
CHAPTER THREE : CALLIGRAMMES

SECTION ONE : INTRODUCTION -"LIENS"
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We propose to analyse in this chapter the poetry which Apollinai-

re wrote between the time of publication of "Alcools" and his death.

The choice of the dates of the periods covered by "Alcools" and

"Calligramrnes" does not mark for us a fixed point of ohange in the

evolution of; the poet ("Liens", the first poem of "Cal1igrammes",

was published a few days before the appearance of "Alcools") but

simply serves as a convenient dividing line. As "Calligrammef' is

a volume which is arranged in more or less chronological fashion,

we shallideal with the sections of the volume in the order in

which the poet set them out, with only one or two minor modifications,
and also with the poems to Lou and to Madeleine in their appropriate

place, as well as the small pamphlet published in 1917» "Vitam Impen-

dere Amori".

Apollinaire himself underlined that his second volume of poetry

was a continuation of his first, and tried to indicate this in the

dates which he assigned to "Cal1igrammes". This is one of the

things which we intend $o demonstrate in this section, in which we

shalll analyse "Liens", a poem which although included in the section

"Ondes", is marked by its presentation in italic type separate from

the rest of that section, and which is intended as an introduction

to the volume. (it is surely superfluous to point out jrtie important

x>e-; of type setting in a volume such as "Calligrammes"). iVLlepaglnot

only sets out the poet's aesthetic preoccupations in "Calligx'aiunes",

it may also be regarded as a summary of Khat the poet had achieved

in "AlooolB". It is an "art pogtique" set at the beginning of the

book to which "La Jolie Rousse" responds at the end.
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"Liens", as the title announces, is a poem about links or

bonds. We have seen in our analyses of poems such as "Les

Fianyailles", "Le Voyageur" etc., how the poet deliberately abolished

oertain established links in his poetry, syntactical, logical and

formal, and in so doing in fact increased the number of links which

could exist in his poetry. Stated as a simple formula this process

is quite obviously-where no definite link is stated, all links are

po sible. And, as we have also seen, this can be taken even one

step further, so that two objeots placed next to each other with no

definite relationship between them stated, canbeoome so linked as to

be identical. We quote, for the sake of brevity, but one eiiample-

"Soleilcou coupgu

—from "Zone". This is what has been designated qiite simply as the

technique of juxtaposition, but it is also, as we have demonstrated,

aviolence perpetrated on the sensibility of the reader, and in some

cases, such as the one above, a violence done to the language itself.

Now for the first time we find Apollinaire stating quite specific*~-
fi

ally that this^the way in which he writes, and he demonstrates the
statements in the images he uses in this poem. The title, then,

"Liens", leads us straight into the first line-

"Cordes faites de oris" (l)

"Cordes" are obviously links, and a cry may establish a link between

two people, but it is obviously a logical impossibility that cords

could be made from cries. It is clear, then, from the first line

of the poem that logic has no place in what the poet is saying, just

as it has no plaoe in the technique which he is using. There is

(i) O.P. p. 167
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also in the first line a slight leaning towards one of two possi¬

bilities which are present in the title, namely that a bond may be

good or bad, and that usually when one is tied to something, this is

bad. But the metaphorical quality given to the cords prevents this

from being ine-vitably the case, while leaving the suggestion intact.

"Sons de cloches a travers 1*Europe"

The second line is linked to the first by the continuation of the
idea of sounds serving as a link, it is also an example of a non-

concrete link. It also provides a setting in which the first two

lines renew their ambiguity; for the occasions on which there is

a ringing of bells and people crying in the streets are of two basic
kinds, when more than one country is involved-they are either war,

or some form of celebration of peace , the signing of a treaty per¬

haps. Thus the idea of good and bad is continued.

The third line is e\an more compressed than the first two-

"Sihcles pendus"

There is nothing except the proximity of the second and third lines

to link the hanged or hung (the image carries both senses) centuries

vfith the sound of bells in the preceding line. Yet this link is

firmly established. The bells, being in some cases hundreds of

years old, may be said to be hanging centuries. Therefore, they

are in a way the symbols of those centuries (in this partiicular im -

stance) and the link that is created here is the link between image

and reality; the poet is commenting on his own technique! But this

is not all : for "p@ndus" contains the senses of both hung and hanged,

contains both good and bad aspects of the same thing. If the cen¬

turies are hung, this represents a continuation of time; the continua¬

tion of the presence of the object, bell, being at the same time the
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continuation of the reality, century-time, of which the object is the

symbol. Thus the bells are a presentation of the Simultaneity of

past and present. But, if the bells are hanged, that is to say

the centuries, the, , the past is destroyed by the present; it is

executed. In which case the sounds of the bells may be interpreted

as memories, fragments of the past. All of this, however, depends

upon the identification of the centuries with the bells, and thiS

is possible not so much through the adjective "pendus" being applied

to the centuries, but through the juxtaposition of the two lines.

That is to say tfeat the link is created through the suppression of

links, £or the pendus" would not have been enough to create the link

had the lines been separated, and the juxtaposition of the lines

renders superfluous the use of a specific link such as "qui" which

would have been possible in this case i.e. -

"Sons de cloches a travers 1•Europe

<4ui sint des siecles pendus"

But this precision would have destroyed the possibility of the

link which exists between the "Siecles pendus" and Europe. Which

link makes possible the interpretation Europe = arrested time, this

being an introduction of the historical dimension of place, i.e. in

the presence of old buildings a place may contain both past and pre¬

sent. This is therefore another link that is set up, that of time

and place. Or there is the possibility Europe = sestroyed time,

which may be interpreted in many ways; for example, the present

state of Europe is due to various wars, which fits in wuth the occa-.

sion for the ringing of bells and people shouting; or the present

existence of Europe denies its past of which there are only echoes in,
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say, historical monuments-denies that is in the sense that the

present is only one of the possibilities of the past, and therefore

is a denial of some aspect of it, or, denies in the sense that modern

democratic Europe is the denial of feudal monarchical Europe.

The next verBe begins-

"Hails qui ligotez lea nations"

—which is a reprise of the linear bond of line one, as well as being

something specifically modern and hence a contrast with the preceding

lines. A railway line may of course be used for peaceful communica¬

tion and travel or for sending troops.

This image is radically modified by the following one-

"Nous ne somtnes qme deux ou trois &ommes"

-which is associated to the linking rails by the juxtaposition of

the lines. We think immediately on reading thiB line of the few

who formed the artistic Avant-garde of Europe and the international

character of the group, but this is not essential to the poem.

What the poet is saying is that the linKs between nations are formed

by only two or three mey. But then the next line creates a paradox-

"Libres de tous liens"

-a paradow which is the very essence of this poem andof the style

which the poet has developed; when one is free of bonds, then all

bonds are possible. And the next line suggests the creation of thsse-

"Donnons-nous la main"

This verse also continues the bonds and oppositions of the preceding

one, for, the link between those who are fr e from all links is a

present one, one which the poet w^ishes to create now. But the free¬

dom of those who are to create these links must include freedom from

the past, from its links and oppositions, therefore the present is in
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opposition to the past, but is also in a way a continuation of it

for it too is to be an establishing of links,as the past was.

The establishing of new links, of cousae, implies the destruction

of the old| the present destroys the past, and implicit in this is

the idea that the present will in its turn be destroyed^ the twenti¬

eth century will join the ninethenth as a hanging bell. Which idea us

of course, yet another link.

The next line is a complete change of iraagery-

"Violente pluie qui peigne les fumees "

—but still a statement of the same idea, as it represents the lines

of rain (links of one kind) passing through the clouds c£ smoke

(links of another) ;in the same way that a comb passes through hair.

Thus the rain is violent because destructive, yet also violent becau¬

se creative, the links which it creates being new and unexpected.

This image is surely a summary of all the aspects of violence in

literature!

The linear-ppatial aspect if this image is continued in the

next line which returns us to the initial image-

"Cordes"

-and which also by its juxtaposition implies that the rain and the

"fumdes" are cords, i.e. links.

But the simple linear quality that is already implicitely

challenged in the complexity of the first line is surpassed complete¬

ly by the third,-

"Cordes tissdes"

--which establishes a web, which makes possible communication from

anyone point to any other, (This is undoubtedly implied in the

century/bell/sound complex of the second verse.) The idea of commu-
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nications becomes explicit in the next line-

"CSbles sous-marins"

—which re-introduces the temporal aspect of the poem as the undersea

communications links are a phenomenon of the present age.

There is a complete contrast to this in the following line-

"Tours do Babel changdes en ponts"

The tower of Babel was built by men at a time when all men spoke the

same language, and so in that respect was the result of a link be¬

tween men, and was an attempt to reach God, i.e. was intended to be

a link. The result was of course the destruction of the tower by

God and a curse upon men which led them to speak different languages

thus preventing them from communicating with each other. Therefore

the tower of Babel was finally the destruction of a bond. But in the

poet's image, the towers of Babel are changed into bridges (horizon¬

tal links instead of vertical; links between men instead of links

between Man and God)which are also links—the implioation of the choi¬

ce of Babel(instead of just plain towers)is that the towers becomu

new links, and this through their destruction. This is again the

equation: where no links are specified all are possible. It is also

a paradox in another way, as it sees that what divides mankind, also

binds it, i.e. languages.

This first allusion to Man's relationship with God is followed

up by a very strange and powerful image; a juxtaposition of two appat-*

rently unrelated things which are this time linked by a hyphen-

"Araigndes-Pontifea"

The image clearly comes as a shock to the reader who may find the

identification of the Pope to a spider blasphemous, but it is not

necessarilyso. True the spider builds its web to catch its prey, and
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and true the idea of a web of communication, a system of multiple 1

links, is here being compared to the brotherhood of the Christian

faith with the Pope at its head; but the faot that the image is in

the plural may suggest that the reference is not necessarily a direct

one to Christianity. But clearly a large measure of the image's s

shook value derives from the vision of the Pope as a spider which

it conjures up and as the latter is inseparable from Christianity,

so the former is generally considered to be a predator, rather than

simply an ingenious builder.

But the "Pontifes" continues the reference to bridges in the

preceding lino just as tae image of the spiders seems to fit with
r

the "Cobles tissues", and so the implication of the image may be

that any system of links leads inevitably to a centre or some kind

of fooal point at which there sits the spider/Pope i.e. he who cons¬

tructed the links for the purpose of devouring whatever came into

contact with them; he who is the substitute for God; he who is

the builder of bridges (Pontifex). The image may be interpreted

in many ways, but whatever meaning one puts upon it, , i.t iB clear

that it points to some kind of contra existing for the co-ordination

of links and/or the information that these links bring -this may be

either good or bad. It is obviously bad if the poet sees the Popes

as spiders, at the centre of the web of Christianity, devouring the

adherents to the faith; it is just as obviously good if what the

poet is describing in ^ach roan at the centre of his web of links

with the world and his fellow men, that it to say his senses, devou—

ri^gjthe information which that wdb brings Khm; or, of course the image
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may be all of these things plus the intermediate stages, i.e.
I

the Pope as the co-ordinator of Christianity and each of us as the

devourar of our fellow human beings with whom we form links.

As a result of this, the following line-

"Tous les amoureux qu'un seul lien a lids"

-is seen as a simple link t which neverthe less binds many people

together, as opposes to a web with a center. Therefore love has

no spider to devour us. Therefore love is the bond which ought to

bind us, (An idea which Paul Eluard would have appreciated),)

Tne next verse concems-

"D'autres liens plus t£nus"

-such as the light, shafts of which might be seen as cords-

"Blancs rayons de lumiere

Cordes et Concorde"

It should not be overlooked that white light is composed of all the

colours of the spectrum, and therefore light is a sum of colours

bound together. In the same way, "Concorde" might be a play on

words equivalent to "Cordes tissees" or several cords woven together,

Lig.it canlalso be a link, of course, in the way in which it is in

a painting, i.e. by illuminating the objects in a painting from a

certain angle, one is using light to create a dimension in which the

objects are all present and hence linked in this way. Light may be

a link in the sense that all who are in the sun^s light share that
r t-i

in common; or in the sense that all men need the light of the sun

in order to live. As to the "Cordes et Concorde", a harmony is an

obvious bond. One also thinks of the Place de la Concorde which is

the meeting place of many streets. Why should these be tenuous?



231

It is more probable that they are subtl .

The next verse breaks completely from this list of bonds—

"J'dcris aeulement pour vous exalter

0 sens $ sens cheris"

-but reveals a bond of another kind- that is of the writer to his

senses. The poet declares :hat he writes only for the exaltation

of his senses and then oalls them-

"Ennemis du souvenir

Ennemis du desir

Ennemis du regret

Ennemis des larmes

Ennemis de tout ce que j'aime encore"

The senses are the enxjsmies of memory because we experience the

world through our senses and each experience may replace or des¬

troy a memory} at the same time memories are due to our sensual

experiences therefore the line is a paradox, and this is true of the

following lines also. The senses are the enemies of desire (which

surely cannot exist without them) because they are alien to the
TV

prolongation of any single desire , and because when/they are satis*

fied, desire disappears. The senses are the er^nies of regret(which
again surely cannot exist without the senses) because they are open

to new experiences which may destroy regret, "'hey are the enemies

of tears because they are open to new happiness .

The "enmity" is in each case paradoxical, for the senses are

the autnors of the experiences named. In this the poet reveals to

us something of the nature of the bonds; a bond may also destroy

what it joins, as well as creating something new from the two ends

which it links.

Thus the author, at the centre of his web of sensory connections with
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the world, is celebrating these links in his writing, at the same ti¬

me as he is saying that they are the enemies of all he loves because

they constantly lead to something new. This is alrnosty(r6versal of
the metaphor as the spider is now bound by his web, or the pontiff

separated from God by bridges he has built which are of course his

towers by which he might hope to reach God. That is to say that

the senses impose a lateral sequence, in which one experience suc¬

ceeds, and therfore destroys the preceding one; whereas the poet

seeks a vertical or simultaneous experience in which one thing is

added to another.

The exaltation of the senses is achieved through writing

because the poet may abolish all links which establish a linear

relationship (a cause and eff ct relationship at its simplest) and

attain the state in which desire and satisfaction are present at th.3

same time. In other worlds through the abolition of simple links

between two things the poet may achieve their identification.

This most important poem seems to us to be the continuation

of a revealing line from "Lee Fianjailles"-

"Liens delies par une libre flamme Ardeur"

—in which, it will be remembered the "libre flamme" represents the

power of the liberated imagination. The abolition of links, their

untying, creates new links, in fact, the maximum level of identifica¬

tion and the result of this is the "Ardeyr " which is experienced by

both reader and poet. It is in. this way that we consider this

poem "Liens" to be a poem of violence; firstly, that is, in the abo¬

lition of logical links- we have only to think of the first line-and

secondly in its creation of the maximum possible number of 1inksthrought



233

through its liberation of the imagination. For the reader the

imagination may be said to be freed by the images of the poem from

the restrictions of his consciousness and his own experience so

that he experiences the "Ardour" of a consummated experience which

is not of his own making. Therefore his experience of the poem

is a violent one to the extent that he has been forced, by the

abolition of links which may be followed logically, to accept an

imaginative experience of which he is not the author. This is

the aesthetic of "Calligrammes" and also that of certain of the

poems of "Alcools" after "L'Emigrant de .uandor Road1*,
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CHAPTER THREE: SECTION TWO

ONDESt (A) LES FENETRES AND LUNDI RUE (JgRISTINE

In this section we are going to deal with the remainder of

the poems grouped by Apollinaire in the section of"Calligrammes"

entitled "Ondes".

We shall begin by analysing "Lee Fenetres" and "Lundi rue Chris¬

tine" which we are considering together because of similarities

in intention which will be clearly demonstrated. For the moment

we may limit ou selves to the statement fchat both poems are

"poemes-conversation", as they have been called, and we shall

attempt to show what this means as well as how much the idea

Owes to the concept of violence in literature,

Apollinaire was later to write of "Les PenStres" (l)

"Puis, j'aime beaucoup mes vers depuis "Alcools", il y en a

pour un volume au moins et j'aime beaucoup "Les FenStres" qui a

paru a part en tSte d'un catalogue da peintre Delaunay. lis re3-

sortissent A une esthAtique toute neuve dont je n'ai plus depuis

retrouvA les ressorts, mais dont j'ai avec etonnement retrouvA l'ex-

pose dans une de vos divines lettres."

We shall endeavour to show in what way the aesthetic of these poems

was new, and shall later discuss the degree to which Apollinaire

turned away, voluntarily or involuntarily, from it. We do not,

however propose to attempt a precise definition of what "Orphisme"

was for Apollinaire, although we shall have occasion to refer to it.

(l) Tendre coiiune le souvenir, letter of th July 191.3,0.0. T.4

P. 493
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Instead we refer the reader to the articles of S.I. Lockerbie (l)

and J.G. Clark (2) on the subject of these poems and of Orphism,

rie begin with "pes FenStres", this being the poem which most
, H\£

of all has led to/supposition that Apollinuire was attempting to

repeat in literature the experiments of his friends in the domain

of the visual arts. In this case the fact that the painter Ro¬

bert Delaunay created a series of paintings entitled "Les FenStres"

*at the time when Apollinaire composed this poem, has led to the

often repeated claim that the poem is the literary counterpart of

the paintings. There are indeed certain undeniable connections

between the poem and the paintings.

(1) Le R81e de l'imaginatio n dans "Calligrammes"-1, R.L.M., n°s

I46-I49, I966; also 4u*est-ce que l'Orphisme d'Apollinaire, Col-

loque de Stavelotl965.

(2) A refutation of Lockerbie's analysis of 'Les FenStres" in

R.L.M. 1968, series on Apdlinaire n0.7. Vfe cannot agree with
ptc try

what Clark says as our analysis of Apollinaire'sK lends itself to
the support of most of Lockerbie's ideas and furthermore, Clar^k's

article.is more than a little exaggerated in its claims that there

is a colour structure in the po which exa<;tly parallels that of

l)elaunay*s painting. We would remind hirn of Apollinaire 'statement-

"II n'y a pas de rapports de la peinture a la litterature"-published

in an article on Matisse, La Phalange, lp Lee., 19071 O.C. t.4 p.84.
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We know that the first publication of the poem was in January

1913 edition of "Podme et DrameM(l), but that it also appeared

the same year in the catalogue to the exhibition of paintings

given by Delaunay in Germany and in all probability the poem

was commissioned by Delaunay for that purpose . There are also

conflicting anecdotes about the composition of the poem, and the

version given by Delaunay, his wife and Cendrars has it that

Apollinaire composed the poem in Delaunay's studio, certain ob¬

jects in the poem, such as the "vieille paire de chaussures jaunes

devant la fenStre" belonging to either Delaunay or his wife; ano¬

ther version has it that the poem was composed, with the help of

some friends in a cafd. It is, c/3. course, possible that there

is an element of tru,th in each story, but whichever tale we choose

to believe, it is certain that Delaunay and his work had 3ome in¬

fluence on the poem.

For S, I, Lockerbie, "Les FenStres" is the prime example of the

poenvecred" (2) and owes more to Apollinaire's idea of what Delaunay

was attempting to do than to what Delaunay considered to be his

task and achievement-

"Aussi bien chez Delaunay que chez Picasso, Apollinaire aura

done choisi les elements correspondant le mieux d. l'exigenco qui

dtait au centre de son propre oeuvre. En mdditant leur example

il a pu imaginer un art qui a la fois participerait de toute la

nouveautd excitants de la revolution picturale, et satisferait

cette soif de predominance lyrique dont sont marauds ses plus grands

(1) O.P. p. 1079

(2) Lockerbie; "Les FenStres" in H.L.M,^1968; series <3rt I «' 7.
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po&mes. Dans cet art la mesure da son gdnie serait d'abord le

bouleverseraent qu*il aurait produit dans le monde ordonnd de la

rdalite norraalej mais ce ddsordro ne serait finalement qu'une pre¬

miere etape vers la creation d'une nouvelle structur; dynamique qui

lui parmettrait de s'imposer et de rSver au somraet de son oeuvre."(l)

It is certainly true that "Les FenStres" shares many of the

characteristics of the poetry which Apollinaire had written previous

to his meeting with Pelaunay and his interest in Orphism. A glance

at the poem is sufficient to persuade that the poet had completely

abolished any idea of logical continuity from one line to the next.

Consider the following lines-

"Du rouge au vert tout le jaune se meurt

Quand chantent les aras dans les forgts natales

Abatis de pihis

II y a un poeme a faire sur l'oiseau qui n'a qu'une aile" (2)

There may be a connection between the one-winged bird of the last

line and the "pihis" or there may not, but apart from that possible

link between two of the lines, we think it perfectly fair to say that

there is neither nor reason in the order of the lines therasolves-

and that is clearly what the poet intended. Yet no-one could possi¬

bly claim that this is something new in Apollinaire's poetry. Ifhat

is different is that the poet seems here to be restricting himself to

(1) Lockerbie, R.L.M. I968, series on Apollinaire n° 7* P*ll

(2) O.P. p.168
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the ro"£e of destroyer rather than being the d 'stroyer of the world

we know and simultaneous creator of a new world as he is in "Les

Fian9aillos"l "Le Voyageur" etc. We are not faced here with the

juxtaposition of disparate elements which create for us an unexpected

:o and surprising image.

That iB not to say that surprise is absent from the poem,

clearly the unexpected element remains in the content of each line,

but this time the abolition of links between the lines and between

the images has been carried a stage further than in poems such as

"Liens". We cannot even say that all the images in these lines are

things which might have been seen frofo a window, wither that of De-

launay's studio or not. For Lockerbie the poem falls into two basic

parts, of which the first is intended to destroy any coherence of

perception and the second to reconstitute it.(l) But th^e segmants

of the poem are not separate as are the sections of, say, "Les Fian-

jailles"; rather they are interwoven. (2) In our opinion Locker¬

bie's analysis of the poem is a very revealing one and to which we

lend our support.

The two distinct movements in the poem are, as we have said, in¬

terwoven; the first movement conssj,ts of three large segments-name-

ly the lines 2-9, 14-18 and 19-26 (the distinction between the latter

two being, for Lockerbie and for us, that 19-26 is not composed of

fragments of conversation, although its effect is fragmentary; the

second movement of the poem begins with the first line-

"Du rouge au vert tout le jaune se raeurt"

(1) Lockerbie, H.L.H. 1/68, series on Apollianire n° 7« P»H

(2) O.P. p. 168
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—which gives an impression of unified movement, and is continued

in the lines 10-13 and again taken up at the end of the poem.

In fact it seems to us that the lines which have this fragmenta¬

ry or destructive function are not different from various lines

which have .uoted. in our analysis of the poems of "Alcools", the

function of -which is to take the reader by surprise and prevent

has imagination from constructing from a poem a coherent picture of

reality which conforms to his own experience, For if a line such

as-

MVoilh une jolie jeune fille parmi les jeunes Turinaifces"

-present a picture which is perfectly x-ealisable to the imagination

of any reader, even one who has never seen Turin or its inhabitants,

its context is such that it is the irrelevance of the image to what

preceded it or follows it that is important, ind an image such a&v*

"Le pauvre jeune homme se mouchait dans ua cravat*, blanche"

-bears the instantly recognisable stamp of the shock images as we

have seen it in "La Voyageur"t for example -

"Sonneries 61ectrirues des garas chant d s moissonneuses"(l)

-even though the content of the two lines is quite different.

How, according to Lockerbie's reading of the poem, the opposing

movement is .hat of a reconstruction of reality by the poet, so that

the end of the poem —

"Du rouge au vert tout le jaune fie meurt

Paris Vancouver Kyeres Maintenon New York et les Antilles

La fen^tre e!ouvre oomme une orange

Le beau fruit de la lumiere"

(1) o.P. p. 79
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-is "Una seule volonte ... reunissant tout ce qui aviit etd frag-

raente"., And in this "reorganisation superijure" of the world

the simultaneous presence of past and present (the pun on Hyeres

Maintenon is inescapable), here and there is, or seems to us no dif¬

ferent from the reorganisation of the world which is attempted, and

in our opinion aohieved, in such poems as "Lee Pianjailles", "Zone"a§

"Le Voyageur", and others. The fact that in this poem we are dea¬

ling with the key image of light, which being white contains all the

colours of the spectrum (l), does not basically alter the fact that

the poet had previously attempted a reconstruction of the universe

in 0 lhar poems, and achieved it without recourse to the image of

light, which is no doubt due to the influ nee of Dalaunay (2), We

must, however agree with Lockerbie1s contention that this reorgani¬

sation of the world is achieved in "Les i'en^tres", and moreover,

it is perhaps of a different order, even if only slightly, to that

of his other poems.

The crucial point here sterns to us to be that the images of

shock by means of which Apollinaire destroys reality have no dimen¬

sion of reality of their own in the way that images such as-

(1) Cf. "Blancs rayons de lumifere" -Liens O.P. p. 167

(2) An examination of Belaunay1writings of the period (Du Cubis¬

ms A l'Art abstrait) and his corrections of Apollinaire*s ar¬

ticles and other texts on his (pelaunay's) ideas leaves no

doubt on the matter, but there is no space here to develop this.
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"A la fin les mensonges ne me font plus peur

C'est la lune qui cuit comrne un oeuf stir le plat

Ce collier cLe gotrbtes d'eau va parer la noyee" (l)

—have and are meant to have, as we have already seen. This

brings us to the consideration of these lines (2-^)^nd 14-18 in

particular) in more detail. According to at least one of the anec¬

dotes (2) concerning the composition of this poem Apollinaire used p

phrases chosen at random by himself and his friends to make up at

least part, if not all of the poem. It is to be doubted, in view

not only of Delaunay's version of the matter, but also of Lockerbie*s

s analysis which reveals the coherent and well thought out structure

of the poem, that Apollinaire took no pains at all in the composi¬

tion and organisation of his po m. So, if, in fact, parts of this
h

poem do consist of random remarks, wither chosen by apollinaire or

simply offered by his friends, it is most likely that these parts

of the poem are the parts to which are assigned the destructive func¬

tion.

If this is so, then the lines in question are meant to be to¬

tally objective representations of a reality that is no.t that of the

poet's world of imagination, but a part of the universal domain.

This is surely what .uockerbie intends to indicate in his reference

to them as"bribes de conversation". It is true that the reference

to the mythical birds, pihis^rather betrays the hand of Apollinaire

in the composition of these lines, and moreover few, if any, of the

(1) O.P. p. 134

(2) That told by Andrd Billy, for example.
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of the lines present an ordinary image or scene which might have

been observed by anyone} but their objectivity lies in their

random presentation} their incoherence which has been linked to

that of juxtaposed fragments of many different convert ,/tions, only

partially overheard* And it is this that differentiates them

from most of the si pie surprise images of the poems/"Aleools".

Thus Lockerbie concludes —

0
"Jus iue-la, dans las grands po&raes d'Alcools, c' tait dans les

profondeurs de la conscience, dans las rSvories et le long vaga-
Q

bondage lyriiue, qu'il avait cheroh6 l'uni it6 de son raoi,

l)ans "Lea PenStres" touts cette force de reverie est projotee au

dehors, et trouve sa satisfaction dans la creation d'un assembla¬

ge de fragments qui, dans une grande mesure, serable jouir de sa

vie propre." (l)

And we would agree with him in this respect, but we cannot

go on as he does to say that "Los PenStres" —

"concilia ainsi, par un tour de force ytonnant, tout© I'aspir-

dation lyrique ot spirituelle des meilleurs poemes d'Apollinaire,

et toute la complexity des nouvelles formes picturales qui avaie-u

excite son admiration*" For even if we assume that Apollinaire

has found here a literary equivalent of Delaunay•» plastic expe¬

riments, we oannot say that in making his images of shook more

objective, more external, he has succeeded in surpassing fche aohie-
of

vements of the great poems/"Aloools". Our criticism is precisely

that by depriving his shock images of a powerful reality oftheir

own, Apollinaire has weakened his ability to convince us that the

(l) Lockerbie;"Les Penutres" in H.L.H. i960 p. 18-19
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artist is the creator of hi£ universe. The flaw which renders

this poem less effective a demonstration of the power of the artist

to reshape the world in his own image, is the separation of the

destructive and creative functions of the imagery. Thus , to
pi'tfl

take only one of the most recent examples we have dealt^in this

study, the line-

"Gordes faites de oris"

-at one and the same time destroys the reality of cords as we know

it and substitutes for it the reality of links or bonds, which is

the reality of the poem.

Significantly, Apdllinaire'a reorganisation of the universe in

such a way that the dimension of time is present as well as place

depends upon a pun which has less force and creative, power than

such a pun as that already discussed in "La Tzigane"-

"Nous lui dimes adieu et puis

Et de ce puits Sortit 1'Esp^rance" (l)

lather it is due to the influence of Lelaunay, or v^ther it is simply

that Apollinaire was attempting to explore further the possibilities

of violence in literature,it seems to us that in this poem he is less

successful in his translation of the role of the poet as creator than

in "Les Eianjailles". The dimension that is lacking from this poem

is the dimension of surreality whjtkhe achieves so successfully in the

major poems of "Aloools" written after 1906.

4e pass on to an examination of "Lundi rue Christine" in which

we shall attempt to show that Apollinaire was attempting muoh the same

thing that he attempted in "Les EenStref', but in a more modest pen-r

5pective. It is of this poem, above all others, that the phrase

(1) O.P. p.99
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"p.-eme-conversation" is used and it is immediately obvious to the

reader why this should be so# -

"La mfere de la concierge et la concierge laisseront tout
passer

Si tu es un homme tu m*accompagneras ce soir

II suffirait qu'un type maintint la porte cochere

Pendant que 1*autre monterait" (l)

In these three lines we are so obviously reading fragments of con¬

versation that there is no dimendion of surprise left. Certainly

we are a long way from the surreal image which creates its ovm

universe#

.It must not be supposed that this was a new direction

imparted to the poetry of Apollinaire by the experiments of the

painters who surrounded him; for if it is true that these fragments

of conversation are meant to be the literary equivalent of the

fragmented planes of cubist painting,or the simultaneity of

Belaunay's canvases, and this is by no means sure, it is also true

that Apollinaire had been interested since his youth in composing

poems from overheard remarks and sounds# The poem "Acousmate"(2)

bears adequate testimony to thil desire -

"Paix sur la terra aux hommes de bonne volonte'

Les maris voudraient agir l'outil n*a pas de manche

Sur les doigts de cet homme on voit des taches d*enere

Les hommes et les FEMMES tous insermentes"

- as does the following note copied probably from a dictonary into

(1) O.P# p. 180

(2) 0#P# p# 671# This is undoubtedly an early poem - cf, note 0#P,

p# 1148 & also O.P# p# 513.
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an early notebook-

"aoousmate ; "bruit de voix ou d'instruments qu"on croit

entendre dans l'air" (l) That is not to say that the influence

of his friends counted for nothinij in his return to this iSea,
but it does, of course, forestall the criticism that this poem

is simply a literary imitation of certain developments in the

visual arts, and as such shows a lack of originality on the part

of Apollinaire.

Of course it would be extremely easy to be bored reading

just any fragments of any conversations, so Apollinaire haE

taken care to find amusing or intriguing snippets which hold

our attention, and even inserts ironically the line-

"ga a l'air de rimer"
-where there is no rhyme at all. The surprise element is not

entirely absent from the peem as we can see in lines such as

the following-

"Six glaces s *y ddvisagent toujours"

Anf the following line must sound ironic to the ears of any reader

who has not grasped the principle on which the poehvis ccnstructed-

"Je crois que nous allons nous embrouiller encore davantage"
i

"Lundi Rue Christine" \s, then an attempt to give a portrait

of a place by noting down remarks overheard there at a certain time.

It may be argued that the result could apply equally to almost any

street on almost any day of the week, but this is not really the

point. The point of this eem is that the poet is not really its

author- the words are not his words and the selectiopfof them is

left mainly to chance if not entirely.

(l) Cf. M. Ddcaudin-presentation of Calligrammes^in the edition 4f
the Club du Meilleur Livre, & also ^e Flaneur des Deux rives n°4

P# 39,
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The poet, in other words, is attempting to endow his poetry with

objectivity that is due to the action of chance. We have no way

of knowing, obviously, how much the poet did actually leave to

chance, many of the remarks in the poem seem too amusing not to

have been deliberately chosen. But in that case the poem may

well be the equivalent of the*objet trouv6" and as such a demonstra¬

tion that the power of the poet to recreate the universe is such

that simply by pointing to an object or a remark, he is focussing

our attention upon it and thus, as it were, giving a real existence

to it. However, as the title indicates, Apollinaire is not here

trying to focuss our attention simply on the statements which he

ha s noted in his poem, but rather on the whole that he is presen-r-

ting to us. In other words, Rue Christine on Monday consists of

all these diverse and unrelated sounds- or rather this is our aural

experience of it. In this light we may say that this kind Of poetry

is a far stricter imitation of reality than many other that Apolli¬

naire has written up to this time.

One cannot but think of the lines from the prologue to "Les Ma-

meiles de Tir£sias" (l)

"he grand d^ploiement de notre art mocleme

Mariant souvent sans lien apparent comma dans la vie

Les sons les gestes 1 s couleurs les cris les bruits"

-and of the lines from - "L'Esprit Nouveau et les Poetes"-

"Beaucoup de ces verites n'avaient pas ete examinees* II suf-

fit de les d£voiler pour causer une surprise".(2)

(1) O.P. p. 881

(2) O.C. T.3 P. 906
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It this not what Apollinaire is doing in this poem? He is

pointing to something that has been under our noses all our lives

and surprising us by doing so. His "Lundi rue Christine" is an

amalgam of sounds and phrases which we are surprised to find jux¬

taposed in a poem, but which we accept in life without paying

amy attention, (l)

It is inconqevable that Apollinaire should have created such

a poem wiithout first having gone through the evolution which we

have indicated in "Alcools". But it seems to us that this poem

is not so much a poem of violence as a poem of simple surprise.

(Nothing can shock where there are no conventions left to break,

as in this poem.) The difference lies in the fact that in "Lundi

Rue Christine" we are surprised by the existence of something

which we normally overlook, whereas in poems such as "Liens", "Le

Voyageur", "Zone", "Les Fianjailles", the poet is substituting v.

another reality for that which we know, and he does this by destroy¬

ing the latter at the same time as he creates the former, so that

the violence of these poems is that of an experience which is hot

only thrust upon us,instep of being offered to us, but also one which

contradicts our knowledge of the world.

The link between these two kinds of poetry is there for us

to see, but it seems to us that the basic pre-occupation of the

author in the poems discussed in this section is w#ith what Lockerbie

has called the "po&me-cr4e" (2) '

(1) This is called an "objectal" quality by Renaud (Lecture d'Apol¬

linaire; Sd. L'Age d'Homme, Lausanne, I969 P» 320 & note) who

compares it to Bucham^s"ready-mades".

(2) Op. cit. passim. This is clearly also supported by Renaud's ana-
bee.\ aWttre

lysis(op.cit.). Unfortunately Renaud does not seem to have^ at
the time of writing, of Lockerbie's study -or at last he makes

no mention of it)
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oject as opposed to the true

we flind in the great poems of M

in the later poems of "Calligraro-
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CHAPTER THREE : SECTION THREE

ONHES (B)

In this section we propose to analyse the poeras "Arbre",

"Sur les Propheties", "Le Musioien de 3aj.nt-Merry" and "Un

fantSme de Nuees", leaving aside "A travers 1"Europe" for reasons

which we shall make clear when we come to deal with it, also leaving

out "Les Collines" as this poem belongs to a later period, which we

shall fully demonstrate in the relevant section, and the calligram-

mes themselves which we intend to discuss in one section for all of

them. The four poems which we shall be discussing in this section,

then, were published between Larch I9I3 and May 1914• Unlike the

poems of "Alcools", most of the poems in "Calligrammes" were publi¬

shed fairly soon after their date of composition, and so we consider

it appropriate to deal with these four poems together yet separate¬

ly from "Les J?'en§sres" et "Lundi Rue Christina" as none is an attempt

at a"poeme-conversation". (l)

We begin with the poem "Arbre" which was in fact published in

"Le Gay Sgavoir" before "Alcools" had finally been published .

From the "beginning we find in this poem the same lack of connection

between lines and the same apparently arbitrary arrangement, of images

which we have shown to be the trait most characteristic of the techniques

(l) Renaud (op.cit. p. 343 et seq.) does make a tenuous attempt to

describe "Arbre" as a kind of "po&me-conversution" but then

recognises the essential differences.
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of violence in Apollinaire's poetry from 1^07 on -

"Tu chantes avec ies autres landis que les phonographes galopent

Gu sont les aveugles ou s*en sont-ils alles?
/C/

La seule feuille que j'aie cueillie s'est changee en plusieurs

mirages

He m'abandonnez pas parrai cette foula ae femmes au marche

Ispaaan s'est fait un oral de carreaux emailles do bleu

St je remonte avec vous une route aux environs le Lyon: ' (l)

There are several elements of the above passage which immediately

claim our attention; firstly, the lines are all strongly end-stopped,

making of each a definite unit; secondly, this isolation of the

lines is oarried on in the imagery; thirdly,the presence in the

last two lines, of two place names which recalls the ideas of simul¬

taneity of "Les Fen§tres"; fourthly, the change of person from the

"tu" of lino one to the "je" of the last line. All of these features

we have already seen in other* poems. We note also the metamorphoses

of the third line which may suggest to us that the following lines

are the mirages in question. This line is also the only line in

the opening verse,=or paragraph, which offers any connection with

the title of the poem.

Let us now examine these lines in detail. The first line carries

both a note of huraour (in the use of the word "galopent") and a note

of odernism (in the introduction of the recently invented "phonograph'*
or gramophone). These notes combined give us an awareness of a

scene which the poet is describing (in scant detail), that to us, in

the second half of the twentieth century is rendered more vividly by

the "galspent" than by the .odomistio impact of "phonographas" espe¬

cially as the latter term is now little used. Nevertheless we must

attempt/

(1) O.P. p. 178
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to .imagine the effect of the line at the time of its composition

and it seems fair to us to say that it is a kind of banner warning

tnat the poet is modern above all else in much the same way that

the mention of pylons was in the poetry of the twenties in England.

Would it then be going too far to say that the poet is using the

word "phonographss" for its shock value? It is certain that there

were many people wno read poetry at the time who wouiL have consi¬

dered it a daring modernism, but perhaps most of those liable to

read Apollinaire1s poetry would not think so- they would be more

likely to react to the use of "galopent"; the more so since the

"galop" was a popular dance at that time. They would in all

probability find it mildly surprising and funny, in exactly the

same w iy as the much earlier description of a gramophone—

"Un phonographe enamourd pour dix pfennigs

Chanta 1*amour a quatre voix de chanteurs morts "(l)

-which in fact is probably more effective in rendering the won¬

derful qualities of the new invention.

Perhaps the effect of modernism for which Apollinaire

was trying here has, paradoxically, been preserved by the fact that

he has used a word which has become obsolete to describe an object

which has become commonplace and so our a tention is drawn to some¬

thing which otherwise might have passed as unnoticed as, say, a

reference to steel in the poetry of Pope. This allows us to see

clearly one of the dangers inh- rent in the desire to be modern,

especially when this is coupled with a desire to be aggressively so-

(1) O.P. p. 531
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the poem has been overtaken by the development of science.

Apollinaire was of course aware of this as we can see from the

following quotation which was written some years later than the

poem here under discuss ion__

M0 mon amie hSte-toi

Crains qu'un jour un train ne t'emeuve

Plus" (l)

To return to the passage under consideration, is there not, in

the use of the pronoun "tu" an almost automatic sign to the reader

that the poet is dealing with a memory? Certainly the poet in using

"tu" is referring to himself (?) and this iramediat ly shows a certain

distance between the self writing the poem and the self present in

the image-a distance which is closely paralleled by that of memory,
O

and there are precedents enough in Apollinaire's i^fems to support our

assumption, although one cannot state categorically that the first

line is in fact something remembered rather than something imagined

or even experienced at the moment of writing. In this context the

next line may seem to relate to the firBi- were the others in the

first line perhaps blind, either really or metaphorically? But

if this is so it is a connection which arises solely from the jux¬

taposition of the two lines and nothing else. Even if it is so,

it is a most tenous connection and we are forced to submit to the

(l) O.P. p. 310

(2} Renaud (op.cit. pp. 343 et seq.) makes a case for this being

Cendrars. His interpretation seems reasonable, but it seems

to us that the lines that may refer to Cendrars or his acti¬

vities-except the allusion to the 'prose"-really integrate "

into the poem in another way.
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disparity and the illogical quality of the passage.

The third li ne, however, offers us an image which, allied

to the title, might give us a definite point of 'View with regard

to the structure and style of the poem-

"La seule feuille que j'aie cueillie s'est changde en plusi-

eurs images" .

The poem is entitled "Arbre" and here we have a reference to the

picking <f a leaf. The action is not, however,simple, for the

leaf undergoes several possible interpretations of this- we may

see the trees referred to as Poetry and therefore the leaf as the

way in which the poet has chosen to write, the ideas of matamorphoSiS

md illusion fitting this interpretation very well; or, we may

see the trees as the tree of evolution ard therefore the leaf as

the poet's experience of the world (in its place in the history

of humanity) and again the ideas of illusion and metamorphosis are

in harmony; or, seeing the first three lines in very close connec¬

tion with one another, we may think that the ree is this poem

itself and that the leaf is the initial image of the p%>m which

is then changed into the others, these being only illusory; this

last interpretation has the merit of offering an explanation of

the word"seule"that is internal. Of course it is by no means

unlikely that all three interpretation given above are included

simultaneously in the imagery of the poem and its title, (l)

iiet us consider the three last lines of the paragraph in the

light of all these interpretations. If the first interpretation

is correct, then the images given in these lines are examples of

the illusions or mirages of the poet's stylo, each ima^® in turn

destroying its predecessor and therefore revealing it to b' an

(l) Not the least weakness in Renaud's (op.oit.) interpretation

is the fact that he gives no considera.tl i>r> to the poem's

title.
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an illusion . If it is the second, interpretation which is the most

relevant to the poem, then these lines are memories of the poet

(events or things which he has experienced) and again the way which

they succeed each other without apparent bond between them is evidence

of the illusory nature of experience and memory. In the case of the

third interpretation, it is necessary to suppose that the first line

calls forth the second and that thethird line is a commentary on this

process which is continued in the last few lines. Clearly none of

these three possibilities excludes the other two; in fact all three

possibilities fit together very well.

The first line of the next paragraph lends support to the idea

that we are dealing with memories—

"Je n'ai pas oublie Is son de la cloohetts d'un marchand

de coco d'autrefois"

-and the content of the line is a comment on the way in which memory

functions, the negative conscruction underlining the absurdity of the

fact that the poet remembers still this detail of the past (probably

childhood). The next line, however, introduces a new dimension-

"J'entends ddja le son aigre de cette voix & venir"

—for the line seems to imply that the sound of the voice is that of

the merchant in the pr viouo line, and therefore that past and present

are the same thing, or, at least are simultaneously present, in the

poem. This is immediately modified by the next line which continues

the grammatical construction-

"bu camarade qui se promenera avec toi en Burope"
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- and identifies the voice, but in so doing, because of the relation¬

ship established between the first and the second lines, suggest

that the "camarade" and the merchant are one and the same person

and therefore the past and the future are simultaneously present

in the poem.

The final line -

"Tout en restant en Amerique"

—adds the possibility of simultaneous presence in different places

which we may consider was already hinted at in the last two lines

of the first paragraph. Again this is all in harmony with both the

function of memory and the creation of a poem.

The next paragraph beginning as it does with the evocation

of a child, is also consistent with the idea that the poem is com¬

posed of memories. Moreover the imagery of this paragraph defini¬
te

Ltely intends/evoke a strong emotional reaction frop the reader,

and it does this by juxtaposition —

"Un enfant

Un veau depuuille pendu a 1'etal

Un enfant"

The unreality of the preceding linos is suddenly interrupted by

the savage vision of a butchered calf which by its proximity to

the word "un enfant" becomes the child itself. The poet is here
the

combining the effects of/technique of violence with those of violent

imagery - that is to say that by stripping his phrase of any word of

comparison or any superfluous expression the poet forces us to accept

the identification of the child and the butchered calf, and by chosing

the butchered calf as the other half of the juxtaposition the poet

is seeking to make his image as repugnant as possible, for he does
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not limit himself to describing the calf as one on a butcher's stall

he goes farther and underlines that its stomach and entrails have been

removed. Thus what renders the sight of a butchered calf more accept¬

able to us in reality-! i.e. lack of entrails, heart, etc. in the con¬

text of identification with a child renders it more horrible; but still

the poet does not refer to the act of real physical violence, to the

actual butchering of the calf, in order to obtain his effect.

The next line drops very quickly from the emotional peak of

the beginning of the paragraph -

"Et cette banlieue de sable autour d'une pauvre ville au

fond de l'est"

- but inevitably some of the sadness whivh the previous image in¬

duces is carried over into this one. (This may be even more so if

one sees in this line a reference to the town of Stavelot where

Apollinaire and his brother were abandoned by their mother without

any money - but this is not apparent from the context of the poem).

The next line hae a gentle note pf humour, perhaps even irony (l) -
"Un douanier se tenait la comme un ange"

But this becomes rather more savage in the following line -

"A la porte d'un miserable paradis"

- which suggests that there is no goal worth travelling to. We

cannot escape the similarities with "Le Voyageur" in this poem.

Apart from the construction which might lead one to think that the

two poems were composed at exactly the same period, there are the

(t) Is Apollinaire thinking of the Douanier Rousseau, and his portrait

of the poet with his muse (Marie Laurencin)? In which case perhaps

the "miserable paradis" is what he thought of the immortality which

being painted by Rousseau offered him. Cf. "Inscription pour le fc

torabeau du peintre Henri Rousseau Douanier" O.P. p. 654, which was

published only one month aftee this poem.
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images of travel which, are perhaps implicit in the lines ending

the first paragraph, in the naming of places, and which are given

a prominent place in the second and now the third ; for even if

one were to overlook the t-dea of a voyage undertaken to the "ville

de l'est", the fi^l line of the paragraph can leave no doubt, and

it by association reflects upon the preceding lines-

"Et oa yoyageur dpileptique dcumait dans la salle d'attente

des premi&res" . Thus, here just as in "Le Voyageur" we have the

ideas of childhood and journeys associated with pain.

The next paragraph begins in a very cryptic way-

"Engoulevimt Blaireau"

Bt la Taupe-Ariane"

-and if the preceding paragraph gave some kind of emotional reference

point to which we could refer the varied imagery, this paragraph

opens in a way which deprives us of any hold upon thempoem at all.

Why should one associate a nightjar and a badger? Perhaps because

they are both nocturnal creatures? Perhaps because there is a simi¬

larity in their colouring? The differences between the two are sure¬

ly far greater than any possible resemblances. And what are they

doing here, in the poem? The next line is even more mysterious,

Tfeere are two possible meanings of "Ariane", one of which may offer

us some slender clue to the reason for its presence. "Ariane

can of course mean the aryan lands, the Eastern part of the old Per¬

sian empire, including Afghanistan, and this is Where the town of

Ispahan is situated. Is this, theA, mother reference to a place

and hence to a journey? If so, what associations are there with

"La Taupe"? Clearly "Ariane" must mean Ariadne as well as the
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Aryan lands, and so perhaps the connection lies in the fact that the

mole is a constructar of labyrinth alftd Ariane was the one who helped

TheBeus to find a way out of the labyrinth in Crete Ufi. holding one

end of a pieceostring which Theseus paid out as he went to see the

Minotaur. (Possibly these are images of the poetic process).

So, perhaps the poet is dealing in synthesized opposites here - the

swift and free-flying bird i£ juxtaposed with the stolid, burrowing

badger; the blind and ugly mole with the beautiful Ariadne who re¬

presents fr edom. Is, this, then, another dimension of simultanei¬

ty? (1) Tne next paragraph offers no clue, but is another abrupt

change of imagery and tone-

"Nous avions loud deux coupes dans le transsiberien

Tour a tour nous dormion3 le voyageur en bijouterie et

Mais celui qui voillait ne cachait point un revolver arme"

These lines are a direct reference to the "Prose du Transsiberien et

de la Petite Jeanne de France" of Blaise Cendrars, but what i3 their

place, what their function in Apollinaire's poem? They continue the

theme of travel and show a different aspect of it. Turn about, the

two people travelling keep watoh-the danger as well as the romopice

CX. distant lands is present here. But this is not the sole function

of these lines. As we have said they refer directly to a poem by

Cendrars although they are not a quotation; can we not then see them

(l) It is certainly true that this poem is clearly much more organi¬

sed than "gundi Rue Christine" and that much of the structure

seems to depend on the pairing of opposites.
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them as another aspect of simultaneity (l). If past, present and

future, here and there can all be brought into the same plane within

a poem, why should the p, et not bring together two different poems

as both are part of the corpus of Poetry which has a past present

and fubux-e, a here and tnere in the same way that the existence of

any man may be said to have. This is surely consistent with the

idea that the tree of the title is the tree of Poetry.

The next paragraph begins with a line which might have been taken

straight from "Zone" -

"Tu t'es proaaene a Leipzig avec une feume mince deguisee en

homme"

- ana the following line sounds like a bitter aside which has the

effect of varying the tone and the emotions evoked in the reader.

Clearly in the3e two lines Apollinaire is looking back into

his past and making a comment on his experience, even if it is on¬

ly a rapid aside, and so the third line of this paragraph -

"iSt il ne faudrait pas oublier les legendes"

— may be seh both as a reference to legends about Apollinaire's

own past as well as to the past in general; or perhaps the legends

are the comments which he wishes to place under the mental pictures

which he conjures up in the poem. (Certainly we are much more

aware of the fact that he may have been referring to legends about

his own past if wa are familiar with the poet's biography.)

The following line begins with a name which is that of a minor

(l) Renaud (op.oit. p. 332) points out that Apollinaire might be

returning the compliment Cendrars paid hira by quoting him

in the "prose".
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personnage in the "Hoiaan de la Hose" - a witch who controlled

men's dream —

"Dame—Abonde dans un tramway la nuit au fond d'un quartier

desert"

— but situates that figure in a very modern context which again

recalls the tone and setting of "gone".

"Jo voyais une c^asse tan&is que Je montais

•it l'ascenseur s'arrStait 4 ohaque dtage"

These lines offer us no clue as to the identity of "Base—Abonde",

in fact they laake her appearance a vision such as sight have been

momentarily revealed to the poet and then hidden again as the

lift doors opened and then closed, What is the hunt which the

poet saw? And did he see it as ha was boarding the tram or as

he was going up the lift? Bo these three lines perhaps represent

a legend which Apollinaire is creating? In which case we find

ourselves faced with a poet as a maker of legends which is not

an uncommon role for modern poets to adopt. In fact the principal

impact of these lines as with much of the poem, is in the mystery

they create — a mystery to which we foeldthe poet holds the key.

Other than the theme of travel there is nothing which the reader

can find in the poem as a unifying structure except the oppoeites

which are largely Geographical and it is surely fair to assume that

the poet intended this to be so. Often UiS images seem to be a

comment upon the structure of the poem itself, as in the case

of the third line of the poem -

"pa s;ule feuiilo que j'aie cueillie s'eat chungbe en plusiours

mirages"

- and also in the case of the last lino of this paragraph -

"h'ascenssur s'arrStait a chaque dtage"

The poet, if this is the case , seems to be saying that the
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of a series of related yet disjointed images such as the views seen

at different levels of the same building from a lift stopping at eve¬

ry floor. This interpretation would ma|Sas of this very obscure poem

another "art podtique", in which case it seems to us that the poem is

a relative failure in comparison with "Liens" for example. (The poem

is clearly too much the deliberate result of an author's hand to as¬

pire to the status of "podme-crdd" like "Lundi Rue Christine".)

It is possible that Apollinaire wished to create a poem which would

consist of images related to each other principally by the fact that

they .are all part of the same poem, in the 3arne way the the leaves

and the branches of a tree are related principally to each ither

through the tree. Clearly, this entails his pushing a little fur¬

ther the id as developed in "Lea Fiangailles", as he was doing in

other directions in other poems such as "Les FenStres" and "Lundi

Rue Christine" about this time .

It s ems to us, however, that lis poem, Apollinaire is allowing

his imagery too much lib rty; so that as the lift doors open and

close, we are by no means sure that we are still in the same buil¬

ding! The surprise that we feel on reading many of the lines is

much less effective in this poem where there is no unifjrii^ thread}
it is as though the trunk of the tree has been removed and we are

left vrith the leaves and branches. Let us, however, finish our

analysis of the rest of the poem before we conclude about the poet's

intentions. The next paragraph gives us a series of situations in

which the poet finds the same image redfrring, , there being no link

whatsoever between any of the situations and this being the p at's
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intention, we deduce that he is obsessed by the image. But whose

image? It could well be his own as he is already almost c rtainly

referring to himself in the second person singular in this roem;

or it could be the image of someone whom he has loved and who has

left him, a common enough theme in the poetry of Apollinaire,

fhis obsessive returning of the same image is interrupted

Sharply by the line -

"Ce beau negre en acier"

-a strange and inexplicable image which might have come from a

science-fiction novel of the future, burely this is not the imajp
which haunts the poet. Or is it? Might-

"Ce beau negre en acier"

—be the plate from which an etching has to be printed? And might

that etching not be a portrait of a woman whom the poet has lost

and whose image returns to haunt him wherfijyor he looks? Or the

image could be the poet's own. Thus this mysterious line might

well correspond to something quite concrete in the poet's mind al¬

though ifcs function is principally to mystify the reader and to
I

preserve the unknown quantity, the concealed identity of the other

or selp that the f(oet sees everywhere.

The poem ends with a passage which contains lines that would

not have been out of pt&ce in "La Chanson du Mal-Airae"-

" Tout est plus triste qu'autrefois

Tous les dieux terrestres vieillissent

1
L' univers se jjslint par ta yoix"

Tne note of elegiac sadness would seem to suggest that there is a

lost love involved, but there is probably more also. The poem ends
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with two lines which recall the "acteurs inhumains claires b§tes

nouvelles" of "he Brasier" -

"Et cLes etres nouveaux surgissent

Trois par trois"

There are many interpretations which one might put upon these new be¬

ings, not least among them that, coming in threes they are creatures

for whom love has been reinvented. They also reflect back on the

preceding lines and lead us to see that the poet was not merely

being mysterious when he concealed the references to a lost love,

but was also putting something else in to the image - his own past

self.

This poem seems to us to be rather confused in comparisSn with

much of the poetry which Apollinaire had written since 1907. It is

not simply that he was attempting something more ambitious here

and was forced into obecui'ity by the desire to compress as many

levels of meaning as possible into as few words as possible. The

poara is vague and confused because it seems to be about almost every¬

thing that was in Apollinaire's mind at the time, and by removing

the key to the poem, which is his own experience, Apollinaire has

left the reader with a poem which he feels has a meaning but which

he cannot penetrate. In other words, what Apollinaire has done is

not to give independence to his imagery, but rather to remove the

central point of reference which is his own experience, and try to

make of what is left the imagery of a pcem. This would seem to us

to be a further exploration of the techniques of violence which in

this instance fail. It fails because after we have submitted to

the shock and surprise which the disparity of the imagery and tone
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cause usf we are left with n© amalgamation of tlxo diverse elements

such as we experience in , say, "Le Voyageur".

We pass on now to "Bur les prophdties", our principal interest

in this poem b ing that one of the characteristics of Apollinaire'a

n w poetry, from "Les Fian^ailles" to "Lea Collinos" is the claim to

be able to foresee the future in terms of the mbodirnent of the/ima¬

gination. Since Apollitmira is dealing here with prophecies of all.

kinds there is a certain interest in examining what he has to say

about them.

o
The Jpm falls into two parts, the first of which is more or

less an enumeration of the various ways in which fortune—tellers

and such like people claim to be able to see the future. The se¬

cond part, adress d *o -tndrd Billy, is a justification of the claim

that the future is visible to us; justification , that is to say,

rather than demonstration. According to the poet, interpreting

the future is simply—

une fajon d'observer la nature

lit d*interpreter la nature

-iui est tree ldgitira " (l)

This statement is at variance with what Apollinaire says elsewhere

about tho role of a poet as a prophet, for if we examine his state-

ra nts on this matter we find thet the poet foretells the future by

i agining something which science later invents. We might even say

:,hat he is dealing in self-fulfilling prophecies; for example his

theory that Icarus is the fruit of the imagination of a po t later

given substance by the inv ntion of he aeroplane- it is clear to

ua that both Icarus (as a symbol of man who can fly) ar.5 the aeroplane

i. are the products of Kan's desire to fly, and that moreover tho irna-

(1) O.P. P.187.
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min4.

""his poem then should not be considered as offering any really

relevant clarification of Apollinaire's theories of prophecy as

th-3y are set out in, for example, Mbes Collines". The one oth-^r
i

point of interest which there is for us in th-fs poem, is that there

is no attempt to create a prophetic image. We think of the Mac-

teurs inhumains" from "Le Brasier** and of the vision of "bes Pian-

9aillesM which both offer certain affinities to the case of a poem

dealing, or purporting to deal, with knowledge of the future} and

we shall later see that the climax of "bes CollinesM oonsists of just

such a sequence of images. In all these oases Apollimlre depends

upon the techniques of violence, but as we have observed in our

analysis of'Arbre", of the "pobmos-conversation" that he was to

a certain extent attempting to go beyOnd these techniques, might

we not see in his failure to exploit them here a lack of a sense

of direction in his writing? We have already quoted Apollinaire

as saying that his "po&raas—conversation" were a new departure in

Poetry, and at the 3ame time he was experimenting with his calli—

grammes; it is therefore clear that he did not feel that he had

achieved everything which he wished to in his exploitation of the

techniques of violence, although neither the calligramme; nor the

"poeme-cr^d" as"Lockerbie calls it would have been conceivable

without the primary dislocation of she poetic structure that is r

exploited in such pooms as wbes Pian9aillesM.

The two remaining poems which we wish to consider in this sec¬

tion have in common an element of narrative form and an element of
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narratives form and. an olomont -af fantasy and whimsy which is not with¬

out its charm, hut both ssem to us to be relatively minor pieces in

comparison with the ambition of "Les PenStres" or the calligrammes,

particularly "Lettre-Ocean", as we shall see.

"Le Musicien de Saint-Merry" bears certain resemblances to

"Cort&ge" and begins with a line xhich recalls one passage from "Les

Fiangailles*,,

"J'ai enfin le droit de saluer des §tres que je ne connais pas"

(1)

-recalls the line from the fifth section of "Les Fiangailles"—

"Et je souris des Stres que je n'ai pas oreee"

-and perhaps the comparison is not inappropriate, as we ehall see.

The notes to this poem in the P16iade edition give two anecdo¬

tes concerning Apollinaire*s visit to the church o£ Saint-Merry

each of which suggests that this process of allowing the imagination

to be stimulated by place was quite important to Apollinaire.

Perhaps it is to the fact that the poem owes its inspiration to the

church and the atmosphere of the quarter, that the first line is

due. The creatures whom the poet greats and whom he has not crea¬

ted, in fact does not know, are poople seen in and around the church.

Thus the first verse of the poem-

"J'ai enfin le droit Se saluer des Stres que je ne connais
pas

lis passent devant moi et s'accunulent au loin

Tandis que tout oe que j'en vois m'est inconna

Et lour ospoir n'est pas moins fort que le mien"

-aapears as an attempt similar to that of the "po&mes-conversation"

to create a poem which owes little to the personality of the poet.

(l) O.P. p. 188.
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In fact, the next verse puts a rather different perspective

on this consideration -

"Je ne chante pas ce monde ni les autrea

Je chante toutes les possibilites de moi-m§me hora de ce monde

et des astres

Je chante la joie d'errer et le plaisir d'en mourir"

From these lines it is clear that the poet's right to greet those

whom he does not know arises from his complete confidence that his

poetry springs from his own imagination rather than from the out—

side world. It would seem that the poet considers that the time

which he foresaw, or rather wished for in "^es Fianjailles" has

come —

"Mais si le temps venait oh 1'ombre enfin solide

Se multipliait en realisant la diversite formelle de mon amour

J'admirerais mon ouvrage " (l)

Thus the fact that the poet may have seen something in the area

round tue church of Saint-Merry which seems to his friends to have

some relation to the theme and imagery of the poem, is, in fact, of

very little relevance. Apollinaire himself is stating quite cate¬

gorically that his poetry is the product of his imagination, and

therefore that whatever external features are incorporated into

his poetry are completely transformed by his imagination.

If we insist on this point it is because, far from being another

attempt at creating a poem external to the personality of the poet,

and consequently a parallel to "Lundi Rue Christine", this poem

is a product of the poetic imagination in the same sense that the

(1) O.P. p. 132
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latter poems of "Alcools" as well as the latter poems of "Calligram-

mes" are. This seems to us to he an important modification of

S.I. Lockerbie's division of the poetry of "Cal1igrammes" into two

periods, that of the years 1913—1914 and that of 1916-1918,(1) but

at the same time it is the confirmation of both Lockerbie's hypothe¬

sis and our owr* , that the eventual poetic goal of the poetry of

"Calligrammes" is the same for all the poems in the volume, even

if the routes take, are often considerably different from o^l« another.

The tone of the lines which follbw the last passage quoted is

that of whimsical fantasy into which the poet injects only one note

of real mystery-

"Homme Ah! Ariane"

- in this description of the mysterious piper. But even this is nob

too difficult to interpret (the women, like Ariadne by Theseus, are

being led away to be later abandoned) and so cannot really be consi¬

dered as an image of surprise.

However, there is an abrupt change of construction and of tone folio-
. /

wing the line-

"II s*en allait terriblement"

-and the poem expands to take in not only a much wider region of

Paris than the area already mentioned, but M-SO parts of Germany as

well- "Puis ailleurs

A quelle heure un train partira-t-il pour Paris

OOOOOOGOOOOOOOOOOOOOOOOOOOOOOOOOOOO

Ailleurs

Slle traverse un pont qui relie Bonn a Bouel et disparait

h travers Ptftzchen"

(l) Cf."Le r81e de l'imagination dans Calligrammes" byS.I. Loakerbie

in R.L.M. series on Apollinaire n° 5^1966.
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The ecele and structure of the poem are radically altered here

and the effect of this is to introduce a new dimension to certain

of the lines in the first half of the poem. '-ftiat we have read so

far is a description of a kind of pied piper in a certain are a of

Paris- suddenly jrhe soene is transformed, but not to any definite

place; the poet simply introduces the dimension of "amours". Then

comes the introduction of speoific places - an archipelago near

Indonesia and the former capital of the Belgian Congo - but most

important here are the lines -

"A ce moment

o o o o o e

En mSme temps"

— Apollinaire is introducing his ideas of simultaneity} the poem re¬

assembles events taking plaoe all over the world at the same time.

The poet also adds a note of mystery in the line —

"Mission catholique de B83a qu'as-tu fait du soulpteur"

(might there not be here some reference to a piece of African sculp¬

ture which the poet knows and which he considers to be in a style

lost to those Africans who have been converted to Christianity?)

There is also the question of the identity of the woman in the

line -

"Elle traverse un pont qui relie Bonn A Beuel et dispara^t

k travers PUtzchen"

as the poet makes no attempt to give us any sort of answer to these

mysteries, it is clear that he is not trying to present a series

of parallel stories or evnnts, but rather is fcsing these brief views

of other places in much the same way as the "Roi—iiune" listens to the
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sounds of different parts of the world in fiis cavern, by playing

the keys of his wonderful magic instrument, (l) But there is no

need for us to look outside the poem for a "musician"- can we not

see that the young man playi-g the flute is the poet himself and

that the tune which he is playing is the poem, his music being an

imaginative experience of the world which allows him to use notes

from different harmonies, if we may use such an analogy to descri¬

be the different zones of the world. Consider the lines -

" "II s'arrSta au coin de la rue Saint—Martin

Jouant l'air que je chante et que j'ai invante"

-are these not sufficient a hint that if the flautist is not the

poet himself,then he is at least the poet's creature? Purth rmOtS

there is the warning given by the poet in the second verse that

he is not writing about the external world but about the possibili¬

ties of himself,

Unlimitated magical powers are not, however, what the poet is
I

claiming; indeed he immediately reminds himself and uS of some of

his limitations-

"Dans un autre quartier

Rivalise done 8 poete avec les etiquettes des parfumeurs

-although one cannot be oblivious to the note of irony that is pre¬

sent here. Clearly thejpoat is alluding to the powers of suggestion
/

which the names of certain perfumes have for their users if not for

everyone. And he, in a few words, or a few lines, is trying to

suggest as much as possible of the feeling of "ailli,urs".

The next lines present a kind ofl auiaming up of what has been

done by the poetS and end on a call for unity among the avant-garde (?)

(l) Cf. "he Po&te Assassind" pp. 129-136
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which reminds us of "Liens"—

"En somrne 8 rieurs vous n'avez pas tir€ grand-chose

des homines

Et a peine avez-vous extrait un peu de graisse de leur
misbre

Mais nous qui radtons de vivra loin 1'un de 1'autre

Tendons nos bras et but ces rails roul£, un long train de

marchandises"

—but in fact the force of the expression "qui mourons de vivre

loin 1'un de l'autre" is such that one wonders wither there is not
another dimension to this verse also. If so it is surely the

familiar yearning for a woman who has left him. Perhaps this the

wcie|mii referred to in the line quoted on the preceding page. This

idea would certainly fit with the next line4

"Tu pleurals assise pres de in i au fond d'un fiacre"

And in this context the train of women following the young man

appears almost as a kind of wish fulfilment, but one of which

the pi et is conscious, fior he has already said that he is writing

about the possibilities of himself? Therefore, if he is constant¬

ly deserted by women he loves, iffe is cercainly another possibili¬

ty op his existence that he shouldi^irresistibly attractive to

thern, and take his revenge upon them by spiriting them away at the

end of the poem—which ending reveals to a great degree the irony to

which the poet is subjecting himself in the poem.

The next line identify the lost love with the poet's self as

in "Arbra"—

"Et mainfcenant

Tu :o ressembles tu me resoerables malheureusement"

—and the image which follows fixes 3?he poet and his love in an

immobile unexpected way—
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"Nous nous ressemblons comma dans 1'architecture du siecle dernier

Ges hautes cheminees pareilles a des tours"

There is one further reference to the external world and then

the poem returns to the procession of the women following the pied

piper—

"St tandis que le monde vivait et variait"

-and the poem ends with a synthesis of the poet's pain(sur ly for

his lost love) and the last notes of the music which has lured away

all the women of the quarter-

"0 nuit

Toi ma douleur et mon attente vaine

J'entends mourir le son d'une flSte lointaine (l)

The basic narrative structure of the poem has been transformed by

the surprise images of the section beginning-"Puis ailleurs"- and

what the poet has made of the poem is a simultaneous complex of his

own emotions, impressions of the area round the church and fragments

of the external world which bear no relation to the theme of the

pied piper or of the sadness of an abandoned lover. The dimension

which Apollinaire has added to this poem is partly that of the poem-

object, the thing distinct from its creator, but it is mostly acknow¬

ledgement of an exterior reality which is not as important either for

us or for the poet as the imaginative reality of the p.em.

(1) Gf. "Une dame penchee a sa fenStre m'a regards longtemps m'Eloi¬

gner en chantant" - "jjes Fianjailles" -same mood of sadness

brought about througu distance.
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We pass on now to an examination of "Un fant8me de nuees", but

we shall have more to say about the poem-object and its place in

Apollinaire's poetic theories in our discussion of the calligrammes,

As we have said, this poem has a basic narrative structure which

concerns the poet going out into the streets to watch some acrobat*

perform on the eve of the 14th of July. There are aspects of

the poem which might recall Picasso's pink period paintings of cir¬

cus performers, but neither of these facets of the poem is what

interests us principally. For the purposes of this study, the most

interesting aspect of the poem is the way in which the poet transfor¬

ms his narrative from something quite simple into something much

more subtle, and the degree to which he does this through the use

of surprise images.

In fact, one might be forgiven for thinking that Apollinaire

had written this poem very early in his career, for he does employ

surprise images in this poem but his use of them is extremely mo¬

dest, almost as if he were not sure of them* potential. The first

departure from the straight-forward narrative tone comes in the linas-

"Poids formidables

Villes de Belgique soulevees a bras tendu par un ouvrier russe
de Lon^wy

Halteres noirs et creux qui ont pour tige un fleuve fige

Doigts roulant une cigarette amfere et delicieuse comme la vie(l)

It must be admitted that the pun is not particularly funny,

even in the context of the Russian's worker's presence. It does

however alter the tone of the poem if only slightly. The next two

lines perform a metamorphos/s which adde nothing to our knowledge of

the weights and which might almost describe as gratuitous were it

not for the fact that through these changes the poet is not really

(l) O.P. p. 193
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attempting to describe the object at all but rather is, as it wore,

offering us his own side-show. The spar by which the dumbbells

are mid becomes in turn a "fleuve-fige" and a cigarette rolled in

the fingers of the weight-lifter. The first of these two metamorpho¬

ses gives an impression of the strength involved in the lifting of

the dumbbell , this is the Kind of strength which can hold back

rivers} the second gives an idea of a certain outlook on life which

is almost certainly tha-t of the performers. Thus the imagery ir:

these lines id not meant to tell us about the weights hut about the

people whom the poet is watching.

The surprise involved in these images come firstly at their appa¬

rent gratuitousness, and then also in the terms of the imagery-"fleu-

ve fige" carries a considerable surprise value, and the comparison

"araere et delicieuse comme la vie" is clearly unexpected.

On the next page we find an isolated line which interrupts the

slightly morbid direction that the poe..» has taken as Apollinaire

concentrates on the description of the perforraars-

"iies bras les bras partout montalent la garde"

-the line is situated between the end of the description of the tuber¬

cular bloom in the complexion of the old man and the beginning of the

description of the second "saltimbanque" who has certain rather mys¬

terious attributes as we shall see in a moment. To whom then do the

arms belong? To the old man? To the other acrobat? to the crowd

surrounding them, perhaps ? It is not really important, in fact.

What is important is the image of arms involved in disciplined move¬

ment, through which we became aware of the physical activity which

for this man is staving off death. Should he cease to perform, all

that he has left to do is lie down and die. This is brought home to
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us much mora through this sudden, strange image than through all

the preceding lines concerning the sickly complexion which is

obvious to the onlookers.

The next Tew lines, concerning the second acrobat, bring a

mysterious note to the poem—

"lie second saltimbanqji®

N'etait vttu que de son ombre

Je le regardai longtemps

Son visage m'dchappe entierement

C'e t un homme sans t§te"

It is clear in the second line that Apollina re is not describing

a real acrobat, or if the figure he is describing does correpond

to one of the troupe, then he has been totally transformed by the

poet's imagination. The headless shadowy figure becomes very

disquieting to us, and appearing after the passage concerning the

illness of the old man, he seems somehow connected with one or the

other. Perhaps he is the old man's alter ego, perhaps a figure of

death. The important point for us to note nere is that the poet

simply intcoducoB his mysterious character, very quietly, into the

poem and leaves him to work upon our imagination® .

The narrative continues and we follow it almost to the point of

disregarding lines such us-

"i«iue moulait 1'homme au visage couvert d'ancStres

The puet has already touched upon this idea in the line—

"La cendra de ses peres lui sortait en barbe grisonnante"

-but this is to the reader a not too surprising way of saying that

the roan is old like his father before him grew old and so,on. The

second ocurrence of the image, however, is much closer to a baroque

conceit- the middle term of the metaphor has been removed, so that
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the image becomes grotesque. It is no longer a question of seeing

the man in a line of family descent, the strangeness of the image

surpasses this simple aspect of the poet's vision, the old man

becomes an ugly image of the past which is acoorapagnied by the

brash music of the organ, both in sharp contrast with the graceful

movements of the little acrobat.

The next passage brings a different treatment of the same

idea, and the poet reaching the climax of his imagery brings the

poem to an unexpected end-

"Le petit saltimbanque fit la roue

Avec tant d'harraonie

Que l'orgue cessa de jouer

Et que 1'organists se eacha le visage dans les mains

Aux doigfcs semblablea aux descendants de son destin

Foetus minuscules qui lui sortaient de la barbe"

To the dimension of the past is added that of the future. The

figure of the organist becomes generation after generation of ugly,

disease-ridden people who cannot attain the momentary transcendence

of losing themselves in movement and rhythm.

The poet does not, however, allow things to settle here; he

breaks the atmosphere of pathos with a loud whoop-

"Houveaux oris de Peau-Rouge"

-which is the expression of the overflow of joy and enth usiasm that

arise from the experience of absorbtion in physical activity. Then

the child acrobat disappears -

"Musique angelique des arbres

bisparition de 1'enfant"

Clearly, the poet is stressing the ephemeral aspect of the ability

to lose self in some momentary activity, beside which the feats of
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strength of the weight—lifters are nothing at all. Hence the last

two lines of the poem which enlarge the canvas far beyond the image

of the street acrobats—

"Mais ohaque spectateur cherchait en soi 1'enfant miraculeux

Siecle 8 siecle de nuages"

Apollinaire hails the twentieth century as the century of the momenta¬

ry, the ephemeral but the transcendental. His "fant8me de nuees" is

the alter ego of the twentieth century man and is committed to the

perfection of the (moment.

As we said earlier in this section what principally holds our

attention in the poems studied here is that images of violence are

relegated to a minor role in comparison with the poems which preceded

them. Nevertheless they are present in these poems and as such show

the importance of the position which they had developed in Apollinai-

re's writing, for it is clear that in tl^e poems he was exploring new

avenues f^or his poetry and yet could not quite put aside this element

of his style.
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CHAPTER THREE J SECTION FOUR

OHDES (C)

In this section we shall deal with the one remaining poem from the

section of "Calligrammes" entitled "Ondes", that is to say the poem

entitled "A travers 1'Europe" which was originally given the title

of "Rodztag" when sent to Marc Cnagall and"Rotsoge" when published

in "Lea Soirees de Paris". We have chosen to deal with this poem

separately because it was written by Apollinaire after a visit to

the studio of Chagall and is a kind of tribute by Apollinaire to the

painter. It is a tribute in the se>^nse that Apollinaire chose to

use images which he saw in the canvases in Chagall's studio, but it

is also a poem which owes more to its author's originality of sty¬

le than to an attempt to render a literary equivalent to the pain¬

ting of Chagall, (l)

Although, as we have said, there are certain of the poet's ima¬

ges whioh may be shown to have been directly inspired by the paintings

which Chagall had completed at the time of Apollinaire•s visit to

his studio (Ton visage ecarlate", "Ta maison ronde ou nage un hareng

saur", "un homme en l'air un veau qui re^arde a travers le ventre de

sa mere"), this does not mean that Apollinaire was using these ima¬

ges in the same way as Chagall. It will be seen from the ensuing

analysis that the structure of the p.em and the use of imagee which

have no logical connection with one another is perfectly consistent

with Apollinaire's writings of this period, and that, consequently,

his decision to employ images taken from Chagall- painting is to be

seen as a tribute offered to the painter and nothing else.

(l) Cf. Marc Chagall "Ma vie" p. 169
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The poem begins with the word "8ota©ge"(l) which is something

of a mystery in itself, being neither French nor German nor Russian

nor Jewish (Yiddish, that is) nor as far as we have been able to

ascertain the title of any of Chagall's paintings of the period.

Thus, the poem begins with a sound to which we can attach no meaning,

but which is not followed by any other sequence of sound separated

from moaning. Instead, what follows is a series of verbal images

which offer no connection between one and the next or any subsequent

image. If the first three details evoked are all linked by the use

of the pronoun wtuT" or "ta" , there is nothing else except th ir

unreality to tie them together*-

"Ton visage ecarlate tc^biplan transformable en hydroplan

Ta raaison rondo ou jth nage un hareng saur"

Yet when compared with the following lines, these have one other

thing in common, thoy are all visual images(perhaps all details taken

from Chagall's paintings), whereas the next line-

Hi! me faut la clef des paupieres"

-is not only lesB visual, it is a line taken from "ha Clef(2)
a poem which ApolliH^ire wrote in 1902 or perhaps even earlier.

Perhaps its appearance here may be due to the fact that Apollinaire

felt that Chagall's vision of the world was so radically different

from his own. This line is followed by three lines which seem to be

an extract from soeh conversation and are in no way visual in their

Inspi rit ten—

"Keureusemant que nous avons vu M. Panado

Efc nous somraes tranquilles de c8tc-lli

Qu* est-ce que tu vois mon vieux M.I).

(1) O.P. p. 201

(2) O.P. p.534 —this detail is not mentioned in the notes to the Plei—

ade edition.
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Thus the completely free visual images are followed by an entirely

gratuitous piece of conversation, which seems to make of the poem

some sort of amalgam of the styles of "Lee PenStres" and "Lundi Hue

Christine". The last line of the opening section of the poem is as

mysterious as the first in itB use of numbers which have no apparent

connection with the rest of the line or with anything else in the

poem . This lends to the numbers a cabalistic aura of signifi-

oancs-

"90 ou 324 un homme en l'air un veau iiui re^arde a travers lo ventre

de sa mere"

-where is both the other details in the line can be seen in paintings

which Chagall produced about this time. Of course, this does not

mean that the p. em is about Chagall*« painting, for the ordinary rea¬

der has no way of knowing that the visual elements of the poem have

been seen bjt the poet in the painter's work-t iis is especially true

of the contemporary reader who had as yet had no opportunity osf see¬

ing of Chagall's work. Thus we must consider the visual imagery

of the p em simply as images completely liberated from the demands

of logic, the logic, that is, both of context and of visual authen-

city, £or not only is there no connection b tween the imag s, no

kind of progression from one to the other, they also deny the truth

of the realities to which they are attached— no face is really scar¬

let, no he ring are to be found swimming by the time they are smoked,

especially in a house; very few houses Eire round; calves cannot see

through, or be seen through their' mother's wombs and the biplane

that is able to b come a flying boat cannot be categorised as one thing
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As for the fragment of convef'SAtion, it is neither self-explana¬

tory nor appropriate to any of the poem's imagesj it too has been

completely liberated from any requirements of logic or context.

The next passage opens with two lines which with one saall

change, have been taken from "La Clef" (l), and the third line has

had the last word slightly altered in being transplanted from the

same poem. However, Apollinaire gives his readers no indication of

this and so we do not think it appropriate to draw the conclusion

that he is comparing Chagall's painting with this extremely mediocre

symbolist allegory composed in his youth. Surely it is rather

that Apollinaire is saying that Chagall's is a way of looking at the

world to which he wishes to respond but w&ich is foreignjto him.
Certainly, in all his writings on art Apollinaire praised Chagall

as a brilliant colourist but he has almost nothing more to say about

him, and Chagall himsolf has said that his aspirations were complete¬

ly removed from what the Cubists or the others that Apollinaire

knew were doing.

But we have already said that the ordinary reader has no way

of knowing that the imagery is drawn from Chagall's paintingsj true

thre is the dedication, which in one published version of the poem

was written "Au fteintre Chagall", but few people if any, had seen as

much of Chagall's painting as would anable them to grasp tne signifi¬

cance of the poem's imagery. We must therefore conclude that what

interested Apo^linaire above all in Chagall's work, precisely bacause

it was an element of his own, was the break with logical demands on

Q) 0.9 p
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presentation and the discarding of any explanation for seemingly

arbitrary detail. Consider the details which Apollinaire has

chosen from Chagall's painting -
il

"Ton visage ecarlate", "Ta maison ronde ou/nage un hareng

eaur", "un homme en l'air un veau qui retjarde a travers le ventre

de sa mere"-these are images which might surely have found their

place in "Les Pen§tres" or indeed in "Les Piangailles" as examples

of the power of the imagination to create a new reality.

Thus the next twojlines are not only to be interpreted as

being the poet speaking to himself about his desire to understand

the painting of Chagall, but are also the poet indicating to the

reader that if he wishes to see the world in this w then he has

only to allow himself to liiok.

The following line seems to be offered as the subject for a

painting -

"Le vieux se lave les pieds dans la cuvette"

- or perhaps as an example of an ordinary image which could be

transformed by he power of the imagination. The banality of

the line comes as a challenge to the reader to open his eyes and to

see the scene in a new and more beautiful light.

lie next line is a fragment of Atalian and seems to be an

extract from a conversation-

"Una volta ho inteso dire Che vuoi"

-"Once I thought I heard (him) say What do you want". Why did the

poet choose to include this line in another tongue? P&f1 laps to

underline the chance factor , its arbitrariness } perhaps also to

provide as with the first line a dimension of sound without meaning
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to the reader. It is interesting to note that in one of his aarly

calligrammes, Apollinaire had gone as far as including pure sounds}

the poem "Lettre-Ocean" has in the central core representing the

Eiffel tower several sounds to which no meaning can be attached,

although the sounds"ro ro ting ting" are probably meant to repre¬

sent the noise of a bus starting up, and the noise of the conductor's

3 bell. This is not however a development which Apolliaaire was

to continue, so it is perhaps not unreasonable to conclude that

his imagination had gone as far as envisaging a poem of sound

divorced from meaning, and that thase piently inclusion of a li¬

ne of Italian in this poem was intended to be a step in that direc¬

tion.

This second passage of the poem ends with the line-

"Je me mis a pleurer en rae souvenant de vos enfances"

-the melancholy of which rejoins the third line of the passage.

We wonder, on reading the line why the poet has used the pronoun

"vos"; true, it is not unknown for him to do so when referring to

himself, but here it is not only the second person plural which he

has used, but also the plural form of this person, therefore he

must be thinking of more than one person. Is he perhaps addressing

the reader? The lament for lost innocence also, so perhaps the

poet is telling the readers that their understating needs to

be that of a child to appreciate the poem- and by extension, the

painting of Chagall,

The next line is clearly addressed to Chagall, and it would,

we think, have been obvious to the ordinary reader that this was

so, given the original dedication of the p em "Au Peintre Chagall"—
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"St toi tu me montres un violet epouvantable"

Apollinaire most probably inserted this line at this point of the

poem in order to break from the sentimentality of the preceding

line; characteristically he never allows a sentimental moment to

prolong Itself.

As the preceding line was a reference to Chagall's painting

so now the next passage begins with a direct ref rence to a part -

tcular painting-

"Ce petit tableau ou il y a une voiture m'a rappeld le jour

Un jour fait de morceaux mauves jaunes bleus verts et rouges

Ou je m'en allais a la campagne avec une qhairmante cheminee

tenant sa chienne en laisse"

Is taere not perhaps something of the poem's arbitrary juxtaposi¬

tion of images in the juxtaposition of colours in the second line?

Mauve, yellow,bluet green, and red, are all mentioned as pure colours

and not as combinations-is this not perhaps a parallel which Apolli¬

naire had seen between his own poetry and Chagall's style of pain¬

ting. And the third line with its absurdity, its "surrealitv",

is this not both characteristics of Apollinaire•s poetry and of

Chagall's painting? Consider the imagery which we have discussed

in most of the poen^written since 1907} this image would not be out

of place among them. And as for Chagall, in a world where people

float in mid-air, where faces are coloured green, or blue or scarlet,

and any other convention which the artist desires to break is broken,

it would not be out of place to find a chimney-piece taking a dog

for a walk in the country. To the reader unaware of either the

work of Chagall, or the fact that the poem is dedicated even to a

painter, this passage is of necessity rather more mysterious, but not
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at all completely obscure. It is clear that the poet is drawing a

parallel between the liberty of the image and the liberty of fragments

of colour, and a partial between the juxtaposition of both. As to
the line beginning "Ou je m'en allais" it is no more serious than

any other line in the poem, and is easily seen as an example of the

surreal".

The passage now continues wifh a line which might be an adult

speaking to a small child-

"II n'y en a plus tu n'as plus tax petit mirliton"

-which recalls the theme of lost innocence, and in this case the

child's toy, a musical instrument of the most elementary kind which

would no doubt greatly amuse a child but would probably annoy an
adult just as much, becomes a symbol of this lost innocence and ability

to appreciate lack of garmony and logical connections.

The next lies is a kind of visual pun, depending on the length

of Russian Cigarettes resembling a chimney seen in the distance -

"ha oheminee fume loin de moi dee cigarettes russes"

There 13 also, of course, the fact that Chagall was a Russian, and

had painted portraits of himuelf smoking, which may have suggested

the image to Apollid^ire. This line is also the first in a list

of details bearing 110 relation to each other which the poet accumula¬

tes to the end of the poo*

"i»a chienne aboie contre les lilas

ha veilleuse est consumed

Sur la robe ont chu de petales

Deux anneaux d'or prbs des sanaaies

Au solail se sont allumes

Mais tes cheveux sont le trolley

A travers 1'Europe v§tue ue petits feux multicolores"
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Certain of these details are even contradictory, for if the gold

rings are lit oy euilii.;htipi then the burnt-out light light does suggest

that it is not day. What this final passage presents is a kind

of simultaneity, which the ilort reader might well have expected

after the title. It is possible that Apollinaire chose the title

SA travers l'durope" not only because Chagall, a Russian, and he,

born in Italy, living in Prance, but of Russian nationality through

his mother, snared the same ideas, or at least similar ideas, but

also because this was the time when the concept of an international
.0is

artistic a^nt—garde was becoming apparent.

"La notion d•avant-garde artistique ne peut se developper qu'a

partir de 1910. Auparavant, ecrivains ou peintres peuvent avoir

conscience de ce qui les separe du "bourgeois"} songer a un recon¬

ciliation de l'art avec le peuple ou la vie moderns, se considerer

comrne des precurseurs. L'esprit d*avant-garde est autre c.oee; le

sentiment aigu que l'art qui s'epuise dans ies traditions academiques,

est 1 reinvonterj la volbite de rompre av-<o le passe, de chercher une

inspiration et des formes neuves, de se lancer dans l'aventurej la

jxreoccupation constante de l'avenir, t 1 que le forge la revolution

scientifique t technique. II boul verse l'ordre, se livr.^ aux expe¬

riences les plus h -sardejitses, prefers l'audace a la perfection, la

deccavorte a la certitude. Prepare en Prance par le futurisms d

Marinetti, feoondo par 1*example de la peintue, il s'epanouit a

partir de 1912 dans les manifestations les plus variees, parfois pud-

riles, parfois capitales dans I'evoluti n poetique". (l)

(l) M. Pecaudin "La crise des valours symbolis an" p. 470
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Thus M. Decaudin describes the birth of the a-^t-g-arde, and we
consider thix to be an idea that is strictly relevant to this poam.

We have already pointed out the international character of the career

of Apollinair); Chagall was not only a Russian working in France,

but was also a Jew, and the poep seems to ba saying that they share

certain ideas basic to their art. The climaw of the poem presents

an acoumulation of details which are linked, in a completely non-

logical fashion, by the last two lines,wwhich not only carry a strong

note of modernism- "tes chevaux sont le trolley" but also recall the

lines from "Liens"-

"Rails Rui ligotez les nations

Nou3 ne sommes $ue deux ou trois homines

Libres de tous liens

Donnons-nous la main" (l)

And it is by no means far fetched to suggest that the "petits feux

multicoLores" are the few men who are leading the artistic revolutions

all over Europe.
<g

Thua this poem is as much about all ayrnt-garde painting and po try

as it is about the work of Apollinaire and Chagall, This being the

case, what Apollinaire is advancing as the cornerstone &f the avant-

garde revolution is total liberty of the image,aand he is accompanying

this with a plea for a sympathetic audience, reminding them of their

ability to accept such a conception of the world when they are children.

It is nonetheless cXaar that this poem is not exceptional in the work

of Apollinuire, either ar this time or lat ;r (on thinks of gis later

publication "L'Esprit nouvaau et les poetas"). The discontinuity of

(1) C.P. p. 167
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the style of the poem is pus .ea no further than in "has FenStres" or

"Arbre", and the contrast and comapatrison of the visual and the sono¬

rous details are already present in "Les i'enStres" and indeed in some

of the calligrammes". Surely it is by this time superfluous to

stress that these developsments spring from the exploitation of vio¬

lence in literature which is present in the poetry of Apollinaire

from 1905 onward.

To conclude this section, we note that this poem, like "Arbre"

like "Les FehStres", "L|ens" and also "Les Collines" although it was

composed later, is largely a poem about writing poetry. It is cleaa»-

ly the stamp of the writings of this period in Apollinairc•s life

to be experimental and in^ward looking, and it should come as no sur¬

prise to us to find him experimenting with tne visual structure of

the poem as much as with its philosophical structure. It is also

true th&t all the experiments of this period depend to a great extent

upon the deliberate and provocative break with convention.
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CHAPTER THREE : SECTION FIVE

ETENBAR5S (A)

In this section we propose to examine most of the poems inclu¬

ded in the section of "Callgrammes" entitled "Etendarda". We have

ohosen to separate those poems which were inspired by Louise da

Colligny from the others and will deal with them am the next section.

Thus the poems which will concern us here arenLa JSetite Auto", "A

Ntrr. is", "2e Canonnier Conducteur" and "Ombre" which may well have

been composed some time after the other poems included here, but

which, not being of major impor|ytjnce, we have nevertheless included

them (l).

The circumstances 3fS ^teich the poem "La Petite Auto" (2) was

composed were the mobilisation of Europe on the eve of tne first

World ;ar. In this poem, th«OfApollinaire is looking forward to
a mammoth conflict of p• opl 3 winch he already sees in almost sexual

terms-

"Des geants furieux se dressaient sur 1 *Europe

L"S aigles qui-taient leur aire a tendant le soleil

Les poissons voraces montaiant des ablr.es

Les peuples accouraient pour se connattre a fond"

We say already because this mingling of the sexual and the war scene

was to become one of the comaon themes of the poetry which he wrote

in the trenches. This is clearly an extremely fertile field for the

shock image, and we shall see that Apollinaira seldom fell back on the

(1) O.P. p. 1088 -r Loupault'a version of how the poem came to be

written

(2) O.P. p. 207
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play on "1'amour—la nort" but managed to create a whole range of

poetry on this and allied themes.

The extent to which he was to identify himself with the phenome¬

non of war is also foreshadowed in this poom-

"Je m'en allais portant n moi toutes c s arraees qui se battaient"

Is this the poet's recognition of the fact that war is a moment of

truth brought -'.bout through violence, and that this is v/hut he was

attempting to achieve in his poetry? It is, of course* ossiblo ,

but in our opinion, Apollinaira's ideas of violence in literature are

not to be too closely related to physical violence and certainly not

the unspeakable slaughter of the First World War. We consider it

much more likely that Apollinaire saw in the war the end of an opoch-

"Noua comprfmcs mon camarade et fieot

Que la petite auto nous avait conduits dans una epoque

nouvalle

lit bien qu'dtant tous deux dos nomtaoa m?rs

Nous vonions cependant de naltra"

—and that he saw in his own poetry the end of a literary epoch.

Not that the question remained for him one of purely literary conside¬

rations; his poetry as we hava shown and will show in the poems which

we have not yet analysed, was for him an expression of a sensibility

which he considered to be that of the new century. And so he saw in

the war , which was to swoop away the nineteenth century in a far more

radical manner than a simple change ofi date from 1899 to I900 could

ever do, an equivalent to his sweeping away of the barriers of artis-

ti» conv ntions and with them t*1® irrelevant modes of feeling whioh

they represented. He may certainly be forgiv n if, inl.914, he did
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sl^&ughter the world had ever known.

In passing we tnight also remark that in this poem Apolli.n8i.ire

seems to have foreseen not only the war in the air but also the war
if

beneath the sea—

"Ccdans prcfonds oxx remuaient lec monstres

Dans loo vieilles carcasses naufcagdes

Hauteurs in irnaginabloa ou l'homiae oocibat

Plus haut quo l'aigl© ne plan®

L'homme y combat contre 1'horame

A dose and tout d'un coup comcie une -itcile filante"

-although the terms in which he expresses this vision of the future

would not be out of place in the poetry of earlier centuries. in

this respect Apolli*Y3ire vrae not alone, for if one reads the poetry

which was written in -English about the first world war, then one

finds a sharp divergence between the poems written about the time of

mobilisation dn*i: charing the first months of the war, which are patrio¬

tic and stress the honour and glory of war,and the later poems written

by .nan who had seen and fought in the front line, which are full of

th: horrors of war (l)/ hk-. must treat with great caution the accusal

ticn which has bean brought against Apollinaire, by Mme. Durry among

others, that he was insensitive to the real nature of the first World

Iter.

However, to return to the text of "i>a Petite Auto", there i3 one

image above all others which holds our attention, and which, apart

from the passage written in the form of a calligramme, is the moat

(l) Conferee, for example, the antho cgy of. English war poo try "Up the

bine to do .th"
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unusual in the poem-

"Je sentais en noi des ftres neufs pleina de dexteritd

BSttir at aussi agenoer un univera nouve m

Un marohand d*une opulence inouTe et d'une taille prodigieuae

Disposait un dtalage extraordinaire"

The "St a neufs" of the fi€$t line ire no stracers to us, the modern

men horn of the liberated subconscious have appeared in poems analysed

in previous sections of this study, and their appearance here lends to

weight to our hypothesis that Apollinatre saw the war as the parallel

development in history to the development in poetry and art which were

taking place in his own work and the work of his friends. bwfc the

following images is truly astonishing in the degree to which it foresees

the attitude to war of most of the European proletariats after the end

of the Fist World War. It might also have been adopted by the commu*\»

fst parties ag an illustration of their policy and of the image of war

which they attempted to project to the masses- war as an instrura nt for

the enrichment of the ruling capitalist olasses! Looked at within the

context of the poem, this image is not so one—sided a view of war.

Since it is preceded by the appearance of the "Stres neufsMpleins de

dext^ritd" it must be seen also as an image of the riches whiwh war oan

bring. lather Apolli^naire was thinking in terms of conquest ajjid spoils
or in terms of the stimulus which war imparts to the development of
soience, is difficult to say. Perhaps it was both, perhaps in view

of the images of aeroplanes and submarines v]hich we have already mentio¬

ned, it was simply the latter view which Apollirgaire was advancing.

Thus the image of the merchant has a good side that is quite inescapable

but it should not be thought that the interpretation of this image
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as a vision of war as a commercial enterprise is one which we put

upon the image from a different historical standpoint from that occu¬

pied by fck* author. The lines following this image can surely leave
us no doubt—

"St dec bergers gigantesciucs menaiont

Be grands troupeaux inuets qui brout .iont Ins paroles

Et contre lesquels aboyaiont tour, les chiens sur la rou e"

-this image can surely be interpreted in no other wa£ than as a vision

of the masses fed on propaganda, and being led like sheep to the slaugh—

ter-and the reason for the logs'barking is that the masses are as good
as

as dead already, and someone^interested in superstition as Apollin&ire
could not be unaware taht animals are supposed to be able to sense the

approach of death and to be aware of the supernatural. Of course, it

may be argued that there could be nothing more natural than for gogs

to bark at passing herds of sheep, but this does not really explain
why the poet ohose to include this detail in his poem.

M
It is, of course, perfectly legitimate to ask v/ether Apolli^naire

fully* understood the meaning of those images , and in our opinion it

is quite probable that he did not. This, however, d es not moan either

that the interpretation which wo have put upon theii is invalid, or that

Apollinaire intended them to have some other moaning. We consider

that rather it id a case of Apollinaire's ability to "prophesy" in

his imagery and we would suggest, since this is is a phenomenon with

which we shall be faced in "Lee Gollines" also, that these images are

really an expression of subconscious fears which the poet has boejji able

to briii,1: to the surface of his mind in the form of images.
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We move on now to the poem "A Htmes" which is an excellent illus¬

tration of a type of poetry which Apolli^ire was to produce in great

quantity during his period of active military service and consequent

separation from his fri nda, t.iat is to say the epistolary poem.

The fi£yt few lines of fchi. poem serve to give us a good idea of the

style of most of the poms of this kind-

"Je me suis en rage sous le plus beau des cieux

Dans Nice la Marine au nom victorious

Perdu parmi 900 conduoteurs anonyraes

Je suis un ch.trretier du neuf oharroi de htmes

L'Amour dit roste ici Mais la-bas les o—ous

Spousent arderaraent et sans ces e les buts"

The basic features of these verses are that they convey information in

the sam way that an ordiiiaJjy le ter would do, that they contain a

certain amount of humour, which may be due to t e need to find a

rhyme (of, the second verse) and that they also give another example

of the marrying of the themes of eroticism and violence. Of these

three features only the last will concern us to any degree, but as this

particular instance is a very minor one, we postpone any discussion

of the 1;tatter to later in this chapter except to note that from the

very first contact with military life these themes are present in

Apollinaire 'e poetx*y.

Only one other verse need retain our attention and it is this-

"Hais oe p31e bless£ m*a dit a la cantine

Pes obus dans la nuit la pplendenr argentine"

Before oven se ing action, and perhaps before evn firing a canonn in
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in the course of his period of training, Apollinaira is anticipating

the aesthetic side of his service with the artillery. This fascination

with the explosion of shells should not, however, surprise ub when we

think of the importance of such an image as—

"La giran e tourae 8 belle 8 belle nuit" (l)

-in "Los i-ianjailleo", and the place which the ephemerally and selfdes-
tMt

tructively beautiful held in Apollinuire 's poetry to/date.
This now brings us to a consideration of "2e Canonnier Conductour",

a poora in both the form of regular v ree, including vers libre, and

oal1igraraaatic form# The tone of the poem is still one of the celebra¬

tion of the panoply of war, including th wildest of barrack—room anec-

do es, in fact the desoripti n of the infantry reveals a naTv^ry which

only those who had not seen the front line combats could fail to find

misplaced—

"Fantass ns

Marchantes mottes de terre

Voua Stes la puiss mce

Bu sol .ui vous a faits

-it c' est le sol iui va

Lors iue vous avancea" (2)

As the French soldiers dressed in blue, this image is not av»n a conceit

based on the similarity of oaraouf keged uniforms and the colour of the

ground.

Again there is an image which betrays the poet's delight in shell bursts

(1) O.P. p.136 cf. also the analysis of "Lee Fiangailles" in the prece4

ding chapter

(2) O.P. p. 215
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"See fleurs sont nos obua aux gerbss merveilleuses"

-and which is only one example of the nsany many occaei ne on which

the poet was to use this or similar images. That is not to say

that the image is shallow or facile, although on some occasions it

does not hav the p&wer and depths which it has on others. As we

have said, Apollinaire finds in this image an illustration of ephe¬

meral beauty, but also the necessary element of violence and it was

for him an objective correlative of the kind of imagery which he was

seeking in his own poetry.

Before leaving this poem we look at a point which is probably

more relevant to a discussion of ealligramnios, but which, since it seems

to us to reveal the ambiguity of Apollinair 'o attitude to war, we shall

examine now. The end of this poem is an alexandrine written in calli-

grararaatic form—

J' 3NTI2HDS CHAN
L TEH l'oiseau
E
B E
EL OISEAU HAPAC k

—and the form of the calligramma is of importance in determining v^ther
the force of the image lies in"BelM or in "rapace". It seems to us

that the form which Apollinaire arranged his line in, is that of the

barrel and magazine of a machine gun, in which case he is clearly

stressing the dangerous; ess of the bird which he hears singing, and is

in f ct presenting us with an image of the fatal fascination of war.

Thas the end of the poem is perhaps a commentary on the foolishness of

his own feelings towards the war and the life of the soldier in barracks

which he is experiencing at this time.
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Finally we pass on to an examination of the poem"Ombre" ,

which w o most probably written after Apollinaire's return from active

service^ and after he himself had sustained a serious wound. We are

including it in our discussion of the poems in the section "h'tondards"

because we feel that Apollinaire himself plajced the poem in this section

to be a commentary on the poems written before his experience of the

war. The beginning of the poem certainly suggests that it is being

writt n long after the previous poem-

Vous voila de nouveau pres de moa

Souvenirs de mes compagnons morts 4 la guerre" (l)

In this poem as clearly as anywhere else in the whole of his work

Apollinaire sets out his thoughts on ligo <ind daath, and the nature

of hu, an experience. B ginning with the evocation of his friends

killed diring the war, he springs upon th reader an image so strange

and unexpected that it becomes one of these rare images which persist

in the mind long after their context has been forgotten—

"L*olive du temps"

To what does the image owe it-5 power? Partly, as we have said, to
,.r

the element of surprise and to its strangeness, partly also to the asso¬

ciations of great age which olives have aoquired in the corpus of the

literatures of the countries surrounding the mediterranean, and partly

also to the fact that literally interpreted the image is one of a space-

time continuum which is in keeping with much of the scientific thoughjr

of the twentieth century about the nature of the univertse. Just as

the t_aste of olives remains the same through centuries of the history

of the Mediterranean peoples, and causes poets to use it as a symbol

41) O.P. p. 217
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of time itself, the bitterness of the taste being appropriate to

Man's experience of time the destrpyer, so in the context of this

poem th imago seems to equate the presence of the poet's companions

in his memory with th.;ir phyaioal presence. Me say seems because

the images which follotf contradict the idea of individuality that

is present in the poem.—

"Souvenirs qui n'en faites plus qu'un

Commo cent fourrures ne font qu'un manteau

Comme cos milliers de blessures ne font ^u'un article de journal"
The memories lose their individuality and merge into one, as a hun¬

dred furs make one coat losing their individual identity in the pro¬

cess, and as thousands of casualties become a single newspaper utti¬

de. (Sur ly this image is fundamental to the xperience not only

of the first World War, but also to all areas of twentieth century

life where weight of numbers overwhelms the personal.)

Consequently, the identity of the poet's companions is lost, and the

implication is that they are trivialised by this loss of identity

as the wounded in battle are trivialised by lists of casualties in

newspapers. 3o the "olive du temps" is not the priv&le ,.,ed cota -

•nwnioation with the past which enables us , as we eat an olive today

to experience what we tasted yesterday or years ago or what the an—

ciehts tasted in their olives, butbis rather the destructive effett

of the passage of time which returns vorything to the dust from

which it came.

llie lines which followmig t be d scribed as Apollinair8 's ver¬

sion of "Ho Kan Is an Island"—



299

"Apparence impalpable et sombre qui avez pris

La fortse chanceante de mon ombre"

-for these lines show how the poet himself is affected by this

passage of time, not only in the sense that he will one day be

dead and all forgotten, but also as on; whose past is disappearing,

being modified by a memory which can only recall it import' ctly

so that it appears as a changing shadow, or, as the next line

expresses it, as a dark figure of whom we never gain more than a

half glimpee-

"Un Indien a 1 •affG.t pendant l'cternitd"

As we can look back on the past, even if only imperfectly, so we

can be said to have s me kind of communication with it; bit as

our past" selves cannot look forward to what we are now, any more

than our present selves can look forward to what we shall be tomorrow,

so this communication is dissatisfying, but is nonetheless inescapa¬

ble since we cannot avoid remembering—

"Ombre vous ranpez pros da moi

Mais vous ne m'entender plus

Vous ne connSltrez plus les poferaes div ns que je chante

Tandis que raoi je vous untonds je vous vois encore

Destindes"

It is obvious that the "vous" refers not only tothe dead companions

' of the poet but to himself, as he was, also; in the sasne way, the

"Destinees" refers not only to the fact that it is Man's fate to

die and ,o know no more of the world, but also to the fact that

Man is becoming what he was because his past cannot communicate with

his x>reaent nor his present with his future, and so his present and
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future solves stand, in the same relation to his future and still more

distant future s Ives as his past does to his present self. In

shttirt the philosophical basis of the poem is a non-continuous, non¬

sequential view of human existence, which is entirely consistent with

say, "Le Voyageur".

The arrangement of the lines of the poem enables us to read the

line-

"Destinees"

—as part of the next sequence also, and so we f ind¬

uestinees

Ombre multiple que le soleil vous garde

Vous qui ra'aimez assez pour ne jamais me quitter

Et qui dansez au soleil fea.ns faire de poussi&re"

-tkat the poet seems to be restoring an element of individuality to

the shadows that he will become. And in the line "Vous qu. m'airaez

assez,.,," the poet seems to be saying that through our love for

soMneone else we may achieve a measure of continuity into the future,

for we should note that the shadows remains with the peet not through

his love for them but through their love for him. However, these

linis b cause addressed to the sun, to the great natural forces of

the universe, become an expression of Ma^'s longing for immortality,

rather than a confirmation that he will be immortal} foi the sun

obeys the immutable laws of the universe and on setting will lose our

shadows in the darkness of night just as our own imperf<ct memories

lose the individual identities of figures in the past among general

recollections.

So the poem ends on a note of intense sadness, on an awareness
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of ths destiny of Man which the pet surely chose to place next to

the almost jaunty poems written before we nad experienced the condi-

ti ns of tue war in cjjcler to £>lace ih -m in a perspective which gives

a far truer view of his nature than nianji commentators have discerned

in his war poetry-

"Ombre encre du doleil

Ecriture de ma lumiere

Caisson de regrets

Un dieu „ui s'hurailie"

The shadow is the sun's ink as the poem is the pet's light, i.E.

the past is what remains of the present, perhaps blurred and distor¬

ted, just as the poet hopes his poem will be the futu e, that is to

say will carry into the future the records of his regrets, thus revea-

ling Man as a god who humiliates himself by showing his impotence

in the face of Time, But all these lines a e interlinked, so that

each image supports the othersj the sun humiliates itself by casting

a shadow on the ground (we must not forget that humiliate is derived

from "humus"), and the ammunition case contains shells that will be

fired and after a brief moment be forgotten, hence the poet's choi¬

ce of phrase- "Caisson de regrets". Everything is transient and

humbled by time.

The simplicity of this poem "Ombre" sets it apart from the ex¬

perimental pieces wri ten before and during the war, but itbis a

simplicity born of maturity which we shall encounter in the last

poems which Apollinaire wrot before his death. This does not mean

that the poem is without any of the features of the p etry which
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Apollinaire had developed in his writing since I906. On the

contrary, the importance of the surprise and statanfeness of the

image " L'olive du temps", the contradictions and the non-logi¬

cal sequence of the images demonstrate to what extent the tech¬

niques of violence are fundamental to Apollinaire's poetry-

there is no logical reason why the image should suddenly become

"Caisson de regrets".

To conclude this chapter we return briefly to "La jpetite

Auto"; it is possible that the central section of the poem,

to whi-C-rh we have attacned such great importance was composed

about the time that "Ombre" was . The manuscript in the Fonds

Doucet shows that in all probability this section was composed

later than the rest of the poem, and in view of tne content of

this section it might be considered that it is more likely to

have been written at a time when the poet was thinking along

the lines which he reveals in "Ombre". Certainly both that

section of "La Petite Auto" and the whole of "Ombre" show a

greater awareness of the tragic aspects of war and death, and

a more purely elegiac tone.
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OHAPfER THREE ! SSlTIOH SIX

ETENDAR3S (B)

We begin this section by a consideration of those two of

the poems written to Louise de Co^Ligny which Apollinaire in¬
cluded in Etendards", namely "Fumees" and "C'est Lou qu'on la

noraciait". "Fumees" is an excellent illustration of the erotic

fantasy of the front line soldier, but in this case it finds

a far more delicate expression than in raany of the other poems

of this type. The and of this poem also displays a certain

moasur of self-irony which is seldom present in the love poems

written to either Lou or to Madeleine.

Hie beginning of "Fumees" leaos us to think that it is a

poem about the pleasure which a soldier can find in smoking and

savouring the smell of tobacco in a lull in the fighting-

MEt tandis que la guerre

Snsanglante la terre

Je hausse les odeurs

Pres deo couleurs-eaveurs

Et je° m

to
ie

Z<fB '1)

—but this sensual celebration passes quickly to the sexual while

remainjling on the plane of the Odours. The transformation is

accomplished gradually and almost imperceptibly through the use

of an ordinary metaphor- MLes bouclcs des odours" until there is

(1) 0? P. p. 210
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no longer any question at all of tobacco-

"Des fleurs a ras du sol regardent par bouffees

Les boucles des odeurs par t$s mains decoiffees

Mais je connais aussi les grottes parfuraees

Ou gravite l'azur unique de ,j fumeas

Ou plus doux que la nuit et plus pur que le jpur

Tu t'dtends comae un dieu •fatigue par 1*amour"

The poem is clearly a kind of wish fulfilment— the lonely sol¬

dier turning one kind of limited sensual experience into a desi¬

red sexual encounter; but in tiifie lines it is "readily seen that

the stimulation of the sense of smell provokes memories just as

much as desires, and it is clear that what Adema has called the

"erotisme exacerbe" pf his brief affair with bou, is very much

to the front of his mind.

These lines would not hold our attention long, then, were

it not for the quatrain on which the poem ends-

"Pu fascines les flammes

Elles rampent a tes pieds

Ces noneaalantes femmes

Tes feuilles de papier"

The ambiguity of the line- "Elles rampent a tes pieds"- creates

a very complex image. It is obvious that the "Elles" is meant

to refer both to the flames of the first line and to the "non-

chalantes femmes of the third. Thus we have an id ntification

of the sheets of paper, on which the poet has written or is about

to write, and the women of the third line, as well as the identi¬

fication of the flames and the sheets of paper, which is perhaps

a clear visual link. So the final quatrain is at one and the
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same time a statement of sexual powers, of magical powers over

flames arid, of poetic power, sufficient to stove off any fear

of tlie blank sheet of paper.

What the poet has done here is to postpone the first term

of his metamorphoses to last, so that the sheets of paper which

lead him to think of flames, which in turn lead him to think of

sexual ardour and therefore of women, hold the key to the entire

image. Because the sheets of papier are lying at his feet, then

the flames are fascinated by him, i.e. they are around him but

do not touch himj and also the women are lying at his feet.

The result of this complex image is an identification of the

acts of writing and of the whole process of sexual attraction.

In this poem, then, we do not find that blend of eroticism

and violence which occupies so large a place in the poems to Lou,

but we do find the indication that, quite naturally, there will

ho the constant presence of women in the poet's imagination, and

that he will express his desire for them or memories of them in

terms of his immediate surroundings, finding a degree of simila¬

rity between what he is doing and the sexual act .

"C'est Lou qu'o© la nommait" is a different kind of poem

altogether and the pun in the title is a fair indication of the

wit that finds its place in the poem. For us the most interes¬

ting aspect of this poem is the lament at the end for the "guerres

d'autrefois". This is not really a serious lament, but rather is

the poet complaining that modern war has taken away all the former

attractiveness of the soldier/warrior in the eyes of the ladies -
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"
.......... Images populaires

Que Ceorgin gravait dans le bois

Oil sont-ils cas beaux militaires

Soldats passes Qu sont les guerres

Gu sont les guerres d'autrefois" (l)

But this description of the glamour and heroic attitudes of the

"beddc militaires" cannot but be ironic whenjit follows on the
poet's description of the woman whom he is leaving to go and serve

hia countryjas-
"Les loups sont tlgres devenus"

And so really what we find in this poem is yet another ironical

look at the imagery of the past when applied to the present cen¬

tury.

These two poems, then, illuminate for us minor aspects of

the major themes of Apollinair®'s war poetry, and we shall see

these themes more fully developed in the poems which were exclu¬

ded from "Calligrammes" as well as those included in other sec¬

tions of the volume . In particular the next section "Case

d'Armons" contains one of the most important poems which exploit

the blend of eroticism and violence,namely "PSte" (2) This

poem is to be found, with a few modifications, as the first part

of the poem "Boses Guerreros", number LXXVI of the poems to

Lou. (3) Of the changes which have taken place in the transi¬

tion from poem for Lou to the poem in "Calligrammes", only one,

the appearance of the last line, is of major importance.

(1) O.P. P. 218

(2) O.P. p. 238

(3) O.P. P. 500
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The "f§te" of the title is soon identified in the first

stanza as an artillery barrage-

"Feu d'artifice en aoier"

-and this throws an ironic note into the description of the next

line-

"Qu'il ea chamaant cet del irage"

In addition to this warning, the next two lines lend a measure of
r\

justification to the description, so we must beware of Accusing

Apollinaire of insensivity to the horror of the situation—

"Artifice d'artificier

MSlar quelque grZtce au courage"

It would not be going too far, either, to see in these lines a

possible apology that Apollinaire is offering for his war poetry,

or at least for this poem.

The next verse leads us to the explicitly seisual imagery

inspired by the explosion of the two flares-

"Deux fusants

Hose dclatemant

Comme deux seins que l'on degrafe

Tendent leurs bouts insolemment

II SUT AIMER

quelle epitaphe"

The verse passes from the simple admiration for the beauty of the

colours caused by the explosion, through he comparison of the

flares to a woman's breasts, to the poet's preoccupation with

possible death and the desire to be remembered by ' he woman or

women he has loved. But the comparison carries the sexual aspect

much further than the simply visual link of shap and colour between

the exploding flares, the explosion of the flctres is carried over by

transferring the word "degrafe" from the context of clothing where

one would expect to find it to the breasts themselves. So the
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bursting of the flares become the sensual exaltation of the caress,

but in so doing, it carries the fierceness of the sexual desires

to a level which transcends the sadistic, while retaining the

essential element of violence.

It is worth comparing this image with the following one taken

from a letter written to Madeleine -

"tes seins plus beaux que ceux de la Kaja Desnuda de Goya at

qui se tendent vers moi comtne rose en bouton qui va s*epanouir". (l)
- in which the image of a breast about to burst open is rendered in

more gentle terms. Here a tension is created by the evocation of

flesh so firm that it seems about to burst into flower, in the poem

"Pete" the image is carried a stage further and so appears almost

as a kind of exorcism of desire, the explosion of the flare becomes

the explosion of the desired flush, and an explosion which is achie¬

ved by the poet (note the active verb), an explosion which consequent

ly leads to the right to say - "Ii. SUT AIMER " . Thus the explq^
ion of the flares is equtited with an exalatation of the senses to

the point of inducing complete detachment from this world.

The next stansa returns us abruptly to the reality of the situa¬

tion and then just as rapidly moves away again into realms of the

poet's desires -

"Un poete dans la for??t

Regarde avec indifference

Son revolver au cran d'arrSt

Des roses mourir d'.spdrance"

We are reminded, if we needed reminding, that the artillery barrage

(l)i Tendre comme le souvenir -letter of 21st Oct.1915; O.C.^t, 4 p.590
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is seen through the eyes of a poetj and the poet is watching

"avec indifference" the death of the rosea. The roses are,

of course, not only real flowers with all that th y carry in

overtones of symboliem, pure and sexual love, but they are

also the flares dying out, for these were described as a "Rose

eclatemant". Thus the very hope of satisfying sexual longing

is what is killing roses— the poet's hopes, his desires, pro¬

jected onto the image of the exploding flare, die away with them.

Hence the line- "Son revolver au cran d'arrot" becomes ambiguous.

It is not only the reality, the armed soldier prepared to defend

himself, but not yet under attack; it is also an image of sexual

frustration. The indifference with which the poet watches the

flares die is then carried over into his watching the fading

of his own desires- the sudden bursting of the flares which has

elicited the powerful sexual image has gone.

The next verse is completely detached from the reality of

the exploding shclle and remains on the level of the imagery of

flowers, that is to say, in their ability to serve as sexual

symbols.—

"11 aonge aux roses de Saadi

Ht? soudain sa tSte se penche

Car une rose lui redit

La molle courbe d'une hanche"

There is, of course,in Saadi an escapable echo of Sade which

links the poet's thoughts of lov to the scene of vfer). We do

not, needless to say, overlook the possibility taat the roses

may be real flowers seen by the poet in the wood as well as sym¬

bols.



310

The first line of this verse introduces a peaceful note

which is in complete contrast with the rest of the poem- the

atmosphere of a Persian rose garden, hut the erotic note is still

present. (Saadi was the author of erotic and mystic poetry.)

The poet's interest in the dying roses is stimulated by the

erotic memories which the roses have called up for him. Tho

poem's initial violence gives way to a gentler more sentimental

desire which is reflected in the —"Molle courbe d'une hanche".

The fi^el verse now marries , in as far as this is possi¬

ble, these two aspects of the poem. In it the presence of the

shells is subdued but not discarded, and the smell of battle

becomes a terrible inebriant—

"L'air est plein d'un terrible alcool

Filtrd des etoiles mi-closes

Les obus caressent le mol

Parfum nocturne ou tu reposes"

The stars are presumably half-shut because they are partially

obdcured by the gun flashes themselves? The perfume of the

flowers mingles with the smell of burning and is like a strong

spirit to the poet who sees the passage of the shells through the

air as a caress and suddenly introduces the presence of the woman

who lias been behind all the erotic imagery so far- she is now

reposing in the perfumed nignt air. So the violence of the

military imagery is married to the more sentimental floral imagery

and the poem abruptly ends on a line which has been added to the

last verse, not only in the sense that it is the fifth line of

a four line verse but also in the sense that, it was not present

in the first version of the poem-
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"Mortifivation des roses"

This line may be interpreted in many ways. The mortification

of the roses may be the triumph of the violent and self-destruc¬

tive elements of the poet's love over the more lasting tender

and sentimental, although each retains its overtones of sexuali¬

ty} it may be that it is the intensity of the pcetV iesire which

has killed the roses, i.e. again his tenderness as in the line

of the third verse— "Pes roses mourir d'esperance". The mor¬

tification of the roses may also be the mortification of the

flesh-the roses being identified with the flesh through their

colour- brought about by the persistent stimulation of the poet's*

erotic sensibilities- he sees images of the flesh in flowers

as well as explosions —none of these stimulations ever being ful¬

filled by the real presence of the woman he desires.

The important aspect of this finaljimage is that it derives
most of its ambiguity not from the preceding imagery of the poem

but from the way in which it is simply added on at the end so

that it can be identified with anything in either the last verse

or indeed even the whole poem. To the violence of war which

he has incorporated into his poem Apollinaire has added the vio¬

lence of his own poetic technique in order to express the. vio¬

lence of his feelings.
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CHAPTER THREE | SECTION SEVEN

THE WAR POEMS

Having now begun our analysis of the war poetry proper in

"Cal1 i,gC-ammas". we intend to ca ry on here and analyse fully

the blending of the themes of eroticism and violence in these

poems, particularly those written to Lou, as in these poarns

Apollinaire was not to be held back from full expression of his

feelings by any wi&h to impress as he was, at least part of the

time, with Madeleine Pages,

We have already seen how Apollinaire"s imagination was

stimulated by the explosion of shells and flares, but in point

of fact we find that in the poems he wrote from the front line

or from the artillery positions behind the front line, he often

made a systematic use of things which formed part of his daily

life in the army as similes and metaphores when writing about

Lou,

Consider the following lines taken from the fourth of the "Poe-

mes ^ Lou** which was sent from Nfmes late in 1914—

"Je ponse A tot Lou ton coaur est ma caserno

Kes sens sont tea chcveux ton souvenir est ma luzerns"

-or these lines from the eighth of these poems sent a month or

two later—

"Ton amour est nion uniform®

Los doux baisers sont lea boutons" (2)

(1) O.P. p. 380

(2) O.P. p. 386
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And bo it is only proper to see the images in ihich the violence

of the war is blesnded with the eroticism of bis memories and

desires in the context of the general tendency of his poetry

to use the immediate surroundings as the material for his des¬

criptions. The second of the quotations given above comes from

a poem which provides an excellent example of this kind of writhing

and shows very clearly how Apollinuire, no doubt often forcing

himself to write in vers© when he did not have the inspiration

to create poetry, stimulated his imagination simply by looking

round him and incorporattag what he saw into his poem.—

"Jo t1adore rnon Lou el par moi tout t'adore

Lea chevaux que je vols s * dbrouer aux abords

L'appareil des monuments latins qui me contemplent

bee artil eurs vt oureux .ui dans lours casernes rentrent

Le soleil qui descend, lentemant devant moi

Lea fantassi.-t© bleu pSle qui portent pour 1© front pensont
a toi" (1)

Of course,this deliberate use of the ordinary, this finding of

po try in the everyday is not new to Apollinairej it is quite

basio to the poetry which he wrote, from the composition of "Lea

Fian9aili.ee" onwards. Indeed a reading of the poems which were

written as lette s from the front or from the barracks often

reveals how large a part is played in the pre-war poems by the

art of the poet, for many of the war poems become tiresome, too

systematic in their comparisons nd are clearly aoen to be forced.

To return, however, to the precise subject of this section, it
iirv

is^this context of choosing his comp -ri ons from what surrounded

(1) O.P. p. 38j
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him at the moment, that we must consider the erotic passages of

these poems. Consider the following lines, still taken from

the same peera¬

ges branches remudes ce sont tes yaux qui tramblent

Et je te vois partout toi si belle et si tendre

Les clous de uses souliers brillent comme tes yeux

La vulve das juments est rose comme la tienne

Et nos armeu graissdes e'est comma quand tu me veux"

It is obvious that the transition from the simply amourous to the

erotic does not occasion any change in the source of the imagery,

and as it is extremely doubtful that Lou would have been flattered

by the comparison in the penultimate line, it seems fair to con¬

clude that Apollinaire was in his own eyes continuing the kind

of poetry which he was writing before joining the army. The only

differences are, firstly that he is again writing love poems,

and secondly that the objects of daily use have changed and there¬

fore his imagery must change also.

Having thus established that tnere is a more ordinary rea¬

son that one might suppose for the blending of the erotic with the

imagery of war, it is now necessary to modify this slightly by

considering the nature of Apollinaire's relations with Lou.

The facts are well known and so there is no need for us to go into

great detail here, suffice it to say that in a few days which they

spent together in Hlmes they indulged their sexual desires without

regard for what others might call vice, but which to Apollinaire

at least, was normal conduct to those in love .
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This should make it clear, if the poems themselves are not

indication enough, that the latter- poems to Lou were written

in an atmosphere of intense sexual stimulation. Consider the

following lines from the ninth of the "Poemes a Lou"—

"Hon Lou je veux te r-eparier maintenant de 1* Amour

XI monte dans mon coeur cGaune le soleil sur le jour

Et le soleil il agite ses rayons comme des fouets

OOOO0OOOOOOO OOOOOOO 000000

Ah! Ah! te revoila devant tnoi toute nue

Captive adorde toi la derniere venue

Tes seins ont le goftt pSle des kakis et des figues de barbarie

Hanenes fruits confits je les aime ma cherie" (l)

Not only do these lines reveal an intense sexual note in the imagery

of fruit, there is also a hint of flagellation in the third line.

In fact the whole poem is simply a sensual celebration of their

love, and one which is better sustained and more convincing than

many which Apollinaire wrote during this period of his life.

If further indication of this side of the poetry written at

this time is needed than one has only to read the poem "Parce <j.ue

fca rn'ds parle de vice... (2) • Thus we find there is a double

stimulus toward the blending of the erotic and the violjht in the

poems of this period— the fact that the poet is surrounded by the

instruments of war being translated into his poetry by a desire

to find his imagery among the commonplace things which are part

of his daily life} and the fact that the poet was involved in an

intensely erotic experience.

(1) O.P. p. 387

(2) O.P. p. 396
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If we add to these re isona the normal hunger for the presence- of

women which is f It by men in isolation and under pressures of

the kind induced by the proximity of death, then we have all the

impulses which would impart to Apollinair©'s poetry the tone which

it takes on during the years of active military service.

Just as the poem "F§te" provided us with one of the finest

illustrations of the exploding shell as a sexual image, so the

poem "Chef de Section" (l) provides one of the finest examples
\

of the mingling of tension and violenoe of the attack with the

similar feelings aroused in a sexual situation where one partner

dominates the other—

"Ma boucae aura des ardours de g&ienne

Ma bouche te sera un nfer do douceur at de seduction

*00

Lee soldats de ma bouche te prendront d'assaut

o o •

Ma bouche sera une armee oontre toz une armde pleine de disparates

000

Bile te murmure de loin

Tandis cxue les yeux fixds sur la montre j'attends la minute

prescrite pour I'assaut"

The real violence of this peem lies more in the fact that only in

the very last line does the poet reveal that he is actually invol¬

ved in the attack in real military terms, than in the comparison

of the methods of war with those of love. The part which the

desxre to master and to dominate plays in any sexual relationship

invites the use of the imagery of war, but as the last line reveals

(1) O.P. p. 307
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the poet waiting for a real military assault to begin, so the

i agery is turned round and the military a tack is seen in sexual

terms. The final shock is carefully concealed until the last

possible moment as the poet, approac -ing the climax of the poem,

drops the military comparisons and speaks in gentler and more

conventional terms —

"L»orchestra et les choeurs de iba bouche te diront mon amour"

-and so the last line is clearly intended to surprise as much as

possible, and it is through the surprise that the image manages

to reverse the terms of the poem so that war is seen as a sexual

activity as well as the sexual development of the poet being soon

in military terms.

It is most probably this latter view, the description of

war as a sexual act which ,as led to the accusations oi insensi-

tivity which have been levelled against Apollinaire as a war poet.

Certainly it is true that on occasions he is often trivial in his

use of the sexual metaphor when applied to war, and this is a theme

which is present in his war poetx'y from the very beginning;

we recall the line from "La Petite Auto"-

"bes peuples s'acoouraient pour se oonnafte a fond "

It seems to us that given the success of poem such as "Chef de

Section", and given the fact that this was a view of war which
to

Apollinaire held, but notgthe xclusion of others, he must be given

a fair hearing wheuhe writes in these terms. Ths»eo who object that

an image such as this—

"Virilites du siecle ou nous sommes

0 canons" (l)

(1) O.P. p. 262
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—is a trivialisation of a war in which millions were killed, seem

to us to be missing the point; for Apollinaire was not just making

use of a convenient phallic symbol, either to shock or to be able

to express himself in terms of his surroundings in order to keep

to a certain theories of poetry which h© had elaborated;

rather, it seems to us that he is making a genuine and significant

image which expresses the horror of unbridled human desires.

Let us not forget what Apollinaire wrote about the Marquis de

Lade—

"11 semble que l'houre soit venue pour ces idees qui ont mflri

dans 1*atmosphere infStrae des enfers de biblioth&ques , et cot

homne qui parut ne compter pour rien durant tout le XI Xe siScle

pourrait bien dominer le XX •" CD

Also, let us look at the context in which the ipage quoted

above is situated, it is taken from the poem "Fusee"-

MG vieux monde du XIXe sifecle ploin de hautes chemin<§es si belles et

si pures

Virilites du sibole ou nous somm-s

0 canons"

It is quite clear that the poet is making a distinction between

the twentieth century and the nineteenth century which involves

the contrast between the factory chimneys (the industrial revolu¬

tion?) which he has attempted to deprive of phallic significance

and the barrels of the cannons which he explicitely renders phallic.

Thus the pure energy of the nineteenth century which found its

(l) Les Diables Amoureux pp. 193-194
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outlet in the creation of industrial civilisation has given way

to something much more sinister in the twentieth century. The

next poem on the page facing the lines quoted above, is "besir" (l)

and it begins with a very significant irnage-

"Mon desir est la region qui est devant moi

Derriere les lignes boches

O 0 0 0

Mon ddsir est la sur quoi je tire"

Surely what Apollinaire is trying to say is that if there is hate

in love, if there is the desire to enslave within a relationship

of love, then there must be love in hate, then there must be the

desire to be dominated in the act of the aggressor. It seema

to us that it is this somewhat Freudian view of human activity

that Apollinaire is attempting to express in his use of sexual

imagery in his war poetry, and of war imagery in his sexual poetry.

And if Apollinaire felt something of the desire to be*glamojlrous
warrior of the kind that inhabits the literature of past wars,

and yet was able to recognise for what it is this aspect of human

nature which enables hin to find satisfaction in war and to be

violent in love, then it seems to us to be nothing but irrelevant

to say that he was insensitive to the horror of war. It is quite

simply that this horror takes a more subtle form of expression

than that of other poets, notably the English, and also that he

was aware that there was in himself a temptation to seek satisfac¬

tion in the simplified solutions of the military mind. This he

was honest enough to express in his poetry and alsofS rather different

form in his letters to friends as well-

(1) O.P. p. 263
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"Je suxb bien et il me semble que le metier de soldat dtait

mon vrai metier". J*aime beaucoup ga, Kon amie pretend que je

suis sans casse a 1*opera, et o'est vrai" (l) (our underlining)
But in order to understand fully the poems of the section

entitled "bueure des Tirs", in which one finds the most impprtant

poems describing war in sexual terms rather than the contrary, it

is necessary to look closely at the short poems, seven of them,

which form the sequence "be Medaillon toujours r'erme" sent to

Marie Laurencm, and written principally for her, although Apolli-

naire sent these poems to Madeleine as well. In this sequence

of poems one finds a much more Btylised imagery, ammuoh calmer

tone, ad yet still basically the same pro-occupations as in the

other love and war poems written from the barracks or from the

front. Perhaps the fact that he felt Marie Laurencin to be irre¬

trievably lost to him enabled Apollinaire to attain the objectivity

and calm which lend such a note of maturity to these tiny poems.

Of the poems in this sequence the two most ostensibly concerned

with the war are "Les Grenadines Repentantes" and "b*Adieu du

Cavalier". In the first of these two poems we fond the following

lines which are a fine example of what ve have called the more

stylised imagery of these poems—

"En est-il done deux dans Grenade

Qui pleurent sur ton seui p&?hd

Ici l'on jette la grenade

Qui so ctiange en oeuf ooche" (2)

-the description of an exploding grenade as scrambled eggs relies

(1) O.Cvt. 4 PP. 780-781 (letter to Serge Ferat) 4th January 191 5

(2) O.P. p. 131
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very heavily on a stylisation of the visual aspeot of the experience

as does the image in the first line of the next verse-

"Puisqu'il en natt des coqs"

In this poem we find that the image of the exploding grenade is

associated with the sexual at one remove as it were; for by playing

on the meaning of the word "grenade" Apollinaire is able to suggest

that the grenade and the pomegranate are one; and the pomegranate

in the context of the poem , with lin s such as the second line of

the first yjrse, becomes the apple eaten by Adam and i2ve, Hence

the disdain of the cocks is for the fallen humans who are now

condemned to live in " Nos effroyables jardins" which are the gar¬

den where the grenades, as opposed to the pomegranates»are the

fruit and flowers #

Clearly the poet has achieved a synthesis of sexual guilt

and the suffering, of war in a much subtler and calmer way than he

attemps in the later poems in "hueurs des firs". As to the poem

" "L'Adieu du Cavalier", surely no one can be oblivious enough to

t te irony of the first line to be able to quote it as an example of

Apollinaire's lack of sensitivity. Moreover the contrast between

the first and the second stanzas of the poem shows clearly that

the poet did not intend the poem to be judged on the first line

or verse alone.—

"Ah Diau! que la guerre est jolie

Avec ses chants ses longs loisirs

Cette bagua je l*ai pctlie

Le vent se m§le a vos soupirs"

—we are presented with a picture of the soldier during the long hours
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of waiting in the trenc.es polishing a ring for the woman he

loves and whose sighs ho imagines he hears in the wind. The second

verse, from the very first word, turning "Ah! Dieu" into "Adieu"

is clearly intended to destroy this image—

"Adieu! voici le boute-selle

II disparut dans un tournant

St rnourut li^-bas tandis qu'olle

Hiait au destm surprenant"

There are none of the brutal sights of war in this second stanza,

it is not in that way that it is intended to be a contrast to the

first} the soldier dies as he might disappear from Sight on turning

a corner, and the woman who, he believed, loved him, is left to

laugh at the strangeness of fate.

This poem, then, is surely not about war at all; rather it is

about Apollinalre *s vision of himself as the knight at arms fighting

for his lady, and the truth of the situation as well- that the lady

is indifferent, T^e unfaithfulness of the lady breaks the rules of
the game, and ref-^lects back on the rest of the poem, so that, in

spite of what we have just said, the poem does finally become a poem

about war and contrary to the impression given by the first line,

Apollinaire is saying that it is not at all a lovely war, for as the

lady is unfaithful to her cavalier, so the war is not a matter of

jousting and gallantry. Perhaps this is as much conveyed in the

line—

"II disparut dans un touraant"

-the knight in armour disappears, the surprise of destiny is that

war has become a much more savage form of courtship in which the
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soldier/lover dies.
Let us now turn to the first of thoeo poems, "La GrSce iixil6@"

whioh is also far from being as simple as it appears-

"Va—t—en va—t—en mon arc-en—ciel

Allez—vous-en ooulours oiuirmantes

Cet exil t'est essentiel

In^fante aux dcharpes changeantes" (l)

The grace of the title is already ambiguous, for there can be no

doubt that the poet is as much referring to the absence of the tra¬

ditional muso as he is to grace in the sense of elegance etc. This

is also supported b> the fact tliat the poems were written for Marie

Lauroncin, and it is not necessary to point to Rousseau's granting

of the title muse in his painting (2) to underline the importance

of the inspiration which she brought to Apollinaire—of course, it

was also open to Madeleine to understand that she was the exiled

muse.

The third line is the really crucial line of the stanza, for

the meaning of "essential" is not here "absolutely necessary" but

rather "of your essence". So what die poet is saying is that it

is now impossible for the former ideas of beauty as embodied in the

line—

"Infante aux echarpes changeantes"

—to be present in his poetry any more. The reason for this is

given in the last two lines of the poem—

"Mais un drapeau s'est envole

Prendre ta place au vent de biso"

(1) O.P. p. 247

(4) Cf. The portait of Apollinaire and Marie Laurencin by Rousseau,

entitled"loPooto ©t Sa Muse"
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The flag, symbol of country, has taken the place of the rainbow

(which is of course never really there) and the rainbow derived its

colours from the woman/nuse who has been exiled. (M trie Lauroncin as

the wife of a German citizen was obliged to take refuge in Spain).

War, then, has taken the place of the Grace, and of grace.

Therefore poetry cannot possibly remain the same. The next poem in

the sequenoe "La Boucle ^fBtrouvde" is an illustration of this, for

beginning with the evocation of a memory of a lock of hair, the poem

concludes that the lock of hair is, along with the destiny that

brought together the poet and its owner, coming to an end with the

dayw

"La boucle de mon souvenir

St notre destin qui t'dtonne

Se joint au jour qui va finir" (l)

The pun on "boucle de mon souvenir" brings out the idea that the

old themes of love and beauty, indeed the whole poetry of the lost

love and the elegiac style which Apollinaire has so faastered,are

now a dead end which must be rejected. (Hence,perhaps the title of

the sequence "be Kddaillon toujours farme" indicating the closed

nature of the experience, the idea that this kind of poetry is now

only a memory.)

The next poem in die series" Eefus de la Colombo" is muc more

disquieting than the first two - indeed one finds that there is some¬

thing of accumulative effect throughout the sequence, and it is prin¬

cipally this which elevates these tiny pieces to the universal

scale of the other poems discussed previously. The title of this
/

poem, like the titles of the first two poems, is ambiguous; the dove

which is refused could be the bird if peace or the holy spirit - in

(l) O.P. 248
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fact, it is a combination of all three. The first two lines

certainly surest that it is the holty spirit Which is the dove

in fuestion-

"Mensonge de I'Annonciade

La NoHl fut la Passion"(l)

What the poet is saying hare is that the Passion of Christ was not

the suffering and crucifixion through which the spirit finally gave

up human form, but instead his birth at Christmas when he took up

human form.

This statement is followed by two lines which are a comment

upon this taking on of human form¬

at qu'elle dtait charmante ©t sade

Cette renoncxation"

The Annunciation was in fact o renunciation which was both charming

and" sade". What, then is the word "sade"? The old French word

"sade" meaning charming passed for a certain time into modern French,

and indeed its existence is still testified to in the LarouBse du

XIX e but with the qualification "Vieux". However, even if it were

unknown to the reader ofst-Apollinaire *s day, he might have been able

to guess at hts meaniijg from the existence of its o posite "Maussade".

But, it is certain that for Apollinaire, who was not normally given

to using archaisms unless they were much more mysterious and rooan-

tic in their sounds than "sade", the simple monosyllable, this word

must have had overtones of ivsadiqueAnd indeed this must also

be true of his twentieth century readers for whom the sound "sade"

would sooner evoke the nam© of the "divin marquis" than it would

(1) O.P. p. 249
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the remnant of an old French word. Thus Apollinaire manages

to say two opposing things in the same word - the act is both

charming and sadistic. The spirit becoming flesh, this and not

the death of Christ, this is the act which saved humanity, and

Apollinaire appears to be saying that this act is the equivalent

of the exaltation of crime as a sublime human activity, of the

recognition of the fundamentally cruel aspeot of human nature, by

the Marquis de bade.

So in the second verse the dove has been stabbed and bleeds

still from this refusal of the spirit -

"Si la colombe poignardee

Saigue encore de cos refus

J'en plume les ailas, l'idee

Et le poeme que tu fus"

and Apollinaire describes himself as plucking its wings, which

are the idea and the poem which "you" were. We have said that

the dove is not only the holy spirit, bua also the dove of peace

and the symbol of love; and now the poet intoduces another per¬

son into the poem, who must surely be the woman of the first two

poems, who might also, however be himself. Certainly, the figure

of the dove in the calligramme "La Colombo Poignardee" is made up

principally of the names of women whom Apollinaire nad loved in the

past, and their names, in capital letters, form the wings of the

dove. So, it would seem fair to say that the woman, or women, of

his past, were in his eyes a source of inspiration to him, which he

is now plucking, i.e. destroying, in the s uae way that Christ beco ne

flesh destroyed the holy spirit.

This poem is then, a declaration that the poet is aware that

men have turned away from peace and love, in fighting this war of
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which he is part, and so he must make his poetry from this new

reality, of which he embodies the horror in the image of the still

bleeding dove being plucked.

The next poem "Les Feux du Bivouac" is perhaps the most allusive

of all the poems in the sequence, and takes moat of its value

from the cumulative effect of which we have spoken. Consider

the first veXae-

"iies feux mouvants du bivouac

Eclairent des formes de reve

Et le eonge dans l'entrelacs

Bes branches lentement s'dl&ve" (l)

—the scene which the poet describes for us begins with an element of

reality, the fires of the encamperaent, and them moves completely

avay from the real into the dreamlike and the unreal. The "formes

de r@ve"which are lit up by the fires, are probably the soldiers

in the encampment, who are so described because they have lost their

reality, not because they appear now lit up, now in shadow thrown by

the flames, but because they are men at war— the embodiment of the

destructive monsters of dreams, or of the subconscious mind. But

the horror of what the poet is saying is completely subdued, and

the surrender of reality to dream is seen as the smoke rising from

among the branches on the fire.

The second verse brings out a little more, but still in a very

allusive manner, the pain and horror of tie situation, for although

the men have become soldici*s, and the poet among them, there remains

memory to show them what they were before and to make them feel the

pangs of regret-

(1) O.P. p. 250
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"Voici lee riedaine du regret

Tout ecorehe ooome une fraise

Le souvenir et le uocret

Dont il no reste quo la braise

Note how in his choice of the siiawbo ry as a comparison the poet

conveys the idea of biood and suffering through the red of the

barry (and also the word "ocorcad"), yet still retains a very

stylised imago which points to, rather than makes us feel, the

full horror of the situation. do the memory and the secret

of which only the glowing cinder remains aro what mon, including

the poet, were before the war. Without the context of this

sequence of poems it would be very hard to penetrate the secre t

of this poe?», and the shadowy menace of tne first stanza would remain

muoh more vag 10 than it appears to one who has road all of the poems

in the sequence.

Finally, since we have already dealt with the poetac "Los Grena¬

dines Repentantes" and "L1Adieu du Cavalier", we come to "Tourbillon

de Mouches". This poem is also very compressed and mysterious

and undoubtely grows in significance when read in the context of

the whvl® series. The first two lines might refer simply to Apolli-

naire and to the young woman to whom the poems are addressed, be

she Madeleine or Marie Laurencin, but the third line suddenly en¬

larged the scene to include the island of Lesbos before returning

to the context of the pirst World War through an allusion to the

barbed wire, whioh also becomes a wire linking the fleet in Lesbos

to the present-

"Un cavalier va dans la plaine

La jeune fill® ponse a lui
:

Et cette flotte a Mytil&ne

I Le fil de fer est la qui luit (l)
} "

a v

(1) O.P. p.2j2
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It is the ambiguity of the last line of the verse which points

to the real subject of the poem - the eternal recurrence of the

situation of the young woman waiting for her lover's return from

the war. And once again the poet keeps the harsh reality of

war in the background; the twentieth century war is barely allu¬

ded to in the final line, the merest hint, and the presence of the

fleet in Lesbos does not have to be the Athenian fleet come to put

down rebellion in the subject Ejjate, yet the line has a certain
menace which is most Probably due to the cumulative effect of the

sequence*

The second stanza brings together the soldier and the young

woman, and uses a traditional symbol to describe their amorous

involvement -

"Corame ils cueillaient la rose ardente

Leurs yeux tout a coup ont fleuri"

But the last two lines of the poem are much more mysterious -

"Mais quel soleil la bouche errante

A qui la bouche avait souri"

-the disembodied mouths are frue to be sun whioh shines on the

soldier on the plain, i.e. Apollinaire in the present war, or on

the fleet in Lesbos, and so the two people involved become unreal

and eternal, victims of war from one century to the next. Is there

here a clue to the title of the poem? is the "tourbillon de mou»~

ches" the whirlwind of people swept away like flies by the wind of

war? This could clearly be a preparation for the final poem in

the sequence "L*Adieu du Cavalier" in which the soldier dies.

In this sequence of poems, then, the poet is quite clearly

exploring the nature of Mankind as war transforms it, and although
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the style of the poems is completely different from that of the

poems discussed, earlier in this section, the subject is the same (]}

hove and war, sexual aggression and physical aggression are woven

together and the complex result is seen as a predicament of

twentieth century man .

We now return to the more explicitely sexual imagery of other

poems which Apollinaire wrote at this time, and which we must

consider in the light of the foregoing sequence of poems. A poem

such as "he Chant d'Amour" is much less likely to be misunderstood

if it is read as part of "Calligrammes" as a whole, tnan if it is

taken on its own, but still in isolation it would be rash to accu¬

se the poet of mistaking the nature of war on the basis of this

poom.

The first few lines of the poem give no hint that the poem is

in any way connected with the war-

"Voici de quoi est fait lo chant symphonique de 1'amour

II y a le chant de I'araour de jadia

Les bruits des baisers eperdus des amants illustres

hes oris d'amour d^s mortelles violees par les dieux" (2)

Only the last of the lines quoted introduces any element of violence

but even this is on the level of isolated incidents and cannot be

compared with the violence of war, being in any case a specifically

sexual form of violence. However the next line turns the classical

context into a very modern setting indeed-

"Les virilitds des heros fabuleux erigees corame des pi .ces

contra avions"

(1) This whole sequence is to be compared to the poems of "Vitam

Impendere Auori"j cf. the appropriate section of this chapter.

(2) O.P. p. 283
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Unlike the image from "Fusee" which is discussed in this section (l),
li\ IS

^

image associates the violence of the anti-aircraft guns to the
e

"virilitbs" of the herqb of the aicient world, and so for the moment

the poem seems to be about the violence of love rather than the

sexual aspect of war.

The next few lines continue the classical imagery and also

maintain the associations of death and struggle which become quite

inescapable in the lines-

"II y a le cri des Sabinos ^u moment do l'enlevement

II y a aussi les oris d'araour des felins dans les jongles "

The violence of war, the savagery of the love play of the jungle

cats are part of the universal "chant d'amour" and the poet chooses

to follow these lines with what is perhaps the least violent of all

the lines in the poem bef-ore going on to describe war itself as an

act of lovo-

"La rumour sourde des seves montant dans les plantos tropicales

we tonnerre des artilleries qui accoaplissent le terrible

amour des peuples"

This description of war cannot simply be seen as an extension

of the image of the cannon as a phallus although the poot has expressed

it in this way. In one line, just as in "Chef de Section", the

poet is reversing the terms of the poem and saying that if violence

is part of love then love is part of violence, and consequently war

is an act of love.

We reject any suggestion that Apollinaire is simply using the

Wir to provide himself with an easy shock image, and in so doing is

(1J Cf. P. SIS
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trivialising a conflict in which millions lost their liveB.

Sur ly we cannot fail to see that this image, by xtending, litera¬

lly, the image of rape to the national level, is trying to bring

out fundamental truth about human nature which is that there is

something of the sadist in everyone. And perhaps he is also

saying that war roours so regularly in human history as to be almost

as inevitable to peoples as the sexual act is to individuals.

Let us look now, then, at "Mervoille de la Guerre" which of

all Apoilinaire's war poems, except possibly "Guerre" (l), might

seem most liable to lay Apollinairo open to the charge of insensiti-

vity to the war. Once again we find a first line wuich seems to

look upon the exploding shells in a way which disregards their

destructive power-

"Que e'est beau ces fusees qui illuminent la nuit" (2)

—and the following lines comparing them to elegant ladies confirms

this impression, but only a few linos later you read—

"Gee danBouses surdordes appartiennent a tous les temps

et a toutes les races

Elles accouohent brusejuera nt d'enfanta qui n * one que le

temps de mourir"

Clearly the image of children dying at birth expresses fully the

destruction of war and horror which the poet feels as a witness of

it. And in the light of the exploding shells the poet sees the

image of the temptress, dancing; is it not an image which betrays

the poet's concern with the false seducti n of the glamourous life

of the soldier, as well as an indication of his bitterness about

the woman who has led him on and then rejected him, so making him

(1) O.P. p. 228

(2) O.p. p. 271
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profoundly miserable?

How, after this cruel image, can we fail to see the repetition,

or near repetition, of the first line as bitterly ironic. And if

the following two lines look at the exploding shells as lights in

the sky removed from the instruments of death which they really are,

then the final line of this verse reminds us that in spite of the

beauty of the explosions men are being killed by them-

"Pourtant c'est aussi beau que si la vie sortait des mourants"

The poem begins to take on a pattern which underlines heavily

the irony of all the lines which accept the scene as one of visual

beauty, for each verse beginning in this way ends on a clear note

of horror, as does the fourth verse-

"La terre a faim et voici son festin de Balthasar cannibale"

This is now carried over into the beginning of the next section

and the guilt for the destruction of so many human beings is trans¬

ferred from the Earth almost unobtrusively by the use of the pronoun

"on", to raen-

"Qui aurait dit qu'on pfit §tre a ce point anthropophage"

Perhaps the tone of the line as well as the use of the coldly scien¬

tific "anthropophage" have distracted attention froia the meaning of

the line. Certainly the following lines would have contributed

to this, but in this innocent tone lies a very genuine reaction -

how can one believe that the human race has such a capacity for

self-destruction? Are the lines which follow not, in their absence

of real emotional reaction, an indication that there can be no hu¬

man reaction to equal the scale of the destruction, and therefore

the only way to express the horror of the situation is to turn

away from any attempt at direct expression? Perhaps this seems too
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determined a defence of Apollinaire but it seems to us that the

marvel of war is the spectacular scone of exploding flares and

shells, which we have alraady indicated can only be seen as such

when one is prepared to forgot their deadly function, and so the

poet is expressing his unbelief in the scene of death by concentrat¬

ing on the aesthetically pleasing lights of the explosives.

However, the end of the poem, beginning with the passage"Mais

j*ai coule..." becomes something quite different from the rest of

the poem-

"Je suis dans la tranches de premiere ligne at cependant je

jinispartout ou plut8t je commence a Stre partout

C' st moi qui coiimence cet e chose des siecles a venir

Ce sera plus long a realiser que non la fable d'Icare volant"

These lines appear as an extension of the sexual metaphor applied

to war; Apollinaire aces as the consequence of the"terrible amour

des peuples" the birth of a new kind of man, and feels himself to

tne first of these. Of course, noe can no more interpret in an

explicit fashion the lines concerning the poet's ubiquity than one

could have deduced the form of the aeroplane from the Fable of

loaruo. Nonetheless these lines, and the subsequent statements

which close the poem, do illustrate another aspect of Apollinaire's

attitude to the war and his reasons for using sexual imagery in his

descriptions of it- he felt that the slaughter was some kind of

purifying experience through which mankind would eventually attain

a new era (l). But as the last lines of the poem reveal, if Apolli¬

naire felt himself to be the firs- of these new men, then he also

(1) Compare the ending of the poem "Guerre" O.P. p. 228
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felt himself to be the only on-. f for the time being, and so the

poem ends on this note of his ubiquity which does not quite liberate

him from his solitude-

"Je legue a l'avenir l'histoire do Guillaume Apollinaire

Qui fut k la guerre et sut Stre partout

o o e o

Et ce serait sans doute bien plus beau

Si je pouvais supposer que toutes ces choses dans lesquelles

je suis partout

Pouvaient ra'occuper aussi

Mais dans ce sens il n'y a rien de fait

Car si je suis partout a cette heure il n'y a cependant que moi

qui suis en moi"

On the surface it seems that it is really only another aspect of

siraultanism which Apollinaire is offering here, but it is an increa¬

sed intensity of the phenomenon to which the poet is referring, and

looking forward to tne generalisation of this mode of consciousness,

which he feels for the moment to be uniquely his, and which, generali¬

sed will undoubtedly grow to something much greater but for the moment

beyond our comprehension.

We now pass on to a consideration of the poem "Chant de l'Honueur"

(l), which sets out quite clearly many of the ideas which we have

traced in the poems analysed up to this point. Thus for example the

poet speaks the following lines-

"Le Christ n'est done venu qu'en vain parmi les hommes

Si des fleuves de sang limitent les royaumes

Et mSrae de 1'amour on sait la cruaute"

(1) O.P. p. 304
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—here we have a quite explicit statement which might be taken as

an apology for the kind of poetry which the poet has been wri^ting

about' the war. Perhaps, also, these lines are the confirmation

of the irrelevance, for Apollinaire, of religion, in particular

Christianity, to the situation of twentieth century man, such as he

tried to express it in "Zone". How can one say that Apollinaire

was insensitive to the suffering of the war when one reads these

lines—

"D^puis dix jours au fond d'un couloir trop etroit

Dans les eboulements et la boue et le froid

Parmi la chair qui soui'fre et dans la pourriture

Anxieux nous jftjexje * gardons la route de failure"

-the sincerity of such lines is not to be called in question, their

simplicity is th simplicity of truth stated without ornament, and

the next three lines surely cannot be dismissed as self—pity-

"J'ai plus que les trois coeurs des poulpes pour souffrir

Vos coeuru sont tous en moi je sens chaque blossure

0 raes soldats souffrants 8 blesses a tnourir"

e cannot now say that there is anything trivialising about the

lines which are spoken by the trench itself—

"0 jeunes gens je m'offre a vous comme une epouse

Mon amour est puissant j'airae jusqua la mort

Tapie au fond du sol je vous guette jalouse

Et raon corps n'est en tout qu'un long baiser qui rnord"

Here the image beginning with a visual similarity goes far beyond

this point to develop the sexual nature of war, and the violent natu¬

re of love from which the poet's lines concerning the coming of

Christ and the cruelty of love follow. What the poet now offers as
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the goal of humanity is a devotion to beauty-

"C'est pourquoi faut au raoins penser a la beaute

Beule chose ici—bas qui n'est jamais mauvaise "

But for Apollinaire this choice of beauty as the greatest good was

nolaesibhetic withdrawal into a credo of art for art's sake. In
I

"Las Collines" he states quite clearly-

"C'est de souffrance et da bonte

Que sera faite la beaute

Plus parfaite que n'ctait celle

Qui venait des proportions" (l)

And so the poet speaking at the end of this poem says-

"0 pontes des temps a venir 8 chanteurs

Je chante la beaute de toutes nos douleurs"

Before leaving this poem to continue and conclude our an&ysis of the

blend of eroticism and violence in Apollinaire's poetry, we must point

out that in the fisuil sp ech given to the poet in this poem, Apolli¬

naire seems to place trust in the perspective given by the future to

find the sense behind the war, and so perhaps reveals that basically

he could not believe that men could be so evil as to slaughter

themselves in such numbers, without there being a purpose so sublime

as to outweigh millions of deaths. Perhaps this element of naivety

is also present in all or most of the war poems; but it must not be

taken as the explanation for all that is not immediately understood

in them.

If the analysis of the sexual imagery of the war poems reveals

that this imagery is much more profound than many have suspected,

then this is often the case also with the violent, military imagery

(1) O.P. p. 176
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of the erotic love poems. But the depth of the latter is of a diffe¬

rent kind. Not only is it intended to bring out the violent nature

of love and of sexual relations, it is frequently a kind of exorcism

of the intensity of the poet's longing. This can be seen quite

clearly in the poem XLI to bou in which the poet runs through many

of the variations of the erotic situation, some no doubt inspired

by memory, and concludes the list with the explosion of a shell

which kills himself and which ne identifies with bou. The intensity

of the list is built up by the repetition at the beginning of each

line of "Je voudrais until the final explosion destroys all—

"Jo voudrais que tu sois on petit ^aryon pour etre ton preeepleur

Je voudrais que tu sois la nuifc pour nous aimer dans les tenebres

Je voudrais que tu sois ma vie pour etre pur toi seule

Je voudrais que tu sois un obu.s boche pour me tuer a'un souduin

amour"(l)

The violence of this passage is not of course limited to the

image of the exploding shell; the manner in winch the poet builds

up to a climax which he suddenly resolves with the minimum of warning

to the reader "that he is going to do so, is a familiar part of many

of Apollinaire's pre-war poems, as well as being quite fundamental

to the success of aLl of Apollinaire*e shock images; consider,

to end on the same poem as wo began, the image from " Iste"—

"Deux fusants

Kose dclatement

Cornrae doux seins que l'on degrade"

-the original vv>rsion of the poem gave the first two line3 as only

one, but by breaking the first line into two parts the poet not only

(1) O.P. p. 446
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postpones the surprise of his comparison, he also underlines the

rhythm, broken "by the rhyme "fusants/eclatement" which makes the

next line even more unexpected, beaause rhythmically different, and

also because the return to the normal rhythm coincides with the de¬

parture into the erotic vision.

So although we find that often in the poems written during the

war Apollinaire uses more regular forms and techniques, this is

most frequently a result of the wish to dash off a qaick letter in

verse and not really an indication that he was abandoning the tech¬

niques which he h-d developed before the -war. (This we shall see

quite clearly in our next section.) We also see that the most

successful of these poems depend on the techniques of violence

(rather than the actual violence of war) even if in other poems

these techniques play a more reduced role.
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CHAPTER THREE J SECTION EIGHT

CASE D*ARMORS AND LUEURS DES TIRS

In this section we propose to go back to the poems from the

sections "Case d'Armons" and "Lueurs des Tirs" which we have not

already analysed, in order to show the continuity of Apollinaire*s

ideas and development from the pre-war period to the period in which

he wrote the last poems of "Calligrammes". From this point of view,

perhaps the most important poem rn "Case d'Armons" is "Toujours",

and we shall analyse this poem in detail.

This poem, dated May l^lp, can be seen as a resume of the poet's

experiments which the war had, to a certain extend, interrupted.

In fact, the first lines of the poem may well mark the poet's attitu¬

de towards experimental poetry, and may account for his continued

search for new means of writing poems even after he had evolved a

style as radically different from that of traditional 'writing as he

had none in "Les Fianjailles"-
" Toujours

Nous irons plus loin sans avancer jamais" (l)

It is not difficult to resolve the paradox of these lines in

terms of a statement about writing poetry, so that what Apollinaire

is saying is that no matter what progress is made in how a poem is

written, the problems of writing poetry will remain and in fact what

poets are doing is running irx order to stay on the same spot. It

is not stated here, but it is clear that the poet does not believe

that poetry can be written in the language of the past, and consequent¬

ly it is necessary for poets to continue to try to advance even

(1) O.P, p. 237
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though this does not in fact carry them forward (l).

The next passage presents no decree of continuity with the first

line3, although it seems at first to do so in terms of motion-

"Et de phanete en planete

Da nebuleuse en nebulcuse

Le Bon Juan des mille et trois cometes

M6me sans bougor de la terra

Cherche las forces neuves

Et prend au serieux les fantSraes"

We cannot say that there is a change in the imagery since the first

lines do not really contain an image, but what the poet does do is

to surprise the reader by the choice of imagery in the second passage;

(l) Cf. T.S. Eliot's lines from "East Coker"-

"So here I am, in the middle way, having had twenty years -
n »'

Twenty years largely wasted, the years of l'entre deux gu rres

Trying to learn to use words, and every attempt

Is wholly a lew start, and a different kind of failure

Because one has only learnt to gei the better of words

For the thing one no longer has to say, or the way in which

One is no longer disposed to say it.....*..... ..."

The comparison is illuminating for both poems were written by

men who had never ceased to experiment in poetic form, yet

Apollinaire could never have been, and is not here, so pessimis¬

tic as Eliot.
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we should not overlook the fact that this poern is one of a group

of poems all more or less concerned with the war, and in this context

the opening statement must seem to refer to the seemingly unending

advance, yard by yard, of tho armies engaged in the battle. But

the second passage changes this preconception completely, the move¬

ment is from planet to planet, from sebula to nebula. It is diffi¬

cult to say how literally the contemporary reader would have inter¬

preted this image as one of the scientific progress of mankind.

Perhaps it would have seemed such an image in 1915, rather 1918,

when the volume was published} after all, the development of the

aeroplane must have fired the imagination of the most ordinary of

men , and the taste for the fiction of Jules Verne must be some

indication of the way in which the popular imagination was ready to

conceive of space flight. One might also mention the enormous

success of Georges melius film"„>e Voyage dans la tune", made in 1907,

which must also point to the beginnings of the cult of the future so

prevalent today as to allow us to read this image almost as something

that is not uijeual. (1)
Scarcely, however, does this image form in the reader's mind than

the poet transforms it by introducing the person of Don Juan to

whom ha ascribes a rather curious attribute- "des mille et trois

cometos". In so doing, the poet transforms a future reality, which

must nonetheless be created by the imagination, i.e. space flight,

into an unreality, dependent on the imagination, i.e. the presence

of a character from fiction in space. Why ias the poet chosen to

use Don Juan? Perhaps because lie stands as a symbol of defiance of

(l) In fact M61ies'film cannot be taken seriously, it is really a

farce, but it still serves to point to the public's readiness

to accept the idea of space travel as a possible human invention.
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God (hence the reference to him as looking for now forces) and

also because his unfailing attraction for women is transformed

into an attraction for comets, which we may see as illustrations

of the poems opening lines since they are in continual motion yet

always r turn to the same places. Thus Don Juan is a symbol of

the poet, but the vision of him travelling from plan t to planet,

and from nebula to nebula is immediately destroyed by the following

line which tells us that he accomplishes his task without moving

from the Barth. The familiar pattern of conflicting images is

appearing as $ source of the poem's significance, for here we

seem to have a passage analogous to the section of "has Fianfaillea"

which begins "J'observe le r pos du diraanche". The movement invol-

ved is clearly that of the imagination, which might be the comets

themselves, travelling through space from star to planet etc .

Sven if one does not make this association, one is prompted to ask

why the figure one thousand and three was cnosen. Perhaps the answer

is that it is more than, but near enough to, the figure of one thou¬

sand and one nights, so that this figure is nailed to mind and with

it the situation of Sheherasade, whose feat of telling- stories for

this time is not only an example of the great powers of the imagina¬

tion, but also an example of progress which does not really carry

one forward. But the powers of the imagination of Don Juan are

greater, yet restricted also.

The object of Don Juan's search is, they., new forces, and thus

the last line of the passage suggests that to find these new forces

Don Juan must lake phantoms seriously. The phantoms may stand either

for figments of the imagination, in which case i?he route to the new
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forces lies through the imagination, or the phantoms may be symbols

of the ridiculous, in which case Apollinaire is saying that pcete

ought to take seriously things which they have up to now regarded

as beneath them. Consider the following quotation from "L'Esprit

Nouveau et les Poetes"-

"Ou est le temps ou le mouchoir de Desddmone paraissait

d'un ridicule inadmissible? Aujourd'hui le ridicule rngroe est

poursuivi, on ch rche a s'en emparer et il a sa place dans la podsie

parce qu'il fait partie de la vie au raSme titre que l'hdroSsme et

tout ce qui nourrissait jadis 1'enthousiaame des poetes" (1)

The last line is, however, ambiguous, for it was the phantom

who came to lead Don Juan to his doom, and therefore he has good

reason to take phantoms seriously. But this is simply another level

to the statement that poets should look at things to which they paid

no attention before.

The next passage begins with a line which seems to be a twentieth

century version of "Ou sont les neiges d'anfcan"-

"Et tant d'univors s'oublient"

-the cry of despair that everything disappears with the passage of

time. But the following lines completely reverse this impression

and we find the poet calling for the ability to forget-

"Quels sont les grands oublieurs

Qui done saura nous faire oublier telle ou telle partie

du raonde

Ou est le Christophe Colorab a qui l'on devra l'oubli d'un

contin nt"

(1) O.C.T. 3 P. 905
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The surprise which, the poet^S .asking us to forget part of the world

occasions is increased by the fact that the first line seems to be

a lament for the fact that things are forgotten.

The last passage of the poem ties up with tne kind of poetry which

the poet calls fnr in "Liens", the kind of poetry which by undoing

old bonds sets up new and unexpected links-

" Perdre

Mais perdre vraiment

Pour laisser p3a.ce a la trouvaille

Perdre

La vie pour trouver la Victoire"

The last line seems to return the poem to the situation of the sol¬

dier from which it apparently starts, but this does not exclude an

interpretation which is more relevant to the poem as an "ars poetica"

-namely that in order to achieve the really effective image or poem,

the poet must in some way surrender his life, which could well mean

that he must dedicate it to poetry. One might also see here Apolli-

naire's consistent, if slight, fear that the stimulation of the sub¬

conscious will destroy man as we, or he rather, knew him. Thus the

victory of the completely liberated imagination might well be a final

breaking frse from the limits imposed on man but it would also be

a$ end to man.

We pass on now to the poems in the section entitled "Lueurs des

Tirs" and in this section we shall be int rested principally in the

po ms "Pho,^agraphia", "Chant do l'Morizon en Cnampagne" and "Ocean

de Terre".

"Photographie" offers an interesting insight into the way, or one
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of the ways, in which Apollinaire*s imagination worked. Consider

the first few lines of the poem, bearing in mxnd its title-

"Ton sourire m'attire comrae

Pourrait m'attirer una fleur

Photographic tu es le champignon brun

De la forot

Qu'est sa beautd" (l)

The initial comparison comes as no surprise to us, one presages that

the photograph is of a woman, and so the comparison to a flower

becomes/vfairly standard compliment. But the next line seems to
abstract the colour of the photograph from the oth^r aspects of its

appearance- one must remember the brown and creamy tones of the pho¬

tographs of this period- in order to compare it to a mushroom, which,

with the flower still in our minds, does not seem such a compliment.

The effect of this image is to reflect back upon our initial ideas

about the photograph and to lead us to think that perhaps it is not

the photograph of a woman to ^ich Apollinaire is referring at all,

but to a photograph as a photograph. Thus the affirnation that

the mushroom is something after all, in fact the beauty of the forest,

takes on quite a different meaning, when applied to fc.uj photograph

as a photograph, rather than to the photograph as a representation

of a woman. The tiny mushroom among the trees, the beauty of the

forest, this is the photograph among a host of visual memories,

cl ar, fixed, and of a near uniform colour - something well defined.

But the musuroom also is something that grows in the humus on the

forest floor, and which therefore is something that is growing from

(1) O.P. p. 257
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remains of tne tf.es, dead leaves and so on, and as such is left

ov r from the trees as a memory is left over from an experience.

The n ;xt lines refer to the whites of the photograph, but also

seem to abstract the fixed quality of it and transform this into

an iraage-

"hea blancs y aont

Un clair do lune

flans un jardin pacifi.ue

Piein d'eaux vivas et de jardiniere endiablbs

The moonlight and the peaceful garden are certainly not elements

of the real photograph, since tnis was technically impossible at

that time; therefore we must conclude that they are an extension

of the atmosphere of the photograph (as well as arising from the

colour) and this atmosphere, this stillness is destroyed in the

next line by the "euux-vives" and also toy the "jardiniere endiatolds"

with its suggestion of frenzied mov ra nts. This is caught to

soem extent in the next line, which aga^n seems to derive from one

quality of tae photo,,raph - the slightly hazy ;uality which becomes

the smoke of desire—

"Photographic tu «s la fumes de 1 'ardeur

4u*est sa beaute"

-and this shadow, this smoke, of ardour is described as the beauty

of the woman, in the same way thai the uahroom. was the beauty of

the forest; the indication, the hint, or p rhaps the m rao^y, is

tae real beauty. The imagery points to a common idea: , flamely that

the photograph is the indioation the memory of sometning Ise,

and it is this element of permanence, or seeming permanence, which
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is for the poet, tne beauty of the object, or person.

This is continued in the final lines of the poem, as first

the poet synthesises the elements which he has separated, the

browns and the. whites, and gives an image of the total effect of

the photograph-

"Et il y a en toi

Photographie

Pes tons alanguis

On y entend

Une melopee"

This photo,,raph is half way between the reality of what it depicts

and say a purely mental image of this reality, as it lacks the

clarity and real co.-louring of the one, and yet is more fixed and

truer than the otner, just as a recitative is half way between the

ordinary .juality of speech and that of tinging.

Tne poem's final image lends a temporal dimension to the poem,

which is better understood if one is aware of the theme of the sun

and shadow which runs through all of Apollinaire's poetry from the

beginning to the end of his career—

"Photographie tu es 1'ombre

Du. Soleil

slu'est sa beaute"

The shadow is the past, the sun the present, this is 3till clear

from the context of the poem, just as the photograph is the preser¬

ved past of some moment in ti. .e, and to say that the shadow is

the sun's beauty, is to say that it is the ephemeral which makes

things beautiful; the beauty of the present, the sun, is the past,

the shadow, which must also, of course, be memory and hence tiie pho¬

tograph is a kind of prolongation of the past incident which does not



349

thereby lose its ephemeral nature, but rather k eps it all the

more poignantly.

And so th, photograph's smile, winch loads us to think thut the

po;t is talking about someone rather than about the photograph

it-elf in the first two lines, compared to a flower is not just

a compliment, but a statement of the quality which both possess of

a prolongation which does not destroy the essentially ephemeral

nature of the reality. The flower achieves this iuality by being

an echo of every flower,and of delicacy and fragility, but each

flower fades and dies in a short time and so a flower is both

eternal and ephemeral, like tin. reality caught in a photograph.

In this poem we see Apollinairo'a imagination dismembering,

as it were, an object in order to find associations which might

not at first strike one as obvious and which are even, perhaps,

unlikely and therefor . surprising. We also find certain delibe¬

rate conflicts within the poem, such as the suggestion that the

poem is about the photograph of someone ^efora the images make

it clear that the nature of the photograph itself is the subject

of the poem, and within these conflicts the poet is attempting

to find a way of evoking the ambiguous nature of the photograph,

which is a picture, or representation of someone, and yet is not

either that person, or really a memory of that person. Similarly

the contrast between the stillness of the moonlight and the peace¬

ful garden and the movement of the water and the garden rs suggest

the paradoxical nature of the photograph which evokes both stillness

and motion in presenting an arreted gesture.

The following quotation from one of Apollinaire's letters to

his "marraine de guerre" will serve, perhaps, to illustrate how
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aware he was of this dichotomy between the ephemeral nature of

human experience and the strong desire to prolong for over certain

moments in timo-

"Je n'ai jamais desire do quitter pour ma part le lieu ou je

vivuis et j'ai toujour* desire que le present quel qu'il f&t perdu-

rat. Rien ne determine plus de mdlancolie chez moi que cotte fuite

du temps. Jlle est en disaccord si forrael avec non sentiment, mon

identite, qu'elle est la source mSme de ma po^sie" (l).

Thus not only the photograph, but also the mage of surprise becomes
6

for him the perfect illujfration of his feelings, for both are essen¬

tial aspects of the nature of human experience, and both partake of

the tension which he claims is the source of his poetry.

We o me now to the "Chant de I'Korizon an Champagne", in which

we find images suggestive of the same mental patterns in the poet's

mind and work. The beginning of the poem is an illustration of

how the poet's imagination transforms an object rots one thing to

another, in this case relying on its visual appearance to link

the onbjects to which it is comparod-

"Voici le tetin rose ue l'euphorbe verruiude

Voici le nez des soldats invisibles" (l)

Faced with lines like these one thinkB of statements which Apollinai-

re has made ouch as the following—

"Variee comme un enchanteur qui uait varier oes metamorphoses" (2)

—and one becomes aware of Apcilinaire's conception of the magical

powers of ira gination which Can transform one object into another,

as the photograph b caiae the mushroom in the forest, and as nere a

(1) O.P. p. 26)

(2) Chef de bection, O.P. p. 307
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flower becomes a breast and the noses of unseen soldiers. This

marks a certain evolution of the poet's confidence in his powers,

foi? if one thinks back to "bes Fian$aillesM and tne sections con¬

cerning the role of uhe senses and the poet as a liar (l), one

finds that the poet is no longer afraid of allowing his imagination

to change external reality, nor is he afraid that the work of his

imagination will be contaminated by the inability of his senses

to shut themselves off from the external world. It is as though

the poet had become more aware of the power of the word, and realised

that as far as the reader is concerned the words "euphorbe v.rruqu^e"

represent no more a reality than do the words "tetin rose" since in

both cases the words act upon the imagination of the reader to

produce an image, which may or may not have its roots in remembered

experience, but which springs essentially from the poem itself, anf

which consequently may be metamorphosed by the imagination of the

poet.

So we find the poet exploiting his ability to surprise the

reader, in fact to do violence to his imagination, by offering hii

"le tdtin rose" which he then changes to "l'ouphorbe verruquee"

and then changes again to "le nez des soldats invisibles". Thus

we find the poot proclaiming in "bes Collines"-

"Voici le temps de la magie

II s'en revient attendez-vous

A des milliards de prodigas" (2)

—and we shall see that this quality of the imagination is now a

(1) Cg. Chapter two, section four.

(2) O.P. p. 172
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constant in his work. Clearly the poet's fascination with the

figure of the magician is related to, not to say at the base of,

this concept of the poet as one who has the power to change the

nature of things, and as one wh<^ metamorphoses , that it to say

those wrought by him, astonish but do not necessarily cause delight.

Hence, as we have indicated, his frequent use of the exploding shell

as an image, for he saw this as an image of his poeti-y.

Perhaps for Apollinaire this attitude to experience meant that

in his view all appearances were deceptive, all things only masks,

but not masks which concealed the true face, rather masks which

could be lifted to reveal other masks. The theme of the mask

itself is not an apparent one in Apollinaire*s poetry, nor are

there many images which like the following explicitely refer to

a mask—

"Un chien jappait l'obus miaule

La lueur muette a jailli

A savoir si la guerre est dr81e

Les masques n'ont pas tressailli"

-and in this case it is quite probable that the image arc^se from

the fact that the soldiers in the trenches wore masks to protect

them against poison gases. It is however open to us, indeed we

should be insensitive not to make this association, to s.e tha.tr the

masks may be the faces of the soldiers who are unmoved by the explo¬

sion of a distant shell (distant because the light of the explosion

is described as silent). So the indifference or lack of visible

emotions seems to reply to the line" A savoir si la guerre est dr51e"

that not only is war not funny, but it numbs the emotions till one
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is no longer capable of response. This, however, is revealed in

the next line to be a raask-

"l-lais quel fou rire sous le mas.ue

Blancheur eternelle d'ici

Ou la colombe porte un casque

St I'acier s'envole aussi"

-and the reaction to tne explosion is wild laughter. But even this

is not what it seems, for the lines following show that there is no

real opposition between the appearances which se in to dontradict one

another, since the dove there wears a helmet (made of steel) and the

shells (again metal) can fly. But as the dove is a symbol of peace

and the shell an obvious image of war, ihe image reveals war and

peace to be the same thing, and this undoubtedly because each is

only a human reaction, like laughter and indifference, and as such

only a mask. Thus the line "Blancheur Sternelle d'ici" must refer

not only to the chalk soil of Champagne , exposed in the trenches

and in the shell holes, but also to the sameness of everything. Here

we find a parallel to Apollinaire's ti'eatmant of war as sex and sex

as war; he is refusing the neat categories of good and bad human

behaviour, \

From this position the lines which near the end of the poem

are spoken by an infantryman follow quite naturally-

"Tandis que nous n*y sommas pas \\
\ ' \

que de filles deviennent Delias

Voici l'hiver et pas a pas

hour beauto s'eloignera d'elles

0 Lueors soudaines des tirs

Cette beaute que j'imagine ft/ %

<1
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Faute d'avoir aes souvenirs

Tire de voms son origins

Car elle n'est rien que l'ardeur

Da la bataille violente"

The infantryman seeing the flashes of light coming from the explo¬

sion of shells sees them as the beauty of girls whom he cannot

see because they are not there. Therefore this beauty becomes

tae beauty of the shells with their overtones of destruction and

violence, and this is what the beauty of the girls is too, for that

soldier at that moment, as this is the aspect of that xperience

which he is seeing. The last two linos of the last quatrain then

tolls us that this is what is inspiring Apollinaire's war po try

( the l^nes are spoken by tho horison) -

"Bt de la terrible lueur

II s'est fait une muse ardento"

The importance of this concept to the exploitation of the techni¬

ques of violence will be seen immediately, for if the momentary

outward aspect of the scene is to be its truth or essence, which

it is for Apollin i e, thon the poet's assumption of the power to

wave his wand and change the appeases of an object, is, or rather

becomes, the ability to create new truths or essences, and therefore

"ha rencontre fortuite sur un, table de dissection d'une machine

k coudre t d'un parapluie" (l) to quote a famous example, becomes

the source of this kind of poetry although by an act of the poet's

will. Thus the poet, seising upon the unusual, which is an

(l) ^autreamont : bes Chants de aldoror", Chant sixieme I, O.C.

d« G.b.15193^, p. 2p7
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appearance, uses this as an image, and possibly transforms it into

something else, another appearance, thus revealing the ephemeral

yet valid nature of aLl experience, which conforms not only to

the statement quoted above concerning the desire to , .aka eternal

the essentially ephemeral, but also the line, eliminated from

"bee Fian§ailles", surely because it is much too oxplicit-

"Puis j'ai reoonnu que chaque moment porte en soi sa propre

perfection" (l)

Without this concept of the nature of experience suca a poem

as "Ocban d© Terra" could never have been written, and it is to

this poem that we now turn to continue our analysis of Apollinaire's

imagery. The first lines of the poem plunge us immediately into

the world of the enchanter, where nothing retains a permanent iden¬

tity .aid where our imaginations are definitely prevented from ta¬

king hold on the pcam by the replacement of one object by another-

"J'ai b3ti une raaioon au milieu do 1'Ocean

3es fenStres sont les fleuves qui s'ecoulunt de cues ye ax

Des poulpes grouillent partout ou se tionnent les murailles

ISntendez battre ieur triple coeur ot lour bee cogner aux vitres"(2)

The impossible feat that is mentioned in the first line is not quite

as surprising- to the reader as it might because the title of the

poem warns them that the ocean is a metaphor. Nonetheless, within

the poem itself the metaphor is assumed and the house is situated

in the Ocean, not on land. The second lino is a bewildering Bhort-

circuit of images which destroy any element of reality attaching to

the house bacause of ui.. title. The windows of the house become

(1) Cf. Chapter two, section four, pp. .,8-lCG

(2) O.P. p. '168
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rivers which flow from the poet's eyes, and so the windows, in a

way, becomes the eyes also. When we analyse these metamorphoses

we find that they are really expansions of the basic metaphor of

the title; imagine a house in the ocean, and consequently a house

partaking of the nature of the sea as an ordinary house , artakes

of the nature of the land; could we not say of this house that the

rivers flowing into the sea are like the streams of light flowing

into the windows of a house on land? Apollinaire lias compressed

the i age. 80 with the second part of this image, the rivers

flowing from the poet's eyes, mignt they'not be thy atr arts cf light

striking the eyes which are here reversed because the poet's glance
U

instead of seeing what these light patterns offer it, is imposing

his own interpretation of the landscape in the description of it as

an ocean? And so the window is revealed to be not only that which

allows light in but also that which allows the poet to see out.

The situation which the poet transforms must, then, bo something

like this- the house is a trench which he has dug in the middle of

a flat but churned—up expanse of land, and since he is in the trench

looking out, his yes are th. windows of the houses, but, given

the initial metaphor of the title, the streams of light are trans¬

formed into rivers. However, the identification of the windows

with the rivers, is then the identification of the li,.at with

that through which it passes, or with that upon which it acts,

therefore the image is a way of saying that the eye is what it sees

and, conversely, what is seen by the eye is the eye itself- which

is a commentary on the metaphor "Ocean de ierre", since this is

the eye transforming the land into an ocean, i.e. transforming what
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it sees into what it, or the poet since he controls it, wants to see.
t

This establishment of the metaphor allows the poet to place octo¬

puses beyond, the walls of the trench/house, since these walls are

not earth, but water, and in so doing he establishes the hostility

of the soil to his presence, itnd the po m becomes a statement of

the involvement with a hostile nvironmnt. This is clearly

borne out in the striking of beaks against the windows -aid the

sense 01 alien presences which is giv n by the "Bntssndez battre

leur triple ooaur". The land has become the ocean, and the poet,

rather than a sailor on the surface, is completely displaced from

h s normal anvironm nt by bang submerged in it.

The next section of the poem is marked by a at ong chung of

rhythm, sut,cesting perhaps the regular explosion of bombs dropp d

from the aeroplane- it may nave seen the sight of the earth flung

up from the explosions like water splashing up when something is

thrown into it that suggested the basic metaphor to the poet -

"kiaison humid®

..aison ardente

Saison rapido

Saison qui chants

Les avions pendent dea oeufs"

Ofcourse, th.se l^nes may also oo intended to sugg st the beating

of the triple hearts of "die octopuses, but the noises made by the

octopuses , wither seating of . ..arts or striking of beaks against

the windows, could also be the noises of the bombs interpreted by

the poet in terms of the metaphor of the ocean.
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But in order that the appearance of the aeroplane should not destroy

the unreality of the poem by being too i»S.dily understood as soma-

thing o-«.sici.e the raetaphor the poet describes it as laying

and so deprives it of much of its menace.

The next two lines tie up the noxse of the explosion with the

noises made by the octopuses througn a pun —

" Attention on va Jeter l'ancre

Attention a l'encre que l'on Jette"

The aeroplanes throwing o t the anchor become the octopus squirting

out their ink. As to how the anchor came into it, one should not,

in our opinion look for any other explanation than th it the bombs

thrown from the aeroplanes are made of metal and so evoke the com¬

parison with the metal anchors boing thrown overboard from ships.

Once this is seen then the ink, which links the image to the octopu¬

ses, can be int rpreted as being the clouds of smoke coming from „

the explosions or the earth thrown up by them, or as the ink (i.e.

words) that the poet is throwing out — tij^-efore his interpretation
of the scene - which does require our careful attention.

The next line is very ambiguous; it could refer to almost anything

which has been mention d in the poem so far, except uhe bombs the

only things which are coming from tine sky, as the mood of the verb

clearly refers to something which is not in fact coming from the

sky-

"II serait bon iue vous vinssiez du ciel"

-the line could be addressed to anyone, perhaps it is addressed to

death, which the puet does not name because it would destroy the

unreality of the poem. Perhaps it is » wish that Christ would
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descend again "to earth, although in this case tft^ce is no capital

latter to indicate that the "voue" is addressed to Christ or God?

The neat line is also very mysterious-

"bo chev."'ifeuilkdu ciel grimpe"

-and perhaps it, too, iB a coiapressod image through which the poet

is saying that the sky, and possibly God, is beyond the roach of

man, sines the honeysuckle of the sky, i,o. its colour, climbs,

that is to say moves aw y from the .e.n on the ground. The next line

then reminds us of the hostility which the poet faces on the ground—

"has poulpea terrastres palp^itent"
-and the following line makes a comparison between the trenches

which the soldier di^, which up till now hove been the house, sugges¬

ting safety and refuge, and graves dug by the people who will occupy

them —

"Et puis nous BOtnmos tant et fcant u Stro now proprae foaaoyeura"

The poem then ends on this note of despair, almost, tut earth

disappearing entirely in favour of the ocean and its unceasing move¬

ments -

"PSlea pculpss das vagues crayeuses S poulp,s aux boos pSles

Autour do La maison il y a cet ocean que tu connais

Et [ui ne se repose jamais"

Clearly the success of he poem depends upon the poof a ability to

be a magician and to change one thing into another; not only the

earth into the ocean, but also the bombs into eggs, and the explo¬

sions into clouds of ink, for in this way he prevents us from reacting

in a conventional manner to a poem about soldiers in trenches being
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bomb2^and instead presents us with a poem which makes us feel

the hostility of the earth itself. This surely makes clear the

importance of the surprise concentrated in the initial lines of

the poem, for it is necessary for the poet to remove us first

from the world we know "before he can reveal the real situation,

which even then expresses in terms as unreal as possible.

Although we find that the compression of images in the second

line is not a usual technical device employed by Apollinaire (l),

we nevertheless see that it is a variation of the techniques

of surprise which are familiar to us from his other poems; it

is simply that here the metamorphoses are more rapid than else¬

where .

The final impression that these poems leave is of an attempt

to enlarge the technical means at the poet's disposal - as well

as a refusal to be overwhelmed by the horror of the war - this is

particularly noticeable in "Ocean de Terre". But also "there

is the very clear basis of the techniques of violence - strange

juxtapositions, instant metamorphoses, the desire to astonish

and to take by surprise — on which the poet builds.

There is not, however, the success of the later poems of

"Calligrammes" and this is surely because of the inevitably narrow

limits within the poet's imagination was working. The new world

so often heralded, would not come while the armies of Europe were

still engaged in destx'oying one another.

(l) It does however remind us of the compression of an image

like : "Colonnes de clins d'yeux qui fuyai nt aux eclairs".

Of. O.P. p.91 & Ch.2 sect. L
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CHAPTER THREE S SECTION NINE

OBUS COULEUR DE t-UNE

In this section we shall he analysing the poems from the

section entitled "Ohus Coulour de Lune", principally "Exerciee",

"IL Y A "L'Espionne", "Simultan^ites", and "Du coton dans les

Oreilles". We shall show that there is a return, in these poems,

or rather in some of them, to another early characteristic of

Apollinaire's style, namely the poem which seems to prolong itself

long after one has finished reading it. This is not simply a ques¬

tion of a memorable poem, but a quite definite technical device

which Apollinaire exploits, as can be readily seen in the first

of the poems which we shall analyse here - "Exercice",

We begin by quoting the entire poem since it is only three

verses of four lines each-

"Vers un village de l'arriere

S'en allaient quatre bombardiers

lis eraient couverts de poussiex-e

Depuis la t§te jusqu'aux pieds

lis regardaient la vaste plaine

En parlant entre eux du passe

Et ne se retournaient qu'a peine

Quand un obus avett tousse

Tous quatre de olasse seize

Parlaient d'antan non d'avenir

Ainsi se prolongeait i'ascese

Qui les exerjait a mourir" (l)

(1) O.P. p. 273
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The description of the Bcene is simple, there are no images which

take the reader by surprise, and even the choice of the word

"touese" to describe the explosion of the shell fits tho context

so well that no-one could object to it. The last verse hints

that the soldiers are young and so their talk of the past instead

of the future would seem strange wei'e it not for the fact that

their oondition leads us to think that they are returning from

the trenches and hence know that they face death as part of their

daily lives. Thus the poet describee their looking to the past

as an use-ticism which prepares them for death - surely it is this

because it is a turning away fx'om the future which would only

evoke hope in their minds,

The poem presents no difficulties of interpretation, it is

to the rhythm and structure that we must look in order to find

the quality which particularly interest us, Tho quatrain of

octosyllables with the rhyme scheme a b a b is not at alluncoraaon

in Apollinaire"s work, and any critics have pointed out yhat it

is the form of much popular poetry and song, and indeed it is

precisely this iuality which Apollinaire succeeds in capturing

and which lends such charm to many of his poems, What particular¬

ly interests us here is that this form is a repetitive one, each

verse leading on, rhythmically, to the ioxt, and Apollinaire, in

using this style does not make the rhythmical adjustm nt to the last

lino, which tho popular song usually does, in order to bring his

poem to an end, instead, he uses the same rhythmic unit sugges¬

ting thereby that thore is more to follow; the effect of this is

to continue the music of the poem into the silence which comes

after the last line and thus leave tho impression of something
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half—rememberedf half-forgotte^.

This musical side to Apollinaire's poetry is, as we have said,

present in his work from the earliest onward, and Mae. Durry has

analysed in some detail the similarities which it bears to the

poetry of Verlaine, to that of Kegnier and others, so it is not

our intention here to say much about it; but we remark upon

the presence of such a poem as "lixercice" at this stage in Apollinai-r^'s

work, precisely because this ppera, owing nothing to the tech¬

niques of violence, shows that Apollinaire was capable of writing

in another style, of returning to earlier aspects of himself, as

it were, and also because we shall see him combining to great

effect these two aspects of his own poetry in "bes Collinas".

"b'Espionne" also reveals the poet's tendency to return to

this style but also shows his trick of turning images so as to

reveal different aspects of them, although here he does so in a more

gentle manner. Thus the first verse -

"PSle espionne de 1'amour

Ma memoir© a peine fidele

N'out pour observer cetto belie

Forteresse qu'une heure un jour" (l)

-exploits fully the ambiguities arising from the lack of punctua¬

tion and the line breaks. We read the first two lines and it

aaeias as though it is memory which is the pale spy of love, and

then the third line suggests that perhaps this is not so although

it by no means offers a strong contradiction. In the same way

the break between the adjective "belle" and the noun it qualifies

"forteresse" leaves the reader's imagination time to make of "belle"

(l) O.P. p. 282
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a noun "before the rhythm carries on to "bring out the continuation

of the military metaphor. The phrase "une heure un jour" also

suggests the tricks which the mind and memory can play with one's

experience of time; was it an hour which seemed like a whole day,

or a whole day which seemed like an hour,

S o we find Apollinaire,here in contrast to the style of

"Exercice", exploiting the rhyme and rhythm of his poem to create

surprises for the reader; to offer him images which are then trans¬

formed into something else, (1)

The second verse shows us Apollinaire playing on the simil¬

arity f sound in two words in order to create an impression of

rapid change suggestive of, perhaps, the fickleness) of feminine

nature, so leading us to think that the "tu" is addressed to the

woman, and then transferring this to his own memory -

"Tu te ddguise

A ta guise

Mdmoire espionne du coeur

Tu ne retrouves plus l'exquise

Ruse et le coeur seal est vainqueur"

But this sets up certain contradictions in the phrasing, for if it

is memory that is "being addressed, and it is memory that is the

heart's spy, then it appears that the spy is trying to deceive the

master. One notes also the separation of "l'exquise" from "ruse"

which suggests that memory alone cannot serve to make the poet

happy,

(l) This, of course, returns us to the "Chanson" and its exploit¬

ation of identical means.
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The final verse carries the metaphor of spying one stage

further, and the poet asks if "Tu" -whoever that may be - can see

memory, blinded and ready to die. -

Mais la vois-tu cette memoire

Lea yeux bandes pr§te a mourir

Kile affirms ;u*on peut l'en croire.

Mon coeur vaincra sans coup ferir"

Instead of being executed, however, the spy confirms the informa¬

tion given about the fortress and so the poet is able to conclude

that he will win "Sans coup ferir". But who is the "tu" in the

first line? The same person as in the preceding verse? If that

is so, then this would appear to be the woman in question, in which

case the poet is saying that his memory presented him with a true

picture.

However, it is not the interpretation of the poem which

interests us most; rather it is the way in which the poet is com¬

bining the styles which have been the principal currents of his

poetry to date. This is, of course, not the first occasion on

which he has done so, but we choose to draw attention to this be¬

cause it i3 an important trait in his last poem, and also because

most of the poetry which we have discussed so far in "Calligramues"

has not been of this kind. This poem was written in late I9I5

and it is interesting to note that wo find Apollinaire moving away

already from the extremely free forms which he exploited in poems

such as "Arbre". True this is only a minor poem, but there is

also the sequence "Le Medaillon toujours forme" which we have

already examined and which is also in this style.

The other poems which we intend to analyse in this section
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are all of the other kind, much freer in their form, that is to

say, and all in same way concerned with the ideas of simultaneism

which formed part of Apollinaire's poetry, as we have seen, from

before his meeting with Pelaunay, "IL Y A " is, of course an

excellent example of this. The poem consists of a series of

images introduced by the words " 11 y a", and which have nothing

in common except their presence in the mind of the poet —

II y a un vaisseau qui a emporte ma bien aimee

II y a dans le ciel six saucisses et la nuit on dirait

des asticots dont naitraient les etoilos

II y a un sous-marin ennemi qui en voulait a mon amour

II y a mille pstits sapins brises par les eclats d'obus

autour de moi

II y a iin fantassin qui passe aveugle par les gaa asphyxiants" (l)

The poem is an exteriorisation of the human oonsciousnoss, in this

case the poet's own, which mixes memories, with wishes, with what

is seen at that moment, with what the imagination throws up into

the conscious mind as well. Thus the ship carrying away the

"bien aimee" is imagined or remembered, but in either case is atta¬

ched to a reality, and the submarine is the expression of a fear,

the "six saucisses" in the sky & fantasy of the imagination, poss -

ibly based on the signt of airships or barrage balloons, the broken

firs probably an element of external reality, and yet all these

things are presented to us by the same words "II y a ", -there is.

The poem recognises no barriers between levels of reality, no dis¬

tinction in cime, no hurdle presented by distance. All that the

(1) O.P. p. 280
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poet names is present here and now, in the poem. Thus the world

is broken down and remoulded in the poet's own image. Simultanisra

is a re-ordering of experience, the creation of a new world through

art.

This is equally true of the poem entitled "bimultan6ites",

although the poet does not here have recourse to the same procedure

of near hypnotic repetition of the key words "II y a " as in the

poem of that title. Instead it is the title which gives us

the link between the series of images which are presented in

verses of four lines this time -

"iiQs canons tonnont dans la nuit

On dirait des vagues tempStes

Des coeurs ou pointe un grand ennui

innui qui toujours se relate

II regards venir la-bas

Les prisonniors L'heure est si douce

Dans cg grand bruit ouatd tree bas

Tree bas qui grandit sans secousse" ( l)

the poem also has much greater degree of narrative continuity

thanthe preceding onej its first four verses all seem to follow

one from the other. Yet, when we consider the two verses above

we see that there is nothing to link the "II" of the second stanaa
n

with the cairns of the first. True the context makes it clear
that the "II" referred to is a soldier, but there is nothing

to prove that verses one and two are set in the same time(the

firing of carbons is no indication).

(1) O.P. P. 285
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The first verse really offers three simultaneous images —

the cannons firing, the beating of waves on a beach, the storm

in a heart prey to a "grand, ennui"; the clearly discernible

thread running from one to the other is the regular sound, but

the real link must be the poet's mind which draws together the

sea 'separating him from Madeleine to whom the poem was sent

and his "ennui" caused by the separation with the sound of the

cannons which is actually part of his present and real situation

as opposed to his state of mind.
true.

This is als<^( of all Apollinaire's simultaneities — we think

of Louis II of Bavaria sitting at his wonderful instrument

listening to all the sounds of the world (l) and realise that

this is precisely what Apollinaire is doing in "II Y A " and in

this poem, acting himself the role of the king, drawing to him

as the centre the seemingly unrelated aspects of the external

world. And here, in order to make it less obvious that theBe

"simultaneites" find their link in him, Apollinaire speaks of

himself in the third person and otherwise attempts to make his

presence as unobtrusive as possible, so as to increase the sur-

The third and fourth verses of the poem are much the same

as the first two and comment upon them would only be to repeat

most of what has already been said about both this poem and

"II Y A ", so we pass on to the fifth verse of the poem which

offers us a disturbing image that we may connect with whichever

aspect of the poem we wish, since the poet r .frains from atta¬

ching it himself to any particular part.

prise value of the .juxtaposition of the di ent images.

(l) Cf.*Le Roi Lune" in 'be Poete Assassine.'
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"Belles noix du vivant noyor

ba grande folie en vain vous gaule

Brunette dcoute gasouillor

Jja mesange sur ton bpaule"

Are the "belles noix du vivant noyer" the images of the poem,

and hence the tree the poet? Certainly this inttjrpretation

suggests itself very strongly — or, of course, the tree may be

life itself, rather than the poet. If we accept this interpre¬

tation, then the poet is saying that these images ore the fruit

of experience which" la grande folie" - surely the war, the

sight of human beings pouring all their energies into destroying
each other — Cannot destroy, and so they represent the personal

and human element of his life which resists the bestial and

mechanical forces of the war in which he is involved. The next

two lines of the stansa offer an image of tenderness which one

can well imagine a soldier cherishing as a link with happier

times in the midst of war.

The last two stanzas seem to be a commentary on the rest of

the poem and on the attitude which the poem implies —

"hotre amour est une lueur

4u*un projecteur du coeur dirige

Vers l'ardeur egaie du coeur

iiui sur le haut Phure s' erige

0 piiare—fleur meu souvenirs

bee cheveux noirs de ;.adeleine

uoii atroc s loeurs dee tire

Ajoutent leur Claris soudaine

A tee beaux yeux 8 Madeleine"
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The striking image which opens the first of these two verses

switches from a shaft of light cutting t'irough the darkness of a

oin.isa to the beam of a lighthouse cutting through the night.

Both beams of light share a property which reveals much about

the construction of the poem and about the way in which the poet's

laind functions - that property being the ability to isolate

and to hold for a moment a par .icular scene or object so that

it is presented to the consciousness in dramatic fashion. Thus

the poet's raind has isolated the images of the poem and as the

beam of the lighthouse sweeps on joining one thing to another,

or as the light beam of the cinema projector is made to carry

the changing images of a film, so the po :t has juxtaposed his

images in the poem linking them one to another by tueir physi¬

cal proximity, ~nd implying at the source of these images his

own mind us the beam of the lighthouse indicates also the posi¬

tion of the lighthouse itself or the projectof's shaft the pre¬

sence of tho film.

The opening line of the second atauiaa provides a clue to

the substance of the images which the poet has woven into his

poem - his memories are compared to a liglithousa/flower and this

imago clearly combines the phallic aspect of each of the objects

named as well as recalling the persistent phallic associations

of cannons, but this does not at ail exclude the otaor qualities

which the two objects share, i.e. a quality of suddenness, of

blossoming as the flower opens, or the beam of the lighthouse

suddenly sweeps into view. And so the final lines of the poem

bring together the two things which have really been the sole
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subject of the poem, each manifesting itself in different and

constrating aspects of its nature, so that here at the end of

the poem the simultaneous images are added together and the

beauty of the woman'eyes has the beauty of the explosions of

shells and flares added to it.

Surely it is not necessary to say again that this addition

can only take place when the poet is there to be the medium in

which it takes place, and that conseiuently simultaneity is a

reinterpretati~n and re-orduring of one's experience of the
.e

worla which is really an act affirming, mome^arily, oifis own

existence•

The final poem in this section is "Du Cotton dans les crei-

lles" (l) an experimental poem of an extremely exuberant kind

and one which announces its intentions to us immediately as

the word "VIP" in heavy black capitals detaches itself from the

first page of the poem which is entirely taken up by a calligram-

me — this being another pi ce which combines this form with

regular verse and with vers libre. The first page also contains

what appears to be the rationale of the poem, and indeed of much

of the poetry which we have analysed in this study -

"Les points d'impacts dans mon ame toujours en guerre"

-(this is written vertically r ading from the bottom one word

above the other) - and this seems to us to be a clear justifica¬

tion of our statement that Apollinaire found the conflict of the

war a parallel to the conflict of his own soul and of the artistic

(l) O.P. p. 287
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milieu in which, he lived. The rest of the poem clearly

stems from this line as we find Apollinaire playing with rhymes

and images in the fashion of a nonsense poem, occasionally

piercing the playful surface of the poem with a painful reminder

of the situation that was his and his comrades* -

"Ceux qui revenaient de la raort

En attendaient une pareille

Et tout ce qui venait au nord

Aliait obscurcir le soleil"

When it follows verses such as the above the nonsense rhymes

game of the poem takes on a peculiarly desperate character and

becomes a symbol of the absurdity of life for those faced with

the absurdity of death -

"Qu'est-ce qu'il se met dans le coco

Bon sang de bois il s'est saoule

Et sans pinard et sans tacot

Avec de 1'eau

A118 la truie"

No amount of playfulf nonsensical rhyming can, however, quite

dispel the presence of death, just as plugging one's ears with

cotton might muffle to a large extent the noise of the artillery

but does not totally deaden it, leaving instead a sound which

gives rise to the following image -

"Le silence des phonographss

Mitrailleuses des cinemas"

-which in equating the hiss and crackle of a gramophone record
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heard before or after the music with the distant or muffled

sound of machine-guns shows us to what extent the experience of

being under fire could become an obsessive memory.

The next few lines offer us the familiar comparison between

the blossoming of a flower and an explo ding shell but also finds

a new and very disturbing image for the same phenomenon -

"Fleurs de feu des lueurs-frimas

• 00

Et les trajectoires cabrees

Trebuchements de soleil-nains

Sur tant de chansons dechirees"

This then, is the pattern of the poem - a frenzied movement from

serious to silly, from powerful image to simple play on words or

childish rhyme; and the effect of this is to make us experience

to the full the turbulence of the poet's "Sme toujours en guerre",

not only in the sense that this is a reaction to war, but also

in the sense that it represents the many conflicting aspects of

Apollinaire's nature.

Before leaving this poem it is interesting to look at the

following image in which we find Apollinaire modifying his image

of the blossoming flower in order to express the suddenness with

which the silence comes when the artillery ban-rage ceases-

"Puis ce fut cette fleur sans nom

A peine un souffle un souvenir

Quand s'en allerent las canons"

- the mystery of the nameless flower combines with the distance

from experience that is given by memory to create the sensation
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of silence, while the tense of verb and the suddenness that iB

associated with the appearance of a memory before the conscious

mind provide the necessary sensation of abrupt change.

If, as some such as Aragon and Breton have suggested, the

war was nothing more than a game for Apollinaire, a game which

fed his imagery? then why is it that all the poetry of the war

period is war poetry? Poe'fcry» that is to say, which not only

draws upon the war for its images but returns us to the nan at

war. The variety of styles of writing which Apollinaire

produced during this period all head finally in the same direc¬

tion - that of a man trying to make sense of the world which he

knew - Madeleine, Lou, Marie, Paris and the artistic avant-garde

— and the world which he knows : the war. Is this not an

honest intention?
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CHAPTER THREE ! SECTION TEN

uk TETE ETOILEE

In this section we shall examine the poems "Souvenirs", &La
Victoire" and. "La Jolie Rousse" from the section of "Cal 1 igrammes"

entitled "La TSte Etoilee" as well as the poem "Lea Collines"

which we have already indicated to be contemporary with the

poems of this section, and also the suite of poems intitled "Vitam

Impendere Amori" which was published in 1917• As our analysis

of the poems contained in "Calligrammes" has been developed on

a chronological basis, we shall attempt to show here that these last

poems indicate a quite definite evolution which separates them

from the first poems of hie volume, but also that that evolution

is a very gradual one, and not pxite so clear as S.I. hockerbie

indicates in his study of the poems of "Calligr^mmos" (l) to

which we shall refer on several points.

It will be seeA from the ensuing discussion that the poem

"bouvenirs" do . a not really represent as diff rent a style as Locker¬

bie claims, and also that the poeras of this period bear a more

significant relationship to t,oeus such as "Toujours" which has

already been analysed and which, we remind the readers of the present

study, was composed in 1915» We begin, then, with the poem "Sou¬

venirs".

The five verses which go to make up this short poem present

us with a series of images of which the first four, each image

(1) R.L.M. -serie Apoliinaire nos 5 - 6 -he r8le de 1'imagination

dans "Calligrammes"
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being contained in one verse, are much more everyday xnd in

some cases more purely visual than the fifth, although certain

lines penetrate the everyday context with a more disquieting

note, o.g.-

"Une toute peti .e vieills au nez pointu

J'admire la bouillotte d'email bleu

Mais le rat penbtre d*ns la cadavre at y dametre"(l)

Clearly the first two lines can be situated in a context of

everyday normality, while the third comes as an almost baroque

reminder of the passage of time, thus modifying through the sur¬

prise of its presence our feelings about the first two lines.

This same effect can be observed in the first verse, in which

the impression is giv n that the poet is talking about lakes»

the blackness of uhich lends a certain sinister note until

the last line changes the meaning of the word "lacs"—

"Deux lacs negres

Entre une for§t

Ht una chemise iui seche"

-into the spaces of the area lying between the shirt and the

forest which can be seen through, in all probability, the gaps

between the body of the shirt and the arms.

This fix-st verse appears more as a comment on the nature of

memory than as a remembered scene - literally interpreting the

image we might say that the shirt, in the foreground r-presents

the coneoious mind and that the forest, in the background, the

unconscious mind, with the oonnecting fragments, relating to

both background and foreground ,but separated from each otherv

(1) O.P. p. 299
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being the link memory provides with past and present experience ,

unconscious mind and consciousness. It will be noted that this

interpretation depends strongly upon a definite visual interpre¬

tation of the image, and this seems to us a point of capital

importance in this poem. Consider the second verse—

"Bouche ouVorte ear un harmonium

C'etait vine voix faite d'yeux

Tundis qu'il traine de patites gens"

-the connection between the first and second lines is clearly the

similarity of shape that exists between an open mouth and an eye,

moreover the reader cannot ©scape the image of a harmonica which

is brought to mind by the image of the open moith and the similar¬

ity of the word " harmonium" which the poet undoubtedly intended.

Here the visual link is supplemented by the poet's awareness

that the reader will see the image of a harmonica before ho corrects

his initial impression, thus the line -

"C'etaxt un voix faite d'yaux"

can be made to fit into the series of visual impressions, since

this is a fair description of a harmonica. In each case the

link is provided by a visual interpretation of the image.

'Phis visual quality of that which provides a link between

past and present is something very important in Apollinaire's

imageryj consider, for example, the poem "Photograph!©" (l) in

which the photo.raph is considered in just this role - i.e. a kind

of fixed and permanent memory - and the poet draws "the conclusion-
i

"Photograph^ tu os 1'ombre
Du soleil

Ciu'est sa beante"

(1) O.P. p. 257. Cf. also section eight of this chapter
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Thus returning to the first verse of the poem "Souvenirs" we

can see that the image offered to us here is both a memcfy and an

image of the human mind indicating the role of memory. Following

this apprehension of the significance of the image we might offer

the interpretation that in the second verse the presence of he

"petite3 gens" is to be se n as the evocation of the inhabitants f

as it Were, of one's memory which, itself is compared to the

mouth/voic •i/eyes/harraonium image of the first two lines - an

image VJhich may be taken to represent the visual and aural dimen¬

sion of memory which record the existence of these "petites gens"

and which may call thorn into being .ig&in. While on a first ani

cursory reading of the poera it may not be quite clear that each

verse represents a unit, oth*sr than a purely conventional one, it

should be obvious from the above that whatever lack of relation¬

ship there may appear to bo between any of the elements of each

verse , there is nonetheless an important and overriding unity.

Applying this conclusion to the third vorse, which appears

more than the others to be made up of disparate fragments, we

may associate the first two lines in various ways - the old lady

is the owner of the footwarraer and the scene is remembered by

Apollinaire because he admired the blue enamel of the footwarmer|

or the footwarmer which Apollinaire remembers was decorated with

a picture of an old lady etc. - but however one interprets these

two details, the visual impact of them is ouch that the third

line is*not only an intimation of the mortality of the old lady,

hence human beings in general, but the brittle enamel is also
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prey to the gnawings of the rat, and thus memory is seen to be

like human beings themselves, subject to alteration and eventual

destruction by time. Of course the third line is probably some¬

thing which is remembered in its own right from the poet's expe¬

rience of the trenches, but this does not in any way preclude

the kind of relationship to the other two lines which we have

indicated. (That iss the "Nsz pcintu" could refer not only to

the old lady but also to the shape of the "bouillo.tte" as well

as to the rat; therefore all three are to some extend identi¬

fied. Also, as the "bouillotte" is described as being made

of blue enamel, this may link it to the coppse, which may be

that of a blue-uniformed French soldier.)

The first three lines of the fourth verse present a

clear and simple picture which could as easily be something

observed by the poet at the moment of writing his poem as

a memory, and the fourth line is a comment upon this scene

which may reflect either upon the poet's view of opera or simply

be a joke about the range through which the incorrectly remem¬

bered tune passes - and hero again we have a comment upon the

infidelity of memory —

"Un monsieur en bras de chemise

Se raBe prbs de la fen§tre

En chantant un petit air pu'il no sait pas trbs bien

£a fait tout un opera"
Thus the images of the poem appear not just as lists of remembered

scenes or objects written down for th.ir own sake, under a title

which is simple announcement of their nature, they are also ima—
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—ges which reveal in themselves something about the nature

of memory and its relationship to the personality.

After this list, then, of memories comes the mysterious

image and question -

"Toi qu« te tournes vers le roi

Kst-ce que Dieu voudrait mourir encore "

Unless we have seen that the preceding images are a comment upon

human nature, because upon memory, then how can we understand

these last two lines? And yet even if we have understood this,

the surprise of the final image of the poem still has considerable

impact upon us. As we have indicated, behind all the ima¬

ges there is the implideation of the presence of the poet

(just as there is behind the simultaneities of other poems, but
we shall develop this point further in a moment) and therefore

the penultimate line of the poem may appear to us as the poet

addressing himself as one turning towards the kxrtg -clearly
g

from the con^ct of the poem a symbol of memory, or perhaps the

"toi" refers to memory turning towards the past, which is king

because of the dominion it lias over memory. The meanings of

the last two lines are, then, many -God may be God, i.€, Christ

dying again through the memory of the crucifixion, which leads to

the conclusion that one is a prisoner of one's remembered expe¬

rience} or the God dying again and again is «san whose divinity

is subject to the limitations of his ability to interpret his

own experience, limits imposed in part by the infidelity of memo¬

ry, and hence the death, or rather the desire to die, is shown

by the turning of memory to seek an answer whixh will be incon¬

clusive and therefore deadly.
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The important point about these last lines is that they

carry the poem well beyond the simply implied presence of the

poet's self behind the memories, just as the port's self is

behind the simultaneities (l), and make of this presentation

of apparently external images a profound and- ... introverted

piece of writing. This opinion is in contrast to the ideas

advanced by S.I. uockerbie about this poem and others of the

period preceding the composition of the otuer poems to be dis¬

cussed in this section, and therefore we shall now develop this

idea a little further, comparing it with .Lockerbie's analysis.

"Pes bribes de conversation appare avient autonomes qui

figurent dans "hes FenStres" a 1'image bien connue d'"A travers

1'Europe" :

"Ou je m'en allais a la campagne avec uno charmante cheminee

tenant »a chierine en laisso"

ou aux images—strophes de "Souvenirs", il n'y avait qu'un pas

a faire. Hi les bribes de conversation, ni ces images ne

oherohent a ouvrir une perspective sur la vie interieure du poe—

te qui les a conyues : elleo frappent au contraire par leur air

d'independance 6nigma,tique". (2)

He would not at all dispute the statement that these images

of this poem possess a very striking "independance enigs .atitue"

but it seems fairly cle:ir to us that they achieve this through

that very same independence. This p.em was sent to adelein©

on the 10th .arch I9I6 under the title "Po&meu pour Peintures"

(with one or two variations), and this title clearly indicates

(1) Cf. Section eight of this chapter

(2) "Le rSle de 1'imagination dans "Calligrammes" 2.R.D.L.K.

no 6.
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the intention of the poet to endow the images with a decree

of autonomy, as well as the strong visual quality which we

have noted; but when the title of the poem becomes "Souvenirs"

then the "ay in which we approach the poem alters, and we cannot

escape the presence of the poet behind the memories, so that

we are in some way prepared for the twist of the last two lines.

If we consider tho poem "Toujours" which we have already

analysed in a previous section of this chapter and which dates

from May I9I5, it seems to us that we have a point at which we

can see the transition from the external kind of poetry, such

as "L.es PenStres", to tho more personal and introspective kind,

which is that of "Alcools" as well as the remaiig-ing po.ome

of "Calligranunes". In the last linos of this poem, the plea

which Apollinaire is making may very well be seen as a kind of

apology for the experimental and radically different kind of

poetry which he began to write around lyl3~

"Ou est le Christophe Colomb a qui l*on devra l'oubli d'un
continent

Perdre

Mais perdre vraiiaent

Pour laisser place a la trouvaille

Perdre

La vie pour trouver ia Yictoire" (l)

Certainly the willingness to subordinate oneself to the element

of chance oockerbie has, rightly, discerned in much of the

poetry of "Alcools", is nonetheless present in much that Apolli¬

naire wrote during tho war years. Let us glance again, briefly,

(1) O.P. p. 337
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at the poem "Simultaneites", which we discussed in the preceding

section. It seems fair to say that the stanzas of this poem,

the first one at least, enjoy the same degree of mysterious au¬

tonomy as the stanzas of "Souvenirs", yet here also, the and of

the poem becomes much more personal and introverted than one

would have expected from the beginning.

The penultimate stanza beginning with the lines -

"Notre amour est une lueur

Qu'un projecteur du coaur dirige" (l)

-comes as'aclear announcement of a particular kind of invol¬

vement of the poet in the images of the other verses. Thus we

find Apollinaire combining tha"pobme-crbe" as Lockerbie has called

it, with the more personal lyricism which marks these later poems.

Clearly, the fact that the .oet is prepared to lead the reader

through the aeries of apparently unconnected images is an indica¬

tion of the way in which ne was exploiting the techniques of vio¬

lence at this particular period, But this has already been

dealt with in our analysis of simultanism. The important point

which we wish to underline here, is that the poet has turned away

from the extreme development of these techniques as we Baw them

in poems such as "Arbre". The ground is, then, well prepared

for the integration of these techniques into the , iore introspective,

and almost reflective, poetry of the last years of Apollinaire1

life, and it is this which concerns us in this section.

(1) O.P. p. 286
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We pass on now to "La Victoire", the poem which,for Andre

Bretonywas Apollinaire's "testament spiritual", and which we shall
show to be as fertile in ideas as this statement would lead us to

expect. We shall also examine the relationship between the form

and content of this poem, looking to see to what extent Apollinaire

himself lives up to the advice which he is giving hero.

The first two lines of the poem set the scene for us —

"Un ooq chante je r§ve et les fauillards agitent

hours feuillos qui resaemblent a de pauvres marine" (l)
- but a scene which partakes of the unreality of. droam, not only

because the poet s lys that he is dreaming, but also because of the

comparison of the leaves to the sailors, which is far from being

an obvious one. This comparison, then, appears to the reader as a
*

projection of the poet's will onto the scene rather than a ^faile
or metaphor which tells him something about the terms involved;

it is a surprise image which is intended to communicate an immediate

f .eling of "depaysemenf'to us .

The next three lines seem to carry on from the reference to

sailors, so that now the element of similarity which the poet saw

in the leaves and the sailors is revealed on a more readily understan¬

dable plane -

"Ailds et toumoyants oomme Icare le faux

i)es aveuglea gesticulants comme des fourmis

be rairaient sous la pluie aux reflets du trottoir"

(1) O.P. p. 309
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The fluttering of the leavea brings to the poet's mind the

image of Icarus fluttering his wings in vain, and from this

image he goes on to that of who are about to be drowned, or

shipwrecked (this is surely the hint which the adjective "pauvre"

offers us) just as Icarus is a kind of sailor of the air who

comes to grief, hence the description of him; as "Le faux"

since he could not do all that he seoed to be able to.

The two lines which follow the appearance of Icarus change

the imagery in a very unexpected way, and yet fchey contain a

link with the image of Icarus, which is also a hint of a theine

to be introduced later in the poem, for had Icarus been blind,

he would not have been tempted to fly too near the sun and so

cause his own death. Typically, however, Apollinaire juxtaposes

the two images and goes no further in suggesting a connection

between them, yet there is a kind of parallel between the descrip¬

tion of Icarus as winged and turning or spinning (like the lea¬

ves) and the description of the blind men as gesticulating

like ants. The irony of the third line which sees the blind

men contemplating their reflections in the puddles on the pave¬

ments, also offers an implicit comparison with Icarus blinding

himself by looking into the sun.

Thus the poem begins in an atmosphere of "surreality", in

a world where leaves ressemble sailors and where blind men can

sue, yet still the next line comes as a surprise to us -

"Leurs rires amasses en grappas de raisin"

-here is another of the poet's images which seem to function

at the wave of a magic wand : the laughter of the blind men
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becomes bunches of grapes. (Perhaps the image is suggestive of

the roundness of the sound of laughter —perhaps the grapes are

to be seen as reductions of the sun, which they, the blind men,

can eat, yet which destroyed Icarus, hence their laughter, which

is probably mocking.) Whatever the image evokes for us, its

initial effect is to take us by surprise, and therefore to keep

us from moulding the poem into what we think it is going to be.

This indeed appears to be the main function of this entire open¬

ing section : to be indicators of an alternative universe, as

it were.

The next lines re-introduce the person of the poet who has

slipped out of sight since his appearance in line one —

"Ne sors plus de chez moi diaraant qui parlais

Dors doucement tu es chez toi tout t'appartient

Kon lit ma lampe et mon casque troue"

-and in these lines, the images which were attributed to the

poet's dream in the first line of the poem are now ascribed to

a "diamant qui parlais", which, apostrophised thus, we may

take to be the poet's idea of his muse. But the image is not

simply one of clarity and brillianoe , a diamond has many facets,

and we may legitimately say that the poet, in changing one thing

into another, in switching his imagery from classical to modern,

from the serious to the ridiculous, is showing us the different

facets of the external world and of our own natures as well.

The imagery of gems is continued into the next section of the

poem —

"Regards precieux saphirs taillds aux environs de Saint-

Les jours etaient una pure emeraude" Claude
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— but the comparisons are still unexpected, and surprising, for

if the adjective "precieux" applied to "regards" in some way

prepares the comparison with a precious stone, then the precision

of the attribute "tailles aux environs do Uaint-Claude" gives the

imago a literal quality v/hich is quite unoxpected, as is the com¬

parison of days to emeralds, when one surely thinks of saphirs

as more appropriate to this context.

Apart from this aspect of the images in these lines, it is

also more important to note how they contrast, in thoir stylised

immobility, with the hectic and slightly ridiculous movement

that takes place in the opening lines. It is also, at this point,

clear how this change is brought about in the sudden metamorpho¬

sis of the isolated line -

"Laurs rires amasses en grappas de raisins"

-which immobilises, as it were, the movement of the people, the

blind mon, Icarus, the sailors, fr esing their laughter in the

static image of bunches o^ grapes.

As yet, no clear direction is emerging from the images of the

poem. I/hen we tave rea- only this far, we are left with the im¬

pression of several rapid visual images which have been offered to

us, but which have not been allowed to remain before our eyes.

This impression remains with us as we read the next lines of the

poem, although these to some decree synthesise the qualities of

brilliance, of the precious stones, and movement, of the blind men

and the others, in the image of meteors crossing the sky -

"Je me souviens de toi ville do .eteores

lis fleurissaient en l'air pendant ces nuits ou rien ne dort

Jardins de la lumife e ou j'ai cuailli des bouquets"
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The importance of these lines is that they seem to draw the imagery

of the poem to a unity, which in no way springs from a revelation

of hidden meaning in the lines which w nave ead so far. Sven

the image of exploding shells, which is only hinted at by the men¬

tion of tho poet's helmet with the hole ciused by the fragment of

an exploding shell, can be assimilated to the strange "ville des

meteores".

Perhaps the words "ces nuits ou rien ne dort" offer us some

clee as to the gist of the poem up to this point. Perhaps the

poet is saying that nothing is sleeping in his imagery either, and

that therefore what he is doing is trying to show as many aspects,

however conflicting they may appear as possible. But aspects of

what? The last of the three lines quoted above go a long way

towards supplying the answer in their unmistakable echo of the lines

from "ie Brasier" —

"Descendant des hauteurs ou pense la lumiere

Jurdins rouant plus haut que tous les cials imobiles (l)

The bouquets which the poet has picked 4n the gardens of the light

are the images of this poem, which have been taken by him from some

realm of the mind to which he, by his constant struggle to open his

poetry to the imagination, has gained access.

As the poet reveals, a few lines later, that he is writing

about poetry, about the act of writing itself, the precise nature

of his gardens of light becomes clear to the eader, and he sees

them as the same realm as the jjoet speaks about in these lines from

"La Jolie Rousse" -

"Nous voulons vous donner de vastes et d'etranges domaines

Ou le mystere en fleurs s'offre a qui vaut le cueillir"

(l) O.P. pi 110
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- "but for the poem up to this point, the suggestion is simply of

some kind of miraculous domain to which the pet has access, but

which remains mysterious.

The next lines return from the heights of these mysterious

gardens of light to the ridiculous, yet true to the style of

Apollinaire they have a perfectly serious function, not the

least part of which must be to laugh at himself so as to remind

us that he is not a god —

"Tu dois en avoir assez de faire peur a ce ciel

Qu'il garde son hoquet "

The first of Jhese two lines sounds almost as if Apollinaire

makes the sky afraid because of this divine power which he has

acquired, the old gods tremble before the approach of the new,

but the second line rapidly dispels this, showing us th image

of the poet trying to frighten the sky into losing its hiccoughs.

The poet's claim to divine power, which bordered on the ridiculous,

are dissolved in our laughter, but it is the poet himself who

has made us laugh.
s

The next lines begin to cry/talise the theme of the poem, as

the poet cries out against the complacency of the successful,

who are probably those who have evolved a style that has pleased

the public and are now content to go on producing from the same

mould, incapable of seeing that they are ossifying as they work -

"On imagine difficilement

A quel point le succes rend les gens stupides et tranquilles"

The contrast with the constant experiments of Apollinaire' s own

work could not be greater, and it is, of course, through this path
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that Apollinaire has reached his gardens of lignt.

The apparent lack of coherence in the ,>oem now begins to

give way to a discernible patt rn as the lines

"A l'Institut des jeunes aveuglea on a deraande

N'avez—vous point de .loune avuugle aiie

-bring out the full implications of the juxtaposition of the

image of Icarus with that of the blind man, and also hint that

the gardens of light are o, en to those who are blind, even if their

blindness is of th.ir own choosing and is selective as is implied

in the question which Apollinairo poses in "Toujours" -

••Oil est le Christophe Colomb a qui l'on devra I'ouoli d'un continent"

But although the pattern „hion xs emerging points to the poem being

a discussion of tue way xn which Apollinaire wrote and wanted to

write poetry, it is also perfectly open to us to infer, and proba¬

bly this was Apollinaire's intention, that a larger context, that

of an imaginative and freer approach to the interpretation of our

everyday experience is the subject of the poem and the victory of

the title. This view is substantiated by the allocation to the

"di irnant" of the poet's bed, light and soldier's helmet - things

which belongs to his lrie wither on the everyday level or on the

esceptional level.

This kind of interpretation would, howevor, not be acceptable

to those who hold that Apollin .ire was a simple* "fantaisiste"

rather than a really powerful advocate of the imagination. On
put

this point, we agre with the opiniony/forward by oockerbie in the
second part of his analysis of "Calligrammes" (l)-

(1) he rule etc." 2, pp. d/-uo ; 1 • C&Wes e* ApefhWc) 6 .
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"Pour ces comraentateurs, l'activite imaginative d'Apollinaire

est tournee v rs l'exterieur au point ou elle perd en profondeur

ce qu'elle gagne en variete et en amplour. lis preferent done

dire avec Mine. Marie-Jeanne Durry que moins que la vraie imagination,

e'est une cei'taina forme de fantaishe qui se degaL>a de son oeuvre:

•Je crois bien que pour lui' dit Madame Durry,'surnaturalisme' et

'surrealisms' n'etaient guere autre chose que le jeu de sa fantaisie"+

"Cartas, si par fantaisie il faut entendre cette invention de

libra allure dont nous venons de parler, e'est 1'evidence des ecrits

theoriquea qu'Apollinaire n'aurait pas completed-nt recuse le terme

et on pourrait sans inconvenient 1'adopter pour bien des pieces de

•Calll^rammes". (....) dans pi isieurs de ses dernieres oeuvres

(il y a ) une certame operation lyrique par laquello 1'imagination

en vient a jouer un role allant bien au-dela de la fantaisie" (l)

(Dne simply cannot deny the serious aspect of most of the *

poems in which we have traced this appeal to the freedom of the

imagination, and it will be clearly Besn that this theme is central

to the poems "Les Gollines" and "ha Jolie Houose" also, and al&hough

it may be argued that Apollinairc never went as far as either Jarry

or the surrealists in applying his beliefs to his way of life, one

cannot simply go on from that to say that the imagination for him

only came into play when he was writing. Less demonstrative he may

have been, possibly because he was afraid of r.he consequences of

exhibitionism as some have suggested (2), but the understanding

(1) The differences in Lockerbie's and our points of view have alrea¬

dy been partly discusse.; and will, be further discussed in this
section.

+ (Slurry 2 p. 235]h.'s note.

(2) Cf. for example P. boup ault's analysis of Apollinaire*s attitude
'-W-"

in his book —"Guillaume Apollin^ire ou lee reflets de l'incendie".
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of the nature of human existence and experience that is evidenced

by his poetry, especially the poems of this section, cannot fail

to indicate the primacy of the imagination for him.

Thus the image of Icarus, one who lost his life in seeking to

approach the sun, must be given its full value in the context of

this poem; and if the lines concerning the quest for "un jeune

aveugle aile" are followed by these -

"0 bouches l'homme est a la recherche d'un nouvo_j>u langage

Auquel le grammairien d'aucuno langue n'aura rien a dire"

-which stress the importance of language and hence of poetry,

this is surely an indication of the importance which Apollinaire

placed upon the expression of one's experience. It is useful

Jjere to recall the statement which he made in a letter to Henri

Martineau, concerning "Alsools" -

"Je ne crois point avoir imite, car chacun de mes pobmes est la

commemoration d'un evenenent de ma vie.,.. * (l)

-and no-one ,can\surely dispute, especially after the work of MM.

Adema and Decaudin, as well as Mme hurry, the enormous importance

of the life of Apollinaire in the evolution of his poetry. His

poetry is not only his experience transformed by his imagination,

it is also a part of his life in its own right, or why else should

Apollinaire have devoted his life to the kind of existence which

was seldom more than above subsistence level? If further indica¬

tion of the involvement of life and the iiaagination is needed then

we have only to look again at she conclusion to the poem "Toujours" -

(1) O.C. t. 4 P. 768
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"Perdre

La vie pour trouver la Victoire"

-to which one can only add that other than the date of composition,

there is nothing to tie this poem to the experience of war, and

therefore that the last lines roust really refer to some other commit¬

ments of life to a cause.

The poem "ha Victoire", that is, continues to be presented to

us as a series of disjointed images and references, which apart from

being a now familiar use of the techniques of violence, is also to

some degree a justification for the poet's calling for the use of

various noises which are not generally considered to be part of the

language in .otryj for if he could, and did, disregard completely

certain conventions about the nature of poetry, then it is parte

possible that one will be just as successful in ignoring o^her con¬

ventions, auoh as that which holds that poems ore made of words ra¬

ther than "Les divers pets labiaux" etc. It is easy to reply that

Apollinaire never went to these length5 himself, it is also easy to

answer thiB criticism by saying that he was seeking to provoke.

Yet tt would be wrong to dismiss the central Bection of this poem

as a simple attempt to provoke or to surprise, for the language that

man is seeking is surely the language of the imagination, and who

can say out of hand that we shall not find it in the moat banal

sounds. The principal thing is that we should look where we have

never deigned to up to now.

Just how much our reactions ar conditioned by aabit is brought

out in the lines —

"Mais alias sent comme dec rnal fides sans voionta

Ma foi 1 a gans a'habitueraiant vite au mutisme

La minique suffit bier au cinema"
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— but of course poetry is composed of words (even if it is the

poet's desire to transform these beyond recognition) and therefore

mimicry of strange animal sounds will have to take place of the

mime of the cinema, and this the poet sees as a wayppf talking. -

"Mais entStons-nous 4 parler

Remuons la langue

Langonb dee postilions

On veut de nouveaux sons de nouveuux sons de nouveaux sons"

This passage builds up to a climax which suddenly breaks out

into the image of a train, which is not only the progression of

time and of the development of the scientific age, but also an

artifact in its own right, and therefore something which will one

day be not one of the new wonders of science, but rather a museum

piece to be admired for it3 beauty at the same time as its ridicu¬

lous inefficioncy is apparent to those who live in the age of
\0V

superior forms\locoinotion. Thus the very thirst for the new

which the poet is proclaiming not only cannot be slaked, but also

has a desperate f eling of necessity about it, since we cannot but

accept the march of time -

"Kabituez-vous a rotor <1 volute7
Et quelle lattre grave cotome un son do cloche

A travors hob ra^raoires

Rous n'aiinons pas assez la joie

be voir Ice belles choses neuves

0 mon araie hate—toi

Craine qu'un jour un train no t'omouve

Plus

Regarde—le plus vite pour toi

Ces ohamine de fer qui circulent

Sortiront bientSt de la vie

lis seront beaux et ridicules"
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We notita with what ease the poet uses the line break to say-

several different things with the words "0 mon arnie hS«e—■toi/Crains
qu'un jour un train ne t^meuve/ Plus"; first he seems to be a

saying that we should be afraid of the day when we find a train a

moving sight for this will imply the loss of the standards of beau¬

ty of a previous age, but as hxs induction is to hasten, he seems

to be advocating this headlong rush into the future, always towards

the new; then the single, isolated word "Plus" completely trans-
o

forms this into an awareness of all that we Icfaa with the passage

of time. The train ends as a museum piece, and it is here that

we must be aware of the full significance of its symbolic value,

for if the train is progress itself, then clearly Apollinaire is

saying that we shall go on and on changing the world round us,

building new and more wonderful machines, and this is a process

which we cannot, must not resist, yet nor can we expect to find any

kind of fulfilment in this, for it simply means that what is new

today is old tomorrow and we are still attached to it. What then

are we to do? We must go on living in our age, accepting trains,

aeroplanes and whatever else science creates for us, but above all

else we must continue to try to express ourselves in the language

of that age, even if we have to create that language ourselves.

Thus the next lines return to the theme of the search for new

sounds —

"Paries avec les mains faites claquer vos doigts

Tapea-vous sur ia joae comme sur un tambour

0 paroles "
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Sur ly we cannot fail to see here the return to the theme

which is also prominent in the poems of 1908, namely the over¬

whelming need to express oneself in poetry that is appropriate to

the age. Not only is there the striking image of the gardens of

light, which as we have pointed out belongs to "he Braeier", there

is al€>o the constant and determined cry that we must accept the

new, which is paralleled by the determination to find a new langua¬

ge that is free from restraint.

Typically, having brought us to this high point of tension

in our need to accept the new and our desire not to lose the old,

Apollinaire switches quite suddenly to som thing quite different -

"Deux lampes brfilent devant aoi

Comme deux famines qui riant

Je courbe tristement la t§te

Devant 1'ardente moquerie"

According to Margaret Davies this passage is Apollinaire's realisa¬

tion that -

"If he advocates the noise of spitting and hawking as a new

consonant he must merit •l'ardenie moquerie" of the public" (l)
— but this seems v ry unsatisfactory to us. Why should Apollinaire

transform his two lamps into two women, if all ho wanted to indicate

was that the public was antagonistic to his experiments ? Surely

the importance of the worn n_,that ipollin-ire loved^is so great in

his poetry that we must see hero an awareness of the difficulty of

writing a love poem that consists of the sounds which he has been

advocating! But more important than that is the feat that this

(l) M. Davies "Apollinaire" p.297
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passage comes after tne lines about the train ana not those about

the sounds of the nex language. Thus just as the train rushes

into tlio past and becomes eventually Mboau(x) et ridicule(s)" so

Apollinaire has become part of the past of these two women. Also,

it seems to us that the lines

"Ce rire se rdpand

Partout

Parlez avec lea mains ... "

—are not really as pessimistic as time. haviaS* interpretation would

mabi them. The"rire" certainly begins as the "ardenta mo;ueri "

of the pr coding line, hut it ends as the poet's own laugh in the

face of the problem of time, its rhythm becoming the snapping of

his fingers, the tapping of his hand upon his cheek that are part

of the new language — "0 paroles" —the cry at one 4nd the same

time indicates the insufficiency of words and the fact that the

pot is creating new ones.

ilia lines which follow bind all these strands together an

image which certainly has nothing to do with the public mockery

that Mae. Davies speaks of —

"lilies soivent dims la myrtaio

L'ilros et l'Anteros en larmos
ijUwvs

Je s .is^le ciel de la ci^e"
The "elles" of the first line refers not only to the women but also

to the words, for $ust as the two women represent the ephemeral

nature of sensual love (fro and the opposite whioh has surely no¬

thing to do with hate) because they are woman whom Apollinaire lias

loved. Yet the woman follow among the myrtle bushes - the plant



398

sacred to Venus the goddess of love, and so they retain something

of the love which thoy represent, 3»>« the words/serve for a moment

to unit man to his experience and then become inadequate, "become

memories, detaining only part of what they were. Then cpmes the

statement - I ara the sley of the cityj Apollinaire, then, fully

aware of the transient nature of his role becomes the ubiquitous

consciousness of modern taan — an event which he hailed in "ierveille

de la Guerre" (l)

Barely have wo time to grasp these words, however, than the

poet switches from city and sky to the sea, the sea which brought

forth life on earth and which now is the destroyer of the sailors -

the "pauyres raarins" of. the second line of the poem. The poet

desiresthat his voice become like the voice of the uea-

"Ecoutes la raer

La mer gemir au loin et crier toute seule

Ma voix fiddle corame,1'ombre
+ + +

Veut Stre 8 mer vivante infidele oorarae toi"

The p et's eoice whicu is the faithful shadow of life (because

ha has looked for and found a language that will hold the truth of

his experience), yet it cannot be the faithful shadow of all life

although this is what the poet desires, because this would be to

shallow life up and to be, ultimately, unfaithful as is the sea o

itself. TYiis the poet's wishes are in vain and his god—like status

is just mother of the victims if the sea, v^hich here has surely the

value of a symbol of death, such as it has had through centuries

(l) O.P. p.271 & also s ction nine of this chapter
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of European literature.

"La raor qui a trahi das matelote sans nombre

Hngloutit raes grands oris comme des dieux noyes

lit la mar au soleil ne supports qua 1'ombre

Que jette des oiseaux les ailes eployees"

The sea supports the shadow of the sea-birds, something far finer

than the substance itself; this image does more than show us

there are essences by far too gine to be caught in the net of the

human voice even when v/oven into a poem, it returns us to the.

image of Icarus plunging to his death in the sea. Icarus who lost

his life because there are areas of x. erience which are forever

closed to human beings.

nonetheless, Man is not powerless in the face of the universe;

language is his means towards the holding of experience so that

he may relive it; but this power resides only in a living langua¬

ge, that is, which retains its power to surprise, to violate —

"La parole est sou<3aine et c'est un Dieu qui tremble"

Clearly this is the quality, beyond all others, .with ;hich Apolli—

naire has sought to endow his poetry. Once again we find the simi¬

larities with the great poems of 1908 inescapable, but in this

distance it is significant that the p,et feels himself to be the

master of the powers that he seeks, while being aware of his limita¬

tions, so t iat here there is 110 returning of the heme of powers

obtained at the cost of self-immolation.

The following lines recall strongly the second section of "Le

Brasier" ahd the lines from "Les Fian^ailles" -
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"Jadis les raorts sont revenue pour m'adorer

J'esperais la fin du monde

Maas la mienne arrive en sifflant comme un ouragan"

— but lack the idea of self-destruction that is so marked in the

latter—

"Avance et soutiens-moi je regrette les mains

De ceux qui les tendaient et m'adoraient ensemble

Quelle oasis de bras m'accueillera demain

Connais-tu cette joie de voir deSfceiiwfi choses neuves"

Thus the poet, in accepting the degree of destruction that is

present in tho passage of time, is still able to appreciate the

joy of the new things which it brings also. In other words he

has accepted the nature of life, not intellectually, but emotional¬

ly, instinclively, in a way that allows him to feel the paradox

as strongly as he has expressed it in this poenij And thus he is

able to say that he speaks the language of the sea, even though

ke knows that he cannot, like the sea be eternal and impassive,

because he has attained a degree of acceptance which is sufficient

to give him this power without being detached from life —

"0 voix je parle le langage de la mer

iSt dans le port la nuit des dernieres tavernes

Moi qui suis plus tStu que non I'hydre de Lerne"

How can the second of these lines not recall the ship, and the

"cafes* gonflds de fumees" of the "Chanson du Mal-Aime" —the ship

has reached the port. To the question which the earlier poem asks-
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on beau navire 8 ma nemoire

Avons—nous asses navigue

Dane une oxide mauvaise a boire

Avons-nou asses divague

D« la belie aube au triste soir"

-the reply is given here that the last night of the taverns

here, the port is won. (Clearly Lockerbie's tracing of the return

of the motif of the journey is in harmony with our view of the

meaning of this passage, but w,.- shall analyse this further with

regard to more specific instances in "Les Collines")(l).
And if the port lias finally been won, then Apollinaire allows

no false modesty to prevent him from saying how he was able to win it-

he persisted, (his pun is beyond translation - "headstrong" being

as close as one may come), as stubbornly as only something super¬

human couldj which is to say that he was quite the opposite of

those people whom success had rendered "stupides et traniuilles"?

The poem now draws to its end in a vision of the universe in

flux, a vision which the poet has fully accepted, and of which

he makes his poetry the iilustiiation, finding in the metamorphosis

of his hands into fish a surprise image to bring this home to the

reader —

"La rue oil nagent roes deux mains

Aux doigts subtils fouillant la ville

S'en va male qui sait si domain

La rue devenait immobile

Qui sait oil serait mon chemin"

(l) Cf. Lockc-rbie jg " Le reie etc."' 3 .
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The end of the poem reminds us, in its return to the image of

the railways, of the inevitability of the passage of time —

"Songe que les chemins de fer

Seront demodes et abandonnes dans peu de temps

Regards"

-(how much more the French lends itself to the intended contrast

than the English, for what could sound more permanent than the

ways of iron?) j and also enunciates quite clearly the theme of

the poem, that the true victory is to find a language which fully

expresses the nature of things as the first names truly belonged

to the things they designated -

"La Victoire avant tout sera

De bien voir au loin

De tout voir

De pres

Et que tout ait un nom nouveau"

We now come to the poems of the sequence entitled "Vitam

Ii.pendere Amori" , which, as both Margaret Davies aid S.I, Locker¬

bie have shown, are closely related to "La Jolie Rousse" (l). In

this very delicate and allusive sequence of poems we find Apollinai-

re making as skilful a use of rhyme as he ever did in his career.

The musical quality of these poems contributes greatly to their

significance , as does the fact that they are to be read as a

sequence of related poems and not simply as individual pieces. (2)

Let us first illustrate the importance of the rhyme and music of

(1) Cf. M. Davies "Apollinaire" pp. 297-301 & Lockerbie op.cit. 2

(2) Cf. "Le Medaillon toujours ferme"
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these poems b fore we go on to discuss this sequence in any other

respect. Consider the second verse of the first poem —

"Encore un printemps de passd

Jq songe a ce qu'il aut de tendre

Adieu saison qui finissez

Vous nous reviendrez aussi tendre" (l)

The rhyme of "tendre" with itself sex'ves not only to emphasise

the cyclical nature of love and the seasons, but also to xpress

a certain monotony, 1 ather thai)the note of hope which one might

expect. This is also true of the first stanza, in which the first

line holds out an image od desperation that is quickly modulated

to something much less tragic by the return of love -

"L'amour ext mort entre tes bras

Te souviens—tu de aa rencontre

II est mort tu la referas

II s'en revient a ta rencontre"

-again we note the same word used as a rhyme, with just the same

effect, that of the past becoming the future, which also means the

future becomes the past, and everything is the same.

In the fifth of these little poems, which consist of two qua¬

trains like the first and the third, we find the rhyme scheme —

to
a b c c - the effect of which isi-prolong the sound of the poem

in one's mind. This effect is supplemented by the rhythm of the

two rhyming lines which is faster than that of the two preceding

ones —

"Tu descendais dans 1'eau si claire

Je me noyais dans ton regard

he soldat passe oils se penche

Se detourne at casse une branche"

(l) O.P. p.157 & subsequent quotations from this sequence pp.157—161-
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- the first two lines appear as complementary but separate state¬

ments, while the third and fourth lines are linked by the continuing

movement of the woman.

The same pattern emerges in the second stanza -

"Tu flottes sur 1'dm.de nocturne

La flamme est mon coeur renverse

Couleur de l'ecaille du peigne

«4uq reflete l'eau qui te baigne"

If the third line is in this case linked to the second, then it is

because it is in opposition to it, and this has the effect of pro¬

ducing a more marked pause at the end of the second line than at the

end of the third. Hearing the rhyme of the last two lines, the

ear automatically expects to hear a rhyme for at least one of the

first two lines of the 3tanza, and as a result the Jiythm of the

poem prolongs itself in our inner ear when the poem itself has

ended ▼

The last of these poems, the only one to consist of more

than three verses, uses two rhyme schemes - aa bb and a b a b -

with the result that the ear is kept listening for the rhyme with

much greater attention, so that the change in the last line of the

first verse when it appears as the last line of the last verse is

all the more marked -

Voici que s'en vient la saison

Et des dedains et du soupson"

becomes —

"Voici iue s'en vient la saison

Hes regrets et de la raison"
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One muBt also remark in passing that the change from "aoup^on"

to "raison" supplies the only two syllables rhyme in the poem.

Having thus noted the skill with which the po t uses tradi¬

tional means of modulating his meanings and effects, lot us now

go on to examine how he also, although in a subdued fashion so

as not to disturb the regu-ar music of these rhyming quatrains,

uses the techniques of surprise to gain certain effects. In the

first verse of the first poem, for example, we find this line —

"II est mort tu la referas"

It is possible that while the "il" refers to loye, the "la" re¬

fers to the encounter, yet the use of the feminine pronoun goes

far beyond this in its effect. Through it we feel that the

death of the loved one, and also that the poet in his next encoun¬

ter with love will not only be taking up the same emotional posi¬

tion as before, but that it will be with regard to the some woman.

Thus the pcet will have recreated his dead love. All this springs

from the juxtaposition of "ilM and "la" in the same line, for the

ear having heard "II est mort" expects to hear "tu lb referus "

and so the effect of the "la" is to take us by surprise, thus exten¬

ding the banal statement that love comes and goes like the seasons

to the much more psychologically profound statement that it is

always the same woman that one loves.

With this in mind let us look at the first stanza of the . e-

cond poem in the sequence —

"Dans le cr^puacule fang

Ou plasieurs amours se bousculent

Ton souvenir g£t enchalne

Loin de nos ombres qui reculent"
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The line which interests us particularly is the third line; to

whom does the "ton "refer? If we take this to refer to the poet's
the

particular idea of/woman he loves , his own version of the

"eternel feminin", of whom all the women he has loved are aspects

or reflections, then it is immediately obvious why the second lin€,

presents us with the undignified sight of "plusieurs amours

(qui) se bousculent"; for if all the women in the poet's past,

and hence in his memory which is probably the "crepuscule fane",

are part of the same idea then his memories of them are bound to

conflict and merge with one another. The fact that this is now

being left behind is probably due to the fact that he has met a

new woman (in Jacqueline Kolb) whom he can love in a different

way.

Of course, the ambiguity of "Ton souvenir" allows of many

interpretations, but all fit with the situation of Apollinaire

feeling he had made a new departure with his "Jolie Rousse",

If, for example, one takes the "ton souvenir" to refex* to Apolli¬

naire *s memory (i.e. the faculty of memory), one may say that

he is leaving behind his past as he welcomes his future; or ta¬

king the "ton souvenir" to be Apollinaire's remembrance of his

past self, then the same conclusion follows.

The really important part of this first verse, however, is

the verb "se bousculent", which is totally unexpected in the con¬

text. The setting of the "crepuscule fane" and the gentle rhythm

of the lines both increase our surprise on being faced with this

verb, and it is mostly this surprise which opens our minds to the
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significance of the following lines, although, as we have al¬

ready pointed out, the impression left by the first poem should

be carried over into the second, thus re—inforcing this effect.

This impression is reversed by the last verse of the poem-

"La chciine s'use maille a maille

Ton souvenir riant de nous

S'enfuit l'entends-tu qui nous raille

Et ja retombe a tes genoux"

-the last line, in particular, breaks down the barrier which the

poet felt separated his present love from his past; this we

feel in the use of the "retornbe" which makes of the "tesM the ge¬

neral you embracing all the women, and hence the one woman, in

the poet's past.

The second verse communicates this sensation of an imminent

end in its description -

"... . un bGcher

Ou le^ dernier das phenix noire

Perfection vient se jucher"

-for by its v'ary nature, no Phoenix can eve be the last.

And Etnce this one is perfection, clearly since Apollinaire feels

this relationship to be different from all the others, if it should

pass, then there could be no ore, in spite of all that has been

said about love being as cyclical and as certain as the advent of

the seasons. So we see the importance of the unexpected, the sur¬

prising in conveying of meaning of this poem, just as in the pre¬

vious one.
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h
The sense of failure with wjkeh the second poem ends becomes

the point from which the third poem starts. The poet and his

present love take their places in the procession beside his for¬

mer selves and their loves -

"Tu n'as pas surpris mon secret

Deja le cortdge s'avance"

This leaves only a sense of regret at their failure to discover

each other's secrets, (at least in this version it is the woman

who has not discovered Apollinairo*s secret, but it is interesting

to note that in a previous manuscript version he had written — "Tu

ne m'as pas dit ton secret", while the last verse reversed the

positions - "Et ce secret que tu demandes/ II tremble en moi comme

un grelot") and this sense of regret is seen as something which

binds them still -

"Mais il nous reste le regret

De n'Stre pas de connivence"

This image of a failed love is beautifully translated in the

first line of the second verse in which the figure of Ophelia,

for although there is no mention of her name there can be no

doubt as to the source of the image, is transformed into a roue

as she floats upon the surface of the stream —

"La rose flotte au fil de l'eau"

The next line, in its use of the word "masques " is perhaps an

extension of the first, in the sense that as Ophelia is not seen

as Ophelia but as a rose, so the people in the procession are

seen as masks rather than as real people, which not only reflects
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the faot that they are unreal because they are memories, but

suggests an inherent unreality in their nature - which is proba¬

bly due to the quality of love that is the subject of these poems -

"Les masques ont passe par ( )bandes"

The personality is reduced to a mask because of the failure

love to be eternal, or rather continuous instead of being cyclical.

Perhaps, then, the secret which the poet conceals is just

his realisation of the imperfection of love, and consequently the

end of this poem shows us the woman looking for this core of truth,

the knowledge of which would destroy their love. It would seem

that the use of the adjective "lourd" indicates something of this

nature —

"II tremble en moi comme un grelot

Ce lourd secret que tu qu^raandes"

The fourth poem is set at nightfall in a garden - a romantic setting

that is perfect for a lover's meeting, let what takes place is

ironically nough a lover's meeting, but only in the sense that

the women are the poet's fo msr lovers, and the absence of the

poet himself leaves them nothing to do but tell their stories to

the night which spreads out their hair in the parody of a lover's

caress -

"Le soir tornbe et dans le jardin

Elles racontent des histoires

A la nuit qui non sans dedain

Repand lours chevelures noires"

Without the preceding poems there could be no hint at ail to the

/
/

\\
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reader as to the identity of the "Elles", yot in the context of

the sequence there can be no real doubt, especially as this scene

seems to follow quite naturally from the "orepuscule fane" in

which we saw "plusieurs amours su bousculont".

Equally due to the context is the surprise with v^ch we read
the first line of the second verse —

"Petite enfants petits enfante
i

Vos ailes se sont envole^b"
—for vjitaout the preceding poems to tell us that the "elles" of

the first verse are women from the poet's past we should have

accepted [without almost this revelation that they are children.

But now we cannot see thera as real children, only as adults who

were as innocent as children in their belief th it love lasts

forever. And to this interpretation the second line adds beau¬

tifully fresh use of an old, old metaphor, the wings of love -

when love dies, the wings which have borne us fly on by them¬

selves and leave us behind like children who have lost a kite or

a balloon. How unexpected those images are! Without them, and

the surprise we feel on reading these lines, we could not grasp

the meaning of the poem.

The next two linos say the same thing in a different way,

for the rose, symbol of love, defends itself with itsthornB,

yet it loses its unequalled perfume -

"Mais rose toi pii te defends

Perds tes odeurs inegalees"

Here the keyword is "inegalees" for when one has loved more than
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once the experience is no longer unique, and. so the rose's

perfume is no longer without equal.

But it is not just that the rose is losing its perfumes,

they are being stolen —

"Car voici l'heure du larcin

Do plumes de fleurs et de tresses

Cuoillaz le jet d'eau du baasin

Dont les roses sont lea mattresses"

btolen, that is, by love itself, because it is a ropeatable and

not a unique experience. But if the feathers, flowers and tresses,

the light and beautiful, but individual taings may be stolen, the

fountain cannot be picked, however like these things it appears.

,/hich is to say that ono may conquer a woman, several women even,

all alike yet all different, but one may not conquer love itself

(the oontinuing stream of water) of which each woman is only an

aspect - a Mistress as opposed to a real love. The poet conti¬

nues to link one poem to the next, beginning the fifth with an ima^e

of a woman going into the clear water —

"Tu de3cendais dans l'eau si claii^o"

-whioh we must see, having read the preceding poems■as one woman

becoming all the others, or attempting to, or the poet attempting

to make her such. And just as the woman will drown in these

waters, so the poet drowns himself in love —

"Je me noyais dans ton regard"

Here we are not prepared for the retro—active effect of the word

"noyer"; by drawing a parallel, the poet implies that the woman
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will drown, wlfjreas the image need not initially be one of
despair, indeed it has a certain pastoral quality, a hint of

nymphs bathing that is quite the opposite.

Wo cannot, if we are at all aware of the facts of Apolli-

naire's life, read the next two lines without thinlftng of the

relationship between Apollinaire and Madeleine Pages -

"Le soldat passe elle »e pencho

Be dbtourne et casse une brancha"

- of the love affair which grew from only one chance encounter,

and barely survived their second meeting. But how well the

poet translates the same fe lings for those who are not aware of

this! The "je" of line two becomes the soldier, and from drown

ing in the woman'3 eyes, he simply passes out of the picture.

The woman turns away, and the rhythm leading up to an expected

climatic event, breaks a branch. We hear the sound of the

branch snapping so clearly that it breaks the spell, the image

disappears. Hot only is it the symbol of broken relationship,

it is a kind of substitute for suicide, for occupying the posi¬

tion of the last of the three actions, which lead on rapidly one

to the other, the breaking of the branch cannot remain a simple

action.

The next verse opens with a return of the Ophelia image,

but this time the wave is perhaps simply the night and not the

stream —

"Tu flottes sur I'onde nocturne"

—but the important thing to notice is that Apollinaire does not,

either in this case or in the previous one, go as far as the

image drowning. He leaves us with the feeling that this
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drowning is imminent, but his rose, or his woman remain on the

surface of the stream.

The next lines break not only with the imagery of water,

but afso with any narrative continuity that may appear to have

been established in the first stanza -

"La flarnme est mon coeur renverse

f

Couleur de 1'ecaille du peigne

Que reflate l'eau qui te baigne"

The flame might normally be expected to have, in the context of

a love poem, a sensual value; it might be taken for a symbol of

desire, but here it is compared to the poet's upside-down heart,

so that it becomes the symbol of the poet's disappointment in 1

love. And the colour of the flame is the cokrwr of the comb, set

in the woman's hair and reflects in the water, so that the flame

and the water seem to take on the saiae significance - the flame

consuming Apoiiinaire and the water about to drown the woman.

This identification of opposites, flame and water, i3 made almost

hesitatingly in the reader's mind, and the rhythm and rhyme of

the poem, as we have already noted, seem to prolong the poem in

one's mind, so that this identification lingers on in the silence

whicji follows the last line -

The last of the six poems, thy importance of which is imme¬

diately noticeable from its lengtn, begins with a line which seems

to confirm the idea that the poet is accepting as inevitable the

fact that love is imperfect, and sees this as the advent of matu¬

rity - "0 ma jeunesse abandonnee

Comme une guirlande fanee

Woici que s'en vient ia saison

Et des dedains et du soupjon"
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-yet still there is the reluctance to accept fully, so that matu¬

rity is seen as the age of suspicion and of disdain . Youth

left behind, then, does not leave regret for lost youth as one

might expect, but rather regret that life, in particular love,

is not as perfect as it seemed.

The second verse seizes upon this idea of experience revea¬

ling the gap between appearance and reality, and opens on an

image which reverses the imitation of nature in art, giving the

imitation of art by nature -

"Le paysage est fait de toiles

II coule un faux fleuve de sang"

But what the poet is doing here is to corrupt reality so that

he may situate us in a land of the imagination where there are

no impossibles. Thus the second line describes a river of

blood as false, yet it is still flowing. Whereas the first line

of this verse is unusual but still in keeping with the general

tone and setting of the sequence, the second is a savage brea¬

king down of the near pastoral tone. Typically, Apollinuire

delays the v/ord which carries the weight of the line until last,

for the idea of "un faux fleuve" is perfectly in keeping with the

setting of gardens and water jets, but when we read the word

"sang", the dream-like quality of the preceding poems disappears

entirely.

The next line is pretty enough to have belonged in the peace¬

ful garden setting had it not been for the "fleuve de sang";

and now the characters who have been only shadows so that up to
♦

this point the action which lias tatcen place has been like a masque
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or shadow play, axe replaced by a clown -

"Ht sous l'arbre fleuri d'etoiles

Un clown est 1'unique passant"

There is no more mention of love, and the clown is described as

alone — the poet's deception, wandering alone in the painted

setting which he knows to be false and so he disregards the

stars on the tree, because he knows they are unobtainable.

This verse is calculated to dispel the atmosphere of the

civilised garden in which love played its games - the clown,

although the author chose his symbol, is not seen as a pale-

faced Pierrot, or a sad Harlequin, he has his identity restricted

to his function, and is all the more effective for it.

The third verse partially ores the setting of the other

poems before in another way, transforming it into something more

sinister -

"Un froid rayon -pudroie et joue

bur les ddcors e* sur ta joue

Un coup de revolver un cri

Dans 1*ombre un portrait a souri"

Undoubtedly, the "froid rayon" carries all the overtones of the

"cold light of day", yet the choice of the verb "poudroie" resto¬

res a little of the stylised artificiality of the preceding poems,

and once this is done, we are faced with the sudden breaking of

the silence, caused by a revolver shot and a cry. Nothing tells

us who has been shot, if anyone has, or who fired the shot - the

only result of this event 'which wo are told of is that in the
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shadow a portrait smiled.

Reality is completely reduced to a shadow, and we are left

to guess at the meaning. We might well think that the shot

is the p^et committing suicide, especially after the information

which the firsHrverse gives us about his attitude to his present

situation, as well as the only slightly concealed bitterness

of the second verse. As for the portrait, it could equally

well be a portrait of the poet himself, as a young man (l), or

a portrait of a former mistress.

The first line of the next verse suggests that the portrait

is of the person who has been shot, since —

"La vitre du cadre est brisee"

—but this line also refers, undoubtedly, to the framework of the

poem which has been shattered by this too real event. And the

following lines lend another shade of meaning to it -

"Un air qu'on ne peut definir

Hdsite entre son et pensee

Entre avenir et souvenir"

The poet is aware that a line has been crossed, a more subtle line

than that which divides youth from experience, so that the clarity

of the images which have led up to this point is replaced by the

uncertainty of a tune which he cannot quite remember, which he

cannot even be sure that he hears, and which may be the music of

his past or even of his future. Thus the concluding verse of

the poem and of the sequence takes up the refrain of the first

verse of the poem, but modulates it subtly to -

(l) Cf. "Zone" " ta vie

C'est un tableau pendu dans un sombre tnusee"
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"Voici quo s'en vient la saieon

Dee regrets ot d© la raison"
A

In this last poem, thwo find that the poet has chosen to retain

the calm level of xpression, which is almost that of understate¬

ment, except for the second verse, and upon this shattering of

the image depends our understanding of the transition from the

refrain of the first verse to that of the last. This transition

appears as one of the major themes of both of the poems which re¬

main to be analysed - "Les Collines" and "La jolie Rousse", as

can be seen immediately from the following quotations -

"Au-dessus de Paris un jour

Combattaient de"-x grands avions

L'un etait rouge ot I'autre noir

ooc««o«««

L'un etait toute ma jounesse

St 1'autre c'£tait l'avenir" (l)

"Me voici decant tous un homme pie in de sens"

"Ma jeunasse est morte ainsi que le rintemps" (2)

In our examination of these two poems we shall be concerned

to show that they are an illustration of the poetic theory that

they preach and that, to a great extent, the way in which they

do this depends upon the techniques of violence as they have been

(1) O.P, p. 171

(2) O.P. pp. 3U & 314
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defined and illustrated in the course of this study. We have

pointed out to what extent the use of these techniques was in

keeping with Apollinaire's nature and with the conflicts which

he felt within himself; this the poet himself acknowledges on

several occasions (l), and this he sets out at the beginning of

"Les Collines" -

"Au-dessus de Paris un jour

Combattaient deux grands avions

lis se combattaient avec rage"

Nor does Apollinaire content himself with stating that this is

the case, he illustrates the Violence of this conflict with a
i

series of s/ailes -

"Ainsi fit contre Lucifer

L'Archange aux ailes radieuses

Ainsi le caloul au problems

Ainsi la nuit contre le jour

Ainsi attaque ce que j'airae

lion amour ainsi l'ouragan

Deraoine l'arbre qui crie"
f

\

-some of which go beyond the simple function of a qfmile and become

a much deeper illustration of violence, for if we expect such com¬

parisons as Lucifer fighting the Archangel, and accept the more

unusual comparison of calculation attacking a problem, we are in no

(l) Cf. "Du coton dans les oreillee" - "Les points d'irapacts

dans mon Sme toujours en guerre".

t \
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way ready for the cof»|arison to the poet's love attacking what
ho loves (l). The paradox of this latter comparison illustrates

the degree to which the conflicting aspects of the poet's nature

were bound up with one another, and it is to be noticed that the

poet sets out to achieve the maximum of Surprise by reversing

the order of the normal sentence, so postponing the paradox to

the last possible moment.

This description of violent conflict is followed by a sudden

switch to calm, which again we see as an obviously delibeV^te

device employed by the poet to surprise and shock his reader's -

"Mais vois quelle douceur partout

Paris comme une jeune fille

S'eveille langoureusement

Secoue sa longue chevelure

Et chante sa belle chanson"

As the function of these opening verses is clearly to set the

scene for us, it is also appropriate that they should do this in

terms of the techniques of violence as we have seen them function

in many poems; that is to say ohat tney should prevent the ima¬

gination of the reader from taking too strong a grasp upon the

imagery, and consequently fitting it to his own experience.

Thus the poet seems to prepare a certain situation for something

but then he leads us in another direction, as with the line "Ain-

si attaque ce que j'aime/ Mon a our and also with the sudden

(1) Cf. the end of "Liens" I

"0 sens 8 sens cheris

oooooooooo

Ennerais de tout co que j'aime encore"

The beginning and the end of "Calligrammes" show the continuity

of means and themes.
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change, like the movement of a film camera, from sky to ground

that corresponds to the movements from violence to calm.

No sooner, however, are we allowed to glimpse this conven¬

tional yet effective image of Paris, than the poet returns to

the initial imagery -

"Ou est done tombee ma jeunesse"

Tu vois que flambe l'avenir"

The future remains blazing in the sky, but we do not take this
i*

to mean that it/fatally damaged, although clearly the poet intends

us to understand that youth, if lost, has still left its mark upon

the future; rather this description has the effect of identifying

the survivor with the sun, described in the first verse of the

poem -

"Tandis qu'au zenith flar«boyait

L'etornel avion solitaire"

-this being an association which is strengthened by the theme of

the sun in Apollinaire*s poetry as a whole. Thus the future

of the poet, which was the surviving aeroplane, is now identified

with the future in general, so that the lines which follow use

this as their justification for the poet's claims to be able to

speak for the future -

"Sache que je parle aujourd'hui

Pour annoncer au monde entier

Qu'enfin est nd l'art de predire"

It is clear from the poera so far that the poet feels that his
was

knowledge has been won through suffering (as we saw/the case

with the last poera of the series "Vitam Impendere Amori"), hence
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his description of the dogfight between two aeroplanes applies
rtatU re,

not only to his inherent', but also to the violence of his expe¬

rience of life, which by this time had included the trenches of

the war, a serious wound followed by a majox operation and

unstable health in the subsequent months. If we now compare

the opening of "La Jolie Rousse", we find that the poet says

almost the same things, in a different way, yet in a way which

still owes something to the desire to surprise -

"Me voici devant tous un homme plain de sens

Connaissant la vie et de la mort ce qu'un vivant peut
connuitri

Ayant eprouve les douleura et les joies de 1'amour

Ayant su quelquefois iraposer ses idees

Connaissant plusioura langages

Ayant pas mal voyage

Ayant vu la guerre dans l'Artillerie et l'Infanterie

Blesse a la tote trepand sous le chloroforms" (l)

Here the poet is expressing himself without recourse to imagery,

(he is also covering a greater area of his experience in detail

than in ".ues Collines"), yet it seems to us that he is seeking to

surprise his readers by omitting any elaboration o£ his experiences

which are, after all, considerable - love, travel, war, illness -

and thiz surprise is aimed at rs-inforcing the statement made in

the first line. Apollinaire is trying to convince U3 of the sta¬

bility that his maturity has brought him, by refusing to oe drawn

into an elaboration of his experience.

(1) O.P. p. 313
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All this is f of course, leading up to something and the

reader is aware of this, yet the tone is one of simplicity which

convinces vis of the truth of the statements being made. What the

poet is leading up to is just this -

MJe sais d*ancien et de nouveau autant qu'un homme seul

pourrait des deux savoir

Et sans m'inquieter aujourd'huA de cette guerre

Entre nous et pour nous mes amis

Je juge cette longue querelle de la tradition et de 1*

invention

De l'Ordre et de l'Aventure"

Although Dada was already launched on its destructive path v/heh the

poet wrote these lines, there was still very little extension of

artdstic attitudes into the political dimension of public life -

in spite of the several scandals which the activities of the avant -

garde had aroused; therefore we cannot tehHf Tafc Apollinaire's

statement as one which applies to anarchy and to tradition in society.

This does not mean, however, that we consider Apollinaire's state¬

ment must apply only to the arts in the narrowest sense; as we

have already said in respect of n La Victoire", Apollinaire's

conception of the function of the imagination goes beyond its role

in poetry and this emerges clearly from both of the poems here

tinder discussion. When we read these lines, then, the idea which

we receive is that the poet is setting out to defend the activities

of the avant - garde with respect to life as well as to art, but

not on the level of political activity that might so easily be *

understoood by the present age.

This position is slightly enlarged upon in "Les Collines"

to the extent that the poet sees himself as able to speak with
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-rity because he possesses the ability to look into the future-

"Certains horames sont ties collines

i^ui s'elev;nt d'entre les horames

Et voient au loin tout l'avenir

Mieux que s'il etait le present

Plus net que s'il etait le passe"

This is not the first time that we find Apollinaire making this

claim (l)f but this iB the first time that we find the conjunction

of the claim to maturity and to wisdom,gained through harsh expe¬

rience, with it. This not only leads an extra air of authority

to the poet's claims, it also shows quite clearly that he had come

to terms with himself with regard to his fears of the power of the

subconscious mind and of the liberated imagination. Whereas both

"ue Brasier" and "Lea Fianyailles" require the sacrifice of the

poet in order for him to be able to speak of the results of his

observing the imgination, we now find that he acknowledges the

sacrifices of his youth (with all the loss of innocence that that

implies - especially in in the last poem of "Vitam Impendere

Amori") but that he is otherwise able to face the consequences

of his courageous action not only with equanimity but with joy

and anticipation.

All this emerges with great clarity from the following verses

of "Les Collines" which seem to proceed from the verse quoted abo¬

ve. But although the poet's ideas are clear, the nature of th-.;

experience cannot "be understood on the lev-1 of statement and he

(l) Cf. in particular "_.e Brasier" and "oes Fia^ailles"
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relies upon the surprise and mystery of his imagery to make us

feel, in as far as is possible, the full depths of what he has

to convey to us. Thus the first lines which follow the claim

to be able to see the future are -

"Orneraent dee temps et des routes

Passe et dure sans t'arrSter"

-in which the poet seems to be saying that Ihe conception of a

time stream which leads to the metaphor of life as a journey is

no more essential to us, although we cannot br ak free from it

entirely, than an ornament. If we choose to remain the prisoners

of such a conception, however, we shall be like snakes hissing

against the wind, not only will we not bo heard, we shall also

be acting completely in vain, for the "Psylles", the ancient peo¬

ple reputed to possess the powers of charming snakes and of being

immune to their bit , have passed from the earth -

"Laissons sibilier les serpents

Kn vain contre le vent du sud

Les Psyllas et l'onde out peri"

-their immunity did not protect them from the bite of the serpent

Time.

Kan is on the verge of a new age, that of the thinking machine,

so that the iiarth may be said to be about to bring forth life again,

this time fertilised by an and not (it is implied ) by God -

"Ordre des temps ■'*s auchines

Se prenai nt anfin a penser

Lur ies places de pierrories

Pes vagueu d'or se briseraient

L'ecume serait radre encore"
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(However serious Apollinaire may be, he never disdains the use

of a pun, as here on mer/mere, in order to keep us aware of the

many facets of any reality). It appears as though the poet is

placing his assertion that Man can free himself from the tyranny

of time by recreating himself, in the balance of a particular

moment in history, which is not necessarily definable as the year

in which the poem was written. Certainly the next verses partakes

of the quality of a hymn to mankind -

"Moins haut que i'homrae vont les aigles

C'est lui qui fait la joie dos mers "

-and in particular to man the inventor who through his science

can overcome the limitations that God or Mature put upon his

physical environment. The poet then seems to draw a parallel

suggesting that man will, in the s une way, break free from his

spiritual limitations. As we read the two lines quoted above we

inevitably think of the aeroplane and the ship or submarine, but

the poet, qui "fee deliberately, only offers us these images to

transform them into something else, into something of another and

more subtle order, thus re—inforcing the parallel which we indi¬

cate above -

"Comine il dissipe dans les airs

L'ombre et les spleens vertigineux

Par ou 1'esprit rejoint le songe "

The release of the powers of imagination into the domain of the

conscious mind, this is what the poet is proclaiming, and this,

for him, is the way through which Man ca11 escape the destiny that

is imposed upon him. The results of this powerful union will be
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as wonderful as the aeroplane f and will include things which

the human imagination has not prefigured, as Icarus prefjg xred

the aeroplane, because hitherto the imagination has been too

shackled by a particular view of reality. But the develops

ments which will arise from this union will go far beyond the

possibilities of the machine, so that if the poet in this verse

seems to be hinting at the scientific realisation of ideas which

have up to now even been beyond the imagination -

"Voici le temps ue la magie

II s'en revient attendez-vous

A des milliards de prodiges

Qui n'ont fait naltre aucune fable

Nul les ayant imagines"

-then he goes on immediately to proclaim -

"Profondeurs de la conscience

On vous explorera domain"

But we must remember that the poet is the herald of this new and

marvellous age, and that he is already possessed of the power to

see into the future, which presumably he derives from the constant

efforts he has made towards the liberating of his own imagination

in his .oexry. Still the poet admits that not even he has plum¬

bed the depths of the unconscious mind, but he points the way for

us that whole new worlds await, whole new ranges of experience

which will be ours if we are prepared to look —

"Ht qui sait quels Stros vivants

Seront tires de ces abtmes \

v\
Avec doa univers entiers"
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If there has as yet been no specific mention in "Les Collines"

of the poet's attempting to reach these paths through his poetry,

this is left in no doubt in "La Jolie Roasae", in which it is

clear from the last passage referred to that i.he poet is concerned

with his own writing (as well as the work of others).

Thus speaking for those whom he has categorised as seeking

adventure, the poet declares -

"Nous ne sommes pas vos ennemis

Nous voulons vous donner de vastes et d'etrangas domaines

Ou lo mystere en fleurs s'offre a qui veut le cueillir

II y a des feux nouveaux des couleurs jamais vues"

The promethean aspect of the task which the poet and his friends

have set themselves is toi hed upon but not overemphasised.

Yet we are left in no doubt from this text as to the importance

which the poet attaches to the role of the imagination, and sure¬

ly we cannot fail to see that these mysteries which he offers us,

the vast and strange domains are much more than the simple whims

of his fancy that they would be were the charge that the poet is
If

only a "fantaisistetrue. One has only to compare the light and

charming quality of fantasy which informs the poetry of Apollinai-

re's friend Andre Salmon, and which Apollinaire himself apprecia¬

ted and praised in an article accompagnied by lengthy quotations

that he wrote in "Vers et Prose" in 1^08 (l). It is in this

article that Apollinaire likened the work of his friend's imagina¬

tion, detached from vulgar reality, to that of the "Ver Zamir"

which '5>ans outils pouvait b&tir le temple de Jerusalem" - and the

importance of this image in "he Brasier" has already been revealed (2).

^ O.C. t.3 P. 822

(2) Cfl. Chapter two section four
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The important diff rence which lies between the work of the two

men is the impact and lasting impression that is made by Apolli-

naire's imagery and this, as we have outlined throughout this

study, is due to the techniques of violence which the poet has

exploited to create, in the fullest sense of the term, the poetry

of his imagination.

Thus the proclamation of the wonders which ar to be observed

in the new and strange domains which the imagination opens to us

is followed by the statement -

"Mille phantasmes imponderables

Auxquels il faut donner de la realite"

—which leaves no room for doubt as to the poet's consciousness of

the need for art to give substance to the creatures of the imagina¬

tion.

The ability of the imagination to transcend the limitations

imposed upon us by the dimensions of time and place are brought

out in both poems —

"Voici s'elever des prophetes

Comme au loin des collines bleues

lis sauront des choses precises

Comme croient savoir les savants

St nous transporteront partout"

"II j a aussi le temps qu'on peut chasser ou faire revenir"

Although "La Jolie Kousse" is clearer in indicating that the

lands which the imagination travels in are not simply exotic para¬

dises to which the mind escapes —

"Nous voulons explorer la bonte contree <§norme ou tc?ut se tait"
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- but lvnda which in their unreality have a direct bearing upon

our understanding of reality. This, however, emerges gradually

from "Les Collmes", for the coming age which is heralded in

this poem is revealed to be one in which spiritual values have

their due part -

"h'Sge an vient ou on dtudiera
que

Tout ce que c'est/de souffrir"

"On cherchera dans 1 'homme mSme

Beaucoup plus qu'on n'y a oherch£

On scrutera oa volonte

St quelle force nattra d'elle

Bans machine et sans instrument"

There can be no doubt that the poet is proclaiming the re¬

birth of man in an age which will permit of the libera tion of

his imagination from the straife-jaokat of "realistic" perceptions

of the universe. The development of this thorue in "Lee Collmes"

is pursued at much greater length than in "ha Jolie Housse" and

so we shall now look at the former before returning to the para¬

llels which may be drawn between the two poems. The verses

which now follow the lines quoted above make claims which are

less modest than the claira to deep maturity that the poet advan¬

ces in "ha Jolie Rousse*', for having said that Man will be put to

the test, Apollinaire goes on to say that he himself has already

undergone an experience which has tested him and given to him a

detachment which allows him to write those lines. As in an ear¬

lier verso Apolliniire has proclaimed that the time of magic iS

now upon us, so he now adds to his powers the aw .reness of the

spirits of our ancestors, who, ho claims, are still among us -
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"bes sscourables mSnos errent

Se compenetrant parmi nous

Depuis les temps qui nous rejoignont

Rien n'y finit rien n'y commence

Regard© la bague a ton doigt"

Inescapably the ring of the last line becomes a symbol of the

poet's magical powers, and w© are reminded of the churchman's

ring, symbol of his marriage to the church. Also the ring is

the symbol of enclosed time that joins the present to the past.

Thus Apollinaire reveals himself to be foreVar committed to this

way of life, the life cf the spirit and of the imagination, and

now that the critical moment has come he is here to influence

the course of events with the powers which he has acquired —

"Temps des deserts des carrefours

Temps des places et des collmes

Je viens ici faire des tours

Ou jo a son r31e un talisman

Kort et plus subtil que la vie"

bike the ring, the talisman is only a hint of the poet's powers?

he does not reveal it4 nature to us, intending that the mystery

should make it seem more effective .

But now he reveals, as he did in "be Brasier" and in "bes

>'ian5ailles" that he has detached himself from this world, and
it

that ib^which has given him such remarkable powers -

"Je me suis nfin dotache

De toutes choses naturelles

Je peux mourir mais non peeher

Et ce qu'on n'a jamais touche

Jo l'ai touche je I'ai palpc"
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0no begins to feel that the poet needs to produce something more

concrete than these statements concerning his powers - one feels,

in short, the lack of imagery which can persuade us of the truth

of what the poet is saying. Yet still there is the mystery which

the poet deliberately creates and which spurs ua to read on until

he is ready to reveal something raore than that he lias it in his

power to make revelations .

In the next verse but one, Apollinaire does introduce an

image which stimulates our imaginations -

"Bien souvent j'ai plane ai haut

Si haut q,U'adieu toutes les choses

Les etrangetes les fantCmes

Et jo ne vaux plus admirer

Ce gar9on qui mime l'effroi"

This sudden doubling of his own personality in this concrete form

is one of the most common aspects of Apollinaire*s mtrospevtive

poetry, yet here it comas just in time, in our opinion, to save

the reader's interest, as it proves that the poet is aware of him¬

self at a point when he mignt have sounded pompouB, although, in

fact, he does not. In this image of the young man pretending fear,

we must certainly see Apollinaire himselfjbut might wo not also go

h
further and ask father this is not Apollinaire referring to himself
as he was at the time of writing "be Brasier" and "has Fianjailles'*

in which he proclaimed himself to be afraid of the consequences

of what he was doing? This difference of attitude to the release

of the imagination and its effect upon the poet is one which we

have indicated before and it is one which we believe to have <Sjreat
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importance in any consideration of these poemsj it seems to us

that Apollinaire himself could not fail to be aware of this and

in that case, these lines would seem to be a clear enough reference

to the pvet's sincerity on this occasion.

The next stanza is a farewell to youth which is the pictu¬

resque equivalent of the verses from the last poem of the "Yitam

Irapendera Amori" sequence, being cnargod here with memories of the

Roman carnivals of his childhood. This is followed by an image

of the poet beside the Mediterranean, again a scene from his chil-

hood, but in these lines there is something more important -

"Adieu jeunesse blanc IJofe'l

quand la vie n'etait qu'une etoile

bont je contemplais ie reflet

Dans la mer Mediterranee

Plus nacree que les metoores"

That youth is the time of innocence is no new revelation, but in

these lines Apollinaire expresses his innocence in terms of distance

from the star that is life. From this it follows that his new

knowledge and powers must have come frora a deep involvement in life

itself. Certainly this is consonant with the idea put forward

several verses ago that there is nothing new in the world —

"bepuis les temps qui nous rojoignent/Rien n'y finit nen n'y commence"

— and therefore any speoial powers which the poet may have acquired,

have been found through looking where others have not looked -

or at least not looked closely enough.
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There is another clearly discernible thread running through

these lines, one which most obviously manifests itself in yhe

images of whiteness and light - the white Christmas that was

youth (clearly not the vulgar Anglo-baxon associations), the

light of the star that is life and the description of the Mediterra¬

nean as more like mother-of-pe:irl than meteors. The poet is buil¬

ding up an atmosphere of purity, and not only with respect to

what has been left behind since life is compared to a star and it

is from his comprehension of life that the poet's new powers stem.

The next stanza continues the description of the i.editerra—

nean in terms of whiteness, purity, peace and harmony which extend

themselves to the poet's youth as well as the setting. Then,

once this atmosphere is well established comes the lina -

"Je m'arrete pour regarder "

which immediately has the double connotation of stopping the move¬

ment of the youth who is the poet's former self, and of stopping

the poem itself in order to consider what has been done so far.

And this stop is brought about by a change of imagery, not from

the real to tne unreal since what has made up the description of

the Mediterranean has been unreal enough, but rather from the un¬

real, almost the precious, to the "surreal". In the next few

lines the poet sees himself looking at his shadow as a man looking

at his past, but that past is described as a serpent as well as

the peet's self. Also, playing on the meaning of the word "suis"

the poet is able to say that he is the serpent which is his shadow

which follows the flute (ig, the flute) which he is playing -
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"Sur la pelouse incandescente

Un serpent erre c'est moi-ra§me

Qui suis la flQte dont je joue

Et le fouet qui ch&tia les autres"

But, the image of the musician is surely an image of the poet

as a poet, and therefore the poet is saying that he is his own

poetry, whicn leads us to see that the final line is not simply

an additional comparison based on the similarity of the shape

of the serpent/shadow to a whip, but in fact a realisation that

the "kind of poetry whioh he is writing must be painful and destruc¬

tive to those who cling to the old ideas of poetry. Moreover,

a few stanzas later Apollinaire, presumably addressing himself to

other poets, demands tnafc they be silent since he is the only

genuine voice - therefore this punishment is justified.

The importance of this stanza, however, lies in its imagery

which we have qualified as "surreal", which is to say that it is

completely the product of the imagination. Of course, there is

an easily discernible base of reality - the poet's shadow on a

lawn illuminated by strong sunlight, but this is totally transfor¬

med by the author's imagination so that we do not perceive this

basic "reality" unless we want to. In place of the series of com¬

parisons and metaphors which are used to describe the Mediterranean,

we now find that with one word the poet changes the nature of the

lawn, so that what follows is already set in a diffrent world.

The poet has stopped saying that he is a magician and has begun to

prove it. Thus he offers us the strange and sinister image —



435

- "Sur la pelouse incandesoente/Un serpent erre", and as we are

reacting to this he brusquely transforms it by adding "C'est moi-

rnSme". But as we know that the image of the shadow is irrevoca¬

bly connected to his past in Apollinaire*s work, and from the con¬

text here of examination of his past folliwed by the line - "Je

m'arrSte pour regarder" - we find that the poet is looking back

on his former self, not as the purity of youth, but rather almost

as someone in hell. But then again this imago is transformed

by the next line so that nc sooner is this impression conveyed

than another aspect of the poet is revealed to us - an aspec t

which is undoubtedlyviewad as a saving grace. The serpent fo¬

llowing the flute which the poet plays, becomes that flute; but

since the serpent is the poet himself, then the act of writing

is seen here as playing upon one's own personality as on an ins¬

trument *

What makes this image stand out especially is the force with

which all the various aspects of it are embodied in these few words

and bound together so closely. The image is in fact a complex

which far transcends the banal situation which may be considered

to be the reality that is behind it; complex, that is, because of

its paradoxical nature which involves the personality of the poet

in all the aspects which are presented to U3 visually.

The last line of the stanza serves to tie up with the beginning

of the next, which hints that if Apollinaire is hare the whip

that punishes others, he has not only the right to do this because

he himself has passed through the ways of suffering which he pro¬

claims in this verse -
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"II vient an temps pour la, uouffranca

II vient un temps pour la bont6

Jeunesse adieu voici le temps

Ou l'on connaltra l'av«nir

Sans mourir de sa eonnaiesanc©"

And the insult of this is the crucial line that ends the stanza.

Crucial it is, because it is what divides the position of the

poet in this period from that which he took up in the poems of

1908, and to which we have already referred in discussing the lines-

"J® ne vuux plus admirer/ Cegaryon qui mime l'offrox". (l)
This then, is the moment of privilege which Apollinair®

hails as -

"
* . . le temps de la gr2c© ardonte"

which immediately leads us to think of the lines that follow from

where we left off i-n discussing "La Jolie liousse" -

"Voici que vient l'et<§ la s uson violent©

St ma jeunesse est morte ainsi que le pruftemps

0 Soloil e'est le te>.,ps de la Raison ardente"
o.ie

-hat in the/poem is grace becomes in the other reason, but in both

the essential adjective remains unchanged -"ardente". Clearly.,
the poet feels himself to have attained not just a stote of grace,

or simply the age of reason,he feels that he has gained access to

a whole new dimension which is related to these things but still

surpasses th~ra through its intensity. Thus "Les Collines" conti¬

nues by saying that Man will go through seven years (the magic/mys¬
tic number) of testing which will end in his becoming divine, and

(1) Vide Supra , Section f , Ch.a.
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from this follows -

"II decouvrira d'aatres mondes

L'esprit languit comme des fleurs"

We surrender one rational concept of the world to gain many new

worlds, the worlds of the imagination which are horn from the

resting intelligence (rational intelligence) as naturally as fruit

fo^Llows from a flowering plant -
"Dont naissent les fruits savoureux

Que nous regarderons ratlrir

Sur la colline ensoleillee"

As the poet's voice takes on more authority, so he justifies

what he is saying, for if the next verse is a rather peremptory

silencing of all other poets, an injunction which leaves no room

for doubt as to the poet's certainty that he alone is right -

"Ne m§lez pas l'ivraie au ble"

-thon it is followed by two verses which like the description

of the serpent are the pure product of the poet's imagination -

"Un vaisseau s*on vint dans le port

Un grand navire puvoise

Mais no s n'y trouv&mes porsonno

Qu'une feme belle et vcrmeille

Elle y gisait assassinee"

Scott Bates has pointed out the similarities that exist between

this image and the strange young woman who appears at the end of

"Couleur du Temps" , and this was for him and is for us just one

indication that "Las Collines" is contemporary with the poems and

plays of the period I9I6-I9I8 (l). In each case, the woman is a

(l) Cf. Scott Bates "Les Collines" p.31 in £»L.M. I962
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symbol of tho old ideas of beauty (old, that is, as far as

Apollinaire was concerned} which has now been replaced, but in

"bes Collines" we are faced with this image without the explana¬

tion of its significance. There are some six stanzas between

this and the lines -

"C'est de souffranee et de bonte

iue sera faite la beaute

Plus parfaite que n'etait celle

Qui venait des proportions"

-and therefore we must react to this image purely as an image.

The poet has set out to introduce his image in the most unexpected

way; not only is the preceding verse one in which the statement

is far more important than the imagery, which is almost on the

level of cliche, there is also the order of presentation of the

key image which is intended to surprise us, for the image of a

ship reaching the poxt in Apollinaire's work is associated with

the finding of one's self.

So, suddenly we read this beautiful and mysterious verse,

after listening to what borders on the arrogant. A ship bedecked

with flags sails into the port and on board there is no one but

"une femme belle et vermeille" who has seen murdered. Without

any reason to associate this woman with the beauty of the past,

wo still feel a great sense of loss. The suddenness of the image

involves us in it; the vision of a s lately galleon makes us

feel the dignity and calm and the last line destroys the picture

which is just beginning to form in our minds of the beautiful

woman. Then we read the next verse and find that there is no

connection, that we are not to be satisfied in our curiosity
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as to the identity of this woman. The image is left to func¬

tion entirely on its own and the poet has made it as unexpected,

as surprisi ng as possible so that we ahal'l feel it# full impact.

The mystery that he leaves serves also to indicate that we. have

lost something which we did not really know.

The construction of the poem is now clear to us; we read

several verses in which the poet is concerned more to state a

situation than to make us fed it, although he offers us the

poignanco of his regret for his lost youth in the line - "Jeunesse

adieu jasmin du temps". In this context the few images whic^ he

really intends to carry the weight of the poem b ocome the more

effective for their sudden apparitions. this is not to say that

the rest of the poem is prosaic -far from it; the poet stimulates

our appetite for substance of the poem through the almost

incantatory and semi-mystic tone of m ny of the versos.

The image of the ship >6 followed by another, equally strange,

equally unexpected*', but with no apj^ent relation to the former -
"Une autre foia, je mendiais

Ii'on ne me do ra qu'une flamme

I)ont je fus brSl4 jusqu'aux levres

\!t je ne pus dire mere!

Torch© que rien .e peut dteindre"

for 3cott Bates (l) these 1 .nes are a resumd of the experience of

"hes 'danja1 lies" and we 'would certainly a<_ree that they refer to

the experience which the p et underwent at that time. The interes¬

ting thing is that what then seemed to be the supreme experience

(l) Op.cit
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is now seen as part of the process, certainly important but still

only part, which has brough the poet to this point of understan¬

ding. The thematic and material links which exist between this

poem and the poems of 1908 are too substantial to be ignored,

and this image clearly points to the importance of "Les Fian^ailles"

in the evolution of Apollinaire's poetry. The feet that Apolli-

naire himself is using the poem as a point of reference seems

more than adequate justification for L.C. Breunig's calling it

his "Demoiselles d'Avignon". But again, the reader's experience

of the image in the poem is unconditioned by any reference to

external factors. He is offered the image of the poet as a

beggar receiving what is clearly some kind of spiritual experience,

even before the last two lines prove that the fire was not real.

Of course, the imagery of purification by fire is much more

traditional than the imagery of the ^receding verse, but this ver¬

se in none the less surprising for that. The fact that it is jux¬

taposed with the image of the snip suggests to us, especially as

the mystery surrounding the dead woman leads us to expect some

kind of explanation or hint in the following v rse, that there
is some kind of relationship between the two experiences, and if

we consider that we found to be the theme of "Les Fian$ailles" we

may then see the precise nature of that link. "Les Fianyaillea"

is, as we have said, a poem about the poet's attitude towards the

act of writing poetry, and its conclusion is that one may not

in the twentieth, century write m the style of the nineteenth.

It is also a poem about the same kind of spiritual experience
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that is touched on in this verse of "JL.es Collines" ; this being

the moving force behind the poet's unsparing analysis of himself

and his poetry. Clearly the same relationship exists between

the two verses of "Les Collines" which concern us here, but in

the context of this poem that relationship is only suggested by

the juxtaposition of these two verses although this is strengthe¬

ned by the fact that the prominence of the imagery is remarkable

in these verses in comparison with those which precede and those

which follow.

We must not overlook the fact that in this description of

his receiving the flame, the only detail which the poet singles

out is -"Dont je i'us brule juequ'aux levres". This clearly

suggests that his voice, i.e. his poetry will be affected most by

the experience, and, indeed, th^iext line, in telling us that

the poet was unable to say thank you, implies that the writing of

this poara is an act of thanks. Thus we find that the image of

the dead woman is bound, in retrospect, more closely to the poet's

writing than was at first apparent} but we ..list once again empha¬

sise tiiat the poet's way of doing this is to make his imagery as
►

surprising as possible, and to link the two images only by pla¬

cing them together - in other words two of the main aspects of

the techniques of violence as we have defined them and isolated

them in Apollinaire's poetry.

The verse which follows confers upon the experience of the

purification by fire the meaning of the gift of perceiving the

depths of one's own nature -
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"Ou df-i c. es-tu mOn ami

Qui rentrais si bien en toi-meme

Qu'un ablme seul est reste'

Ou je me suis jete' moi-mdme

Jusqu'aux profondeurs incolores"

- but we note the suggestion of the third line that too much

introspection is likely to lead to the loss of the self# Then the

rhyme of 2toi-m&me" with "moi-meme" suggests that these two people

are in fact the same person, so that the loss of self seems to be

the prdce paid for the kind of spiritual rebirth that Apollinaire

lias undergone.

In almost he same way there is the suggestion, in "La Jolie

Rousse", that it is by losing himself in his love for the woman

that the poet arrives at the time of the "Raison ardente" -

" Et j*attends

Pour la suivre toujours la forme noble et douce

Qu'elle prend afin que je l*aime seulement

Elle vient et m'attire ainsi qu*un fer l*aimant

Elle a 1*aspect charmant

D'une adorable rousse"

All that seems ephemeral in the experience that Apollinaire has

undergone is reversed by the imagery, and made durable -

"Ses cheveux sont d*or on dirait

Un bel eclair qui durerait

Ou ces flammes qui se pavanent

Dans les roses-the qui se fanent" •

The lightning flash is prolonged and the quality of fire that the
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roses hold briefly in their short existence is caught and held.

In the same way, having plunged to the depths of his being in

"Les Collines" the poet now has attained the abstraction from

self which enables hira to observe the process and to watch him¬

self return from these unknown lands -

"Et j'entends revenir raes pas

La long des sentiers que personne

N'a parcourus j 'entends mes pas

A toute heure ils passent la-bas

Lents ou presses ils vont ou viennent"

Yet fPi^the first time we seem to perceive a unity underlying
this multiplication of self which is such a common theme of

Apollinuire*s work. Consider the unease which arises out of this

same theme in "Zone", clearly the effect of these lines is quite

different. The peet seems to have accepted the fragmentary natu¬

re of experience which lead to so much tension in m ,ny of his

poems ("be Voyageur" for example), so that in his poem we still

find the same perceptions and understanding of the nature of life,

but the pont of view has altered slightly so that these things are

accepted now.

The next verse begins with an image of winter which may

explain the last line of the verse, or perhaps we should look

elsewhere for an explanation -

"Kivor toi qui te fais la barbe

II neige et je suis malheureux

J'ai traverse le ciel splendide

Ou la vie est une musique

Le sol est trop blanc pour mes yeux"
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-the third, and fourth lines of .his verse are a clear allusion

to the experience of "he Brasier", which, it will he remembered ,

also returns in "I#a Victoire" (l); it may be therefore that the

final line is connected to that experience, or it may be connected

to an analogous experience such as that of the opening lines of

"Cortege".—

"Oiseau tranquxlle au vol inverse oiseau

Qui nidifie en I'air

A la lirnite ou notre sol brille deja

Baisse ta deuxieme paupiere la terre t'dblouit"

If we attempt to follow the verse from tho first line we may find

it eaaiex*, having pointed out these analogies, to see the thread

which connects these different aspects. The poet is unhappy

because it is winter - the sjpbolism of winter needs no further

explanation, but it is perhaps notsuperflaous to point out that

Apollinaire had qualified summer as the season of "ha Haison ar -

dente", therefore winter must be all the more difficult a time

for him - the whiteness of the snow dazzles him, although he has

crossed the skies, it is the light of the earth which is too much

for his eyes. Ho longer is it the "divine mascarade " which

is a source of awe to the poet, but ordinary life itself.

In the next verse the poet announces that knowledge of the

future comes through acceptance of the prodigies which he has

been writing about - a clear indication that for Apollinaire the

way to look forwards was to look inwards. The verse which follows

this proclamation is that which hails the new beauty which is

(l) Vide Supra
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made of "Souffranee et (de) bonte", and now that the new beauty

has come, winter and summer merge into one seson for the poet —

"II neige et je brtile at je tremble"

-who has penetrated to the timeless core of life. The unhappiness

that is brought on by winter, the purification of the fire and the

trembling of the poet who feels the power of the word —

"La parole est soudaine et e'est un Dieu qui tremble" (l)

-are here combined in the prelude of the most astonishing sequence

in the poem - the fi^'l release of the poet's imaginative energies
h

wheh completely transcends all categories of rational and irratio¬

nal .

"^aintenant je suis assis a raa table

J'ecris ce que j'ai ressenti

Et ce que j'ai chante la-h-ut"

WithiijeSe words the poet begins this sequence and it is of prime

importance that we note his quite deliberate effort to inform us

that this sequence is written, that is that he has composed it as

an interpretation of his "unreal" experience. The two last lines

of this verse immediately plunge us into the surreal world in

which these images are to be situated -

"Un arbre elance que balance

Le vent dont les cheveux s'envolent"

-Two elements of the normal world that we know are transformed in

these lines; we cannot really say that the wind has been personi-
1*

fied, it is simply that its motion is seen as streaming hair; as

for the tall tree, it becomes almost a symbol of the uprooting

(l) La Victoire O.P. p. 311
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of normality at the hands of the -wind of the imagination (l).

The next verse begins with what has been called a still lifc.

of an /usual kind and this is certainly true; moreover, the

editors of the Pleiade edition of Apollinaire's poetry have

noted teat this sequence of images which we are about to examine

is -

"Une vision irrealiste qu'on a parfois rapprochee de certai-

nes toiles de Chagall" (2) and this reveals the importance of the

visual element in these verses. Let us consider the lines which

follow -

"Un chapeau haut de forme est sur

Une table chargee de fruits

Les gants sont morts pres d'une pomme

Une dame se tord le cou

Aupres d'un monsieur qui s'avale"

If the first two lines present a picture which is that of an ordi¬

nary still-life composition, then the third line transforms this

in a rather sinister manner, but the last two lines can have no¬

thing sinister about them because they are too ridiculous. Thus

the total e feet of the verse is complete denial of the rational

world which we know -why should one not describe gloves whiCih are

simply lying on the table as dead, after all, they could well

resemble a pair of dead hands. But of course, Apollinaire does

not offer us this comparison as it would reduce the shock value

of his image. And onQo one has conceded this possibility then

(1) It is also possibly a symbol of this kind of poetry, Cf.

"Arbre" and our analysis in section 3 of this chapter,

(2) O.P. p, 1080
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it is only one step further to finding the next two lines normal.

Thus the complete reversal of rational experience of the world

that takes place in these lines, while it is meant to shock and

surprise us, otherwise it would have no effect upon us, is not

simply a gratuitous attempt to play on the reader's susceptibili¬

ty to the irrational; it is a deliberate presentation of an

order of experience, which might be said to be that of dreams,

which is that of the unrestricted imagination that the poet

desires and which is offered to us at this climatic point in the

poem so that we may understand that the poet considers it to be

part of our normal experience of the world which we have hither¬

to chosen to ignore or to dismiss without considering its signi¬

ficance, The relation that this bearB to the future and to the

possibility of our having knowledge of the future as the poet

proclaimed in the last verse but one - "Et vous connaltroz 1'

avenir" - is that future is the time of the imagination, and

therefore by releasing the blocks which have been erected against

the imaginative interpretation of the world we are projecting

ourselves into the future.

As we have indicated at various points in this study, Apol-

linaire was deeply aware of the movement of social history which

was carrying twentieth century man to a new area of experience

and this is his response to that movement, to the Zeitgeist of

the age which aad begun to explore new areas of all sciences

with such startling results as the aeroplane. We have also al¬

ready pointed out the significance of the Icarus image, namely

that it was for Apollinaire the proof that the imagination ha&
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seized the idea of flight long before science had risen to the

invention of the vehicle, and therefore the imagination must

hold the clues to many more tangible aspects of future scienti¬

fic and social development. But the important thing is that

Apollinaire believed that man had come to a specific historical

moment when his development would accelerate, when machines for

which no imaginative prototype existed would come into being -

"attendez—vous/ A des milliards dc prodiges/Qui n'ont fait naltre
aucune fable/ Nul ne les aysnt imagines" — and that thus the age

of the imagination, of the suoconscious mind had come at a time

when most people were held in the strait-jacket of a strictly

"realistic" interpretation of the world and their experience of

it. One has only to consider such a minor aspect of Apollinaire's

1 writing as his book reviews to see how often he spoke out

loudly against "realist" writers such as 2ola, and called for a

literature of the imagination to replace the drab imitation of

everyday life that these writers purveyed . Nor can one say,

in the iigiit of "Les Collines", that this was a plea for escapist

literature. It was, and is, a demand that we should allow our

imaginations to play their full part in our xperience of the

world.

Clearly the verse, the still-life, which we have been analy¬

sing is (intended to provoke -to be surprising and violent on

that level, so that those who believe that art should be the imi —

tation of nature in the most slavish sense would be presented
in

with an/^escapable experience. But the surprise of this image

also functions on a different level for those, especially those
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readers who today are much more accustomed to unreal and surreal

art, to whom the imagination was fundamentally important} for

we nay still react to this vision as an unreal vision which puts

a literal interpretation of a humorous kind upon the French

phrase "une nature morte". Nature must indeed be dead when ina¬

nimate objects suca as gloves have died} and human nature too

when people turn on themselves in this manner — we cannot at all

take the two last lines as real suicides - and so we are in the

realm of the imagination.

Of the n ,xt verse Scott Bates has said —

"II rapporte le feu divin a la vie avec la oonfiance en soi-

ra6me d'un ProraetLee dans un avion, d'un Rimbaud, pere lui-aussi

de 1'esprit nouvaau (l).
— but it seems to us that he has overlooked the obvious message

of this verse (to which we have already referred in the beginning

of Chapter one). Let us examine it closely -

"Le bal tournoie au fond du temps

J'ai tue le beau chef d'orchestre

St je p§l© pour me8 amis

L*orange dont la saveur est

Un merveilleux feu d'artifice"

The first two lines recall the emphatic lines from "La J.olie

Rousse" concerning the power which the poet felt himself, as one

who was aware of his imagination, to ave over time —

".,11 y a aussi le temps qu'on peut chasser ou faire revenir"

— but here there is a difference that ie really only a difference

(l) bcotat Bates op.cit. p.32



4pO

of expression. The orchestra that is playing, the dance that

is going on "Au fond du temps" are clearly time its If which

must necessarily lose all coherence and regularity with the

death of the conductor, who, significantly is described as "beau".

(As the dead woman is "belle".) The point that the poet is making

is that the poetry which he is writing is free from the limitations

of time because it is the poetry of the imagination, which is also

different from the old-fashioned ideas of beauty as he has already
informed us. Time is just one more reality which no long«r

operates in the field of the imagination. Thus these lines are

essentially concerned with the poet's role, in particular in wri¬

ting these lines, but also in general.

Thus also, the following lines are concerned with exactly the

same thing, and the orange which the poet is pooling is the imagery

of his poem, the fruit of the imagination. We have already

seen the prominence and the significance of the images of the

orange and of the firework for Apollinaire ("La girande tourne 8

belle 8 belle nmit) and here he compresses both these aspects

into one image which is a perfect illustration of both, since the

sudden explosive quality of the firework is caught by the transfor¬

mation of the orange to firework and the visual quality, the stri¬

king colour and shape of the orange are echoed in the image of the

firework. Should any doubt persist as to the meaning of this

verse with regard to Apollinaire's own poetry, one has only to

point further to the re-inProduction of the poet's self - "Et je

pele ..." —which joins with the introductory verse to the sequence
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that was discussed above.

The next verse returns to the kind of tableau that the prece¬

ding verse offered the reader. It begins with a statement which

immediately rules out any realistic significance -

"Tous sont morts le maltre d'hotel

Leur verse un champagne irreel"

The poet eveh allows himself to use the adjective unreal referring

to something which is completely real and normal -champagne — so

that every aspect of the image shall be divorced from reality.

The next lines also become a comment upon this kind of writing

while remaining part of this strange picture which the poet is

painting for us —

"Ciui mousse comrne un escargot

Ou comme un cerveau de poete

Tandis que chantait une rose"

-Clearly the images which we are offered are the froth of the

poet's imagination. The line which offers us this comparison is

the only one which would not really fit into a visual representa¬

tion of this image, which is a kind of surrealist painting - surre¬

alist, that is, in the Apollinarian sense and in the sense in which

he applied it (since it is synonymous with JJurnaturaliste") to the

painting of Chagall, (l)

(l) Tfe have been unable to trace exactly which pictures by Chagall

this sequence is supposed to relate to, but it is obviousikthat

there is rather more than a general similarity of style in as

far asjthis is possible between painting and poetry. Consider,
for example, Chagall's tendency to portray an object in a more

or less realistic fashion(apart from his choice of colour)

except for a detail which is completely unreal e.g. the self

portrait with an upside-down head or the self portrait with

seven finders-
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Prom this we go on to imagery which cannot b© ascribed to

the influence of anyone at all, except the earlier poetry of Apo-

llinaire himself; imagery of a kind which goes beyond the purely

visual -

"L'esclave tient une epee nue

bemblabie aux sources at aux fleuvos

i3t cha-iue foxs qu'elle s'abaisse

Un univex-s est ©ventre

bout il sort des mondes nouveaux"

The comparison of the sword to springs and rivers recalls the

image of "Onirocritique" in which the ,wo things were completely

mixed up, but acre it is the destructive aspect of the sword that

emerges most strongly although we cannot escape the suggestion

that its action is intended to slake a thirst in the m.anner that

a running stream does; there are also phallic associations

which are often found in Apollinaire's poetry when swords are

mentioned, e.g. "Les Sept ©pees". And that thirst must bo pre¬

cisely the thirst for new things, complete new worlds which are

afforded us by the disembowelling of the old ones - in other and

muon less poetic words by a complete and radical re—ord ring of
K

our interpretations of experience. One wonders wither the use

of the image of a slave might not indicate an awareness on the

poet's part that he was all but oh.aessed with the new. Perhaps

it is not necessary to ioftk as deeply as that for an explanation,

it may be that Apollinaxre simply wished to stress how much

control we could have ovcx' our imagination if we wanted - control,

that is, of a non-restrictive kind.
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This would certainly seem to be the implications of the

next verse in which the idea is expressed in terras of a chauffeur

driving a car roubd corners —

"ne chauffeur se tient au volant

Et chaque fois que sur la route

II come en passant le tournant

II paraxt a perte de vug

Un univers encore vierge"

- one must also note that Apollinaire does not overlook the

detail which serves his case - in this instance the blowing of the

horn, which serves as a reminder of the noisy kind of poetry

which he so often uses, the exuberance of his style.

In each case one notes the suddenness with which the new

world appears, although the second image does not posess the

violence of the former. One sees also a pattern of alternate

verses here in which one verse is concerned with the process

of what the poet is doing, and the ne#t is a demonstration, as it

were, of something completely unrealj but this pattern is interrup¬

ted by the second of -these two stanzas both of which are concerned

with the effects of the freeing of the imagination and of this

kind of poetry. This second stanza is then followed by one which

to a certain extent combines the qualities of the two -

"Et le tiers nombre c'est la dame

Glle monte dans I'ascenseur

Elle monte monte toujours

33t la lunuere se deploie

Et ces clartds la transfigurent"
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The first line of this verse suggests that the poet i3 establishing

some kind of magic trinity with the persons of the slave, the

chauffeur and tiie woman whom he now introduces, but the manner

in which she is introduced suggests that she may well be the woman

already referred to, the "femme belle et vermeille" whose dead

body lay in the ship. Or perhaps she simply the figure of

the woman who is always present in Apollinaire's poetry. Where¬

ver she come3 from, she is transformed into a semi-mystical figure

by the lift - an image which recalls the description of Christ

ascending to heaven as an attempt on the world altitude record,

as here there is something very moving about the woman's ascent

to the light, even though she is carried in a lift and not by

clouds or angels. (The next poem in this section of the volume

is "Arbre" which also uses the image of the lift, and it must be

remembered that Apollinaire ohose to put "Les Collines" here -

outside its chronological position.)

If the woman is the same one as was found on the ship, that

is to say the symbol of the old ideas of beauty, then we could

interpret the image in this fashion — the old ideas of beauty are

transformed by the light which is clearly the light of knowledge

akin to the fire which has purified the poet , but the most impor¬

tant thing is that she is raised up to the light by a lift -an

artefact of the modern age - thus it is the twentieth century

acting upon the woman that renders her susceptible of transforma¬

tion.

The next verse now puts an end to these glimpses of the

worlds of the imagination which the poet has afforded us.
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All that he has revealed to us he claims is only of a minor

importance, and clearly this is truej his imagery has been

calculated to prove to us that the imagination can transform

reality and this it has done, but all this would mean nothing

if the poet did not intend us Vo learn from his puem and to

look differently henceforth at the world around U3 -

"Mais ce sont de petiva secrets

II en est d'autres plus profonds

Qui se devoileront biantfit

Et feront de vous cent morceaux

A la pensee toujours unique"

-and the importance of this effect upon us, the effect, that is

to say, of the work of our own imaginations, is fully brought

cut in hese lines » Only really in becoming "cent morceaux"

can we remain something "A la pensee toujours unique" - because

we can only b3 true to ourselves if we reveal as many aspects

of our personalities as possible, Thi3 is what Apollinaire

has always tried to do, and thi3 is what he does in ths next

verso by including in the climax of his poem the darker side of

his nature, his more mournful characteristics, at a moment when

one expects nothing but triumph. And so once more Apollinaire

surprises us, but ha does so simply by. being himself, the sur¬

prise and violence of hi3 pootry spring from his own nature —

"Mais ploure pleure et repleurons

Et soit que la lime soit pleine

Ou soit fu'elle n'ait lu'un croissant

Ah! pleure pleura et repleurons

Bous avons tant ri au soloil"
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All the doubts which "Les Pianjailles" and "La Brasier" expressed

concerning essentially the same experience are now expressed

here, but they are assimilated to the poet's own character in

such a way that we realise that he has mastered them even though

he could never dispel them entirely* Also the lift/death

symbolism here indicates acceptance of a degree of failure.

We find this movement exactly paralleled in "La jolie Housse"

as after the verses which prolong the ephemeral into the eternal,

the poem's moment of triumph, the poet then exclaims —

"Mais riez riez de moi

Hommes de paxtout surtout gens d'ici

Car il y atant de choses que je n'ose vous dire

Tant de choses que vous ne me laisseriez pas dire

Ayez pit id de moi"

This is the essential poetic predicament -one can never

say everything, not only because of one's own limitations or

inhibitions, but also because of those of the reader. Thus we f

feel that there is one more reason here for putting "Toujours"

at the beginning of the attitudes towards self and poetry which

led Apollinaire to compose the poems discussed in this section

of the present study.

"Toujours

Nous irons plus loin sans avancer jamais"

But "Les Collines" reverses the order of "La Jolie Bousse",

which is in keeping with that poem's more exuberant and declama¬

tory tone, so tnat the admission of the permanence of doubt and

a degree of failure is followed by the injunction which has been
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the core of the poem -

"Dob brae d'or supportent la vie

Penetrez ie secret dore

Tout n'est tju'une flarame rapide

Ciue fleurit la rose adorable

Et d'ou monte un parfum exquis"

Clearly the heart of the poet's attitude to life lies in his

new-found ability to accept that "Tout n'eot qu'uns flamine rapide*

and not in any conversation to a belief in any other life than
that which is bound by this limitation. The temptations to

look for consolation in religion which wore so present and power¬

ful in "hone" are totally absent from thses poems. The images

of ascension here call no Christ to the poem. The point from

which both "ha Joli© Rousse" and "has Collines" start is accep¬

tance of life. And for Apollinaire this meant acceptance of the

fact that nothing lasts, nothing remains stable, as theimage of

the final verse in which flame become^ roee ^Soometr perfuine, de¬

monstrates; thus in these conditions Apollinaire roots his poe¬

try - one image changes to another without regard for logic or

bienseance". And thus only when we have accustomed ourselves

to looking at life in this way, when we have accepted our imagi¬

nation's interpretation of a scene as equally valid with respect

to our leaned response to that scene, then we will have penetra¬

ted the secret of life.

The closeness in time of "ha Jolia Rouose" and "has Collinea"

should no longer be in any doubt. It seems to us that it is al¬

so clear that the poems of "Cal 1 igratnmes" are indeed different
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froia the pre-war poems of the volume - that is to say those

which seek an objective status - but that the techniques of

violence, tp whatever end they are put, are present in almost

every poem in the volume.
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CHAPTER THREE : SECTION ELEVEN

APPENDIX: THE CALLIGRAMMES

For the most part, the calligrammes are outside the scope

of this present study but there are however one or two points

which we wish to make. One of the most interesting aspects

of the calligrammes which Apollinaire wrote is that the first

ones are much more daring, more radically experimental than the

later ones. Consider, for example, "Lettre-Ocean" (l) or "Vo¬

yage" (2) where the eye encounters a completely exploded

form on the page. One begins where one pleases and links

any segment to any other as the poet has eschewed all normal

form, although he has imitated the shape of the Eiffel tower,

seen from above, in the former, and the long shape of a train

being drawn by a locomotive emitting a puff of smoke in the

latter. Significantly, both these calligrammes belong to the

year 1914» which is the time of intense experiment in Apollia-

naire's work that led to poems such as "Les Fenetres", "Lundi

Rue Chi^i/tine" , "Arbre" etc. - all written between the time

of publication of "Alcools" and the outbreak of the war. It is

true that also during this period Apollinaire published much

less daring calligrammes, in the sense that their form is the

outline of an object, such as "Coeur Couronne et Miroir"; but

the total explosion of form that he sought in "Lettre-Ocean"

and in "Voyage" is never again achieved with such success, although

one might argue that some of the restless forms of the poems in

(1) O.P. p. L83

(2) o.p. p. 198
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'•Case d'Armons" come close to it.

Apart from the fact that the existence of the calligrammes

is yet another indication of the wide range of experiment that

exist in Apollinaire'a poetry daring this period, one might also

argue that his desire to give the poem a form which would commu¬

nicate something immediately to the eye of the reader, is part

and parcel of his aesthetic of surprise: as one turns tne pages

of "Calligrammes" one is faced with the sudden apparition of

shapes, sometimes representing things, sometimes not, which

communicate to us an immediate impression in the same way that an

object does - for example: "ha Colombe Poignardee et le jet d'

sau" (l). In this particular example the image of the dove is

introduced into the reader's and, before even he has read the

title. The importance of this fact should not be underesti ated,

as the image of th dove is crucial to the poem, and apart from

the title, there is no mention of the word dove until the last

line of the poem -

MAIS
preB d'un

jet d'eau qui
pleure et qui prie

cette colombe s'extasie

Ota* argument is that in doing this kind of thing, Apollinaire

was attempting to give to his imagery the force and the substan¬

ce which he elsewhere sought to give to it by the techniques of

violence. The fact that he should have written the calligramme

(1) O.P. p. 213
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at all after having developed these considerable techniques is

evidence of his continuing thirst for the new.

For Marcel Adema (l), this progression from the near total

disintegration of form of "Lettre-Ocean" to the poem imtge of

"Coeur Couronne et Miroir" was accompagnied by a certain dis¬

illusionment on Apollinaire'a part after Delaunay had taken the

side of Barzun in a quarrel over the use of the word "dimultanis—

me" (as well as giving primacy to Cendrars as the inventor of the

siniultanist poem). It seems likely to us that this, allied to

Apollinaire's constant determination never to allow himself to

be classed any group or school, is sufficient reason to

advance for Apollinaire's failure to exploit fully this new form.

(i) f\dema (&$) ff 210 -213
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CHAPTER FOUR : CONCLUSIONS

The conclusions which we have to draw from this study of

violence as a technique in Apollinaire*s poetry are conclusions

which will affect several aspects of the state of Apollinaire studies

as they stand at present. Firstly, it has been demonstrated that

a fairly clear , if at times inconsistent, line of development has

been drawn. A line which links "L*Emigrant de Landor Road" to

"Les Collines", but a line which may also be extended further back

into Apollinaire's past, in fact to his first poems, and a line

which, we may surmise, might have been projected into the future,

for whatever paths Apollinaire chose to follow, it is clear that

for him surprise (and as we have shown violence) were always part

of his poetry.

Apollinaire was often accused of inconsistency, of

"mystification"; it is to be hoped that the present study has gone

some way towards justifying Apollinaire's many changes of direction,

by presenting a demonstration of just how consistent in his experiments

the poet could be. It must also be inferred from what we have

developed in the course of this study that between 1903, when "La

Chanson du mal-aime" was completed and 1907 when Apollinaire em¬

barked upon the phase of his career which was to see the creation

of "Le Brasier" and "Les Fiancailles", Apollinaire came to realise

fully the possibilities of those aspects of his style which we

have called techniques of violence, and that from that moment on¬

ward he began to develop these aspects consciously until he had

elaborated what one might clearly call a complete aesthetic of violence
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The public scandal, the often bitter opposition which accompa¬

nied his career may be taken as circumstantial evidence of the

success with which he assaulted the aesthetic and poetic preconcep¬

tions and prejudices of his time.

It is clear fefl all the puems that we have studied that

if there is a degree of consistency in Apollinaire*s search for

violence and surprise, then it is almost impossible to set out

methodically and consistently the ways in which he tried to

achieve them, which in itself is one of the poet's sources of

surprises. If one compares a poem such as "Zone* with a poem

such as " Cors de Chasse", how apparent, at first, seem the diffe¬

rences between them. But, we would sub. it, it has been demons¬

trated that behind these two poems lie the same aesthetic inten¬

tions, thd same attitude to the relationship which exists between

between poem and reader. This brings us to one of the most

important points which we have to make in concluding our study

namely that throughout his career Apoilinaire was supremely

aware of the fact that a p oem is writen to be read by someone

other than its author. Much that Apollinaire put into his poems;

he put in with the intention of eliciting a certain reaction

from his reader. (in support of this statement one may adduce

the evidence of Apollinaire's frequent disguising of details

concerning his intimate and personal life, which he included in

his poetry - Mme. Durry has commented at some length upon this

procedure in her book (l) and so we shall go no further in this

matter here.)

(l) Durry "Guillaume Apollinaire -Alcools " 3 vols.; vol2 pp.106

et seq.
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If this statement saetas obvious, then let us elaborate it

by saying that-the poet was conscious of the virginal quality

of mind which is that of tho reader who is faced with the comple¬

tely new. 'his quality is one which we associate particularly

with children, without experience of the world, and it seems

to us that it would be a perfect illustration of our argument

if we were to consider the poem "Le Voydgeur" and the view of

human experience which this presents to us (l). Hot only does

this poem have its roots in Apollinaire's many journeys underta—
SL

ken as a ohild and as youth , it also presents a fragmented view

of human experience which is almost a philosophy developed

from the child's disconnected view of the world. Whore it is

important for us to distinguish between the two points of view

is in the de£i" !e of innocence with which the child faces the

new world and that with which the reader faces the now poem.

Clearly the latter is somewhat lees (if one may make a quanti—

tive distinction) than the former, and for this reason in parti¬

cular it must have appeared necessary to Apollinaire to endow

his imagery with a quality of surprise, with the necessary

force to take the reader aback, so h'hat ho would be stopped in

his tracks and forced to come to terms with the poem as an ob¬

ject, as something separate from his own exp rience of the world

and his own judgements. In other worlds, Apollinairo sought to
recreate Man's vision of tho world.

It is now important that we should try to assess the to¬

tal success or failure of Apollinaire's work with regard to just

(1) O.P. p.78 and also Chapter two section five
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this Promethean task. To the image of the Prometheus Apolli-

naire might well have preferred that of Icarus, which* as we

have seen recurs frequently in his poetry. This comparison
is not an idle one, for, we believe, it holds the °lue to

Apollinaire'3 own vision of his role and of his assessment of

his success. Icarus as we all know d.ed because he flew too

close to the sun, but before he died he had achieved something

that han has always dreamed of - he had flown, thus achieving

a completely new experience. This search for the new, this

desire to enlarge the realms of human experience is what seems

to us to be the motor foroe behind Apollinaire's poetry, rather

than the Promethean desire to steal the sacred fire which

might be the koy to life. Apollinaire*s poetry does not as¬

pire to an explanation of the ii^ysterius of life; Apolli^iyire

has no equivalent of Baudelaire's "Correspondances"; both of

which are to say that Apollinaire*s poetry was basically anti-

symbolist in its nature, whatever technical and formal debts

he Kiay have to the symbolists. Thus for Apollinaire the

poem was a flight, the appoaj^ice of a locomotive, which meant

that it might, with the passage of time, lose all that made it

exciting and different -

"0 men amio h&te—toi

Grains qu'un jour un train no t'emeuve

Plus" (1)

However, more tiian fifty years after his death, his poems are

still capable of surprising and shocking their readers, of

(1) O.P. p. 310
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opening new horizons to their imaginations, and perhaps that

is sufficient a period of time to have elapsed for us to be

able to say that he was able to endow his poems with a pristine

quality that is as near eternal as poetry can hope to be.

In only very few of the poems we have analysed, has it been

necessary to point to what the poet intended to be a surprise

effect - they are nearly always self evident •

It follows from what we have just said, and from our en¬

tire study, that Apollinaire did not see the role of the peet

as an ethical one, except within the confines of his role as an

enlarger of human experience, as a stimulator of the imagination.

If, toward the end of "Les Collines" Apollinaire seems to

be saying that he has revealed certain of life's secrets (which

would imply that the poet has a spiritual mission) —

Mais ce sont de petits secrets

II en est d,autres plus profonds

Qui se devoileront bientSt

Et feront de vous cent raorceaux

A la pensea toujours unique" (l)

-this must be understood in terras of Man's continual and patent

progress in the fields of scientific and self-discovery, which

one might, in order to illustrate Apollinaire*s conception of

this process, compared to the compression of gas within a cylin¬

der, the unknown part becoming smaller and smaller, but never

disappearing entirely. Thus the secrets which Apollinaire

claimed to have revealed, and those which he hinted might soon

be revealed,were not for him the- secret .

(1) O.P. p. 177
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As the final verse of "bes Collines" makes clear, the only secret

of life, the "golden secret " was an understanding of the ephe¬

meral nature of the universe whio 1 could lead to a heightened

sensitivity to one's experience -

"Dee bras d'or supportent la vie

Penetres le secret dord

Tout n'est qu'une flamme rapide

Que fleurit la roue adorable

It d'ou rnonte in parfum exquis"

Thus one must conclude that Apollinaire'a conception of the

poet's role was not an ethical one, but rather one to which

ethical considerations were largely irrelevant, as were matters of

good and bad taste, except where what was considered to be in

bad taste might e or/e to shook the reader.

The analysis o£ Apollinaire's fcar poetry which is inclu¬

ded in c apter three of the present study is as good an illustra¬

tion of this conception of the poet's role as we could hope to

cite n support of this conclusion, for if this war poetry

has shocked such critics as Mrae. hurry, then it is because they

have failed to understand this fundamental aspect of the poet's

attitude to life - an attitude which has its simple and nai^ve

rather than distasteful manifestations in the poet's obscene

and scurrilous writings but which has its sore profound consequen¬

ces revealed in that war poetry and in the poet's underslanding

of the importance which the Marquis de bade would, have for the

twentieth century mind. There is also the fact which is not

(or at least after the analysis we have given, so we hope) to be

disputed onylonger that the | oen\£> of the w v yecurs ire an attempt
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to cope with a personal experience of the war and not simply

a new decor for the old themes and forms of Apollinaire's poetry.

Without wishing to press the comparison too far, one might

suggest a certain similarity of attitude on the part of Apolli¬

naire and Gide, Both men were aware of the necessity of the

acceptance of new experience to the development of the persona¬

lity, although it is immediately necessary to say that Apolli¬

naire laid nothing like the stress which Gide did, upon the moral

imperative of not allowing oneself to he held prisoner hy one's

environment and an inherited morality. Moreover, Apollinaire

was more given to expressing the regret he felt for time past

than was Gide.

Nonetheless, the image of the enchanter, which is to he

found throughout Apollinaire's work, this central image which

he assumed for himself when he took the device "j'emerveille",

is the image of one who is beyond normal considerations of

good and evil. The poet-magician reveals to us his myriad crea¬

tures, whic i live only for a second before our eyas and then

disappear to be replaced by others. Such a concept of the poet's

role does not admit of judgements of good or bad.

There is no part of Apollinaire's work, either his poetry

or his prose, which questions the value of the new. Many poems

may be a lament for what is passed and no longer attainable

except through the uncertain grasp of meraory, but that is another

thing. In this we may see the naivety of a man who lived at the

beginning of the twentieth century, and who although he saw

the beginnings of the destructive possibilities of the machine
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(tanks, bombs etc.) was still far enough away from the age in

which man has to some extent become afraid of his machines, to

be more fascinated by the energy of machines, than he was fright¬

ened of their impersonality. The locomotive, the motor car,

the aeroplane were for Apollinaire new things} things which

had appeared and would change the world, .and which in their turn

would also disappear, replaced by still newer things. He does

not question the transformations of our civilisation which are

brought about by these machines - perhaps one could not expect

him to foresee cities choked with traffic, or cities destroyed

by saturation bombing— but even if one could, one cannot risk

saying that such sights^fould have el^icited from hirn a question¬
ing of the direction of scientific development.

In such an attitude one cannot simply see the philosophy

of "le beau nouveau". For Apollinaire, what was new, was im¬

portant not necessarily for its duty or its energy, it was im¬

portant above all because it was surprising. One turns a corner,

and one sees something that has never been seen before —

"Le chauffeur se tient au volant

Et chaque fois que sur la route

II corne en passant le tournant

II paralt a parte de vue

Un univers encore vierge" (l)

This is the spirit which informs Apollinairefs poetry, this is

the force which creates his imagery, this is what we have defined

as violence, not simply because it is fashionable at this particu¬

lar time to apply the term violence to anything and everything,

(1) O.P. p. 177
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which can really be described in no other way. Clearly, for

Apollinaire, the human soul, the human mind, are acted upon by
,e

the universe; they are subjected to a series of eignts; they are

the victims of violence. And for Apollinaire the secret of

life was to accept this violence and to allow, indeed to stimu¬

late, one's imagination to act upon the world in the same way.

The imagination, and in particular the poetic imagination,

may re-order the individual's experience of the world according

to no laws, without seeking to impose a spurious order, and may

thus act in harmony with the universe which knows no harmony of

its own.

It may be that in this consideration we may find the answer,

or at least the suggestion of an answer, to the pfoblem of the

construction of "Aloools". Several critics, among them Mme.

Durry, have attempted to analyse the order of appearance within

the volume of the poems of "Alcools" j and Mme. Durry has pointed

out that there is a pattern of alternation of long and short

poems, if one axludes the two groups of poems entitled "Hhdna-

nes" and "A la Santd", but this does not explain why Apollinaire

chose to put his first long poems "Merlin et la Vieille Fernrne",

"L'Srmite" and "Le Larron" in the middle of his collection ins¬

tead of at the beginning, or why he chose to put "Zone" at the

beginning. On the basis of the present study of Apollinaire's

poetry and attitudes we might suggest that the principle which

lies behind the construction of "Alcools" is that of simultaneity.
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The poet, being unable to present to the reader all his poems

at once, has chosen to order them in such a way that the reader

is forced to pass from his present to his past and vice versa,

even, perhaps, from his future to his past, since "gone" stands

at the beginning of the volume as the most recently composed

poem of all, and as such, an indication of the f ture development

of the poet's style.

If, therefore, there is a word which one may take from art

criticism and apply to "Alcools", that word is not Cubism, but

sitoultan:ism. However, as always with Apollinaire, one must be

careful to specify that the term must be understood as the poet

himself understood it, and not necessarily as Delaunay would

have defined it, or as others would have applied it to Delaunay's

painting.

Through the construction of "Alcools "Apollinaire makes

every poem a new poem, a surprising poem, since the style and

subject of what one has read, are no preparation for the poems

that one is about to read, even when one is faced (as is the

case with the first ^re pceoti) with several consecutive poems

on the sane theme.

This process of renewal through the work of the imagination

which is present in the arrangement of "Alcools" is also present

throughout much of Apollinairo's poetry. And it is this which

certain critics as Marguerite Bonnet (l) have failed to appreciate.

Consider the following paragraph from her study "Aux Sources du

Surrealisme" —

(l) "Aux Sources du Surrdalismo" R.D.M. nos 104-107
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"Apollinaire a done pose quelques jalons sur le oherain a

parcourir. Mais si son oeuvre le raontre souvent Euerveilleusement

sensible au lyrisme epars dans la vie, il ne s'ast pas avanclf tres

loin, il n'est pas alle jusiu'a mettre en question par la poesie

1'existence rnSme. Or tres t8t, e'est tout ce qui imports aux

future surrealistes. Dbs 1^22, Breton declare !ba Poesie

n'aurait pour moi aucun interSt si je ne m'attendais pas a ce

qu"elle suggere a quelques-uns de mes amis et a moi—mSme une

solution particuliere du probleme de notre vie.' A ses yeux,

seule I'attitude de l'homme devant la vie, c'ast-a-dire *la

manibre dont il semble avoir accepte l'inacceptable condition

humaina', donne h 1'oeuvre son vrai sens, II est bion certain

qu'Apollinaire reste etranger a de telles conceptions; la poesie

est pour lui l'expression de le vie, non la promesse de sa trans¬

formation, le lieu d'un appel bouleversant <3t insaisissable.

Il cherche de nouveaux domaincs pour 1 'art, non un elargissernent

de la connaissance; il ambitionne une expression plus totale du

reel, non son aggrandissement, alors que les surrbalistes trans—

formeront la notion mSme du reel, en y faisant entrer 'Tout ce

qu'il peut contenir d'irrationnel jusqu'b. nouvel ordre', aussi

bien que les virtualites de 1'imaginaire.

Ainsi s'explique que, malgrb la permar&'nee de l'admiration

des poetes surrbalistes pour Apollinaire, malgrb 1*importance qu'

ils attribuent a son oeuvre et l'ampleur de 1'influence qu'il a

exarcee sur eux, son patronage n'ait pas ete revendique comme

calui d'un RimVbud ou d'un Lautreamont. C'est que les problem9s

ont changb de nature; ils ont glisse du plan da l'art a celui de

la vie," (l) \
\

(1) pp. 71-72
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Ho one would dispute with Miss Bonnet that Apollinaire was seeking

new domains for artj nor that he was equally attempting a more

total expression of reality, but it is precisely by attempting

to express the indissoluble links between the real and the imagi¬

nary, by attempting to add to the experience of life the experien¬

ce of the imagination that Apollinaire was attempting to reach

these goals. To say that the imagination and its relationship

to life in Apollinaire's work are not of absolutely primal impor¬

tance is to ignore the finest poetry that he wrote,/not to say

the one consistent-aspect of the poetry that he wrote^ not to

say the one consistent aspect of the poetry that he wrote after

1907* Consider the following passage from "Les Fianyailles" -

"J*observe le repos du dimanohe

Et je loue la paresse

Comment comment reduire

L'infinirnent petite science

Que m'imposent mes sens " (l)

How can one fail to see in the repetition of the cry "comment"

the depths of the peet's desire to escape from the inadequate

world of the experience of the senses? Yet he is aware that the

imagination can never wholly be free from the mind's record of

the body's sensual experience. It may be true that in this he

falls short of the blind courage of the surrealists'attempt to

accept the "inacceptable condition humaine", but this does not

in any way invalidate his plea for the .renewal of life through

the imagination; this is not to say, as Miss Bonnet rashly does,

that he was not attempting to enlarge the domain of the real -

(1) O.P. p.133
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- for this is precisely what he was doing in "Les Fianjaillas"

and in most of his important poems which followed.

It is not possible, once one has read the poem "Les Collines",

to remain unaware of the degree to which Apollinaira realised

that life would be transformed by the liberation of the imagina¬

tion; and if this poem should and with the injunction to pene¬

trate the secret of life, which is to accept the trans ience of

all things while still longing for their eternal prolongation,

than what is this other than Apollinaira's acceptance of the

inacceptable?

As to the accusations that Apollinaire*s imagination fell

short of the goal which he set it, these pose a much more deba¬

table problem. In the second part of his stud;/ of "Calligram-

mes", S.I, Lockerbie comes to a conclusion which we would sub-

rait is supported by all that we have advanced in this study,

namely —

, . .si par fantaisie il faut entendre cette invention

de libre allure dont nous venons de parler, c'est l'evidence

des ecrits thdoriques qu'Apollinaire n'aurait pas completement

recuse le terme , et on pourrait sans inconvenient l'adopter

pour bion des pidces de "Calligrammes". Hais, comae nous

avons dit dans la premiere partie de oetta etude, la poesie d*

invention dynamique n'est pas le seul courant poetique du recueil.

Un autre courant, de poesie plus introspective, ne cesse de passer

en filigrane a travers le volume,et, apres I9I6 a peu pr&s, se

montre plus fort que le premier." (l)

(1) R.L.M. nos 166-169 p. 87



475

The term fantasy is adequate when applied to poems such as HUn

Pant3me de Nuees" (l), hut it is certainly not so, when applied

to poems such as "La Victoire", "Lob Collines" and most of the

other major pieces written after I9I6. In these poems Apolli-

naire has attempted to find, through the imagination, a vision

of life, of the universe that is as boundless as all that is new

can make it.

Often the transformations which objects and images under¬

go in Apollinaire's poems are fantastic -

"Un coq chante je r§ve et les feuillards agitent

Leurs feuilles qui ressemhlent a de pauvres marina" (l)

-but they are not restricted to this role of the wave of the
9

magician?wand for the delight of his audience. As we have tried

to show throughout this study, for Apollinaire, violence and

surprise were means of endowing his imagery with a reality of

its own, a reality which would impress itself on the mind of the

reader and not allow him to disregard it. To dismiss this as the

simple play of the poet's fantasy is to misunderstand all that

he was trying to do. Thus the last words of "Calligrarames" reflect

the poet's intention to communicate through his poetry -

"Mais riez riez de raoi

Hommes de partout surtout j&ens c'ici

Car il y a tant de choses que je n'ose v^us dire

Tant de choses que vous ne me laisseriez pas dire

Ayez pitie de moi"

- which cannot allow us to dismiss Apollinaire as a simple

entertainer.

(1) O.P. p. 309
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The body of work concerning the poetry of Cuillaume Apolli-

naire grows and. grows larger every day, and there are many aspects

of that poetry which we have been unable to discuss within the

scope of the present study. Nonetheless, it seems to us that

the definition of violence in Apollinaire*s poetry and the study
of the poet's evolution in respect of this technique, is

something which is central to any discussion of his work} and

we would submit that we have herein accomplished such a study.



477

BIBLIOGRAPHY

LMCTIOK OKU: infQRKB P'JBu .,R:Li> 1) ;Rll.rG APOL^IKAIRL'S L1FMTIML

L'Enchantaur f>ourri sant (gravures sur Lois par Andre Derain)
Paris, I9O9, Kahnweiler, s.d.

L'Kerdaia ;ue et oie, Paris,1910, Ltock

Lo JJestiaire ou Cortege d'Orphee (gravures sur bole par Raoul Dufy)

Paris,igil, Deplanche.

Les Peintes Cubiotos, Meditations Rethetiques, Paris,I9I3, Figuiares.

Alcools, Paris, 1913, Morourc do France,
La Poets Assassme, Pax-is, 1916, L"Edition,

Yitam Impendera Araori, P ris,l9l7, Maroure du France .

Lee Mamelles de Tiresias, Paris,1918, Editions Bio.

Calligranuses, Paris,1918, Mercure de Franco ,

Le Flaneur des Deux Rivos , Paris, 1918, Editions de la Sirene,

BBCTION 11/0: ./ORAL PU3L1BULD PvLLiUMOUoLY

La Femrae Assise, Paris, 1920, Gallimard.

IL Y A , Paris 1929, Kesaein.

Anecdotiques, Paris,1926, Ltock.

Les Spinglos, Paris^1928, Editions des Cahiors Libras,
Ombre de Hon Amour, Geneve,1947, Pierre Caiiler.

Lottres a sa Marraine, Paris, 1948, Pour Les Filo du Roi,



478

Couleur du temps, Paris,I949, Editions du Belier.

Tendre comme le Souvenir, Paris,1952, Callimard.

Casanova, Paris,1952, Gallimard.

Le Guetteur Melancolique, Paris,19^2, Gallimard.

Oeuvres Poetiques, Paris, 1956, Bibliotheque de 1 i Pleiade.

Chroniques d'Art, Paris,196l, Gallimard.

Les Diables Amoureux, Paris;19G4, Gallimard.
Oeuvres Completes, Paris^l965, 4 volumes, Andre Balland et Jacques

Legat.

SECTION THREE: PRINCIPAL WORKS CONCERNING APOLLINAIRK's LIFE AND

WORKS

Adema, Pierre Marcel: Guillaume Apollinaire Le Mai—Aime, Paris,

1952, PIon

Aegerter & Labracherie: Guillaume Apollinaire, P;tris,1943, Julliard.

Billy, Andre: Apollinaire vivant, Paris, 1923, La Sirene.

Poetes d'Aujourd'hui, Guillaume Apollinaire, Paris,

Avec Apollinaire, Paris,1966, La n o0tjlials*' ' ' Palatine.

Breton, Andre! Les Pas Perdus, Paris,1924, N.R.F.

Bonnefoy, Clause: Apoliinaire, Parj5,1969, Clasuiques du XX a siecle.

Cadou, Rene-Guy: Testament d^pollinaire, Paris, 1945, Debresse.

Carmody, Francis J: The Evolution of Apollinaire*s Poetics 1901-

1914, Berkeley & uos Angeles,1963, University
of California Press.

Cendrars, Blaise: Blaise Cendrars vous parle, Paris,1956, Denoel



479

Chevalier, Jean-Claude : "Alcools" d*Apollinaire -essai d'analyse

des formes poetiques, Paris, 1970}Minard

(Bibliotheque des lettres modernes no 17)

Couffignal, Robert :^'inspiration biblique dans l'Oeuvre d'Apolli-

naire, Paris,1966, Biblioth&que des Lattres.

Apollinaire (Lea Eorivains devant Dieu),Paris,
I906, Desclee de Brouwer.

"Zone "d'Apellinaire (Archives Guillaume Apo—

llinaire no 4) Paris,1970 Ed. Minard.

Decaudin, Michel : Le Dossier d'Alcools, Geneve,I96O, Droz.

Davies, Margaret : Apollinaire, London & Edinbur&h,19o4, Oliver

& Boyd.

Durry, Marie-Jeanne : Guillaume Apoliinaire : Alcools 3 vols. Paris>

I956 (vol 1)1964 (vols 2&3 ) Sedes.

Pabureau, Hubert : Guillaume Apollinaire, Son Oeuvre, Paris, 1956

Kouveile Revue Critique.

Paure-Pavier, L : Souvenirs sur Apollinaire, Paris,1945» Grasset.

Plettweiss, Christian : Apollinairo en Ardenne, Brussels, 1934, Henriques.

Fleuret, Pernand ; £)e Gilles de Rais a Guillaume Apollinaire, Paris,

19331 Mercure de Prance.

Goffin, Robert : Entrer en Poesie, Brussels,1948, A l'Enseigne du

Chat qui Peche.

Jacob, Max : Correspondance vol.1. Paris,1998, Editions de Paris.

Laurencin, Marie : Le Garnet des Uuits, Geneve,1936, Cailler



480

Ldautaud, Paul s Entretiens aveo Robert Mallet, Paris, 1951,uallimard•

Journal litt<5rair« Vols 2 & 3, Paris, 1955-58,

MorcGro de France.

Leonard, Ernile : Guillaume Apollinairo, Souv nirs cL'un Aral, Monaco,

1954, Editions du Rocher.

Mackworth, Cecily : Guillaume Atollinaire and the Cubist life, Lowk>ny

I98I, John Murray.

Monfort, Bu&ono : Apollinaire -'ravesti, Paris,I948, Lechers.

Korhange-Begue, Claude : "La Chanson du Mal-Aime" d*Apollinaire -

essai d'ana^lyee structuralo ©t stylistique,

Paris, 1970, Minard, (Bibliothe iue des Lettres

Modernes, no 18)

Moulin, Jeanine : Manuel podtique d*Apollinaire, Paris,1938, Les

Cahiers du Journal des Pobtes.

Newraan-Gordon, Pauline : Laforsue-Corbibre-Apollinairo ou le Rire

en Pleura, Paris,I964, Debresse.

Olivier, Fernanda : Picasso at ses a;.iis, Paris, 1933, Stock.

Pia, Pascal : Apollinaire par lui-mS.;.e , Paris,I934, Seuil.

Roques, Mario : Etudes de aitteruture Pranyaiso, Geneva,1949, iiroz.

Kouv yre, Andre : Souvenirs de Son Commerce, Paris I92I, Croat

Apollinairej Paris, 1945, N.R.F.

Apollinaire, Paris,1932, Ed. Raison d*Etre.
Amour ot pdsie d*Apollinaire, Paris,1955, Seuil.

salmon, Andre : Souvenirs suns Fin. Vols.1,2,3. Paris,1955-56,

Gallimard.



481

Soupault, Phillipe s Guillaume Apollinaire ou les Reflets de

I'incendie, Paris,1926, Cahiers du Sud.

Steegmuller, Francis : Apollinaire Poet Arao'g <; The Painters,

New York;1963, Farrar, Strauss & Co,

London - Rupert Hart Davis.

Taupin, R. &

Zukofski, L. : Le Style d'Apollinaire, Paris,1934, Les

Presses Modernes.

Vlaminck, Maurice de : Portraits avant deces, Paris,1943,

Flammarion.

SECTION FOUR : OTHER WORKS OF INTEREST

Aegerther, Emmanuel &

Labracherie, Pierre :Au temps de Guillaurae Apollinaire, Paris^
1946, Julliard.

Alberes, Rene-Marill : Bilan Literaire du XX e siecle, Paris,

1956, Aubier.

Aragon, Louis s Chronique du Bel Canto, Geneve, 1947, Skira.

Arbour, Rome : Les Revues Litteraires Ephemeres Paraissant

a Paris entre I90O et I9I4 - Reperoire Des-

criptif, Paris, I956, Corti.

Balakian, Anna s Literary origins of Surrealism, New York,

1946, King's Crown Press.

Berge, Andre : L'Esprit de la -^itterature Contemporaine,

Paris, I929 Plon.



40^

Billy, Andre : L'Epoque 1900, Paris 1954» Tallandier.

L'Epoque Contemporaine, Parity 1956, Tallandier,

Bonneuu, Georges : _.e Symbolism© dans la poesie franjaise contem¬

poraine, ParisrI930, Boivin.

Clancier, G-E:

Clouard, Henri t

Panorama Critique do Rimbaud au Surrdalisme,

Paris > 19 33, Sac'Hers •

La Poesie .Pran^aise, Paris, i924, Gauthier-
Villars.

Histoire de la Litterature Fran^aise du Sym¬

bolism© h noa Jours , Paris>1947—49» Albin—Miohel,

Cornell, Kenneth : The Post—Symbolist Period, Hew Haven 191$,

Yale Univ. Press.

Ddcaudin, Miohel : La Crise dos tfal urs Symbolistes, Toulouse,l960,

Edit. Privat.

Derieux, Henri s

Divoire Fernand:

Pay, Bernard :

La Poesie Pranjaise Contemporaine (1853- 1933)

PoriSj1935> Mercure de France.

Le Symbolism© —Son Influ nee Sur la P<odie

d' Aujouru'hui, Pans, I914.

Panorama de la Litterature Pranyaise Contempo—

raino, Paris,1926, Kra.

Fontainas, Andre : Bans la Litfnee d« ""audelaire, Paris,1930,

Kouvelle Revue Critique.

Tablea-^u de la Poesie Pran^aise d'Aujourd'hui,

Paris?I93I, Nouvelle Revue Critique.

Fort, Paul & , Kistoiro de la Poesie Franjaise depuis 1850,

Mandin, Louis Paris, 1927 Flammarion.



Gossez, A-M. :

Gregh, Fernar.d :

Groos, Rene <&

True, Gonzague :

483

Poosie du XX e sibcle, Paris ,1935» Figaifere.

Portia.Lt de la Poesie Moderns, de Rimbaud

a Valery, Paris,1939, Delagrave.

Les Lettres (Tableau du XX e siecle 1900 -

1933» no 4) Paris, 1934» DenSl et Steele.

Hauteceour, Louis : Peinture «t uitterature en France, Paris,

1942; Colin.

Henriot, Smile ; De Lamartine a Valery, Lyon, 195b, Lardanchet

Mattres d'iiiar et Contemporains, Paris,1955,

A. Michel.

Xahnweilor, D. : Juan Gris, Paris, 1946, Gallinard.

Lalou, Rnne 2 Histoire de ia Litterature Pran^aise Contem-

poraine, Paris, 1922, Ores.

Lemattre, Georges ; Prom Cubism to Surrealism in French ■"iterature,

Cambridge (mass.) I94I, harvard University Pr ss.

Lievre, Pierre :

Massis, ■uenri :

Esquisses critiques 2 vols. Paris,1921-26, Le

Divan.

Jugements, 2 vols. Paris, 1923 ( Plon.

Montfort, Sugbne 2 25 ans de Litterature Pransaise, 2 vols. Paris^

1927, Librairie de France.

Porche, Pranjois : Pootes Franjais depuis verlaine, Paris, 1924

Kouvelle Revue Critique.

Raymond, Marcel : De Baudelaire au Surrealisms, Paris,1953, Correa,



484

Royere: , Jean : Frontons, Paris,1932, Scheree.

Senechal, Christian s lies GrancLs Courants de la Litterature

Franyaise Contemporaine, Paris,ly34,

Waifere.

Shattuck, Roger : The Banquet Years, New York,ly58, Harcourt

Brace & CO.

Simon, P—H. : Hiatoire de la Litterauturo Franyaise Contem¬

poraine, Paris>1956, Arraand Colin, 2 vols.

Soupault, Philippo : Profils perdus, Paris, 1)6$, Karvura de France.

SECT1011 FIV^; PERIODICALS DEVOTED I'O APOLLINAIHE

Sic, Nos 37-391 January-February I9I9.

Vient de Paraltre, No. 24. 15fh November 1923.

L'Bsprit Nouveau, No. 26. October I924.

Images de Paris, Nos. 49-50, January-February 1924.

Nos 56-5^» September-October 1924.

Presence d'Apollinaire (Paris) Galerie Breton, December 1943 -
January 1944#

Rimes et Raison, Paris, Editions do la fete Noire, I946.

La Table Ronde No 57» September 1952.

Le Flaneur des Deux Rivos (Bulletin d'Etudes Apollinairiennea)

Nob 1-8, March 1954-Septomber-D comber 1955»

La Revue des Sciences Humaines, Ho 83, October-December 1958.

La Revue des Lettres Mod rnus (series on Apollinaire) 1962 -1972,

Annually.

Europe, November-December I966.



485

BIBLIOGRAPHY i LIST OF OMISSIONS

SECTION THREE

Fonteyne, Andre' s Apollinaire Prosateur, Paris, 1964, Nizet.

SECTION FOUR

Chagall, Marc I Ha Vie, Paris, 1957, Stock. (Translated from the

Russian by Bella Chagall).


