1973), pp.521-544. 

8'Ville', 'Villes' ('Ce sont des villes! ,), 'Ville8' ('L'Aoropole officielle'), 

'Les Ponts', 'Pro.ontoire', 'Ketropolitain'. 

9An exception to this rule i8 possibly Lau. Niel.en who, in 'L'anti-conte, 

chez Hi.baud 8. travers quelques-une. de. Illuminations', .;;,;Re;,;;,vu.;.,;;,;e-..,:r;,.;:o;,;;m;,;;a;.;;.i;:ne;;" IV 

(1969), pp. 61-82 , omits fromontoire' from the city section linking it 

wi. th the journey theme in the section of 'P~mes BUr la Nature'. 

lOw. Fowlie, Hi.baud'. Illuminations (London, Harvill Press, 1953),pp.~5-110. 
llPierre Oui raud , 'L'Evo1ution .tatistique du style de Himbaud', Mercure 

de France, 1094 (lOot. 1954), pp.201-34. 

12W•X• Frohock, Hi.baud's poetic practice (Harvard U.P., 1963), p.200. 
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Fowlie) andtdVagabonds' (included in the London series by Nick OsmondI3 ). 

Apart f'rom E.J. Ahearn, who pref'ers to concentrate on the prose poems, 

the aore detailed studies of' Rimbaud and the city theme embrace Rimbaud' s 

early oompositions and Una Saison en Enter as well as the more popular 

of' the oity Illuminations. In the ca8e of F. Fd'nelon and C.A. Hackett a 

clear ohronological or thematic divi8ion between the three stages of 

Rimbaud'8 career i8 established. Male Fenelon distinguishes a crescendo 

of urbaniu linking the eras of 'Charleville', ('A la IDUsique'), 'Paris 

la Cite Sainte', (illustrated by 'La Forgeron', 'Chant de gQerre parisien' 

and 'L'Orgie parisienne cu Paris 8e repeuple'), 'La Grand 'Ville , ('Ouvriers', 

'Les ErfaNs', and the seotion beginning 'Betail de lIlis~re', from Une Saison 

en Enter) and 'Les Splendides Villes' ('Villes' I and II,14 'MetropoHtain', 

fTomontoire' and 'Les Ponts'). C.A. Hackett separates the Poesies, Illuminations, 

and Une Saison en Enter, as they illustrate Himbaud' s treatment of the dual 

theme of nature and the city. The f'irst colleotion underlines the contrast 

bet.en the oountryaide and the city (Hackett ref'ers to 'Soleil et chair', 

'L'Orgie parisienne', 'La Forgeron', 'Les Reparties de Nina', 'A la 

JlUsique' and 'Les Poetes de sept ans'). The second creates a precarious 

harmony between the two mo~ifs by reordering their anti theses into coherent 

patterns (examples are taken from 'Villes'I and II , 'M'tropolitain' , 

'Las Pont a , , 'Enfance', 'Promontoire' and 'Soir'). The third stage rep-

resents the confliot and disappearance of this dual theme with Hackett's 

examples taken f'rom One Saison en Enf'er. 

This wide variation of opinion as to What exactly can be classed as 

Ri.baud's oi ty poetry is matched by the vastly differing interpretations 

of the final meaning of these urban pieces. Some critics, struck by the 

chaotic imagery of the Illuminations, especially emphasise the hallucinaeor.y 

and futuristic dimension of this particular manifestation of the city theme. 

Pateme Berriohon, for example, one of Rimbaud's earliest apolOgists, has 

desoribed 'Villes'I as a 'halluoination syntWtique' and a'vision prophetique,.15 

l3Bick Ouond, Arthur Rimbaud: Illuminations, Athlone French Poets 

(University of London, Athlone Press, 1916), p.22. 

l4'Villea' I and Villes' II refer to 'Villes' ('Ce sont des villes!') and 

Villes' ('L'Acropole officielle') respectively. 'Villes' I and Villes' II 

will be used as reference forms for these two poems in our discussion. 

15paterne Berrichon, 'Himbaud en Belgique et A Londres', Mercure de France 

92 (16 July 1911),225-48 (p.221). 
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Similarly, Jacques Plessen, writing several generations later, referred 

to the same poem as tune c: .. J de ces constructions archi tectura!es absurdes, 

hallucinantes, surrealistes' .16 In a more general sense, W. I<'owlie has 

alluded to Rimbaud's 'cities of the fUture,17 while Luc Decaunes has 

described the poet as an 'ingenieur dressant les plans d'un univers futur,.l8 

The proliferation of unrealistic elements in some of the city Illuminations 

has led other readers to the view that Rimbaud's city landsoapes are 

totally divorced from the substantial world and have primarily a symbolic 

value. Hence M.J. Whitaker's conclusion that 'La ville des Illuminations 

est ( ••• J l' etat meme du poete represents comme structure symbolique I 19 

or A.J. Ahearn's (in an article on Rimbaud and Wordsworth) that Rimbaud's 

city imagery is 'expressive of the poet's inner world,.20 Such purely 

symbolic explanations, based for the most part on readings of the more 

opaque city Illuminations, cannot however be applied with equal justification 

to all of Rimbaud's urban poetry. Rimbaud's early verse poems especially 

t b d . bed ' t··· ,21. th d bl canno e escrl. as puremen J.mag1nal.res sJ.nce ey are ou y an-

chored in the real world. Not only are they indebted to the works of fellow 

poets and journalists in terms of form and imagery as we will illustrate, 

but they are also heavily dependent, as regards subject matter and con­

temporary allUSions, to specific events occurring in the French capital 

in 1871. Similarly, a work such as 'Bruxelles' (the most commonly ignored 

or dismissed of all Rimbaud's city poems) has also discernible links with 

a particular mimetic model. Written in and about a real city, as opposed 

to the elUSive and nameless 'villes' of the Illuminations and Une Saison 

en Enfer, the hermetic quality of this piece can be slowly penetrated by 

first-hand knowledge of the geographical area Rimbaud had in mind when 

writing. As fairly clear allusions to known social and political 

reality can be traced in poems like 'Chant de guerra parisien', 

16 Jacques Pleasen, Promenade et PO~6ie (l'ex~rience de la marche et du 
mouvement dans l'oeuvre de Rimbaud) (Paris, Mouton, 1967), p.209. 

17W• Fowlie, p.95. 

18Luc Decaunes, 'Arthur Rimbaud ou Ie Jules Verne de la po~sie', Cahiers 

du Sud, 295 (ler semestre 1949), 495-506, (p.503). 
19Whi taker, p.167. 

20E•J • Ahearn, 'The childlike senSibility. A study of Wordsworth and 

Rimbaud', Revue de litterature comparee, 42 (April-June 1968) 234-256, 

(p.252). 
21p. Guiraud, p.222. 
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'L'Orgie parisienne' and 'Les Kains de Jeanne-Marie', and yet in other 

works (such as 'Brwtell •• ', certain Illumination. and sections of !!!!!. 
Saison en Enter) realistic eleaents alternate with obscure and esoterio 

detail, this sug~sts a complexity of approach in Rimbaud's oity po~ry 

aarking it out froa that of his contemporaries. A detailed exploration 

of Rimbaud'. developing attitude towards, and use of the city in the 

foJW of Paria, Brus8els and London i. the object of the pages to follow. 

Riabaud'. first flirtations with the city theme (occurring in his 

earlie.t derivative pieces) do not unfortunately extend beyond brief 

II8I1tiona of 'ville', 'cite' and so on. Into this category fall the referenoe 

to the '.plendide. citl.' of antiquity in '~oleil et chair' (written in 

early 1810), which are iaplicitly ccntra.ted with the cities of the nine­

teenth century. The Pari.iM allU8ion. to 'La Bastille' and 'Les Tuileries' 

aDd the use of the orowd. motif in 'I.e Forgeron' (also early 1870) might 

alao be Mntioned. The brief nature of the.e allUSions points to second­

held mowle. of the oi ty .0eDe on RiJibaud'. part at this stage. 

In fact RiJlbaud'. infol'll&tion probably ~ from his reading, or was 
22 

drawn from hi.tory and pograpbJ le •• en. at school. Even at this early 

.tap, howftr, Hiabaud'. de.ire for personal contact with the ci ty, even 

if only on a ftry tentative leftl, wu gaining momentum. Enoouraged by 

the enviable BUoce •• he enjo18d at the age of fifteen with 'I.es Etrennes 

de. Orphelin.' (published in La Revue fOUr tous, 2 January l810~ by 24 

lay of the .... year Hiabaud W&8 .etting hi •• ight. on the broader 11 terary 

hori.on. otfereel by Pari. and I.e Parnua cont.aporain. Hi. hopeful letter 

to TWociore de Banvill. on this date (in which ware enclosed 'Sole11 et 

ohair', 'Sensation' and 'Oph6lie') brought a reply from the master, though 

di.appointingly no proai •• of publioation. It marked the ~ of Rimbaud's 

.. riou. Pari.ian lit.rary .. bitien. ('Anch'io messieurs du journal je 

.erai Parnaa.i.n'). It al.o point.d to an .arly deaire for liberation from 

Charl.nll. ('Dan. deux an., dana un an. peut-itre je a.rai a Pari a ' ).23 In 

22 
Among hi. oth.r acadeaic BUCce •••• for 1869 Rimbaud received first 

23Prize for history and pography in tha concove ac&d8mique. 
Riabaud, O.C., p.236. 
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that it illustrated vividly Rimbaud' s inoreasing disenohantment with the 

provinces and groWing attacbment to the oity as represented by Paris, the 

period between this first letter of Banville and Verlaine's oommunication 

of Septe.ber 1811 (containing the now famous phrase 'Venez ch~re grande 

a.. , on vou. appelle, on voa.. attend,)24 is cruoial to Rimbaud's formation 

as a oity poet &Dd therefore deeerves careful study and analysis. 

Before Ri.baud's first actual visit to Paris (an abortive mission in 

Augu.t 1810 which ended in hi. detention at Kazas prison for failing to 

prodnos a valid railway ticket) the young poet had been mentally severing 

link. With M. nov dete.ted nati". t01m. The vaguely hopeful desire of 

e.cape frca Charleville expressed in hi. letter to Banville on 24 May 1870, 

had. beoo .. by August of that year a ".be_nt attack direoted against the 

oonstriotive pbyaical and mental environaent of his provincial surroundings. 

'. ville natale' be explains in a letter of 25 August to his ex-teacher 

Geor~. lsaabard, 'e.t aup4rieurement idiote entre toutes les petites 

villes de provinos,.25 Hiabaud'. oontBllpt is based on three points. 

Fir.tly, Charleville'. position &8 a ~ographioal nonentity irritates him, 

'elle e.t 1 oat. de IIi.Ures - une ville qu 'on ne trouve pa. '. Seoondly, 

her popalation of ~riatrio military volunteer. he finde despicablel 

C'est eff~ant, le. epioiers retrait's 

qui redtent 1 'uniforM ! C 'e.t 

4 pat ant , 00 ... 9& a du. chien; 

le. notaires, Ie. v1triers, lea peroepteur., 

le. _DIli.ters, et tau. Ie. wntre., 

qui, ohUHpot au ooeur, font du 

patroutlloti'" aux portes de Keziirea; 

.. patrie .e le".1 ••• Koi, j'aime 

Ilieux la voir usi .. ; De remuez pas 

le. batte.' C!e.t lion prinoipe. 

t.atly and. IIOst illport&1ltly for a young poet, her atatuB &8 a 11 terary 

de .. rt, rendered. 1I0re inten.e by the effecta of the Franco-PrusBian war, 

is odiou •• 

Je aui. d~paya" aalade, fur1eux, 

bite, renftrH; ••• j 'esperai. surtout 

de. journaux, des livrea ••• Rienl 

Rienl Le oourrier n'envoie plua rien 

24R1.~d, O.C., p.261. 
25 

Latter to r ... bard on 25 August 1870, Ri_baud, O.C., p.238. 
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aux librairesj Paris se moque de nous 

joliment: pas un seul livre nouveau! 

0' est la 1I0rt. [ ••• ] On est exile 

dana .. patrie!!! 

Ri.baud'. feelings of alienation in the sooiety of Charleville voiced here 
26 in pro •• , are eohoed in the verse poell of 1810 'A la musique' where the 

obBessi va squarene.s and regularity of the 'Place de la gare', reinforoes 

the oonHrvatis. of its inhabitants and threatens to olose in on the poet 

like a 0&8'1' 

Sur la place tail I.e en .e.quines palouses, 

Square ou tout est correct, 1es arbrea et les fleurs, 

Tcus Ie. bomrgeci. pou.sifs qu'etranglent lea chaleurs 

Portent, Ie. jeudis scira, leur. batises jalouses.21 

At this stage RiIlbaud' s Bardonio wit (displayed in the abrasive evooat ions 

of Charieville's bourl!0isie .. tbe 'olubs d"pioiers retrait's/Qui 

tisorment Ie sable avec leur carma a poIIIIIle', and &8 the 'officieux 

cornaos,/Celle. dont les volanta ont des airs de r8clames') provided an 

esoape valve for his _ntal fNstrations as the oompany of tbe 'alertes 

fillettee' oOiapensated for his profound boredom. No suoh possible relief 

is BUgs-sted in the seoond important letter to Izambard on 2 November 1870 

ho .... r. This .as written atter the firat flight to Paria whioh, though 

UD8Uooes.ful, .trengthened Ri.band's resolve to esoape definitively from 

the 'maison aaternelle,.28 The lettsr exudes dissatisfaction with, and 

hatred for the pathologioal inertia of Charleville deaori bed as 'la 

platitude', 'la mauvaiHt4' aDd 'la grisaille,.29 Ironio oomment has 

turned to bi itemes. as Ri.baud BUllS up the town' 8 inhabitants (, Abom­

inable prurigo 4'idioti"', tel est l'esprit de la population,30) and also 

regrets his diminishing spiritual as _11 as physioal. independenoe. No 

lons-r is Charlsville's flatness simply odious in itself, but it has 

26This poem i. probably oontemporary with Rimbaud's letter to lzambard 

21 
28 

on acoount of the repetition of worda and phrases in the two texts: 

'epioiers retrait.s', 'epater', 'notaires' for example. 

Hi.baud, O.C., p.21. 

Latter to rzaabard., 5 September 1870, Himbaud, O.C., p.240. 

29,I.s Assis', a poem evoking the .edentary biblioth4oaire. of Charleville 

(and indireotly ori tioiaing the whole of the town' 8 passi va population) 

1s also of this period. 

30RimbSUd, O.C. pp.245-6. 
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become a threat to his poetic integrity. 'Je me decompose', he says and 

'c'est dissolvant '. The notion of sterility implied here also suggests 

that by November 1810, life in Charleville and the Ardennes no longer 

sufficed on its Olm as an inspirational source for Rimbaud' s verse. The 

poet's decisive rejection of his earliest works oomposed in Charleville 

(effected in the letter of 10 June 1811 to Paul Demeny) reinforces the 

fact that between November 1810 and June 1811 especially,a vast reservoir 

of new material had preaented itaelf to the poet. This new source of 

subject matter was clearly tied to the city to Which Rimbaud had baen 

briefly introduced bat.en 29 August and 5 September 1810 and to which 

he reaffirmed his cOlllJli t ... nt in early 1811 by a second trip to Paris and 

a aeries of poems inspired by this s'jour. These poema, including notably 

'Chant de 8I1erre parisien', 'L'Orgie parisienne ou Paris se repeuple' , 

'lAta t'Yaina de Jeanne-Karie' (and 'lAt Coeur vole:), reveal a clear difference 

in form and content from Rimbaud' a previous verse. They also illustrate 

in varying degree. the poet' s progressively growing awareness of the city 

&8 a literary and political foroe. 

Himbaud's first mental linking of Paris and his own poetic aspirations 

&8 ,. have shown occurred in his letter to Banville in May 1810. At this 

atage the eliatent city conjured up in Rimbaud' s provincial imagination was 

a literary Utopia peopled wholly by editors, poets, 'parnassiena' , 

'mahres' and 'messieurs du journal'. 31 In Rimbaud' a first actual visit 

to Paris (which aignificantly coincided With the proolamation of the 

republio on 4 September 1810) the oapital's po1itioa1 dimension was also 

brought to the fore. More central to developing Rimbaud's enthusiasm for 

the oity frca both points of view however, was his second more leng1;hy 

atay in pre-Comanme Paria, from 25 February to 10 March 1811. As Rimbaud's 

letter to Paul Demeny from Char1evi11e on 11 April 1811 reveals, this stay 

added a spark of reality to Rimbaud' s dreama of a Ii terary future by 

giving him desperately needed oontact with a living poetic environment. 

'Cansona Pari a ,,32 he aays and proceeds to give an account of the collections 

and worka glimpsed in :pI1blishers' windows or actually read during his 

fortnight in the oapital. In addition to the more popular pieces (including 

Fran90ia Coppee's 'Lettre d'un mobile breton' and Mendes' 'OoUire d'un 

Frano-tireur'), Rimbaud also significantly mentions a series of articles 

31Rimbaud, O.C., p.236. 

32 Rimbaud, O.C., p.241. 
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in sooialist newspapers whioh had oome to his attention and whioh betray 

a keen interest in the politioal situation of Paris hovering between 

siege and Commune. These 'ohoses du jour', as Rimbaud calls them, were 

sections of Henri Rochefort's radioal publication La Mot d'ordre and 

'les fantaisies admirables de Valles et de Vermersoh au Cri du peuple 

which were lyrical passages of politioal invective desi~ned to stir up 

revolutionary ardour in the hearts of the Parisian populace. That 

Himbaud was particularly susceptible to their rhetoric is clear from a 

reading of his early Parisian poems, 'Chant de guerre parisien', and 

'L'Orpe parisienne ou Paris se repeuple ':in particular. 33 Both of these 

poems include political and social details accessible to a provincial 

visitor to Paris by means of the popular newspapers. Their echoes of 

journalistio vocabulary point especially to 18 Cri du peuple and La Mot 

d'ord.re. 

'Chant de guerre parisien' was written before 15 May 1871 when it 

was sent in a letter (the letter which has since been termed the 'lettre 

du voyant') to Paul Demeny. By virtue of its title, the piece indicates 

a second source of inspiration in the form of a Cop~e poem from the 

oollection P~mes divers entitled 'Chant de guerre circassien,?4 The form 

of this latter poem, eight stanzas composed of four octosyllabic lines, 

i8 exactly matched by that of Himbaud's. In general terms too the opening 

stanzas of the two poems are very Similar, both equating the commencement 

of hostilities with the re-awakening of the natural world after winter. 

In the Cop~e poem: 

Avril est la saison des grales, 

Et les balles vont Ie prouver. 

33Tbe significance of Paris as a catalyst in Himbaud's imagination is 

underlined by the use of 'PariS' and 'parisien' in the titles of 

these poe... In the letter to Paul Dell8ny of 15 lI&y 1811 Himbaud also 

_ntion. 'Aaants de Pari s' and 'Mort de Pari s' two lengthy poems whi ch 

appear to have been lost. 

34Rimbaud's interest in Coppae is shown by a reference to him in the 

'lettre du voyant' as one of 'les talents'. Also, early Rimbaud poems 

such as 'Les Etfar88' show Coppae's influenoe in choice of subject and 

ironic ending. A poem suoh as 'Dans la rue' of Les Humbles, for example, 

might have offered inspiration to Rimbaud in his youth. 
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Les neiges ont fini leurs fontes, 

Les champs sont verts d'epis nouveaux; 

Mettons les piatolets aux fontes 

It les hamais d'or aux chevaux. 35 

and in the Himbaud' 

La Printemps est evident, car 

Du coeur des Proprietes vertes, 

La vol de Thiers et de Picard 

Tient ses splendeurs grandes ouvertes! 

o Mai! quels delirants culs-nus! 

S8vres, Meudon, Bagneux, Asnieres, 

Ecoutez dono les bienvenus 

Samer les ohoses printanierea! 36 

He~ however, the similarity ends for whereas Coppee is desoribing war 

preparations in a far off oountry and sprinkles his poem With exotic names: 

'Volga', 'Baskirs', 'Cauoase', 'Astraoan', 'turo' and so on in an attempt 

to create local colour, the Rimbaud poem is firmly anohored in oontemporary 

reali ty. No longer is hi B inspiration being sought in the ancient myths 

of 'Venus', 'Pan', 'Cy~le', 'Astart6', 'Zeus' or'Leda' as in 'Soleil 

et ohafr " or even in imagined past history as in 'Le Forgeron', but 

rather, for the first time, in the current politioal life surrounding 

and affeoting him. Himbaud insists on the originality of this latter 

point in the introduction to the poem which begins the famous letter to 

Demeny, 

J'ai resolu de vous donner une heure de litterature 

nouvelle, je oommenoe de suite par un psaume 

d' aotuali te. 31 

The contemporaneity of 'Chant de guerre parisien' is evident in Rimbaud's 

replace.ent of Coppee's exotic proper and place names by the immediately 

recognisable facea of Parisian politica brougltto his own attention 

through a reading of the pre-COJIIIIUDe press. In stanza I of the poem, Thiers 

(cher de la republigue and leader of the reaction against the Commune 

ideal) relaxea with Picard (hia Minister of the I.nterior)in the greenery 

of the Pariaian banlieue ('Du coeur des Proprietea vertes'). They are 

35coppee. poeaie., 1864-1869, p.63. 

36 Rimbaud, O.C. p.39. 

31Rimbaud. O.C., p.249. 
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awaiting the strategic moment to strike back at the capital. 38 Their 

army ('le vol') of Versaillais, blossoms out triumphantly like a flower opened 

in springtime. Favre (Thiers' Minister for Foreign A£fairs who was present 

at the signing of the January armistice with the Prussians) is also depicted 

in linea 22-4. He i8 alaost in the stanoe of 'Le Dormeur du val', who has 

'le8 pieds claDs Ie. glal.euls', as he weep8 orooodile tears for Paris and 

her 1.nh&bi'tant81 

Et oouobl dan. Ie. glateuls, Fa'Yl'B 

h.it 80n oille.nt aquecmo, 

Et .. a renitleaent. a poivre! 

fhi8 ob8cure detail of fal .. tear8, repeated twice by Himbaud in 'oillement 

aqaedu.o' aDd 'renifleaent8 1 poiYN', did not spring independently to his 

iu.gi.DaUon but V&8 an idea undeniably _gsa8ted by his readings of the 

Pari8iaD __ paper8. In I.e lot cl' ordre 4 JIaroh 1811, a short paragraph 

acca ... the gowrz.ent of practi8ing 'la poliUque das larmes' ~ Similarly 

on the BaM ~ in X. Crt du wple, a oo_ntary on the viotorious 

Pru.8ian -.roh through the 8treet. of Pari. reveals that '14. Thiers a 

fondu en lar.e.'. loreonr, Fa'f'1"8 i8 linked to this persistent motif 

in the .... edition of I.e Cri am peuple in aD arousing article by Vermersch 

entitled 'Le8 l&l'll88 de orooodile' I 

Le8 orooodile •• ont au pouvoirl j 'en atteate 

le flot de leur. larme8 qui, daB Tuileriea et 

de l' B'8tel de Ville, a ooule .. hrrierea et 

atreape _inteD8Dt jusqu' au maoadu de 

Bora.aux • 

.lpN. 'l'roohu et Favre, Tient Ie tour du 

petit Thiera. 

3BBOth Thiera and. Picard are re&'llar bu.tta of irony in _Le-...;:M_o_t~d....;' o:.:r;..;dr~e 
aDd I.e Ori cia PDple. In I.e lot d' orciN of 25 February 1871, Thiers comes 

in tor .. vera ori Uo1_ troll Btlgi_ lourot who aakes the following claim 

in aD artiole entitled 'I. fhier., sc... d"t&~1 
I. ruer. _raU oertainell8l1t, si I. Jules Favre n'etait 

pas la, Ie plu8 ai_r&ble h~ d'li:tat de notre .iecle; 

je dis bien, Ie plus ai.erable et Ie plus meprisable. 

In X. 9# .. PDPle on 4 IIaroh 1871 (during Himbaud's stay in Paris) 

Picard i. l'1 tiauled by Vermeraoh in oollio terminology whioh Rimbaud as 

a satirical expo .. r of Oharleville'8 baurB!0i.ie would no doubt have 

appreoiated. Picard ia de80ribed as 'miniatre corpulent " a 'truculent 

ministre de8 finanoe.' Mh08e politioal ineffectiveness is displayed in 
physical form' '18 ventre de Picard eat un 8igna d.u temps'. 
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lA!urs yeux sont metamorphoses en 

fontaines, des cascades tombent entre 

leurs cils, et cela couvre deja l'Alssce 

et la Lorraine, qui dispar&issent sous 

cette inondation. 39 

As Copp6e's 'Baskirs' of the 'Chant de guerre circassien' are replaced 

by Hillbaud's 'Ruraux' (as epitomised by Thiers, Picard and Favre) so his 

vague geographical referenoes become in Rimbaud' s poem real names of the 

Parisian banlieue I 'Bagneux' , 'AsJl~res', 's8vres' and 'Meudon' (line 6). 

Amieres was Significant, being bombed by the ruraux in April 1811 

(Bimbaud mentions 'les choses printanieres'in line 8, 'les j8.1IDes cabochons'in line 

15 and 'ves douches de ~trole':inline 26, in this respect).4
0 

savres and 

Xeudon, south-west and south-east of Faris respectively, were important 

in their positioning in relation to Versailles. A lively linguistic 

approach also combines with the political and social immediaoy of the 

poem to contribute to its originality. Use is made of colloquialisms, 

neologisms and word play. The 'ouls-nus' of line 5 and the verb 'bambocher' of 

line 9 are words from everyday oonversation serving instead of traditional 

poetic vocabulary. 'Aqueduc', of line 23, is an example of a noun used 

adjectivally, while 'bannetonner' of line 20 ('VoiCi hannetonner leurs 

tropes') is a verb derived from the noun 'hanneton'. Its suggestion of 

inaectile destruction of vegetation conveys well the insidious oreeping 

forward of the Versaillais army (, leurs tropes' being no doubt a oorruption 

of troupes) crushing the flower of the resistance (, les heliotropes' of 

line 18) in its pathl 

Thiera et Pioard BOnt des Eros, 

De. enlenura d 'h.81iotropes; 

Au petrole ils font dee Corots 

Voioi hannetonner leurs tropes ••. 

Ue sent familiers du Grand Truc I. .• 

39It is likely that Rimbaud'a attention was drawn to this article &I it 

followed a report on the bombardment of M'zi~res which would certainly 

have oaught hi. eye. 

40rn 1:. Crt du :peuple of 3 May 1811 referenoe is made to petrol bombs 

being used on Paris by the Veraaillais. 
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Word play appears in the first two lines of both of these stanzas. 'Thiers 

et Picard sont des Eros', as Antoine Adam suggests, could give auditorily 

the sense of 'des heros', meant no doubt ironically,4l or possibly, as 

J. Gengoux believes, 'des zeros', probably a more apt description of the 

two to Rimbaud' s mind.42 The 'Grand Truc' of stanza VI is an anagram of 

Coppae's 'turc' rather than, as Antoine Adam olaims,an obscure reference 

to God. 43 This last example, signifioantly illustrating how Rimbaud 

borrows CopJ:ee's p:>etic fOnD yet deliberately turns his poem's content on 

its bead, reveals olearly his own change of emphasiS, away from out­

moded poetio material in 'Chant de guerre parisien'. Einphasis has 

espeoially moved away from the natural world and the poet's personal 

responae to it (as expressed in earlier poems suoh as 'Sensation') towards 

an evooation of the oontemporary oity, 'la GTand'Ville', and its wider 

politioal relevance for the future. This point is underlined by the 

threatening use of a future tense in the last stanza of 'Chant de guerre 

parisien' , 

Et les Rnraux qui se prelassent 

Dans de longs aooroupissements, 

Entendront des ralD8aux qui oassent 

Parmi les rouges froissements! 

Rimbaud's reference to 'Hu.raux' though tied espeoially to the ai tuation 

of C()IW1lJ1&rd. Paris, also hints at the distinotion between oountry and oi ty 

which was invading his imagination in the early months of 1871. Since 

'Chant de guerra parisien' was oomposed in Charleville, Rimbaud'a description 

of 'Ie. Ruraux' as slow and lazy ('qui se prelassent') and politioally 

constipated ('Dana de longs aooroupissements') could equally well refer to 

the inhabitants of his native town. 

The suggestion of hope for the future through revolution, conveyed 

in the ominous details of the last lines of 'Chant de guerre parisien I 

(, des raaeaux qui O&8sent', 'l.s rous-s froiss.ments'), also emerges very 

4lSe• Rimbaud, O.C., p.882. 

42J •aengoux , La Pens4. mUgue de Rimbaud (Paris, Nizet, 1950), p.214. 

Su.zaml. Bernard agrees with M. Gengoux on this point. See La Pobme en 

pro .. de Baudelaire .1usgu'll'loS jours (Paris, Nizet, 1959), p.390. 

43s.. Rimbaud, O.C., p.881. 
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strongly from 'L'Orgie parisienne ou Paris se repeuple'. This latter poem 

was also ostensibly composed under the influence of Rimbaud's experience 

in the capital in February to Karch 1811, but unfortunately there exists 

no manuscript version of it in Rimbaud's own hand. 44 The Paris Rimbaud 

arrived at in late February 1871, was one reeling from the dual blow of 

the Franco-Prussian war and the siege. It was a city virtually drained of 

resistance and low in self-confidence after a crushing armistice and the 

demoralising sight of Prussian troops marching in triumph through the 

boulevards. Nevertheless, it was also a capital at a crossroads in its 

political history, a city capable of oreating its own destiny through 

800ial revolution. In the opening lines of 'L'Orgie parisienne', Rimbaud 

appears to oombine his own reactions at seeing Paris in this light with 

those of the returning Parisiana who had fled from their homes during 

wartime and~whorahe refers in the poem's first words as the 'laches': 

o lAches, la voila! Degorgez dans les gares! 

lAt soleU esauya de aes poumons ardents 

lAts boulevards qu 'un soir combUrent les Barbares. 

Voila la Cite sainte,assise a l'occident,45 

The city's unique potential for the future (suggested in the image of 

purification in line 2) and ita appearance as a promised land ('la Cite 

aainte') are however contradicted by the bitterness of repressed anger 

and irony conveyed in the exclamations of this first stanza and of the 

one to follow. In stanza IT, the poorer inhabitants of Paris forced, or 

commi tted to remain in Paris during the Siege, appear to greet their 

returning, more timorous compatriots with scaroely veiled contempt: 

Allez! on previendra les reflux d'inoendie, 

Voila les quaiS, voila les boulevards, voila 

Las maiBons sur l' azur l4ger qui s' irradie 

Et qu 'un soir 1a rougeur des bombea atoila! 

By thei r references to 'reflux d' incendie' and '1a rougeur des bombes' they 

beli. the idyllio and apparently unchanged physical appearance of Paris 

('Voill les quais, voill les boulevards, vOill/Las maisons sur l'azur l~ger 

qui s' irradie ,) which their experience of war and Siege has taught them 

44The text for 'L'Orgie parisienne', fragments of which were first 

published in wt~o. 2-9 November 1883, appears to have been reconstructed 

from memory by Verlaine. 

45Rimbaud, O.C., p.41. 
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can never be the same again. Now what is important to their minds, is to 

forget about past decadence before the war ('Cachez les palais morts 

dan. des niches de planches', line 9) and to conoentrate on the re-building 

of a new Paris made possible by the undermining of the Ancien Regime during 

hostilities (the 'ancien jour eff~', of line 10). The actions of the 

returning 'laches' and 'Vainqueurs ,~6 however, work against the establishment 

of this new social order as they attempt to recreate their former life­

styles in the nov dramatically changed circumstances of Paris. The women) 

especially, are criticised as personifying the corruption of past decades) 

their opulence and their sensual pleasure. The animalistic reference and 

the suggestions of disease in line 13 ('Tas de chienne' en rut mangeant 

des cataplasmes') show effeotively the depth of the poet's contempt for 

these figures who, immediately back in the oapital, resume their frivolous 

habits by frequenting the 'maisons d'or' (that is expensive shops or 

luxurious restaurants) and by pursuing their own erotic pleasures, 

VOici Ie troupeau roux des tordeuses de hanches: 

Soyez fous, vous serez drSles, t§tant hagardsl 

Tas de ohiennBs en rut mangeant des cataplasmes, 

lAt cri des maisons d'or vous raclsme - Volez! 

Mangez! Voici 1a nuit de jOie aux pro fonds spasmes 

Qui descend dans l,a rue. 0 buveurs desoles, 

Buvezl 

c··· ] 
Avalez, pour la Reine aux fesses cascadantes! 

Ecoutez l'action des stupides hoquets 

D8chirants! Ecoutez sauter aux nuits ardentes 

lAts idiots rlleux, vieillards, pantins, laquais! 

The section of the poem to which these lines belong (stanzas III-VIII) is lIBrlted 

by a rhetorical tone established in part through the repeated use of imperatives 

46 
Antoine Adam 8Ugpata that these 'Vainqueurs' to whom Rimbaud refers in 

line 28 represent thoBe Parisian inhabi t8l1ts who by dint of their 

oompliance with the PruBsian troops effeotively aligned themselves 

wi th the viotorious army. See Rimbaud, O.C., p.893. 
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many of which have alimentary connotations ('mangez', 'buvez', 'avalez' 

for example) and through images of proliferation ('luxes ruisselants', 

'fesses cascadantes'). They heighten the poet's distaste for a class of 

society merely concerned with its own physical well-being and so selfish 

and rapacious that it is distracted from the danger signs of revolution 

and Slrrounding social change.47 The warning signs to which they are deaf 

are the rattle of gunfire, ('l'action de stupides hoquets/nechirants', 

lines 22-3) and the blaze of petrol bombs ('nuits ardentes' of line 23). 

Both threaten the possible destruction of the 'foust, 'buveurs desoles', 

'idiots rlleux', 'vieillards', 'pantins' and 'laquais' described in vivid 

detail by Rimbaud in stanzas lX-Xl: .48 

La P~te vous dit: "0 lAches, soyez fousl 

Parce que vous fouillez Ie ventre de la femme, 

Vous eraignez d'elle encore une convulsion 

Qui erie, asphyxiant votre nichee infame 

Sur sa poi trine, en une horrible pression. 

Syphilitiques, fous, rOis, pant ins , ventriloques, 

Qu'est-ee que qa peut faire ~ la putain Paris, 

Vos imes et vos corps, vos poisons et vos loques? 

Elle se seoouera de VOIlS, hargneux pourris! 

47 This repeats a point made in 'Chant de guerre parisien' where Rimbaud 

oontrasts personal complacency with political threats: 

Plus que jamais nous bambochons 

Qu,and arri vent sur nos tani~res 

Crouler les jaunes cabochons 

Dans des aubes particu1i~res! 

48These insults whioh Rimbaud uses to describe the Versaillais were 

probably suggested in part by his reading of La Cri du peuple. On 

24 February 1871 Jules Vall~s writes an article called 'Les Charlatans 

pOltiques' wherein professional politicians are referred to as having 

'ventres bedonnants, crGnes cbauves' and 'fronts bas'. On 14 April 

1871 Ma.cJfahon is desoribed as having a 'dAvouement de laquais' and 

on 18 April 1871 the Versaillais are desoribed as a 'tae de pantins'. 
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Lt quand vous serez bas, geignant sur vos entrailles, 

Les flanes morts, reelamant votre argent, eperdus, 

La rouge eourtisane aux seins gros de batailles 

Loin de votre stupeur tordra ses poings ardus! 

Despite the bourgeois attempts to prostitute the city (Paris is described 

as 'la femme' in line 33 and 'la putain' in line 38) shortly the tide of 

political events will change to the advantage of her worthy inhabitants 

(i.e. the workers), smothering the rich and their desires in its wake. This 

change will be initiated by Paris herself who will shake off the advances 

of her uninvited suitors with a gesture of revolutionary defiance ('tordra 

ses poings ardus'). From stanza XII onwards the poet's attention thus 

centres on Paris and her population of ouvriers with Whom the seed of a 

new future lies. Despite all she has suffered during the siege and war 

at the hands of her enemies (described in line 46 as 'tant de coups de 

couteau') and what she is threatened with by her own inhabitants (, la 

vie effroyable', (line 54) and 'les doigts gla9ants' (line 56), the city is 

at present poised to step into a new era. Excited vocabulary suggestive 

of change such as 'renouveau', (line 48) 'L'Avenir' (line 50) 'remagnetise' 

(line 53) and 'Progres' (line 58) punctuates this section of the poem. 

It underlines the poet's faith in a city which, despite its having reached 

the depths of degradation and decline, he has now recognised and adopted 

as his spiritual home I 

"Les vers, les vers livides 

Ne glneront pas plus ton souffle de Progres 

Que les Stryx n9teignaient l'oeil des Cariatides 

OU des pleurs d' or astral tombaient des bleus degres!' 

Quoique ce soi t affreux de te revoir couverte 

Ainsi; quoiqu'on n'ait fait jamais d'une cite 

Ulc~re plus puant a 1a Nature verte, 

18 Fo~te te di t: "Splendi de est ta Beaute! It 

L'orage te sacra supreme poesie; 

L'immense remuement des forces te secourtj 

Ton oeuvre bout, la mort gronde, Cite choisie! 

Amasse les strideurs au coeur du clairon sourd. 

I.e Poete prendra Ie sanglot des Infmes, 

La haine des Forqats, la clameur des loiauditsj 

Et ses rayons d'amour flagel1eront les Femmes. 
Ses strophes bondiront: Voila! voila bandits! 
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These four stanzas of 'L'Orgie parisienne' especially illustrate E.J. 

Ahearn's conclusion regarding Rimbaud, that' in the spring of 1871 

paitical revolution and poetry converge around the theme of the ci tyl. 49 

In them Rimbaud reaffirms his commitment to Paris and the communard 

ideology in a combination of elements and vocabulary from all three spheres. 

The poetic is represented by the legendary allusions to the 'Stryx' and 

'Cariatides', by the precious 'pleurs d'or astral [qui] tombaient des 

bleus degr~s', and by mentions of 'po~sie', 'Ie po~te', and 'strophes'. 

The political dimension is alluded to through the powerful 'sane;lot des 

Infimes', 'haine des Fbr9ats' and 'clameur des Maudi ts'. The urban theme 

is underlined by Rimbaud's use of 'cite' followed by the triumphal 

'Cite choisie'. Since Paris is the chosen arena for new political 

experiment (her uniqueness is insisted upon repeatedly in the revolution­

ary press) ,50 so she forms the backbone of Rimbaud's newly found urban 

poetic, 'Le follte te dit: "Splendide est ta Beaute!"/L'orage te sacra 

supreme poesie r '. In an uncharacteristic reference to himself in the 

third person, Rimbaud dedicates his own literary talent to the socialist 

movement in three ways. Firstly, he pledges support through political 

polemic expressing the discontent of the outcast and imprisoned. Secondly, 

he will support through genuine love poetry castigating 'les femmes' 

or 'Ie troupeau raux des tordeuses de hanches' (, ses rayons d' amour 

flagelleront les femmes'). Finally, through satirical poetry, he will 

unmask the bourgeoisie (Voill! voila! bandits!,).51 The poem's final 

stanza, in which the phrase 'Soci't',tout est retabli' is typographically 

isolated, serves as an ominous warning and as a reinforcement of ideas 

expressed atanzas n andIX-XI. Although SOCiety appears almost as 

before to the uninitiated, the powerful sequence of contrasts between 

ancient and modern established here reveals the supremacy of the nascent 

era over the resuscitated one. The 'orgie' , symbolic of the corrupted life 

under the Ancien R~gime, seems finally moribund. It represents the past, 

being described as 'ancien' and having as its setting the 'anciens 

49E•J • Ahearn, 'Imagination and the real, Rimbaud and the city' (p.524). 

50 'Les fantaisies admirables de Vallis et de Vermersch' especiallyeulogise 

Paris' situation. Vermersch's leading article in La Cri du peuple of 4 
March 1871 is entitled 'Bravo Paris!' and Valles'front page column on 26 
March includes the apostrophe '0 grand Paris! '. Appreciation of Paris' 
unique political position reaches its height in the article 'Au peuple 
de Paris' (Le Cri du peup1e 21 March 1871): 
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lupanars', the brothels of the sixteenth eentury. As a contrast the new 

order (represented by the nineteenth-century innovation of gaslight, 

restored to the city streets after war in March 1811) reflects with sinister 

potential on the reddened walls of Paris. It appears in tune with the 

stirrings of political revolution to comes 

Soci4te, tout est retabli: -les orgies 

Pleurent leur ancien rile aux anciens lupanars: 

Et I., gaz en delire, aux murailles rougies, 

Flambent sinistrement vers les azurs blafardsf 

Muoh ink has flowed as to the exact dating of this poem. Pierre Gascar 

believes 'L'Orgie parisienne' to be 'posterieur a l'ecrasement de 1 'insurrection' 

(i.e. the commune)52 while C.A. Hackett reads the poem as Rimbaud's'vehement 

attack on the return of the cowardly Versaillais and the restoration of 

bourgeOis order to the Paris of May 1811'.53 Even if 'L'Orgie parisienne' 

were written in May 1811 as the spurious dating of this poem on its first 

complete publication in La Plume 5 September 1890 sug~sts, this fact does 

not necessarily prove that Rimbaud was evoking events of May 1871 (notably 

the Versaillais entry into Paris and the so-called Semaine sanglante which 

ensued) in this poem. Marcel Ruff claims that 'L'Orgie pari s ienne , can be 

si tuated 'avant la commoti on re JaCommune " and therefore that it describes 

the return of Paris' bourgeOiS inhabitants at the end of the war. 54 Antoine 

Adam in the PI~iade edition, is in agreement with this latter thesis. 55 

These points of view are moreover supported by the tone of the poem itself, 

one of political hope and potential for the future rather than defeat, which 

oasts doubt on the hypothesis that i~ describes the crushing suppression 

of the Commun.. Significantly, in addition to simply criticising the 

returning bourgeoisie, the poem puts forward a plan of action through 

whioh the poet, in contaot with the urban world, can contribute to Paris' 

Paris a Ie droit absolu de disposer 

de lui-aeme, ( ••• J 11 faut que la Revolution se borne a Paris. 

Lui seul en a eu Ie oourage et Ie p4ri1, lui seu1 doit en b8n~ficier. 

5
l A front page headline of La Cri du peuple 5 April 1811 was 'Ces Bandits!'. 

52Pierre Gascar, Rimbaud et la Commune (Paris, Gallimard, 1911), p.45. 

53Hackett , 'Rimbaud and the "SpJendides v.i..D..s"', p.46. 

54xaroel Ruff, Arthur Rimbaud, Poesi.s~edition critique (Paris, Nizet, 

1918), p.98. 

5558e Rimbaud, o.c., p.892. 
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political advancement. 'L'Orgie parisienne' is thus a key text in the 

understanding of Rimbaud's earliest achievements as a city poet. 

If difficulties surrounding the dating and original manuscript conspire 

to hamper our comprehension of 'L'Orgie parisienne', the sanIe is true of 

'Les Mains de Jeanne-Marie', the third of Rimbaud' sear ly Pari sian works, 

whose original manusoript is undated and which also remained undiscovered 

until 1919.56 A. in the case of 'Chant de guerre parisien', 'Les Mains de 

Jeanne-Marie' takes as its point de depart a previously written work by 

another poet. Rimbaud's imitation does not, however, reveal a dependent 

approach to ita model but rather uses the earlier poem as a springboard 

for the developnent of oontrasting ideas. The original oonoept for 'Les 

Mains de Jeanne-Marie' is to be found in a pair of poems from Gautier's 

Emaux et camtCes entitled 'Etude de mains'. The first desoribes the hands 

of an empress, 'ImptSria'. The seoond piotures the hands of a convicted 

murderer, 'Lac'naire'. Although different in length (sixteen stanzas as 

opposed to ten) the stanzaio oomposition of the Rimbaud poem parallels 

exactly that of the two Gautier poems: eight-syllable lines with an 

ABAB rhyme soheme. Just &8 Gautier suggests in the subtitles of his 

poems the status and even temperament of the oharaoters therein portrayed 

('Da~ria' haa aristooratio oonnotations and 'Lao'naire' suggests the 

violence of the aBsassin's knife), so Rimbaud sets his contrasting scene 

b.y the unpretentiOUS name of his heroine. From this point, however, the 

poems differ since Rillbaud is treating not an impersonal work of art nor 

a macabre souvenir but the hands of a living, oontemporary individual. 

Ultimately, Jeanne-Marie has signifioanoe beyond the limited individual 

plane however and comel to represent a partioular seotor of Parisian 

oommunard sooiety.57 This personal yet revolutionary dimenSion inherent 

in the hands is brought out by the antitheses Rimbaud uses to describe 

them. They are 'Des mainl fortes/Mains sombres que l' ete tanna', ~t 

56 Stanzas VIII,xr,xa: of the manuscript version of 'Les Mains de Jeanne­

Marie' are in the hand of Ver1aine whioh suggests the poem was reoopied 

or revised atter September 1871 when Rimbaud definitively moved to Paris. 

57rn the notes to the Pl'iade edition of Rimbaud's Oeuvres oompl~tes Antoine 

Adam refers to a book by Edith Thomas entitled Las P'troleuses (Paris, 

Gal1imard, 1963) wherein a female member of the Commune, Anne-Marie Menand, 

known aB Jeanne-Marie, is mentioned. This little-known figure was possibly 

at the root of Rimbaud's poem. 
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'Mains pales comme des mains mortes,.58 This initial contrast between dark­

ness and light runs throughout the poem and also embraces the revolutionary 

theme. In stanza ~ the hands are darkened by contact with the Parisian 

proletariat: rune tache de populace/Les brunit comme un sein d'hier' while 

in stanzaXfV they pale when clenched around a rifle butt in the heat of 

revolutionary fervour: 'Elles ont pili merveilleuses,/Au grand soleil 

d'amour chargc5,/Sur Ie bronze des mitrailleuses/A travers Paris insurge! '. 

The dark and light theme is perpetuated in the two images of bleeding in 

lines 15-16 and in the final lines of the poem. Firstly, the hands conceal 

a dormant threat of death in the 'sang noir des belladones/Qui dans leur 

paume eclate et dort'. Secondly, they too could suffer in their turn: 

'On veut vous d8h&l.er, Mains d lange ,lEn vous faisant saigner les doigts!'. 

Through a combination of these motifs wherein Jeanne-Marie's hands are 

seen as antithetically 'sombres' and 'plIes', 'fortes' (line 36) and 'fatales' 

(line 35) yet 'amoureuses' (line 45) and 'qui ne font jamais mal' (line 33), 

they become symbolic of the ambivalent Parisian revolutionary spirit. 

Symptomatic of this symbolic dimension, the questioning tone of the poem's 

first six stanzas has become by stanza ~f the poem, highly rhetorical. 

The hands of Jeanne-Marie become capitalised as 'Mains' in lines 51, 57, 

58 and 63. Th~even become deified in 'Mains sacraes' (line 57) and 'Main~ 

d'ange' (line 63). Rimbaud's vocabulary also becomes suddenly reminiscent 

of political propoganda: 'populace' (line 49) 'ievolte fier' (line 52) 'Ie 

bronze des mitrailleu8es' (line 55) 'Paris insur~' (line 56).59 This clearly 

indicates the poet's su8ceptibility to the langu~ of posters and tracts 

58 Rimbaud, O.C., p.49. 

59Jules Vall's' front page article from La Cri du peuple, 26 March 1871 

is couched in vocabulary similar to Rimbaud' s in 'Las Mains de Jeanne­

Marie' and suggests a possible inspirational source in the communard 

press: 

Quelle journee! 

Ce loleil ti'de et clair qui dore la gueule 

des caDons, cette odeur de bouquets, Ie frisson 

des drapeauxf Ie murmure de cette Revolution 

qui passe tranquille et belle comme une 

rivUre bleue, ces tressaillements, ces lueurs, 

ces fanfares de cuivre, ces reflete de bronze, 

ces flamb4es d'espoirs, ce parfum d'honneur, 

il 1 a l~ de quoi griser d'orgueil et de joie 

l'armee victorieuee dee Republicains! 
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in circulation in the capital in early 1871.
60 

As a final point, Rimbaud's 

use of the female figure in 'Les Mains de Jeanne-Marie' as representative 

of Paris is not only significant in the links it forms with the legend of 

'les ~troleuses' but is also interesting in poetio terms since it develops 

Rimbaud's use of the 'Paris-femme' theme, first hinted at in 'L'Orgie 

parisienne'. For Rimbaud, the capital is not epitomised by the coquettish 

fashionable Farisienne as it is for Nouveau but by a combination of 

Baudelaire's 'catin,6l and Delacroix's female revolutionary figure. Appear­

ing as the prostituted victim of social upheaval in 'L'Orgie parisienne' 

PariS is represented in 'Les Mains de Jeanne-Marie' by a self-prostituting 

individual 'qui ae donne tout entiire, peesie et charitef a l'imp:revu qui 
62 

se montra, aI' inconnu qui passe'. 

This wonderfully evocative final quotation from Baudelaire's 'Les 

Foules', which could be used to describe Jeanne-Maricis selfless abandonment 

to the Ciommunard ideal, is also appropriate to describe Rimbaud' s own 

relationship with the city during this crucial first stage of his career 

as an urban poet. In the early months of 1871 both Paris as a city and 

Rimbaud as a poet were prepared to 'sedonne,rJ tout entiare ( ••• J a 
1 'imprivu I, &8 evidenced by the Commune episode and by Rimbaud' s own 

increasing enfranchisement from his native town. Similarly, the City, at 

an exciting and critical phase of her political history, was prepared to 

surrender itself 'poesi. et charit' Af·:Jl'inronnu qui se passe'. This 

'inconnu', in Rillbaud' s case, was a poet probably at his most receptive 

to the different aspeots of his new urban surroundings as a living envir­

onment and aa & political force. Hence Rimbaud's Parisian poetry of early 

6°Louis Foreatier and Suzanne Bernard suggest even closer ties with 

specifio events in Paris in the last lines of 'Les Mains de Jeanne-Marie I • 

For Forestier, stanzas XV-XVI'evoquent 1& repression exercee contre les 

Communards et sp8cialement contra les petroleuses' (Rimbaud, Po~sies 

Une Saison en Enter, Illuminations (Paris, Gal limard , 1973), p.254); 

for Suzanne Bernard, they 'font allusion avec plus de precision a 1a 

Commune et aux "pressions qui ont suivi 1& semaine sang1ante'. 

(Rimbaud, Oeuvres (Paris, Gamier, 1960), p.403). 

61 'Epilogue' in Baudelaire, O.C., Vol. I, p.191. 

6~del&ire, O.C., Vol. I, p.29l. 
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1811 reveals a distinct move away from the natural world of the Ardennes 

and from his early personal verse of adolescent eroticism and bohemianism: 

'Les Reparties de Nina', 'Premi~re soiree', 'Rive pour l'hiver', 'Ma 

Boheme' and 'Au Cabaret vert'. The three Parisian poems of 'Chant de guerre 

parisien', 'L'Orgie parisienne' and ~s Mains de Jeanne-Marie', are also written 

in the third person with Rimbaud only mentioning himself distinctly in the 

apostrophe of the seoond poem where he is I La Po.lte'. Moreover, all three 

poems are marked by a oontemporaneity and fresh realism in oontent with 

Rimbaud making use of real, llamed individuals such as Thiers, Picard, Favre 

and Jeanne-Marie. Finally, these poems are marked by a vivacity and origin-

ali ty of teohnique made all the more striking by Himbaud' s pastiche in two 

of them of well-known pieoes by Copplte and Gautier. 

In Rimbaud's three early oity pieoes, Pari~political revolution is 

apparent. In other poems of this early period, not necessarily inspired 

by the capital or its people (such as 'La Coeur vole', and 'Mes Petites 

amoureuaes') what bas been termed the poet's 'r~volte personnelle ' ,63 is 

very muoh in evidence too. It was a development which was clearly assisted 

by Himbaud' s contact with insurgent Paris in early 1811 but one which did 

not limit itself to the oity poems for its expression. Rimbaud was aware, 

for example that a poem like 'La Coeur vole' transoended established 

literary bounds. He makes this point olear as he introduces the poem in 

his letter to Izambard on 13 May 1811: 
Est-oe de la satire, oomme vous diriez? 

Est-ce de la po~sie? C'est de 1a 

fantaisie tOUjours. 64 

His belief in the poetio originality of this work is confirmed by the use 

of forged vooabulary in the poem: 'pioupiesques', 'abracadabrantesques' 

for example. As well as its linguistic innovations, 'La Coeur vol" also 

contradicts the traditional oriteria of romantic poetry in terms of its 

oontent. As Himbaud explains in a later letter to Paul De me ny , the poem 

was speoifioally designed to contradict popular sentimental illustrations 

'ob batifolent les cupidona ou s'essorent les coeurs panaches de flammes, 

fleurs vert.s, oiseaux mouill_s, promontoires de 1euoade , etct~5 The same 

could be said of 'Mes Petites amourauses' which would also have shocked 

63 
ROBB Chambers, 'R8flexions Bur l'inspiration communarde de Rimbaud', 

La Revue des lettres modemes, Vol. 3 (1973), 63-80, (p.63). 
64Himbaud, O.C., p.249. 

65Latter to Paul Demeny 10 June 1871. See R" b dOC 1m au, •• , p.255. 



the sensibility of a reader accustomed to traditional love poetry. Despite 

~ attractive title 'Mes Petites amoureuses' is a sadistic poem of hate 

and violence voioed in lines of disoordant harmony and fractured rhythm. 

It is aimed at Rimbaud's 'laiderons' by whom he feels he has been rejeoted 

and whom he now vigorously discards. 

From the brief evidenoe of these latter two poems it is clear that 

Rimbaud' 8 poetry of early 1871, even that not conneoted with the city 

theme, was quite different from ~hing composed previously. To claim 

that his pre-ColllllWle trip to Paris alone was responsible for thi B literary 

developaent would probably be an exaggeration; however, it is clear that 

the poet himself recognised the oi ty as a vital factor in changes of 

litera.y style and attitude. In philosophical terms Rimbaud clearly admitted 

the oODD8ction in the so-called' lettre du voyant' of 15 May 1871 to Paul 

Demeny. The poet's social role, suggested in stanza XVIIIof 'L 'Orgie parisienne' , 

recurs in Rillbaud's description of '18 poete' &8 a 'multiplicateur de progres! '. 

The possible political influence of his writings is also restated in the 

claim that 'La. Pc5sie De rhythmera plus l' action; elle sera en avant'. A 

renewed belief in female potential oOnfirmed in Rimbaud's readings about 

or contact with remale communardes or p4troleuses, is also expressed in 

the 'lettre du .oyant' and is linked especially to the field of literature: 

Quand sera bris' l' infini serva.ge de 

la fellllll8, quand elle vi vra pour elle 

et par elle, l'homme, -jusqu'ioi 

abominable, -lui ayant donn' son 

f8nvoi, elle sera p~te elle ausSil
66 

Also present in the 'lettre du voyant' is the sense of Paris' superiority 

and uniqueness which led Himbaud to us.e thi s city name in the titles of 

'Chant de guerre parisien' and 'L'Orgte parisienne ou Paris se repeuple' 

and to suggest it for two proposed works 'Amants de Paris' and 'Mort de 

Paris'. His criticism of Musset (quatorze fois ex~crable') is also based 

on the fact that in his works 'tout est francais, c'est-a-dire haissable 
~ 

au suprlme ciegre; franC(ais, pas parisienl '. 

After solidifying the links between his poetry and the city in the 

form of Paris in the 'lettre du voyant', Rimbaud also recorded, in letter 

form, his feelings in a personal sense towards the loss of poetic and 

66Himbaud, O.C., p.252. 



individual freedom which resulted from his return to Charleville from 

the capital. In his last recorded letter to Georges Izambard on 12 July 

1871 (almost a year after his friend had left the Ardennes) Rimbaud 

speaks in envy of the latter's li~eration from the Ville natale': 

Vous prenez des bains de mer, vous avez 

eta en bateau ••• Les boyards, crest loin, 

vous n'9n voulez plus je vous jalouse, 

moi qui etouffe iCi. 67 

Not only is that feeling of physical constriction conveyed in earlier letters 

persistent, but now, Rimbaud is aware of his inspirational stream drying 

up in the atmosphere of Charleville, 'je .'emblte ineffablement et je ne 

puis vraiment rien porter sur Ie papier'. He repeats these claims more 

insistently in a letter of the following month to Paul Demeny (28 August 

1871): 

Situation du prevemu j'ai quitte depuis plus 

d 'un an la vie ordinaire, pour ce que vous 

savez. Enferme sans cesse dans cette 

inqualifiable contre. ardennaise ne 

frequentant pas un homme, recueilli dans 

un travail infime, inepte, obstine, 

myst~rieux, ne repondant que par Ie 

silence aux questions, aux apostrophes 

grossUres et meohantes me montrant 

digne dans rna position extra-16gale, 

j'ai fini par provoquer d'atroces ~solutions 

d'une m're aussi inflexible que soixante­

treize administrations a casquettes de plomb.
68 

Permanent flight to the capital would provide, in his opinion, a solution 

to his problems both financial (as caused by his mother's hostility to 

his ambitions) and poetiC (ensuing from Charleville's slow stranglehold 

on his imagination). The poet was prepared to work but under his own con­

ditions, 'libra ( ••• J a PariS, que j'aime,.69 His final plea sent to 

Verlaine in September 1811 explaining his predicament ('J'ai fait 1e 

b1Rimbaud. O.C. , p.25b. 
68 

O.C. , p.258-9. Rimbaud. 

69 RimbaudI 0.0. , p.259. 
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projet de faire un grand po~me, et je ne peux trava~er a Charleville. Je 

auis emp3che de venir a Paris, etant sans ressources,)70 did not however 

fallon deaf ears. A letter, summoning Rimbaud to Paris and containing 

payment for a ticket from Charleville to the capital, quickly followed. 

What more dramatic an indication of the arena in which "the next stage of 

Rimbaud's poetio life was to unfold? How significant a presage of the 

oommon life and inspiration he was destined to share with Verlaine! 

Curiously, almost as if Rimbaud' s perpetual longing after Paris had 

extinguished his desire to write about the oapital oity once it was fully 

acoessible to him, the months between September 1811 and April 1872 (by 

which time Himbaud had returned temporarily to Charleville) are marked 

by a period of almost total inactivity in the field of poetry.71 This 

period of limbo is all the more intriguing in view of Rimbaud's decisive 

rejeotion of his past poetio self on 10 June 1811 when he ordered Paul 

Demeny to destroy manusoript oopies of early verse still in his possession. 72 

His new start (suggested by this d,ssooiation frotn the pasip, was only to 

oome with tM fluid and lyrioal pieoes of the Derniers vers of 1873.73 

From the evidence of oontemporary witnesses,14 however, it is possible to 

1°R1abaud• O.C., p.260. 

11A possible exception to this is the poem '~'est-oe pour nous mon coeur' 

whioh oould refer in its 'nappes de sang' and 'mille meurtres' to the 

bloodbath after the oollapse of the Commune. In this poem Rimbaud presages 

the defeat of established sooiety, 'Industriels, prinoes, senat911/Perissez! 

puissanoe, justice, histoire, a bas!/ c. •. J p8.ssez,/Republiques de ce monde:'. 

12]0 this letter Rimbaud Simultaneously oommands and entreats his friend: 

Brdlez, je Ie veux, et je orois que vous 

respeoterez ma volonte comme oelle d 'un 

lIort, br6.lez tous les vers que je rus assez sot 

pour vous donner lors de mon sejour a Douai. 

(Rimbaud, O.C., p.255). 

13Rimbaud oomplains of his temporary sterility in a letter of April 1872 to 

Verlaine, 'Ie travail' he says 'est plus loin de moi que mon ongle l'est 



reconstruct the events of this period in Rimbaud's life and to deduce 

that his time was spent savouring the physical and intellectual freedom 

of his new existence, indulging in excesses forbidden in Charleville 

(and even frowned on in Paris) and making useful new contacts in the 

literary and artistic world.~5 
Rimbaud's interest in writing did revive around early May 1872 

(almost a year after the composition of his first really Parisian poems) 

but paradoxically it was from the comfortingly familiar ,countryside of the 

Ardennes, rather than from the exciting surroundings of Paris, that the 

poet took his inspiration. Direct allusions to the city in the 'hymnes 

tenfbreux et limPides,76 of the Derniers vers are rare and mostly of 

minor significance: one might mention the 'quelque vieille ville' of 

'Le Pauvre songe' from 'Comedie de la sOif,77 and 'la richesse de la ville' 

('Bonne pensee du matin,).78 Nevertheless, original images in these poems 

clearly antithetical to Rimbaud's rural source of inspiration, reveal 

the persistence of urban motifs in his imagination if only on a sub­

conscious level. In stanza IV of 'Michel et Christine', for example, 

Rimbaud describes streaks of cloud in an evening sky being 'comme 

un railway'. 79 In stanza III of 'Larme' the darkness and thunder of the 
80 storm recalls the semi-obscurity and deafening train sounds 'des gares'. 

de mon oeil. Merde pour moil'. (Rimbaud, a.c., p.262). 

74See Ernest Delahaye, Verlaine (Paris, Messein, 1923), 

Edmond Lepelletier, Paul Verlaine (Paris, Mercure de France, 1907) 

and Ex. Mme Paul Verlaine, ~moires de ma vie (Paris, F'lammarion, 

1935) • 

75Durtng this period Rimbaud lodged succeSSively with Verlaine and his 

parentS-in-law, Charles Cros, Ernest Cabaner the musician and li'orain 

the painter. 

76Daniel Leuwers in Rimbaud, Poesies (Paris, Livre de poche, 1972), p.132. 

77Rimbaud, a.c., p.75. 

78Rimbaud, O.C., p. 76. 

19Rimbaud, O.C., p.85. 
80Rimbaud, O.C., p.72. 
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During Rimbaud's second spell in Paris from May to July 1872, the 

capital &lso failed to stimulate Rimbaud's poetic imagination in any 

profound sense and even appears to have had an adverse effect on its 

functioning. In the suffocating heat of the summer of 1872 Rimbaud writes 

of his disenchantment with PariS, caused by a combination of his home­

siokness for the coolness of the 'rivieres ardennaises et belges, les 

eavemes,8l and his natural aversion to being trapped in any adverse 

environment longer than it suited his purpose. In the letter of Junphe 

1872 to Ernest Del~ he comments ironically I 

Oui, surprenante est l'existence dans Ie 

cosmorama. Arduan [ ••• ] Mais ce lieu-ci I 

distillation, composition, tout 6troitesses.
82 

As this oomment clearly reveals, by June 1872 Paris was beginning to assume 

the same characteristics of restriction and suffooation which Rimbaud had earlier 

associated with the provincial world of Charleville. His disapPointment on 

the literary front was probably based on the discovery that many figures 

which he had imagined to be bohemian poets had. in fact turned out to be 

respeotab1e, middle-olass men of letters who viewed his own exploits with 

suspioion. His frustrations on the personal front stemmed from difficulties 

in his relationship with Verlaine oocasioned by the Maute household. In 

reply to Rimbaud's wanderlust and to the vicious cirole of circumstanoes 

which 'threatened to bring complete poetio sterility, came his escape with 

Verlaine to Belgium and the Ardennes in July and (possibly) August 1872 

and their subsequent departure for England on 7 September of that year. 

The first phase of these joumeyings from July to August 1872 might be 

classed as Rimbaud's Belgian period. It was characterised by a closeness 

81 Himbaud, o.c., p.265. 
82 R1mbaud, O.C., p.265. The tendency towards comic corruption of words, 

(' Junphe' for 'Juin',' abeomphe' for 'absinthe',' cosmorama' for 'cosmos' ) 

is a trait markingVerlaine and Rimbaud's correspondence at this time. 

The 'rams.' ending, suggested by the popularity of the diorama as an 

entertainment in nineteenth-century France, also plays a significant 

role in Balzac'. Le Pare Goriot, 'sant'rame', 'froidorama', 'soupeaurama' 

and 'G'oriorama' occurring during a conversati.on at the pension Vauquer 

in the early pages of the novel. 
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of inspiration with Verlaine, not least where the two poets use of the 

city theme is concerned. The second phase (their life in London) was 

marked by Rimbaud's first tentative mov~ in the field of prose poetry, a 

mode which Baudelaire himself described as being born naturally from the 

'frequentation des villas enormes' and from the 'croisement de leurs 

innombrables rapports,.83 

Rimbaud's Belgian period, which took the poets through Charleroi, 

Malines and Brussels, each of whioh is evoked through a poem in Verlaine's 

Romanoes sans paroles is significant in terms of his oity poetry for the 

two pieces from his Derniers vers entitled 'Bruxelles' and beginning 'Est-, 
elle almAe?'. Both of these works have received very little critical 

attention, yet 'Bruxalles' is probably the clearest example in the whole 

of Rimbaud's oity poetry of the poet being directly inspired by the visual 

appeal of a soene before him and of clearly communicating this faot to the 

reader by indioations in the text. Like an artist setting up his easel 

at a pioturesque spot in the city, Rimbaud chooses his location, the 

Boulevard du Rflgent, and begins to write. A visual spectacle thus provides 

the point de depart for the poem though the final picture Rimbaud gives 

of central Brussels is not limited to the pictorial dimension of reality. 

Typically, it is also infused with images springing from his own fertile 

imagination and suggested through association of ideas by specifio elements 

in the scene. Stanza r of the poem begins with a fairly clear evocation 

of the central avenue of Brussels' Parc Royal in summertime ('ton bleu 

presque de Sahara'). Picturesque~ its flower beds stretch out between 

the Palais des Academies at one extremity of the park and the Palaia 

Royal at the other. The link between 'Jupiter' in the Rimbaud poem, and 

'royal' in the title of the building, suggest that this latter edifice 

was probably in Rimbaud' s mind when he referred to the 'agr~able palais' 

in the opening lines of 'Bruxelles'l 

Plates-bandes d' amarantes jusqu' a 
L'agreable palais de Jupiter. 

- Je sais que c'est Toi qui,dans ces lieux, 

Meles ton Bleu presque de Sahara!84 

Rimbaud's imagination then progresses from the visual picture of a real 

park before him, onto a series of images of imprisonment suggested by the 

83Baudelaire, O.C., Vol. I, p.216. 

84Rimbaud, O.C., p.82. 'Bruxelles' is an undated poem but there is a 

strong possibility it is contemporary with 'Et-elle almae?' dated July 1812. 
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fenced-in flowers and trees of lines 5-6: 'rose et sapin du soleil/Et liane 

ont ici leurs jeux enclos'. He first mentions a 'Cage de la petite veuvel' 

(line 7) and then a 'Kiosque de la folle'(line 9). As with other unexpected 

images in Rimbaud, these two details tempt one to invent esoteric explanations 

aided and abetted by knowledge of Rimbaud's own personal life. However 

attractive may be the theory that this 'cage de la petite veuve' is somehow 

an oblique reference to VerlaiDts prison c81185 or that the 'folle' from 

the I Kiosque I is a su bt 1e allusion to Ophelia, a far simpler explanation 

of the two, rooted in the reality of Brussels itself, exists. Lines 7-8 

of the poem: 'Quelles/Troupes d'oiseaux a ia iO, ia io! ••• ~ give the clue 

since both a ~tite veuve' and a 'folIe' are species of birds.86 Maurice 

Deflandre suggests that Rimbaud may have glimpsed exotic caged birds in 

the windows of rich households along the Boulevard du Regent which in the 

late nineteenth century was an exclUSive residential area87 A second 

possibility is that Rimbaud may have been remembering the bird market of 

the Grande Place which in the 1870s and even today presents a colourful 

and noisy spectacle on Sunday mor.nin~in Brussels. This latter hypotheSis 

is confirmed by Ri~baud's mention of 'Calmes maisons, anciennes passions' 

in line 9 of the poem. This seems to refer to the silent backstreets of 

Il6t Sacre (the oldest and most picturesque area of central Brussels) 

85This hypothesis would of course assume that 'Bruxelles' was composed in 

July 1873, i.e. after the so-called 'Drame de Bruxelles'. 

86A 'petite veuve' is an African species of bird belonging to the sparrow 

family, it is termed a 'widow' on account of its black and white 

colouring. A 'folIe' is a large seabird, noted for its eccentric move­

ment and behaviour with affinities to the pelican. Among the more 

bizarre explanations of this line 'Quelles/Troupes d'oiseaux' etc. 

of 'Bruxelles' one might quote J. Gengoux who on p.363 of his La pensee 

po~tique de Rimbaud, claims: 'Dans 'Bruxelles' , oe ne sont plus les 

fillettes qui sont assimilees aux saules et leurs gestes aux oiseaux, 

mais probablement les Bruxellois dont les deux prononciations du oui 

flamand l'une distinguee ia, l'autre populaire io, donnent lieu A 

ce vers It 

87)1aurice Deflandre, 'Arthur Rimbaud et Ie Boulevard du Regent', Le Thyrse 

I April 1953, pp.190-1. 
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which would have provided a stark contrast to the bustling market activity 

of the city's central square. With line 12, Rimbaud's poem returns to its 

original focal point with a park scene of rose bushes and shady groves: 

Apres les fesses des rosiers, balcon 

Ombreux et tres bas de 1a Juliette. 

As the park railings had sparked off associations of imprisonment in 

Rimbaud's mind, the protected balcony he now sees recalls Shakespeare's 

Romeo and Juliet and by word association brings to mind an extraneous 

scene from his past life or memory: 

- La Juliette, 9a rappelle 1 'Henriette , 

Charmante station du chemin de fer, 

Au coeur d'un mont, comme au fond d'un verger 

au mille diables bleus dansent dans l'air! 

Here, as in other of the Derniers vers (even when the urban scene is not 

the source of Rimbaud's inspiration) the railway mo~1f reappears. Juliette_ 

recall. through some vague assonance, 'l'Henriette', the name of a rail-

way station, or more likely the name of a person encountered briefly by 

Rimbaud at such a place. The s.tting becomes suddenly alpine with mountain 

scenery and an orchard possibly lined with blue flowers ('Oh mille diables 

bleus dansent dans 1 'air'). In this respect and in the references to height 

and depth the fourth stanza of 'Bruxelles' is highly reminiscent of the 

'gorges', 'oimes', 'gouffres' and 'abime' of 'Villes'I of the Illuminations. 

This similarity is reinforced in the subsequent lines of 'Bruxelles', 

which evoke a second imaginary cameo conjured up around an ordinary city 

object, a mossy park bench: 'Banc vert ou chante au paradis d'ora~Sur 

la guitars, la blanohe Irlandaise ' (lines 17-18). In these lines the 

phrase 'Ie paradis des orages' of 'Villes'I is repeated almost word for 

worn. Ultimately, after his second escape from the visual scene, Rimbaud 

returns to ths real world of Brussels through a series of auditory images 

in stanza V: 'chante', 'orage', 'guitars' and 'bavardage'. As in a dream, 

where the waking stimulus is often interpolated into the dream itself, 

the scene to which we return is one of noise and animation with the sounds 

of birdsong and the cries of children playing in the Parc Royal or (possibly) 

heard iSSUing from surrounding, exotically furnishsd residences: 'De la 

salle a. manger guyanaise/Bavardage des enfants et des cages'. 

This final odd detail of a 'salle a manger guyanaise', which can only 

arouse speculative comment from the modern reader, poses an interesting 

question relevant to Rimbaud's source of inspiration in 'Bruxelles' which 
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might profitably be considered here. Was he not supplementing his own 

observations of the urban scene around him by more unusual aspects of the 

Brussels' landscape such as might be pointed out during a guided tour 

of the city? Such a likelihood is supported by the structure of the 

poem whe~aspects of the real world with special historical or cultural 

significance occur in sequence as if on a 'tour gui~'. There is the 

'balcon/Ombreux' (lines 11-12), the 'salle a manger guyanaise' (line 19), 

the 'Fenetre du duc', (line 21)88 and the 'Boulevard sans mouvement ni 

commerce' (line 25). Emphasising this 'guided tour' effect is the poet's 

signposting of the various aspects of the city panorama by strategically 

placed adverbs and prepositions, for example the 'puis' of lines 5, 19 

and 23 and the 'apres' of line 11. As Rimbaud gives order to his poem 

by this particular technical device he is also eager to indicate the 

imaginative flights and dream aequences in his poem so as not to lose 

the reader. 'La Juliette, 9a rappelle l'Henriette', he says, (my under­

lining) and 'Fenitre du duc qui fait que je pense/Au p~ons des escargots 

et du buis', (lines 21-2). It is the very absence of these signposting 

elements that creates problems of comprehension where the Illuminations 

are concerned. 

Where Rimbaud had pointed out in the last stanzas of 'L'Orgie parisienne' 

that the city's inspirational value in its ~liest stage was tied to the 

environment's political potential (, L' orags te sacra supreme poesie'), so 

in 'Bruxelles' the last lines of the poem (lines 23-8) help to clarify 

Rimbaud's at~raction to the urban world as a source of poetiC material 

or as a venue for poetiC reverie a year later in his career. In contrast 

to Paris whose political activity had stimulated the poet to action and 

to social involvement (, La Poete prendra Ie sanglot des Infbes/La haine 

des Forpats, la clameur des Maudits',) the Belgian city is visually 

appealing and inspires in the poet a state of hushed reverence and 

immobility. 'C'est trop beau! trop! Gardons notre silence' (line 24). 

As a mute yet expectant observer of the still, silent Boulevard du Regent, 

Rimbaud's &tfini ties with a spectator before a curtain ri Sing on an 

empty stage are evident. The poet in fact reaffirms this metaphor 

in the final stanza of the poem where theatrical terminology prevails: 

88Maurice Deflandre explains this 'Fenetre du dl¥ as being a reference 

to the 'Hotel des ducs d' Are.berg' located at 35 Boulevard du lUfgent. 
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- Boulevard sans mouvement ni commerce, 

Muet, tout drame et toute com~die, 

R~union des scenes infinie, 

Je te connais et t'admire en silence.89 

For the observing poet, the city street, even 'muet'and 'sans mouvement', 

is a theatrical stage, a potential setting for the enactment of life's 

varied dramatic situations.90 The perfect stage for both tragedy and 

comedy, the city street can also provide a backdrop suitable for a poet's 

musings arising fro. surrounding reality as the interplay of real and 

imaginary in 'Bruxelles' suggests. 

'Est-elle alm~e?' is a separate work written in Belgium in July 1872, 

yet it has been frequently treated as merely an insignificant extension 

of 'Bruxelles'. Apart from the poem possessing a regular structure (11-

syllable lines and 4-lined stanzas with a 'rime plate' rhyme scheme) 

which distinguishes it from the freer style of 'Bruxelles',91 'Est-elle 

almee?' contains no specific reference to the Belgian caPital. 92The poem 

in its city content, can rather be aligned with that vein of urban poetry 

established by Baudelaire and perpetuated by Fran90is Coppee and Charles 

Cros, which explores the link between time of day and the poet's changing 

perception of his city. For Baudelaire for example crepuscule in the city 

is often mysteriously associated with death. His 'Crepuscule du matin' 

and 'Crepuscule du sOir,93 both involve hospital imagery. For Coppee, the 

same twilight hour, reinforced by the atting sun motif, often decorates 

his moments of imaginative awareness in the urban scene. For Cros, it is 

89The theatrical motif recurs in 'Scenes' from Illuminations where Rimbaud 

speaks of 'L'Ancienne Com~die' and 'Des boulevards de treteaux' and in 

'Les Ponts' of the same collection where a 'rayon blanc, tombant du haut 

du ciel, aneantit cette comedie'. 

90This can be compared to Nouveau's description of the city scene in 'Notes 

d'un reserviste' as a 'vrai decor de theatre' (Nouveau! O.C., p.448). 

91 'Bruxelles' consists of an amalgQm of 9 and 10-syllable lines with no 

discernible regular rhyme scheme. Stanzas V andVIIfeature 'rime embrassee'and 

elsewhere (such as in the case of 'verges' and 'fer' in stanzaIV and 

'commerce' and 'silence' stanzaVI~ rhymes are for the eye rather than the ear. 

92Antoine Adam claims ',I ne peut s'agir que de Bruxelles' (Rimbaud, 

~., p.938) but as Maurice Deflandre suggests in his more cautious appraisal 

of the poem, a 'ville enormement florissante' constitutes a rather exaggerated 
description of Brussels in 1872. 

93 
Baudelaire, O.C., Vol. I, p.94 and p.l03. 
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Paris' 'heure verte' which designates a time of poetic realisation and 

social communion. Early morning conversely represents for him fear, 

loneliness and on a personal level the severing of relationships made 

during the hours of darkness. As regards Rimbaud, such temporal factors 

as influenced the city poetry of his contemporaries wae of equal importance. 

In mid-1872, as his letter to Delahaye ('Parmerde, Junphe 1872') reveals, 

Rimbaud had assumed a nocturnal existence in an attempt to expurgate his 

dissatisfaction with everyday Parisian life and its constricting effect 

on hi s imagina t i on I 

18 moi s passe, ma chambre rue 

Monsieur-le-Prince, donnait sur un 

jardin du lycee Saint-Louis. I1 y 

avait des arbres enormes sous ma 

fenetre etroite. A trois heures du 

matin, la bougie p4lit: tous les 

oiseaux orient a la fois dans les arbres: 

c'est fini. Plus de travail. II me 

fallait regarder les arbres, Ie ciel, 

saisis par cette heure indicible, premiere 

du matin. Je voyais les dortoirs du 

lycee, absolument Bourds. Et deja le 

bruit saccade, sonore, delicieux des 

tomberaux sur les boulevards. 94 

Revelling in the stillness and solitude of the silent and deserted City, 

Rimbaud worked through the night then paused to observe the gradual , 
arrival of dawn from his attic window high above the rooftops of Paris. 

Consequently this 'heure indicible, premiere du matin' seems to have held 

special significance for the poet. Firstly, it marked the curtailment 

of his own nocturnal creativity 'A trois heures du matin [ •• ~ c'est fini. 

Plus de travail'. Secondly, it marked the subsequent awakening of his 

fellow city inhabitants ('A 5 heures C • •• J les ouvriers sont en marc he 

partout') which formed a contrast to his own desire for oblivion: 'A 

5 heures [ ••• J c 'est I 'heure de se souler chez les marchands de vin, 

pour moi '.Such meditations on the poet's early morning experiences in 

94 Rimbaud, o.c., p.266. 
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the city clearly inspired Rimbaud in the writing of the enigmatic piece, 

'Est-elle alm~e?' 

Est-elle almee? •• aux premi~res heures bleues 

Se detruira-t-elle comme les !leurs feuee ••• 

Davant la splendide etendue o~ l'on sente 

Souffler la ville enormement florissante! 

C'est trop beau! c'est trop beau! mais c'est necessaire 

- Pour la P$cheuse et la chanson du Corsaire, 

Et aussi puisque les derniers masques crurent 

Encore a.u:x fetes de nui t sur la mer pure! 95 

Due to Rimbaud's rather vague use of personal pronouns in this work, 

opinions have varied as to what or whom Rimbaud is referring in the 'Elle' 

of the first line of this poem. Antoine Adam believes 'elle' is the City96 

while Maurice Deflandre thinks 'elle' is a female figure momentarily 

glimpsed at a window. 97 As is often the case with Rimbaud, explanations 

can only be tentative but in addition to these two hypotheses I would 

suggest that 'elle' represents Rimbaud's imagination or nighttime reverie 

which, like the gyrations of an oriental dancer (an'alm~e~ or a withered 

bouquet of flowers, threatens to appear incongruous in the cold light of 

dawn ('aux premieres heures bleues') and against the vibrant backcloth 

of the awakening city ('splendide ~tendue' and 'ville enormement floriss­

ante'). In his letter of 'Junphe 1872' Rimbaud had explained how his 

'travail' suddenly ended at 3 a.m •• Here, in the first stanza of 'Est­

elle almee?', he expresses in poetic form the disturbance offered to his 

nocturnal imaginative activity by the same restless urban environment. 

Stanza n, however, represents his coming to terms with the same surroundings, 

a fact which the ecstatic fifth line of the poem illustrates: 'C'est 

trop beau! c'est trop beau! '. As in 'Bruxelles', here the City's status 

as an impressive spectacle, theatrical in character and capable of inspiring 

the sensitive observer with poetry, comes to the fore. City inhabitants 

thus appear to the poet in the form of the 'P3cheusecs] and 'Corsaire[EtJ' 

of a buccaa.ering drama. (Later in 'Ville' of Illuminations, they were 

to appear as the allegorical figures of 'la Mort' 'un Amour' and'un joli 

Crime'). Similarly, in the final line of 'Est-elle almee?', the early 

95Rimbaud, O.C., p.83. 

96Rimbaud, O.C., p.939. 

97 Art. ci t ., Deflandre. 
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morning city horizon dotted with lights appears to the poet's transforming 

imagination, like a marine spectacle of fairy-like quality: ' [des) fetes 

de nui t sur la mer pure! '. 

From the evidence of 'Est-elle alm~e?' and 'Bruxelles' (both probably 

written in July 1812), Rimbaud's city poetry had undergone a considerable 

change since its first manifestations in the form of 'Chant de guerre 

parisien' written over a year previously. The early Parisian poetry 

employed regular versification in a modern context and linked together 

the three great themes of poetry, politics and the city. The later 

verse of 1812 had a noticeably more personal emphasis as it described 

Rimbaud's own observations of city life and his reactions to it. These 

poems were also couched in a much freer verse style and moreover contained 

obscure details and allusions that were difficult to explain in purely 

biographical terms. The 'blSlche Irlandaise' and the 'salle a manger 

guyanaise' spring to mind in connection with 'Bruxelles' and the 'Pecheur' 

and 'Corsaire' in connection with 'Est-elle almee?' They are elaborations 

of Rimbaud's imagination which replace the real physical attributes of the 

surrounding city scene. Such suggestive possibilities available in the 

urban world were expanded upon in the Illuminations, the collection 

whose city poetry has most frequently been the subject of detailed 

oritical discussion. Where Faris inspired the first of Rimbaud's city 

poems and Brussels his last city poems in verse, London appears to have 

played an important role in the composition of this collection. 

Paris in February 1871 had revealed to Rimbaud the city as an active 

political force. Brussels in July of the following year had projected the 

urban environment as a theatrical stage but London (in which Rimbaud 

arrived via Ostende and Dover on 8 September 1872 and where he lived 

intermittently until November 1874)presented probably an even greater 

challenge to his imagination. As Paris as a city had impressed the 

provincial intruder with its cultural variety, London in the early 1870s 

could not fail to have thrilled and excited Rimbaud by its sheer immensity 

in architectural and human terms compared to the French capital.98 Un-

98JuleS Valles, a contemporary of Rimbaud, exiled in London after the Commune 

from 1871-80 reinforces this point in the 'Conclusion' of his La Rue a 
Londres (Paris, Charpentier, 1884). 

Tout est enorme dans ce pays Co •• J 
~ se fabrique en grand; les fortunes ou 

les detresses, II y a des milliards de 
poux; on cr~ve de faim par bataillons; 
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fortunately no correspondence expressing Rimbaud's own reactions to London 

at this time has been conserved, though the letters of Verlaine and Nouveau 

and the letters and diary of Rimbaud's younger sister Vitalie (who visited 

London in 1874) provide fascinating reading on the subject. Verlaine 

describes at length London streets and the tribulations of an English 

Sunday in his letters of 1872 and 1873 to Ernest Delahaye.99 Nouveau 

comments on the foggy British climate and on the numerous bridges over 

the river Thames in his letter of 26 March 1874 to Jean Richepin.
100 

Finally, Vitalie Rimbaud's letters of July 1814 voice alternately appre­

hension in respect of London's enormity and foreigwpss and wonderment at 

her apparently inexhaustjble supply of 'richesses' and 'merveilles,.lOl 

For Rimbaud's own impressions on the English city and his developing 

attitude to the city in general when living in London we must have recourse 

to those poems inspired by or composed during this period. Many of these 

works possess a particularly English flavour or contain allusions to London 

life. They include 'OUvriers', 'Ville', 'Les Ponts', 'Villes'I ,'Villes'II, 

'~tropolitain' and 'Promontoire' all from Illuminations. 102 The first four 

of these poems ('Ouvriers', 'Ville', "Les Ponts' and 'Vi1l5 I ) betray 

the same handwriting in their manuscript form as 'Ornieres', 'Royaut~' 

and 'Vagabonds'. Though not necessarily suggesting contemporary composition 

on se noie a cinq cents dans un lac dont 

la glace se rompt; on coule en grappes de 

douze cents dans 1a ~amise. Crest la 

terre du coloss&1. 

99588 Correspondance de Paul Verlaine, ed. Van Bever- (Paris, Messein, 1922), 

Tome I, pp.43-88 • 
100 Nouveau, O.C., p.8l7. 
101 Rimbaud, O.C., p.294. 
102 

A second work written during this period (April to August 1813) but 

tinally committed to paper in Roches rather than London is Une Saison 

en infer. Though using oity imagery on occasions,this collection 

desoribing Rimbaud's spiritual metamorphosis is not primarily an urban 

composition as some of the Illuminations are; therefore its study will 

not occupy an important position in the present work. Where reminiscences 

of life in England do feature in Une Saison en infer they will be quoted 

for the light they throw on the city Illuminations. 
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this fact does reveal a desire on Rimbaud's behalf to preserve the seven 

poems together in a fair copy. 'Villes'II and 'Metropolitain' apparently 

belong to a different stage in Rimbaud's career as their definitive 

manuscripts are in the hand of Germain Nouveau who was in London with 

Rimbaud in 1814. The final piece which betrays major urban content, 

, Promontoire " has survived separately in a copy executed by Rimbaud' s 

own hand. This poem is something of an exception in the Illuminations 

being seemingly inspired by Scarborough rather than the English capital. 

It is therefore possibly much later than 1872-4 in its composition. 

Among the city poems in the Illuminations, 'Ouvriers' stands out on 

account of its personal and narrative tone and its attempt at realism 

through the use of lower class characters and accurate setting. The 

individual through whose eyes we view the scene is uncharacteristically 

banal. He is an ouvrier trapped in the kind of tedious monotony which 

Rimbaud himself struggled to avoid in the summer of 1871. 103 In the 

opening lines of the poem the worker's predictable existence is inter­

rupted by a freak natural occurrence, a warm morning in winter. He 

awakens as if from a period of hibernation to the full realisation of the 

wretchedness and poverty he is suffering in a spiritual as well as a 

physical senae: 

o cette chaude matinee de fevrier. La 

Sud inopportun, vint relever nos souvenirs 

d'indigents absurdes, notre jeune misere •104 

103Rimbaud's attitude to work in 1811 is clear from his letters of 

that year. On 13 May 1811 he writes 'Travailler maintenant, jamais, 

jamais, je suis en grfve~ On 28 August he complains of his mother's 

ambitions for him in the following words, 'Elle a voulu m'imposer 

Ie travail - perpetuel, a Oharleville (Ardennes) I Une place pour 

tel jour, disait-elle, ou la porte'. 

104Rimbaud, 0.0., p.133. This d'calaee motif of time and temperature 

used in 'Ouvriera' is repeated by Rimbaud in 'Phrased where the poet 
• 

speaks of 'Une matin4e couverte en Juillet'. 
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Paradoxically, this warm awakening wind conjures up only bad memories 

for the worker. Firstly, it reminds him of the summer desiccation of the 

natural world 'toutes les vilaines odeurs des jardins ravages et des 

p~s dessech~s,' (paragraph JI). Secondly it brings home to him his own 

sense ofbarrenness and disapPointment:'Le sud me rappelait les miserables 

incidents de mon enfance, mes desespoirs d'ete, l'horrible quantite de 

force et de science que Ie sort a toujours eloign~e de moi', (paragraph 

IV). The ouvrier's present tragedy, is essentially that he is imprisoned 

in his environment (that of the city) while he perceives happiness 

in a different setting and in another life: '0 l'autre monde, l'habitation 

benie par Ie oiel, et les ombrages! '. His attempts to look ahead beyond 

his immediate surroundings and achieve thi s 'autre monde' are confounded 

by his personal circumstances (marriage and work) and the all-pervasive 

nature of the city itself. Both oonspire together to limit his movements 

to the present ali to tmurban enclave. His wife, however, as her old­

fashioned clothing suggests ('une jupe de coton a. carreau blanc et brun, 

qui a dft Itre portee au si~ole dernier, un bonnet ~ rubans et un foulard 

de soie') is naturally retrospective. She is therefore unmoved by the 

'Sud inopportun' and its associated nostalgia 'Cela ne devait pas 

fatiguer rna femme au mame point que moi' (paragraphl[). As liberation 

from memory (which redoubles the misery of the present) is beyond hope 

for the ouvrier, so esoape in a physical sense from the place of work 

cannot be achieved. Being denied the poet's solitary wanderings through 

nature, such as Rimbaud describes in 'Na boh~me', the worker finds 

diversion in the half-world of suburbia where the poem is set, ('Nous 

faisions un tour dans la banlieue'). Ironically, in reality, this area 

was often as polluted by the dirt and chaos of urban living as the city 

itself; as Rimbaud says, 'La ville, avec sa ~.e et ses bruits de 

metiers nous suivait tres loin dans les ohemins' (paragraph JV).105 As all 

l05Rimbaud's realistic approach to the banlieuewhich was often the site 

of heavy industry contrasts with Nouveau's attitude to this area as 

a place of escape from the city (as expressed in 'Retour') and 

especially with Coppee's idealisation of the banlieue (in collections 

such as Intimites and Promenades et interieurs). 
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these details suggest, what immediately strikes the reader in connection 

with 'Ouvriers' is the poem's cheerless nature. This fact is furthermore 

accentuated by the dull and somnolent atmospheric setting: 'cette chaude 

mat inee de fevrier [ ••• J Le temps etai t couvert' and by the brief 

evocation of Henrika's dress which is described as 'bien plus triste 

qu'un deuil'. Nevertheless the poem is not totally pessimistic. Paragraph 

DIsounds an ambiguous note of life and hope in the 't~s petits poissons' 

found Swimming in an isolated pool of water left standing after floods. l06 

Moreover the last lines of the piece seem to mark a definite decision by 

the ouvrier to resist his fate, avoid repetition of the disappointments 

of the previous summer and move onto a renewed relationship with his wife 

freed from the platitudes of conventional love and female dependence: 

Non! nous ne passerons pas l'ete 

dans cet avare pays ou. neus 

ne serons jamais que des orphelins 

fiances. Je veux que ce bras durci 
• • . 107 ne tra1ne plus une chere 1mage. 

Though critics have been anxious to attribute autobiographical 

significance to this poem from the Illuminations by claiming the dis­

illusioned couple represent Rimbaud and Verlaine, whether the poem is 

intended to convey poetically Rimbaud's own predicament in early 1873 

oan only remain a question of debate. On the one hand, 'Ouvriers' does 

call to mind Regamey's depressing sketches of Rimbaud and Verlaine in 

wretched oircumstances in London in 1873. It also seems to illustrate 

Rimbaud's parable of the 'vierge folIe' and 'Epoux infernal' whom he 

describes in Une Saison en Enfer as 'Deux bons enfants libres de se 

promener dans le Paradis de tristesse,.108 Nevertheless, it is unlikely 

that tnt poet would have wished to limit his comment to his own situation 

to the detriment of more generalised remarks on man's response to the 

l06The ardennisme 'une flache laiss6e par l'inondation' recalls the 

'flache/Noire et froide' of 'Le Bateau ivre' and has similar suggestions 

of desolation. 

l07The italicised 'une ch~re imase' of 'Ouvriers' recurs in 'Enfance' of 

the Illuminations as a "cher oorps" et "cher coeur" and in 'D~lires' 

of Une Saison en Gnfer as the 'chl9re ame'. 

l08Rimbaud, O.C., p.104. 
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'ava.re pays' whose 'fumee' and 'bruits de metiers' restrict human 

potential just as its dry, airless atmosphere stifles the growth of 

vegetation wi. thin its confines. 

In 'Ouvriers', Rimbaud speaks on behalf of 0. working couple to 

reveal their ill-fated relationship with the city environment. In 'Ville', 

he speaks from the quite different perspective of a 'point trop mecontent 

citoyen,109 of an anonymous metropolis. Despite this change of viewpoint, 

'Ville' is equally despairing and critical in tone as 'Ouvriers', con­

sequently it has led C.A. Hackett to describe the poem as 'Rimbaud's 

most lucid illumination of man's plight in the urban agel.110 Unlike the 

working man in 'Ouvriers' who is trapped in the material world as a plaoe 

of work, the narrator in 'Ville' seems more detached from the urban 

sc~nario. He assumes the role of a witness to the city world rather than 

that of an active partioipant in it. In the opening scene of the poem 

for example, he describes himself as an 'ephemere r. •• -J citoyen' of a 

'metropole crue modeme'. Similarly, towards the end of the poem he 

relinquishes involvement in urban life and observes its movement from a 

vantage point above the streets, 'de ma fenitre je vois des spectres 

nouveaux, roulant a travers 1 "paisse et eternelle fumee de charbon'. The 

oity itself is not desoribed in any physical sense in 'Ville' but is 

rather suggested through vague abstract notations, often ironical in 

tone, which tend to prevent the reader from visualising a scene in his 

mind's eye. Through a subtle use of understatement, for example, Rimbaud 

castigates that tasteless modern architectural deSign, often employed in 

the planning of oities,which equates modernity simply with the contradicting 

of established notions of taste. By substituting its own dry rationalism 

for the artistio inspiration of past eras, this category of design merely 

displays the imaginative void at its own heart: 

Je suis un ~ph8mere et point trop 

mecontent oitoyan d'une metropole 

crue modeme parce que tout gout 

oonnu a ete elude dans les 

ameublements et l'exterieur des 

maisons aussi bien que dans Ie 

plan de la ville. 

109Rimbaud, O.C., p.134. 

110C.A. Hackett in a review on Nathaniel Wing's ASpects of Poetic Structu~e 
in Rimbaud's Illuminations in French Studies, Vol. XXXII (April 1978), p.208. 
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B1m~d also comments on the nineteenth-century vogue for soienoe sinoe 

his oity in 'Ville' bas taken this latter discipline, rather than the old 

religion as its sooial guidelines 'Ioi vous ne signaleriez les traces 

d'auOWl Il~nt de superstition'. Consequently, language and morality 

(as in Don Juan's D&rrOW concept of the universe) have been reduced to 

-.the-.tical tOrDlllU lll 
'La morale et la langue sont ridui tes a 

leur plus saple expression, entin! '. This III&terial simplifioation, brought 

about by the o11y's intense modernisation, seems however to have been a 

pointles. advanceMnt in respect of the drawbacks on a human level which 

the poea reveals. Fraternity and individuality are denied and the span of 

hImaD lite trom ohildhood and II&turity to old-age is diBDlissed as 'une 

.tati.tique folIe'. 

Ces ailliOlUl cia &ena qui n' ont paa 

besoin de se connaitre ..anent s1 

pareille-.nt l'~du.cation, le metier 

et la vieille ... , que oe oours de 

vie doit 8tre plusieurs tois aoina 

long que ce qu'une statistique folIe 

trollve pour Ie. peuples du continent. 

As the narrator ob_nes trom the ..rety ot his cottage window, the tragic 

Tioti •• ot this particular oity (whioh could be said to represent the worst 

in all IlOciam oiUe.) appear betore him. A aacabre '~paisse et aternelle 

tua6e cia oharbon' provicia. a mocking urban oounterpart for the shady woods 

ot a ~r. eveni,l1g in tbe countryside ('notre OIlbre des bOiS, notre nuit 

d'et4i,. TbrOQP this aog parada 'dea .pectres nouveaux', modern equivalents 

ot the allegorical Greet godde ... s ot reve1'1l'l who inhabited the underworld~l2 
The tirat, 'la Korl an. pleurs', i. merely an implacable oommonplace 

tlpre, 'notre active tille et servante'. The .eoond, 'un Amour dlsespere, 

prOTide. the only BUg&8.tlon ot coatorl and compassion in the barren 

lUldaoape. The third. 'un joli ·Cri_' aniaalistioally'P1aulant dana la 

boue de la rae', cancel. out _our and redouble. the sordid connotations 

111 
' .. croia que deux et dau sont quatre, Sgana.relle, et que quatre et 1Iuatre 

sont l1::d..t', IOn tltan ,Aot III,Soena I, Jloli6re, Oeuvres Compl.tea (Paris, 

Gall1aard, 1971), Vol. II, p.57. 

l12This appropriate u .. of ~hologioal allusion in a city poem could be 

ooapared to Verlaine's use of 'les Kobolds' in bis poem 'Charleroi' 

written in July 1872 when be vaa travelling through Belgium in 

Riabaud's ooaJ)aD7. 
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of the soene. 113 

After these piotures of what we oan be aure represented ror Rimbaud 

urban civilization at its lowat ebb, in 'Les Ponts', we have the only 

example UlQDg the oity prose poems of a tnte 'illumination'; that is a 

brief visual impression arising suddenly from nowhere and disappearing 

alaoat iDIIediately without trace. The deoor of 'Les Ponts' is tradition­

ally &8sooiated with that of the ThaIIea, Regent's C8D&l and London and the 

poem' a aal1ari ty with Germain Nouveau' a oOlllllent in a let ter from the 

Ebiilah capital in 1814 ('n'en finissent pas, les ponts, et oombien plus 

haut. de parapeta qu'aax bords fleuris de la Seine,)114 would seem to 

oonti1'lD this probability. Antoine Adam's suggeation that Rimbaud was 

possibly inspired by a painting or engraving rather that by a soene 

personally vi tneaaed. also feasible, not least on aocou.nt of the term 

'deaain' in the poem's firat l1ne. 115 
The impressioniatio style Rimbaud 

employs in _itting lI&in wrbs and his teohnique of focusing on a orowded 

central area of naion framed &8 if on a 08ZlV&8 by the tranaluoent sky 

aDd .ater above and below alao oontribute to the artistio erreot: 

De. olel. gria de ori.tall Un bi zarre 

deaain de ponts, ceux-oi droi ts ceux-la 

bOllW., d' autre. desoendlmt ou obliquant 

en aneles BUr les premiers, et cas figures 

ae renouwlant dana lea autrea oircuits 

_clairea dB oanal.116 

AlthOU&h the bridges the.Hlvea are the oentral point of interest in this 

i13Similar phraseology appeara in Un! Saison en Enter in the opening 

lines of the volue I 'Je _ auis allonp dana la boue. Je me sui s 

aecbe a l'air cb1 criae'. It also features in the section 'Mauvais 

sang' where 'Dans lea villea la boue m'apparaissait aoudainement rouge 

et noire 00_ une glace qwmd la lampe oirew.e dans 1a chambre voi sine, 

00lD8 un tnaor dana la forit! '. (See BiJllbaud, O.C., p.93 and p.91). 
llL 

'IOUWAU, o.e., p.811. 

115s.e Rtmbaud, o.e., p. 991. 
116 Hi.baud, O.C., p.133. 
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poem, a fact reinforced by their perpetuation through the jeu de miroirs 

effect in the final phrase of the excerpt (, ces figures Be renouvelant 

dans les autres circuits 80laires du canal'), in cOUIDon with other :mal 

objects in Rimbaud's poems they rapidly augBBst a reality beyond their 

own vilA1&l. dimension. Unusually decorated Vi th flagstaffs, III&8ts and 

parapets SOM bridges U8W118 a nautical air. Others, wighed down by 

houses aDd buildings, reoall the London of the lliddle ages. Inspired by 

the thought of a ship's rigging or _rely inner city washing lines 

which auggest IlUsical scores outli.D8d agaiDat the sloping riverbank, 

Riabaud's IIind turns to music,' Des accords aineurs se croi sent, et filent, 

des cordas montent des berges ,.111 An unexpected fluh of colour ('une 

"..te rouge') briDp the seene to life aDd a llili tary parade, an open­

air concert aDd lID eVlUl&'8lio&l. aeeting Mrge momentarily into a noiSy 

speotacle baDiahiDg the ilUlDi_te landscape, 'On distingue une veste 

rouge, peut-4tre d'autres costumes et des instrw.nts de IIlUsique. Sont­

ce des aire poPlllaires, des bouts de concerts seigneuriawr:, des restants 

d'~s Plblics?'. In tune with the image of the bridge which offers the 

connection between two unrelated seotions of a whole and which presents 

a oomplete entity ~en linked with its own reflection in water the 

ill&ginative aow_nt of Rimbaud's poem is ciroula.r • Gradually, our 

attention is drawn trOll the grey aky which provides a neutral backdrop 

for the subsequent tableau, to the bridBes themselves and their suggestions 

of activity. The poet's gase then 1I0veS onto the grey-blue canal water 

beDeath and. f1Dally, in tbe 'rayon blanc tombant cm haut du ciel [qui] 

"'.ti t o.tt. co_die', upwarda into the sky again. This 'co_die', 

referred to in the last line of 'Les Ponts', remains unidentified by 

the poet. It could refer speoifically to the colourful JDllsioal parade he. 

conjurec up and. ahares with his reader. In a aore general sense, it 

could dasoribe the ~_ en prose itself as a brief and unique imaginative 

oreation iDtiDitely susceptible to the intrusion of the real world. 

Despi te the sudden termination of 'Las Ponts' and the subsequent 

evaporation ot the poet' B vision, the poem does make a distinct move 

towards a more op1lillistio treat.nt ot the urban theme in Rimbaud' s 

proae poetry. In 'Ouvriers' and 'Ville', city rigidity was criticised 

in tavour of a freer natural environment ('1 'habitation bente par Ie ciel 

et les oabraps', 'notre ollbra des bOiS, notre nuit d'4'te'). In 'Iss Ponts', 

111 
The IlUsical theme features largely in other oi ty Illuminations, 

notably 'Proaontoire' and 'Villes'I • 
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however, the process is reversed and the ray of sunshine representative 

of the natural world, is impliCitly unacceptable as a disp1acer of the 

poet's dreaaa of the highly arohitectural, struotured oity. This tendency 

towards an inoreased recognition of the City's possibilities and its 

dream - inspiring potential is expanded upon in 'Villes'I where Rimbaud 

speaks for himself rather than on behalf of other city characters and 

.. eks to establish the prototype of his ideal city freed from the 'mis're' , 

'criM I, 'fuMe' and 'bOlle' of 'Ou.vr1ers' and 'Ville'. Rimbaud combines 

in this poe. ooncepts from Baudelaire's 'M" parisien' (lss Fleurs du Mal) 

wi th ideu and iMgea unique to his own poetic imagination. 

In the footatepB of conteaporary fellow-poets and in line with his ether city 

IlluaiDationB, RiabaDd's initial point of comparison for his 'Villes' is 

the cities of &Dcient or exotic civilization.
llB 

As in 'Promontoire' 

where the poet refe" to 'Epire', 'PelopormeBe', 'Carthage' and so on, 

and in 'Villes'II where he refers to 'BabuchodDosor' King of Babylon, in 

'Vill •• 'I Riabeud finda inspiration in the past. Here, his allusion is 

in the opening limB ot the poeaa 

Ce sont des ville.1 C'est un peuple 

pour qui Be sont mantes oes 

lile~ et O8S LibanB de rive 1119 

Oontirming hiB ur'baD drs .. , in Baudelairian fashion Rimbaud conjures up 

the a1neralistio lUliver .. fcund in 'Rive parisien'. Where Baudelaire's 

eerie iDaDiute Imciacape betrays 'l'eni vrante monotoDie IDa. metal, em 
llarbre et de l' eau, ,~20 Rillbaud' s, as a contrast, exudes life movement 

aDd ritality,121 

lIS 

Das ohalets ~ oristal et de bois qui 

Se DeUvent sur des rails et des 

paulies invisibles. Les vieux crat'res 

ceints de colos88s et de palmiera 

de cui vre rugi.aent mt\10dieusement 

In hi. artiole 'Paris future Is Pays (20-21 December 1851) Theophile 

Gautier had ueed terminology strikingly similar to that employed by 

Rimbaud a generation later. 'P&rlez-moi de NiDive de Babylone' he 

said, 'oe1& peut s' appeler des villes'. 

l19Riabaud• O.C., p.135. 
120 Baudelaire, o.e., Vol. I, p.101. 

121This parallels Gautier's notion expressed in 'Paris future of living 

lIinerals '«Uefts jusqu'i la vie par Ie. efforts de la soienoe " 
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dans Ie. feux. 122 

To intensify the effeot of his bustling soene Rimbaud employs enumeration, 

plurali.at ion and lIusical terminology. Hence he refers to 'des chalets', 

'Les vieux crat~res', 'Des tates Ulo.reuse.', 'les plateformes', 'Ie s 

gouffres', 'les toi ts des auberge.', 'Ie. litts' and so on. He refers to 

'de palmier. de cui vre " 'Des fthes Ulcureuse. [qui] sonnent', ' la 

chasse des carillons (qt1i1 crie', 'Des corporations de ohanteurs', 'Des 

grou.pes de bettrois (qui] chantent' and to a 'JaUsique incoDl1Ue'. His 

seene aoreover fills with figures and object. froll different cultures 

aDd civilizations. lnaniaate objeots are brought to 1ifel 'des moissons 

de f1eurs grandes ( ••• 1 rugissent' and '1& lune ( ••• J lur1e'. Finally, 

legendary figures like Venus, Jlab, Diane and Bacchus II&teri&lise as a 

concrete rea1ityl 

Des oorteges de )(abs en robes rousses, 

opalines, aontent des ravines. ~haut 

le. piedB dans la oaecade et lea ronees, 

les cerfs t~tent Diane. Les Bacohantes 

des ~ue. sang10tent et la luna 

br6.le et hurl •• V'DUS entre dans 

les oavernes des forgerons et des ermites. 

By this point in the leg first paragraph of the poell where the atllosphere 

reHables that of a protracted Dionysian testi valor, &8 Rimbaud suggests, a 

122 The possibility that Riabaud i. here inspired by real oity objeots 

_rely vie.d fro. an unusual mg1e cazmot be dismissed. Charles 

Chadlfick in Etu4!s Dr Rilbpd (Paris. Nizet, 1960), p.141, suggests 

that RiJlbaud' s 'chalets de cristal et de beh' could be cabs viewed 

froll above aoving &8 if cn invisible pulleys along the city streets 

aDd that his 'vi.u orat.res' are roundabouts or fountain. set in 

the roada • .A. possible explanation tor Ri.baud's 'palmiers de cuivre' 

il g1 'An by Coppee in 'Paris' froll Lonpe. et .brives where he aak. 

nostalgically, 

Oil. BOnt les cat's de 1 'anoien style 

0' les tuyaux' de poIle avaient 

la to~ d'un palaier? 
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't'te de la mlit' the depressing urbani_ :p8l"118ating 'Ville' and 

'Ouvriers I see. to have evaporated totally. This is partly on account of' 

the setting of tbe poem which, despite the urban title, is provided by 

a totally naturalistio eDViron.ent of rRstic, mPUnt~s soenery with 

'gorges', 'oimes', 'hauteurs', 'ohaaps', 'moissons de fleurs' and 'ronces'. 

Isolated detail • .ugsBstive of a real oity are methodically canoelled 

out b7 their pus.ling oOlllbination with artioles or figures with alien 

or oontradiotol'1 oonnotations. 'I.s toi ts des auberges', for example, 

jostle for a place on the city sqliDe with 'des dts'. The banlieue 

is inhabited by 'Bacohantes', while 'toutes les l_gendes evclu.ent C ••• J 
~ les ltoIlrgs'. The sentence beginning 'Et una heure je nis descendu' 

ttaal11 sisaa!s the end of this impromptu iaagtDative ~sicn. Interrupted by 

the mw:xpeoted past tenH and Ri.baud' s au.dden intrcdu.ction of the 'je' 

figure into the poea, his poetiC creation will disappear 'oc.e 1es frleurs 

feus' before the flat reality cf the city itself. Transformaticn is 

gradu.al, hewver, with the opti.istio JIIlsioal the.e perSisting in 'des 

oa.pagnies [qui] ont cbaz1te la joie du. tra ... il nouveau' and. the city 

street lingering briefly as a 'boule ... rd de Bagdad.'. The vision is event-

11&111' blurred bJ t. 'brise 'paisse' aDd the 'fabulewt fant6mes' which 

both oontain a threatening eche of the 'spectrea nouveaux' roulant a travers 

l'.pais88 et 'teraelle tuaee de charbon' whioh &ad haunted the poet in 

'Ville'. Bis poea end8 Vi th a nostalgic yearning atter the lost stimulus 

which was oapable of evoking the escapist vision of a new Civilisation in 

his irlaginationa 

QRels bona bras, quelle belle 

heure _ rendront oette region 

d' aU viel1D8nt mes so_11s et I18S 

.oindre. aouvements? 

As uaalyais cf 'ViIles'I" has revealed,an attempted relating cf all 

Riabaud's disparate i~s to known reality is often a fruitless exerciae. 

While w II&J adIIli t the existence of 'de. rif'rences a oertaines reali tes 

p&rtiouli're.' in 'Villes'I ... Antoine Adam 8Ucgests~23 one is ultimately 

forced to siu with J.P. Riohard, Wallace Fowlie &Del SIlzanne Bernard who 

oouiur this poea as 00D8't1"lloting rather Ul 'anti-pays&g8' 124 '& poet'. 
125 126 ' unreal 01 ty I or & '.onu None'. As Rimbaud himself explains in 

123 See ai.baud, 0.0., p.993. 
lU , ( J.P. Riohard, Poesie et erofondeur Paris, Editions du seuil, 1955hP.240. 

125l. Povlie, ii.baud'. Illuminations, p.95. 
12 Susanne Bernard, It Pot- eD pro.! de BluMl.i" ju.qu Ii. po. Jqur', p. 181. 
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the text, the _in source of hia poem ia in hia Olm subconscioua. His 

rillea reae.ble '08S .llle~s et ces Lib8ll8 de N"1'8 r 'J they ari .. in 

'oette region d' ott rieml8D.t _a .CIIID8ila et Ills aoindre. mouveMnts', 

hence they are often chaotio in their organization and contradJd;ory in 

their tOM. Though so_ im&ges in 'Vill.s'I are merely unusual (one might 

quote 'Des 4hlteaux batis en os' 8I1d 'de. orifl ... es eclatanta COD1118 

la lWliere des oi •• ') oth.rs such as 'les oentaureaaes [qui) evoluent 

parai 1 •• avalaDche.' 8I1d 'lea '18118 [qui] .. rueat daDa lea bourgs' aeell 

surreali.tio and bizarre. The possibility that Hi.baud waa deliberately 

eX&g&'erat1Dg hi. 01111 .tyl. in this poe. for eff.cts of .. If-paro~ 

OMDot 'be ignored.121 Such a hlPothe.ia , fitting in vi th hia attempta 

at cOIlio imitation in his 'vieu:x copp8'es', 'WOuld naturally Ulid.ermine 

the opinion that 'Villes'I is the prodaotion of a deranged p.ychotio 

aa Godohot128 and Jacque. Ple.son129 belie", It would alao threaten the 

127La ChasM .piritualle (Pari a, Mercure de France, 1949) supposedly by 

Hi.baud bat in fact written by x.. Akakia-Viala and Nicolas Batai11e 

is strikingly sill1lar in ita 5y1e to this aection of 'Villes' I 

as the folloWing ucerpt reveals I 

118 

Cascade. de fiel, tOllrbillon de neige rouge et 

noire, soutfle d' hale ina s fet ides, O&nlaval de 

tonue. enipatique., cmeara et hydres f~s 

de vert-de-sri., ohiens g8anta, coques 

oMtres, dentellea; daDs Ie ciel glorieu:x, 

des laabeaux de chairs orPDiaent des asoensions, 

des sinp. grot.sques volent mea vat.menta, 

flachea, ruia88&uX de pmaea, fleurs, sana 

forme a , sews 8anglante,cristaux eclatea, 

pastels poIlali'reux de. obacurea viaions. ~s 

Icansourou. aautent sur Ie. places publiques et 

1 •• cargos tres.ent des chape1et. de cordes 

gli8aant Bar de. 0088118 de brai.e. 

See SiIICD Godchot, I.. IlIWlinations ou .ieux le. hallUCinations de 

J.an-.ioolaa-ArilD1r Biabaud (l'i08, Che. l'auteur, 1936), pp.3-8. 

129Jaoque8 Pl .... D, Pra.eD&de .t poe.i., p.209. 



- 268 -

theory tbat the poea(like 'Voyelles' or 'Parade~, is a work of profound 

spiritual significance of ~ch Hi.baud alone 'reaervatt la traductton,130 
131 or '(tenai~ la clet'. Kore si.ply than a paro~, a hallucination or 

a 'diaordiM totale', 132 however, is the pe.8ibil1ty tbat 'Villes'I 

rep1"8l181lt. _rely Riabaud'. exerei .. s an the the.e of the 'metropele 

t'abuleuae et oniriqa.e' • Jean Richer 8Uggeata.133 This belief is compatible 

with the poe. it .. lt which, as we bave sh01ll1, fits into a framework of 

writings Oil the .... th ... including Gautier's 'Paris futur' and Baudelaire's 

'Mve pariai8D'. liao, Withoa.t depriving Hillbaud of his originality, it 

pointa to the 1IIpertaDoe of contemporary sources of information and 

conte.porary poetic figa.rea in the cOilpoaition of his 01111 works, not 

le .. t hia oity poetry. 

9u.ah a derin-tive eluent in Hillbaud' II poetry bas of course been a 

point of intereat ainoe the nineteenth century when auatave Kahn situated' 

Riabaud in a tradition of poets aDd artistB '4pris par la beaut. de Paris 

ret) .. a tl'U18tOl'll&ti01ls', and 'toa.ch4a par Ie contact babylonien de 

Londrea' .134 In the pre .. nt stu~ the connection bet_en Ri.baud's early 

cit7 verBe and aftilable sources of information bas been clarified while 

el .. where the urban pieoea of the Illuminationa bave inspired similar 

oo.-nts !rca oritica. E.W.Jleyeratein tor eX8IIple, has considered Baudel­

aire'8 'epiritual influence' on Rimbaud and. has concluded that the Illuminations 

were largely derivative, in tersa of 'the layout of Hillbaud's visions' 

and their 'interpretation of life', ot the elder poet's oolleotion La 

Spleen de PariB.135 Pierre Pet1ttlls, on the other haDd, has concen;;ated 

on indiriclual pro .. poe_ aDd has deduced tbat the key to 'Villes' II 

for exaaple, lies in Xall~'. coapte renam ot Lenton's International 

Exhibition of 1871 which featured in L'Illuatration of 20 July 1872.136 

As tar &8 this latter poell is conC8rDBd Kallarmla artiole does reveal a 

atriking overlap ot vooalnlluy and ideu bet.en itself and the Rillbaud 

poe., however it need not offer an exhaustive explanation of the work. 137 

1)0 
Biabaad. 0.0., p.l06. 

l3lRia~d! 0.0., p.126. 

132)(. Jlatuco1, IllUlliDatioua (Florence, SaDsoni, 1952), p.94. 

l33Jean Rieber, 'Gaatier en filigr ... dana quelqQes Illuminations, 

EUrope, (Kay-June 1913), pp.69-16. 

l340utaft Kahn, 'Arthur ii.baud', x.. Revue blanohe (15 August 1898), pp.592-60l,(,01). 
l3~.H.W. )(eyer.tein, 'Baudelaire and the nlWl1nationa " Mandrake, Va]. 1" No.;U91:5),p., • 
l36Pierre Pet1ttlla 'L'Arohitecture iiJlbal dierme~ Is. Bouwlle. litt'raires 

24 Auguat 1967, p.lO. 
l37Daniel de Gr&at notably disagreed with Pierre Petitfil.' interpretation of 
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A. 'Vill •• 'I andVilles'II bear the .... title, one might reasonably 

.xpeot so_ .iailari ty in their content, but this is not the oaee. Though 

the the. of .n01'll1ty prevails in the seoond po •• , it is tied to the arena 

of culture aDd archit.cture rather than to the fi.ld of the natural world 

as it is in the fir.t aa is revealed by the opening lines of the piece I 

L'acropole officiell. outre I •• conceptions 

de la bar'barie modarne les plus 

colos8ales. [ ••• ] On a reprodni t daDs un 

gait 4'enormit4 singulier toute. Ie • 

.. rYei11 •• claaaiqu.8 de l'arohiteoture. 

J' ... i.te a de. expo.ition. de peinture 

UD8 de. looax YiDgt foi. plus vast.s 

qu'BaaPto~ourt.138 
Thi. effect, oOllbined vi th the u.. of proper naae. as in Hampton Coort 

gi .... U8 a .. nae of preoi.ion lacking in 'Villes'I ad also suggests 

( .. reader. han be.n eager to point out) that tba poe. has at its buis 

an actual oity. Ibid Starkie for ezaaple •••• the poem &. evooative of 

Landonl39 whil. Pierre Qairaud, in aD artiole on Hi.baud's stylistio 

d.eftlo)aent, de80ribe. 'Ville.' II· a. 'une deSOription de Londres, mai. 

traaapo •• ,.l40 The po.sibili ty tbat 'Villes' II relies heavily on RiJabaud' s 

ob .. rn.tiOZUl of IliIMt •• ntb-oentU17 London ia reinforced by a repetition 

the poea. Be beliend 'Ville. I II to be inspired by the International 

lShibitiOD of 1818. This bn>othesis, which obliged a IlUch later date 

of ooapo.itiOD thaD i8 noruJ.ly adJIitted for the poem, was forwarded 

by DIt Oraat' ill a &riiol. of 1955 ('Une ole de. IllU!inationBa 

L'lCEpo.itiOD llnl:,.raelle de 1818') in Autou em. Spboli8D18 .dited 

by Pierre Geor ... Casto (Paria, Corti, 1955). Sub •• quently, it was 

di.ocmtred that pari ot the MDU.cr1pt of 'Ville.' II vaa in the hand 

of Ge1'll&in .011". .. which threw doubt on JIr De Graaf". theory. 
138 ii_baud, O.C., p.131. 

139s.e aud 8ta.rkie, Arthur Hi_baud (London, Faber &I1d Faber, 1961), 

p. 258, wlIere 'Ville.' II i. referred to as being 'sugge.ti ve of 

140 tb.eDlgliu ataoapMN'. (Y)er~re dE..f""",c{! IOCII,J. (I Odob2.r 14';4) /lOI-3" 

Pierre OUraud, 'L'Bvo1utioJl atatiatique du. .tyle de RimbaUd',,,~.222> 
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of the 'guidebook technique' Wrevioa.s1y observed in 'Bruxelles? in this 

poem. Interestingly, the piece was re-copied: (if not written) during the 

BUlllll8r of 1874 when Hi.baud acted as a guide for his mother and sixteen­

year-old si.ter Vitalie on their vi.it to the 1Dg1ish oapital. Rimbaud 

seleot. objeots of speoial importance and signals them for his reader' 8 

appreoiatiolu one a18ht quote the ataircase designed by a 'Babuchodn080r 

nor"'l4g1en', the park. whioh 'repNsentent la nature primitive travaill'e 

par un art superbe', or a bridge whioh 'conduit a. una poterne imm8'diatement 

aou le d&ae eM la Sainte-Chapelle'. Be a180 atte.pts numerical accuracy 

in the 'a.ru.ture d'aoier arti.tique d8 quinM mille piedB de diaaetre 

environ' and the 'boi.sons polaires dont :la prix varie de hui t oents i. 

buit aille roupies'. Veracity of desoription al80 is present in aocurate 

architeotural te~nologya 'Sur quelques points de8 paBsere11es de 

cu1'91'8, eM. platefor.., dea eaoaliers qui oontourMnt 1e. hal1es et 1es 

piliel'll'. CleftI'll anginaered inoongnitie. or oontradiotions in the text 

neftrthele •• ohal1enge the superfioial impression of substantiality 

which fiSRNa Uld .peoiali.t vocabulary oreate. For ex_p1e, what at 

fil'llt glUloe appeara to be an accurate speoifioation of a ohuroh dome as 

'quin .. aille piedB de diaMtre' turns out to be _rely a rough apprOXimation 

of the __ , 'environ'. The price variations for the O\1.l'iou.. 'boissons 

po1Airea' are _b .. quently alao undel'lliDed through being quoted in 'roupies' , 

all exotio currency _aningle •• for the average inhabi taDt of London or 

Pari •• Sia1lar17, though Riabaud's use of architeotural and even p1utooratio 

YOCablll&l7 ('UDe polioe't 'la loi' and 'L'e14..nt cWaooratique') points to 

experienoe of oit7 life in g8Deral teraa, it DBftrthele •• does not 

defiBitiwll tie Hiabaud'. work to ~ partia.llar urban model in whioh he 

liwd.. Thi. point ia uneMrlinad b7 Hiabaud' a po.i tion in 'Villea'II 'being 

nei ther that of a worker, nor a 'oi tOJen " albai t '.pWaire' and 'pas 

trop "oontent'. Be appears firstly .. an ob.ervant guide and seoondly 

(and. aost strongly) .. a que.tioDing touri.t or nsUor visiting an 

lUIf'a11iar .08De for the first tiM.14l This, ooabined, With the meohanioal 

141 
Riabaud ...... the role of an appreoiative adIlirer of the oity land-

ao&pe in phrase., _oh .. 'Qilelle peinture r 't 'Iapoaai ble d' exprimer' 

aD4 '0 'e.t le procliae d.ont je n 'Ai P1 _ rendre oOilpte'. Similarities 

vi th Vi talie '. o~ts on London JI&de in her letters and journal 

of Jul7 1874 are evieMnt. 
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complexity of 'Villes'II » its 'texture geom4trique,142 suggests a 

metropolis different from the other contemporary cities in Rimbaud's 

Illuminations and city poetry in general. This metropolis has striking 

affinities with the accounts of utopian writers visualising the layout 

and attributes of an entirely new urban age. 

Aaong early writers of the nineteenth oentury, Charles Fourier was 

probably more responsible than any other for arOUSing fresh interest in 

the revitaliaation of industry and re-arrangement of urban conglomerations 

central to .ooialist Utopiani .... HiB more important treatises included ~ 

Bou.,.au .onde industriel et sooietaire (Paris, Libratrie sooietaire, 1846) 

aDd Cit's ouvri'res. Des modifications k introdnire dans l' archi teoture 

des villes (Paris, Librairie phalansterienne)1849). In Fourier's wake 

and pursuing a siailar 11De of thought, followed a series of influential 

(igures inoluding -one other.s Victor CODsicilrant, author of Prinoipes du 

Sociali .. (Paris, Librairie phalanat4rienne, 1847) and Eugine Pelletan, 

author of La Profe.sion de foi du Xrxtsi~cle (Paris, Pagnerre, 1852). 

Attached to thia latter group, yet chiefly remembered for his oontri but ions 

to the field of _dicinal and physiological reaearch143 appeared the 

figure of Doctor TOlq M01lin. Today, his reputation as a utopian writer 

rests on the oontents of a single, slim volume (published in Paris in 1869) 

with the intriguing 8Zl.d fUturistic title of Paris en 1 'an 2000. 144 A 

coaparison between ODe .ection of this essay whioh describer the architec­

tural arrans--nt of the DeW oi ty 8Zl.d Rimbaud' s 'Villes'II reveals 

siailaritie8 between these two writers too olose to be merely coincidental. 

A first possibility is that Koilin's book with its provooative title caught 

at.baud's eye as he was browsing through the shelves of Pari s' bookshops 

in early 1871 or later. This would neoessitate details lying dormant in 

Rimbead's iaagtnation for soae time before the probable oomposition of 

'Vill.s'II in 1874. A second more likely possibility is that Rimbaud 

disoovered Paris en 1 'an 2000 in the oatalogue of the British Museum 

Library in 1874 while searohing for ohallenging reading matter in his own 

language. It oould therefore have been in London that he oonsulted the 

l42J~p. Richard, Poe.i. 8t erofondeur, p.243. 

l43Tbe8e inolude lfouveau systlme _dioal (Paris,l&'auteur, 1863) and uHions 

de -dCoiDe ph,yaiologigue (Paria, De1abaye, 1866). 

l44nr Tony J[oilin, Paris en 1 'an 2000 (Paris, l.ibrairie de 1a renaissance, 

1869). 
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volume and retained ideas from it. 145 , 

m Chapter II of Koilin's thesis, the author describes the trans­

formation of the dirty, unhygienic oommercial areas of Paris in the nine­

teenth century in his capital of the future. m Paris en 1 'an 2000 

the city would be reorganised around an extensive network of indoor roads 

or 'l"I1 .... galeries'aocOlllllodated by the first floors of existing buildings 

and -.de accessible to all by a systell of covered bridges fanning 'un 

" .. au nOD interroapu. ellbrassant toute 1 'et.ndu.e de 1& vill.,:14
6 

Des ponts tout sellblabl.s, mais beaucou.p 

,Ius longs :fUrent j.t'. de __ SIlr 

1.. di vera boulft'ards, sur les places et 

sur l.s ponts qui tra'ftraent la Sein., 

de fapen que la rue-galeri. ne 

pN'senta1t de solution sur Clam point 

.t q1l 'un prcmeneur pouvai t p&rOOllrir 

toute la cite Bans jaaaiB Be .ettre 

a cJeCOU'ftrt et par con"quent en 

'tant toujours parfa! te.nt iI' abri 

de la pluie et du soleil. 141 

The proliferation of bridges in JIoilin'.s vision of Paris has clear simil­

arities with RiJabaud' B urban picture in 'Les Ponts'. The idea of & regular 

struoture of 'rues-galeries' offertng proteotion against the elements and 

disposiDg ot the need for pablic transport in inoleMnt weather recalls 

Riabu.d.'. 'qIl&rUer Oa.81"98Z1t [qui] est un circus d.'un saul style, ave<:;. 

galeries a arcade. 'a tbf groupement de W'U_nts en squa.res, 148 cours et 

145RiabaDd ,s firat application for a reader's paBS for the British Museam 

vas II&de on 25 Jl&rch 1813. It vas renewed on 4 April 1814. Paris en 

1 'aD 2000 was Pll'ch .... d by the Britiah Iluseum Library on 10 November 

1810 8DI1 t_refon would haft bean available for cODeultation by the 

reading publio during RiJlbaud's use of the library. Vitalie Rimbaud 

t.lls of her brother's frequent visits to the library in her letter of 

12 July 1814 to her aister Isabelle. See Rim~d! O.C., p.291. 

14bAmong tbl opponents of the new 'rues galeries' Dr )loilin mentions shoe 

aazmtaoturera whoa. trade in winter footwear ia sabotaged by the covered 

highways, doctor. *0 no longer need to treat patients for ooIds and 

ohill. md 'cochers de fiacNa' who are rejeoted in favour of the new 

indoor roada linking all areas of the capital. 

147v 'I' 10 w01 1n, p. • 
148

C M 'I' , ompare 01 1n s desoription in Chapter III of Paris en l'an 2000 of 
the 'Maisons - mod~les'l 
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terrasses fel'D1S1!s', by which 'on a evince les ooohers'. Numerous other 

parallels in vocabulary and ideas also link the Rimbaud and Moilin texts. 

Themes of enormity, height and depth for example persist in both with a 

proliferation of adjectives and nouns such &8 10010ssal', 'immense', '~norme', 

, gigante.qua " , gruldio .. " 'm&gDifique " , auperbe " 'haut', 'prof ond ' , 

'Bi.,.au', "tap', '.ou .... ol' and '.outerraiD'. Arohi teotural mot ifs are 

al.o repea~ed be~"8D R~baud'. '&Cropole officielle' and Moilin's Paris 

whioh repreMDt. the 'oeuvre .. traD8fol'll&tioll' of SOll8 ayBterious, a11-

powerful 'Goa.veme_nt '. Riabaud speaks of '''s passerelIes de oui vre' for 

e%&aple, )(oi11n ot 'g noa'bre1Pes puserelles'. Rillbaud Mntion8 'escaliers 

qui oontOU1'l18l1t Ie. hal Ie. , , )(oilin an 'dcalier toumant' and 'esoaliers 

mo=-ntax qui. occupent Ie. quatre angle. de 1 'idifice'. Perhaps the most 

strikiDg si.ailari ties bet.en the two works ocoar in To~ Moilin' s account 

of t. Palat. InternatioD&l (Pari. ell 1 '811 2000, Chapter IV) and in 

Ri.bad's ooncept ot the 'Sainte-Chapelle' in 'Ville.'II. Situated in 

the oeatre of oities, 'both edifioe. are built in proxi.ity to water, 

Riabaud'. 'Sainte-obapelle' D8Xt to 'UD bru de mer, S&I18 bateaux (qui) 

ra.t1e .. nappe .. gresn 'b1eu entre des quai. ohargtfs de oandelabres 

a'-t.', aDd. )(01l1n'. "Palai. International' rising fro. the Seine like 

an 'i-..n .. naYira' on it. f~dation of the oombiD8~ lIe de la cite 

and ne Saint-LoU •• Siailar1y, both build.inp enjoy & poai tion of 

'ftIltap owr the _tropolia they 40aiJl&te. Rillbaud' a Sainte-Chapelle is 

located in the 'haut quartier' and Koilin'. 'Palais International' reaches 

hip owr tbe hoItHtop. ot central Paris. From the tootbridges and platforms 

of hi. lnailding Ri.baud feel. in.pired to 'juger 1& profoncieur de la ville' 

while a vi.itor to )(oilin'. oity can ob.erve 'Ie paDoram~ de Faris et des 

0&IIp&iIIe. ennrOlDlADte. r .. ~ cWrouler a .e. p1eda' froll the baloony or 

galleJ7 of the 'Palats lnt.matioD&l'. The final conclu.i va detail in the 

.eene. i. the lmge _tal dome di.tiDgtlishiDg both Rimbaud'. 'Sainte-Ghapelle' 

aDd. )(oiliD'. ''l'eJipl. de la religion socialiste', the spiritual centre of 

hi. 'Palais Inter.matioD&l', 

tID pont court conchJi t 1 UIl8 pot erne 

18diateMnt .ou. 1e d8ae g la 

SaiDte-Chapell.. Oe d&. .8t UD8 

araature d' aoi.r ariiriique de quinze 

DRll. pi.dB de di..etre environs 

(Rillbaud, 0.0., p.131) 

Ohaque nou~lle oonstruction forme un grand 

carre dont 1e aili.u e.t vide et qui 8e 
trouve occupe par das courtS et dea jardins. 



Sur ses flanos arrondis mille oolonnes 

monstrueuses s 'cHevant au-deS8Us de 

la masse du Falais semblent vouloir 

e.oalader le oiel et portent ju.que 

damI la .e un dB. i ... n .. , inoui, 

prodigieux,le f.r emplo" a .a 

oonstruotion ~t reDdn possible. 

tOllt.a 1 •• audaoes de l'arohiteoture 

.t NaH.. pour ainsi dire 1. rave 

de la Tour de Babel. 

(Koilin, p.20) 

In liDI with the atMonre of oth.r oi t1' IllWlinations, notably 'Iss 

Pont a , and 'Vill.a'II , Hi.band's imaginative flight in 'Tilles'II , based 

on notiona oOllllOn to D1nete.nth-oentury utopian writ.rs, dissolves with 

tbe poea'. fiDAl line •• The poetio Tision is not, ho .... ver, abruptly 

shatt.red &8 in 'lAs Ponts', ba.t in a move_nt 1I0re akin to the gent le 

reas .. rt:1on of the real world in 'Vill •• ' I', gradually fades before our 

eyes. The break i •• ignalled in 'Ville.' II by the third paragraph of the 

pi.ce begiDDing .1gDificaatly with the words '1. faubourg'. It marks a 

.Oft a~ froa the 1nDer oi ty .. tting of paragraphs I aDdIT. Slowly, the 

rigid .t&1lio outline. of the 'aorepole offioi.lle' which show up 

agaiut the 'oiel iaauabl ... nt gris', disappear in an 'air de lumi're'. 

:r-diat.ly, tbe resular arraD&'8_nt of buildings 'en .quares, oours et 

t.rr ..... terMe.' i. replaced by '1 •• llaiaons (qui) ne se lI11i vent pas' 

and ul tiaately by 'fortt.' and 'plantationa' &8 'I. faubOl1rg se pard 

bi z&rl'eMDt daDa la oaapagae'. 

The oity'. tr&l18ient,otten eluaive quality, emphasised here by the 

poet'. atteapt to oapture a utopian oity in the brief form of an Illumination, 

alao playa a aigraifiou.t role in 'Ntropoli tain', tbe seoond of Rimbaud' s 

oity pro .. poe .. whioh probably date frca 1874. The poem oollbines structural 

11l1iqa.eneaa vi th tMatio opacity. Signifioantly , it opens vi th a reversal 

of the aow.nt obHned in the final. line. of 'Vill •• I II (where rural 

supplant a urban) &8 attribut •• of the modem oi ty su.oh as boulevards and 

'fUlille. paD.noe. t e.rs- Jl78teriou.ly frca an archetypal natural soene 

of Htting sun over the 88al 
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Du detroit d'indigo aux mers d'Ossian, sur 

Ie sable rose et orange qu'a lave Ie 

ciel vineux, viennent de monter et de se 

croiser des boulevards de cristal habites 

incontinent par de jeunes familIes pauvres 

qui s'alimentent chez les fruitiers. Rien 

de riche. - La ville!149 

Apart from the detail of 'de jeunes familles pauvres', which momentarily 

recalls the two 'orphelins fianc~s' of 'Ouvriers', this first section of 

'Metropolitain', suggests neither a sordid nor a depressing urban 

environment. Its 'metropole' or 'ville' is rather decorated by a 

Gauguinesque rainbow of colours and by exotic and legendary allusions. 

The somewhat idealised picture of a poor community 'qui s'alimentCeJchez 

les fruitiers' is, however, displaced in paragraph II for a more familiar 

European scene This landscape's claustrophobic decor recalls the worst 

details of 'Ouvriers' and 'Ville; their 'temps ~ •• ) couvert' and 

'epaisse' and 'eter.nelle fumee de charbon': 

Du desert de bitume fuient droit en 

deroute avec les nappes de brumes 

echelonnees en bandes affreuses au 

ciel qui se recourbe, se recule et 

descend, forme de la plus sinistre 

fumee noire que puisse faire l'Ocean 

en deuil. 

The stark contrast between paragraphs I and II is made more forceful by 

Rimbaud's repetition of images from the opening lines of his poem in a 

transformed state in its second section. The romantic 'mers d'Ossian', 

for example, becomes through an ironic play on words'L'Oc~an en deuil'. 

The warm 'ciel vineux' which had encouraged upward movement in paragraph I 

becomes suddenly streaked with 'nappes de brumes' and 'sinistre fumre noire' 

which press down upon the earth. The 'boulevards de cristal', inspired possibly 

by rays of sunshine which appeared to rise up from the sea and sand, 

become, in section II, a dark and sterile 'd~sert de bitume' overshadowed 

by black clouds whose rounded shapes suggest the trappings of war: 'les 

casques, les roues, les barques, les croupes. - La bataille!'. This ominous 

~49Rimbaud! O.C., p.143. 
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ending to the second paragraph of , Metro pol ita in' -'La bataille!' parallels 

in its typographic separation and exclamation mark the 'La ville!' of 

paragraph I. It leads one to draw an analogy between the city environment 

and a battlefi.ld. It could even suggest that the poet's relationship 

with the city is one of canst ant physical struggle; a theory supported 

by the poea'. final sent.nce with ita use of 'tUibattre' and 'force'. 

In paragraphID of ' •• hropoli tain' the real and metaphorical down­

ward Iloveaent of .ections I andil i8 reversed by an opening command which 

inTi te. u. to ob •• rve the changed surrounding soene I 

Live la tat.: oe pant de bois arque; 

l.s derniera potager. de Samarie ; 

0 •• ..aqu •• enlwaiM8 .ous la laDterne 

fou.tt.e par la nui t froide; l' ondine 

niai8. 1 la robe bruyant., au baa de 

la riviera; oe. cranes lumineux dan. le. 

plana de poi. - .t autre. fantaamagorie8 

- la oaapagne. 

The .en •• of aoveMnt which permeate. 'Jl4tropolitain' and whioh is inSisted 

upon by M. Speno.r in hi. original interpretation of the poell is particularly 

.trong in this .nuaerati ve third .ection. l50 Here the reader, in the 

OOllpaDJ of the poet, pae ... swiftly under bridges, through agricultural 

.cenery and Deside .nohanted rivers to leave the oity world far behind. 

Though the _t.r aoUf of •• otions t and II par8ists, the •• tting is cold 

and noctumal. oth.r details are oddly rellini.oent of Hallowe 'en celebrations, 

'~.s .nloia. .ou. la lanterne', 'orane. lWlineux dana les plans de 

poi.' for .%Upl.. The.. ' fantu_gorie. " &II Ri.baud oalls them are 

aug •• t.d by or oontained in the oountry.ide. They perSist in the following 

•• ctian ot the poea wbich i. tilled by an .xtravagant aDd exotic mixture 

of tairy prince •••• , de •• rted inn. and 'atrooe. fleurs'. These latter 

obj.ot., enolo •• d behind railings or stone walls, recall the 'jeux 

.nolo.' ot 'B~ll.s' but al.o in the trite ~s they call to mind 

( 'ooeur.' and '.oeur.') the det.sted flora cutigated in 'Ce qu' on di t au 

peet ... propos de tl.ur.'. The links With this earlier poe. are further 

developed wh.n tu tlo .... r. groWing in the e.tates of aysterious aristocratic 

country hou ••• (,po ••••• ion. de f •• riqu.s ari.tocratie.') are de.cribed 

150
K• Spencer, 'A Fresh Look at Riabaud's 'Metropolitain' The Modern 

Luyr;u.p Bevi.w, Vol. 63 (1968) pp.849-53. Ar Spencer interpreta the 

po.a partly &8 & railway journey on tu newly completed London .etropolitaD 

line, through subternmean areas, town and countrySide. 
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aB 'propreB encore h. recevoir la musique deB ancienB'. This suggests that 

they are more suited to receiving the Aolian strains of traditional 

and classical verae (produced by the 'constrictors d'un hexam~tre,)l51 
than tho .. of the \yre aux ohants de fer,l52 of contemporary poetry. If 

the 'ausique des allcien.' tenda to tllaLle rilyme, word play and obscure 

allu.ion (all of which inoreue in frequ.noy in the third and fourth 

paragraphs ot the poe.) alld if it is al.o aligned vi th desoriptions of 

a.peot. of the Datural world which also pre.,.,ll in this section, the 

oonver .... t also be true; that the .odern poeUc (which Rimbaud calls 

on in 'Ce qu' on tit 1111 poet. a propos de fleura' to express the 'fleurs 

etrances' aDd 'papill~ electriqu.s' of a new .ci.ntifio era) should in 

its turn be aore adapted to the exposition of a more original and 

oont.aporary subj.ct .atter. Thi. DeW and contemporary subject matter is 

larply proviud by the oi ty the .. whioh, aocording to Wallace Fovlie, 

reaohe. it. zenith in the Illua1nation. where RiIlbaud also Significantly 

explore. the po.sibiliti •• of a DeW poetio fora. 153 

B7 the end of paragraph IV in '.'tropoli tain', the reader might be 

excu.ed hi. oontu.ion at a poea which purported by its U tIe and first 

two •• otions to inolude urban oontent but which now alaost imperceptibly 

has developed into .0000thing very diff.rent. The inoreasingly plausible 

detail. ot the poea'. tirst •• otion and it. resounding 'ville' and 

'bataill.' have been .xohaDpd for a fanoiful .inure of 'fantasmagories', 

'la oaa~' aDd 'I. ciel,.154 Thi. aove from urban to rural environments 

i. oOJlpatible with the joumey aotit rwming through the poem but it 

ol.arly has a great.r .isnifiomoe .inc. it is emphasised by the poem's 

&rraDp~t into .. parat •• tage. u.rked 'ville' md 'campagne'. By this 

divi.icn, Ri.abmd ••••• to be pointing to the tradi tienal anti thesis be-

t •• n the .. two order., the former hat.d alld artificial, the latter 

de.irable, suoh u baa been ob.ened in the poetry ot Verlaine, for example. 

All indicated by paragraphs I aDd. ITof '.'trcpolitain', however, Rimbaud's 

di.tinction bet.en the tllO enTircnaent. is not a. olear &8 that of his 

oont_porary since he Yie.d the oi ty le •• as a threat than aa a challenge 

on a per.onal aDd. poetic level for hia .. lf .. a writ.r. It is what has 

been ter.cl thil 'alperate aDd unrelolved struggle w.l. th the city' (which 

Rialaacl vorad end thl'ough his life) whioh animate. the final section of 

151Riabaad, O.C., p.51. 
1 52Rimbaad, O.C., p.60. 

l53s.e wallace Fowlie, R1mbaad'. II luainati on. , p.95. 

l54Compare thia with R1abaud'. olai. in 'lTuit de l'enfer' (Une Saison en 

5nt.r) that he i8 a 'mattre .n fantaamagoriea'. (Rimbaud, O.C., p.lOl). 
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'Metropoli tain' .155 In this paragraph Himbaud also employs the now 

familiar scene of the active poet ('vous') waking to the ambivalent early 

morning world of the city, 'Elle [avec qui] vous vous dBbattttes parmi les 

eclat~ de n.ill'l 

Le ... tin oU avec Rlle, TOU. vou.a 

cl8baUttes pal'lli l.a eclat. de neige, 

1 •• 1~Tr8. vert •• , 1 •• glace., l.a 

drapeaax noira et 1 •• r~ona bl.us, 

.t 1.. partums ~res ~ soleil 

des pSl •• , - ta torce.156 

l55Tbe phrase is tbat ot I. Spencer in hi. previously mentioned article 

on '.'tropolitain'. 

l56
The weighty analogy between oity lite and a battle .xperience reveals 

surpri.ingly little treatment .laewhere in the IllUJIinations only 

being supported by a reterenoe to an 'aube de juin batailleuse' in 

'Bottoa'. However the subject va8 touch.d upon in the .ection beginning 

'Enocre tout .ntet' ot '1au.Y&i. Sang' CUrle Sai.on en Enter) where 

Riabaud b.gins by exploring a comparison bet •• n hims.lt and a 'foryat 

intrai tab1. '. Thi. criainal charact.r .njoy. both the wonders of 

nature ('1. ci.1 b1n et 1. travail tleuri de la oampagne') and 

the .xcit ... nt ot city .xist.noe ('je tla1rads sa tata1ite dans 

l.s Till.s') d1lriDg his periods r4 tre.dOll and is moreover ideally 

dependent sol.ly on his 01111 capabilities to me.t the ohallenge of 

his bohaaia existence a 

Encore tou.t enfant, j' adairai. le tOl'9at 

intraltabl. sur qui se ret.rms t-ou:jour. 

1. bagn.; r ••• J Il avai t plus de toree 

qu 'un aaint, plus de bon s.ns, qu 'un 

voyageur - et lui, lui seul! pour 

t'aoin de sa gloire et de sa raison. 

Sur 1 •• rout.s, par de. nuUs 

d'hiver, sana glte, sans habits, SUla 

pain, un. TOix etreignai t mon coeur gele: 

WFaibl .... on torce. te VOila, c'eat la force-. 
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The reliance on the dual themes of city and nature, which overlap and 

separate in 'Metropolitain', displays a technique of bringing the two 

together ~ich Himbaud employs else~re in his city Illuminations. His 

balanoed approach to the two enTiroDllents recalls that of Nouveau who 

contiDDAlly po.tponed oomaitment to one area or the other. Like Nouveau, 

Hi.baud had peraonal experience of aemi, if not wholly rural surroundings 

in the fol'll of CharleTille and the .lrdennes, so he refrained from forming 

roa&l1tio illu.ion. regarding the natural world. Similarly, having also 

lived in a oity eDYiron~nt, he vas well aware of the existence of 'mis~re' 

and 'bou' in thiB ailieu alongside its 1I0re attractive features. Giving 

Rimbaud's poetry an especially personal flavour where the city-nature 

the. ia ooncerned, however, is his open and imaginative attitude to the 

subject, which ensured he did not presuppose a mandatory antithesis 

between the two different environments. ThUs in 'Ouvriers', for example, 

the town invades the country, 'la ville C ••• J nous auivait tres loin 

dana lea ohallins'. In 'Villes' II , the countrySide blurs with the town, 

'Ie faubourg .. perd bizarrement dans la oaapagne'. In 'Metropoli tain' , 

city street. and their inhabitant. emerge frOID the natural world while 

in 'IA. Ponts' urban deoor disappear. vi th the interference of a natural 

agent, a r~ of .anligbt. Finally in 'Villes'I , the poem's oity title 

ia belied by a rich confusion of natural and urban imagery. The final 

oi ty nlua1nation, arguably Rimbaud' s finest achievement in the genre, 

and 0_ wherein this characteristio _lange of urban and natural motifs 

il 1I0.t apparent, is 'Prollontoire' .157 Its mysteriOUS origins as outlined 

in the introduotion -m our discussion of the Illuminations (see p. 257) 

dea.anda that the poelI receive. aore careful conSideration at this point 

in our stllq. 

, PrOliontoire' is UDUBU&l _ong the urbaD prose poells in that it 

oreate. aD iIIpre •• ion of happiness on it. firlt reading, untarnished 

aa it i. by the depre.sing detail. of 'Ouv1'iers' and 'Ville' or the 

_bignous aDd antiolimactio endings of 'Villes'I ,'Ville.'II , 

'lI4tropoli taiD' and 'IA. Ponts'. The poea alao offers an impreSSion of 

typographical denai ty and cOIIpactness being cOllposed, after a short intra­

dIlotion of one single, lengthy sentence wighed dom by a mass of 

157 Though interpretationa of this poe. have been many and varied 

1I0lt oritios are agreed on its date of compOSition as being during 

Ri.baud's .t~ in Ebsiand in 1874 or later. Thus like the other city 

Illumination. it belongs to his ingliah perio". 
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subordinate elements. In addition to these unique characteristics, 'Promontoire' 

also re-employs images and ideas noted in other city poems. Moreover, in 

its concluding phrase it also endorses ideas on poetry and the oity as first 

revealed in 'L'Orgie parisierme'. It iherefore provides a valid oonclusion 

io a siuq ot ihe Illuainaiions in particular and Rimbaud' s city poetry 

in geD8ral. 

It ihe proaonio17 ... noi an original poeiic subjeci &8 it had occurred 

previously in Hu.SO' s o:ile poeiry i i neveriheless offered Rimbaud an apt 

poini de ~parl .. ihe 'lieu icWal dIl contact [de] deux mcndes' .158 
The 

iwo ailieus it oa.es to represeni in Riabaud'. poe. are the natural world, 

s1llbolised by ihe s.a by which ihe promontory is surrounded, and urban 

cinlisaiion represented by the 'villa ei ( ••• ] s.a cYpendances' whioh 

fora ihe proaonio17' s _in teature. Rather than aBBUIling ihe pose of a 

lone tigure on the 'proaontoire' which ia Hu.go's stance in his poetry, 

Hiabaud begins tt. poe. &8 a passengar in a boat on ihe sea. From here 

h8 vi ... the headland opposi t. under the naiural luminosi iy of dawn and 

e".ntide and illuaiuied by the artificial lighis of the returning 'thl!'ories t : 

L'~be d'or et la aoir4e frisaoDDaDie 

irouftni noire brick au. large en 

tace de ceite villa ei de ses dependances, 

qui torment un proaontoire aussi 

'ienclu que 1 'Bpire et le Nlopow.e, 

au. que la grade lle du Japen, ou 

que l'Arabier159 

li'roII tha ouisei ihe Proaonio17 otfere Riabaud a desirable refuge to be 

reached &8 COIlftyed by the iIIage of ihe ship reiurning io pori. By means 

of Rtabaud's irresisiible ~perbo1e howeftr it also comes to represent a 

m1.ctc II mlo oounierpart for a selection of o:otic lands and continents: 
160 

IEpire', 'H10~ .. ', 'Japan I ancl IArabie l • This the .. of immenSity 

l58Ro11u,d Moriier IDeux reftries deftDi 18 PrOilontcire I Hugo et 
B~~Ii\.de 1'~c",Ji'l\ie ",to(. k I" t(.(- d.Q ttlt~(c>.J~le ~",·o...·~\,s.3 4(''\~D)I,g-35 

Riabiil Wp • 

159Riabaad• 'o.e., p. 148. Hi.baud IS descripticn ot a return to harbour is 

reainisceni ot '.ldieu I trOll Una Saison en ~nfer where he describes how 

'Noire barqu 'lefte daDs les bl'U.MB i_obilea tourne vera 

160 

1e pori eM 1a .is~re, 1a c1 tl _norlle au ciel taclW de feu et de boue'. 

(Riabaa4, O.C., p.116). 

COIIp&r8 wiih ihe phr .. e trca '.llchi.is du verba' (Une Saison en infer) 

where Rillbaud c1ai .. I je rlvais l •. ~ dep1acellenta de races et de 
oontinental.(Rimbaud, o.e., p.10~ 
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and exoticism is strengthened as the poem progresses through use of 

comparatives such ae 'plus elegantes' and 'plus colossales' and capital­

isation in 'H6tel' and Palais-Promontoire'. Despite Rimbaud's elaboration 

of the scene before hill, be never oClllpletely loses touch with 'la donnde 

primitive fourDie par 1& r4alite',16l however, and allusions to Scarborough 

(the late nineteenth-century spa tom .. ntioned in the poem from which 

RiJlbaud apparently takes hi. inspiration) are discernible. 162 
In the 

aeotion from ':0.. f8DUIIs qu '4claire 1& rentne de. th40ries' to 'Arbre 

em Japon' Riabaud'. TIUlt&p point appears to ohange frOll 'en face de cette 

nlla' to a point on the clifftop as he looka (or iu.ginea looking) 

vertically do.nwarda to survey a varied .cene of fortifioations flowering 

sand chme. aDd ol"D.aMntal botanical or rookery gardena. 163 

161 

d'iIIMD.e. ftea de 1a defenae das cOtes 

Jloame.; us dunes illustnes de chauds fleurs 

et de ba.cobana] es; de grands oanaux de Carthage 

et des Embankments d'une Venise louche, 

de aolle. 'ruptiona d'mtnas et des 

cre.,..... de fleur. et d' eaux das 

glaciers; des lawira entou.res de peupliers 

Sa.zanne hmard, p.526. 

l62Wbether Riabaud actually vi.ited Scarborough itaelf i8 naturally 

debatable. V.P. Underwood, for example, has proved that such a journey 

(if oO~iDg) coul4l only have taken place in late 1814. This does not 

preclude the po •• ibility that Hillbaud may have been inspired by photo-

163 

grapha or paintings 

clifferent date. 

Riabaud'. Tievpoint 

of this attractive north-eaatern apa town at a 

is probably . frOll the ruins of Scarborough 

Castle 400 teet above aea level and built on the site of & fortified 

ROII&D oaap. Proa here he voald have had & comaanding view of both 

north and .ou.th 'bay., the latter probably the position of the 'brick 

au large', alao over the terraced gardens of south cliff and in the 

di.taaoe the o1"D8Mntal gardena and IIaIl-U.de lake of Ramadale Valley 

People'. Park e.tablished in 1860. 
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d' Allemagne; des talus de parcs 

singuliers penchant d's tetes d'Arbre 

du Japon; 

Aquatic t.rllinology such as 'cat.s', 'canaux', '&abankments', 'Venise', 

'd '.aux' and 'laTOira' provi des the link in this chain of imagery where 

Ri.baud, in a breathtaking cultural and s-ographical .... p, sees embodied 

in the suggestive s-ologic&l features of the landscape the diverse achieve­

_nt. ad apre •• ift spectacle. of the natural and man-made universe. 

Aspects of the real scene call to mind the port of Carthage, representing 

ancient civilization. The canals of Venice,164 represent the glories 

of the RenaissaDce, whereas London'. e.bank:ment s represent the achieve­

Mnts of nineteenth-centU17 sCien08. 165 In opposition to the urban world, 

'1& nature primitive' of Villes' II is present in features which recall 

'dunes', volcanos ('de lIolles I§ruptions d 'Etnas')J 'crevasses' and 

'glaciers'. Nature 'travaillepar I' art' also occurs in the 'parcs singuliers' 

of the oliffside with their cultivated foreign trees. On reintroduction of 

the cultural and archit.ctural note (first sounded in 'villa' of section r) 

in the 't&9adas cireul&ires des "Royal" ou des "Grand "', Rimbaud' s vertical 

vi.wpoint is exc~d for a horizontal vista with the frontage of the 

hotel, fr ... d by its railW8J8, ext.nding impressively into the distance.166 

l64This ref.rence to a 'V.nis. louche' is one of the many mysteriously 

prophetiC details in 'Pro.ontoire'. Kiralf'y's 'Aroadia', a 'fun 

palace t opened on the s.afront in Scarborough in 1903, included among 

its other attractions a 'Little Venice' composed of underground canals 

on which visitors vere conveyed by gondola. 

l65The Albert &abankment was opened in 1869, the Victoria Embankment in 

1810, while the Chelsea Embankment was under construction at Rimbaud's 

arri val in London in 1812. See V. P. Underwood, 'Rimbaud et l' Angleterre ' • 

Revue de litterature comparee, 29 (1955), 5-35, (p.28). 
166 

In 1815 a ~draulic tramway mounting the South Cliff to link the 

.splanade and. spa was opened. Several years later a st.am-powered 

traaway let into the ci.iffside link.d the Grand Hotel wi. th the shore 

belov. 
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Like the promontory on which it rests, this edifice too swiftly assumes 

gigantic proportions and significance: 

et les f&<fades circulaires de "Royal" 

au des "Grand" de Scarbro' ou 

de Brookl~, et leurs railways flanqllent, 

oreu88nt, surploabent les dispositions 

dana oet H&tel, choisies dans 

l' histoire des plus 'legantes .t des 

plus oolossales construotions de l'ltalie, 

de l' Aairique et de l' Asie 

Froa his initial upaDllive vision of oontinents, in the final lines of 

his poea, Riabad focu .. s down on suJ.ler details of the 80ene before 

hill. He evokes tbe Hotel '8 restaurant with its illuminated windows 

alluring in the half-light of dawn and evening. He suggests high living 

in 'boissons' and 'brises riohes', even human figures in 'des voyageurs' 

(lik. hi .. elf) and 'des nobles,.167 These latter individ.uals, as the extended 

aDd .. bi~ORs syntax of the poem seems to suggest, are instrumental (possibly 

through patronage) in proaotiug the cultural life of the Hotel ~ An internal 

r~ betw.en 'tarantell.s das oetes' and 'ritournelles de vallees', 

coabines artistio ad geographical notions ... the poet imagines the 

retrains ot poetry and soug • .aD&ting from the 'proaontoire' and paroei ves 

danoing tigares thrown in relief against the shoreline like an architectural 

trie. to 'Moorer .neilleuse.nt 1 •• f'~s'. This olosing image of 

daooration link.d to 'tarantell.s' and 'ritournelles' Which are both forms 

ot artistio expression, is a p&rtioalarly apt oonolusion to the poem as 

it .. gpsts Riabaud's own poetio aohieve_nt in 'Promontoire'. Through 

tbe deoorati ft, aiaoat _a10&1 teohnique of' U18_ and variations, Himbaud 

baa grada.ally enlarged his f1eld of vision in 'Promontoire' from the 

'villa et [ .. ~ ... cWpendaDoes' to take in tbe ooastline in general and 

to .Oft back to the 'B6tel' whioh ul till&tely is subBUllled in the immense 

md upitioent 'Palaia-Proaontoire'. Signifioantly, his interest and 

i~tion is retabwd and ohallenpd in this poe. by the urban theme as 

, 161 The .. noble fi~. ara in sharp contrast to Rimbaud himself who 

in 'Kau~s aang' of ODe Saisan en inf.r affirmsl '11 m'est bien 

evident que j'ai toujou.rs ete race inferieure'.(Rimbaud, O.C., P.9~ 
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arohiteotural motif. 

'Pro.ontoire'.' po.ition among Hi.baud'. last ooapleted works effeotively 

reveal. the city'. persistent influence on his poetio inspiration, an 

interest which aro .. with his first literary aspirations in Charleville 

and seea1ngly ended with his abandonment of we.tern EUrope and oity life 

after 1880. At the odaet, the oity represented a deeply aotivating foroe 

tor the yOW1g poet as witnessed especially by the letters of 1870-1. It 

alao represented, in Hi.baud' s stri Ying to attain the capital, a cultural, 

priaari1y literary centre. Sub.equently, on his decisive visit to pre­

CO'QW'" Paris in February 1871 &I1d firat-hand experience of his dream, 

t_ cUy's strength &8 a political force bec .. apparent to the poet. 

'1'_ works inapired by this particular stap of RiDlbaud' s career are 

'Chant de guerre parisien', 'L'Org1.e parisienne' and 'Lea Mains de Jeanne­

Jl&rie'. '!'hey may be deriTative in part of Gautier and. CoppAe cr they 

may borrow phrasea troa artiolea in the reYolution&ry preas (a natural 

aouree of iDtormatioD for a proTinoial neWCOMr wi th literary hopes); 

nevertheless t_y do illustrate aDd oonfirm the real e.tablishment of the 

urban the •• ioh ... to persist with variations through the poet's 

liter&l7 life. 'L'Org1.e parisienne', 'Chant de guerre parisien' and 'lAs 

JIaiaa de Jeer. Jlarie' aoreonr, o_bine the the.s ot poetry and politiCS 

(both near to Riabaud' s heart in the spring of 1871), wi thin the image of 

the city .. repre .. nted by Paris the poet's new enYiromaent. The oi ty in 

1871 thus proTided the arena tor new poli tioal experiment on one level 

while tcr the poet U alao .yabolised his defimti" break with Charleville 

aDd his preTious prOvincial existence. With the defeat of the Commune and 

Ri.baud's wove to the capital in Septamber 1871, the rhetorioal 

and wideraDg1.ng huuzli tarian tendencies ot ValUs aDd Vermersoh mirrored 

in Hi.baud' s early cU,. verse, faded into the background. They were replaced 

by a acre personal approach to the oi ty environment, stimulated by the 

pcet's groving confidence, increased knowledge of and contact with city 

life. The poet's rapidly developing friendship with Verlaine also played a 
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part as his Belgian poetry ('Bruxelles' and 'Est-elle almee?') ooinoided 

with the oontented initial phase of his liaison with his fellow poet. As 

if in illustration of Rimbaud's newly-found freedom and identity, these 

two poeaa are ~d by a aignificant relaxtng of the rules of traditional 

versification and by Riaband'a introdaotion of himself &8 a peroeiving 

iDClincbl&l in hia oi 107 works (u distinot from the vague 'Po'te' of 

'L'Orgie parisieDM'). By this point (lI1.d-1812) tohe City's piotorial and 

dr_tio 41_naiona wre UpperllOst in Himbaud's poetry &8 he drew on his 

persGD&l re.poaM to the real soene around him for inspiration. Though 

~ detail. in 'Bruelle.' ou be tie4 in 111 th the oonteaporary reality 

of the Be1giu o&pital/othe~rell&in persistently elliptioal displaying 

aD early UR of the private i.II&gery hallraarlcing the tuture Illuminations. 

'I'M ao.t UJlique featu.re of 'Bruelle.' and 'Est-elle alMe?' (two of 

Riaband.'. frequently igllOred oity poe.a) i8 undoubtedly their introduotion 

aDd elevation of tha t.age (to .nioh Hiabaud adaitt.d attachment in his 

letter of June 1812 to Ern.st Del~) of the aolitary poet framed 

again.t tbl bac1tgroand. of a .ilent or early morning oi ty. This partioular 

act if , lIhich pmotuates Hiabaud'. other urban poetry, baa not previously 

been insisted upon in ooDDeotion 111 th hi. works. 

Riabaud'. intermittent stays in Lon4on from 1812-4 ~ioh oorrespond 

to the final stages of his oity poetry brought together a fresh and 

stialating urbaD llilieu aDd a poetio aenaibility inoreasingly attuned to 

the l1ter&r7 po •• ibilitie. of 10118 aurrounding oity world. The sordidity 

of Llmdoa brought forth pe.simstie ud dreuaentllrY pi.e •• suoh as 

'Oa.yrier.' aDd 'ViII.' 1Ihere Riaba11d' a actual poverty 8l1d sense of 

bewildel"MDt on arrival in 10118 IIDglish _tropolis are displayed. On the 

otMr hIIDd. 10M forei.ss aad the enol'lRi ty of 10M English capital also 

iDapired a aeries of poeu where in the city'. architectural, utopio and 

futuristic appeal for it. 'ci toyen r: .. J ephimere I is apparent. The 

frequent evaporation of Rtabaad.'s oity dreaaa ud visiona on the intrusion 

of reality Nftal. the pe1'MD8nt diaparity bet.en aotuality and fiotion 

in life ud. literature. This differenoe represented a oonstant ohallenge 

for the poet in hi. ci 10, works. 

ware Rillbaud.'. oity poetry underlinea biB geographical wanderings 

owr Hwral ~arsl froa Oharl.TiUe to Pari. thrOllgh Belgium to England 

with Verlai.M in 1812 aDd. again to London with Neuveau in 1874, so it 
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reflects the parallel movement of his developing poetic sensibility in 

response to the urban world around him. l68 The distant satirical tone and 

conventional form of 'Chant de guerre parisien' where the wider general 

theaes of literature and polities prevailed are exchanged gradually for 

a freer ftraification and a more personal involveMnt in the Derniers verso 

Fiually, in tM Illuainationa, ftr.e form. are supplanted by the poeme en 

proae with ita direct evocation of cities arising from 'cette region d'ou 

TieDDent _s a~ila et _s moinma aouvements'. (Significantly, Rimbaud's 

YOl!IlC8 technique, expounded in 'L'Alchtaie du verba' of Une Saison en 

Enter also refers to urban stiJluli &8 hia spiritual develoJaent , described 

in the .... Yoluae,i. illustrated through city terminology: 'Ie port de 

la ai"re', 'le •• plendide. Tilles,169 and 80 o~ 
Riabaud'a pm.sling abandonment of western life and literature after 

1880 represented even more drUlatic a break with his previous existence 

than that effected in 1871 on his move from Charleville to Paris. Iron­

ically, it i. a le.s well documented event in the poet's lifel its true 

motive will perhaps never be revealed. In relation to hiB city poetry, 

Hi.baud '. departure fro. '&!rope IIUX anciens parapets' stands as a 

literal rejection of a life-style that had provided him with inspiration 

and a re~ aubjeot since his poetic ~but. Perhaps Rimbaud merely 

resigned the challenge of the city whose changing nature, as Baudelaire 

had recognised, resisted definitive encapsulation in poetic form. Perhaps, 

he was finally overawed by its poetiC possibilities, 'C'est trop beau! 

tropr Gardons notre silence' he says in 'Bruxelles'. Indecipherable as 

it is, Ri.baud's final enigma, like others in his life, finds Simple 

expression in a haantingly evooative poem which though not necessarily 

conatru.ed &8 a final farewell can sern as an epitaph to this particular 

city poet, 

DEPART 

As .. z w. La vision s'est rencont"e l. tous les airs. 

Asae. eu. Rnaeurs des villes, Ie soir, et au aoleil, et toujours. 

As .. s OODDU. Les arrets de la vie. - 0 Rumeurs et Visions! 

Dipart dana l'affection et Ie bruit naufar 170 

168The IlluaiDations also possibly reflect a visit by Rimbaud to Scarborough 

and. according to Antoine Adam his journeyinga in Oermany and Scandinavia. 

(See Riabaud, o.e., pp.995-6). 
l69Rimbaad, o.e., p.117. 
170 

Rimbaud, o.e., p.129. 
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CONCLUSION 

With Baudelaire's death in 1867 there emerged from the entourage of this 'roi 

des po~tes' a new literary generation nurtured on Las Fleurs du Mal and excited 

by the variable 'myst~res' and absurdit~s' of city life which this collection 

and La Spleen de Paris had helped to reveal. Admiration of Baudelaire encouraged 

these younger poets in their turn to respond to the insistent 'appel de la 

r~alit6 et de l'actuel' in their surroundiag environment, though the extent 

and manner to which they did so was very much dependent on their own background, 

personality and attitude to poetry. It would be fair to say that of the five 

poets included in this study only Coppee set out to become primarily a city poet 

through a consistent use of Paris and its people to an artistic end. In his 

endeavour to become a 'po~te purement pariSien' he had the advantage of a 

thoroughbred Parisian upbringing which gave him a particularly compassionate 

interest in his fellow Parisian inhabitants. His Parisian childhood also created 

special ties or 'chatnes du coeur' between himself and his native city which 

his poetry attempted to express. Some aspects of Paris and her population Copp~e 

loved simply for their picturesque charms ('les differentes physiognomies'). 

These elements inspired the descriptive and narrative pieces of Promenades et 

int6rieurs and of Les Humbles. Other aspects of Paris, such as the banlieue 

and the Rive Gauche proved more powerfully motivating in a poetic sense being 

central to the poet's intimate personal relationship with his 'ma!tresse bien­

aim4e'. Where these motifs recur in Coppee's early verse (especially in Intimites), 

often linked to the theme of memory, they hallmark Coppee's most notable attempts 

at urban poetry. Despite the intensely personal nature of Coppee's city verse, 

with the elegiac pieces heavily dependent on personal reminiscence and the 

narrative and descriptive ones often clearly directed by authorial comment, 

it nevertheless towered over that of his four conf~res in terms of accessibility 



- 288 -

and appeal to an audience in the nineteenth century. (ThiS direct appeal has some­

what waned in the twentieth century as we will reveal.) Firstly, for his con­

temporary audience, Coppee' s city verse had the advantage of a simple mode of 

expression in the words of everyday speech. It thus presented the reader with few, 

if any, difficulties in comprehension. Furthermore it also appealed to the 

general public by describing the familiar scenes and figures of city life around 

them in a way that they were easily visualised by even the least responsive of 

readers. The Lamerre collections of Coppee were even illustrated by sketches 

of Parisian life (inspired by the poems involved) and designed to facilitate 

the reader's response. The popular acclaim accorded to Coppee's Parisian poetry 

after his rise to fame with La Passant of 1869 was reflected in a wider public 

sphere through the publication of numerous of his poems in La Monde illustre 

and L'Illustration throughout 1871. It was also reinforced in the higher echelons 

of literary society by the inclusion of his Promenades et interieurs in ~ 

Parnasse contemporain of 1869-71, his elevation to the post of poetry selector 

for La Parnasse contemporain of 1876 and finally in 1885 by the ultimate honour 

of election to the Academie Franyaise. The poet's awesome achievements with the 

mass audience and the literary establishment only served to estrange him from 

earlier, less conventional poetic companions however. Verlaine, for example, 

in May 1873, indulged in a nostalgic reminiscenee on 'Ie temps ~ Coppee n'etait 

pas un grand homme'. Charles Cros, in 1876, became suddenly aware of the gap 

separating Coppee and himself when his offerings for La Parnasse contemporain 

were returned with a curt 'non, impossible' from the elder poet. Interestingly 

enough,the judgement passed implicitly on Coppee's city poetry by these two 

poets through their comic imitations of his Promenades et interieurs presaged 

the modern assessment of his poetry over a century later as fitting anthology 

material but as lacking the force and timeless quality in appeal to many 

succeeding generations. Where the bour~ois, public of Coppee's day was charmed 

by his compositions, the modern reader, in the company of Cros, Verlaine, l'Touveau 

and Rimbaud, demands more from poetry than that it simply 'raconte une histoire'. 

This latter exercise was what Cop~e, at the end of his career, confessed his 

poetry had been designed above all to do. Similarly,the modern reader appreciates 

a poetry which requires more than a passive partiCipation on his own behalf. 

Such a participation is impossible in a work where 'tout est dit' and where 

even the reader's response to the content is directed by heavy-handed authorial 

insinuations in the text. The plethora of articles on Coppee and his Parisian 

poetry which marked the 1890s and the early years of the twentieth century has 
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thus totally evaporated by the present day with Coppee and his verse rarely 

the subject of serious interest and even less frequently the object of sympathetic 

and complimentary comment. Contemporary approval of other figures,such as Rimbaud 

and of the interest he showed in the urban scene, has conversely crown in recent 

years. This sugeests that present-day disenchantment with Coppee is linked to 

his manner of treating the city theme in poetry rather than to the actual subject 

of the city itself which remains essentially modern and relevant to our twentieth­

century circumstances. Whereas Rimbaud, for example, gradua.lly expanded his urban 

vision by moving from Paris to Brussels and London a~d finally to the anonJ@ous 

and universal cities of the 'Villes' poems, Coppee operated an opposite teclmique 

by consistently focusing down on limited and identifiable areas of a specific 

ci ty. Intimi tes, with their revealing title, first set the tone by expressing the 

personal links behreen the poet, his llative city and its inhabitants. Promenades 

et int~rieurs continued the vein by offering a series of self-sufficient miniatures 

of Parisian life and people, while Les Humbles developed this brand of 'po~sie 

famili~re' specifically in relation to Paris' human population. To a contemporary 

audience Copp~e's poetry thus spoke of places and people familiar to them. To 

a modern reader on the other hand they speak of a past era of limited historical 

relevance. Coppee could have heightened the universality of his city poetry and 

perhaps ensured it a place in posterity b.1 adopting Baudelaire's technique of 

establishing 'correspondances'. He however refused a poetry of spiritual and 

dramatic tension in favour of the security of a narrative and descriptive verse 

which could provide 'la materielle'. His evocations of the city poor, for 

example, though touching on certain occasions, were never therefore as disturbing 

or moving as those of Baudelaire. His social realism, if philanthropic, similarly 

pales into insignificance beside the starkness and vigour of poems like Rimbaud's 

'Ouvriers' or 'Ville'. 

Where Coppee is at his best in the early nostalgic verse he invents pieces 

of haunting melancholy. In his rare ironic verse he also appears in a good light 

as being aware of the potential for humour in his verse and of its power to shock 

the bourmeois at times. In his later and overtly sentimental verse he had tired 

of challenging his middle-class readers and was merely content to 'cirer leurs 

bottes,.l This final verse thus contributes little worthy of recognition by modern 

standards in relation to the treatment of the city theme in poetry. From a 

distance of a hundred years Copp6e' s poetry can be judged in Himbaud' swords, 

clearly that of a 'talent' t though certainly not to modern tastes that of a 

'~nie parisien'. 

lEmile Blemont in the preface to Etrennes du Parnasse pour l'annee 1874. 
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\fuere Charles Cros is concerned, entirely different considerations and 

criteria come into play when we assess his contribution as a city poet. l"irstly 

Cros' parentage was not purely Parisian as was that of Coppee so the same filial 

devotion marking Copp6e's city verse is absent in that of Cros. Secondly, perhaps 

as a result of this first point, the percentage of Cros' poetry which has special 

relevance for the city theme through choice of personage, setting and urban 

motif is much more limited than that of Cop~e. In a general sense, Cros' 

creative energies were directed into several different spheres, not just into 

the ~ield of literature to which Coppee confined himself. In a poetic one, the 

limited city content of his verse was also due to Cros' belief that poetry offered 

an alternative to the mundane occupations engaged in our daily life (rather than 

a suitable means of expressing these banal occupations as Coppee had claimed). 

The special quality of Cros' Parisian poetry was also affected by the audience 

at which he aimed his works. Whereas Coppee gradually wooed the reader and 

finally pandered to his tastes, Charles Cros refused to compromise with his more 

rarefied verse and rejected the acclaim which necessitated unseemly and critical 

scrutiny from the public at large, 'qui ne comprend pas'. His farisian poetry 

did not therefore aim at pleasing the city population at large by presenting it 

with a detailed mirror image of itself in literary form, but offered a series 

of subjective visions wherein the poet himself is the central creative character 

and where the city emerges intermittently as an insistent motif. This implicit, 

rather than conspicuous use of the city theme was less likely to appeal to the 

same audience as readily appreCiated Coppee's poetry, hence Cros was lar~~ly denied 

the general recognition as a city poet which Coppee was able to enjoy in his 

lifetime. On the other hand, his interpretation of Paris as a living enviromnent 

which stimulates and frames his own emotional, reflective and imaginative life, 

rather than as a realist spectaele before which he stands as an impassive 

observer, strikes a modernist chord. Similarly his verse illustrates the poetic 

force of the capital city not just in its pictorial dimension, but as a po\rerfully 

atmospheric milieu which relentlessly insinuated itself into his thinking and imaG­

ery. In the most lyrical of his city verse (the night poetry) the cit~ acted as 

an eminently suggestive environment and appeared singularly compatible with the 

workings of Cros' poetic muse. Elsewhere in the poetry an elaborate duel between 

poet and the city is apparent. Sometimes Cros' changed emotional states prevail 

to colour his attitudes to the immutable urban scene. On other occasions the ci t;y 

rises to prominence and subtly filters into poems to alter their oriGinal direction 

and effect. In the more peSSimistic of Cros' city poems the urban landscape 

relinquishes gentle insinuation in favour of a sudden reassert ion which fractures 
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the poet's reverie and reminds him of the existence of a substantial reality 

at variance with his dreams. Finally, in the neGative phase of Le Collier de 

griffes, Paris resists and stifles the efforls of the poet's transforminG imal~nation 

and affirms the rigidity of the city as an economic centre. 

An essential difference between Copp~e and Cros in their treatment of the 

city theme in poetry was that whereas the first took unpoetic aspects of city 

life and tried,with mixed success, to make them poetically appealing to a wider 

audience, Cros had no such deliberate plans in his writings. He merely responded 

on a personal level to elements of Parisian life, both attractive and depressinG' 

and expressed this response in poetry. His poetry was therefore not accessible 

to all as Cop~e's was, yet ultimately it vIas more lasting in its effect. A 

poem like 'L'Heure verte', for example, appeals directly to a reader in the 

twentieth century throughb elasticity and musicality of its verse even thouCh 

the specific phenomenon Cros is evoking in the piece was a particularly nineteenth­

century occurrence. Similarly 'Insomnie' also shows Cros well ahead of his time 

in handling the particularly twentieth-century problem of individual alienation 

in crowded yet unsympathetic urban surroundinGs. PresaGing the stance of one of 

Eliot's 'lonely men in shirt-sleeves, leaning out of windows', Cros,in this 

poem and in 'L'Heure froide', suggests what Apollinaire was to describe two 

generations later as a sense of being 'tout seul parmi la foule,.2 Such evidence 

confirms the pertinent description of Cros made by a contemporary observer in 

1885 as a 'l-ioderniste dans la v6rlte' du terme [parce qu~ il a rendu comme 

personne, l'aigu et Ie vrai de la vie heurtee d'a present,.3 This 'aieu' and 

'vrai' he revealed not through an attempt to be '~aliste en restant po~te', 

nor through a close observation of the spectacle of Parisian life played out 

around him as Nouveau did, but through a sincere expression of his own reactions 

to that reality which retain more of a universal value than mere description. 

Charles Cros cannot be described as a city poet of the same variety as Copp6e 

since he ,never committed himself to write about little else but the city and its 

people. Nevertheless, he is undeniably a poet who wrote in the city and for whom 

the city offered alternately a source of literary inspiration and provided a 

deeply alienating environment. Whether Cros' city poems constitute a highpoint 

in his poetic achievement is a de'batable point, yet it is clear that if Charles 

Cros had not experienced an urban environment his verse would have been the poorer 

for it and would certainly have been devoid of that modernist element which has 

rendered it a subject of increasing interest in recent years. 

2'Zone' in Guillaume Apollinaire, Alcools N.R.F'. (Gallimard, 1920). 

3Louis Marsolleau, 'Charles Cros po~te', Le Chat Noir 19 September 1885. 
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Though all our five poets were ultimately inheritors of Baudelaire, (the first 

poet really modern in his approach to the city) Verlaine, probably more than 

his four contemporaries, revealed the visible influence of this poet most clearly 

in his wri tines and poetry. In his Confessions he explains how Les l"leurs du h'lal 

provided an illicit source of interest to him in his school years. In his lengthy 

1865 article on Baudelaire he also shows his profound personal admiration for 

the poet as well as a certain familiarity with his critical writincs in the 

vocabulary and terminology he uses to comment on Baudelaire's use of the city 

in poetry. In a purely poetic sense,Verlaine's prose pieces of 1367 (which formed 

the basis of the later Memoires d 'un veuf) , were also clearly cast in the mould 

of Baudelaire's Petits poemes en prose. It is thus surprisine that in the liGht 

of Verlaine's apparent recognition of the true potential of the city theme that 

his poetry (in comparison with that of Baudelaire and even Copp~e) reveals 

proportionately only intermittent attempts to draw on the 'source intarissable' 

which Paris offered to the literary man. When viewed in the light of Verlaine's 

heredity and personality his use of the city in poetry can be seen as both 

arisinG from and compatible with these two decisive factors. Like Cros, Verlaine 

was a Parisian not by birth but by adoption and thus his relationship with the 

city was of a different order from that of Coppee. Nostalgic 10nGine for a past 

era plays no part in his poetry,neither does an overt concentration on specific 

areas of the city of personal interest, although proper names of locations in 

Paris do oocur notably in the 1.:(E!moires d 'un veuf. Moreover his non-Parisian 

parentage had the effect that Verlaine, like Rimbaud, did not restrict himself 

to Paris in his city poetry. He wrote about Brussels, Charleroi ruld London, 

not to mention the unidentifiable 'ville[s]de ~ve' of 'Kaleidoscope' and 

'Quelques-uns de mes r8ves' whioh would have been anathema to a poet concerned 

wi th personal particularities such as Cop~e. As the titles to these hJO Verlaine 

poems suggest, a proportion of Verlaine's city poetry was also related to the 

practice of r€verie in a city environment, not as an escape from that envirorunent, 

but as a means of exploring its sugb~stive possibilities to the ultimate degree. 

The poet's dreams (like that of Cros in 'Effarement') are not therefore at 

variance with the real world in many of their constituent elements but rather 

in the odd way in \-lhich these elements are made to relate to each other and in 

the complex time sequence in which they interact. The same could be said of 

Rimbaud's 'Villes' poems where recognisable as well as unfamiliar objects from 

different times and cultures intertwine unexpectedly in the poet's visions of a 

new urban age. ~verie is also significant where Verlaine's most characteristic 



- 293 -

urbrul theme is concerned: his use of death in the city. 

ii'or Verlaine, death existed firstly as the ultimate reality facing manldnd, 

a reality all the more threatening because of the constant physical reminders of 

its presence in the urban scene. Secondly, it existed as a powerful stimulant for 

the poet's macabre imaGination through which he was drawn into the scene::: he ,'las 

Nitnessing making them appear even more terrif;yinc;ly il:lJI1ediate. The motif (an it 

appears in Verlaine's urban poetry) thus provides the link between the poet's 

concrete surroundings and the abstract imaginative realm which his poetr;y also 

tried to express. The banlieue motif in Copree, the ni~;ht motif in Cros and the 

figure of the attractive Parisienne in Nouveau are all of similarly dual si:pificrulce 

as they represent visible aspects of the substantial world 011 one hand and active 

stimuli for psychological or emotional activity on the other. As his contemporaries 

invested their touchstones with specifically Parisian relevance so Verlaine 

portrayed death as an insidious urban threat, unexpected because of the superficial 

impression of vitality the urban scene presents, yet forever preying on the 

receptive mind of the poet in moments of vulnerability. 

Our concluding conunents on Verlaine will constitute less of an assessment of 

the poet (vlho already holds an undisputable position in l~rench literary histor;y~, 

than a levaluation of him in the liGht of some of his less popular pieces and 

especially from the perspective of his frequently dismissed short prose pieces 

which constitute (as with Nouveau) a considerable proportion of his city compo­

sitions. 4 From his city writings a picture of Verlaine in a biographical sense 

emerges. We can follow through his youthful reactions on a move to the capital 

from the provincial world of :r.'letz, we learn of his early literary aspirations 

and friendships, his 1l'avels and the Significant relationships with the men and 

women who shaped his life. We can also assess the poet in a psycholc <:;ical sense 

as his city poetry throws new light on Verlaine in love, Verlaine in prison and 

Verlaine feeling abandoned by his friends. Verlaine the dreamer appears in his 

city poetry as a very different character from the r~veur of F~tes galantes and 

one inspired by his substantial surroundings. Verlaine the realist also emerces as 

a poet concerned with death as it permeates his city surroundings. The rounded 

personality which is built up of the poet through a reading of his city poetry 

fits Verlaine more satisfactorily for his privile~~d place in the annals of poetic 

history. 

Germain Nouveau, the fourth poet in the studyJis a good example of Bruno 

Hongre's claim that generally in the poet's relationship with the city 'tout est 

4rn anthologies, Verlaine's position in literary history is presented lareely 

in terms of his attitude towards versification. His city compositions are 

rarely referred to on their own merits in such collections. 
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passionnel,.5 In his case the response to Paris arose from laroely emotional 

(therefore variable) considerations rather than from a priori hereditary factors. 

Fond memories of the capital as an environment associated with happy years of 

early childhood were supplanted in Nouveau's adolescent sensi bili ty by the more 

immutable ties established with his native ~ as a maternal image of consolation 

in bereavement. The city thus appears in his poetry as a complement to the rural 

and provincial environment with which he never completely relinquished personal 

ties and his approach to the urban theme is often that of a provincial intruder, 

and therefore diametrically opposed to that of Coppee. Nevertheless, Nouveau's 

poetry is in some ways more effective in exposing the capital's characteristic 

charm than that of the indigenous writer who forcibly related the contemporary 

ci ty to his 'Paris natal'. li'rom his semi-independent poetic position Nouveau 

concentrated less on the biographical importance of the city; he preferred to 

select aspects of Parisian life which epitomised the city's tmique flavour 

(its parisianisme) and weave them into his poetry. His treatment of these aspect~ 

namely the enigmatic figure of the Parisienne and the picturesque appeal of the 

Parisian streets was nevertheless influenced by personal factors, notably his 

own ambivalent emotional attitude towards women and his artistic talent !'lhich 

enabled him to transfer picturesque visual scenes into memorable 'tableaux' of 

verbal impressionism. Considering the Parisienne theme, this may at the outset 

have been inspired by Baudelaire's 'A Une Passante' or it may have relied on 

contemporary writings on the subject, such as those of Ars~ne Houssaye, for certain 

details. It swiftly acquired subjective significance for the poet however, as he 

recognised in the figure the essence of a femininity he found threatening and 

the personification of the vitality and the orig~nality of 'la ville' itself, 

also an ambivalent female principle. Through elevation to the position of an 

inspiring urban muse the Parisienne became for Nouveau an inaccessible figure 

before whom he remained a passive and insignificant observer: 'muet COD~e un 

musicien'. His silence before this al'/esome figure was akin to that of Himbaud 

in 'Bruxelles' \"lho, overwhelmed by the poetic possi bili ties of the scene before 

him, can only exclaim: 'Crest trop beau! trop! Gardons notre silence'. As 

regards the second aspect, Paris as a 'spectacle en plein air', Nouveau also 

trusted to personal sentiment in the choice of those details to be emphasised to 

the reader. His descriptive pieces \'lhere the capital appears as a 'd~cor de 

thSa.tre' can thus no more be classed as objective realism than can Coppee' s selective 

evocations of the city. Nouveau's authorial intrusions are hOl'lcver in the form 

of gratuitous details t unusual imagery and lyrical effusion rather than personal 

confessions or concealed appeals to the reader as those of Coppee tend to be. 

5Bruno Hongre and Luc-Duret, Paris et les poetes (Toulcuse, Centre rC'gional de 
documentation p6'dacoCique , 1979), p.l. 
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The special pOi'ler of Nouveau's ci t;y poetr;y lies in his pinpointin~~ the essence 

of ?ari sian lii'e in its characteristic motifs and in the memorable ir.Ja~;es he 

brou,:ht to bear on these motifs in his Hri tin~·:s. By birth a non-I-'arisi&"1 he 

nevertheless became a Parisian poet throuCh Ilis often 'vivant~' 2..YJ.d 'fantasque' 

approach to the city, especLJ.ly in the realms of prose poetry and poetic prose 

which hallmark his contribution in the theme. Throu:.:;h his choice of the Parisienne 

as a subject he took his place amonG a tradi hon of writers for vlhom the city founel 

expression in female terms. E'or Baudelaire it ,vas a 'catin', for Verlaine, in his 

'Nocturne parisien', a 'courtisane', for Rimbaud, the revolutionary JeaIUle-l.iarie • 

He also highliGhted the theme by setting- i t a~inst that of the province 1tlhich 

recurred in his poetry, also as a female entit;y, 'conseill~re et sainte'. Nouveau's 

coquettish Parisienne was however more than a literary abstraction or a sJ~bolic 

force but she provided a basic inspirational stimulus rooted in the reali t;y of his 

urban experience to which he gave an anguished personal turn especially in works 

such as 'Eendiants'. His Petits tableaux parisiens on the other hand, were not 

conceived of as a collection as \oJere the Notes parisiennes and so they often lad: 

the cohesion of this latter group. nevertheless, in their semi-journalistic style, 

they do offer informed comment on various aspects of contemporary life as \oJell 

as an attempt to abstract the especially Parisian quality of the 11'rench capital 

with reference to its pictorial and dramatic qualities. In both major urban 

collections, though rarely featuring as an identifiable 'je' fiGUre in the text, 

the poet displays his own personality and reveals the interchange between himself 

and the urban milieu. 

At the outset, the poetry of Arthur Rimbaud presents a greater challenge to 

the reader than that of his four contemporaries, not least where basic comprehension 

of the pieces is concerned. 'l1his opacity, thouGh not uniquely the prerogative of 

his city poetry, is further complicated in the urban sphere by a number of 
b ( additional factors which come into play. For example, as the city in the form 

of Paris) as a literary and political centre formed a key motivating force for 

Rimbaud's early works there was a natural tendency for the poet to work allusions 

to the contemporary world i~his writings. These references to real events, 

which often necessitate a certain amount of detective work by the reader in 

themselves, are made doubly problematic when they are combined with details and 

images arising from the poet's fertile imagination which cannot ali-re,ys be reduced 

to a rational process. As Rimbaud's poetry passed from the Poesies to the Derniers 

~ and finally to the Illuminations this penchant towards impenetrable detail 

and secret, personal imagery became more pronounced. Concurrently his treatment 

~ 

°Significantly two of Verlaine a.nd Nouveau's most difficult poems 'KalE:hdoscope' 

and 'Iilendiant s' are city poems! 
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of the city in poetry became more original. I'ho stages of Rimbaud' s ci t;y poetry 

were clearly marked in a way which distinGUishes him from his fellow city poets 

by a cOllliJlitment to three different cities: PariS, Brussels and London. 'rhe 

final stage moreover embraced elements not identifiably belon.:,in,:; to an;y 

existent city, yet undeniably urban in their essence and intent. In its first 

stage, on escape from Charleville, Rimbaud's verse sou~'ht to celebrate the city's 

new political identity as it emer[,"9d after the F'ranco-Prussian i.-Tar and confronted 

him on a personal level on his decisive trip to pre-CollliJlune Pari:::; in earl;y' l87l. 

In his poeticisation of this highly charged urban environment the poet "ms 

assisted by a familiarity with the revolutionary press which provided factual 

information and rhetorical turns of phrase useful to a provincial observer of 

the confused Parisian scene. The poet nevertheless became disenchanted ,vi th 

Paris on his move there later in the year and he turned to a different 

source of urban inspiration in his subsequent city verse. His Brussels poetry, 

by way of contrast to his Parisian, was more personal in tone and often included 

an active 'jet figure in the text. It also placed more emphasis on the city's 

present potential as an impressive visual spectacle than on its historical sig­

nificance as the setting for revolution. A similarly picturesque element ViaS to 

impress Nouveau later in the decade (though in relation to Paris) and VJaS to 

demand an equal response from this particular poet. The Brussels poetry also 

elevates the theme of the poet and the early morning city and marks an oasis in 

Rimbaud's personal and poetic life removed from the frustrations of life in 

Charleville and the disillusionment of life in London. It was also si(;nific2..nt13T 

placed in relation to his technical development from poetry in verse to prose 

poetry. 

The subsequent Illuminations are less easy to place in a bicGTaphical sense 

in Rimbaud' s experience of cities, though in a stylistic one they SUC~jBst a pro­

gression in their abandonment of the first person motif which is replaced by a 

number of different urban counterparts (including: an 'ouvrier' and a 'ci toyen' ) 

through whom Rimbaud speaks. This illustrates a b'Tadually Hideninc perspective 

in his city poetry i.-mere personal observation of an actual city is finally 

replaced by an enlarged vision of a new metropolis. A contrasting emphasis is 

evident in Copp4e who concentrates on Paris as seen through the 'petit bout de 

la lorgnette'. The present~ay attitude to\"lards these tVlO poets reflects their 

different responses to the key urban theme wherein the appeal for the r.1odern 

audience lies. Cop~e \'las a household name by the 18300 but toda;)' no has 

relinquished such popularity. Rimbaud, conver";)", Has ulli:::novm in ether tha.",-

limited literary circles in the nineteenth century out has nOH become an 2-cceptab1e 

topic of debate in political, a.nd ps;ycholocical as 1dell as poetic circles. 
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,{Here the linyistic sir.lplici t;y of Coppete' s personal urban verce ilSGUreS its 

comprehension by the avera.;-e reader, the opacity of Himbaud's poetr;y a:od the 

multiple interpretations it offers has protected it from appearin,'~ dated. c,.nd 

encures his survival as a literary eni:::,ma of the modern O-t'G. 

During the course of chapters 1-5 of this study the difference bchleen the five 

poets under inspection has emerged most strongly. At this point the balance rna;), 

be redressed slightly by an underlininG of the [:eneral links and similarities 

di scerni ble in their pursuit of the common theme of the city vlhi ch placed them 

in a tradition of urban literature. AlthouGh the rapprochements be-G\'leen the five 

poets are neither recurrent nor pronounced enough to mark them as a ~TOUp distinct 

from their contemporaries who also exploited the city theme, they do point to those 

aspects of the theme which were prominent in the minds of poets at the time ~Dd to 

certain common concepts linkin3 poets to the city in the twenty year period of 

our study. Pirstly, in the works of all five poets concerned, the city is employed 

in its visible form as a real and inescapable physical presence. Por Coppee this 

portrayal of the city's visible dimension was often an end in itself with a high 

proportion of descriptive and narrative pieces featurine; Paris and its human 

population. In Nouveau it .ias also dwelt on at length in the Petits tableaux 

parisiens,while the city as a distinct 'tableau mouvant' occurs in the 

'Fantaisies parisiennes'. 'rhe City's physical aspect wasals> significant for 

Verlaine, especially in mainly descriptive pieces such as 'Hocturne parisien' 

and 'Streets'. In his Me"moires d'un veuf, urban life also appears as a visible 

theatrical spectacle which the poet observes unfolding from the advantaceous 

perspective of the third floor window. Rimbaud's Brussels' poetry picked up the 

theatrical element of urban life as exploited by Nouveau and Verlaine and his 

ci ty became a 'reunion de sc~nes infinies'. Straightforward description or 

narration nevertheless plays only a minor part in his poetry. 'rhe same is true 

of Charles Cros who rarely uses realist description to a purel,), eratui tous end. 

He preferred to invest physical aspects of the urban world Ivi th a s;ymbolic 

dimension (as in 'Le Fleuve') or to use them as a springboard for r~verie. 
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A second similarity between the five poets, (which follows on from their 

acceptance of the city world around them) \-ms a concerted ima"dnative response 

to that realit;y. It was the imac;ination which recognized and comnmnicatcd tne poetic 

potential of the urban environment. For Coppee,the immediate response to the city 

l'laS that of an lenfant de Paris' to his native town and he was inspired to establish 

nostalGic links behreen the present city and the distant era of his own childhood, 

thus extending the lyrical possibilities of the former scene. ror Cros, the 

reaction to present reality was often a hostile one as powerful city ima:;es 

infiltrated and later intruded on his poetry. In the night verse, however, the 

poet responded favourably to the urban scene and pieces such as 'L'Heure froide ' , 

where he abandons himself to the nocturnal city, illustrate its full SUbL~stive 

possibilities. In the cases of Rimbaud, Verlaine and Nouveau the novelty of the 

French capital to their provincial eyes invested the city vn. tr. a special poetic 

value not appreciated by their other two fellows. A response to its 'poesie' was 

moreover reinforced in the case of the first poet by the Commune experience 

('L'orage te sacra supreme poesie'). In the case of the second it was strengthened 

by the capital's perpetual reminders of 'l'horreur' or death ~ld in that of the 

third by the enchanting Parisienne who offered a constant stimulus to his 

curiosity and imagination. 

Thirdly, in the works of all five poets concerned there was a tendency to 

dismiss both the actual city world around them and their own immediate response 

to it and to replace both by an imagined or elaborated urban environment different 

from present reality. In the works of those poets who di spla;yed a keen interest in 

description of the substantial world the importance of fantastic rgverie ViaS 

naturally of minimal relevance. In those who relied onl;y rarely on such methods 

the opposite is true. Where Coppee I s poetry departed from the real surroundin,0; 

urban world the shift was effected by means of memory,the 'lac sans rides'. 

Scenes viewed through the lens of memory were hOl-vever not imaginar;y but merely 

recollective, they therefore appear Hith as much acuity as present stimuli. In 

1Touveau, the progression from the bare visible scene to one conceived in the poet's 

imaL"ination relies largely on a use of imagery .. ihereby cradually the rbjectivc 

scene before him is embellished with extraneous details and infuocd \uth subjective 

notations. In Verlaine the reverie is more pronounced and is disnla:ved both in . ~ 

the poet I s construction of a 'ville de r~ve' rooted in the v2.rious ci tics in T;lhich 

he lived, and in his frequent departure from the visible scene into a 'pa,ys de 

r~ves' as a result of an urban occurrence. LYl the latter case Verlaine' s :reverie 

necessitates a fading out of the ori,:jnal scene and a substitution of it by unreal 

circumstances \'lhich are at least, if not more immediate to the poet' 8 mind. In 
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Charles Cros the creation of a clrearn existence is also partioularly stron::.; both 

as an alternative to all uncompromisin,:£ urban reality and as an extension oFits 

more poetic aspects. A successful blurrinc of concrete reality throu":h the 

transformin:;- media of love, alcohol and tile imaGination marks the poctr:y of 

Le Coi'fret de sontal for exa:nple, vlhile a failure to tr.:mscend arc increa8i;'l,,,:1~· 

unacceptable reali t;r in 1£ Collier de {:;riffes throu,:-;h similar LlCCL."1.S render::; tlli::; 

last collection even more poignant in its mood and effect. 

:?inally, in the case of HimbauQ, the futuristic and Utopia.'1 urlle.n visions of 

the Illuminations provide pm'lerful examples of ho\,[ an 'unrec:.l city' can replace 

one's substantial urban surroundin:~s in the mind of a sensi ti ve poet. RiDbaud' s 

vibrant 'villes' not only embrace natural phenonena, .,hich are norm2-1l;? at variance 

Hi th the urban scene, but they also interVTeave P2,st end present eras a''ld elements 

from the civilizations of east a.."l.d west in their catholic visions. 

It is in these general aspects of acceptance of the physical rcali ty of the 

city, personal response to it and its replacement b;ya transformed poetic vision 

or an insubstantial 'ville de ~ve' that our five poets can be placed in a tradition 

of Dodern urban poetry established by Baue.elairc and his 'R~ve parisien', ''l'ableaux 

parisiens I, and Spleen e.e Paris and continuinl~' into the tHentieth century. Amon::; 

the chief apologists of the urban theme after the five poets inclucled in this study 

.rere Laforcue,whose 'Complaintes' belong to the first half of the 15GOs, 

Verhaeren '>li th his 'Villes tentacu1aires' , Apollinaire with 'A1cools' and 

ultimately Eliot. Vague echoes of motifs and themes employed by our five poets 

and by their successors also underline the imaginative bond liru<inC these in­

dividuals, a bond which arose from their common city experience. 'The hauntinc 

piano music issuinG' from a banlieue residence in CO'ppee's 'Adagio' is echoed b;y 

Laforeue in his 'Complainte des pianos I. Similarly the barrel orc;an, of Hhich 

Verlaine is aware in his 'Nocturne parisien', reappears in Laforsue' s 'Complainte 

de l' argue de Barbarie'. Rimbaud' s geometrical park scenes, featured in 'A Ia 

musique' and in 'Bruxelles', foreshadow Laforsue's reference to the 'obtus et 

chic' Parisian park in 'Preludes autobiographiques', while the unsuccessful 

relationship with worldly women .vhich plays a major role in Nouveau' G urban 

poetry (and is also significant in that of Cros) recurs in Laforgue's 'Complainte 

des blackboul~s'. 

Verhaeren, as a poet of the scientific and industrial scene, also has connection::; 

with our poets especially .lith the Verlaine of 'Charleroi' in his attitude of 

horror yet strange fascination Hi th the spectacle of modern life before him. 

The former poet also borroHs some of Verlaine's London foC; motifs and reverses 
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Coppee's senti.Clental approach to prostitution u.:nd vice in the cit;y. In l1is more 

pessimistic poems, such as 'Les Usines', he stresses the nightmarish inhumanity 

of the modern metropolis and recalls Himbaud' s 'Ville' \-vhere 'ces millions de 

{-;ens C .. ~ n' ont pas besoin de se com-mitre'. In other meruorable imac;es such as 

that of the city as a relentless hand 'se renfermant sur l'univers', he orin!~'s 

to mind Charles Cros' later works and. his horrific vision of the pitiless advance 

of the urban entity in economic terms: 'L'ocean d'argent couvre tout/Avec sa 

maree incrustante ' • 

Apollinaire offers an interestin£; combination of the nostaL;ic element favoured 

by Cop~e's early Parisian verse o.nd that more lively appreciation of the con­

temporary scene favoured by his more adventurous contemporaries. His poetrj 

include~ flashbacks to his O\ID childhood, references to the emic;rants theme and 

to the concept of the city as a prison environment, all of which occur in Coppec's 

earliest city collections. In I Le Pont l'lirabeau' he explores the 1-vater motif Hhic;l 

\-/as significant for Verlaine in hu, city verse an.d for Cros in 'Le l·ll euve '. 

In 'Les i<'ian9ailles I he employs the nocturnal theme which mar~;:ed. the urban poetr~­

of the latter poet. In 'Zone', probably his most ,·mll-knc\m Parisian poem, he 

alludes to the 'poesie' of 'les prospectus', 'les catalogues' and 'les affiches' , 

.. hich played a role in the Dixains realistes and also offered the hare bonos 

of poetry in ,.;orks such as ili.mbaud' s 'Paris'. In so doins he casts his poetic 

net back over a period of fort;y years a.."1d fort·Tard into the present d~~X as thoso 

same 'prospectus', 'catalo,;ues' and '::J.I~fiches' become increasinGly part of onr 

ovm varied urban environment. 

One central ima[,'8 shared by the poets of the post-Baudelairinnc:eneraticn 

and by their successors in the early decades 01~ the tvmntietL century, could 

serve as a relevant conclusion to this thesis in that :it sUG::;ests the fascination 

with the city theme \-mich has been our main subject. It is the irna,':e of the cit~\ 

e.s a focal point, an irresistible centre of acti vi t;y and. a controller of that 

activi ty as in the hub of a v/heel. In the non-Parisian poets of our study the 

capi tal was constantly portrayed in their correspondence as a vi tal literar~, 

centre essential to the development of their poetic talent. J.lor the cne i:1d.i,-~-enou::; 

ci ty poet and fer Verlaine it represented both 8. si:~nificant irrra ~:illC1ti ve fltimulani; 

and an environment ,inase rh;;rth ..... : "\.;as in tune \lith their poetic activities. 0,1 a 

:;;eo[,'I'uphical level Paris ·:,'"3.s"rcr;:uentl;:.; presented as a central ~oint of i'ocu!"} fer 

. . t f c;>.. - ·aJ-'- n . . . t d' 1 1 ._~i~II1e -.;ne na ions 0 .i!Ju.rope or as I. "er .uenJarnu1 llaS G"u.:~;~'eS e (J. capita e c.u LL." 

si~cle'. This concept is clearly underlined in jJouveau' 8 poetry in relaticn tc 

the city's nocturnal activit:, as in 'Les Grands icmlcvu.rdr3' 118 GU"'ests <.' '<leGir ... L),. 

( ... J qui se met en marche vers ce lieu'. In A.1.JollinC1ire' s 'Vel1d.6mic.:j.rG' 

the city's celebrative functicn is similarl;y tc the fore :::,::: the d.ii'fercllt reCions 
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of France throng to the capital and to the 'gosier de Paris'. 

The image of the city as the hub of a wheel was Verhaeren's idea in 

'La Ville' of Les Campagnes hallucinees and in 'L'Ame de la ville' of 

Les Villes tentaculaires. It aptly sums up the central and directive force 

offered by the city as a politieal entity, a literary nerve-centre and a 

poetic environment which offered a consistent source of inspiration to a 

variety of individuals who, apart from Coppee, are not remembered primar­

ily for their city works. It expresses in visual form the centrifugal 

attraction and magnetic hold of the city on late nineteenth- century 

poetic imagination: 'Et les chemins d'ici s'en vont a l'infini/Vers elle' ,7 

'Victorieuse, elle absorbe la terre',S Conversely, the detail of the 

spokes radiating outwards from a central point which also plays a role 

in Verhaeren's imagery, suggests the diverse and far-reaching implications 

ot the theme in the works of those who employed it: 

Et la clarte que font ses feux dans la nuit 

Rayonne au loin, jusqu'aux planetes. 9 

[: .. ] 
[ ••• J la bete eclatante de bruit 

~ •• ]monte epouvanter Ie silence stellairel lO 

7Emile Verha.ren, Les Villes tentaculaires precedees des Campagnes 

hallucin'es (Paris, Mercure de France, 1926), in 'La Ville', p.14. 

8 'L' Aae d. la viII.', Verhaeren, 117. p. 

9 'L' AIle de la viII.' , Verhaeren, p. 117. 

10 , Le Bazar', Verhaeren, p.167. 
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APPBlDIX I 

Streng\hening the historical aDd per80Dal links between the five poets 

in our stu~ who all ahared a COlllllon literary heritage and enjoyed contem­

POr&r,J li~e in the ~able and .tiaulating ataosphere o~ late nineteenth­

century Paris, are apecial poetic links drawing this group closer together. 

In the cue o~ Paul VerlaiDe ad Franoois Copp4'e ~or example, an early 

bond ... enablished in the l860s b,y their IlUtual attempt at rendering 
80ft" 

Hnco'sAPI'o" trmslation o~ King Lear into verse. Later, in 1815, Charles 

Croa and Geraain lfOl1vaau oonsolidated their personal ~riend.hi p by a jOint 

improvisation o~ the ooaic play Le XoiDe bleu. The central adventure which 

drew all ~i va poeta toa-ther in the 1810s however t waa evidenced by the 

collection ot diu.1na from the Dixains "alistea par divera auteurs, 

pabl1ahed in 18161 aDd the aiacell8D8oua and unpublished Album zutigue 
. 2 

oOllpo.ed bet.en 1811 8IlCl l812~ The.e work. o~fered direct or indirect 

~iDa naliates par clivers auteura (Paria, Librairie de l'eau forte, 

1816). Though the noraal ~ch tera ~or a ten-line poem is a dizain the 

te1'll clixaiD occva in tbe title ot thia collection. A further peculiarity 

ia that the Dixaine "ali ate. only .. ploy capital lettera at the beginning 

ot lima when they ooincide with a DeW aentRee. 

2s.e libu ntisue edited by Pascal Pia (Pari a , Pauvert, 1962). 
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parodies of Coppe'e's early works, notably his Promenades et interieurs. 

They .. re written by Cros, Verlaine, Nouveau and Rimbaud, among other more 

mnor conte.porarie •• As a literary document these dizains are doubly 

i.portmt. Firatly, ill relation to Coppe., they pro"rlde cOlllJlent from a 

di.oeminC .. otion ot hi. _dienoe in tbe nineteenth century and thus 

otter tbe .oym reaar a val1l&ble oonteaporary u.e._nt of his Parisian 

'p.ie Nali.te'. SeooDdl7, ill relation to tbe parodiste th .. selves, they 

help to turt_r illlUlilJate their att1 tude. to the city and poet~ for 

ill relyillg on urbul aodel. tor their in.piration, tbe parodies could also 

'be clu .... &8 vbul ... rae. Behill.d their coaic faqades they otten reinforce 

aUituda. towarda U'bul lite that are di.played ill the 1I0re .erious of 

the poet~' oo.po.itions. 

Betore a .ore detailed. di.oa. •• ion of the parodies, one lIight pause 

brietl, to oonai_r 1IIIs7 Copple, e.pecialll. should have becoae 8Uoh a 

popu.lar batt ot h1uao1l1" UODg hi. poetio oonte.perarie •• On a practical 

left 1 , &8 the paroqiDg ot Ul UDknOWl work 1. questionable, perhaps the 

aoat obrioa.. ezplua:UoD i. that by the earl, 1870., Coppe. alone in our 

p-ou.p bad. aoh1e ... d wi_.pread acolaia ld. th Ili. non-illtelleotllal verae. 3 

Hi. poe_, 1IIl101a appealed to the rea4ing Pl'b110 at large if at tims they 

irritate .. the aore i_aliatio ot CoppH'. literary oolle ... e., could at 

lean be p&rod1ecl ill tM .ate mo.letip tbat the parodie. the.selves would 

Dot 10 1IIlNoopi .. ct 1a their allll.icna. IIoreo ... r, u our etu~ of Coppae 

Au rewaled, tll1. poet _ h1aHlt a-.re ot tbe pot_tial tor hUllour pres­

_t ill hi .... rae aDd .peciticalll e.ployed. aatetl pbr .... to protect 

.cainet ridioale ill 'Le "'0' Uld. Proae ..... et interieurs VII. He also 

..... lI:IuIoar hia8elt ill 'Le htit Ipicier', .ere be c1&ills to bave carried 

oat '.. propre parodie'. 4- It i. theretore feuible that Coppee' B often 

Mai.-.. rloa. approach a&7 haft ginn tbe le'" to hi. parodists in some 

re.peet.. Their 00810 tisaiDa OO1lld thu be vie.d. le.. u a vehement 

3I - IY11 ot PrPp ..... et intfrinr. wre Plblisheel ill Is P&rD&888 contemporain 

ot 1869. 
4-otlwr _bip •• poea8 lAloh u 'Siaple ubi tion', 'Dane 1. nte' and. 'La. 

haille eta. _1IIli.ier' (Le. Buble.) anel " un 8O\1a-l1eutenan:t' (La Cahier 

1'O!plbelonetnc to Coppe.'. earll TerM aay alao have encouraged the 

parodiat. in their actlnty_ 
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attack on a contemporary whom they despised, as BODle critics have claimed,5 

than as flattery of a sort for a fellow Parisian and city poet. 

WMD the .. po •• ible .ti_li for the parodies are considered, it is 

alao olear that .ere CoppM'. poetry i. cancerued, trequent eccentricities 

ot .t71e aa4 ...... u w11 u pneral tendenci •• tOvarda banality or 

.. att.atalit7 .ake hi. poetry aore likely to draw fire frOil a hostile 

_dieoe tlaaa that ot hi. contuporari ••• To R1abaud, 1iho .. early city 

poetry i. toroeN aDd. political17 aotint.cl, the pro.ai_ and lack of 

teui_ -.rk1.Jlg CoppH'. PrOIMD ..... t iDtiriear. could ha.,. appeared a 

wable ••• Siailar17, to Cro., who .. ia.giDation allowd hill to displace 

.... tND8torll the ~d.1at. c1 t1 .oe_ &roWlCl hill, Coppee' s reliance on 
the 'baDal, da1.l7 .... t. ot Pari.ian lit. or on actual a.ber. of the city's 

lUltort1Ul&te popalation -.r haft .. _d worthy ot ori tioi_. In a more 

parUcal&r "DM, Coppe.'. poetiC t.olmiqu. &8 w11 &8 hi. personal 

approach to _~jeot _ttar are treqaet17 .i ..... upon by the parodi sts. 

U .. ot eaotlOD&l vooabal&r7, peracmal re ... lation., authorial intervention 

aD. iti08JD01'&tic r~ are wiltal17 .ucaerat.4 by the parodiBts for their 

coato parpo ... .A .. tailed. .t.CV ot the Diei •• riali.t •• ot Cros and Nouveau, 

&ad ot the 'rinx copple.' .. ute b7 Verlau. aDd. Riabaud. for the Album 

.tim vill i11utrat. tha parotist. attl tuda towrda Coppa.' B early 

oi V poetry in teru o~ OODt_t ad t.Q)m1qa •• 

Paroti .. o~ Cop~.'. e&r17 .,.rea OIID be tiri_d up r-ch17 into two 

oat ... rie.s tao. poea. *ioh &Olli.w a direct p&roC\r 'by relying on a 

apao1tio&l17 ideDti~iable poea o~ the ncta, aDd. tho .. _ich offer in­

direct ~ 'b7 picJd.Dg .p oal.7 the 80re pMral .. peot. of the original 

.. tlaor'. lIIOrt tor o.to 1a1tatioa. 'l'here exist. a natural owrlap between 

t ... two varieti •• withiD iIldindul po.- ... all parodi •• iaitate in a 

...... &1 .... 1' tbe diM1. tOI'll ...... 4 b7 CoppM, ,.10 .0118 40 adhere in 

upect. ot rlQM aDd. _bjeot _tt.r to idmltitiabl. origlD&l.. This general 

oatepri .. tioa ot the parodi .... 'brace. a tlartll.r .eal. ot .w.l.uation which 

take. iJd. aGO"" the peraoul aolUewaent. ot the tour poet. engaged in 

'Loai. Porestier reter. to Billbaud.'. 'talent da bri .. ur d.'idol.' which 

i. "1'01 .. 41. in 111. 'nnx oop,.e.' ('Ria'bad en .an te.pa', lW'ope 

(1Ia7-J1me 1973), pp.4-21 (p.17». G. Crouvezi.r de.cribe. Copp6e as 

VerlaiDe aDd R1abaud'. 'bate Boire' iD '])au tarte1u. CMll~bres au si~cle 

ul"Jl.ierl VerlaiM .t Ria_4', L'UDiOD, 23-24 Jull 1966. Jean 

lUcall1er iD 'TeDe. pell 0 __ • U Rillbad.', a.. .. tt. de LauBamle, 

12 JIay 1951 reters to tha 41!&i!! ot the Alba _tipe &8 'de pastiches 
fort cruel.'. 
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this cOllic exercise. As well &8 'being indirect and direct parodies, those 

imitatiTe dizainB of Coppae are also composed of ribald travesties, 

satirical p&atiohe. or .. relyharalesa iaitatioDS of a previous author's 

n7l. miea oa al.ao8t be liberat.d froll dependence OD th.ir originals and 

be enJo,ed. u poua ill t_ir 0_ rilht. 'ftIe lIOat Ba.ceesstul of parodies 

o.capi •• a _tral position wbere the_ t1llD scale. intersect, at a point 

bet __ t_ t., en~s ot indireot ad tireot ~ on the one hand, 

aDd. bet __ traw.t,. aDd. slipt illi1;&tian OIl the other. 

It Is fA 0era:iD ICNwau '. att_" at ~ iD 'A l' 'g1i .. , that the 

4ie1p. approxiMt • .on 010_1,. t_ enre. ct 'bold, exaggerated and 

critical illitat101& Dioh oharact.rise. trawstys 

Bll. 'tai t & paGaX .t IIODtr&i t SOIl derriere 

Duae 1. reouill __ t protOl14 de 1a pri~re. 

Poar 1e llinz OCIIlt .. p1.r j' approchai de .on bane. 

Soue 1a jupe len. i1 ..... bla .i blanc 

Qu daD. 1. t.-ple ride oU ma.11e cabre lIIportune 

.' apparai.-.1 t au loin par 1. bleu olair de 1\1118, 

SaM traabl.r ea t.rft1Ir je .. fia .on UI8Z1t. 

Bll. priai t tn.jou.re. J. pe~s yap .. Dt 

~ '.11. Wai.ea1t Di_ ... le d.cIIlx orepa..C1Il •• 

• je a' ai PM trou.ve eela ei ridioale. 6 

Seekiac to .nabli .... a Ooppa..- fNMvork tor hi. tieiJl IGIlwau purloins 

tbe lut t_ r~. aDd. iutaDtl,. reoopieable fiDal 1iDe of 'x. Bane' 

tor Ili. CD poea. !hi. howwr tail. to di.ga1 .. the o.see_ oontent of 

tbe pa.roq 1IIa10h 0_14 bJ DO nretch of tbe i.MciDatica be attributed 

to OoppM. Ia ' .. Bano', CoppM .. pbui ... ilmooenee UJd eadDe.s in the 

relatiODBhip 'betw_ a JlllrMaid. ud a soldier whioh i. central to the 

poea. low;naa ill biB 'tarD 1UICIerU .• s worldliDe •• IIDd licentiousness. NOllwau 

.illi.larl,. _ltnit.t •• tor t_ relipOl1., oaat ••• 10D&l tone of the first 

~ a relip.ou .. tU.1lg in 'A l'egli .. ' illocapatibl. with the content 

ot the diB',. !hi ..... lli. ~ remini.cent ot the medieval fabliau 

tr.ditiaa with it. tal •• ot the ..xaal .xploits ot aauk. aDd DUDS, or of 

the ~. _ SUI &IIIl hi. u .. ot ,.l'IlOgl"&pq in eool.si&etical settings. 

It i. qat". apari tro. the pare •• ww pi.ces of the ProIlena.des et 

intFi!K!. !M parocl1o .ft.ot ot lfouftU,'s 'A l'egli .. , is derived from 

a ocabiDa"ioa ot ",h. ton cho .. 1l bJ Coppa. aDd IC"lV.au's own deliberately 

inccapatiltl. _bjeo",. '!'hi. take. advaat&ge ot the traditional comic device 

of .stabli.hiIlg illoollCruit,. bet_en -.tter aDd uzmer, IlUbject and style 

~OUveau, O.C., p.424. 
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anel of the powrful attraction of the obscene for huaorous purposes. In 

thes. respects, though eliscovereel s.parately frca the Albwa zutigu. and 

not teatartag iD the Dixa1D. realiste., 'A l'/gli.e' approach •• the 

sabyer.i ....... aential17 pri.ate parodies ot the tormer collection which 

we ... ti.Jae4 tor olaaMrii_ oirea.lation _cmg trienu mther than for the attention 

ot a wider _ti_oe tlarcnlp pablioatioll. A MOOJUl IClQft_ parocly vi th Similarly 

yap. orip.as reJl8at. tile ribald. tODe ot 'A l'egli •• ' aDd. what P.O. Walzer 

oall. t.. 'pee tN41:Uca de l' llball _tique,.1 'Apnll-aicli d' attl' evoke 8 

the RaMlai.iu uti Yi ti •• of a local broth.l .. oODdltOt •• ill time with 

til. _~cl rilltha ot ohoirlt078 .iJlgi.q ill the Yi~ prdan nert doora 

DMla 08 bordel proYiaoial pleiD de tratohev, 

Att ___ t le MIIDMU', llariiD, 1*ln"'B peahnr, 
Qai Yiut tirer .011 ooap atH dnx .ou de clcoa. 

8i BOIl Claacl ~t RI' aa POOM 'baloche, 

!roi. till •• donellt. - Jhl clou Hpo. w.gi.Jlal! -

fi lev raft e.t berce par 1. ohaIlt virpu.l 

De. ast_t ... Jlarie, .. jarclill ... 1& Cure, 

~ c.'e.t 1. aacri.taiD q1li lev bat 1a _nre 

(Oar t_t M .ale _ .oae-) et 1. 'rit de 111 .. 

SaocaU _ 1e J7ihaaat l' A.. Mari. st.11a.8 

III thi. poea the wbi.,.re4 uide to tbe re ... r ot liDe 9 reoalls Coppee' B 

tirecn ..u. .... to bi. _tie.. iD Prc.e ...... t illteriev8 and the details 

ot 'prori,lloial' aM 'bat la _nre' .... drawl troa Pr.-aade. et interieur8 

III, al_ .. t 'a pro'rinoe' .en a -.11 prl i. pl&1'iJlg a Haydn andante 

to the aoooapmai_t ot Mr gI'Ulcltather I [QIU] lI&rq1le 1a aeaure avec 

aa tabati~re'. III ott..r re.,.ct., caiet17 .. ttinc azul sagp.ti ft content, 

...... _ .. to ba" riraJecl n:'her tar troa hi. aodel iD this poem. Its 

OHWDtt7 &aiM •• ,.oial17 il"OAio .ipitioa08 _ea vi •• d. with hindsight 

.ptan ...... ' ... n •• relip •• ooapo.itiOll, 'A ... llari. Stella' of 

19l2 ... _11 .. this petitica to the Virlin JIary ottering ill its title a 

hollow .oIlo at t_ lan liM ot 'Apres-midi cl'ete, U. fir.t line and 

retra1a. ';1 paaaz .,.. _ 'fOil.', i. ririkiDg17 .illilar to the opening 

pIarue ot I A I' .pi_ I (mle 'tai t a _ou I ). &1.0 vri tten thirty year. 

earli.r acl _ten •• wa '. oo"l'8i_ to Catholioi ... 

1 P.o. Val_r 1a •• ,... 0.0., p.l209. 
a..DB• 0.0., p.423. 
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The religious diaension of Nouveau' 8 travesties of Coppee is one 

picked up by a number of further parodies though not necessarily with 

the .... aa1acioUB intent. ID the., religious figures, rather than the 

cbarch U aD ioti t1I.tion are pre.ented. for bali ttle.nt or ridicu.le as they 

b&cl preYiou.17 beft pre .. nted by Coppae for adairation. 9 A Cros dizain, for 

euaple, borrow the religious the. and. take. for its title that of 

Coppe.'. f .. oa.. recitation piece 'MnedicUon' (Poi ••• 0derD8S, 1869). This 

centre. aroaDd the fip" of a prie.t re.olutelJ saying II&IIS in the face 

of aD 8MIl7 1nYuion of hi. churoh. CroB' religious figure is however 

aore 1l1.n0r, pllJaioallJ azul aorally than his Coppa.que counterpart. He 

take. little part ill tbe action of the poea which illvolve. the passing 

of ri'bal4 co-.at. DJ a PO~ group of _ returning froll an orgy at Mont­

.artre, to a coaple of .1eeP.r Par1.ieDDe •• potted oolleotillg the early­

aoraing ailk for their bu8baD4'. breaktut ooffee. The priest'. disconcertllant 

at the ... n'. ngp.Un re-n. i .... tohed. only by hi. e.barra.sllent 

.... their jo~alit7 ia direoted aaain.t hi ... lf in the form of an obscene 

.asie-hall song whioh his aailltl, ripo.te 'Paz Tobisoua,lO does little to 

repel. A aore direot parocIJ of Copple's 'BU.edicUon' and one which gives 

a partioularly ooaio tlU'D to tbe doged deteraination of Copp8'e' s catholic 

prie.t who PQr8118. hi. religious aotiTities ill spite of the hostilities of 

the aaraacling &I'IIJ and finall, during a p~sioal attack on hia own person, 

is proTi_d 'bJ 'Pieux sORftDir' of the Al'bwa sutigu •• WritteD by U'on 

Valau, thi. 0.-10 cl1saill .rit. illolu.iOD bere &8 a representative example 

of thi. latter poet'. 1IDique Vi t and. PlIIline sen.. of tun, both traits 

otten laokillg ill tbe parocl1e. of Cros, Verlaine, .ouveau &Dd Hi_baud. 

t. jcmo cia j 'abordai pour la preai~re fois 

La Saillte Tabl., - o'est d'~ onotueus. voix 

Qu Ie care d' aboN, dont 1a ... ill potel'. , 
!'ena1 t entre deu doi«t. l' hesU. i..aculee, 

9In PrMU .... et iDterieura CoppH bad II&de ooouional use of incidental 

religioas fi,.res, the 'Doane .oear' of XVIII, for ezaaple aDd the 'discret 

abW' ot XXX. It .. alao ill the Pra.snade. et int'rieurs that Coppe. had 

Toiae4 the so ... t lUlfortlUl&te, it lilhtbearted,desire to be 'non pas 

GIlft, -.i. M1ll.e.nt vicaire/DaDa lID TieU _nche de province' (XXXI). 

Thi. aft_l ..., un atreng'thened. the parocl1sts in their determination. 
10 

Cro., O.C., p.141. 
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Di t. "Corpus domini nostri Jeau Christi " ... 
Une quinte Ie prit, rauque ••• L'acc8s partt, 

"Cu.todiat ani ••• " f1 t-t 1. Pire et plus grasse 

La tGR% reYint. - Brlfin, "OOUl"l1 de la Grace, 

C. bem pratre pieW[ qu' adairai t OzaDUI 

A.oheTa. " ••• _ tu_ in vita .. te~,"ll 
ValaM '. etteot i.r1 this poea reUea on the ... teohniqae ot incongruity 

exploU.t 'bJ Iouft_ in hi. disa1na. Cop~e'. noble the. which arouses 

tH1i ... ot patrioti_ ancl taith in bia audiace, ia replaced. by the 

l_abable triYialUy ot a COIl ping tu. Val .... , howftr, ettecta his 

.. 'bati ""tiem Bal"l"8P\Uicua17 aiDee hi. opening lilM. vi th their reterence 

tc tu ' SaiDte-lfabl. " the 'act ...... _ wix' aDd. the 'hoatie iaaculae' lead 

... to expect a _ri •• conclu.ion to hi. poea. A.t Une 6, the picture begins 

to 41 •• olft &8 the prieat'a voice diaappeara in a apua ot co.ghing which 

tractv.re. tlle .. !"rice at a ori tical poim. The parody' •• iailari ty to Cop~e' s 

'NDf4ictiClll' i. re"aiIle4 'b7 U. parallel use ot Latin phraae. trom the 

•• a aM. 'b7 U. appropriatiClll in U.a 7 aDd. 8 ot r~. trom the closing 

.. otion ot the Coppe. poea •• re the ~ine 'breath. ot hi. lI&rlyred 'moine' 

are ".cri be •• 

P01ll" 1& troi.i'" toi. 11 tJ"&S'& dana 1 'e.pace 

X. ai... .. pardon, et d'1IM YOix tree 'baa.e, 

IIa1Il fill' em entendi t bien, oar tw. brlli t. • 'etaient tUB, 

11 4li t, Ie. yeux terM •• __ Spirit .. a .aDCtua. 
"'- ,.. 12 Paaia toa_ acri, &7Ut acheft aa priere. 

C.ple_tine tbe De ot religiOlla tlpn., whioh _ile teaturing in 

Cop"e al .. ill_nate. t_ parodi.t.' brandc ancl v.le to diaaociate 

t .... lft. tro. boar .. oi. relipon ia .. _ral, i. their .... in the imitative 

Uu.iD8, of 1.D8ip1tiCUlt, 1._~01&8. tiprea ot the kind _ployed by 

OoppM ia )U.a Pro. .... t iDt'rinra and. eapecially i.r1 Le. Humbles of 

1872. '1'lacN&b ov .t .. q ot Coppee baa reft&1ed. hia to haft been aware ot 

the cOllic pot.ti&1 ct til ... lo_~l&8. tigurea &8 beroea, his knowledge 

01117 rue17 atteote4 blatmt atteapt. at oreatine autiace aJllpathy tor the 

tritliq oltjeot. ot hi. atteation throa.p afteoU .. wo&bv.lary and .enti­

_tal detail ill tileir porirap.l. 'I'M.e latter two idioa1Doraaie. naturally 

U .Al. aiip., p.l24. 

12poi.1 ••• 1864-1869. p.204. 
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drew fire froa the parodists. Their distaste for Coppae' s potentially 

touching reliance on the poor and .iaple of the city manifests itself 

in three different 1II&1s. Fir.tly, through a use of obscenity and innuendo 

(the tor.r particularly apparent &pin in tbe .llbu zutisue) which refutes 

Copple'. iaplied belief in the aoral superiority ot Pari a , simple folk 

(the 'poo~1Mt-honeet' the.). Secondly, thrOllgh a use of ooaic exaggeration 

vi. th tbe ')mables' portrayed u aore wretched, IIU!ldme and. uninteresting 

thaD in realit1. 'l'h1. derio. the lack of cirallatio tension aarking the 

ProM ...... et iJlterin.ra. Thirdly, "throulh a portra1al of inanill&te objeots 

usooiated wi"th aenial tasks, u po ..... ing alaost huaaD moral qualities 

ud ~.ioal oha:racteri.tio •• '!'hi. obliqaely o~ent. on Cop~e' 8 relianoe 

on tbe NIaal oOOllpationa ot the poor, aDd. hi. atteapted ideali.ation of 

their Maial taak •• rue tiDal catepry while ."till mainly oomposed of 

poeaawhich are 01ear11 reoopi..a'ble as exaa-rated collie imUations of 

Coppe., _yeMMl ••• e.brace ..... morable i ...... ud line. whioh match 

Copp4e'. aaDDer aDd .t11e very olosely. It al.o inolude. a Rimbaud poem 

wbioh de.pite it. inolu.ion in a .a.ewhat unoonventional oolleotion of 

parodie., di.pl&;,yll high potential as an independent work of art. 

Charle. Cro.' 'Vue sur la cour' tall. into the first oategory of parodies 

e.plo;,yiJlg ob.ceni ty and. iDDUen40 for collio etteo"t. The poem features in the 

IHT'ja. reali.te. as XXXIII ot that oolleotion bot it had previously occurred 

in a ditterent tora in tbe Albua IIltipe. The two exi.ting versions of the 

Cros poe. olearly reftal the oOlltraating tone. of the two volw. s oontaining 

parodie. ot Coppee, tbe tOl'lMr carefully collated and printed in discreet 

italio. aDd. the latter baD4-wrUten uei pmotuated by ob.cene drawings. For 

it. Ooppa.que traMlIIOrk, tbe poe. clran tor H"ttine and charaoters on the 

lowr eollelona ot .ociety_ Like IClIQveau '. 'A It.gliae, it also borrows the 

tiDal line ot 'I.e BaDe' ud .oreover exploits thi. lat"ter poe.'. famous if 

lIQ.Dd"'e central oharaotera of a 'bozme' and a 'trou.bade'. In the Dixains 

reali.te. oollect1aD, the "text ot "the poem 1. &8 tollo .. , 

La CIli.iM eri t~. propre et Ie pot-au-teu bCAl"t 

8ar Ie t01ll'DlA. La bODDe, attendut BOIl troa.bade, 

ICpluohe _ bOllsozman"t l'gue. .t aalacle, 

Se. do1". roup. et gru, aveo du n01r au bou.t, 

'lrcnt~t 1 •• wra _ terre .ntre 1e. teu111 •• verte •• 

OA bat de. traver.ina &11% ten.tre. auverte •• 

~. vo101 Ie pay •• ,pH. un gro. bonjour, 

On In dame 1a tlnr em bouillon, leur .. cur 
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.. , 
S I abri te a 1. vapeur dn pot, chaud crepuacule ••• 

Et je ne trouve pas eel. ai ridicu.le. 13 

This final version of tbe Cros poem I18rely highlightathe insignificance of 

the 10_~l.us ch&raoters involved, the prosaiea of the setting and the 

unro_Uc occa.pe.tiOD8 of tbe .. lUStiC fipreBI airing bedlinen, cleaning 

ftptab1es,14 e.tiag soup and so OD. The yariants of lines 8-9 appearing 

iD tbe Alball mti.e howftr otfer ncb 1I0re obscene .. significance to 

the paroql 

On lui dODDe 1a t1eur du bOR1l10n, - par .. our , 
11 prend. 1a bODlUt e.e, i1 1a baiH, ill' encu.l •• 

While 1D8tuat17 distuac1ag Cros' poe. trom Cop~e' s chaste creations of the 

Praau.s et iDterieure the .. tllO lines create a closer parallel with 

lou..,.&1I.' s e.al1y talH im taUon ot Coppee in 'A l' egli •• ' and 'APN B­

aidi d"t". 

'fArM turiher ~dies ot CoppH (b7 Cros and Riabaud) &180 offer 

obscure17 sagpstift d.etails in their atte.pts to underaine the latent 

Hnti_taliv or the first poet. Ria'baud's 'ftat cIe sieS-?', tor example, 

recalls the title ot Coppee's war oollection ICrit pendant le sies- • 

.uso, .. the qaestion aark sugs-sts, it bas PInning releV8ZlC8 for the wretched 

character e.oked 'b7 Biab&ad in his poea, a 'pauvre postillon!: 

13 

IA paunoe postillon, soa.s 1e dais de fer blaDc, 

Chauttaat 11M enplure 'norM sous 8011 gaDt, 

9ai t son 10urd 0III1i 1Ms p&rai la rive puche, 

Bt cia SOil ai.Jle en t1.... 'carte 1a sacoche, 

ti tandis que, douce oabre aU. des pndaraes sont, 

L'hODJ1tte iDt'r1eur rep.rde au cie1 protond 

1& lUI» H beroer paxwi 1a verte ollate, 

IIalgre l'edit et l'Murs encore delicate, 

J:t que l' OIIDibu rentre a 1 'Odlon, iapur 
• # lJ IA dibauch8 glapit _ carretour obscur! 

Cro., O.C., p.146. 

l.4.r. sc.ewhat 1IIlpoetic ftrb 'c(pblcher' which Cros •• p10ys in line 3 

of his poea baa also been taken tro. Cop~e's Promenade. at int'rieurs. 

In VII Co~e MDtiou 'Ces coap1es de pioupioul qui a'en vent par 

l.s chaaps/C8t. a 08t. 'pluchaDt l"coree des ba~tte.' and in XV 

be u.s the soant of a freshly peeled. OJ'&D88 as a poetic stimulant I 

'8i j' 4'p1uche 1e soir 1lJle orans- echautfle/ J e rave de theit re at de 

protonds dloors.' 
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The poem is reminiscent in its opening line of two of Copp8e' s poems 

involving Ion • .al. figures observed in Paris; Proaenades et interieurs 

XIII where a ·ctur cbarretier ( ••• J de tatilll. Abreu"' returns home from 

a ~' • .orK in tha cit7, and XIVIII where a .olitary fi8herman 'Assia 

1 •• pi.u peedaD'h .oa. l·aro" du Tinx pont' beCOM8 the fOCU8 of the 

poet '. attention. 'l'be pi tit'al circunaace. ct tbe working cl&88 and the 

poet'. re.ol.t. iuali_tion ot th_ is appuent •• pecia1l7 in the first 

ot tbe .. COppM po.- ad. i. pl.,.d OD by Riabaud.. He rai.iclts Copple by 

using the ad.~cti ve 'PIIU'fN' to de.cri be his coach driver and calls upon 

ov BJllpatq in tbe inCODgl"lloa.s utail of li_ 2; a mae chilblain which 

the driver JIIlJ'''. 1IDder hi. glove. 'OU"on' (liDe 9) azul 'rive gauche' 

(1t. 3) B1111laZ"17 reveal the parocliat pickiDg up Coppee's trequent use 

ot real l00atiou in Paris (practiced mostl7 in hi. early verse), as 

_11 u this poet'. persOD&l fuciDatioJl with th8 Utft Bulc. Finally, 

'veri. O1I&t.' (U_ 7) picks .p '01I&t ... • of ~pad.e •• t inierieurs XXII 

azul ,~t. 1Dter1nr' of l1De 6 In1bt17 allude. in a hiply Coppasque 

phraH to tbe ti t1. ot thi. latter coll.cticm.16 
LiDe. 9 and 10 however 

iJlftn the poea with a ceri&1Jl aabipit7 &8 • toca.s CD the driver I [qui] 

.. .0Il aiDe _ t1_ 'cari. 1a aaooche' aDd on a ayat.riou.ly 'impur' 

tipre of a 'd8bauoae' 11110 'glapit au carrefoar ob.our'. We are reminded 

bere of RialMlad.·. otm .ar17 'Acoroa.pi.MMIlts' aDd 'Vemas ~o •• ne' 

rather t.. ot CoppH·. city wr ... 

15 Ria ...... O.C., p.116. ~_ Val ... •• 'lDt'r1nr d.' OIIDiba. , , trom the 

liN g'U .. meal. in it. B1l11lari't7 to Hi.baud·. pi.ce the cOlIIDon 

interplay Det __ tha parodi •• tll .... lve. &8 .11 .. bet •• n them and 

Coppe.,. Prc.I ..... t iDt.r1eva! Bi. open1Jlg phr .... for .xample is flAt 

loaN o.i •• ' Diem repeat. 1I01"U tro. LiM 3 ot the Hi.baud parody. 

'0tJa_, &lao occur. ill the detail ot the 'OMY&1Ilt (quiJ s'acheminent/ 

y.re 1'~_' ... Albaa aU •• , p.180. 
~ , 

Direct Nt.ND08. to the title. ot Coppa. '. work. are .specia1l7 prevalent 

ill the paroti •• ot J.eClll ValaM. ID 'Bpi10 .. ', for uup1e, he refers 

to N. _ •• ul. (a play by COppH pertol'Md at the Odean on 21 Ootober 

1871) D4 iD tla. ... poBa, in tbe line 'for'; 10nlll •• Jlt le .etal de ma 

Oftft', to CoppM'. • La ONve u. J'erproJl8'. In • Interi.v d' OllDi buB' 

be all .... to Ie ..... __ .,.., al.o a p1a7 by Coppi. fir.t performed in 

1872. Se. Al ..... _tl •• p.l4O uad p.l80 for the tertI of these poem •• 
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In Charles Cros' two eli zains the sexual immendoes are more obscure 

.ince 'they are couched in nine'teen'th-century slang expressions. They are 

alao le •• otte.ift, haTing p&8Hd ...rely into the DixainB realistes for 

pu.blicaUoll. 'Croqui. a do.' tor e%Uple reftrHa the popular contemporary 

leaaiq t01l&rd. oi ty pre.U tute. u poet10 •• ea by taking the male go­

.t.en (potentially a -.oh le •• roUllUo choice), u it. aubjec't. This 

oW. ot _pbaai. i. indicated in the poea'. title,& 'dos' being a 

nta.teelltb-oeBtur,J .lang tera for a piap or procarer. It i. turther 

reiJltoroe4 by liM 7 of the poeIl .ere this fipre'. 'connaia.ance' is 

obliquely •• cribe4 .. _'ring '0 1 'OUYl'&g8 ce .oir'. Cros' colourful 

•• orip'ioll ot ta. Oftrw1pt, poapo1l. figure of the 'doa' (line. 3-7) 

ccmtradiot. Coppee'. preterenoe tor phthi.ic an4 uaul'Iloa.ri.hed city 

folk. "ftrihele •• it 4oe. rely OIl the Oft~e4 'ette.' rhyae which occurs 

OIl eipt oooui ou 1Il ta. ProM... et 1Iltert.VB I 

Sa oaacr-ette e.t la plus auperbe U. ouquette., 

ID .oie, et tait yaloir ... oourbe. roaff1aquette •• 

UA tou1ar.t jauDe tORrae _tour a SOIl cou gras 

at rouge, q11e tont YOir H. cbeftux tond:a.. ru 17 

The poea'. re.cnmd1nc t1.D&l liM, '0&l"90nl lID aaM4P"anl' aiaieks the frequent 

use ot rbetori c or cUreCt .peech in the 1ut 11.s ot Copp8'e'. di zains 

(He ProM ...... et 1Ilt'rie,," IX, XIV, XI, XIV, XXXIV and XXXIX).18 It 

also appaara to draw on a utai1 of Cop,.e'. private lite .ince hiB favourite c1rbIk 
was repate41y the e ____ rie &D4 octtee ainure moe u _SWan.19 

'a.pe-petit', a1.0 by Cre., pu.rport. to o.cribe u it. 'tU1e suggests 

0Ile ot tile lliaor Pari.ian tipre. ot ta. Praeucle •• t int'rieurs. The 

oharacter' ... at enneoe, 1.ali .. 4 1n Coppa.que fuhion, is lived 

out tar troa tile oernp' 1ft W1.enoe. ot a ci ty-oentre lite. 'loin du 

bl"llit, 10ill •• oris .. 1 'erie/at de. aabitiOll8 ... i ... em boulevard' 

17Crea ! O.C., p.144. !hi. ~eri.tic r~ i. a1ao featured in the parodies 

of Ria'bu4 .. Lfoa TalaM. !M for.r poet borron the 'pinguette', 

·~.tt.' ~ of ~D"' •• t 1Ilterieara VII 1Il hi. 'je prefere sans 

.,.t .... ' wlU1e Woa Y&1",1Il iaitatiOll of the 'oiprette.' , 'f'leurette.' 

r~ of Pr -.da •• t iIltvi!!£! XIID, r~. 'b1nett •• ' and 'statuettes' 

1Il bi. • .,i10,.e' ot thl Al'bul ptipe. 
18 'OarfOll, lID croCi' Wioh oooar. ill 'I.e .Ultraa" of Le. "01 ts et les 

11'11~~ ( ... Poj.ie. 1874-8, p.111) i. the ao.t aarkedly similar lin~ in 

Cop," to tbe tiDAl 1i1le ot Cro.' pr.ro~. Intr1suingl.y, the Coppa'e poem was 
not pu.bliahe4 ut11 1878, two Je&r8 after the appearlU1C8 of 'the Dixains 

1'4'ali.te •• It tim ..... as it Coppee wre aDlI1f8ring Cros in hi. poem. 

19Loui• Fore.tier believe. Charles Cro.' 'Pituite' al.o contain. a reference 
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(line. 2_3).20 .evertheless, his survival on the day he is observed by the 

poet (and in a .entiaental detail, the survival of his expected child) is 

dependent, like ~ha~ of the flo_r-girl in Intiaite's, on the generosity 

ot ~be riar .a"r. of 80cietyl • Il ooapte, pour d!ner, sur ses verres 

Boiroi. I. In thi. tiDal detail, '..,ae-petit'. prote •• ion (as his colleagu~s 

1B 'Croqai. u d.oa') i. accorda4 U. tall aabip1ty • .l '.archand de verres 

poar _oU,..· 1B tbe 1liDe~ .. nth ceDtury, had. 1B add.1Ucn to its literal 
21 

.ani .. , thl IMIlH ot a aoutanr or _T&1. erroD • 
...... ratioB .. _11 .. obaceDity aad. eupAeai.Uo aa.ggesUon plays 

a _jor role ill tlle parodi.t. ridioa.le of Cop~e'. oe ot lo_r-clus 

tiave. tor iIlapiraUOIl 1B the Prc.a .... et iDterieur. and. in his early 

ftl'M iD ._ral. Cbarle. Cro., tor exaaple, poke. tan at pc". such as 

XXIII ot thl Pro ___ • et iIlt'rin.ra which bri.tly .~e. a nameless 

ad. ooanapUft t..ale tip" .potted. ill the city .n'rircmMnt. Illogically 

it i. hi. MMiIle'. lDlit(llely dall JIh1aioal appaaraace Ul4 the supremely 

o,-CIlplaoe _~.n of tbe ~i n t1' in which ahe i. engapd that fascinates 

aD4 eD.Challt. tbe poet 1B hi. • Bi.iPi.08JlC8 • • 

Celle qa1 .'appara1t, quad. j'&1 010 ••• yeux lu, 

'!'ricote .. baa de lai.lle. nl. a de. baz:ldeaux plats, 

Blle a PUN la tlnr u. ... je"'. AIIDAIe •• 

loa oor .... _Iltaat et .. petUe aDte, 

C-.Ilt proDa'bl_Bt lIIl oorps crtle et ti'vreux. 
, 22 

11 .' en pall etODDUlt cpe j' 8Jl aui. aaou.reux. 

Beator • l· .... ra. otteN a .1aU.a.rly onrdoM iaUaticn ot Coppae in 

IIf ot t_ Pim-. riali.t •• wbere typically Coppa.que adjeoUves such as 

to Co"'.'. lit. ill tM liDe. 'Je ftlldrai. 11M 80eur jUn. te .. e revant 

... 0 8Oi, oate a Gat.' .. Coppie 11ft' with h1 •• i.ter .&.am.tte; it is 

&1 .. po •• iltle hi. 'liorale' witll it. 'oaia expert ax dominos' alludes 

t ... ot CoppM'. taYOm"1te puti ••• 
20 Cro •• o.e., p.143. 

21I..cMi. Porenier upla.tD. ill Cro •• o.e., p.ll)l that 0118 poPllar venue 

22 

tor t... 4iareJMtaltle Pari.iaa tipre ... the • carrilre. de Montmartre' 

'*1e1l Cro. reter. to iD hi. poea. 

Cro •• O.C., p.146. 'fM. liM. e.peoially ofter a direot parody of 

Pre!!! ..... t taitr1!!£! IIIIII wbeN a .iailar f ... le tigure i8 'pale', 

'roaa.' aad. 'lai.' .. i. oooap1e' ill "wing underwear. 
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'honnGte', 'humble' and 'douce' abound as well as sentimental details 

contri ved to play on the reader'll sympathies. The woman's occupation as a 

.iaple .... stre •• , her dependent and disabled father are both examples of 

thia, 

M. d.'une f._ a toqu., .t qui fait de l'esbrouff, 

una fill.tt., a l'air hennat., en wat.rproof, 

&18Dt aur ••• genOl1% un grand cart on de aod., 

.t .. rre'. en aon ccrin de peur d' etre inco_ode, 

• '.n ft report.r aon OUn'&ge au ba.ll.vard. 

Sa aine .at hwlbl. .t douce. - Et dans son bl.u regard 
, 

j. lia que aon traY&il fait vivre .on per. 

qui a' •• t paa aooN, -quoiClU' anci.n aU itai re , 

quoiqu 'ayant rl:l1ll1&ti_, .t gwtt., .t chenux grisf 

at .. la fiere enfant. j •• ena mon ooeur epri.r 23 

__ rou. otber .xaaple. of tbe parodic di saiDa also play on Coppae' s 

predil.otion for t_ city poor in hi 8 poetry. One aight .. nUon Ver laine' a 

'Dedaisaeux ... plataira .. aon &ge', wh.re the poet hiu.lf, 'ayant change" 

U HD .n .apri t', .'Yok •• the 'bonh8\1r de. t._. de _nap'. XXXIX and 

XXXVII troa t .. D1x&1na reali.t •• by llaurice Rollinat .imilarly undermine 

Cop~. ..rioua treat.ant ot the poor by conjuring up a 'belle tripi~re 

rolla .. ' and. a .hapely orayfi.h .. ll.r reapeotinly.24 V ot DixainB 

reali.t •• (written by CharI •• Cro.' brother Antoin.), i8 also significant 

in ita pio~ ot a Parisian chip-s.ll.r, eupbeai.tioally desoribed a8 a 

' .. l"ftDte em 1_ .... in8J'&t'. 25 This owld be a sly allusion .i th.r to 

'011 Ti.r' where Coppe. .peaks of ' ... triture.' in Paris" or to Prollenade • 

• t iBt_ri.v.ra II wMre be draw an \1JlfortUD&t. parallel bet •• n birdsong 

in a Pari.iaD park Ul4 the .oand of aD 'i_na. friture'. L80n Valade's 

'Int'ri.v' ot tbe libaa .ti •• alao oonjurea up a bizarre scene of 

DaB_at 10" bet •• n a reti_d f.-.1. pati.nt and. a 'beau ~dicure ,,26 

2~ina realiat.a, p.49. 

~na realiai •• , p.43 and p.41. 

25 •• Dixai .. Nali.i •• , p.9. 

26libaa sati"., p.192. In a faaoinating illu.tration of tel.pathy between 

the poetio aDd artistic worlds, Valade's poea provides &11 almost perfect 

"rbal oouat.rpari for ~p8' painiing 'I.e Pe'dicure' (1873) now housed 

in ibe Jeu de P.- ..... in Pari •• 
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while Nina de Villard in IX and in XXIV of the Dixains realistes evokes 

two contrasting feaale city inhabitants both earning attention in Coppae's 

early work., f ir.tly, the 'poudre de riz R.chel' and secondly the respectable 

ba.t lal18D-OD-bard-ti •• lipre of the 'anp en waterproof'. 27 further 

exaaple. raDp lroa tbe nbliM to tbe ridiallou. including Hina's nostalgic 

aDd .. n.itin &OCOUIlt of a b07 toy-.. ner who.. job of demonstrating 
28 .pimliag topa has «inn hi. a preu.t1U'e horror of childish sports, to 

J •• Ri cbe pin '. incongruoa. allu.ions to a Pari.ien trusa-lI&ker, prior 

to philo.ophical oo_nt on tbe trial. of loft I 'Pourquoi 18 coeur n' a­

t-l1 PM aon oriho~d.i.?,29 
GeJW&in IoaWK'. oontrintion to tbe parodies relying on exaggeration 

re.t. on thre. poe ... ' .... , .CNWDeS-WU. d.u perrier' and 'J'entrais 

obe. 1. 1I&J"0MDcl de _ubl •• ' ot DizaiDa reali.t •• and 'Gar2Dn de cafe' 

tro. th. Albua nti ••• '!'he first .. i ... on ProMnade. et int'rieurs XXIX 

~.re a diaabled wteran .oldi.r .ntbm.iaatically explain. military tactics 

to a yotlDC OODBOri pt • 

JIalgre .... oixaat8 aa., 1. jo)"eux invalio 

Bar .a jube de boi. e.t encore .olio. 

[ ..... ·l 
Son blton .. la ... tn, le boDho_ 'ohautfe 

Coate am je1lD8 .oldat et 1111 rena .at.i.sable 

1& 'bata1lle d' 1.17 qv.' 11 trace sur le .able. 

Opeaiq Ili. poe. With • apo.tropbe to the poet'. ... (a denoe employed 

trequatl, 'by C.p~. ill tbe ProMua. et tnt'ri.ur.), IOIlftau swiftly 

8choe. Cop,..'. 'j0Jeu tnYalide' in the aDoi.nt hero of hie own di zain 

who 'etait la gatt. de •• d_', (line 4)1 

.... , .oa.WDea-wu. da perrier, -de l' ano18n 

qui De tut .... ral ni polyteohDicien, 

... i. qui oharlu. tilt .... 1.. rnA1.. du grud 11&_ r 
C. iDYalide etait la salt. de Bon d&...30 

27Dtlt&in. rialin •• , pp.13 and 28. 

2~zaiD. r4alin •• , VIII, p.12. 

29DiX&1U r6ali.t •• , If, p.S. 
30 I01IW .. , O.C., p.4l9. 
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Line 5 of Nouveau'. poem inevitably picks up the unpoeti c d.etai I of the 

old aoHers wooden leg claiming ')Ion coeur est plein du bnri t de sa jambe 

de bOia',31 while the poea'a final line 'et j'ai fait encadrer Ie mot 

de faire-pari' allude. in typically veiled Coppa.que 'ashion to the death 

of thl 'pau'Yl"e vieux', subjeot of the poet' a attention. 

'J'entrai. obez Ie marchand de .. ublea' ba. a lesa easily identifiable 

Copp8'e dizain as it. aodel. It prefer. to parody in a general fashion 

Copple'. u.e of profe.aiona &8 poetic introductions to a portrayal of 

hi. working-olaa. heroe., a device eapecially prevalent in the collection 

I.. 1faIIl11e •• Hi. frequent wish to eatabli.h a relationship with his 

poetio abject. i. alBo iaitated in I'wveau'. fal.ely sensitive appreciation 

of the fumiture-Hller'. trade, which encourage. the naive 'marchand to 

recop!" in hia a like-ainded co ... rcial spirit a 

J'entrais ohes Ie aarchmd de .. ubles, et la, triste, 

( ...... ] 
C'e.t ver. toi que je viDB, CaDap8-LU-Leroux. 

J'ObHrn.i le re •• ort, .. diBUlt que cet ho_e 

fit une cho.e utile, etaDt d~ le so .... 

J'appreoiai le tout d'un aot technique et fin; 

Bi bien que Ie aarohUld, ellU, _ tend .a aain 
A 32 hODDete, et dit I ')(oDBieur fabriqae ••• i .ane doute?' 

The haadabake .otif of the poea'a final linee, (con.trmed by Nouveau &8 

a Hntta.ntal adjition to hi. poea), provide. aD intere.tingly prophetic 

indication of the direotion of Cop~e'. poetry in later life • .l similar 

baD4ahake in thl poea 'L'~. &tfiche' beoOM. central to the relation­

.hip e.tallli.bed bet .. en poet aad wretched poetio abjeot in this work. 

1_"_ '. fiBal paro~ centerinc on it. poor oi ty inhabi taut., 

'Gar?On 'e oate', i. a pariiCRlla.rly Roce.stul pieoe. The poea contains 

a mixture of liDe. recalling Copp6e, &Dd. other. apparently original to 

louveau Jet trite enoagh to have 00_ froa the pen of the former poet I 

31'l'h1 ... tail rie. with the fiJlal liDe of 'x' BaDe' for popularity with 

CoppH'. parocli.t •• "'on Valad8'. ooaio innlid in .llbwl sutigue, p.40, 

for ezaaple baa AD iapo •• ible 'tate de bOis', .aile laurice Rollinat 

in XLVII of the Divin. "aline •• hudder. at the thousht of the I cuir 

'l.~t' of a faahionable di.plAJ .hoe hiding a aaoabre 'pied de bois'. 

3~OR"_, O.C., p.42Q. 
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L'etabliB8 ... nt rich. et f ... ux a grand air. 

Las d'avoir trop aervi l'ab.inthe et le bitter, 

I.e g&r9OD, ctej& vie'U, de qui le front s' appuie 

, l'huaide vitr&ge oU vient couler la pluie, 

Songes quelle existence, "1 ... , matin et 80ir, 

Toajour. orier, tORjour. courir, jaaaia s'aaBeoir; 

I'avoir poar horizon que l'bwaide bituae 

Dtt 'boa.len.rd.; porter un eternel coatume, 

Bt De jamai •• ortir de ce moneSe etouffe! 

-J'ai taa.joa.ra plaint le sort clu gar'fOD de oafe. 33 

)'OIlftau' • 'porter un etemel coatUlle noir', of line 8, iai tateB Coppae' s 

'regret de porter d.u drap noir tous lea joa.rs' expressed in Promenades at 

iat'rieur. VI, aDd hi. 'aonde 't Oldf' , ot line 9 recalls the 'Boirs 

etoutfaDt.' ot Intimite. n. The parody'. final line al.o brings to mind 

that ot Pra.enacla. et iaterieur. XXXVII, on deaf .. tesl 'Je penserai souvent 

&\IX pauvre •• oa.rda-tmets'. Howver the evocatift desoription of lines 3-4, 

.. re tbe wai. ter pre .... his head against the daIlp window pane and watches 

the mOJlotOllou. raia OII.tsiu, otters a Jlo.talgic ad distant echo of Baudelaire. 

In his Spleen poeII ('QaaDd le oiel baa et laurd'), falling rain in the 

city 'iatte le. b&rre&1llt d' .. vute pri.on'. Other details from the poem 

al.o aTOid direct ~ ot a particular Ooppee work yet Devertheless 

accarat.17 iaitat. the .t7l. aDd techni~. ot this poet. The aentimental 

o_trut bet.en tbe ,etablis ... nt riche et faMu' and the 'gar9on 

d8ja neu' and tbi choice ot adjective. u iJl 'huaide bitlUle' and 'eternel 

oo.t ... 'are .ilDitiO&Dt. The bizarre r~ bet.en 'air' and 'bitter' in 

line. 1 &I1d 2 cOllld also have occurred ia Coppe.'. poetry u coa.ld the 

ra,t~c aDd .. morab17 balaaced cODSiructioJl of line 6. 'Toujours crier, 

tCMjoa.r. courir, juai •• 'u .. oir'. 

In it. draviBg OD the tbe .. ot ~mpr1sonaent, Nouveau's 'Gar)on de cafe' 

also eoameet. with a turtber aall group ot Coppe.que dizains interesting 

... Deh tor tbe light the7 ahed on their indi vichaal authors' 11 ves and 

per.cmal.itie. as tor the revelations the7 ofter concerning these authors' 

attituu. tovarda Coppee iJl hi. eit7 ver ... Thes. particular dizains 

reftal aDd C~Jlt OJl, in IiDa de Villard's word. '1' horreur qu' a 
, 34 

l' employe tat t .on obet de bureau'. In so doing they plumb an experience 

u tUlil1ar to tbs parodi.ta, de.pite their bohemian pretentions, as to 

3~OU"aR! 0.0., p.787. 

34rn VIII, Di.x&t1l8 "alt.te., p.12. 
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Cop~e hi.self; the deadly routine of Parisian office life. liina de 

Villard's ode to & 'petit •• ploye de la post. restante' (Dixains realistes 

XXIII) relies on this th •• and i. &lao in the .tyl. of other parodies 

ricl1oa.liDg by eugpratiClll Coppie's u& of in.ipificant city inhabitants 

i.Jl hi. poetJ'7. Lik. Coppe. '. '.pioi.r' Billa' a ' •• ploy.' ia 'Petit', yet 

M i. alao 'ob.car' ADd. 'tri.t.'. Lik. Coppe. Ma .. lf who in Inti.it.8 X 

ia .... of the 'nftllra qui n'OI1t paa T07&P' .iDa'. hero 'ne voyage pas' 

&lid. '.'.at pas aue' (line 8). '!'he ft'r7 t.d.iOllane.s of hia occu.pa.tion is 

aocvat.17 OGllftJed. i.Jl liMa 2-5 ot this poe. de.or! bing the character' 8 

rel.1lotaat arriwJ. at wrk ad. cl1-.l oOllt.platiOl1 of the day ahead of 

hilll 

Il n_t t&ri. 1 .a 'bee_; .OD allve •• t tree-lente; 

il .'_.i.d. NII1'ro" or aon t_teui.l .n auir, 

oar il aait q1l'. olient il l.i fauva Mrrir 

le. lettre., lea jOU"DaX & tia'bre co lori ate , 

.t .... 1 •• aaDdat.r ••••• O.t ha..e ob.car •• t triste. 35 

llu.rioe Hollinat ad. Peal Y.rlaiM '. oGlltrilnltiOllB to this same parodic 

.otif iBTolw u PJ'GIlOIID084 a .. nse of huaCMr as Bina cle Villard's,however 

tU7 an arpab17 0.17 Coppe.cpl. ill r~ BIId. in ftIU.& per.onal allusions 

to tbe latter poet. 'l'beir lift17 _tatl ..... rather draa from the 

per.aaal expert_ •• ot Bollillat aDd. Yerl&iM the ... lft •• In XLIII of 

tbe Dle1,. rieliate.,for uaapl.,lIIAIrioe Rolliaat oonj1lrea .p a huaorous 

piot.N ot & olADuatiDa ottioe _oItillC-.... iol1 illterrapt.d 'by the 

1Jlopperi_ arriwJ. ot tile oAet cit 'bare!!. 'l'hoa.p pos.ibly alluding to 

C.wH'. ,...iOl1 tor oip.rett •• , tAi. poe. 110 dou.'bt alao 'YOi08s the 

frtlatratiClllB ot ..... ratiOBB ot Pari.iAD otfi08 workers to whoa a 

.. 08s8&17 a...roe ot reluatiol1 ... ..i .... 

Det .... cia taaer _ 'bare_I - 1Iai., .. 'lapori.r -

J '_tr' 0Il'YN 1& t.llltre, .t j. ferM la porl •• 

3 •• ' &BB1IN que t01lt en bi_ uregi.tre; 

et, Bar IlOIl t_tntl wrt .. 01011.. j .... , Y&Utre, 

pcN1" .... la riM d' or .. boat .. ftrs .. po .. , 

je tue lente.nt, 1& paupiire ai-cloaer -

-.t. "IOi1& qa. 1. chet, morable boa.rreau; 

_.pi t ... Nft _ ent!'Ult au bureau, 

.t 00 ... Ie ~n Il'a pm .. cri.r. 'Gare,t 
je • rOti. Ie. d.oiet. pou cacher .on cigars. 36 

35DixaiDB reAli.te., ,.21. 
36Dixaina rlali.te., p.41. 
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The poet fully exploits the elastioity of his verae to convey in the 

staccato phrases of liDeB 1-2 the brisk preparation of the office and in 

the floviDg rhytlua and .oporific 'YOcabulary (, vautre', 'Be poae' 

'l .. t..nt') ot line. +-6 the .. ployee'a total ab.orption in his secret 

actiTity. 'ftae barbe .. co_nt of line 5 howver aDd the appropriation of 

the 'pre.' aDd. 'oipre.' r~ tro. PrOMDade. et at'rieura XXVII 

'briZlg •• baok to Cop,ee aDd hi. ofta UDlilt.l;y choice of rbping worda 

lIhioh OIl oerlaiB ooouiGD. le ... the Mue of hi. verae in rather un­

upeotecl tirectiollll. 31 A. direot ri;yliriic oritici811 .iailar to Rollinat' s 

(thi. tiM ot CoppH' •• M of the eli_ill fol'll and the lUlifol'lli ty of rhythm 

ott .. -.rltiDg hi. ten-lin. poeaa), OCcurll in VerlaiM's 1814 paro~, 'Pour 

cu.z.r t.a ellllUi. 0 t_,. qui nCN. "-..te", vri tten dIlring hiB detention 

in priMa. B.re Verlau.. olaiall he will 'aervir &U% .... t.11l'B un plat de 

... f~OIl' o •• i.tiDg of 'aote. 'bieD 'ple.' in 'diuin8 chute./Comme 

1.. r"u'lfIIAJ% d.'1Ul .... _oi.acm'. In 'Imcliguon. 1 •• ni8aeaux', 

al.. a priaoD 'Coppae', be refer. apin to the 'oent vers que aCaDde un 

rq'thM eqailitiri_t'. 38 

VerlaiM'. eliMin, 'Le ....... chef eat a'bHnt da 'bare ... ' alao employs 

t_ ta- .t ofti. lit. aDd. all.ct. .......... ly to Coppee' a ftrM notably 

f=='p'''. et tat'nev. II where the poet enjoy. a leisurely flinerie 

ill the ... li_ after a cIa;y'. e.prisollMnt in the tiDi.tire de 1& Guerra 

... re be _racl. Verla:lDa'. p&ro~ accel.rate. the action of Coppae' s 

origiuJ. poeIl b;y .'YOking an .. plo1M' 8 hurri.d e.oape to a ocmvenient 

oat' ill the abMDoe of hi. II1lperior, for a 8Ul'1"eptitiou. II&zyran and 

a tlialt thr_,. the aorniZlg paperl 

I.e .oa.a-ohet eri ab_nt clu bureau J j'.n proti te 

Pnr aller ... oat' 1. pl.8 proche au. plus vi t •• 

J';y 'boi. a petit. OOll.p., .n clipotant de. yeux, 
lJD _sagr_ awe deux doigh de oo8D&C vieux 

Ptai. je 11. - .t quel .... a cell exoe. resiate -

I.e JCNJ"l1&l u. Debat., .taDt or1eaDiat •• 

37...,1 •• aN '~ri'rique' aDd 'rhetorique' of Proaenade8 et interieur. 

IX, 'ritre.' uut "oail1 •• d'huitft.' of IV aDd ' •• piegle' and 'pains 

de .. igl.' ot IIIIII. 

3By.rl&1De. o.e. po6tiga •• , p.298. 
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Quand j' ai lu mon journal et bu. mon mazagran 

Je rentre a pas de loup au bureaus mon tyran 

I" • .t p&8 11, par bonheur, SUlB quoi mon algarade 

.'nt ftl. 1 •• brocard.B cia plll. d. 'UD ouaracle I 39 

00,,..'. relaud enjo1MDt, CODWyeel iD Pr_D&d.e •• 10 int'rieurs II by 

TOO&'bal&r:y aoh .. 'loi.ir', ·l.Dt.-nt' ael 'j. _ elil .... ', is replaced 

in tu opeDiDg liM. ot 10 .. V.rlai.De poea 'bJ a .oeDe of frenzied activity 

.apbaai .. 4 by the treqaeu ... ot plGBi ft. ucl repetition. After line 6 

howwr, tbe tNDtio paoe .lon .. the poet'. guilty t.n.icm,no doubt 

... in.d. 'Y tbe '_ux 40igh de oopao riea:', turDa to re.ttu.lness. 

I.wrtbel ••• ,V.r~ i • .till ol.arly pl~ with the comio possibilities 

ot 10M tieill t01"ll" 10_ int.rD&l .choe. of 'lu' ad. 'bu.', 'brocards' 

ad. '~.' and. ',.. .. lOll,' .... 'D' •• t paa la' re..,.al. 

TIll t1Jl&l aa4 Dowl _"Niniag otCop"'" ohoice and treatment of 

lI.1IaMl _ltj.ot. in Ai. h ......... • 10 ill1oeri.v. oocur. iD Riabaud' s 'Le 

klai' .. in ... ot 10 .. lHza1D. realin •• compo .. d. by hie minor con­

teaporari... VlIere Inw&1l., Oro. ad. V.rlaiM had e~rat.d the 

~toa.", •• or Doldlit, ot Cop,..·. Pari.ian Oharaot.r. or ridiculed 

'by lm-.r Ul4 ob.oem. 10" 10.... latt.r poe.. caricature Ooppee by taking 

iJlepi-.t. or DOIl-haaaD abject. which &1"e treat.d. as it they _re intelligent 

lIeiDp 'b7 t.. pe..red.in.. !be re&dar i. 1oba. urpd to t .. l iDoongruou.s 

appathy tor tu.. llaarioe RolliDat, tor .xupl., i. ao..,.' to tears at 

the .ipt ot a bl1Jl4 _'. 40. rather thu at it. h1uIa1l .... t.r in Dixains 

"aliri •• VI.40 AqIa.t. cia O_till. in XXII ot the AM ooll.ction 

wa. IJrioal nw a _rae ch.atmat tree. 41 PiDally in a oOllple of Ilore 

extra. aa,l.. llavioe Roll1Jlat iDqllire. DorialAically in the final 

liM ot a tiMi,. 'glu, .. d._o .... h, petit. poil ... frire?',42 while 

.ADtoiM Oro., ill Ai. 101l1''ll awar •• wrlani •• loyalty to hi. 'cher baro_tre' .43 

iia'baud.·. • I.e Balai' i. on tbe whole IIOre .. btle in it. approach than 

the .. toar .xaapl •• aat, parodic intent aside, ie a potentially excellent 

poea. 

39y• r1• , !'. 9.0. poi101!!!., p.166. 

40s.. !tVia, Pal1n •• , p.lO. 
41 See !1x&tM rHlln •• , p.26. 

42SU DIIV, P'D1,. r!al1at •• , p.38. 
43s.. XLII, D:ixaiD. Nali.-t •• , p.46. 
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C'eat un humble ba1ai de chiendent, trop dar 

Pour une chaabre ou pour 1a peinture d' un mur. 

L'uaaga en e.t na'Vrant et De vaut paa qu' on rie. 

RaciDe pri .... quelqa. _oi __ prairie 

SoD oriD i_ria sich., .t BOD UDobe a blanohi. .. .. 
'l'el un 'bois d.'il. a la omioul. rou.g.l. 

La oordal.tt. ..abl. lIM tre... gel •• 

J'a~ da cet objet la aavear ".ol'e 

M j'en veudrai. laftr te. laraea borda da l&1t, 
, ~ 44 o 111M ou l' e.prit • DO. Soe1lH aori.. Be plait. 

ID .. opening liM 1Ih.ioh echoe. the ti tl. of Lea IAulble. and imitates 

t_ begtaning of 'Le Petit Bpioier' froa that call.ction ('C'etait un 

tClat petit 'pioier .. Jlcmtrw.p'), RialNmd. eatabliahe. the 'banal id.enti ty 

of hi. ,..tio .aDject. Like COPp8e'. ficare. ~ are .taple workmen or 

worker'l wi.,.I, Ria'ba1ld.'. Drooa i. a prouJ.o kito" 1DItruaent, 'trop 

ar/Pour 11M ob.aabre oa. poar la peiDt1U'e d'. 1IIUr'. Alao like Coppee's 

.taple ..... fisars for whoa the .. thor aatioipate. ridicale and protecta 

apiDn it D7 aateV p1arue. poh u 'V01l8 ell rires/ JIai.', Rimbaud in 

hi. peea ...... t .. reu.r'. re.pect for hi. hui ... te object' 'ne 

ftat ,... qu'. riel (liM 3). Sa.b .. qa.ntl,- iD u atteapt to heighten his 

poea aDd. iDftlt it. nbjeot with aD ino011grw. ••• pin tual diaension as 

CoppH dDe. iJl 't. Chien perdll.' and. ill 'Le Vieuz: Sollli.r'~'Riabaud has 

reonr .. to i_PJ7 after li_ 4 of the paroq. In this .ection, deapi te 

ftIM allusion. to Coppe.'. poet17 (u in liM 6),46 
ODe .. DIMS that 

B1abaad.'. ow i •• ginatift tal.t i. uiu:U.ag the poe •• In an i"88 

remni.cent of 'Le. u.i.' (nmA I"'r) where Ria1MR1l recalla the 'soleila 

rif.' which ripeMd. the ftU nrfaoe of tbe librarianc' Hat. ami draws 

tbea into a nahral fNMwork reaowll frca the provincial lIOrld of 

OMrle"ri.lle, t_ poet place. hi. 'baable balai' iD it. e'YOlutionary Betting 

44Ri.11baU.. O.C., pp.ll6-1. 

45AlthORcb 'La Vieax Soalier' ... not published until the 1814 collection 

La CMier 1'!!&!,'" Cop," adait. in the Awrii."MIlt to thia volume, 

.o.t of it. ooat.t. Gall be coapared to 'de. fleura .~chea' written many 

Jeara preT101l8l,- aDd oQll88necl o&retull;y b;y the poet. 

46P:rC1'Mp .... et iBtFieurl XVII iDolu.. .ix line. 'beginning with the words 

''lel a'. 
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(line 4) by investing itB whitened handle with exotic significance I 'Tel 

un boia d' 1le a la caniaule rougi'. In a similarly subverai ve manner the 

details of the broom' a 'crin inerte s&che' and it B 'tre sse ge lee' , 

attribute to it aui.l and. hwIaD oharacteristic. at variance with its 

inMi.te nature. At line 8, Himbaud hill_lf intervene. in a very different 

JlMD8r fra. the directive authorial interventiona of Coppee, and gives 

tlw poell Doh aore perscmal a tlU"l'l. The '1' aound-patteJ'Jling of the.e final 

li.. ('layer', 'large.', 'laU' and 'lAme'), the use of the wistful 

ooDditiaaal tense aDd the tiDal apoatropbe, augge.t a longing for a 

fllture era which rai ... the dizain abow U. banal point de apart in 

thl real vorld. Thi. forward-looking movement parallela rather Verlaine's 

u ... f tbe ta.ture teDH ill 'Kaleidosoope' rather thaD Copp8e'a early city 

piece. which tend to rell&in aDChored in thl substantial world or even 

linked. noatalgioally with the paat era of the poet's childhood. 

In addition to the religiOUS the. md to Coppee'. reliance on lower-

01 .... figures which reoeiwd parodio attention from hiB oontemporary 

poet a , is his otten owrlapping " .. of 01 ty setting and acor which in 

it. tlU"ll drew fire tro. thea. In Proae:n&d8a et int_rieura and Lea Humbles 

for ezaaple, Cop,.e relies on the u .. ot real locationa in Pari. to 

oreate an authentio atmosphere for his poella. In a oomparable JRBmler, 

ewn as early as X. Beligu.1re aDd IDtiait'a he had. e.ployed the banlieue 

&8 a faY01lNd peraaaal .. tting oon_oive to the workings of hia imagination. 

The paroc1iats iIlitated both Coppae's emollult for actual location. in the 

oiV &D4 his attraction to the baalieu in their dizaiDB. Jiore ovar , they 

als. at. gNat pl~ of aore ai.nor detaila ot the city aeene, some of 

which (like _light and the railway) teature in Coppee' a poetry, others 

of 1Ih1ch, like the ue of aclwrtisiug in the city, rather reveal the 

parodist'a OMD .uaoeptibility to the poetic po •• ibilitiea of the more 

1Ill1l_al ... pecta ot arban cl800r and their Hsire to expres. them in a 

aeai-Hriou poetic fOrll. 

Charles Cros' 'fORte la .. Mine' (Dixain. realiste. XXIX) offers a 

tirect paroq ot Coppie'a dizain 'DaDa la rae le .oir' of Le Callier rouge. 

It .. lecta for iai tation Coppie's n.gge.ti va evocation of evening crowd. 

alling in the 01 t,.. 47 Thoa.p temporal notationa .et the acene in both 

poe_, Cros replaoe. Copple'a 'neuf heure.', (the time when thelgrisettes 

47 See Croa, O.C., p.149. 
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• 'en TaDt du. oate des f'aubourga/Ap~s avoir 1'ini la tich. joumaliere') 'b7 
'ODM heures', 'la f'iJl de la delli-joa.rn.ee' &8 'on eW.eri. 1 'atelier'. 

Contradioting Coppae'. observation of Paris' feaale inhabitants e.oaping 

tovarcla tbeir ' .. ours cla_.tiMs' t Cros foou.... in hi. turn on the city'. 

ul. workers f'or whoa he onl;y predicts a vague emotional involvement. They 

will 'peut-ltre lier/CormaisUlloe a ... c oette enfant, f'1'8le ouvri«lre,/Chez 

1. trat t.1I1' toea cia l' cn .. rt l' ordiD&ire', (lines 4-6). The poet'. real 

appatq is re .. ned. for the young apprentice howver who, lilee Bounau' 8 

'lUDoeuYrier', is deDied. .... n the sillplest plea8U1"8s of' his locial superiors. 

The oa.Yrier' ... ecV cafe Mal and. hi. 'ordinaire', ironically desoribed 

b;y Cro. &8 'oes lue.' (line 1) are replaceel in the lif'e of the 'apprenti' 

bJ a -&8" picmic of 'lI&1Ioi ... plate', 'pain HO' anel .ter from Paria' 

'tontaiDea Vallace,.48 The poea'. parodio .tteot thul relie. on & teohniqu. 

ot anticliax, Cro.' aubject il not .... n an 'ou.'Y1'ier' but &11 'apprenti' for 

.Daple. It &lao upenu on deliberate contradictionl of a .peoific Coppa. 

ten. Cro. replace. COPPae' s f'ell&1e oh&r&Cters with -.1e ones, be replaces 

the tOl"Mr poet'. Dipt HttiD« with aD earl;y aorDiDg .oene in hi. 01111 

poea ael .0 on. IBtereatiDgl.;y' eDcuP this choioe of a aorning oity 

.. ttinC iJl tbe paroq &1so contracliots Cros' own personal preference for 

nipt poet17 ob_ned. in bi ... riou. VDaD ooapo.Uiona. 

A _cond. Cro. paroq .ere tbe tbe. of' urbul Moor is signif'iC8llt 

oonnrHl;y displaya hi. ch&r&cteri.tio ancl s.riOll. oUy the •• The poe. i. 

'Fiat Ma', &Ild. it U .how aftinitie. with Coppae in Us pretentious 

'Yot in t U 1., the u.e ot tbe adjeoti ve 'hullble 'and tbe borrowing of the 

'reverWre.' rh7M tro. IDtiait'. U, like Riabauel'.'Le !alai', it alao 

reveal. it •• thor'. 0_ oreative per.onalUy u wll a. hi. talent for 

laUatiODI 

11 -.rob.e .. l' he1U'e yape oU le jwr toabe. 11 aarohe, 

Porlant .e. baut. bAton •• fi, d.ORbl. ogive, 1 'arch. 

DR pont .noa4re 1'e., couleur pl_ de coq. 

I1 a ohaud. .t Il'a pas 1. eou pour prell4re UD bock • 

... i. pariOllt aU .. s pas resoDDent, la lUlliere 

BrUle. C' e.t l' alluaeur hubl. de rever~re 

48 
The .. wre actual eelltloe. proridad. ill the early 1810. by an English 

philuthropi.t tor the 'baDen t ot tbe Pari.ian poor. The U •• ot tbe 

proper __ ill the lui line ot Cro.' parody ialtat •• tbe reter.nce to 

the actual areu u KOIltpamuH and "llilaontaDt in the origiD&l 
Coppte 41saill. 
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Qui, rent rant , pour la BOUpe, avec aa femme aasia, 

L'e.braaae, eclaire par la chandelle des six, 

Sans ae douter - aucune i8l10rance n' eat vile 

Qu'il a diaaante, .i.ple, la grande ville.49 

The poe. centre. on the nineteenth-century puno_non of gaalighting which 

feature. repeatedly in Inti.i te. U1d Proaenade. et interieur. and evokes 

the .hado.., outline. ot a real oity illuminated b,y its .yaterioua glow. 

The poe. alao dra .. on Coppae'. uae of Pari.ian people in poetry but not 

in a ridtoulOtl. or co.ic aazmer tor Croa' .elf-eftacing laaplighter presents 

a IMW and .1IIpatbetic figure appreciable in hi. Olin right. 'Fiat lax' 

begina with an _identified aolitary fi8'1re walking in the night city. 

'!'he 'heure vape' ot line 1 eoboe. both Cros' 'L'Beure verte' and his 'L'Heure 

troide' of 18 Coffret de antal &8 _11 &8 Coppae' a u.e of the cHP!18cule 

.otit in hia "r... Gradually the .cene open. out revealing the surrounding 

urban ennronMnt of arched bridge. over the IHen-blaclc water of the river, 

and un.·aking the identity of the lone prot&&onist carrying the 'hauts 

bitona' of his profeasionl 'Cleat l'alluaellr hwable des reverbires'. Aa the 

rh1tbaio .teps of the luplipter (, Il earche ~ •• J Il marche') marks hi s 

procre.sion tbroup the silent City, ao his echoing footfall signals the 

approach of nipt aDd. the arrival of artificial lighting to replace the 

day-t1ae BUDI 'partout aU aes pas reaoDDent la lupi~re/Brille'. Briefly 

concentrating on _ intia&te interior viaion of the lamplighter's evening 

reunion with his vife (li.s 7-8) the final liDe. of Cro.' poe. expand 

to e.brace the coaio the .. in a naive yet .ourn iuge reminiacent of 

the conolu.ion ot Intt.it'. X ¥bere .tara aDd Pariaian .treet lamp. 

1l1uillate staltueOl1.ly. Bere, tbe poet's lyrical "urn ot phrase shows 

the .ouat huaaD laaplighter re.ponsible for the alJaoat _gieal tranafo~tion 

of the oi tY palipta which nov appear .et like diuonds on a baclcgrOWld 

tormed by the nocturnal .. tropoli •• 

S-. H ciouter - auoane i8DOruC8 n'e.t vile 

Qu'il a diaaante, .i.ple, la grande ville. 50 

49Croa• O.C., p.149. Thi. poe. featured u XXX of the »1%&ins realiate •• 

50• ina de Villard's poe. VII fro. the »ixaina ~ali.tes exploits a similar 

ieap in a _ob .ore aun4aDe fuhion. Her poe. 'begins with the vords 

'Oa alluae le. bee. de gas; daDa la mrlt bleue/les .toilea auaai a' 

entl __ nt; ,. Suoh Ul overlap bet.en the.e parodies could indicate joint 

co.po.ition bet.en Cros and his .i.tres. in the l870s. 
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Dong the remaining the.s related to city decor and environment. 

genuinely favoa.red by Coppee and featured. in the parodies of his con­

temporaries are those of the fairground (oocurring in XXXVIII of Promenades 

et intarieurs and in ']fo08s et fest ins ' of I.e Cahier rouge), the banlieue 

md the railway. Once more the disains of Charles Cros are tho.e whioh 

seek aost cletel"llinedly to establish parall.ls with Coppae's poe •• or are 

tho.e in whioh a certain standard ot nOD-iconoclastic poetic achievement 

i. reached. '!'he opening Une of 'Korale' for exaaple, 'Sur des chevaux de 

bois eDf'il.r des &11118&11%,;>1 contains 4 scarcely veiled reference to Coppae's 

'Bo08. et feriills' where a wedding party spin. on a carou.el 'en enfilant 

dea 'M.pe.'. Siailarly, the .id.esho1f8 and bizarre aotivi ties Cros suggests 

in line. 2-3 of hi. poe •• 'Regarder un caniche expert aux dominos/Essa.yer 

de pper 1:ID8 oie avec de. boa.le.' are Mrely exaggerations of details in 

the Coppie poea where '1. beau-pere' and 'lea gens IlUrs r ... ] /Vont jouer 

aux bouohona, et _ttent habit baa'. 

Oddly enough for a major the .. in Ooppa.'s city verse the banlieue receives 

o~nt in only one of the parodies, that is Oharles Oros' 'Songe d'ete' 

fro. the Dixaina reali.te •• 52 Perhaps this i. an indication that this 

particular the .. , which occur. in the aore evocative and. BUccessful of 

Coppie'a early ver .. , fOlUld tavoa.r with the parodi.t •• It may also point 

to a .iailarity between Coppie'. concept of & fasoinating half-world 

po ..... ing attribute. of both oity md oountry and the parodists' own 

intere.t in the enipatio relationBhip bet.en city and oountry displayed 

In noh poe.. u ]fORveau'. 'Retour' and Hiabaud'. '_tropoU tain'. If 

noh i. the can it _oa.ld have been unlikely for them to have wished to 

illtertere with the buUeue the .. ill a coalc fuhion. Charles Cro.' 'Songe 

d'.te' 1. however a direct paro~ both in .tyle and content of a specific 

Copp6e dizaill, naMly III of hi. PrOMnad.e •• t intfrieurs. Both poems are 

baaed on a serie. of contrast. between aspect. of the natural world 

attraotive to the loft,. senti_nts of .000e poets, yet incompatible with the 

.iaple sights and pleasures of Parisian au.burbia. In the Promenades et 

illterieurs poem '1a vaste _r' and 'Ie. pics neigeux' are set against a 

'faubourg plein d'enfants', 'un coteau tcut pele' or 'un bout de Bievn' 

whioh Coppae finds attractive. In that of Cros, 'les oie1s b1eus' or 

5l
Cro.! O.C., p. 50. This poes featured as XVI of the Dixains realist.s. 

52s.e Oro.! 0.0., p.145. This poea featured as XIII of the Dixains realistes. 
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'tOUl'lllent8s', 'la neige des hivers', 'Ie parfum de. 'tea' and 'l.s monts' 

contrast satirically with the 'olairiirea/OU la oharouterie a laiss8 ses 

papiers', the 'sentiers ou I' on sent enoore l' odeur des pieds/Des soldats 

avec leurs payses' and the 'presqu'tle/ne Gennevi11iers, aU. croit l'asperge 

tranquille', (lines 4-8).53 Croll technique, as observed elsewhere in the 

parodies, is one of imitation and demolition whereby he takes typically 

CoppasqQe details like the soldier and hi. girlfriend or the idiosyncratic 

'aspers- tranquille' and explodes the. by strategically placed distasteful 

or inooapatible phra .. s; in the first oase by the 'odeur des pieds', in 

the second by the 'irrigation P'lante des 'gouts'. 

A. coaparable .thod. is employed in 'Tableau', a parodic dizain by 

Cros whioh bears an uncazmy reeemblance to XXXV of Promenades et interieurs, 

and which show Cros' reaction to the railway theme as exploited by Coppee 

in this latter collection as _11 &8 in poem. noh as 'Emigrants' from 

lAts lhuables. In IIOdel and parody the poet. focus on the family of a points' 

operator whose huable dwelling is necessarily situated in olose proximity 

to the r&il~ traok. Cowee DAturally seeks to idealise his subjeots 

by establishing first a disparity between the powerful and deatening 

'convoi turieu:x', 'cheval de fer', 'siffle.nt atroee' and 'fracas' of 

the railway md the call1D8sS of the 'hoDnete int'rieur' of the worker's 

diaiDUtive 'aaisODette' which he baa cbserved. enviously from a paSSing 

train. His picture is one of ocllfortiDg, IlUtual _ll-being and peace 

despite alien surroundings and. the intrusive effects of modern life. 

The aupreaacy of fuily life aDd simple hurI&n values i. conveyed in the 

ooncluding iMgB of the e.bracing IIcther and. child UDJIloved by the rooking 

of the 'hwlble logis' around the. &8 a train paBaes • Charles Croa not 

only captures and overstates ele.nta of the Coppae poem in his own 

paro~, however, but actively refute s others a 

53Cros' 'presqQ,11./De Genn.villiers' provides a satirical parallel for 

Coppci. '. 'lle de Grenell.' in hi. poem. 
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Enclave dans les rails, engrai8sa' de scories, 
1'.. ... Leur petit potagar plait & _s reveriea. 

Le pere eat aipilleur " la gara de !.Gron. 

11 fait honneteaant et sana rebellion 

Son d.ur _tier. Sa fe_, _las I qui .. rait blonde, 

SaD. le .000bra glacis du charbon, le _conde. 

Laur enfant, anp ro.e 8cloa dana cet enter 

Fait de. petitB oh1teaux avec d.u .&chefer. 

J. quin .. ana il vendra des joa.rnaux, des Oiga.reBI 

~ut-etra le bonheur n' •• t-il que dana leB gareal 54 

'l'houp. Cro. u •• the exact charaotera of the original in the 'aiguilleur' 

uul his wife and ohild and he borron words md phrase. such as 'honnetement' 

aDel 'bi61u' whioh Neall Coppee, the enviously i~llic famUy Boene 

dill&ppeara in hi. disain. Coppee'. 'hwIble logis' and 'int'rieur honnete' 

are recbleeel by the .. cOl1d. poet to a slag-oovereel 'petit pot agar ' and 

to 'oat enter'. Tbe character. are .iailarl;y trmtaformed from one poem 

to to. other. The father, tor ex.apl., 0Dl;y -.ntioned inoidentally in 

the Coppee tert, i. pinpointed aore exactl;y b;y Cro. as working at the real 

location of the Clare de l(ron. He di.charpa his taak honestly yet sub-

1I1 •• ivel;y ('uIla rebellion') as if wighed down by the rou.tine and 

re.ponaibilit;y of hi. 'cblr _tier'. Cro.' aisaa1aan'. wite, &8 oppo.ed to 

Cop~e'. who oheerfull;y ... ain. bar hu.abaDd with hi. 'job, i8 al.o portrayed 

as a 'riot1. of her wretched oiroua.taDee •• Thi. i. revealed in the comic 

detail of line. 5-6 whioh eYOke. the inevi table veneer of ooal dUBt 

ooouia.d b;y her dail;y ooou.~t1ona Dear the railW&11 'Sa felllle, hcHaal 

qai .rai t blOl1M, Is... 1. .000bra glacis du oharbon'. 55 Conversely, where 

54Cro •• O.C., p.148. rus poe. feaillred. as XXVII of the »ixaina realistes. 

55Th1• particular phrue point. to Coppe'e'. daring atte.pt at .ynaesthesia 

in the fiDal line of Intillit •• VII, 'Qp.elquechoae COlllU une odeur 

qui .. rait blonde'. Like 'Je n'at pall trouw eela s1 ridioule' of 

'La Baao' this phrase .. und by aore than one pa.rodi.t in oomic 

illitat101lB of Cop~e. La laDe roll ... of 11 .ove.bar 1818 for eX8llple 

teat1l1"8. a 'Viewt Coppee' by JndrfI Gill entitled 'laprea8ionisme'. 

'!'hi. diMin eJld8 With the line 'Une eapace de point d'orgue, qui .erait 

rOdX'. Se. Appendix II. 
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the ohildren of the two poeu are concerned, certain similari ties oan be 

tound in their evocations. Both are children of the industrial, urban 

&&e and, having kDom no other existence, .. em quite at home in it. The 

ohild. in PrOll8D&Cle. et int'rieurs XXXV i. oblivious to the deafening 

noi .. ot a pa.aing1raiD while hi. fellow in 'Tableau' (incongruously 

de.oribed ... 811 '8I1se ro .. ,), play. happily &!IODgst the shale at the 

.iu ot the rail.., track u.i.Dg it &8 a aub.ti tute for the sand of the 

beach he i. Dever likely to .. e. In the oaae of the Coppae poem we 

haw the aprea.ion that this iqll of do_atic bli •• will last for ever 

apinat all oclda whil.t in the Cro. poem, the te.poral notation in the 

last but ODe liM,' A quiD .. 8I1S il vendra des jOUl"D&UJt, des cigares', 

place. in.i.tence OIl the depre •• ing tutve ahead. of the child, surely a 

aore rulistio vie. ot e'9'8nt •• 56 

A .. eed paro~ with releYUlce tor the railway the .. yet whose allusions 

are _oh aON restricted. tbaD tho .. of Cro.' 'Tableau', is Rimbaud's 

piece troa the Albaa mtiCl!l! beginning 'J'oocupais un wagon'. Though 

.. t in a third-ol .... railway carri .... this paroq oould equally fit into 

the .. otion OD rel1gioa.s figure. concentrating ... it does on the character 

ot a 'riftlt prltre' encountered. by the poet on his train journey. 

J'oooa.pais un wagon de troi.ie •• \U1 Yi.eux pretre 

Sorti t \U1 br6.1e-8Ileule et ai tala fenetre, 

Vere le. 'bri .. s, .on front 'hi. calM aux poil. pal1a. 

PU. ce chr4t ien , braVUlt le. brooarcla impoli., 

5'4t8l1t t01U'D8, • tit la clell8l1d8 e-rgique 

Et triste en _. t_pa d 'UDe petite ohique 

De oaporal, - ~t .t' I' awa6nier oh.et 

D'1II1 rejeton royal OQDd...,.c dereohet -

Pour aalaxer l'emmi d.'un tunnel,80abre veine 

QIIi .'ottre 8I1X ~., p~. Soi •• ou, ville d'llen •• 57 

The poet pre .. nt. a aceM reaini.oent ot Charle. Croa' 'Benediction' with 

a aaiDt17 olerio .. t &l&in8t vorlclly oharacter. and their 'brocards impolis'. 

56The r~ 'pre.' uul 'oipre.' is dra1m trom Cop~e' a Promenades et 

iDt'riey. IlVII. It i. &lao u .. d by llaurice Rollinat in linea 9-10 

ot Dixain. realiste. XLIII. 

57Riaa-ud., O.C., pp.112-3. 
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If Cros' nervou.. priest i. intimidated and embarra.sed by the blasphemous 

mockery of the 'trois d8bauch's' Rimbaud'. subject .eems to be made of 

stemer stuff &8 'bravant Ie. broca.rda impolis' he asks his fellow-

pu .. n~r for a mode.t refill for hi. pipe. While the 'triste' and 'petite' 

of line 6 recall Copple; the 'energique', , chique' rhyme and the 'chique / 

De caporal' it .. lf (of line. 6-7)are clearly tongue-in-oheek allusiona by 

Ri.baud to hi. own poem 'La Coeur vole' written probably in early 1871. 

'l'bere in stanza I the poet's heart i. 'coavert de caporal' while in stanza m 
the rh1M. 'chiqtles', 'bachique.' and 'stoll&Chiques' ccour. Other clear 

parallel. with Coppee' ... rae are equally brief. They include the 'chef' 

aDd 'derechef' r~ of lines 1 and 8 for eDilple (which imitates the 

latter poet'. frequent use ot so_thing that rese.bles a rillle agui vogue) ,58 
the .lodruatio de.oription ot the rail~ tunnel &8 a 'sombre veine' 59 
in line 9 aD:i the direct use of Sois.ona the birthplace of the 'peti t 

'pioier', in line 10. In Pascal Pia's cpinion, theH allusions are too 

~e for 'J'occupai. lID If&8OD' to _aaure up to the closer imitations 

cf Coppee perpetuated by VerlaiDe or Valade.60 Also, as Pia fails to 

ob .. r.e J the7 coa.ld hint at a different .000rce for tbe Hillbead poem, far 

"_ .. d trom the topio ot Copple'. oi ty ver88 aDd (like Germain Nouveau' B 

'Obem1n~ a.. aax 0Kr.') po.Bibly part of ita author's own experience. I 

WORld ngpat tbat this .000r08 i. perhaps to be foand in a brief article 

ia t_ local __ paper ~ Ccnarrier de • .Ardermea on Septellber 1871 

(ahort17 before R1abaud'. departure for Paria) ad available to the poet 

in CharleYille'. Bibliot~que Jlanioipale. '!'here, Ad. Bourre'e deacribea 

a .08_ in a railW7 oarriap Mrked.l7 flillilar tc Himbaud'. 01111 text a 

SS;:Ple. aicht inolude 'd'hiver.' and Ivers' in Pro_nadea et int'rieura I, 

'de. paa' _d 'a'eat-08 pu' ot II aD:i 'ooa.r' and 'basH-court of XXVII. 

59In llaurioe Rollinat' s 8 .. ¥bat di.tasteful paro<i1 .... ginning '0 IlUBB 

iaoorrigible' (XIXYIII froa t_ Dix&1na realist.a) .. railway tunnel alao 

pl&7. a D7 role. OIl .. train joa.mey the poet ia intrigued by a fellow 

puaen,ar repeatecll7 driDJdDB from a IlYnerioua bottl •• Seizing the 

opportunity of a tuJmel to ... ple the bottle'a oontenta, the poet is 

diaappointed. to find .rely .. ta.tele •• liquid inside. The mystery i8 

801 wd ill t_ !Ii sain. t1D&l line •• 

- Qae ba. ...... YCJa..? lui dia-je en friaant 11& lloustache. 

- Blle _ Npondi t. Je JUt bois p&8 r Je Ol'&ohe I 

6°.llbaa mti •• , p.34. 
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Hier dans un wagon de chemin de :fer de 

Saint-Gerll&in je me suis trou.~ en 

coap&8l1ie (mauvaise compagnie) de trois 

guU.ns portant un uniforme du 1ycee 

dont 11. sui vaient Ie. cours COIlllD8 enemea. 

I.e plus a,; de ce. trois petit. 

voJOUs n' avai t pas quinze ImS; 1e plus 

jlUDe en parai.aai t douze. Il e.t 

iapo.sible d'avoir una tenne plus 

oboquante. Ila par1aient haDt, criaient 

geBticulaient, ~naient sana pitie les 

AI1tre. voyageur •• Entin il. Be aant 

ai. a tuaer, crachaDt dana Ie V&8On, 
provoquant leurs voisins, et tenant des 

propos a fairs rougir un bataillon de 

zouvu. 

Judging froa Hi.baud'. o~ conte.ptuou. attitude towarda more mundane 

huuID bainp and from the mmerou. aneodotes available concerning his 0_ anti800ial behaviour in the autWlrl of 1871 the likelihood of his 

~beriDg key _tail. of this a"Uole, if he had read. it, is a strong 

~. In fact the initial Htting 'an 1f&8On de cheain de fer', the key 

oppo.i tion bet.en ~ and old 8lld the 'propos a faire rougir un 

bataliion de scuvu' are all wown into the texture of his poem. 

Ult1a&tely thea, 'J'OOcu.paiB un -.gen' reveal. aore of Rimbaud's own 

per8Oll&lity. thaD it o~nt. on Coppae. The .... oou.ld be argued for 

R1abaud.'. 'Le •• oirs d'ete' froa the. JJ.bu zutigue which,apart from the 

'~oe d.' Ibled' of line 1 whioh V&8'l8ly eoboe. the 'ancienne a:ffiche' 

of ~D&M. et intirieur. IV, is far removed :froa Coppcie' a city verse I 

Le •• oir. d,et., 8011. l'oeil ardent des devantures, 

QuaDd. la .eft treai t SOIl. Ie. grille. obscures 

Irradiant au pied de. grel •• u.rrcnniera, 

Hora de 08. grOIlpe. nOira, joyeux au caaaniera, 

9Ilonr. d.u brUle-pule 011 bai .. ura du oi gare , 

DaDa le kio.que ai-pierre .troit ou je m'egare, 

- 'l'aDdi. qu 'en baut rougeoie une annonc. d' Ibled, 

Je .~ que l'hiver figera Ie Filet, 

D'eau prepre qui bruit, apai.ant l'onda humaine, 

- fi que l'apre aquilon n'epargne &U.cun. veine. 61 

61Riabaud, O.C., p.118. 



- 331 -

The poe. in fact involves an intriguing ainure of imagery drawn from 

the natural and urban worlds indicative of the influence of these two 

oontrasting ai1ieux at a period of tranaition in Himbaud's life. It 

i. al.o prophetio ot the future linking of the two the.a in the oity 

Illua1Dation.. The poe. opens in an appropriate oombination of the two 

aotit. with a sunaet .cene in a oity park. The natural order is 

repre .. nted by tha 4ing ray. of the sun blazing on the glaBs shop­

tront. and by tha ri.ing sap of tha tree. hemmed in by the lI&I1-macie 

park railinp. irban detail. of 'devanture.' and 'grilles obscures' 

a.i .. , tae .eene priaarily recalla Hiabaucfsearly Charleville poems suoh 

aa 'ROIIUl' where 'un beau .oir, foin de. book. et de la limonade/Des 

cat4. tapageur. aux lu.tre. eolatant.r/- On va aous les tilleulB 

ftri ... la proaeD&U'. n is also reainiscent (as Antoine Adam suggests) 
62 ot 'A la .sique' whioh .. al.o oonstruoted around a park Beene. In 

this latter poea the bourpois who '8&YO\lJ'e .on onnaing d' oU Ie tabac 

par brinajDebord.e' or the aoldiera gliapaed. 'twlant des roses', 

reappear aa tbe 'lAloeura d.u brUle-ga.eule a. baiaeura du oigare' of 

tha ~. The '-.rroDDiera verts' of the firat poea also recur in 

tha 'griles marroDDier.' of 'I.s soira d' eta'. As lines 1-5 of the 

Riabaud poe. reveal oloaer affinities with the poet'a own early verse 

thaD with the Parisian poe .. of Cop"'e, so the oblique evocation of' 

an 'llrinoir' ('Ie kioaque d.e ai-pierre .troit ou je m'egare') and the 

poet'. philo.ophical reflectiona on the humaD condition fro. his 

ilDO"iDiou. po.i tion iuid.e this building would have also been 

aDat .... to tM eld.er poet. 

]fit diaai .... tM po •• ibility of link. with Copp8e, Rimbaud's use of 

hi. 'urinoir' aa a site for adverti .... nt.,(the 'annonce d'Ibled' refers 

to tM __ ot a ohocolate lI&IDlf'acturer) oreate. Ue. with the final 

IJ"OUp of Coppee parodie. with relevance tor the the_ of urban d8cor; 

tho .. parodie. e%ploi ting the ephaeral aapeot. of the city theme provided 

1»7 boardinp aDd shop window Kftrti.ing. The .. poem. pick up a the.e 

alllOat non-exi.tut in Coppee'. early verse and so do not offer direot 

parocl1e. of this partioalar poet. He_ver, aa Giorgio Sozzi bas argu.ed, 

they do reveal '18 potenza poetioa obe puc, aaSUll8re perfino la pubblioi t1' 

aDd. are theretore rele.,.t to a atu~ of oi t1 poetry.63 Incidental to 

62 See Riabaud, O.C., p.l!. 

63Giorpo So •• i, Oeru.in Iouwau (Urbino, Argalla, 1969), p.63. 
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their come intent, they also provide the modern reader with first hand 

information on the atreets of Paria in the late nineteenth oentury. 

Verlaine's dizain 'Bouillons-Duval' is slightly different from 

lJOU"au and Riabaud' a iapreasiomstic dizains with relevance to 

advertising whioh for the most part bring together in collage fashion, 

tho .. disparate viaual fragments offered to an urban scene by aspects 

of publioity. Verlaine's poea is baeed on a desoriptive Bcene conjured 

up by a wll-knoWD oonteaporary trada naM 'Bouillons-Duval'. This refers 

to a chain of Parisian restaurants dasigned to oater especially for the 

tut •• aDd. pocket. of Mmbera of the petite bour6!0isie and was doubtless 

faail1ar to all f1n poeta in our atu~1 

Di8D8 .t IIOdeste dana 8& cha1re d 'aoajOl1 

X. tilliu employe p&rIIi. Ie IUD fou 

Qae l'lDtrepri" doit a ce noir Bonaparte, 

'r.nd au fier p.trono_ arri vallt 1& panoarte 

Qu'un ... rftDt. va taut a 1 'baure pointer. 

ED 1. vo~t a1 p&le, o·hl qui voa.drai t douter 

Qu. o'e.t un orpbalin de 1& guerra dermare? 

Un poete, peut .... tre' A ooa.p sUr un bon frere 

Qui peine, pour a.uftr un jour d'un aort ai baa, 

Sa 8oeur, t1ll. de joie au loin, qui n'.orit p&s164 

Vi thin tbi 8 poem Verlatn. alludea to Coppae' s 'poor-but-honest' theme 

in hi. '418118' yet 'mode.te _ploye~ who lures customera into the 

re.taurant with hi. MD. He i. &8 pathetioally 'timide' and 'plle', 

&8 Ooppe. hiII .. lf in Intilli tea x and i. orphaned like 'La NOIlrrice' 

of I.. Bwlble •• .la nch he offer. &11 ironio contrast to the 'fier 

,aatrona.e' of ItDe 4. In a tongDB-iD-Che.k personal reminiscence, the 

eaploz!'a lIDhealt~ pallor, yet noble .pirit, identUftShia in Verlaine' 8 

ai_ with a fello" poet foroed into worldly .. plo~nt to the detriment 

of hi. iaagination. Hi. aaorif1cial action, on behalf of his perverted 

.iater, i .... IIllch a c~t by Verlaine on the unfortunate practioal 

MOS •• Uy of a .CMl-de.troying job, aa it ia an inoident "orthy of the 

Ooppa.que iaagination. In XXXVI from the »imina Haliates, Maurice 

BDllinat eftecU "ly tum. the tabl •• on Verla1na and on hi s philan­

thropic '.aplo~' 11110 1. protrayed "orking to change the fortunes of his 

64y.rl&iDa, O.C. PO!tiqu.~, p.167. 
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'fille de joie I sister. His 'Bouillons-Du.val' is transformed from an 

honest working place into & rendez-VOU,s point for prostitutes and their 

olients. The poet hi ... lf arrives for his _al with 'cent francs outre 

1 ' app8t it', whi le 10 he 'bcmne alerte' st&te s her personal terms &S she 

offers hi. 10m _DU.65 

The parodiea of Ge!'ll&in Iouveau, howver, offer the tru.est examples 

of pu.bli01t1 poe .. and thoup diza1ns,are clearly oast in the mould of 

Riabau.d's 10llpr poe. frca the libWI za.tigue in which the advertising 

10 __ ia dOll1nmt, 'Paris'. This work oODsiats of an amalgum of trade 

alopz1s and. proper na.s in which Parisian lUU1I1faoturers, notorious 

cri_inaJa aDd _n of lettera jostle for apace. It also adapts the 

for.al restriotions of a six-B111able S0DD8t to the diotates of its 

abjeot &8 Verlaine wu later to tran,sform the tradi tiona! sonnet in 

alexuutr1nes tor his lll"ban 'Sonnet boi teu' I 

AL. Godillot Gaabier, 

Galopeau, Wolf-Pleyal, 

- 0 Robiuetsr - )(enter, 

- 0 Christs r - I.perd.r1el 

Klink, Jacob, Bonbonnel r 
VWillot, Tropuzm, Augier r 

GU1, .. nas, Jlazm.el, 

Ou.i do GoDin r - Panier 

Des Gr&cesr 1 'Beris_ r 

Ciraa-s ODctu8ur 

Pains neWt, spiri'tue1lX! 

.1vn.,lesr - pais, qui II&1t? -

Ser8HDts de ville, lhch1ens 

eMs soi ,66 _ Soyons otuo*tiena.61 

6~xaiDs reAlistes XXIVI, p.40. 

66.1 reterence to this brand. of spa vater oocurs alao in'L'Entant qui 

~_ les Mlles' (Me Riabaud. O.C., pJ21). Line 8 of this poe. 

read.a '0 son dcax rave 0 son bel i:nghien! '. In its tons of rhetorical 

8%01 .... 1;101l tbis phr .... parallals that of lines 3-4 of 'Paris'. 

61Ri.~d. 0.0., p.21l. 
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ViBQ&lly 'Faris' is sonnet-shaped with ita qua1rains and tercets. It 

alao adherea to a regular syllabic cOWlt. However:ii;s ~e scheme 

whioh llixes 'rt. croisee' and 'rille embrassee' in the first two stanzas 

is not typical of the sonn.t form. Thia allowa Rimbaud to place aural 

eapbaaia away frOll .nd-of-li.De r~s onto diff.rent parts of the poem 

ad so to reinforce the i.preasion of turmoil central to thia work. 

Int.mal r~. occur bet_en 'onctueux', 'apiritueux' and 'vieux' in 

liM. 10-11, while .oh08a bet.en lIOrda, suoh &s 'Panier' in line 8 

aDd. 'P&in.' , line 11, are also e.ployed. Rhetorical repetition occurs 

in 11Ms 3-4 in '0 Robinetsl' and '0 Christal' aDd violent enjambement 

in 'Pani.r/Des ar&oes' link. the traditionally Beparate octave and sestet. 

Cbains of BOund e.phui .. oth.r worda such as 'Godillot, Gambier' and 

'Galopeau' in the poea'. opening lines for eDllple, ')(endis' and 'Manuel' 

in 11M 1. '!'be frequ.nt .xol .... tion. f.aturing in lines 3, 4, 5, 6, 8, 
9, 10, 11, 12 aDd 14 alao po.sibly IRlgpst the atreet cries of a 

o~roial aDd re.idential centre. Tbt sOWlds of Rimbaud' a poem thus 

.... ult us audi toril7 .. tbe bright_s. ad wealth of visual stimuli 

in the 01t7 world Ilight off.nd our visual Benaes. In that the words 

the poet •• p10ya also haw subatatial as _11 as suggesti w meaning 

(tbe7 ref.r to wll-laao. figurea or aspects of oontemporary life) 

thay al.o oonjure up & pictorial viaion composed of fragments of Parisian 

exi.tence &rl'IU1pd collage-lilt. before D. As well as a fascinating 

11t.l'&l'1 P'lzsle for the .odem reader, the poem could alao thus provide 

int.resting aoUJ'Oe _terial for the .ooial hiatoria • 

.As regard.a .. rUnio t.olmiqu., IouYeau's 'J'ai du. goUt pour 1a flme' 

(Dixejn. reali.t •• XIX) draw on tbe Riabaud poem, yet also a11udea 

bri.fly to Coppee' •• ar1y ftrae. The -poem opens with a subtle parody 

of ProMnu. •• t tnt'ri.ur. II, for exaapl., where Coppae wanders in 

tbe b&Dlieu. aDd aenae. with pleanre his own 'fa naive du f1aneur'. 

Iou"._, in his veraicm, .%pre .... 'em gailt pour la f1iDe'. From line 

two in the IOI1_au poe., hewver, the adveniaem.nt motif prevaila as 

tllB poet eYOk •• & 001our1U1 pioture of the gaudy postera decorating 

tlae wall. of the capital .. ObMrwd 'by hi. in hia day-to-day life. 

J'ai du soIit pour 1& fl., .t j'a1me, par les rues, 

l.s Nol .... deB 1IUr. fard8. de oauleura cruea, 

1& a.clinlOt. OriM, .t Konaieur Gallop&U; 

l'Hiri." qui r&7ODD. au-de •• ou. d'm chapeau; 

1& f ... aux obe"l&U% fat ta de teintea ditf'rente •• 
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Je m' amu. .. bien JRi.eux que si j' avais des rentes 

avec 1 'ho .. des cinq violons a la fOis, 

Bornibas, la Maison n'est pas au coin du Bois; 

le kiosque japon&is et la colonne-atfiche ••• 

et je ne COD2ois pas Ie d8sir d'etre riche.
68 

.icnal trade DAMB occur, such as 'Bornibus', a mustard manufacturer 

ad 'La Redingote GriM', a firm of men's outfitters. 'L'Ririsse', 

the hat aaker alluded to in 'Paris' line 9, also features as does 

'Gallopsau', a _11 mown chiropodist whose name also appears under 

a different spelling in 'Paris' line 2. 'Gallopeau' also recalls 

Uon Valade's Albwa zutigue dizain evoking a 'beau pedicure' and his 

nascent love for a female client. It thus underlines a frequent over­

lap betwen the parodies of different poets which witnesses their 

co_on SQ1roe of inspiration. COllllll8rcial slogans such as 'la Maison 

n'e.t pas au ooin du Bois' are also used. This parallels lines 13-14 

of Ri.baud's sonnet where the poet claims 'Enghlens/Chez soi!' the 

battlecry of a firm which manufacture d. therapeutic sweet B with Enghien 

water thus perm tUng ... bers of the public to have the medicinal source 

, obe z soi'. Finally Nouveau allude s to imaginat i va and bi zarre brand 

s~bol. and display: 1I0dels, such as the 'femme aux cheveux faits de 

teints diffe:rentes' and the 'hoDIIB des oinq violons a la fois'. This 

reveals both the eccentrio variety of Parisian life in the nineteenth 

century and also the poet's own powrful observation of a visual scene 

before hia. Significantly both the inspiratory value of pictorial scenes 

witnes .. d in the oi ty and the poet's dual talent as a painter and a 

writer lIhioh allowed him to transform visual miniatures into memorable 

ftrbal phrase. and images are evident in Nouveau's later Psti 1S tableaux 

parisiena. 

'OWstila fe ... i. barbe' (Dixains realistes XLI) follows in the steps 

of 'J' ai em goat pour la fline' and Rimbaud' s 'Pari s ' by employing 

similar techniques of observation, contemporary allusion and juxtaposition 

of proper names as are evident in these two poems. As ita opening phrase 

sugpats, howver, 'C 'eEt it. la femme a barbe' is more burleaque in its 

content and effect thaD its fellows. Nouveau evokes a 'coiffeur inoonsole' 

who has fallen in love with a fairground bearded woman and who (in an 

atte.pt to improve his idol's complexion) offers her various oontemporary 

68Iouveau, O.C., p.4l9. 
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00..ati08. Only the use of the vagua and minor figure of the 'coiffeur' 

gives Nouveau's parody a COPP8squa touch before the poet digresses from 

his iJlitation to the the. of advertising of interest to him personally. 

The produ.ots offered by the 'PI'9On' to his 'fa .. a barbe' provida 

both the adwrUsing aDd the oOllio note in this poem. .As _11 as tha 

eaollient 'Avon de Thridace' 8Dl 'lait d'~b8', the desperate figure 

lnq8 the iDcODgl"Ullt 'viDaigre ( ••• J Bu.lly' aDd a certain 'eau de 

:Botot' for the object of his leve. '!'his latter aubstanoe, as suggested 

by .Ollftau's ~ov.s use of r~ and. parenthesi. in lines 5-6 of his 

poeII, appeara to haw been a _dical aid to digestion! I 

Pour e11e 11 .. ru1ne en &avon de Thridace. 

o. lait d'Beoe (que wut-on dono que 9a lui fasse?) 

oe vinaigre 1IU 'un .ieur Bully vend, 1 'eau (pardon!) 

de :Botot (uipr Ie writable DCa), 
n' ont P'l aordre BUr oette idole de la foire. 69 

In oa.p&ring .OQ'ftau'. pnu1neq IUlU.sing poeti 0 axeroise, to' est a 
la fe .. ~ wbe', vi th the obscene pa.ro~ whioh opened ou.r discussion, 

0_ CUl percelw the vut difference in nyle aDd content urkiDg the 

paroclies of eftJl indiTidD&l authors. It is therefore iaposaible to 

p_raliM u reprda the outpat of fOllr contruting poetio peraonalitie., 

69 .omau. o.c., p.422. 
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although .o.a patter.aa ot .iadlarity and ditterenee in their writing 

_,. be indioa1;ed.. .11; 1;he ou.1; .. 1; i 1; i. iaporian1; 1;0 re_Blber 1;ha1; the 

parodies wre inteDded. 1;0 be 'plai.anterie.', 70 and. thus wre large ly 

inapired. 'bJ a po.iiii ft MDH ot tu.n and. a wish to im! tate in a humorous 

-.zmer the wll-kDoWl wrk. ot a tellow oi t1 poet. They wre not DlOti vated 

'by a Depti" oen1;e.pt tor Cop~e nor priaarily by envy ot his undeniable 

POPll&r _ooe.s. IiInce, tor 1;he 110.1; pari, 1;hey are no1; .erely iconoclastic 

or alewlent in 1;he1r i.Jl1;en1; and. etteot. It en 00cas10na they do seell 

orael or 1U1tair in their aoctery, aa in the aore ObS08D8 of the parodies, 

this CaD be uplaiDed. by the parodi.t.' wish to tultil the salacious 

u..4a of 1;ha .llbaa zu1;ie, or _rely by 1;heir 0181 dub10us taste. 

!'hoReb 1;ha parodie. ha" aD intentionally coato tra.lIOrk, this 

doe. not, howftr, prnent thea tl'Oll al.o otteriDg intomed oOllllent on 

ftPrie. ot Copp4e'. a1i,.le and. ohoioe ot abjeot Jl&tter. This cOlllllent 

1. on_ iaplied in the ftry _,.. in which their huaou.r i. expressed 

aDd. _"loped.. In tbe direo1; parodie., tor exaaple, notorious lines 

or phra8e. trca OoppH, wob &8 tbe taaou 'jaabe de bois' aDd 1;he 

'''n'at paa 1;roun eela.1 ridicule', are repea1;ed in incongruous settings. 

rue retleot. back CD Copple's otten de'batable ohoice ot expression. 

n .. __ re reoopiaabl,. Ooppe.que oharacter. or .. ttinge are parloined 

only 1;0 be aabo1; ... d through eua-ration. '!'hi. in turn could have 

jeopardised. .. rioa.. OODllidara1;ioDB ot the orig1D&l poe .. though its 

priM aia .. to ..... b;y i1;. ettronter,y. Where a di.paraging asses&-

..nt ot Coppie'. work. CaD be interred. in what the parodiats select tor 

OftNtatBMllt in their disaiDa, nob aa hi. uae ot lower clus characters, 

MIlti.antal1t,. aDd idio8J1loratio r~, eftluation is also cliacernible 

in thoM aapect. ot Ooppae' searl,. oi ty verN oonapi01lou.s by their 

abMDoe in 1;he ooato iaitatiOlUl. !he baD1i.fte theM, notably, is teatured 

in 0Ill.7 OM paroq which, wban coapared to the trequent uae ot Coppaaque 

10.91"", O.C., p.39. 
1ln i. lIDl1.ulJ that the parodie. poNd a Hrioua threat to Coppee' s 

POpalarit7. !'he parodie. ot the !1baa _tigu bad a lia1ted oir01llation 

aaoac the Zat1.te P'OllP while the l)ixain. reali.tea (published 7 years 

after tbl ~. et int'riev.) also appeared in only a lillited 

edition. 
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city inhabitants in the dizains, 8eells tc suggest contemporary approval 

of thi s evocat i ve and peraonal the_ of the poet's early urban verse. 

Such co_ent and cataloguing of the parodies of Coppee in d.i.zain 

fol"ll as has been the object of this Appendix i8 a comparatively ea8y 

task when compared to the asses8Jll8nt of the literary worth of these 

poems in bazld. For such an evaluation it is firstly nece.Bsary to make 

a distinction between the different kinds of imitat10n attempted in the 

Dixains "alistes and the Albwa zuti9'1e as not all can be described 

&8 succes8tul paro~. Though the Promenades et interieurs are outwardly 

a gift to parodists becauae of their si.Jllp1e formal restraints and 

becau .. of their instantly recognisable subject matter, these dizains 

are not always easy to imitate in the subtle way which distingllishes 

parody trom the related forma oftra .. at, and bur1esque.12 Much of 

the vocabulary and IIalV of the 8i tuations descn bed in Coppae' s poems 

are overtly trite and sentimental at the outset, hence imitation needs 

to be blatant if it is to be disoernible. This pushed many attempts at 

parody llU.oh &II Bouveau's 'A l'8gli .. , (where even the rhymes are 

appropriated fro. Oopple), and Cros' 'Dans la oour' (where oharacters 

are borrowed frOil 'La Bane'), into the bounds of travesty. In their 

final form neither of these two poems oould mistakenly be attributed 

to Coppee. Secondly, it is alao ne08ssary to point out that even where 

the aore subtle attempts at parodic 1m tation are concerned, traditional 

oriteria of literary evaluation are forcibly overturned as these poems 

exagprate and point to the very worst in another author's output. They 

depend for their co.1c effeot on an accumulation of those aspeots of 

versification and oontent whioh would be totally unaoceptab1e if 

offered wi thin the oontext of a serious work of art. Certain of these 

aspeota such as painful rhymes and backneyed turns of phrase and 

exoruoiating dr ..... t10 ai tuations are alre~ embarrassing to the modern 

reader when they oocur in Cop~ a original poems. When they reappear in 

caricature fol'll they olearly oannot be judged by usual standards of 

literature. It wou.ld therefore be true to say then that,para.doxioally, 

otten the beat attempta at parody produoe the worst poems in a traditional 

1I8ll88. On the other hand, where a poe. fails to match up to the expected 

standards of ill1tation for a pa.ro~ (and this i8 certainly true of some 

1~ght )(acdonald. has desoribed the differenoe between parody, burlesque 

and traveaty 1n the following words. 'Parody r ... J conoentrates on the 

style and thought of the original, if burlesque i8 pouring new wine into 
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ot the imi tati va di zains) , it might be oommendable as an independent 

imaginative creation in other respects. 

Among the more successtul attempts at paro~, as opposed to travesty, 

are poe.s like Verlaine' s 'iouillona-Du.val', Cros' 'Tableau' and Nouveau's 

'Garyon de oaf". The viau.a! lli.niatures they present ot the timid 'employe', 

the .ignalman's ohild and the exhauated waiter all ring true as imitations 

of Oop~e. Oertain phrases lAloh as Oros' 'Peut-etre le bonheur n'est-

U que dana lea gares', and Bouveau'a 'Toujours orier, toujours courir, 

jamais a' asaeoir', oou.ld also have oome from the pen of the elder poet. 

Other parodies whioh rely on the poets' own experienoe of oi ty life, 

rather than on their mowledge of Coppae' s poetry, oocupy the middle 

ground bet.en accurate oollio im tat ion and original composition. These 

include poeas such .. Bouveau's 'Chellinant rue aux ours' whioh apparently 

ca.aenta on Bouveau' a own arrival in Pari8 in 1872 as much as it draws 

on Cop~e. Theyalao e.brace Rillbaud's 'J'oocupaia un wagon de troisieme', 

whioh betr&18 a personal rather thulll'lVnitative source, and the series 

ot diza.ins oa.l8nting on ottioe lite, whioh was an experienoe tamiliar 

to ~ poet8 other than Copple in their daily lives. 

The tiDal cate80r,y ot atteapted parodies whioh really lose little 

ot their etteot even if read. in ignorance ot Coppae' s Promenades at 

int.rieur. revealr the central problem ot the poet engaged in parodio 

imitationl that of arrendering his own originality to the style and 

teobnique. ot a tellow writer. For Verlaine, in his parodies of Coppae 

thi. re.isnation of selt seeas to have been a fairly easy exeroise, 

perhaps it ... faoilitated by hi. earlier oloae friendship with the 

latter poet. For Nouveau, Rimbaud and Cros, who ware denied Verlaine' s 

il1llight into Coppee'. literary d8buts, the proce88 of self-identifioation 

with an inferior poetio contemporary hindered their imitative suooess. 

On the other band it save some of their parodies relevanoe beyond the 

liJIited. artna ot the 18708 as it forced the. to oreate rather than merely 

lliaidc' _ original. Their oreation8 otten eacaped the rapid dating prooess 

which parodio poe .. tied to a speoific original must sutfer. Poems whioh 

old bottles, parody is making a new wine that tastes like the old but 

has a slightly lethal effeot. Travesty is the most primitive form. 

It raise8 laugha from the bally rather than from the head'. Parodies I 

An Anthology froll Chaucer to Beerbohm and after, edited by Dwight 

JIaodonald, (London, Faber and Faber, 1960), page 557 and page 559. 
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can be enjoyed beyond the limited arena of Paris in the 1870s include 

Cros' 'Fiat Iwt', Rillbaud's 'La Balai' and Nouveau's 'J'ai du goUt pour 

la flene'. The first reflects Cros' own concern with the theme of the 

nocturnal city and shows him inventing a sympathetic city character 

valid in his own right not merely &8 a cOlllll18nt on Coppee' s use of the 

city poor in his verse. The second has no real relevance for the city 

tu_ ba.t nevertheless shon Rimbaud' s concern with the m.i.terial 

uni.verae (otten displayed in his urban. poetry) expressed in comic form. 

The third reveals Nouveau's personal interest in the varied aspects of 

tbe Parisian acene which ultimately occupied him in his Petits tableaux 

parisiens. (Rimbaud's 'Paris', though not a oomic dizain,simmrly indicates 

in it. fragMntary technique, the direction to be taken in the 'Villes' 

.eris. of the Illuminations wbere viaual and auditory collages are 

frequent ly presented to the reader). 

In this brief aurvey of the parodio dizaina constructed by Cros, 

Verlaine, J'ouveau and Rimbaud, largely &rOWld Coppae' 8 Promenades et 

int'rieurs, the present author has been oontent to select those aspects 

ot tbe parodies which coaaent directly on Coppe"e' a use of the city's 

h~ population and inanill&te d8cor in his early urban verse, or 

which are relevant for the theme of the city in nineteenth-oentury French 

poetry in other respects. It has therefore not been pos8ible to dwell 

at length on non-urban parodies suoh as Verlaine's 'SOIlvenir d'une 

enl8Dce austere_nt b8b&te' and 'Di tes, n' ave z-vous pas, leoteurs, 

l'a.. attendrie',13 nor on Rillbaud's 'Je prefare sans doute, au printemps 

la guinguette', 'Aux livres de chevet, livres d'art serein' and 'L'enfant 

qui raa&S8& lea balles, le Pu.b8re' .14 Neither has it been possible to 

give detailed attention to the parodies of the many colourful con­

temporary fi~es suoh as Nina de Villard, Jean Richepin, Maurioe Rollinat, 

Auguste de Chatillon, Oharles Fremine, Hector de l'Estraz and Antoine 

Oros, who all contributed to the Dixains realistes but whose works fall 

largely outside the sphere of the present study. Much remains to be 

discovered a proP08 of the parodic and oreative talents of these minor yet 

equally fasoinating personalities. Finally there is the question of 

13s.e Verlaine, 0.0. po!tigue8, p.166 and p.291. 

14s.e Rimbaud, 0.0., page. 113, 118 and 121. 
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those isolated parodies of Coppae published separately from the Dixains 

realistes and not appearing in the Album zutigue. These have been listed 

for reference in Appendix II. They reveal. significant indication of 

late nineteenth-century poetic taste and could form an interesting 

point de apart for further stu~ of this absorbing period of French 

li terature • 
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APPENDIX II 

Apart from the parodies of Copp4'e published in the Dixains Nalistes or oocurring 

in the Album zutigue a number of independent imitations of Coppee's poetry found 

their way into print in different reviews. The following is the list of suoh 

works with woh the present author has oome into oontact during the oourse of 

this stu~. 

1869 La. Parodie, 20-27 November •. l parod\Y of Coppae's 'La. Grive des Forgerons' 

entitled 'La. G~ve des Po~tes'. 

1869 La. Parodie, 5-12 Deoember. In a seotion entitled 'Caprices et variations sur 
les t~III8B pa.rn&BBiens·, a poem oalled 'Ch8rubin' and attributed to Frangois Cou~. 

1878 La Banneton, 28 July. A parody of Coppae's 'La Petit ~pioier' entitled' La 

Homard .. 1a Cop~e'. The poem is dedicated to Coqu.el1n aadet and is signed 

Dr Camuset. This parody provoked a reply on 4 August f~m a real Dr Camuset 

protesting about the fiotitiouB name attributed to the Coppae paro~. 

1878 La Bazmeton, 17 Novellber. A parodic dizain imitating Copp8e entitled 

I lJIpressioni8118'. The poem is unsigned but it is likely that it was the work of 

Andre Gill. 

1882 La Chat noir, 4 Ka.roh. Republioation of 'La Homard a. 1a Coppae' signed D.C. 

1882 Le Chat Aoir, 13 May. A parodic dizain by Amelie Villetard entitled 

'RiTeri.'. 
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1883 Le Chat noir, 1 December. Two parodic dizains under the title Cigar­

ettes. (This is a clear allusion to Coppee's Promenades et interieurs 

XXXIX where he says 'Je fais ces vers ainsi qu'on fait des cigarettes'). 

The paroiies are subtitled ' Bellev~e au Louvre' and 'Plaiairs purse. 

The~ are attributed to Leon Duvauche1. 

1889 Le Chat noir, 3 August. A parodic dizain baaed on Promenades et 

interieurs XIX signed by Fernand de Rocher. 

19p6 Cahiers du College de Pataphysique, 21 contains two apocryphal dizains 

attributed fal.e1y to Germain Nouveau and entitled 'Ancien regime' aad 

'Charite'. 
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SEImTIVE BIBLIOGRAPHY 

All books and articles referred to in the footnotes to the thesis a.re 

listed in this bibliograp~ as we1l as the most useful of books oonsulted 

during the oourse ot the research. The bibliography is divided into six 

seotions, one for each of the poets studied and one for general works. 

The first five sections are divided into primary and secondary sources, 

books and artioles and they also indicate Where more extensive biblio­

graphies ot the poets are available. They contain 8. certain overlap 

necessitated by works relevant to more than one poet. The final section 

oontains both pri.m&ry and secondary sources of significance to the city 

the. in general and not listed in the other sections of the bibliograph¥. 

All books in French are published in Paris and all those in English 

are published in London unless otherwise indicated. 
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FRANCOIS COPPB:E 

A) Ed.i tiona of Coppea'. Poetry 

Oeunoes de FraI1vois COPP'e. Poesies, 1864-1869. Le Beliguaire. Intimite's. 

Poe ... modeme.. La GNve de. rorgeron. (Lemarre, 1810) 
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roue (r._rre, 1815) 
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1._ Elegies (ta.erre,1819) 

Oeuvres de li'raDS?ois Cow's. Poe_is., 1878-1886. Contes en vera et 

Poesies divers.. (teMrre, 1887 ) 

Oeuvre. de li'raD20is Coprie. poe.ie., 1886-1890. Arriere-Sa.iaon. Les 

Parol.s sinceres (Le_ne, 1891) 

Oeuvres de Pruei. Copri •• poesie., 1890-1905. Dans la Priers 8t dan. 

1a wtte. De Pi'ces et de Morceaux. Des Vers franiais (Lell8rre, 1907) 

B) gtber 110*. by com. oonsul t.d 

Diaoours de reception ~ l'A0ad8ad. FraD1aise, prononoes1e 18 d'o.mbr~ 

1884 (IAMrre, 1884) 

Lett". a sa _re .t a sa soeur 1862-1908 (Leaerre, 1914) 

Oeuvre. de halliois Coppie. Lonsues et breves (lAt.erre, 1894) 

Sou.venire d 'un Parisien (Lemerre, 1910) 

AUlDAS Henri d', .Avant 1& ,loire. Leur. d.8buts (Sooiete tran9ais8, 1902) 

BEll.1lll, Georges, Au Pa:s des lettres. Parai 1e. vivant. at 1es mort. 

(Nouve11. 1ibrairi8 nationa1e, 1922) 
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BKRSAUCOURT, Albert de, Conference sur FranS-0ia Coppae (Vienna, 

LiH, 1911) 

BORDtiUX, Jacques, FranyoiS Co.e (rapri_rie de Finain, 1942) 

Bm:r, PatriCia, Portrait. d'hier (Fabre, 1911) 
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1903) 
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SCHOll, B8Dri, PT!Df0i. Coppee. l'homae et 1e po+te (Fiachbacher, 1909) 

D) ~io1 •• on Coprie 

BILLY, .bd.N, 'Coppae, petit 'bours-oi. de Paris'. Le Fim2 4-5 April 

1942, 3-4 

CHDBULIEI, Viotor, in Di.coura de recepticn a. 1'Acad8a1.. trangaise 

pronO!C!it le 18 «Woe. lire 1884 (LaMrre, 1884) 

DOtIIIC, R., 'Le PcMt. d8 1& vie faaili~re, F'r&n90i. Coppi.', Revue des 

dnx IIOJldes 45 (1908), 921-31 

J'OftAm, C., 'Las Pcite. tr&ll9Ai8 de no. jOur., FranC)K>i a Ccppae' , 

Koura 1M!!!&&! Jrot.. 5 (January 1890), 22-25 

GRdT, R.P., '!he Poetry ot P:ra.nc;0i. Coppa. aDd a.Ltierrez Najera', 

B1.p!Il1c Ren." 13 (1945), 67-71 

IIIWIT'1'-TlUDR, B. v., 'Hilke and Copp4e', Germanic Review 21 (December 

1952), 294-7 
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I.E COFFIC, Charles, 'Franc;ois Coppae', Revue EncycloP!dique 5 (1 April 

1895), 125-8 

OGES, Loui8, 'FraD~oia Coppie en Breta.gne', La Nouvelle Revue de Bretae;ne 

(Ju1y-Augu8t 1953), 299-303 
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1928), 1039-1054 

TRJi.TES, J eA., • La '!our Eiffel, Mon opinion sur Ie poe.e aatirique de 

M.F. Coppee', 18 Figaro litteraire 28 July 1888 
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1921) 
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15 July 1913, 241-5 

SCHAFFER, Aaron, 'Parnasa1an poetry of the Franco-PruBBian war', 
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CHARL&S CK)S 

A) !ditiOD8 of Cros' Poetry 

Charle. Cros Tristan Corbiire Oeuvrea oo.platea, edition atablie par 

Loui. lPoreriier et Pierre-Olivier Walzer, Biblioth8que de la P16iad.e 

(Galltaar4, 1910) 

OnYN. o_pl~te8 de CharI •• Cro., edition atablie par Louis Fore.tier 

et Puoal Pia (Pawrt, 1~64) 

La Cotbet de santal (lAt_ne, 1813) 
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La Oollier de Viffe. (Stock, 19(8) 
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B) other work. bl Oro. oon_l ted 
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La bu. em. JIOD9 DOU'ftau, redacteur ell chef Charles Cros (Impri_rie 

de D. Jcmu1, RIle St. Bonore 338, 15 J'ebruary 1814 - 1 Kay 1814) 

C) Books on Cro. 

BBIIIER, J~ea, avec 1a collaboration dB 1.1. LOCKEHBIE, Charles Cro., 
poete. d' aujourd 'hui (Seghers, 1955 ) 

FORESTIIR, Loui., Charles Cro.! l'homme et I'oeuvre (Ilnard, 1969) 
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FORlCSTlER, Louis, Charles Cros, P~tes d' aujourd'hui (Seghers, 1972) 
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BERRICHON, Paterne, 'Rimbaud en 1870-71, notes inedites', Mercure de France 

88 (1 Novem~er 1910), 5-27 

BERRICHON, Paterne, 'Rimbauden Belgique et a Londres' , Mercure de France 
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CHABROL, JeaD Pierre and CHoon, llaurioe, Lae Po.tea de 1a COIIIIIIUDe (Seghera, 

1970) 
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