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PREFACE

It is impossible to overvalue the importance of literature in the intellectual, emotional, and spiritual
evolution of humanity. Literature is that which both lifts us out of everyday life and helps us to better
understand it, Through the fictive life of an Emma Bovary, a Lambert Strether, a Leopold Bloom, our
perceptions of the human condition are enlarged, and we are enriched.

Literary criticism is a collective term for several kinds of critical writing: criticism may be normative,
descriptive, textual, interpretive, appreciative, generic. It takes many forms: the traditional essay, the
aphorism, the book or play review, even the parodic poem. Perhaps the single unifying feature of
literary criticism lies in its purpose: to help us to better understand what we read.

The Scope of the Book

The usefulness of Gale’s Contemporary Literary Criticism (CLC), which excerpts criticism on current
writing, suggested an equivalent need among literature students and teachers interested in authors of
the period 1900 to 1960. The great poets, novelists, short story writers, and playwrights of this period
are by far the most popular writers for study in high school and college literature courses. Moreover,
since contemporary critics continue to analyze the work of this period—both in its own right and in
relation to today’s tastes and standards—a vast amount of relevant critical material confronts the
student.

Thus, Twentieth-Century Literary Criticism (TCLC) presents significant passages from published
criticism on authors who died between 1900 and 1960. Because of the difference in time span under
consideration (CLC considers authors living from 1960 to the present), there is no duplication between
CLC and TCLC.

Each volume of TCLCis carefully designed to present a list of authors who represent a variety of genres
and nationalities. The length of an author’s section is intended to be representative of the amount of
critical attention he or she has received in the English language. Articles and books that have not been
translated into English are excluded. An attempt has been made to identify and include excerpts from
the seminal essays on each author’s work. Additionally, as space permits, especially insightful essays of
a more limited scope are included. Thus TCLC is designed to serve as an introduction for the student of
twentieth-century literature to the authors of that period and to the most significant commentators on
these authors.

Each TCLC author section represents the scope of critical response to that author’s work: some early
criticism is presented to indicate initial reactions, later criticism is selected to represent any rise or fall in
an author’s reputation, and current retrospective analyses provide students with a modern view. Since a
TCLC author section is intended to be a definitive overview, the editors include between 30 and 35
authors in each 600-page volume (compared to approximately 75 authors in a CLC volume of similar
size) in order to devote more attention to each author. An author may appear more than once because
of the great quantity of critical material available, or because of the resurgence of criticism generated by
events such as an author’s centennial or anniversary celebration, the republication of an author’s works,
or publication of a newly translated work or volume of letters.

The Organization of the Book

An author section consists of the following elements: author heading, biocritical introduction, principal
works, excerpts of criticism (each followed by a citation), and, beginning with Volume 3, an annotated
bibliography of additional reading.

® Theauthor heading consists of the author’s full name, followed by birth and death
dates. The unbracketed portion of the name denotes the form under which the author
most commonly wrote. If an author wrote consistently under a pseudonym, the
pseudonym will be listed in the author heading and the real name given in parentheses
on the first line of the biocritical introduction. Also located at the beginning of the
biocritical introduction are any name variations under which an author wrote,
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including transliterated forms for authors whose languages use nonroman alphabets.
Uncertainty as to a birth or death date is indicated by a question mark.

® The biocritical introduction contains biographical and other background in-
formation about an author that will elucidate his or her creative output. Parenthetical
material following several of the biocritical introductions includes references to
biographical and critical reference series published by the Gale Research Company.
These include Dictionary of Literary Biography and past volumes of TCLC.

e The list of principal works is chronological by date of first book publication and
identifies genres. In the case of foreign authors where there are both foreign language
publications and English translations, the title and date of the first English-language
edition are given in brackets. Unless otherwise indicated, dramas are dated by first
performance, not first publication.

® (Criticism is arranged chronologically in each author section to provide a
perspective on any changes in critical evaluation over the years. In the text of each
author entry, titles by the author are printed in boldface type. This allows the reader to
ascertain without difficulty the works discussed. For purposes of easier identification,
the critic’s name and the publication date of the essay are given at the beginning of each
piece of criticism. Unsigned criticism is preceded by the title of the journal in which it
appeared. For an anonymous essay later attributed to a critic, the critic’s name
appears in brackets in the heading and in the citation.

e A complete bibliographical citation designed to facilitate location of the original
essay or book by the interested reader accompanies each piece of criticism. An asterisk
(*) at the end of a citation indicates the essay is on more than one author.

e The annotated bibliography appearing at the end of each author section suggests
further reading on the author. In some cases it includes essays for which the editors
could not obtain reprint rights. An asterisk (*) at the end of a citation indicates the
essay is on more than one author.

Each volume of TCLC includes a cumulative index to critics. Under each critic’s name is listed the
author(s) on which the critic has written and the volume and page where the criticism may be found.
TCLC also includes a cumulative index to authors with the volume numbers in which the author
appears in boldface after his or her name. A cumulative nationality index is another useful feature in
TCLC. Author names are arranged alphabetically under their respective nationalities and followed by
the volume number(s) in which they appear.

Acknowledgments

No work of this scope can be accomplished without the cooperation of many people. The editors
especially wish to thank the copyright holders of the excerpts included in this volume, the permission
managers of many book and magazine publishing companies for assisting us in locating copyright
holders, and the staffs of the Detroit Public Library, University of Detroit Library, University of
Michigan Library, and Wayne State University Library for making their resources available to us. We
are aiso grateful to Michael F. Wiedl] 111 for his assistance with copyright research and to Norma J.
Merry for her editorial assistance.

Suggestions Are Welcome

Several features have been added to TCLC since its original publication in response to various
suggestions:

® Since Volume 2—An Appendix which lists the sources from which material in the
volume is reprinted.

® Since Volume 3—An Annotated Bibliography for additional reading.
e Since Volume 4— Portraits of the authors.
¢ Since Volume 6—A Nationality Index for easy access to authors by nationality.

If readers wish to suggest authors they would like to have covered in future volumes, or if they have
other suggestions, they are cordially invited to write the editor.
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Guillaume Apollinaire
1880-1918

(Born Wilhelm Apollinaris de Kostrowitzki; also Kostrowitski,
and Kostrowitzky) French poet, dramatist, critic, short story
writer, and novelist.

A quintessential modernist, Apollinaire is one of the most im-
portant poets of the early twentieth century. His career, de-
spite its brevity, spanned such nineteenth-century literary
movements as symbolism and such twentieth-century move-
ments as futurism and cubism. During various periods his
work shows affinities with each of these movements. Apolli-
naire was, however, more than an artist formed by trends and
traditions, for he himself helped to shape the modernist schools
that followed him.

There is a significant relationship between Apollinaire’s life
and his work. According to most sources, he was born in
Rome, the illegitimate son of a Polish mother, and spent much
of his youth traveling around Europe before finally settling in
Paris. With such a background he developed a cosmopolitan
outlook and became fascinated with a variety of studies. His
interest in art, for example, led to his becoming a significant
critic and early promoter of the cubists. He mixed with a
bohemian group of artists which included Picasso and Marcel
Duchamp, and he became himself an offbeat model of the
definitive bohemian. Apollinaire had always lived somewhere
on the fringe of a stable society, and at one point he was
unjustly imprisoned in connection with the theft of the Mona
Lisa. This experience was expressed through a series of poems
written during his incarceration, one example of the autobio-
graphical element in his writing. Another example of the re-
lationship between Apollinaire’s art and life is the wartime
poetry chronicling his duty at the front during World War 1.
A head wound sent him back to Paris, where he died on
Armistice Day of influenza.

Apollinaire’s earliest publication, L’enchanteur pourrissant and
L’hérésiarque et cie, are collections of short stories which ex-
hibit a major trait of all his subsequent works: the unrestricted
use of imagination. Fantastic characters and situations are
used freely throughout these stories. Like the symbolist writers
before him, Apollinaire repudiated the realistic approach to
writing and the limits it imposed. But rather than following
symbolism’s self-imposed exile from everyday reality, Apol-
linaire’s works display a whole-hearted attempt to confront
and transform wordly experience in all its aspects, from the
advancements of technology to the tragedies of war. As Anna
Balakian has observed, Apollinaire’s ambition was ‘‘to change
the world through language.’”” Among the author’s other works
of fiction, the novel Le poéte assasiné (The Poet Assasinated)
introduces the poet as a creator of new worlds, a role that
Apollinaire himself took on in his major works, the poetry
collections Alcools and Calligrammes (Calligrams).

Both Alceols and Calligrams are notable for their stylistic ex-
perimentation and the novelty of their themes. Apollinaire
based many of his poems on subjects not often treated in
serious poetry before him, particularly subjects from contem-
porary life. He also treated traditional poetic themes, such as
the poet’s experience of war or romance, in ways that ex-

pressed an astonishing willingness to contemplate the severest
emotions from new points of view. However, Apollinaire’s
unique and liberating sense of humor serves more to clarify
rather than diminish the poignancy of his often tragic themes.
He frequently achieves this effect through the stylistic inno-
vations which a number of critics view as his most significant
contribution to modern poetry. Apollinaire’s first major col-
lection of poetry, Alcools, was in many ways traditional in style
until, at the last moment, he instructed the printer to leave
all punctuation out of the manuscript. The stylistic result is
apparent throughout the works of poets writing after Apolli-
naire. In addition to its technical importance, Alcools contains
what critics regard as Apollinaire’s most successful individual
poems, such as ‘“Zone”’ and ‘‘La chanson du mal-aimé’’ (“‘Song
of the Ill-Beloved’’), which transcribe the full range and com-
plexity of their author’s vision.

When Apollinaire returned to Paris after his service in the
First World War, he saw the staging of his drama Les mamelles
de Tirésias (The Breasts of Tiresias). After considering other
designations for the play, he finally subtitled it a drame sur-
realiste. This epithet was later adopted by the surrealists to
describe their delirium-like approach to art and experience,
Throughout Apollinaire’s works, from his concrete poems
written in the shape of various objects to pornographic extra-
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vaganzas like Les onze mille verges (The Debauched Hospodar),
there exist numerous examples of those artistic traits which
lead the surrealists and other literary experimentalists to claim
him as one of their predecessors. Undoubtedly the most out-
standing quality of Apollinaire was his constant vitality and
his willingness to take risks. It is perhaps this spirit that makes
Apollinaire’s name synonymous with literary innovation,

(See also TCLC, Vol. 3.)

PRINCIPAL WORKS

L’ enchanteur pourrissant (short stories) 1909
L’ hérésiarque et cie (short stories) 1910

[The Heresiarch and Co., 1965; also published as The
Wandering Jew, and Other Stories, 1967]

Le bestiaire; ou, Cortége d’ Orphée (poetry) 1911
Alcools (poetry) 1913

[Alcools, 1964]
Méditations esthétiques: Les peintres cubistes (criticism)

1913
[The Cubist Painters: Aesthetic Meditations, 1913
Le poéte assassiné (novel) 1916
[The Poet Assassinated, 1923]
Vitam impedere amori (poetry)
Calligrammes (poetry) 1918
[Calligrams, 1970]
L’ esprit nouveau et les poétes (essay) 1918
Les mamelles de Tirésias (drama) 1918
[The Breasts of Tiresias published in journal Odyssey,
1961]

1917

La femme assise (novel) 1920
Ilya (poetry) 1925
Les onze mille verges (novel) 1948

[The Debauched Hospodar, 1953]
Couleur de temps (drama) 1949

S. A. RHODES (essay date 1938)

[Apollinaire] wanted his Calligrammes to speak to the eye as
well as to the mind and the senses. He carved some of them,
accordingly, in the shape objects assume and suggest in the
universe. But behind this external semblance lies concealed an
inner image of the poetic reality they emulate and contain. The
reader must unveil every poem for himself. His heart-shaped
poem Coeur resembles a candle-flame burning upside down;
his &illet exhales the perfume of a carnation, and is fashioned
like a flower; his Jet d’Eau imitates the graceful cascade of a
fountain. Its syllables echo the melancholy swash of falling
waters. (p. 303)

Some of his Calligrammes seem to be composed with discon-
nected images. The imagination must leap from one to the
other, perform somersaults that contradict the laws of logic
and academic gravity. Others are told in a tone of confidence,
seeming to have sprung without premeditation from a conver-
sation, a promenade in the countryside, a ride along the bou-
levards. He aimed to bridge the distance that divides poetry
and daily living. He did not seek to put into figurative speech
the formless aspects of things he conceived, however. He knew
the limitations of his typographical innovations. ‘‘They are an
idealization of free-verse,”” he declared, and a typographical

12

precision at a time when typography is ending its career bril-
liantly, at the dawn of other means of expression through the
phonograph and cinématograph.’”” He believed, nevertheless,
that they afforded a new sensibility a means of expressing itself
anew. Croniamantal, the hero of his novel Le Poéte assassiné,
writes his last poem in regular verse as

Luth
Zut!

and immediately after he composes his last irregular poem also,
so as to break with all verse. He wished to do away with all
rthetoric and formalism in art. He did not apologize for his
seeming verbal eccentricities, or for their shortcomings. ‘It is
the first book of its kind,”” he observed regarding Calli-
grammes. ‘‘Others will follow on the road to perfection.’” To
the very end of his life he held firmly to this faith. “‘If I end
my experiments,”” he confided to André Billy, ‘‘it will be
because I shall have become weary of being treated as a scat-
terbrain, for innovations seem absurd to those who are satisfied
to languish in a rut.”” (pp. 303-04)

Of the two novels Apollinaire wrote, the better known, Le
Poéte assassiné, is a social travesty of Rabelaisian quality and
intensity, more Quixotic, and closer to the heart of the poet
than any of his other prose writings. This tale of the mock-
heroic massacre of the poets is especially interesting on account
of the light it throws on the inner inquietude and pessimism
of the poet. ‘‘Real glory,”’ bellows Horace Tograth, the an-
tagonist of the poet in the novel, ‘‘has forsaken poetry for
science, philosophy, acrobratics, philanthropy, sociology, etc.
There is no more room for poets in modern society. The prizes
awarded to them belong to the workers, the acrobats, the phi-
lanthropists, the sociologists, etc. Let them disappear. Lycur-
gus banished them from the Republic; let them be banished
from the earth.”” Thus begins, in the story, the massacre of
the innocents, until all are killed, including its hero Cronia-
mantal, save the prince of poets who, being held in protective
imprisonment, escapes death, and is present, later, at the un-
veiling of a statue to the memory of the martyred Croniamantal.

The other full novel of Apollinaire, La Femme assise, presents
picturesque side-pictures of the Montpamasse of the post-war
era. Aside from that, it reveals the poet’s proneness for ro-
manesque situations. It is a patchwork of whimsical and bizarre
yarns which are darned together with difficulty. The tales col-
lected in PHérésiargue et Cie, and in the volume that contains
Le poéte assassiné, are of a higher calibre. They are truculent
narratives of heretics and lunatics, of knavery and mystery.
Here the exotic and prosaic, the ironic and melodramatic min-
gle together to form a strange panorama of society on the verge
of a chimerical reality. They recreate the spirit and atmosphere
of Villiers de I'Isle-Adam’s Contes cruels, and are worthy of
being classed beside them. (pp. 305-06)

Apollinaire associates his sentimental journey with the varie-
gated spectacle of life in the adolescent years of the century.
His poetry becomes in turn a multicolored reflection of that
multifarious reality. His intellectual and emotional nimbleness
and alertness commingle to set off the fireworks of his creative
imagination. He sees everything, senses everything, experi-
ences everything. In consequence, his inspiration is multiple,
ever new and refreshing. He fuses and confuses the lines of
demarcation artificially erected between social and poetical
territories. His field lies in the ferra incognita of art, where
he sows the seeds of his earthly captivity, and where he harvests
strange flowers that may seem to the alien in spirit like hybrids
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between lovely orchids and some forbidding cacti. He remains
a passionate poet, mindful of the machanism of daily activities,
and yet courageously faithful to his poetic pilgrimage. For there
is enough routine in life to mould or distort the human heart.
His poetry is the expression of a vibrating mode of life, a
restatement of its ultimate and potent values. it represents a
genuine attempt to create a form of simultaneous lyricism—
globular, integral, mystical. It is an illustration of that ‘‘re-
organization of lyricism,”” he wished to engineer, that ‘‘inner
restraint’”” he advocated, that “‘surrealism’ which he finally
introduced into the poetic vocabulary, in contrast to the ‘‘sur-
naturalism’’ embraced by the previous generation of poets.

The ways of the poet within this ‘‘inner restraint’’ are not
always smooth or easy to tread upon. His poems are often like
fabulous, beautiful conches. The creatures that were lodged in
them once upon a time have escaped, some with cries of pain,
others humming unearthly strains. Something of their melodies
has continued to vibrate within their spiral chambers. The wind-
ing, inner ways of Apollinaire’s poems, the vowels and con-
sonants that wall them, have likewise retained for ever the echo
of the music he has sung into them. Placed against our mind’s
ears, they resound with a harmony of exquisite timbre, though
they may seem, indeed, bizarre to the external eye.

Apollinaire composes a music in the necromantic laboratory
of his sensibility disturbing alike to the glossaries of men and
to their tranquillity. His imagination sails upon a sea of restless
quests, and his words, like sea-foam, swell upon a sea of
restless quests, and his words, like sea-foam, swell over its
waves, rhythmically, unfathomably escaping towards unseen
shores. (pp. 306-08)

He felt he was the mouthpiece of his age. He invented new
sounds, new voices, drawn from body and heart, from earth
and sky. He mixed the elements of this alchemy with cunning
witchery. And he brought out of his inner fire a magic gold
that was held to be counterfeit in the outworn exchange of
versifiers. But underneath his strangely alluring alloy glitters
a metal that would find currency in Parnassus. (p. 308)

S. A. Rhodes, “‘Guillaume Apollinaire,”’ in The French
Review (copyright 1938 by the American Association
of Teachers of French), Vol. XI, No. 4, February,
1938, pp. 303-19.

DAVID 1. GROSSVOGEL (essay date 1958)

Guillaume Apollinaire appended a foreword to a previously
written play of his own, Les Mamelles de Tirésias. . . . Though
couched amidst irrelevant remarks about Malthusianism, this
preface attempted more than merely to raise some cheerful
nonsense to the level of a pamphlet: it was in effect Apolli-
naire’s ars dramatica.

The preface begins as a protest—and at first, the very protest
seems anodine. Apollinaire wants to lift the theater out of the
rut into which it has fallen because of vulgar naturalism. Ref-
erence is made to the successors of Victor Hugo and to the
vacuity of subsequent *‘‘local color,’” the inevitable pendant of
that skillful deception—naturalism—which Apollinaire wishes
to supersede. In this phase of its development, the author’s
theory is too negatively circumscribed to afford much promise.
Indeed, Jeanine Moulin (Guillaume Apollinaire: Textes inédits
. . .) reminds the modern reader that this drame surréaliste
which today enjoys a cognomen that has gathered literary fame,
was to have been labeled simply surnaturaliste; Pierre Albert-
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Birot, Apollinaire’s publisher, suggested the more ambiguous
term surréaliste whose implied extensions proved so felicitous.

But the suggestive word benefits even the theorist, and in
calling for a return to ‘‘nature,’’ though stipulating that this
never be through servile imitation, Apollinaire finds his de-
scription adumbrating an esthetics: ‘‘When man wished to im-
itate walking, he fashioned the wheel that in no way resembles
a leg. He thus achieved surrealism without knowing it.”* The
theorist is now ready to turn from controversy to the devel-
opment of his own concepts. He finds that a more viable drama
will strive to concern itself with its own particular esthetics
rather than with the usual surface imitations of life. . . . [Apol-
linaire] is discovered demanding of the theater essentially what
Antonin Artaud (Le Thédtre et son double . . ) was to for-
mulate: ‘‘The theater will be able to become itself again—that
is to say, a means of providing true illusion—only by giving
the spectator genuine dream precipitates.”’

Since the drama will be an essential and collective experience
rather than a game made posible because of coincidentally
valid facets (repeatedly, in preface and prologue, Apollinaire
warns against trompe-l’oeil shallowness), the audience will be
drawn into the dramatic rite. He mentions as a hoped-for means
of achieving this integration a double theater in the round, one
that will bound the spectators from without as well, through
an external, circular stage.

This theater, not about life but generating instead a life truly
its own, will reject the strictures of any one genre. Such is
anyway the author’s cast: ‘It is impossible for me to decide
whether or not this drama is serious. [. . . ]I preferred to allow
a free flow to that fantaisie which is my way of interpreting
nature, fantaisie, which, according to the days, evidences vary-
ing degrees of melancholy, satire or lyricism.’” The word fan-
taisie is a felicitous one—the conscious author assumes the
mantle which he and his public know to be his and suggests
through the word those qualities of imaginativeness, conceptual
freedom, spontaneity, and surprise found in his poetic opus. . . .
That Apollinaire’s artistic climate indeed required that fantaisie
alluded to, is confirmed by the withering of subsequent drama
which was not granted such a climate. In Couleur du temps,
‘‘Drama in Three Acts and in Verse’’ . . . there remains little
more than the author’s war-inspired and maudlin sentiment.

Couleur du temps sends the prophetic poet Nyctor, a scientist,
and a magnate in a plane-born quest for Peace. Protracted
stopovers on a battlefield to rescue the mother of a dead soldier,
and on a desert island to snatch away a repentant criminal, fail
to prevent the discovery of Peace—a beautiful woman encased
in a polar ice-block, ‘‘this peace so white and beautiful / So
still and, in a word, so dead,’”’ over whom the four men fight
and die. Many of the symbols are familiar: their neoteric had
been the poet Apollinaire’s for many years; the visionary Nyc-
tor is the chanter of La Chanson du mal-aimé and “‘La Jolie
Rousse’’; the plane has already appeared in ‘“Zone,’’ etc. But
those unredeemed symbols now remain solemnly pedestrian.
Nyctor is earthbound through partisan concemns; the plane,
whose modemism no longer stuns nor uplifts, has become
merely an unwieldy conveyance; the island from which ““le
solitaire’’ is removed, although it is hopefully anticipated as
harboring ‘‘Serpents and also poetical monsters / Which we
shall invent in order to please you’’ is a flat and moralizing
landscape alongside that of ‘‘Onirocritique.”” Mavise, la fi-
ancée, a momentary echo of the already saddened poet in ‘‘La
Jolie Rousse,” protests: ‘ “Though drunken with a will to fight /
They would compel me to accept / The ignominious and sad
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peace / That blankets this deserted isle,”” but she is rapidly
sacrificed as merely a woman to Nyctor and remains in the
end a useless and passive commentator.

Apollinaire claims to have written all but the prologue and the
last scene of Les Mamelles de Tirésias in 1903. The life and
color which it evinces by comparison with Couleur du temps
place it at any rate before the tragic spring of 1916. The title
suggests the pertness and the ambiguity of the play: Thérése’s
breasts fly out as toy balloons that she might shed her wom-
anhood and become a ‘‘man’’—Tirésias. Her husband, the
moralizing force in this play concerned with repopulation, then
takes over the duties of child-bearing, a task he prolifically
accomplishes only to have a more subdued Thérése return to
him as the curtain falls.

[Pascal Pia (Apollinaire par lui-méme)] notes that in chapter
IV of Apollinaire’s Le Poéte assassiné . . . , the embryo of a
similar plot had been sketched. . . . (pp. 30-3)

The same novel, in which a Lacouff first appears (he does so
later in Les Mamelles), also contains a number of other bur-
lesque outlines whose purpose is to ridicule the then prevalent
forms of drama. In these outlines, the author is merely spoof-
ing, albeit with verve reminiscent of Jarry. . . . However, in
transferring such a satirical outline to the full dimensions of
the stage, Apollinaire has had to shift his sights. What had
been a simply destructive protest will now attempt to be con-
struction as well: the protest gives way to the exemplar. Whereas
the spurious plot outline merely pretends to be a play in order
to mock real plays, the real play now created by Apollinaire
will seek substance, in conformity with the ideals of the pref-
ace—from within itself rather than through parody. It might
not be amiss to note here that Apollinaire’s third and last dra-
matic attempt extant, Casanova . . . , which is called comédie
parodique, fails, betraying in its very title the substance of
those ideals. Casanova was to have been the libretto for a comic
opera, an episode drawn from the Italian adventurer’s life, and
as such, the pastiche of an I[talianate genre which Apollinaire
might have remembered from the pre-war days when he had
written Le Thédtre italien. . . . Perhaps the subdued author of
Vitam Impendere Amori . . . was consciously seeking else-
where an effervescence no longer in him. Whether or not such
speculation be valid, the contrived and glossy fun of Casanova
remains bookish and static even in its sallies: the promise of
the stage has not been fulfilled.

In Les Mamelles de Tirésias, Apollinaire has chosen laughter
from the start, the indecision of his preface notwithstanding.
Pascal Pia, who believes that Les Mamelles was written in 1916,
bases a part of his evidence on a tone which he finds reminiscent
of the first poems of Calligrammes. Availing himself of a fun-
seeking device at least as old as Aucassin’s visit to Torelore,
Apollinaire has retained, as in his comic sketch, the inversion
of sexual functions. In line with this facetious mood, the play
favors puns, elementary figures of intellectual laughter, which
it occasionally strings out at length. . . . (pp. 34-5)

Apollinaire acknowledges in his preface that he would have
no objections to formulate were even the comic elements to
gain the upper hand. . . . He takes note of accusations ac-
cording to which he has availed himself of ineans used in revues
and defends himself against these accusations, but only ca-
sually, as he has no fundamental objection to them either.

However, whether Apollinaire’s comic ambivalence be gen-
uine or simply retrospective, his humor eventually acquires
other dimensions; the play is quite obviously not simply a
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revue. The puns, while still at the intellectual level, partake
of multiple extensions: in II, iv, for example, the scéne-Seine
play on words indicates universality as well as dramatic essence
and condensation. In so doing, it echoes the fundamental equi-
voque of the entire play which is laid in Zanzibar (frequently
identified with Paris by participants), a city that derives its
name from a homonymous dice game whose attribute is the
megaphone shaped like a huge dice box and used by various
actors at intervals throughout the play. The pun upon which
the physical locus of the play is established has moved, like
that of its hero, beyond mere intellectual oscillations—it truly
partakes of two inherencies.

Such devices, if they merely seek to extend the fun-making
into new dimensions, and properly scenic ones, are innocuous
enough. However, Apollinaire’s preface speaks of *‘sufficient
newness to shock and rouse to indignation.’’ The word “*strik-
ing’’ is used to designate the new esthetics that aim at a spec-
tator ‘‘struck.’’ Shock is indeed a mechanism of laughter—
just as newness is concomitant with artistic transmutation. But
neither requires outrage to the beholder. Artistic newness is a
re-creation in which the spectator participates, and the shock
that leads to mirth is sufficiently mild to be overcome through
laughter. Thus the implications of Apollinaire’s troubled
awareness are not that the experiment might fail, making its
author merely another writer of farces, but rather that the farce
might prove unable to disguise the perpetration of new modes.
At this level the mirth shields a revolutionary, someone who
wishes to upset, whose voice, when it sought no protective
mask, had pleaded in ‘‘La Jolie Rousse’’: ‘‘Pity on us forever
struggling at the brink / Of the unbounded and of what is yet
to come.”’

This is the voice that had elevated all things surprising, the
new and the unknown, to the level of an esthetics and whose
literary testament, L’Esprit nouveau, was read by Apollinaire
in 1917: ““The new spirit is also to be found in the astounding.
The astounding is that which is most alive and most fresh in
that spirit.”” Few of Apollinaire’s commentators have failed to
note his motto *‘I astonish’’—one spoken evidently in full
cognizance of its etymon.

The theater is quite properly a place of wonderment and, there-
fore, developing a genuinely theatrical esthetics might indeed
have been for Apollinaire not only a congenial but a fruitful
issue. Thérese’s breasts flying out to the audience (and later,
as the curtain comes down, being tossed out as plentiful rubber
balls to that audience) gave evidence of the author’s concerns.
Whereas Jarry’s initial shock had suddenly severed stage and
audience, this action allows Apollinaire a mechanism of sur-
prise while at the same time it facilitates psychological com-
munication across the footlights (all this quite apart from the
cumulative effect of the sexual note which must certainly have
been hoped for by the author of Ombre de mon amour). The
audience thus intimately participant was the one for whom the
theater in the round had been planned. (pp. 36-8)

Avowedly, the play is a cubist experiment, one that came to
life under the sponsorship of the cubist publication Sic. . . .
[Marcel Adéma] recalls how a certain number of cubist painters
disavowed Apollinaire after the performance, accusing him of
having ridiculed them. This particular protest is curious in view
of the close contact Apollinaire had enjoyed with so many of
the group and its sympathizers, like Picasso, Braque, Chirico,
Picabia, and the many articles he had written for Les Soirées
de Paris on behalf of the new school. These articles, gathered
in 1913 and published as Les Peintres cubistes (originally titled
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Méditations esthétiques) contain some of the first and more
perceptive definitions of cubism attempted hitherto.

Apollinaire first defines the new movement’s program—meth-
ods and aims:

Wishing to attain dimensions of the ideal, no
longer limiting themselves to humanity, the
young painters offer us works that are more
cerebral than sensual.

What makes cubism different from the old style
of painting is the fact that it is not an imitative
art but a conceptual art striving to achieve cre-
ation.

He sees four tendencies of this new art, or better, two paths
of what he calls the art pur and two others of a trend that fails
to merit that denomination. Among the genuine art forms are
scientific cubism and orphic cubism. Scientific cubism strives
to create new artistic entities with elements derived not from
the ‘‘reality’’ of vision but from the reality of a true knowledge.
Orphic cubism substitutes, for the essentially factual compo-
nents of scientific cubism, components entirely created by the
artist though endowed by him with vital “‘reality.’’ To further
delineate these two art forms, their anti-forms are also de-
scribed. Corresponding to a debasement of scientific cubism
is physical cubism built with elements merely understood by
the eye, while orphic cubism gives way, at an inferior level,
to instinctive cubism, which is the compound of shapes created
by an artist lacking either fundamental artistic perception or
belief. (p. 38)

How close the positive aspects of this program are to the dra-
matic ideals set forth in the preface of Les Mamelles need hardly
be emphasized. Picasso is naturally cited as an exponent of
both scientific and orphic cubism and the reference to Picasso
in Apollinaire’s play as the author of ‘‘a canvas that moves”’
calls to mind the fact that, in turning to the stage, Apollinaire
had tried to create a play ‘‘that moves.”’ Properly speaking,
Les Mamelles de Tirésias is an attempted cubist drama, one that
will, in conformity with the cubist esthetics, reject imitation
for creation and hope to achieve thereby an artistic truth derived
from the medium itself. (pp. 38-40)

This attempt to give an additional dimension to the reality of
the canvas, one already evident in Cézanne, undoubtedly ac-
counts for the meaning of ‘‘a canvas that moves.”’ And in this
way, the puns alluded to (scéne-Seine, Zanzibar, etc.) attempt
first an intellectual and then an artistic oscillation between the
idea and the stage reality. However, in reference to the visual
demands of the stage, these intellectual or semi-intellectual
transmutations give way to wholly physical ones. Thus it is
that Thérese undergoes sexual changes on stage; that her hus-
band creates a baby reporter by mixing in his crib scraps of
things associated with the journalistic trade. . . . As ambiguous
as the ambivalent hero whose oscillations are visible on stage,
are those further modulations emphasized by the very voice of
the stage—most frequently by the ‘‘people’’ of Zanzibar, ac-
tually a sound-effects man (an obvious reminiscence of Jarry’s
stage theory) whose presence within the action creates and
cancels a number of the sounds which that action requires. (pp.
40-1)

Thus, the new drama was orphic, according to Apollinaire’s
definition, when its cubism established areas of ambiguous
intellectual inferences, and scientific when the stage relied on
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visual, mechanical tricks to implement its dramatic simultane-
ities.

The supreme achievement of this ambiguous art was to have
extended its area of ambivalence to include the audience in its
fluctuation. The supertheater in the round was to have been in
reality a single cubist unit—the play engulfing stage and au-
dience alike—of which the spectatress previously mentioned
remains a vestigial witness. It is ironic that this climactic aim
should have been in fact the undoing of the entire experiment.
The failure of Apollinaire’s cubist drama, whose esthetics were
s0 closely patterned on the successful experiments of the cubist
painters, was a failure to account for the basic differences
between the dramatic and other art forms. Indications of this
potential failure are deducible fairly early from the poet’s ex-
cessive cult of surprise. (p. 41)

[Apollinaire’s] experiment was fated, in common with all ex-
periments, to elicit first the laughter of the uninitiated before
being able to induce response. Such awkward laughter, born
of uneasiness rather than of assimilative triumph, must be im-
puted to Apollinaire himself if his sincerity (confirmed by his
cubist ethics and the dramatic esthetics of Jarry which Les
Mamelles so frequently illustrates) is to be credited. The inti-
mate experience which the theater in the round would have
anticipated, demanded first human presence and second, total
dedication. . . . Healthy laughter, already frustrated by the
absence of realistic surfaces, becomes spiritless or hostile through
such accumulative alienation.

In fact, the mechanical aspect of its performers slowly mires
the action of these two acts whose dynamism seldom appears
to stem from true spontaneity: the experimenter repeatedly be-
trays the comic author and the latter finds himself betrayed in
turn. Harbingers of laughter must offer an initial threat to the
intimate familiarity of spectator and actor: the figures of Apol-
linaire elicit at best mild admiration.

In Les Mamelles, the quest for laughter not infrequently dom-
inates the experiment and the play loses form. It is no longer
easy to understand readily why the husband speaks with a
distinctly Belgian accent off stage and loses it after he has
appeared. . . . It is hard thereafter to tell whether the original
performance had the gendarme and the journalist played by
women for any particular purpose or merely because of non-
chalance towards the over-all validity of the performance. One
inclines to the latter belief after having failed to find any es-
sential reason for their existence and noting the episodic form
of the play as it moves fitfully to its ineffectual conclusion.

One will likewise impugn the entire cubist experiment when
its devices are viewed as stage actions rather than illustrative
material for that experiment. Casanova, an undramatic stage
materialization of an aspect of the author’s earlier romanticism
(albeit presented as a pastiche) and Couleur du temps, the pon-
derous restatement of a number of conceits, point to the primary
failure of Les Mamelles: the failure of a drama to draw sub-
stance from its own soil. The failure is the more noticeable in
that, as a truly perceptive theorist, Apollinaire had understood
this dramatic necessity. The form of Les Mamelles de Tirésias
as it now exists would appear to be the instance of an initial
betrayal of the dramatist by the experimenter and thereafter
betrayal of the experimenter by the uneasy dramatist seeking
to disguise the experimenter’s excesses.

Upon such grounds, the dramatic experiment could not fructify:
the experimental is awkwardly obvious, surprise frustrates the
communion, mechanical artifacts inhibit the human. Even the
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farce is seldom funny, for unlike Jarry, whom Apollinaire
admired for his genuine truculence, the author himself seems
to have remained outside the circle of his synthetic creation.
And so the cubist drama remains an odd assemblage of dis-
jointed parts out of whose hermaphroditism the dream world
was to have soared. (pp. 44-6)

David 1. Grossvogel, ‘‘Les enfants terribles: Jarry,
Apollinaire, Cocteau,”’ in his The Self-Conscious
Stage in Modern French Drama (copyright © 1958
Columbia University Press; reprinted by permission
of the publisher), Columbia University Press, 1958
(and reprinted as 20th Century French Drama by
Gordian Press, 1967), pp. 19-67.*

L. C. BREUNIG (essay date 1964)

Mr. [C. A.] Hackett admits that in the work of Apollinaire
*‘there are individual verses, refrains and short lyrics which
have more than a period interest,”’ but he concludes that the
best work is ‘‘that which reflects the work of other and greater
poets, such as Villon, Rimbaud and Verlaine.”’

Such an evaluation is based, it seems to us, upon an oversim-
plification. . . . (p. 67)

Certainly the poetry of Apollinaire is more complex. It contains
elements, it must contain elements, which account for its con-
tinued appeal a half-century later. Without attempting . . . to
discuss them all we would like to examine a single but a very
essential element, or rather a tone in this poetry which would
seem to have considerable resonance in the nineteen sixties.
The contemporaries of Apollinaire, those of the * ‘banquet years,’
were not particularly sensitive to it, but thanks to Surrealism
we are able to hear it more clearly. It is the laughter of Apol-
linaire.

In 1940 Breton published his Anthologie de I’ humour noir, a
collection which in addition to such masters of ‘‘black humor’’
as Swift, Lichtenberg and De Quincey inciudes the Surrealists
Vaché, Rigaud, Dali, Prévert and, among the few writers of
the immediately preceding generation, Apollinaire. In his pre-
sentatton Breton recalls the sound of Apollinaire’s laugh as he
himself had actually heard it before the poet’s death in 1918.
It made the same noise as a first burst of hailstones on a
window pane.”’ The implication is that this laugh had nothing
contagious about it; it caused no merriment but rather a shud-
der. Was it not a sudden outburst of the more inhuman, un-
feeling, destructive side of the poet’s nature?

The excerpts from Apollinaire in Breton’s Anthology, most of
them in prose, are not among his more significant work, and
what Breton fails to stress is that one can hear these ‘‘hail-
stones’” not only in many of the weird tales of L’Hérésiarque
et Cie or the more sinister episodes of Le Poéte assassiné and
La Femme assise but also in the pages of lyric poetry upon
which Apollinaire’s reputation stands, in Alcools and Calli-
grammes.

What is the nature of this laughter? For ears which are attuned
to it today it has a remarkable resemblance with that which is
heard less perhaps in the novel or the poetry of the last few
years than in the theatre of the avant-garde. Indeed Breton, if
he so desired, could publish a new edition of his Anthology
for the present decade to include, in all fairness, more of the
Surrealists of his own generation such as Artaud and Vitrac
(whom he had ‘‘excommunicated’’) and in addition excerpts
from Ionesco, Beckett, Genet, Tardieu, Arrabal, Obaldia, Vian

16

and others. He could give, for example, the scene from Vitrac’s
Les Mystéres de I’amour in which the author, having failed to
commit suicide, comes on stage still bleeding and laughing
uproariously; the passage from the beginning of Ionesco’s Les
Chaises where the pathetic old man and his wife shake with
laughter as he repeats the same inane story (‘‘Alorson ari. . . .”)
that they have heard every evening for the last sixty-five
years. . . . This is not comedy in the traditional sense. The
author does not wish to elicit laughter but rather, as Ionesco
specifically indicates at the end of Jacques ou la soumission,
‘‘to provoke in the audience a painful sentiment of ma-
laise. . . .”” (pp. 67-8)

[Our aim] is merely to invite the reader to look again at the
lyric poetry of Apollinaire with today’s very somber laughter
still echoing in his ears.

We discover first that we do not need to rely on Breton’s
testimony alone, for Apollinaire describes his own laugh. . . .

You make fun of yourself and like the fire of
hell your laughter crackles / The sparks of your
laughter gild the depths of your life / It’s a
painting hung in a somber museum / And some-
times you go to have a close look at it.

Breton’s image has changed here into that of little crackling
flames, but the troubling effect is the same. The poet is speak-
ing to himself. Heautontimoroumenos-like he is both the one
laughing and the one laughed at. And as he steps up closer to
himself he realizes that beneath the gentle, tender sentimental
self lies the infernal, destructive force which was to chill Bre-
ton.

In some poems Apollinaire transfers this laugh to another char-
acter, usually a woman, and portrays himself as the victim. In
such cases he becomes the traditional ‘‘mal-aimé,’’ Guillaume
who suffers from the perverse capriciousness of Mareye, An-
nie, Marie, Lou and Madeleine and who in his more grief-
stricken moments sees himself as Orpheus being torn to pieces
by the Maenads. This theme is of course as old as poetry itself,
but the distinctiveness, the modermnity, if you will, of Apolli-
naire lies in the very intensity of the harsh, sadistic laugh which
reveals a monstrous degree of insensitivity. At times it becomes
an atrocious grimace, mechanical, fixed, like a whinny, and
creating between the two beings a wide, mysterious void which
alienates them beyond all hope. The haunting sound of this
laughter echoes throughout the work. (p. 69)

An awareness of this sound helps us to reread certain poems
with a deeper sense of their meaning. The very possibility that
Salome (“‘Salomé’’) is not broken-hearted over the death of
John the Baptist, that her feverish burst of frivolity is perhaps
authentic makes the death of her victim even more horrible.
(p. 70)

The sound is even more disquieting, however, when it emerges
from the poet himself. In ‘““Poéme lu au mariage d’André
Salmon” Apollinaire recalls the birth within him of his black
humor. . . . Here Apollinaire takes the place of the Maenads.
The dying Orpheus seems to symbolize all the sorrow, and of
course the self-pity within the poets themselves, sentiments
which they suddenly demolish with a guffaw that bursts forth
like breaking glass. (pp. 70-1)

One of the most powerful examples of these explosive outbursts
comes in the middle of ‘““La Chanson du mal-aimé.”” The
Zaporogian Cossacks, who have just recetved the order to sur-
render to the Sultan of Constantinople, compose with a burst



