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INTRODUCTION

In 1970 d i r e c to r  Louis Malle portrayed a fo u r teen -  

year -o ld  boy's awakening to  s e x u a l i ty  in  his f i l m  Le 

S ouff le  au coeur. The young hero Laurent passes through 

a ser ies  of  sexual encounters before e v e n tu a l ly  sleeping  

with his own mother. He begins with masturbation (w h i le  

caressing his c a t ) ,  proceeds to heavy p e t t in g  w ith  a g i r l  

at  a p a r ty ,  and is  next taken to  v i s i t  a p r o s t i t u t e  by 

his p l a y f u l l y  nefar ious  o ld e r  b ro th ers .  In  his "march 

toward manhood" Laurent a lso  t r i e s  to  seduce one of the  

g i r l s  a t  the spa where he is  rec e iv in g  treatment fo r  his  

heart murmur. And a f t e r  the c l im a c t ic  scene w ith  his mother, 

he spends the n ight  w ith  another of the g i r l s  at  the spa.

Each one of these sexual encounters is  openly dep ic ted .  

The brothers je s t  about Lauren t 's  masturbation and the 

three  boys compare the sizes of  t h e i r  sexual organs. The 

scene with the p r o s t i t u t e  is  e s p e c ia l ly  graphic .  In ces t ,  

masturbation and p r o s t i t u t io n  are o v e r t l y  portrayed by 

Malle and recognized by the p r in c ip a l  charac ters .  As 

themes of a r t i s t i c  works, incest  los t  i t s  taboo with  

Oedipus and Phaedra, masturbation w ith  Rousseau, and 

p r o s t i t u t io n  has been acceptable  since man put pen to  paper.



Within the l i b e r t i n e  aura of Le S o uff le  au coeur 

homosexuality must a lso show i t s  face .  I t  d o e s - - in  two 

scenes. F i r s t  Laurent is  c a l le d  to his p r i e s t - t e a c h e r 1s 

room to make a long overdue confession. As he questions  

the boy about the number of times he has "so i led  h im se l f" ,  

the p r ie s t  begins, very cau t io u s ly ,  to  run his hand over 

Lauren t 's  leg .  "How muscular you have become", he says as 

he s i t s  next to  his own bed over which hangs a reproduction  

of Michelangelo 's  "Creation of Adam". Nothing overt  happens.

Later  in the f i lm  Laurent shocks one of the g i r l ' s  

mothers by accusing her daughter of being a lesbian because 

she is  dancing with another g i r l .  "But of course you've 

read Proust" ,  our hero snickers as he jokes th a t  he himself  

is  r e a l l y  a woman in d isgu ise .  But of course n e i th e r  of the  

dancing g i r l s  is  a c tu a l ly  a lesb ian ,  and Laurent sleeps w ith  

one of them so th a t  the audience is made sure of  that  f a c t .

With both the p r ie s t  and dancing g i r l s  homosexuality 

enters  the f i l m ,  but i t  is  never as over t  and e x p l i c i t  

as any of the heterosexual encounters. v i t h  the p r i e s t ,  

i t  is  s u r r e p t i t io u s ;  w i th  the g i r l s ,  simply a joke .

Laurent is  almost always seen a t  the spa w ith  his P le iade  

e d i t io n  of Proust in hand; he a lso  admits to  his confessor 

tha t  he has sto len a book. "Which one?" asks the p r i e s t .

"Les Jeunes F i 11es by Montherlant" ,  answers the boy.



A r t i s t i c  innuendoes abound in the f i lm :  the mother has 

a copy of L 'H is t o i r e  d'‘0 and she mentions ju s t  having 

seen The Barefoot Contessa (theme of  impotency).  While  

her son a t t e n t i v e l y  watches, she r ises  up naked from her 

bathtub l i k e  a B o t t i c e l l i  Venus. For l i t e r a r y  cognoscenti 

the f i l m  is  a sel f - s a t i  sf y.i ng del ig h t - -e s p e c ia l  1 y in  the 

two homosexual scenes.

But at  the same time Proust 's  lesbian dancers and 

M ontherlant 's  covert  homosexual p r ie s t - te a c h e rs  have be­

come c l ic h e s .  There is  nothing new here and the homo­

s e x u a l i ty  o f  Le d u f f l e  au coeur keeps i t s  taboo character  

under the heavy v e i l  of  l i t e r a r y  re fe rences .  In ces t ,  

excess ive ly  sensual heterosexual love-making, p r o s t i t u t io n  

and onanism are openly acceptable .  Homosexuality--even in  

1970— is  s t i l l  a noli  me ta n g e re . I f  i t  is  touched a t  a l l ,  

i t  is  only as God touched Adam in Michelangelo 's  fresco:  

with the t i p  of one f in g e r .

I t  is  time fo r  a stronger touch. Homosexuality has 

appeared as a major theme in the l i t e .  a ture  of the tw en t ie th  

century and the homosexual character  continues to  reappear 

in novels and on the stage. I f  Proust and Gide ra ised  the 

c u r ta in  fo r  the f i r s t  major "entrees en scene" of the 

l i t e r a r y  homosexual in  modern French f i c t i o n ,  Balzac,  

Baudela ire ,  Rimbaud and the decadents were present a t  the 

r e h e a rs a ls .



I t  is  of  course not only  French authors who have 

attempted to l i f t  the taboo which St.  Paul placed on one 

of the cornerstones of Greek l i f e .  In  the United States  

Whitman's Calamus poems, throbbing with  vigorous masculine 

a f f e c t io n ,  gave way to the ly r ic is m  of Auden and to  the 

contemporary b i t t e r  p ic tures  of W i l l iam s ,  Baldwin and 

Rechy. The p o s s i b i l i t y  of  invers ion  in  the adolescent

and boarding-school worlds was the theme of many works

of the 1930's and 19^+0's, among them Madchen in  Uniform,

Demi an and Les Amities P a r t i  cul i e r e s . I t  had become an 

in te rn a t io n a l  theme. In Germany Thomas Mann's von Aschen- 

bach was a t t r a c t e d  to a young boy, not to  a young g i r l ,  

as the symbol of c las s ic a l  a r t i s t i c  p e r fe c t io n .  In England 

the study of ancient  mores by John Addington Symonds and 

the notorious l i f e  of Oscar W i lde  had repercussions f a r  

beyond the Channel. D. H. Lawrence, T. E. Lawrence and

Lawrence D u rre l l  were each in t r ig u e d  by the homosexual

c harac te r ;  E. M. F o rs te r 's  Maurice, , w r i t t e n  in  1913-1^ 

but published only in  1971, has invers ion  as i t s  centra l  

theme.

I f  w r i t e r s  in France, England, Germany and the United  

States openly d e a l t  with the uranian m o t i f ,  l i t e r a r y  c r i t i c s



have genera l ly  attempted to  avoid i t  or to  gloss over i t .

The s p e c i f ic  s t y l i s t i c ,  s o c ia l ,  psychological and even 

philosophical  questions which are ra ised when an author  

chooses to make his pro tagonis t  a homosexual have not 

been considered in  themselves, but as " footnotes" to  other  

themes: fo r  example, "Proust and love",  "Gide and freedom",  

"Genet and the r e je c t io n  of s o c ie ty " .  These studies are  

va luab le ,  but incomplete.  Too o f te n  the treatment of the 

homosexual theme by c r i t i c s  has been marred by e i t h e r  

psychological or moral biases.

This study w i l l  consider the use of homosexuality  

as a l i t e r a r y  m o t i f .  No s o c io lo g ic a l ,  psychological or  

moral c r i t e r i a  are assumed. Beginning w ith  a discussion  

of the n ine teen th -cen tury  m an ifes ta t ions  of  invers ion  in  

the worfcs of Ba1za~c, Baudelaire and the decadents, the  

body of th is  d is s e r ta t io n  concerns the works of tw e n t ie th -  

century French n o v e l is ts  and p laywr ights  in  which homo­

s e x u a l i ty  is  a major theme or a homosexual a major c h a ra c te r .  

We shall  consider p r im a r i l y  the works of Marcel Proust,

Andre Gide, Ju l ien  Green and Jean Genet. The e n t i r e  

"oeuvres" of these four  authors cannot be f u l l y  understood 

without knowing t h e i r  in d iv id u a l  conceptions of invers ion  

and the ro le  th a t  the uranian theme plays in  t h e i r  works.



We shal l  examine s p e c i f ic  novels and plays in  depth in  

an e f f o r t  to  a s c e r ta in  how these w r i t e r s  s t y l i s t i c a l l y  used 

t h is  m o t i f .

Moreover, we r e a l i z e  th a t  several modern authors  

dep ic t  homosexual characters  or s i tu a t io n s  in  c e r t a in  of  

t h e i r  works: Roger Mart in du Gard's Un T a c i tu rn e , Mon­

t h e r l a n t ' s  La Vi l i e  dont le  pr ince  est  un e n f a n t , Sach's 

Le Sabbat and S a r t r e 's  Huis Cl os and L'Age de Raison, fo r  

example. Yet i t  is  not an a l 1-pervas ive  theme as i t  is  in  

the works of Proust,  Gide, Green and Genet, in  which 

invers ion  i t s e l f  is  in t im a t e ly  r e la te d  to both t h e i r  s ty le s  

and to  t h e i r  basic conceptions of man. Some references  

w i l l  be made to  the l iv e s  of  these authors ,  but t h is  is  not 

a b iographica l  study.

We a lso  r e a l i z e  th a t  many other  works may have homo­

sexual undertones or may be in te rp re te d  by the c r i t i c ' s  

p o s tu la t in g  an unconscious invers ion  w i th in  a charac te r :  

one thinks of Cocteau's Les Enfants t e r r i b l e s  or A la in -  

F o u rn ie r 's  Le Grand Meaulnes. But the authors of  such — ~ 

works have not made any overt  mention of homosexuality in  

them and they w i l l  th e re fo re  not be included in  th is  study.  

H ippo ly te ,  Raskolnikov and Dorian Gray might each have had 

unconscious invers ion  as his  m o t iv a t io n ,  but,  i f  so, i t  is
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because l a t e r  c r i t i c s  have so i n t e r p r e t e d  them.

The works w i l l  be co n s id e re d  t h e m a t i c a l l y ,  no t  i n

a s t r i c t  c h r o n o lo g ic a l  o r d e r .  The f o l l o w i n g  l i s t  o f

p u b l i c a t i o n  da tes  w i l l  t h e r e f o r e  he lp  o r i e n t  the  reader

i n  t im e :

183^ - B a lzac :  Le Pere G o r io t  
1835 - Ba lzac :  La F i l l e  aux yeux d fo r  

G a u t i e r : ~Mademoise l le  de Maupin 
1837-^3 - Ba lzac :  Les I l l u s i o n s  perdues 
1839 - Ba lzac :  Sp lendeurs  e t  mi seres des c o u r t i s a n e s  
1857 - B a u d e la i r e :  Les F le u rs  du mal 
1873 - Rimbaud: Une Saison en e n fe r  
1897 - R a c h i ld e :  Les H ors -N a tu re

1902 - Gide: L ' Im m o ra l i s te
1903 - G ide: SaHI ( w r i t t e n  i n  1896)
1913-1927 - P r o u s t :  A la  recherche  du temps perdu 
192A - G ide: Corydon
1926 - Gide: Si l e  g r a in  ne m e u r t . . . ; Les Faux-Monnayeurs 

B o u rd e t : La P r i s o n n ie r e  
1931 Green: L ' A u t r e  sommei 1 
1 9 ^  - Genet: N o t re -D am e-des-F leu rs  
19^6 - Genet: M i r a c le  de l a  rose 

Gide: Thesee 
19^7 - Genet: Pompes fu n e b r e s ; Q u e re l le  de B res t  
19^9 - Genet: Jou rna l  du v o le u r  
1953 - Green: Sud
I960 - Green: Chaque homme dans sa n u i t



VAUTRIN AND BALZAC

There are only two e x c lu s iv e ly  homosexual characters  

in a l l  of  La Cornedie humaine: the l i g h t l y  sketched marquise

de San-Real of La F i l l e  aux yeux d 'o r  and the ubiquitous  

V a u tr in .  Most c r i t i c s  have been s a t i s f i e d  to  accept V a u t r in 's  

homosexuality as Balzac's  des ire  to  inc lude yet another human 

type in  his p o r t r a i t  g a l l e r y .  Treatment of homosexuality  

by Balzac was re la te d  to  the conception of homosexuality in  

the works of Saint-Simon and Proust.  Yet the d i f fe re n c e s  

are im portant .  For Saint-Simon the d e p ic t io n  of invers ion  

was l inked w ith  a moral judgment: "La p e in tu re  de l 'homosexu-  

a l i t e  dans les Memoires est c a ra c te r is e e  par 1 'expression  

d'un sentiment de degoQt."^ And, as we shall  see, Proust 's  

p a in t in g  of the homosexual subculture was an in te g r a l  pa r t  

of his  fresco of human a c t i v i t y  and m ot iva t ion s .  Did Balzac 

c re a te  V a u tr in  as an in v e r t  simply to have his "token homo­

sexual"? And why Vautr in  ra th er  than another?

This major character  of Balzac 's  world is  p r im a r i ly  

considered as the incarna t ion  of  E v i l ,  a D e v i l .  The author  

so c h a ra c te r izes  him many times throughout the novel.  But 

i f  V a u tr in  is  "LE CRIME", he is  not the homosexual; Balzac 

does not attempt to  g e n e ra l ize  on homosexuality or to  equate



V autr in  w ith  a l l  i n v e r t s .  He remains an in d i v id u a l ,  yet 

through him Balzac draws a strong psychological and mythic  

p o r t r a i t  of a c e r t a in  type of homosexual.

The tastes  of V a u tr in  are never express ly  stated u n t i l  

almost the end of his s to ry ,  when the prisoners a t  the 

Conciergerie  b e l ie v e  th a t  t h e i r  "dab" has reappeared there  

because his " t a n t e " - - t h e  young Corsican C a l v i - - i s  about to  

be executed. U n t i l  then nothing is  openly s tated  and i t  is  

probable tha t  most people of the time did not even suspect 

th is  aspect of V a u t r in 's  p e rs o n a l i ty  in  reading Le Pere 

Goriot  and Les I l l u s i o n s  perdues. Yet Balzac does reveal  

Vautr in  in  the fo l lo w in g  three  ways. F i r s t ,  by statements  

which other  characters  make about him, e s p e c ia l ly  about his  

u t t e r  contempt fo r  women:

--Trompe-1a-Mort ne se l a i s s e r a i t  pas aborder  
par une femme, d i t  1 'agen t .  Apprenez un secret:  
i1 n'aime pas les femmes.2

Secondly, through c e r t a in  remarks which Vautr in  himself  u t t e r s  

he does reveal h im se l f .  He constan t ly  comments on the ph ys i ­

cal beauty of young men and repeated ly  evokes the Venise 

sauvee of Otway and the f r ie n d s h ip  between P ie r re  and J a f f i e r  

described in  th a t  book:

- -E n fa n t ,  d i t  1 1Espagnol en prenant Lucien par 
le  bras, a s - tu  medite la  Veni se sauvee d'Otway?
As-tu compris c e t t e  ami t i e  profonde, d'homme a 
homme, qui l i e  P ie r r e  a J a f f i e r ,  qui f a i t  pour eux 
d'une femme une b a g a te l le ,  e t  qui change e n t re  eux 
tous les termes sociaux?3



The aversion for  women is a c h a r a c t e r i s t i c  of the homosexual 

tha t  Balzac accepts without  question.  From la Michonneau to  

Esther, Vautr in  in s u l ts  or abuses women; he seldom speaks 

k in d ly  of them. Thus, through both his own words and those 

of o t h e r s , . s ignals  are given to the reader about V a u tr in 's  

invers ion .

Most important of h is  techniques is the equivocal 

atmosphere in  which Balzac envelopes his p ro tagon is t .

Indeed, th is  aura of mystery is  a lso necessary to  depict  

Vautr in  the a rch -cr im ina l  who must consciously l i v e  a l i f e  

of deception.  The very f i r s t  physical c h a r a c t e r is t i c  we 

see of th is  man is his famous " fa v o r is  p e in ts " .  But does 

Vautr in  t i n t  his s ideburns--and wear a w i g - - t o  hide his  

i d e n t i t y  as an ex-convic t  or to  appear younger, and th e r e ­

fore  more appealing, to another man? He has a Herculean 

physique, a physical hardness, yet a t  the same time we have 

the contrast  of "ses manieres souples e t  l i a n t e s " .  The 

importance given to his eyes and t h e i r  a b i l i t y  to  comprehend 

a l l  s i tu a t io n s  pre f igures  Proust 's  emphasis on the same 

subject in  the homosexual. Moreover, the mystery of Vautr in  

is  fu r th e r  re in fo rced  by h is  numerous i d e n t i t i e s  and d i s ­

guises. The motif  of  the mask--of the man who appears other  

than he r e a l l y  i s - - i s  one of the basic themes of  a l l  sub­

sequent w r i t e r s  who have created homosexual charac te rs .  And 

not only are V a u tr in 's  words and physical a t t r ib u t e s  made to
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be ambiguous, but so are  h is  a c t io n s .  Who is  the  mysterious  

man whom he takes up to his room? A fe l lo w  cr im ina l  or a 

f e 11ow homosexua1?

For Balzac, th e re fo re ,  Vautr in  is portrayed as an 

equivocal being, perhaps the most mysterious of a 11 the 

characters  of La Corned ie  humaine. He is a lso an " h o r s - la -  

1oi";  by being a cr im inal  he is outside the legal norms 

under which most people l i v e .  At the same t ime, by being a 

homosexual, he does not e x is t  on the same moral level  as the 

"bon bourgeois" who reads Balzac's  novel.  The l in k  is  im­

p o r tan t ;  the theme of "the homosexual as o u ts id e r"  w i l l  

reappear again and again from Baudelaire to  Genet. The 

motif  is  f i r s t  c l e a r l y  used by Balzac. Can we assume that  

by making his in carna t ion  of Satan a lso  a homosexual tha t  

Balzac thereby considered invers ion a most t e r r i b l e  e v i l?

Is  i t  a moral statement th a t  the author wished to make? This 

one-to-one reasoning is too simple, and f a l t e r s ,  f i r s t ,  be­

cause one is  u l t im a t e ly  not disgusted and revo lted  by V au tr in  

as a c h a ra c te r ,  and second, because the love of Vautr in  fo r  

Lucien does redeem him from his aura of satanism. Rather,  

Vautr in  is  an "exo t ic"  c h a ra c te r ,  one whom the reader sees 

as completely d i f f e r e n t  from himself  and with  whom he does 

not i d e n t i f y .  One might see aspects of his own p e rs o n a l i ty



r e f l e c te d  in Ju l ie n  Sorel or in  Emma Bovary, but not in  

V a u tr in ;  most people are not c r im in a ls  a la Vautr in - -and  

most are not homosexual. Thus Balzac places a kind of 

v e i l - - a n  e s th e t ic  distance--between reader and c h a ra c te r .

The only other  t a l e  in which homosexuality is  mentioned is  

La F i l l e  aux yeux d ' o r . The theme is  here bathed in  the 

exot ic ism  of both the two Spanish women, t h e i r  servant and 

s e t t in g  of ornate luxury. For Balzac the d e v ia t io n  from 

the heterosexual norm always takes place among fo re ig n e rs ,  

or in an unusual,  b iz a r re  s e t t in g .  Just as the c a s tra to  

t a l e  of Sarrazine occurs in the o p e ra t ic  m i l ieu  of a deca­

dent I t a l y ,  so the d e l ic a te  b e s t i a l i t y  of Une Passion dans 

le  desert  is  not even a "scene de la v ie  de province".

The reader is  not thunderstruck by the r e v e la t io n  of la 

Zam bine l la fe ident i ty ,  nor by the fa c t  th a t  ^aquita  Valdes 

is  a woman's m is tress .  He has been led in t o  a strange and 

d i f f e r e n t  world; one more " b iz a r r e r i e "  is  not "invraisemblab1  

In  these three  ta les  of "pervers ions" ,  we no t ice  another  

c h a r a c t e r i s t i c  which we shall  l a t e r  see in the re la t io n s h ip  

between Vau tr in  and Lucien. Whatever the s p e c i f ic  passion 

may be, i t  is  always couched and described in  heterosexual  

terms. One almost forgets  that  the panther in  Une Passion 

dans le  desert  is  an animal,  so thoroughly does Balzac



equate i t  w ith  a woman. The only time th a t  h is  l i s t e n e r  

in t e r r u p ts  the n a r r a t o r 's  recounting of the s tory  of  

Sarrasine is  to  ask how the l i t t l e  old man f ig u re s  in  i t .

"But you see nothing but him!" exclaims the n a r r a t o r .  Yet 

i t  is  not the male character  Sarras ine,  but the u l t r a ­

feminine la Zambinella who w i l l  become the mysterious old  

man. The young c a s t ra to  is  not portrayed as a hermaphro­

d i t i c  being, but e n t i r e l y  as a female; i t  is  only in  th is  

guise tha t  she/he evokes the passion of Sarras ine .  In a 

s im i la r  manner, Rastignac w i l l  not f a l l  under the in f lu e n c e  

of Vautr in  because he lacks the feminine side of Lucien.

The panther,  the c a s tra to  and Lucien are l ikened to women; 

i t  is  only in th is  way th a t  the male charac ters  can respond 

to  them.

Balzac 's  a r t  e x h ib i ts  both Romantic and R e a l is t  con­

vent ions.  So, too, does his dep ic t io n  of in v e rs io n .  I f  

the women of La F j 11e seem to emerge from the shadows of a 

D elacro ix  p a in t in g ,  V a u tr in 's  m ascu l in i ty  i s - - t o  the 

o u ts id er - -ab ove  reproach. He does not bear the c h a r a c te r is t ic s  

t r a d i t i o n a l l y  associated w ith  the "'doubled" hermaphroditic  

nature of the homosexual. He is  what Genet w i l l  c a l l  the  

"matou"; his ha iry  f in g e rs  and " j e t  de s a l iv e "  would i n t o x i ­

cate D iv in e .  This "complete" maleness is  Romantic in i t s



p u r i t y .  I t  is  ra th er  through his words and actions that  

Vautr in  becomes a r e a l i s t i c  and b e l iev e ab le  homosexual, not 

ju s t  a s tereotype .  Let us look a t  the scene in  which he 

meets Lucien de Rubempre fo r  the f i r s t  t ime.

Lucien is  here the agonizing Romantic hero, medita t ing  

on the surest and leas t  ugly means of commiting su ic ide .

He walks pensively  along the banks of a r i v e r ,  ca rry in g  a 

la rge  bouquet of f lowers which he has ju s t  picked. This 

small d e t a i l ,  the f low ers ,  the ageless symbol of woman and 

beauty, expresses the f e m in in i ty  of the young man. The 

unknown stranger (V a u t r in )  w i l l  be drawn immediately to  

Lucien's beauty:

. . . I ' i n c o n n u  se re tourna ,  parut comme s a is i  
de la beaute profondement melancolique du podte,  
de son bouquet symbolique e t  de sa mise e legante .

Beauty, the poet,  the bouquet and the e legant  a t t i r e :  Lucien

is  the man-woman. On the contrary  V au tr in  is ug ly ,  strong

and b ru t is h .  But here he is  disguised as Carlos Herrera ,

the Spanish p r e la t e .  This s p e c i f ic  incogn ito  of V a u tr in  is

the one he w i l l  use throughout his e n t i r e  r e la t io n s h ip  w ith

Lucien, tha t  i s ,  during the "homosexual11 part  of La Comedie

humaine. We l e f t  Jacques Co11in /V a u t r in  as he was being led

out of the Mai son Vauquer; we meet him again only at  th is

moment. He w i l l  not drop th is  d isquise u n t i l  a f t e r  Lucien's

death. The p r i e s t ' s  robe resembles a woman's dress; Balzac



did not neglect  the s i m i l a r i t y .  Moreover, not only is  our 

homosexual now a p r i e s t ,  he is  a Spanish one and thus 

enters*  f u r th e r  in to  the real of the e x o t ic .  The p r i e s t  is  

smoking a c igar  and o f fe rs  one to the young man:

. . . j e  me passe de temps en temps un p e t i t  
c ig a r e .  Qieu nous a donne le  tabac pour en-  
dormir nos passions et  nos d o u 1e u rs . . .5

I f  Balzac were w r i t in g  a f t e r  Freud, the image might be ob­

vious; i t  is  none the less rev ea l in g .  Lucien refuses the 

c i g a r - - f o r  he is  not a homosexual.

I t  is  a seduction scene which Balzac w i l l  now descr ibe ,  

in which the "feminine" Lucien w i l l  be dominated and won 

over by the "masculine" V a u t r in /H e r re r a .  The author drops 

his h in t :

- - E t  le  p r^ t re  r e t e n d i t  sa bo f te  en p a i l l e  
avec une sorte  de seduction, en j e t a n t  a Lucien 
des regards animes de c h a r i t e . 6

Char i ty  is  not one of Satan's a t t r i b u t e s ,  but the word is

not simply com ical ly  i r o n i c .  I t  suggests the u l t im a t e ly

no n-e ro t ic  love tha t  Vau tr in  w i l l  fe e l  fo r  his protege.

The p r ie s t  qu ick ly  becomes the psychological master of the

scene. His recounting of the s tory  of the secretary  so

obsessed w i th  chewing b i ts  of paper tha t  he devoured an

important in te rn a t io n a l  t r e a t y  shows V a u tr in 's  acumen in

r e l i e v in g  Lucien 's  d is t res s  through a comic anecdote. He

slowly draws Lucien in t o  his confidence; he knows the



correc t  moment to  take the young man's arm. Luc ien 's  

capture is  represented by his accepting of a c ig a r .

Vaunting his own experience and "savoir  f a i r e " ,  the 

p r ie s t  exposes his theor ies  of  power in which the element  

of deception is  paramount:

--Non seulement vous cachez vo tre  je u ,  mais 
encore vous t^chez de f a i r e  c r o i r e ,  quand vous 
6tes sOr de tr iompher,  que vous a l l e z  tout  
perdre .  En f in ,  vous d iss im ulez ,  n 'e s t -c e  pas?
.. .Vous  mentez pour gagner cinq l o u i s ! . . . ?

This expresses V a u t r in 's  modus v iv e n d i ; i t  is  a lso  a

necessary cornerstone of the i n v e r t ' s  l i f e  s t y le .  V a u tr in 's

postu la tes  had been preceded by another sentence in  which a

homosexual meaning might very well  be hidden:

. . . c a r  nous obeissons tous a quelque chose, 
a un v ic e ,  a une necess i te ,  mais observez la  
lo i  supreme! le  s e c re t .^

I t  is  the same philosophy Vautr in  had expounded to  Rastignac.

Although the l a t t e r  did e v e n tu a l ly  make use of  his mentor's

advice,  Balzac does not a l low  the r e la t io n s h ip  begun a t

Madame Vauquer's to  develop. Vautr in  and Lucien now pass

by the Rastignac e s ta t e .  Lucien s u cc in c t ly  expresses the

d i f fe r e n c e  between himself  and th is  other  Balzacian hero:

--Moi j e  me suis la is s e  a l l e r  a 1a poBsie: 
l u i ,  plus h a b i le ,  a donne dans le  pos it  i f . . . 9

Poetry is  the opposite of what is  positive,*  i t  is  passive,

fem in ine .  Rastignac was too a c t i v e ,  too masculine, to  f a l l
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under the domination of V a u tr in .  L u c ie n - -b e a u t i fu 1 , vain,  

p o e t ic ,  weak--bears enough of the t r a d i t i o n a l  feminine  

a t t r ib u t e s  to succumb to the fo rc e fu l  psychological domi­

nat ion of  the male V a u tr in .  Even before knowing what the  

stranger expects in  re tu rn  fo r  his guidance, Lucien has made 

up his mind to  fo l lo w  him.

The r e la t io n s h ip  which develops between Vautr in  and 

Lucien is not simply one of corrupt ion  and degradation in  

an inver ted  world, as Marceau s t a t e s R a t h e r  does i t  

i l l u s t r a t e  an important theme of homosexual l i t e r a t u r e ,  that  

of reproduction without progeny. Vau tr in  desires to  repro­

duce h im self;  he t e l l s  Lucien tha t  he wants to  be as a

fa th e r  to  him. Prec1uded--psycho1ogica11y-- f rom  the usual 

chain of reproduction,  the homosexual nonetheless desires to  

crea te  something or someone which w i l l  l i v e  beyond h im se lf .

In Vautrin,'s fo rc e fu l  words, th is  wish of the homosexual to  

become a " fa th e r"  becomes the des ire  of every man to c rea te ,  

to  become God:

- -J e  veux aimer ma c re a tu re ,  la fagonner, 1a
p e t r i r  a mon usage, a f in  de 1 'aimer comme un pere
aime son en fan t .  Je ro u le ra i  dans ton t i l b u r y ,  
mon gar^on, j e  me r e jo u i r a i  de tes succes aupres 
des femmes, je  d i r a i :  - -Ce beau jeune homme, 
c 'e s t  moi! ce marquis de Rubempre, j e  1 1 ai cree 
e t  mis au monde a r is t o c r a t iq u e ;  sa grandeur est  
mon oeuvre, i1 se t a i t  ou p a r le  a ma vo ix ,  i l  me 
consulte  en t o u t .11
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Does th is  d e s ire  to  be God preclude love? To look 

a t  Vautr in  as on ly  the c o rru p te r  is  not to r e a l i z e  the 

human side of t h is  almost mythic c re a t io n .  Balzac w r i te s  

of his  hero:

. . . c e t  homme vraiment diabo1i<juej mais 
ra t ta c h e  par 1 'amour a 1 1humanite . . .  ^

The love of Vautr in  fo r  Lucien is  real in i t s e l f ,  not ju s t  

an appendage of the a r c h -c r im in a l 's  w i l l  to  power. "De­

vot ion"  is  the key, and i f  i t  is  underl ined during V a u t r in 's  

f i r s t  encounter w i th  his protege, i t  returns again and 

again in  t h e i r  s tory  through the evocation of a dog's  

l o y a l ty  to  his master.  The next time we see the two men, 

at the beginning o f  Splendeurs e t  mi seres des c o u r t is a n e s , 

i t  is  a t  a masked ba11 and Lucien is  the shining s t a r ;

Vau tr in  is  his puppy. The Vau tr in -Luc ien  r e la t io n s h ip  is  

a one-sided love a f f a i r ;  but the cr iminal  is  changed pro ­

foundly because of  i t .  In the world of La Comedie humaine 

where money is  the u l t im a te  god, Vautr in  the a l l -p o w e r fu l  

loses his e n t i r e  fo r tune  in enabling Lucien to  l i v e  the kind  

of fash ionable  l i f e  he d e s i re s .  And Lucien's  su ic ide  changes 

the a rch -c r im in a l  in to  the  p o l ic e  c h ie f  and is  the cause fo r  

the dropping of the masquerade.

- -T rom pe-la -M ort  a v a i t  r e a l i s e  la  s u p e rs t i t io n  
allemande du DOUBLE...
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I t  is  th is  in te r p e n e t r a t io n  of two separate in d iv id u a ls  

in to  one th a t  Balzac has evoked in  the Vau tr in -Lu c ien  r e ­

l a t io n s h ip .  The t ransform at ion  is  seen in  Lucien 's  f in a l  

l e t t e r :  th is  time Lucien l ikens  himself  to the f a i t h f u l  dog.

He closes the l e t t e r  w ith  the fo l lo w in g  d e c la ra t io n :

. . .mon me 
admi r a t i o n . 1

He was not a homosexual, and the love shown to  him by his  

mentor was never accepted and re tu rn ed .

A l l  the same, Carlos Herrera disappears and Jacques 

C o l l in  r e tu rn s .  During V a u t r in 's  v i g i l  w i th  the body of 

his dead " lo v e r " ,  Balzac compares the o ld er  man to  a r e l ig io u s  

f ig u r e  from a medieval tomb. Weak as a c h i l d ,  he kneels as 

i f  in  prayer w h i le  holding Lucien 's  frozen  hand. The once- 

masquerading p r ie s t  seems to  become r e a l ,  and the sham of  

V a u tr in 's  l i f e  is  over.  In  his subsequent conversation w ith  

G ra n d v i l le ,  he speaks as Lucien might have spoken. Balzac 

had l ikened him to  many savage beasts: a l i o n ,  a w o l f ,  a 

t i g e r .  But i t  is  the image of the f a i t h f u l  dog which is  the 

1 a s t :

--Monsieur!  monsieur! on e n te r re  en ce moment 
ma v ie ,  ma beaute, ma v e r tu ,  ma conscience, toute  
ma fo rce !  Figurez-vous un chien a qui un chimiste  
s o u t i re  le  sang.. .Me v o i l a ,  j e  suis ce c h i e n . . . 15

8r i s  pour vous e t a i t  egal a mon



We r e c a l l  th a t  Lucien is  so bound together  
w ith  V a u tr in  th a t  when he k i l l s  h im se lf ,  he k i l l s  
his  p ro tec to r  as w e l l ,  who ceases to be and jo in s  
the p o l ic e  as someone e l s e . . .Should we not say tha t  
Vau tr in  dies of Lucien, as Pere Goriot died of  h is  
ungrate fu l  c h i l d r e n ? ^

We may a lso  r e c a l l  th a t  V a u tr in  kept his i l l u s i o n s  about 

Lucien longer than anyone e ls e ,  longer than any of  the 

women in  L u c ien1s c a re e r .  We cannot say tha t  V a u t r in 's  love 

"saves" him simply because he returns to  the f o l d .  But he 

does w i l l i n g l y  remove the disguises he has been wearing; he 

is  transformed in to  himself  because of a homosexual a t t a c h ­

ment .

Thus does Balzac p o r t r a y - - c l e a r 1y i f  not o p en ly - -a  

homosexual r e la t io n s h ip .  He does not judge, however. The 

f a c t  th a t  the a rc h -c r im in a l  is  a ls o  an i n v e r t  does not 

imply a c r i t i c i s m  of homosexuality. Rather is  i t  a passion 

as strong as other passions depicted throughout La Cornedie 

humaine, less common and more hidden, but as v a l id  and as 

powerful in  transforming an in d iv id u a l .
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DECADENCE AND HOMOSEXUALITY 

The Romantic conception of the a r t i s t  as the par iah ,  

as he who of necessity  is  an e c c e n t r ic  and abnormal 

i n d i v i d u a l ,  had become a commonplace by the end of the  

nineteenth  century .  I t  was no longer questioned th a t  the  

c r e a t iv e  man was d i f f e r e n t ,  strange and a b e r ra n t .  Yet,  

aside from Balzac 's  world ,  we f in d  no overt  homosexuals in  

e a r ly  and m id-n ineteenth  century French f i c t i o n .  To say 

th a t  " i t  was not considered good form, under the Second 

Empire, to  s t ray  too f a r  in  the d i r e c t io n  of Sodom"  ̂ is  too  

s u p e r f ic ia l  a reason. I t  was r e a l l y  not necessary fo r  an 

author to use an in v e r t  to  represent his f e e l in g  of 

i n d i v i d u a l i t y  and d i f f e r e n c e ;  so many other  types were 

more r e a d i ly  a v a i l a b le  and were as yet "new": the f o r e ig n e r ,  

the h is t o r i c a l  character  from the rec e n t ly  rediscovered  

medieval or Renaissance worlds ,  the poor man, the cr im ina l  

were a lready  outs ide  the norm. Indeed the poet himself  as 

protagonis t  was s u f f i c i e n t  sub jec t;  C h a tte r ton 's  dilemma 

would not have been rendered more agoniz ing by his  being a 

homosexual. I t  was not only the social  f a c to r  th a t  p re ­

cluded the i n v e r t ' s  being a major type in  n ine teen th -cen tu ry  

l i t e r a t u r e ,  but ,  as we shal l  see, an a r t i s t i c  one as w e l l .

By the end of the century the misunderstood poet,  the



p r o s t i t u t e  w i th  a "heart  of go ld",  the lover  whose desires  

stood in  the way of development or success had become 

"vieux je u x " .  New pariahs were needed. The a r t i s t  had 

not stopped being d i f f e r e n t  and strange. His l i f e  was 

o f te n  chara c te r ized  by a w i l l f u l  search f o r  the new and 

b iz a r r e ;  h is  a r t  needed new outcasts  to represent his  

reac t io n  to the bourgeois l i f e  s t y l e .  As the century  

progressed, more and more b iz a r re  types appeared as major 

protagoni s t s .

The lesbian is  one of the f i r s t .  Female homosexuality  

had been portrayed by D iderot  in La Rel ig ieuse and by de 

Sade. But these is o la te d  instances did not s p e c i f i c a l l y  

s in g le  out lesbianism from a host of o th e r"v ic e s " .  I t  

was only one of the many abnorm al i t ies  o f  convent l i f e  fo r  

D id e ro t ,  and seems one of the tamer pursu its  of de Sade's 

world .  The s p o t l ig h t  centers more s trongly  on the lesbian  

as an a l ie n a te d  in d iv id u a l  in  G a ut ie r ,  V e r la in e ,  and 

Baude la ire .  Although Mademoiselle de Maupin is  not 

e x p l i c i t l y  a homosexual, her mannish a t t i r e ,  her a t h l e t i c  

endeavors and her aggressive act ions set her apart  from her 

mid-century female f i c t i o n a l  counte rpar ts .  V e r la in e 's  

Amies are  alone in  t h e i r  damnation.

B aude la ire 's  lesbians are as in s is t e n t  in  t h e i r  def iance



of  convention, of "honnStete", as any Romantic hero.

Delphine (o f  Femmes Damnees) ra ises  her f i s t  a t  the world  

j u s t  as Rastignac did from Pere Lachaise. For Baudelaire  

the lesbian has no choice; her u n c o n tro l la b le  homosexual 

passion is  a throw-back to  a d is ta n t  age. Her ta s tes  are  

in o r d in a t e ly  strong; she must give h e rs e l f  to  sensua1i t y - - b u t  

her joy is  always s o i le d .  Double images of p leasure and pain,  

of mad laughter  and t r a g ic  te a r s ,  c h a ra c te r iz e  her a c t io n s .  

The r e s u l t  is  a " s t e r i l e  vo lu p te " .  There is  no middle  

ground, no b is e x u a l i t y ,  fo r  the Baudela ir ian le s b ia n .  I t  is  

when Sappho gave h e rse l f  to a man, " in s u l ta n t  le  r i t e " ,  

th a t  the lamentations began. Del phine desires  th a t  Hippolyte  

be hers complete ly:  "On ne peut i c i - b a s  contenter  qu'un

seul m a t t re " .  Men are b ru t ish  and must be despised.

Yet these women seem f i n a l l y  less hideous than others  

we meet in  Baudela ire 's  poems. They a re  dr ive n  by t h e i r  

passion, but i t  is  because they are "chercheuses d ' i n f i n i "  

th a t  t h e i r  love w i l l  laugh at  both Heaven and H e l l .

With the exception of Balzac's  V a u tr in ,  i t  is  the  

female homosexual, not the male, who appears f i r s t  in  l i t e r a ­

t u r e .  Lesbianism was unnatura l ,  yet less shocking than male 

in v e rs io n .  I t  was not simply because the authors were men-- 

as were t h e i r  read ers - -b u t  a lso because i t  would have been



much more scandalous and h o r r i f y in g  to  t a i n t  the more 

sacrosanct m as c u l in i ty .  This is  an expression of  n in e ­

teen th -cen tury  male chauvinism.

I f  Baudelaire  and G aut ier  opened the door, the decadents 

stormed i n .  Lesbianism runs rampant in  the works of Rachilde  

and Mendes; i t  forms the e n t i r e  theme of  P ie r r e  Louys1 Les 

Chansons de B i l i t i s  and is  present in his Les Aventures du 

roi Pausole and Aphrodi t e . One of the r e a l - l i f e  goddesses 

of the English decadents--but known on the con t in en t  as w e l l - -  

was the poetess Renee V iv ie n ,  a p ra c t ic in g  and unabashed 

lesb ian .

In a d d i t io n  t o  being lesbians,  women were o f te n  por­

trayed in decadent a r t  and l i t e r a t u r e  as monsters, vampires,  

and man-eating w i tc h e s - -o r  as the complete oppos ite ,  as 

etherea l  beings who inhab ited  regions f a r  from any real  

world.  The ty p ic a l  male f ig u r e  was th e  e f fem inate  dandy:

De ces esthetes r a f f i n e s ,  Maurice du Plessys  
p re s e n ta i t  1e type le  plus accompli .  I I  p re n a i t  
de sa personne un soin presque fem in in ,  p o r t a i t  un 
pantalon co l l  ant e t  marquait  une p r e d i le c t io n  pour 
le  velours de son pourpoint et  le  vern is  de ses 
b o t t i  n e s .2

A s v e l te ,  even emaciated, s i lh o u e t te  was the base of the 

"decadent look", which was, i f  the man dared (and most d i d ) ,  

to be enhanced by je w e lry ,  s a t in s ,  ve lve ts  and f u r s .  Jean
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L o rra in  wore b ra ce le ts  on his arms and rings on every 

f in g e r ;  we are  fa r  d is t a n t  from V a u t r in 's  "phalanges p o i lu e s " .  

There need be no necessary connection between dress and 

sexual i n c l i n a t i o n ,  but in  th is  w i l l e d  m o d i f ic a t io n  of the 

t r a d i t i o n a l  p a t te rn s ,  we must a t  le a s t  witness the des ire  

to  b lur  sexual d i f f e r e n c e s .  And the baubles and bangles 

are only the surface m an ifes ta t io n  of what was a major 

metamorphosis of id e a ls .  Proust and Gide were a f fe c te d  by 

t h is  "m il ieu  e t  moment". Let us examine the c h a r a c te r is t i c s  

of t h is  phenomenon which d i r e c t l y  preceded the over t  homo­

sexual l i t e r a t u r e  of  the f i r s t  years of  the tw en t ie th  century .

The aforementioned concern w ith  one's physical appearance 

r e f l e c t s  the importance given to  the o th e r ,  to  the  o u ts id e r ,  

by the dandy. Simone Frangois l i s t s  as her f i r s t  " reg ie  du 

dandysme":

Feindre d 'accorder  une importance i n s o l i t e  
a ses gestes, a ses demarches, a son m ain t ien ,  
a to u t  ce qui c a ra c te r is e  1 'apparence de I ' i n d i v i d u . *

There is  a w i l l f u l  des ire  to  have another i d e n t i t y  and to

appear as someone or something e ls e .  Indeed t h is  is  a par t

of the homosexual 1i f e - s t y le - - w h e t h e r  w i l l e d  or forced--and

un der l ies  the theme of the mask in  homosexual l i t e r a t u r e .

D i r e c t ly  corresponding w ith  these ex terna l  m an ifesta t ions

was the  b e l i e f  in  and the  search f o r  the androgyne. The theme



of the man-woman in  one body is  fundamental to  any d i s ­

cussion of homosexuality from P la to  to  Genet. Balzac had 

revived the legend in Seraph ita ,  but used i t  to  i l l u s t r a t e  

Swedenborgian mystical t h e o r ie s .  The decadents wanted to  

penetra te  the question of s e x u a l i ty  per se. For them the  

androgynous in d iv id u a l  was less a theory ,  more a d e f i n i t e  

physical r e a l i t y .  Raoule says in R achi lde 's  Monsieur Venus

- - I 1  e x i s t e ,  mon ami, e t  ce n 'e s t  mSme pas 
un hermaphrodite, pas m§me un impuissant,  c 'e s t  
un beau m£Me de v in g t  e t  un ans, dont 1 'tme aux 
i n s t in c t s  feminins s 'e s t  trompee d 'enveloppe.^

Gautier himself  here p re f ig u re s  Proust:

Est-ce un jeune homme? Est-ce une femme?
Une deesse ou bien un dieu?
L 1amour ayant peur d ' e t r e  infame
Hes ite  e t  suspend son aveu.^

Androgynous men and women people Peladan's La Decadence 

1 a t i n e ; one r i g h t l y  th inks  more of Petronius than o f  P la to ,  

so p h y s ic a l ly  present are  these f ig u r e s .

The most common form taken by the androgyne was c e r ­

t a i n l y  th a t  of the ephebe and "the penchant fo r  young boys 

became one of the accepted forms of non-conform ity" .^  I f  

the decadent p a in te rs  and w r i t e r s  transformed women and 

adu l t  men in t o  unnatural beings, they kept fo r  the male 

youth alone his natural  form. Young men were s t i l l  o f te n  

painted from studies  made by the otherwise-despised



academic p a in te r s .  The c la s s ic a l  ephebe w i l l  e v e n tu a l ly  

come in t o  l i t e r a r y  prominence in  the pages of Gide.

Moreover, the p o r t r a i t s  of strong women and e f fem inate  

men r e f le c te d  the decadents' b e l i e f  th a t  urban soc ie ty  had 

corrupted the natura l  re la t io n s h ip s  between man and woman. 

Art  was fo r  the esthete  an " a n t i - n a t u r e " .  Chimeras, 

g r i f f i n s ,  and other unnatural beasts roam the canvases of  

IHoreau and Seon. What could be more "unnatura l"  than to  

portray  the sexual union of two men or two women from 

which no progeny would flow? The " s t e r i l e  volupte" of  

Baude la ire 's  lesbians w i l l  have to be re fu ted  by Gide's  

Corydon; the d es c r ip t io n  of homosexuality by means of nature  

imagery w i l l  be important in the works of Gide, Proust,  and 

Genet.

In his extreme reac t ion  to  the accepted values of 

m iddle -c lass  s o c ie ty ,  the decadent--both in  his l i f e  and 

in  his a r t - - d e s i r e d  to shock. Perversions provide inherent  

shock va lue .  In the " f i n - d e - s ie c l e "  novels, homosexuality  

keeps company with in c e s t ,  nymphomania, sado-masochism, 

v io len c e ,  and drug a d d ic t io n .  Mendesr Mephistophela is  the  

a rc h - le s b ia n ,  who, in  a d d i t io n  to seducing every female in  

s ig h t ,  loves her s i s t e r ,  p r o s t i tu t e s  h e r s e l f ,  and dies of  

an overdose of morphine. In Rach i lde 's  Les Hors-nature the



o ld e r  brother f i n a l l y  makes love to  the younger one --b e fo re  

s t ra n g l in g  him to p ro tec t  the fa m i ly  name. Not the f in e s t  

l i t e r a t u r e  by any standard, neverthe less works l i k e  these 

were popular and did much to in troduce  invers ion  in to  

f i c t i o n .  I t  was usua l ly  the darker  s ide of homosexuality 

which was portrayed ,  as i t  w i l l  be in  the works of Ju l ien  

Green.

The g rea tes t  of these decadent w r i t e r s  was Oscar W ilde .  

The epitome of decadence, W i lde 's  l i f e  must be considered  

as a major reason fo r  the reappearance of homosexuality as 

a subject fo r  discussion and i t s  subsequent t r a n s i t io n  in to  

l i t e r a t u r e .  There was nothing mysterious or dubious about 

his r e la t io n s h ip  w ith  Lord A l f r e d  Douglas which culminated  

in  the infamous London t r i a l .  The repercussions of the 

evidence of the t r i a l  and the co n v ic t io n  of the author were 

known and discussed in  France as well  as in  England. (Indeed  

Gide's mother was q u i te  d is tressed to  learn  tha t  her son had 

known th is  h o r r ib ly  perverted man.)

The l in k  between Wilde and Gide was very s p e c i f ic .

Gide's  own re v e la t io n s  in  Si le  gra in  ne m e u r t . . .  confirm  

W ild e 's  in f lu e n c e  on him during his second v i s i t  to  North 

A f r i c a .  Wilde p e rc e p t iv e ly  grasped the sexual dilemma of  

the young Frenchman; his  tak in g  him to  v i s i t  a young A fr ican



boy was perhaps the very act  by which Gide began to  com­

prehend his own sexual o r i e n t a t i o n . 7 We shall  l a t e r  see 

that  G ide 's  very conception of homosexuality is  in p a r t  

based on t h i s  e a r l y  c o n fro n ta t io n  w ith  one type of uranian  

r e la t io n s h ip .

The personage, of Oscar Wilde was a kind of l i v i n g  

symbol of the decadent's plunge in to  homosexuality. The 

desire  to  exp lo re  new areas of experience and both t o  be 

and appear d i f f e r e n t  is  a t  the base of the es th e tes '  

yearnings. Homosexuality, i f  not new, was c e r t a i n l y  d i f ­

fe re n t :  p e rver ted ,  a n t i - n a t u r a l , s t e r i l e ,  androgynous.

For the dandy who was disgusted by the bourgeois soc ie ty  

and mores of the day, h o r r i f i e d  by the women th is  soc ie ty  

had spawned, who c u l t i v a t e d  v ice  fo r  i t s  own sake, who 

smoked hashish and drank abs in th e ,  homosexuality could no 

longer be condemned or r id i c u l e d .  Through both his l i f e  

and his a r t ,  the decadent created the foyer of the house 

which tw e n t ie th -c e n tu ry  w r i t e r s  were about to e r e c t .
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P R O U S T ' S  P RECO NIC E P T I O M S

The decadent? were i n t o x i c a t e d  w i t h  the idea t h a t  

female ? p i r i t ?  in h a b i te d  male hodie? and th a t  mascul ine 

a t t r i b u t e ?  were t o  be found i n  women. The o f t e n  b i z a r r e  

c rea tu re?  t h a t  appear in  the p a in t i n g s  and l i t e r a t u r e  at  

the c lose  of  the n i ne teen th  cen tu ry  r e f l e c t  not  on ly  a 

t a s t e  f o r  the s t range and e x o t i c ,  but  a l so  an awakening 

i n t e r e s t  i n  the very na ture  of  sexual i d e n t i t y .  Balzac 

had made some very p r e l i m i n a r y  ob se rva t ion s ,  e s p e c i a l l y  

through the charac te r  of  Luc ien de Rubempre. Yet most 

n in e te e n th - c e n tu r y  w r i t e r s  were not even aware of  such a 

quest ion:  J u l i e n  S o r e l ' s s t r u g g le  i s  not  w i t h  the na tu re  

of  h i? m a s c u l i n i t y ,  nor Emma Rovary ' s w i t h  her f e m i n i n i t y .

Dur ing the l a s t  two decades o f  the CBntury,  a t  the 

same t ime as the c r e a t i v e  a r t i s t s  were d e p i c t i n g  new tvpe? 

of  sexual beings on t h e i r  page? and canvases, the s c i e n t i s t  

were a l so  beg inn ing t o  exp lo re  the nature of  s e x u a l i t y .  Th 

concern w i t h  the bas ic  s t r u c t u r e  of  one's i n d i v i d u a l  sexu­

a l i t y  i s  a t w e n t i e t h - c e n t u r y  phenomenon whose root? extend 

back to  the s tud ies  i n i t i a t e d  by n i n e te e n th - c e n tu r y  

ps yc h o lo g is t s  such as Tard ieu ,  M o l l ,  B ine t ,  Magnan, and 

Cheva l ie r .  The i r  t h e o r i e s  of  the "abnormal "  led them to  

r e t h i n k  and r e d e f i n e  what had always been accepted w i t h o u t



q u e s t io n - - th e  "normal". In  matters of s e x u a l i t y ,  invers ion  

was the p e r fe c t  subject  and the s c i e n t i f i c  l i t e r a t u r e  of  

the time contains more homosexual case studies  than those 

r e l a t i n g  to  other  "pervers ions" .

In  his  d iss e c t io n  of s e x u a l i ty  in t o  i t s  masculine and 

feminine components, Marcel Proust is  f u l l y  of h is  t ime.  

Indeed he plays the p s y c h o lo g is t -s c ie n t is t  in  his la b o ra to ry ,  

and the observat ion of change in the supposedly heterosexual  

characters  in to  homosexual ones appears to have o f fe red  

Proust a great v a r i e t y  of possib le  experiments. Yet he is  

the complete a n t i t h e s is  of the  s c ie n t i s t  in  th a t  h is  p r e ­

conceptions about homosexuality are  so strong th a t  they 

dominate any t r u l y  detached research and observa t ion .  Proust  

accepts c e r t a in  a p r i o r i  concepts which color  a l l  h is  subse­

quent study. These assumptions are  tw o -fo ld  and l i e  at  the 

base of h is  e n t i r e  dep ic t io n  of homosexuality. Both are  

synonymous with  the theory of  the nature of in v e rs io n  pro ­

pounded by the German psychologist Richard von K r a f f t -E b in g .  

George P a in te r  declares:

But Proust may well  have selected i t  (C h a r lu s 1 
f l a g e l l a t i o n )  from one of the naVve natura l  
h is t o r ie s  of pervers ion then s t i l l  c u r re n t ,  such 
as K r a f t -E b b in g 1s Psychopathia Sexual i s , one of  
which he read a t  t h is  t ime, not without d isap prova l .
‘' • I t  seems t h a t  even v ice  has now become one of the  
exact sciences,"  he commented with  rue fu l  i rony  to  
Paul Morand.^
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Yet P a in te r  fo rge ts  th a t  K r a f f t - E b i n g ' s work was not 

considered at  a l l  "naive" a t  the moment when Proust would 

have read i t .  Psychopathia Sexual i s , f i r s t  published in  

1886, was based both on theor ies  advanced by the most 

respected psychologists of the day and a ls o  on s p e c i f ic  case 

s tu d ie s .

. . . a t  the t ime, Psychopathia Sexual is  was the  
most systematic and comprehensive work o f  i t s  
k in d .  I t  became a source of data fo r  much subse­
quent w r i t i n g ,  inc lud ing  Freud 's .^

- -K r a f f t - E b in g  then gave, on the basis of the  
cases published up to 1877  ̂ the  f i r s t  exhaustive  
s c i e n t i f i c  expos i t ion  of homosexuality.3

K r a f f t -E b in g  was the master, the a u t h o r i t y .  Whether or not 

Proust disapproved of "the natura l  h is t o r ie s  of pervers ion" ,  

he cannot have f a i l e d  to have been a f fe c te d  by them, 

e s p e c ia l ly  since they o f fe re d  the only " v e r i f i a b l e "  d e s c r ip ­

t io n  of the condit ion  he saw w i th in  h im se l f .

What is  the nature of  homosexuality fo r  K ra f f t -E b ing ?

For the doctor,  as fo r  Proust,  invers ion  is  not env iron ­

mental ly  caused, but is  i n h e r i t e d .  K ra f f t -E b in g  did o r i g i n ­

a l l y  have d i f f i c u l t y  accounting fo r  uranism which appeared 

l a t e  in  a person's l i f e .  He at  f i r s t  attempted to d is t in g u is h  

"con gen ita l"  from "acquired" homosexuality, but u l t im a t e ly  

re je c te d  any separation:
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Those who hold to  the opinion th a t  the  
o r ig in  of homosexual f e e l in g s  and in s t in c t  is  
found to  be e x c lu s iv e ly  in  d e fe c t iv e  educa­
t io n  and other  psychological in f luences  are  
e n t i r e l y  in  e r r o r .

An un ta in ted  male may be raised ever so 
much l i k e  a female and a female l i k e  a male, 
but they w i l l  not become homosexual. The 
natura l  d is p o s i t io n  is  the determining con­
d i t i o n :  not education and other accidenta l  
circumstances, l i k e  seduction.^

The doctor r e i t e r a t e s ,  again using the word " t a in t " :  " In

f a c t ,  in  a l l  cases of  sexual in v e rs io n ,  a t a i n t  of  a

h e re d i ta ry  character  may be e s ta b l is h e d ."5  And again:

"Untainted man w i l l  never become sexual ly  i n v e r t e d . "6

K r a f f t -E b in g ;s  in f a t u a t io n  with the word " t a i n t "  r e c a l l s

Prous t 's  " ta r e " ;  fo r  both men, homosexuality is  a kind of

s t a i n .  I t  is  a genetic  t r a i t ,  " p la in ly  to  be found in  the

germ of p ro c re a t io n " .?  For Proust the "germ" o r ig in a te s  in

Sodom and Gomorrah. Nowhere in  A la  recherche du temps

perdu do we learn  of  Charlus' childhood; we are to  assume

th a t  th is  in c a rn a t io n  of homosexuality was always an i n v e r t .

When invers ion  suddenly appears in  one of h is  ch a rac te rs ,

Proust does not examine whether or not i t  might be as the

r e s u l t  of  h is  experiences in l i f e .  The homosexual i_s, he

does not become. Invers ion  has been there  a l l  along and

f i n a l l y  decides to manifest  i t s e 1 f - - b u t  fo r  no s p e c i f ic

reason.^



When P ro u s t ’ s n a r ra to r  learns of h is  f r ie n d  S a in t -  

Loup's in v e rs io n ,  ra th er  than questioning why i t  has 

appeared, or whether Sa int-Loup's  l i f e  i t s e 1 f - - h i s  f r u s ­

t r a t io n s  w ith  Rachel, his m i l i t a r y  l i f e ,  e t c . - - h a s  caused 

i t ,  he simply assumes tha t  i t  was always th e re ,  only hidden 

or d isguised .  Marcel re-examines his past re la t io n s h ip  

w ith  his good f r ie n d  and r e - i n t e r p r e t s  i t  under the assump­

t io n  that  Saint-Loup has always l ik e d  men. In  a d d i t io n ,  he 

now sees s i m i l a r i t i e s  between Charlus and his  nephew which 

are simply l inked to an in h e r i t e d  seed. One of S a in t -  

Loup's gestures is  " . . . u n e  sorte de r e p e t i t i o n  in v o lo n ta i r e  

d'un geste a n c e s t r a l . . .de C h a r lu s ."9

Secondly, Proust a lso  assumes from the s t a r t  tha t  the  

homosexual is  a man-woman, a feminine p e rs o n a l i ty  dwel l ing  

in  a man's body (and a masculine character  hidden in  a 

l e s b ia n ) .  This theory of the "man-woman", the "homme- 

femme" is  a lso  that  of K ra f f t -E b in g :

Certa in  i t  is  tha t  these persons a re ,  as 
a r u le ,  a lso  abnormal as f a r  as charac ter  is  
concerned. They are n e i th e r  man nor woman, a 
mixture of both, w ith  secondary psychical and 
physical c h a r a c te r is t ic s  of the one as well  as 
the other sex, which grow out of the i n t e r f e r i n g  
in f luences of a bisexual p re d is p o s i t io n  and d i s ­
turb the development of a w e l l -d e f in e d  and 
complete b e i n g . ' 0

He accounts fo r  th is  phenomenon in  p o s tu la t in g  a residual

bi sexual *■ ty  which has not yet been completely e l im inated



by "the tendency of nature in  the present stage of evo lu ­

t i o n " ^  to  produce monosexual in d iv id u a ls .

Chari us is  the most obvious example of the "homme- 

femme". This man who appears so v i r i l e  on the surface is in  

r e a l i t y  a disguised woman. When he is  under emotional 

s tre s s - -a s  a t  the V e rd u r in s 1 party  for  M o re l - -o r  when he 

th inks he is  unobserved--as in the Guermantes' court  y a rd - - 

Charlus' t ru e  na tu re ,  tha t  o f  a woman, c l e a r l y  surfaces.

His actions become femin ine:  a t  one moment he is  "une femme 

pudibonde" pushing a handkerchief in t o  his pocket.  His 

voice is  compared to  the voices of a g i r l s '  c h o i r ;  he 

appears in the n a r r a to r 's  l i n e  of v is io n  envelopped in a 

s k i r t .  His ta s te s ,  his vo ice ,  his appearance--a11 become 

feminine a f t e r  the n a r ra to r  has learned that  he is  a homo­

sexual .

A11 homosexual characters  in A la recherche partake of  

the "homme-femme" theory .  The way Morel tosses his lock 

of ha ir  is  fem in ine .  The "jeunes f i l l e s  en f le u r s "  are  

re-examined a f t e r  A l b e r t in e 's  death and Marce! now sees 

them as perhaps too aggressive to have been completely  

fem in ine .  The Marquis de Vaugoubert "wore the s k i r t s "  and 

his w i fe  is  simply "un homme". Even before A la  recherche 

Proust had adopted the  "man-woman" hypothesis: the young 

boy languishing on the beach in  "Une Race maudite" a lready
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uses powder and t i n t s  his h a i r - - w i th o u t  r e a l l y  knowing 

why.

Thus i t  i s  extremely important a t  the outset  to  recog­

nize Proust 's  two basic assumptions about homosexuality. I f  

he did not even consider environment as a cause o f  invers ion  

(a 1a Freud),  n e i th e r  did he depict  a pederast ,  such as 

Gide's  Edouard or Michel.  Herein l i e s  a fundamental d i f ­

ference between the two authors.  P roust 's  basic outlook  

(and perhaps his f i n a l  v is io n )  was l im i te d  by the theory  

th a t  homosexuality was, l i k e  hubr is ,  a human f la w .  And his 

conception of a l l  homosexuals as "hommes-femmesM--a s  a ' t h i r d  

sex"--narrowed the scope of his world .  The p o r t raya l  in  

depth of th is  p a r t i c u l a r  type of homosexual is  without  equal 

in l i t e r a t u r e ;  but the exclusion of other  kinds of in v e r ts  

from the world of A la recherche led to a l i m i t a t i o n  in  

breadth . Gide--who, conversely ,  depicted only another form 

of in v e rs io n ,  pederasty ,  in  his  f i c t i o n a l  w o r k s - - re a l i z e d  

both his own and Proust 's  f a i l u r e  to  consider a d i f f e r e n t  

type. He wrote in  a note to  the preface of Corydon;

Certains 1 iv res - -ceu x  de Proust en p a r t ic u -  
1 i e i - - . . . o n t  beaucoup contr ibue ,  je  le  c ra in s ,  a 
egarer 1 'o p in io n .  La th e o r ie  de 1 'homme-femme, 
des 'S exue l le  Zwischenstufen' (degres i n t e r ­
media!’ res de la  s e x u a l i te )  que la n g a i t  le  Dr.
H irsc h fe ld  en Allemagne, assez longtemps deja  
avant la guerre,  e t  a la q u e l le  Marcel Proust  
semble se ran ge r - -p eu t  bien n ' f i t r e  po int  fausse;  
mais e l l e  n 'e x p l iq u e  e t  ne concerne que c e r ta in s



cas d 'homosexualite,  ceux dont precisement  
j e  ne m'occupe pas dans ce 1 iv re - -1 e s  cas 
d 1invers ion ,  d 'e f fem inem ent,  de sodomie. Et 
j e  vois bien au jo urd 'hu i  qu'un des grands 
defauts de mon 1 iv re  est  precisement de ne 
m'occuper point  d 'e u x - -q u i  se decouvrent 
6 t r e  beaucoup plus frequents  que j e  ne le  
croyais d 'abord.

Et mettons que, c e u x -c i ,  la  the o r ie  de 
H irsch fe ld  les s a t is fa s s e .  Cette  theor ie  du 
' t ro is ie m e  sexe* ne s a u r a i t  aucunement ex-  
p l iq u e r  ce que 1 'on a coutume d 'appeler  
' 1 'amour g re c ' :  la  p e d e ra s t ie - -q u i  ne comporte 
effeminement aucun, de p a r t  ni d ' a u t r e . 12

The two unquestioned assumptions about the nature  of  

homosexuality are ev ident  in  P rou s t 's  p o r t r a i t  of the young 

M ile  V i n t e u i l .  For the author M i le  V in te u i l  is  an innate  

homosexual; we witness n e i th e r  her b i r t h  nor her e v o lu t io n .  

She is  f i r s t  seen as the young daughter of the composer 

f r ie n d  of the n a r r a t o r 's  p a ren ts .  The mother being dead, 

the daughter is  in many ways a r e p l i c a  of her f a t h e r .  L ike  

M. V i n t e u i l ,  his daughter has the same way of regarding a 

s i tu a t io n :  both a u to m a t ic a l ly  p lace  themselves in  the p o s i ­

t io n  of the l i s t e n e r .  The f a th e r  "se mettant toujours a la  

place des autres ,  . . . c r a i g n a i t  de 1es ennuyer et  de leur  

p a r a f t r e  egoiste  s ' i l  s u iv a i t  ou seulement l a i s s a i t  deviner  

son d e s i r " J 3  The daughter: "Quand e l l e  venait  de prononcer 

une paro le ,  e l l e  1 'e n te n d a i t  avec 1 'e s p r i t  de ceux a qui 

e l l e  1 ' a v a i t  d i t e . . . " ^  This basic s i m i l a r i t y  of character  

between fa th e r  and daughter is  r e f l e c t e d  also in  the physical



doubl ing .  Already the young g i r l  shows the c h a r a c t e r is t i c s  

of the "homme-femme". Her fa th e r  is  o v e r ly  c a re fu l  fo r  her ,  

being c o n s tan t ly  ready to  cover her w i th  cloaks and shawls.  

But in s p i te  of the p i l e s  of coats ,  the g i r l  is  not f r a i l  

and is  a c t u a l l y  the exact opposite of what her f a th e r  be­

l ieves  her to  be. strong, robust,  with a masculine face  

and the  appearance of a boy, i t  is she who w i l l  always be 

d r iv in g  the buggy. M11e V in te u i l  is a la te n t  lesb ian  as a 

young g i r l ,  unbeknownst to h e rs e l f  and to  o thers ;  she is  

a lready  a le s b ia n ,  she w i l l  not develop in to  one. Homo­

s e x u a l i ty  is  par t  of her essence.

Proust is  considered one of the most p e rc ep t ive  social  

and psychological observers of  the century ,  but h is  search 

probed n e i th e r  the fundamental nature nor the cause of  

homosexuality. The construc t ion  of his homosexual world  

may be l ikened to  St. Thomas' r e l ig io u s  e d i f i c e :  a l l  is  

b e a u t i f u l l y  b e l ie v a b le  i f  the cornerstones--whether the  

"man-woman t a i n t "  or God--are accepted de p r i n c i p i o .
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THE HOMOSEXUAL STRUCTURE OF A LA RECHERCHE 

DU TEMPS PERDU

Remembrance of Things 
Past i s . . . a  t o t a l  v is io n ,  
i t  does not r e ly  on any 
system outside i t s e l f  fo r  
s u p p o r t .1

The baron de Chari us is  the homosexual par e x c e l le n c e .

In himself  he embodies a l l  c h a r a c te r is t ic s  of homosexuality  

which Proust chose to consider.  His great physical s ize  is  

the symbol of t h i s  incorpora t ion  in  space; h is  presence in 

the novel from Combray to Le Temps retrouve is  the symbol in  

t im e.  In a d d i t io n  to th is  massive and abid ing presence, his  

psychological complexity  and his a b i l i t y  to  wear various  

masks--both conscious and unconscious--make him the nucleus 

around which the other homosexual protagonis ts  of the novel 

g r a v i ta t e  l i k e  s a t e l l i t e s .  At the same time Charlus r e f l e c t s  

each of them w i th in  h im se lf .

Besides Charlus there  are four major homosexual charac­

te rs  in A la recherche; Saint-Loup, Morel, Jupien and 

Mademoiselle V i n t e u i l .  None of the four is  as complete as 

Charlus, fo r  each represents only c e r t a in  aspects of homo­

s e x u a l i t y .  I t  is  as i f  Charlus were r e f l e c t e d  by four  

mirrors  placed around him, each m irror  re tu rn in g  a t ru e ,  but 

only p a r t i a l ,  image. Or,  in  terms of an often-used analogy,
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Chari us is  the major theme in  a symphony--here a homosexual 

o n e - - in  which the other four characters  are but v a r ia t io n s  

on the theme.

Not only are these four in d iv id u a ls  symbols of basic  

homosexual types, they are a lso  possib le  answers to  the homo­

sexual dilemma. They are "ways". I f  P roust 's  work were 

e n t i t l e d  A 1a recherche de Charlus, i t  would have four major 

subdivis ions: "Du cdte de Saint-Loup",  "Du cdte de Morel",

"Du cdte de Jufiien", and "Du cdte de M i le  V i n t e u i l " .  Each 

of the four s a t e l l i t e s  is  th e re fo re  a symbol w i th  two d i f ­

f e re n t  meanings: f i r s t ,  the r e f l e c t i o n  of  p e rs o n a l i ty  and 

sexual t r a i t s ,  and secondly, a path which the homosexual 

might f o l lo w  to f in d  s a t is f a c t io n  or s a lv a t io n .  Let us 

consider the f i r s t  aspect of th is  homosexual s t ru c tu re ,  the 

"m ir ro r"  aspect.

Charlus' nephew Saint-Loup represents h e r e d i ty - -b o th  

homosexual and heterosexual.  Proust portrays t h is  both in  

terms of the past and in  terms of the f u t u r e .  From the past 

comes, on the one hand, the Guermantes' l ineag e ,  the her i tage  

of the a r is to c ra c y  of the Middle Ages, and, on the homosexual 

s ide ,  the h e re d i ta ry  "bad seed" of invers ion  which goes back 

to B ib l ic a l  t imes. When his homosexuality is  discovered  

l a t e  in the novel by the n a r ra to r ,  Marcel r e i t e r a t e s  again
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and again his bewilderment over th is  r e v e la t io n .  He can 

give only one exp lan a t io n  fo r  i t :  Sa int-Loup's  invers ion  

is  another la te  f low er ing  of a seed which was planted in  

Sodom.

Looking forward ra ther  than backward, Saint-Loup is  

the only one of the homosexuals who has a c h i ld .  Of the four  

characters  we are  consider ing,  he is  the only one who dies  

w ith in  the pages of the novel,  yet the only one who has pro­

duced progeny.

The resemblances between Saint-Loup and Charlus are  

stressed by Proust,  both in terms of t h e i r  s i m i l a r i t y  as 

Guermantes and as homosexuals. The l a t t e r  s i m i l a r i t i e s  

become even g rea te r  as the nephew moves more and more in to  

his invers ion .  I t  is  he who takes C h ar lus1 place w ith  Morel.

The f in d in g  of the c ro ix  de guerre reveals  Saint-Loup's  

presence in  his u n c le 's  b r o th e l ,  " . . . i l  e t a i t  comme un 

successeur. . .de M. de C h a r lu s ."2

Moreover, Saint-Loup is the  w a r r io r ,  the conqueror, the  

hero. His l i f e  cen te rs  around the m i l i t a r y  and we leave  

him as he dies g lo r io u s ly  in  b a t t l e .  In th is  guise he is  

the most "male" of the four who surround Charlus. Proust  

began w ith  the conception that  every in v e r t  had both male 

and female aspects to  his p e r s o n a l i ty .  The degree to which



each component was more preva len t  va r ied  from homosexual to  

homosexual. In each of the four s a t e l l i t e  characters  we 

are cons ider ing ,  the re la t io n s h ip  between the "homme" and 

the "femme" is d i f f e r e n t .  Saint-Loup is  the "man-woman" and 

the balance t i l t s  toward the male s ide .  His "w arr io r"  

q u a l i t y  is  the f i r s t  proof of th is  f a c t ,  but i t  is  a lso  

r e f le c te d  in  the time sequence of the novel.  For the g rea tes t  

part  of A la recherche- - u n t i 1 the end of La F u g i t iv e - -R o b e r t  

de Saint-Loup is  a heterosexual ( a t  leas t  in the n a r r a t o r 's  

eyes) .  His a f f a i r  w ith  Rachel is  portrayed a t  length;  his  

f r ie n d  Marcel even fears  his in f lu e n c e  on A lb e r t in e .  He 

marries and has a c h i l d .  His homosexuality is  revealed  only  

l a te  in  the novel ,  although i t  had been a par t  of  his l i f e  

a l 1 along. I t  i s  probable th a t  Proust d e l i b e r a t e ly  kept his  

w a r r io r 's  invers ion  secret to  g ive more weight to  the male 

side of  h is  p e r s o n a l i ty .  When the "d efec t"  is  discovered,  

i t  is  only then th a t  Saint-Loup appears enveloped in  women's 

s k i r t s  and shows "un a i r  e f f e m in e 'O

This male side of the "homme-femme" is  not lack ing  in  

Charlus, who is  n e i th e r  a passive homosexual nor a passive  

i n d iv id u a l .  ( Indeed Saint-Loup himself  is  b l ind  to  the  

homosexuality of his uncle and sees only his excessive  

v i r i l i t y . )  Besides being the l io n  of so c ie ty ,  h is  attempts



to  seduce Marcel,  h is  p ro te c t io n  and advancement of Morel,  

and, most s ym b o l ica l ly ,  h is  r o le  of the bee in  the

Guermantes' courtyard ,  bear witness to the a c t iv e ,  the male,

side of  the homosexual nature .  Char lus1 proposal of a duel 

to  avenge M ore l 's  honor is  a comic and p a th e t ic  t ra n s p o s i ­

t io n  of his nephew's ro le  of w a r r io r .

I f  Saint-Loup is  the "man-woman" (or the "a c t iv e  male 

p r in c ip le " )  Morel is  the "woman-man" (or  "a c t iv e  female  

p r i n c i p l e " ) .  Again th is  is  portrayed by his l i f e  in  chrono­

lo g ica l  t im e .  Morel is  f i r s t - - a n d  most o f te n - -s e e n  as the 

homosexual lover  of Charlus. I t  is  only a f t e r  t h e i r  rupture

th a t  Morel does have an a f f a i r  with a woman:

. . .d e u x  ans apres avo ir  q u i t t e  M. de Charlus,  
i l  s ' e t a i t  epr is  d'une femme avec la q u e l le  i l  
v i v a i t  e t  q u i , ayant plus de volonte  que l u i ,  
a v a i t  su lu i  imposer une f i d e l i t e  absolue. De 
sorte  que Morel, qui au temps ou M. de Charlus  
lu i  donnait  tan t  d 'a rgen t  a v a i t  donne pour 
cinquante francs une n u i t  au pr ince de Guermantes, 
n ' a u r a i t  pas accepte du m€me ou de tout autre  
quoi que ce f t f t ,  lu i  o f f r f t - o n  cinquante mi 11e 
f rancs

Both Morel and Saint-Loup are b isexua ls ,  but t h e i r  tastes  

fo r  men or women move in opposite d i re c t io n s  in  t ime--and  

even cross at  one p o in t ,  t h e i r  l i a i s o n .

I t  is  the homosexual r e la t io n s h ip  between Morel and 

Charlus th a t  concerns us here. And in  th is  respect Morel 

is  the "femme". From the moment the two meet on the p la t fo rm



at  Doncieres, Proust makes t h e i r  fu tu re  "menage" c le a r :

Et me rappelant  la  fagon dont M. de Charlus
e t a i t  venu vers Morel e t  moi, je  s a is is s a is  sa
ressemblance avec c e r ta in s  de ses parents quand 
i l s  le v a ie n t  une femme dans 1a rue. Seulement 
1 'o b je t  v ise  a v a i t  change de sexe.5

The fa c t  that  Morel is  the "femme" does not imply tha t  he 

is  an over 1y- fem in ine  homosexual. His v i r i l i t y  is  not 

lack ing--and Charlus not ices  i t  f i r s t - - b u t  i t  springs p r i ­

m ar i ly  from his  youth. I t  is  the "nervous m ascu l in i ty"  of

the adolescent;  Morel is  c loser  to  Genet’ s Roger or Divers

than he is to  D iv in e .

• M. de Charlus v i t  avec ravissement ce geste 
a u t o r i t a i r e  et  v i r i l ,  manie par la main gracieuse  
pour qui i1 a u r a i t  dti § t re  encore trop lourd,  
t rop massivement b r u t a l ,  avec une fermete e t  une 
souplesse precoces qui donnaient a cet adolescent  
encore imberbe P a i r  d'un jeune David capable d' 
assumer un combat contre  G o l ia t h .6

The basic anatomical f a c t  ( " l a  main gracieuse") i s  feminine:  

the "geste a u t o r i t a i r e  e t  v i r i l "  is  tacked on.

In the subsequent a f f a i r  w ith  Charlus, Morel plays the 

more passive r o le .  The baron is  the motivat ing fo rc e ,  the 

leader ,  the p r o te c to r ,  and the mentor. I t  is he who orga­

nizes the soiree a t  Madame V e rd u r in 's ,  who arranges a 

marriage between Jupien 's  niece and his protege, and who 

o f fe rs  to  die  fo r  h is  beloved in  a duel .  But although he 

might be passive in th is  s p e c i f ic  r e la t io n s h ip ,  Morel is



not a passive in d iv i d u a l .  On the co n tra ry ,  he is  very 

aggressive when his career  or his f inances a re  invo lved.

He w i l l  do anything to  succeed as a v i o l i n i s t  and places 

his success in  th is  area above e v ery th in g .  Money is  a lso  

one of the motivat ions of his ac t ions:

--Ce gar^on q u i ,  pour peu q u ' i l  y trouvclt de 
1 'a rg e n t ,  eflt f a i t  n ' importe q u o i . . . c e  gargon 
qui m e t ta i t  d 'a rgen t  au-dessus de t o u t . . . c e  mfime 
gargon m e t ta i t  pourtant au-dessus de 1 'argent  
son dipldme de I e r  p r ix  du Conservatoire  et  
qu'on ne pOt t e n i r  aucun propos desobligeant sur 
lu i  a la classe de f l t i t e  ou de c o n t r e p o in t .7

M ore l 's  a c t iv e  side is  a lso his unappealing s ide .  He is  the

handsome and un pr in c ip led  young man taking advantage of an

aging homosexual who s in c e re ly  cares fo r  him. In fo l lo w in g

the Charius-More1 a f f a i r ,  the reader empathizes more with

Charlus; Morel is  the cad. Proust b r i l l i a n t l y  arranged

t h i s  rea c t io n  and i t  accounts in  p a r t  for  the absence of

disgust and revu ls ion  on the par t  of the reader toward

Charlus

Morel is  vain and ambit ious, u n l ik e  his opposite ,  

Saint-Loup. Further  contras ts  may be made between the two.  

I f  Saint-Loup stood w i th  his her i tag e  and his  f a m i ly ,  Morel 

despises his background and begs the n a r ra to r  never to  

reveal to  Char lus - -o r  to  anyone--who his fa th e r  was. He 

has brothers and s is t e r s ,  but has disregarded them. S a in t -



Loup marries G i lb e r te  and has a c h i ld  by her; Morel th inks  

of his planned marriage to Jupien's  niece only as a means 

of procuring a female pimp fo r  h im s e l f .  I f  Saint-Loup dies  

as a hero, Morel is  a d e s e r te r .

He is  a "poseur" .9 Even before his encounter w ith  

Charlus, th is  is  made evident  through the scene in  which he 

a r r iv e s  a t  the n a r r a t o r 's  w ith  photographs from his la te  

un c le 's  c o l l e c t i o n . ^  They are photos of actresses and 

Morel might sym bol ica l ly  be considered as one among them. 

Like an a c tre s s ,  Morel is  a woman who wears a mask.

Indeed, of  the four s a t e l l i t e  homosexuals he wears the most 

masks--and makes his choice to  s u i t  himself  a lone.  He is  

a lso  a l i a r ,  not by necessity  but by choice. This is  h is  

unappealing s ide ,  and, by being simultaneously a "femme", 

and an a c t iv e  one, he symbolizes a malevolent anima f ig u r e .  

In  a s im i la r  Jungian con tex t ,  Saint-Loup would be the  

benevolent animus f ig u r e .

Morel m irrors  another side of Charlus. In  t h is  aspect,  

we have Charlus the show-off ,  whose v a n i ty  is  almost as 

strong as M o re l 's .  This is the Charlus who wears makeup 

and is  coy with the Surgis brothers and occas iona l ly  w ith  

Marcel.  This is  the Charlus wearing the a c tre s s '  mask, 

draped on his sofa in  an O r ien ta l  gown. He has consciously



donned t h i s  a t t i r e  in h i s  d e s i r e  to  appear more fe m in in e ;  

i t  i s  the "c f l te  More l " .  When the n a r r a t o r  descr ibes  him 

as "quasi  enveloppe par I 1immense jupe de la comtesse 

M o l e , ^  the metaphor r e f l e c t s  an unconscious femin ine 

charac t e r  i s t  i c ; t h i s  i s  the "c<3te Sa in t -Lo up " .

I I  a v a i t  de la bonte,  de la p i t i e ,  1es 
sent iments 1es plus d e l i c a t s ,  1es plus g e n e r e u x j ^

Such i s  Jupien,  who stands in  s t r i k i n g  c o n t r a s t  to  Morel ,  and 

who i s  f i r s t  mentioned i n  the novel by Marce l ' s  grandmother 

as "l 'homme le plus d i s t i n g u e ,  le  mieux q u ' e l l e  et i t  jamais 

v u " . 1  ̂ Such p ra is e ,  such s u p e r l a t i v e s ,  f rom " the exemplar 

and c r i t e r i o n  of a l l  v i r t u e  in the b o o k " , ^  are re in ' fo rced  

by Frangoise,  another respected cha rac te r  of  the nove l .

In the homosexual cosmos o f  P ro u s t ' s  work,  Jupien i s  

the b r i g h t e s t  s t a r .  In him are represented k indness,  t e n ­

derness,  devo t i on ,  and s t a b i l i t y .  He is. i n t e l l i g e n t  and 

s e n s i t i v e .  From h is  i n i t i a l  encounter  w i t h  Charlus to  the 

end o f  the novel ,  he cares f o r  the aging man as would a 

mother.  Jupien i s  compared to Sancho Panza, to  Lear ' s  

foo l  and to Ant igone leading her b l i n d  f a t h e r .  I Yet the 

image of  a lov i ng  and unders tanding mother i s  more cogent 

in  the homosexual and Dr ou s t ia n  c o n tex t .  Jupien i s  a 

mother f i g u r e ,  yet a mother who i s  exceed ing l y  wise in  the 

wavs o f  the homosexual wor ld  and helps and loves w i t h o u t
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c r i t i c i z i n g  or s e t t in g  moral standards. He helps Charlus 

in  surpr is ing  Morel "en f l a g r a n t  d e l i t "  in  the M a in e v i l le  

brothel and l a t e r  buys and runs Charlus 's  own male b ro th e l .

Jupien is  the most untarnished major male character  

in  the novel.  However, in  any sexual balance sheet,  he is  

a "femme-femme", both in  h is  ro le  as "mother" and in  his  

p a s s iv i ty .  He is the o rch id ,  the p la n t  around which the 

bee Charlus buzzes. We know about his sexual encounter  

with  the baron, and the r o le  he plays in  i t .  However, we 

learn abso lu te ly  nothing about his other  a f f a i r s ,  i f  indeed 

there  are any, although we are" to ld  about the various l ia is o n s  

of Morel and Saint-Loup. The ir  absence r e f l e c t s  his f a i t h ­

fulness to  the  baron. Jupien is  several times associated  

w ith  the "pure" female characters  of  the novel .  He symbo­

l i z e s  the good anima f ig u r e ,  and is  a composite of the  

age-old p o s i t iv e  a t t r i b u t e s  of the female s p i r i t .

That the t r a i t s  of Jupien are  a lso  found in  Charlus '  

homosexuality is e v id e n t .  He is  s in c e re ly  devoted to  

Swann, to  Marcel,  t o  Jupien's niece and o th ers .  In  a d d i t io n  

to  loving Morel, he "mothers" him. The goodness o f  Char lus- -  

of the homosexual--is not absent from Proust 's  world ,  even 

though too many c r i t i c s  have seen nothing but the sordid  

aspects. In  the brothel scene of Le Temps retrouve Charlus



has not been s a t i s f i e d  by Maurice's whipping, but he does 

not l e t  h is  notorious anger burst out against  the youth:

- -J e  ne vou la is  pas p a r le r  devant ce p e t i t ,
qui est  t re s  g e n t i l  e t  f a i t  de son m ieu xJ3

The estime in which Charlus is  held by the grandmother and 

by Frangoise again bears witness to th is  p o s i t iv e  side of 

our composite homosexual.

The fou rth  and f in a l  m ir ro r  which surrounds and r e ­

f l e c t s  Charlus is  the strangest of a l l :  M11e V i n t e u i l .  Can 

we consider her as important a homosexual character  and 

symbol as Saint-Loup, Morel,  and Jupien? She a c t u a l l y  

appears only twice in  the novel:  once as the young g i r l  

d r iv in g  w ith  her fa th e r  and then in  the scene at  Montjouvain  

In the f i r s t  case she is  hidden by the p i le s  of coats ,  in  

the second she is  seen only from a d is tance  by the n a r r a t o r .  

As a charac te r  who is  p h y s ic a l ly  present in the novel,  she 

is  less important than Vaugoubert or Lea. Yet her symbolic 

presence is  enormous; i t  is  cen tra l  to  the e n t i r e  sexual 

s t ru c tu re  of  A la  recherche. She is  the shadow who hovers 

over la P r iso n n ie re  and la F u g i t i v e . The n a r r a t o r 's  anguish 

his jea lousy and his doubts w i l l  not be conquered u n t i l  he 

learns the t r u t h  about A lb e r t in e 's  l in k  w ith  M ile  V i n t e u i l .  

She, l i k e  the Jungian shadow ,^  is  the symbol of Marce l 's



deepest fe a rs ;  without br ing ing those fears  in to  his 

consciousness, he w i l l  never know the completeness of a 

r e la t io n s h ip  w ith  A lb e r t in e .  (And; of course, he never does 

fo r  the real t ru th  is  never discovered. I t  is  only A lb e r ­

t i  ne's death and the passage of time which a l low him to  

fo rg e t  her .  The shadow of Mile V in te u i l  remains a shadow 

and there is  not a conscious re s o lu t io n  of the A lb e r t in e  

eni gma.)

M ile  V in teu i l  is  the m irror- im age of her f a t h e r ,  as we 

have seen the f i r s t  time she appears. A woman and a prac­

t i c in g  lesbian ,  she is  i r o n i c a l l y  the most "male" of the 

four major homosexual charac te rs .  She is  as exc lus ive  a 

homosexual as is Jupien and stands in  apposit ion  to him as 

Morel stands in r e l a t i o n  to Saint-Loup. The l a t t e r  two 

are b isexuals;  Mile V in te u i l  has not even the bisexual  

p o s s i b i l i t y  of A lb e r t in e  or Andree. 'he is  always l inked  

w ith  her "amie", and the two stand together  as one symbol. 

Mile  V in te u i l  and her f r ie n d  represent the "homme-homme" 

in  the homosexual s t ru c tu re  of A la recherche. She is the

male f ig u r e  because of the l in k  w ith  her fa th e r  and her

lesbianism, and a lso  because o f  her sadism.

Sadism is  a c t i v e ,  a symbol of m a s c u l in i ty ,  power, and

domination. The one s p e c i f ic  act  which is  performed at
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Montjouvain is  the s p i t t i n g  on the photograph of  Mile  

V i n t e u i l ' s  f a t h e r .  Might we not equate th is  a c t  w ith  male 

e jac u la t io n ?  By t h is  gesture,  M ile  V in te u i l  and her f r ie n d  

are sym bolica l ly  more "male" than even Saint-Loup.

The sadism of M i le  V in te u i l  and her f r ie n d  represents  

not only maleness, but a lso ,  and simultaneously ,  the th e ­

a t r i c a l i t y  of the mask. Proust has taken great  care to  

ex p la in  the s a d is t ic  urges of th is  woman which are not the  

r e s u l t  of a pure ly  e v i l  nature,  but ra ther  the m an ifes ta t ion  

of a profound tendency toward the good:

--Une sadique comme e l l e  est 1 ' a r t i s t e  du m al, 
ce qu'une c re a tu re  entierement mauvaise ne pour- 
r a i t  f i t re ,  car le  mal ne lui  s e r a i t  pas e x t e r i e u r ,  
i l  lu i  sem blera i t  tout  n a t u r e l , ne se d is t i n g u e r a i t  
mfime pas d ' e l l e ;  e t  la  ve r tu ,  la memoire des morts,  
la tendresse f i l i a l e ,  comme e l l e  n'en a u r a i t  pas le  
c u l t e ,  e l l e  ne t r o u v e r a i t  pas un p l a i s i r  s a c r i le g e  
a les p ro faner .  Les sadiques de 1 'espece de M ile  
V in te u i l  sont des fitres si purement sentimentaux,  
si n a t u r e l 1ement vertueux que m£me le  p l a i s i r  sen-  
suel leur  p a r a f t  quelque chose de mauvais, 1e 
p r iv i l e g e  des mechants. Et quand i l s  se concedent 
a eux-m£mes de s 'y  l i v r e r  un moment, c 'e s t  dans la  
peau des mechants qu1i 1s tSchent d 'e n t r e r  e t  de 
f a i r e  e n t re r  leur  complice, de fagon a a v o i r  eu un 
moment I 1i l l u s i o n  de s '£ t r e  evades de leur  £me 
scrupuleuse e t  tendre,  dans le  monde inhumain du 
p l a i s i r .  Et j e  comprenais combien e l l e  1 1 eflt 
des ire  en voyant combien i l  lu i  e t a i t  impossible  
d 'y  r e u s s i r . ' 7

As Proust r e a l i z e d ,  as S a r tre  w i l l  l a t e r  demonstrate in  his  

theses on Baudelaire  and Genet, and as Divine h e rs e l f  w i l l  

exem pli fy ,  e v i l  is  not possible  without a b e l i e f  tha t  the



good does e x i s t .  Thus does the sadism of  M ile  V in te u i l  

bespeak a l i e .  I t  is  a mask which she unconsciously wears, 

an i l l u s i o n .  The e n t i r e  scene at  Montjouvain is  a t h e a t r i ­

cal performance: Marcel is  the audience who, in  the darkness, 

watches the l ig h te d  scene on stage. The women leave the 

window open d e l ib e r a t e ly .  Both of them resemble actresses  

playing ro les  and t h e i r  words, t h e i r  looks, and t h e i r  

actions betray the fa c t  th a t  the ro les  have not been per -  

f e c t l y  learned.

The d i r e c t  r e f l e c t i o n  of M11e V in te u i l  in Charlus 

appears in his own s a d is t ic  game in  his b ro th e l .  I t  is  

another performance in which Charlus is  not a t  a l l  s a t i s ­

f ie d  because Maurice is  a poor a c to r .  The s a d is t ic  play is  

a s t e r i l e  sham in both cases. Charlus a lso  r e f l e c t s  the 

" fa th e r  aspect" in his plans fo r  the marriage of Morel w ith  

Jupien's n iece .  He does e v e n tu a l ly  adopt her and gives her 

one of his fam i ly  names so that  she may marry in to  so c ie ty .  

The baron himself  stands thus in loco p a t r i s .

M11e V i n t e u i 1--and a lso  the other three  s a t e l l i t e  

homosexuals--is the symbol of yet something e ls e .  I f  a 

m irror  r e f l e c t s ,  i t  a lso p r o je c ts .  I f  the m irror  returns  

the image o f  a man, i t  a lso  enables th is  man to  look 

forward in t o  the m ir ro r ,  y e t ,  at  the same t ime, the look 

in to  the fu tu r e  is  nothing more than the p ro je c t io n  of the 

past,  of what is  in  e f f e c t  behind him. We have seen tha t



each of the four major homosexual characters who surround 

the primary homosexual f ig u r e  of the baron de Charlus r e ­

f l e c t  aspects of  his invers ion which are a l l  incorporated  

in to  his  encompassing centra l  f ig u r e .  But each of  the four  

is  more than t h a t ;  each symbolizes a d i r e c t io n  which the 

homosexual might take to  give meaning to his stained  

exi stence.

I f  the name " V in te u i l "  evokes sadism, lesbianism, and 

the fa th e r  f ig u r e ,  i t  a lso evokes, perhaps even more 

p o w erfu l ly ,  a r t i s t i c  c re a t io n .  I t  is  again the r e f l e c t i o n  

of the fa th e r  in  the daughter.  There are two sides to th is  

symbol. The f i r s t  is  the simple fa c t  tha t  th e a te r  is  

a r t i s t i c  c re a t io n ,  whether i t  is  the d isguis ing  of the 

boyish M ile  V in te u i l  under the overcoats or her mask of 

sadism on the Montjouvain stage. More important is  the 

decipher ing ,  preserv ing and presenta t ion  to  the world of 

the musical masterpieces of V in t e u i 1-pere .  I t  is  only  

through the devoted e f f o r t s  of M ile  V in te u i l  and her f r i e n d -  

her d o u b le - - th a t  the works of V in te u i l  were not l e f t  in  

t h e i r  fragmentary s ta t e .

More l 's  r e c i t a l  a t  Mme Verdur in 's  is  the cen tra l  

scene of the homosexual s t ru c tu re  of A 1a recherche. The 

two events which dominate i t  r e f l e c t  both the heights and



depths of Proust's  conception of in v e rs io n .  The hypoc­

r is y  of Mme Verdurin and her guests which leads to the  

unmasking of the baron in  the  throes of his to o -b l in d in g  

love fo r  Morel, is  i t s  dark s ide .  I t  is  the beginning of 

Charlus1 descent. Before t h is  ca tastrophe,  Morel has played 

the V in te u i l  Septet fo r  the f i r s t  t ime. I t  is  one of the 

supreme moments of a r t i s t i c  c re a t io n  fo r  the n a r ra to r  and 

causes his joy to overf low, invoking invo lun ta ry  memory 

and evoking the complex and b e a u t i fu l  past of Combray. This 

e c s ta t ic  moment is  the f r u i t  of the combined e f f o r t s  of Mile  

V i n t e u i l ,  her f r i e n d ,  Morel,  and Char 1u s - - fo u r  homosexuals. 

The passage is  one of the great  crescendos of the Proustian  

symphony and unquestionably the most powerful and most 

b e a u t i fu l  paean to homosexuality before Genet. The vic ious  

side o f  inversion is  here o b l i t e r a t e d  by the c o n tr ib u t io n  

which the four have made t o  the c re a t io n  of an e terna l  work 

of a r t .

Here is  one of the "ways" toward meaning in  the homo­

sexua l 's  l i f e :  the giv ing of  himself  to  a r t .  I t  is  the 

highest path, and Prou s t 's  f in a l  answer. But th is  way is 

not chosen by Charlus who, in  s p i te  of th is  momentary 

c o n tr ib u t io n ,  w i l l  always remain a d i l e t t a n t e  in a r t .  Both 

the n a r r a t o r 's  and Proust 's  l iv e s  lead to the conclusion
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th a t  a r t  is  born through t o i l  and constant d e d ic a t io n .

Proust the author went f u r t h e r  than Charlus. I f  he had 

fo l lowed the example of him whom he was l a t e r  to c re a te ,  

i f  he had l e t  his homosexuality take precedence over the  

labor involved in  a r t i s t i c  c re a t io n ,  there  might have been 

a few volumes of poetry a 1a Montesquiou, but no A 1 a 

recherche.

Charlus does not choose to  enter  in t o  the "way" 

symbolized by M11e V i n t e u i l .  A second path is  d o s e d  to  

him from the outset:  the way of Saint-Loup, the way of 

fa m i ly  and b io lo g ic a l  reproduct ion .  This road is  open to  

the homosexual, but i t  must remain b a s ic a l ly  u n s a t is fa c to ry  

and s u p e r f ic ia l  since the homosexual w i l l  not reach f u l ­

f i l l m e n t  w ith  a woman--the "d efe c t"  is  too s t r o n g . ^

The t h i r d  way is  th a t  of Morel:  the way of human love.

On t h is  path Charlus does set f o r t h .  Love might save the  

homosexual and Charlus penetrates in t o  the p ro fu nd ity  of  

t h is  m irror  more f u l l y  than he does in t o  the ways o f fe re d  

by Saint-Loup and M11e V i n t e u i l .  Here the m irror- im age is  

even more p e r t in e n t .  But the u n i t in g  of two images in to  

one by means of love is  impossible for  Prou s t .  I t  is  not 

only the ob ject  chosen fo r  his love th a t  p re f ig u re s  defeat  

fo r  Charlus, but a lso  the very basic nature  of love fo r  

Proust.



Thus there  remains only Jupien and his "way": the  

way of the world .  Jupien, the t a i l o r  and manager of the 

b ro th e l ,  represents the d a i l y  business of sewing on buttons 

and arranging sexual t r y s t s .  This is  the way Charlus 

chooses, the only way l e f t  to him a f t e r  his love a f f a i r  with  

Morel is  crushed. I t  is  marked by the f l a g e l l a t i o n s  and 

t h e a t r i c a l i t y  of the b r o th e l ,  but r e f l e c t s  a lso  Jupien's  

goodness and ea r th in e s s .  I t  is  the way of most homosexuals- 

and most men; i t  is  the road most o f ten  t ra v e le d  because i t  

is  e i t h e r  the only one, or a t  leas t  the e as ies t  one. I t  is  

the way th a t  the young Proust himself  chose in  his incessant  

f requent ing  of the salons, in his sexual scenes w ith  butcher  

boys and bloody r a t s ,  but a lso  in  his great kindness and 

concern fo r  his f r i e n d s .  Charlus takes th is  road to  i t s  

i n e v i t a b le  end. In his f in a l  scene he is  s t i l l  w ith  Jupien.  

Morel is  gone, Saint-Loup is  dead and Mile  V in te u i l  s t i l l  a 

shadow. But Jupien is there  to  mother his  beloved f r i e n d ,  

to  be Lear 's  f o o l .  Charlus performs an act  which d is turbs  

Marcel because i t  is  so incongruous: he greets Mme de Sainte  

Euverte in a very f r i e n d ly  manner. This gesture toward a 

woman whom he had despised and r id ic u le d  fo r  h is  e n t i r e  l i f e  

forces the n a r ra to r  to give several possib le  reasons fo r  his  

change in a t t i t u d e .  But may i t  not be simply a symbol of 

the v ic to ry  of Jupien?



Charlus chose the way of the world,  r e je c t in g  a r t  and 

procrea t ion  and in turn being re je c te d  by love.  Charlus 

is  what Proust was before the cup of tea and the uneven 

f la g s to n e s .  He is  the universal  homosexual--here despised,  

there lo v e d - -b u t ,  u l t im a t e ly ,  the homosexual who does not 

r is e  above his very c on d it ion  by the only means which 

Proust considered v a l i d - - a r t i s t i c  c re a t io n .

We have considered Charlus as the center of a homo­

sexual s t ru c tu re  of A la  recherche du temps perdu. Around 

him c i r c u l a t e  the four other  major homosexuals, and i t  

would be possib le  to  add another r ing  of the other in v e r ts  

of the novel: M. de Vaugoubert, M. de Norpois, Lea, M. de 

C h 3 te 1 le ra u l t - -s m a l1er v a r ia t io n s  on s im i la r  themes which 

produce the whir lpool of homosexuality of which Charlus is  

the v o r te x .

Yet Charlus is  not the nucleus of the novel; the 

narra to r  i s .  A s im i la r  s t ru c tu re ,  with the " je"  as the 

core, may be po s tu la te d .  I t  is  a la rg er  over lay  of the 

homosexual s t ru c tu re ,  w i th  the narra to r  standing in  the 

middle of four m ir ro rs .  Four characters (or groups of  

charac ters )  o f f e r  the same four "ways" o f fe re d  to  the 

homosexual.

In t h is  design G i lb e r te  takes the place held by S a in t -  

Loup. L ike  her husband she is  the symbol of h e re d i ty ,



b io lo g ic a l  reproduction and the past .  I t  is  G i lb e r te  

th a t  Marcel f i r s t  dreams of  marrying. '4ien she appears 

in the novel,  i t  is  almost always in  a " fam i ly "  context:  

f i r s t  as the daughter of the Swanns and l a te r  as the w i fe  

and mother of  Tansonv i l le .  But the na r ra to r  does not 

marry her; he chooses c re a t io n  over p ro c rea t io n .

Moreover, i t  is  through G i lb e r te  tha t  Marcel,  in  

Le Temps re t ro u ve , t r i e s  to  consciously ressurect the past.  

But his attempt to  capture the happiness of childhood  

years a t  Combray and on the Champs-Elysees f a i l s ;  the 

past cannot reappear in  i t s  fu l ln e s s  by our consciously  

r e l i v i n g  i t .  The "way of G i lb e r te "  w i l l  not work.

A lb e r t in e  o f f e r s  to the n a r ra to r  what Morel o f fe re d  

to  Charlus: the way of love and d u p l i c i t y .  L ike  Morel,  

she is  a charac ter  compounded of dece i t  and doubt.  I f  

Charlus could not be sure whether Morel was a c t u a l l y  a t  

an algebra class or with another man, Marcel never does 

learn  c l e a r l y  what A lb e r t in e  was doing a t  V e r s a i l l e s  or 

with  the young laundress. He pursues the path of love 

f u r th e r  than does Charlus, but n e i th e r  of them reaches the 

end. Here the homosexual theme is  almost the exact image 

of the heterosexual one. Love does not bear f r u i t ,  no 

matter  the gender of  the lovers .



The t h i r d  way is  the way Charlus chose, the way of  

the world.  In  the n a r r a t o r 's  cosmos, th is  path is  sym­

bo l ized  by the soc ie ty  h o s te s s e s - -e s p e c ia l1y the duchesse 

de Guermantes and Mme Verdur in .  This is  the way chosen 

by Marcel u n t i l  he e v e n tu a l ly  perceives the hypocrisy in  

i t  and i t s  co l lapse  under the r o t t i n g  in f luence  of  t ime.

I t  is  both good and bad, p o s i t iv e  and negat ive .  But i t  

remains fo r  Marcel - -though not fo r  Char 1 u s - - u n f u l f i 11ing.

There remains the fou rth  way, the way of a r t .  For 

the na r ra to r  th is  road is symbolized by the  "mother 

f ig u re s " :  p r im a r i ly  his own mother and grandmother, but 

a ls o ,  to  a lesser  degree, by tfante Leonie and Frangoise.

In these women of p e r fe c t io n ,  these goddesses, are  in c a r ­

nated a r t i s t i c  c re a t io n  which fo r  the  homosexual was 

represented by Mile  V i n t e u i l .  Marcel w i l l  take t h i s  road 

to  " s a lv a t io n " ,  whereas Charlus did not.

The juxtaposing of " les meres" w ith  Mile  V in te u i l  

shows why Marcel,  but not Charlus, u l t im a t e ly  succeeded. 

F i r s t ,  although the element of  the mask and of t h e a t r i ­

c a l i t y  is  l i g h t l y  and humorously present in  tante  Leonie 

(her  i l l n e s s )  and in  Frangoise ( th e  "queen of the k i tc h e n " ) ,  

i t  i s  t o t a l l y  absent from both his mother and grandmother. 

They are above any l i e s ,  any game-playing. Secondly, in



contras t  to  the a c t iv e  masculine sadism of M ile  V i n t e u i l ,  

the mothers are  passive symbols of unearth ly  love .  ; M ile  

V in te u i l  and her lover  were lesbians and th e re fo re  "un­

f r u i t f u l ” women. The mother and grandmother, on the other  

hand, represent the archetypal female p r i n c i p le ,  a combi­

nation of earth-mother and heavenly mother, Terra and the  

V irg in  Mary. Thus the negative  a s p ec ts - - th e  t h e a t r i c a l i t y  

and the m a s c u l in i t y - - o f  M ile  V in te u i l  are absent from the  

symbol of the mothers.

But the p o s i t iv e  s ide ,  th a t  of a r t i s t i c  c re a t io n ,  is  

present in  i t s  purest form. Not only did his grandmother 

present him w i th  books, she took him to see la B^rma and 

in s is te d  th a t  he v i s i t  E l s t i r .  His mother gave him l i f e .  

"Creat ion" plus " a r t " :  both words take on a profound 

meaning. The masculine symbol of s p i t t in g  is  turned in t o  

the feminine gesture of a k is s .

There is  s a lv a t io n  fo r  Marcel whereas there  is  none 

f o r  Charlus. I t  is  in  a r t  th a t  th is  s a lv a t io n  l i e s ,  and 

a r t i s t i c  c re a t io n  is  the r e f l e c t i o n  of the female p r i n ­

c i p l e .  In consider ing the four characters who revo lve  

around Charlus, we n o t ice  th a t  there are three b io lo g ic a l  

males and one female. There is  discord in the homosexual 

house. Encompassing Marcel,  we have only female characters



The c i r c l e  is  purer ,  of  one gender on ly .  No male character  

in  A 1a recherche has the e f f e c t  on the inner  development 

of the n a r ra to r  as does any of the four female f ig u r e s - - n o t  

even Charlus, not even Swann. Marcel learned from Bergotte ,  

from El s t i r  and from V i n t e u i l ,  but he did not begin to  

w r i t e  because o f  them. For a r t  is  born not from im i t a t io n ,  

but from a u n i t in g  w i th  the unconscious archetypal sources 

of c re a t io n  i t s e l f ,  w i th  the female p r i n c ip le ,  w i th  "the  

mothers". He began t o  w r i te  because of a search fo r  a 

mother's kiss shrouded in lo s t  time and i t s  r e b i r t h  caused 

by the ta s te  o f  a madeleirie ( the  cake has a feminine name) 

dipped in  tea ( te a  - water -  feminine symbol) and o f fe re d  

to  him by a woman.

There are not ju s t  two ways, there  a re  fo u r .  Each 

is  o f fe re d  to both Charlus and to the n a r ra to r .  Both 

choose the way of the "double female",  but Charlus1 choice  

is  symbolized by Jupien, who, although he is  the most 

"female" of a l l  the homosexuals, remains s t i l l  a man. The 

symbol of  the mothers is  completely female.

Proust,  probably before he even began to conceive of  

his monumental work, had accepted the p r e v a i l in g  notions  

about homosexua1i t y - - e s p e c i a 11y those of K r a f f t -E b in g .  We 

may accept these theor ies  as t ru th  fo r  a moment--and apply  

them to  Proust h im s e l f .  In the "homme-femme" balance sheet,
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we must place Proust squarely on the "femme" s ide .  And, 

in  making the n a r ra to r  succeed w h i le  causing Charlus to  

f a i l ,  can we not mainta in  th a t  Proust found a u n i ty  with  

his own being? Certa in  a r t i s t i c  c rea t ion s  have a "mascu­

l in e "  aura, others a "feminine" one. I f  there  is  a "male­

ness" about M ichelangelo 's  frescoes and s ta tues ,  there  is  a 

"femaleness" about A la  recherche du temps perdu. Moses,

David, and the Last Judgment r e f l e c t  the p e r fec t  fus ion of  

an "homme" homosexual w ith  a "masculine" a r t .  A la  recherche, 

in i t s  s ty le  and in  the n a r r a t o r 's  u n i t in g  w ith  the e te rn a l  

past by means of a r t  is  the co inc id ing  of Proust w ith  him­

s e l f  and the v ic to r y  of the e te rn a l  female.
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one's own p e rs o n a l i ty  tha t  fo r  various reasons one has 
p re fe r re d  not to  look a t  too c lo s e ly .  This is  what Jung 
c a l le d  ' th e  r e a l i z a t i o n  of the shadow.' (He used the  
term 'shadow' fo r  t h is  unconscious par t  of the p e r ­
s o n a l i ty  because i t  a c tu a l l y  o f te n  appears in  dreams
in  a p e rs o n i f ie d  form.)
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16. ( c o n ' t . )  "The shadow is  not the whole of the un­
conscious p e r s o n a l i ty .  I t  represents unknown or 
l i t t l e -k n o w n  a t t r i b u t e s  and q u a l i t i e s  of  the ego--  
aspects that  mostly belong to  the personal sphere 
and th a t  could ju s t  as well  be conscious. In some 
aspects, the shadow can a ls o  consist  of c o l l e c t i v e  
fa c to rs  that  stem from a source outs ide  the i n d i v i ­
dual 's personal l i f e . "  M . -L .  von Franz, "The Process 
of In d iv id u a t io n " ,  in  Man and His Symbols, (Carl G. 
Jung, ed. (New York: Del 1 Publ ish ing Co., 1964), pp. 
171, 174.

17. Proust,  I ,  164.

18. We might also see the w a r r io r  Sa in t-Loup 's  "way" as 
the path to a homosexual heroism a la Gide. Charlus 
might r id e  in to  b a t t l e  aga inst  the world holding high 
a banner emblazoned: "Corydon Forever!"  But such an 
i n t e r p r e t a t io n ,  a lthough poss ib le  fo r  a Gide, seems 
improbable fo r  Proust ,  the t ru e  in v e r t  and passive  
homosexual.



THE THEME OF THE MASK

From the moment th a t  Odysseus returned home incogn ito ,  

the mask became a major m otif  of  Western l i t e r a t u r e .  I t s  

most p e rs is te n t  appearance has been in  comedy, but i t  is  

the serious mask which seems more in tune w i th  our century .  

The motif  of d isguise  is  today l inked  with  questions of 

appearance versus r e a l i t y ,  s e l f -d e c e p t io n  versus s e l f -  

r e a l i z a t i o n .  We are led to consider the import of  the 

everyday r e a l i t y  v e i le d  by Nadja 's  many forms or whether 

Clappique w i l l  succeed in  escaping the fa te  o f  h is  fe l lo w  

Europeans in  the guise of a s a i l o r .  E x i s t e n t i a l i s t  w r i te rs  

have very f re q u e n t ly  used the mask theme to  pose the question  

of a u t h e n t ic i t y  and to explore  re la t io n s h ip s  between Subject  

and Object .

Almost a l l  of  the disguised characters  in  modern f i c ­

t io n  f r e e l y  choose t h e i r  costume, t h e i r  second i d e n t i t y .

The homosexual character  does n o t - - i t  is  forced upon him.

The necessity  of h iding h im s e l f ,  of wearing a mask, is  so 

basic to the homosexual "cond it ion  humaine" th a t  no author  

who wrote of invers ion  disregarded i t .

In uranian l i t e r a t u r e  we are  concerned n e i th e r  with  

an unconscious d i s t o r t i o n  of i d e n t i t y  (a la  Emma Bovary)



nor with a w i l l f u l l y  desired second i d e n t i t y  (a la  Tar-  

t u f f e ) .  Because of the taboo aga ins t  invers ion ,  the homo­

sexual must wear a mask whether he wants to  or not.  To 

the world he must appear d i f f e r e n t  from what he a c tu a l ly  

i s .  F i r s t ,  his physical appearance and mannerisms must not 

betray any f e m in in i ty .  For those authors who accept the 

"homme-femme" s t ru c tu re  of  the homosexual p e rs o n a l i ty ,  

t h e i r  characters  wear the mask of  exaggerated v i r i l i t y :

Chari us and Genet's "matous" come immediately to  mind. 

Moreover, the in v e r t  must not speak o f  his d e s ires ;  the 

communication l in k  between the homosexual and the non­

homosexual is  th e re fo re  broken. The in v e r t  is  f r e e  to be 

himself  only w ith  fe l lo w  in v e r ts ;  the re s u l ts  are p a th e t ic ,  

whether we consider the p u e r i le  conversation between 

Chari us and Vaugoubert or the animosity  between Divine  

and Mimosa. In a social con te x t ,  in any contact  between 

the homosexual and the world,  the  in v e r t  i s ,  from the 

beginning, a being who is  not f r e e .

Let us f i r s t  consider the social  necessity  f o r  the 

mask. I t  is  c l e a r l y  the theme o f  Bourdet's play 1 a 

Pri  sonniere , f i r s t  performed in 1926, and the f i r s t  major 

t h e a t r ic a l  work in  France to deal openly w ith  homosexuality.  

I t  is  lesbianism which is  the sub jec t ,  another example of



the fa c t  t h a t  female homosexuality o f f e r s  less of a taboo 

than male invers ion  and precedes i t  in t o  each l i t e r a r y  

genre. The p lo t  is  q u i te  simple: in order to  remain in  

Par is  w ith  the woman she loves, I rene must don the 

heterosexual mask. She f i r s t  l i e s  to her fa th e r  in  t e l l i n g  

him that  she loves and wants to  marry Jacques, but when the 

l a t t e r  appears, the l i e  must be compounded and to him she 

implies  th a t  she is in love w ith  yet another man. Jacques 

sees through her l i e  and accuses her of i t ,  to  which Irene  

re p l ie s :

- - S i  j e  mens, c ' e s t  qu'on m'y force!
JACQUES: --Qui?
IRENE: - -Tout  le  monde.^

In the f i r s t  act  of the play I rene  thus disguises her true  

fe e l in g s  to both her f a th e r  and her only f r ie n d :  the mask 

is  worn before the world .  During the second a c t ,  she w i l l  

l i e  to h e r s e l f  in  becoming Jacques' w i f e .  But th is  d i s ­

guise w i l l  not work e i t h e r  and the marriage f a i l s .  Accordi  

to  her husband, she cannot give h e rs e l f  to him com plete ly .  

Both go t h e i r  separate ways, I rene  back to Madame Aigu ines,  

her lover ,  and Jacques to  his former m is tress .

I t  is  most i n t e r e s t i n g  th a t  Bourdet does not condemn 

I r e n e 's  homosexuali ty. A dull  character  in a ra th er  l i f e ­

less p lay ,  she is  none the less sympathetic. Her s trugg le



against  a passion which she cannot u l t im a t e l y  conquer is  a 

v a l id  one. For Bourdet in ve rs io n  is  too strong to  be 

vanquished e i th e r  by w i l l  power or by marriage. He r e je c ts  

the p r e v a i l in g  b e l i e f  of the day tha t  a re tu rn  to t r a d i ­

t io n a l  moral values and a marriage could "cure" the homo­

sexual.  2 Rather was Bourdet undoubtedly inf luenced by 

Proust,  not only in  the t i t l e  o f  his p la y ,  but a lso  in  the 

b e l i e f  tha t  homosexuality was too  deeply ingrained in  the  

p e rs o n a l i ty  to  disappear under the  marriage mask. In a 

s im i la r  way Saint-Loup continues to see Morel a f t e r  his  

marriage to  G i lb e r te .

La Pr isonn iere  remains neutra l  in  i t s  a t t i t u d e  toward 

invers ion .  Even though the  marriage f a i l s  because I re n e  

has no real physical d e s ire  for her husband, the l a t t e r ,  

on the other hand, is  motivated by physical des ire  a lone .

I t  is  his own mistress Franqoise who accuses him:

FRANQOISE: Vous, aimer? Mais, mon pauvre Jacques,
vois ne savez mSme pas ce que c ' e s t !

JACQUES: Vous croyez?
FRANQOISE: J'en suis sOre. L'amour, pour vous,

c 'e s t  un jeu assez amusant. Et encore,  
pas to u jo u rs .  I I  n 'y  a guere qu'un 
moment qui vous amuse.3

Thus the simple fa c t  of physical d e s i r e - - o r  the lack of i t - -

makes the marriage crumble. In a l l  o ther  respects Jacques is

the idea!  husband and I rene  the p e r fe c t  w i fe .
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La P r iso n n ie re  does not descend in t o  d isgust ing or 

shocking d escr ip t ion s  of homosexuals and homosexual 

behavior .  Madame Aiguines'  husband t e l l s  what i t  i s  l i k e  

to be married to a lesbian:

--Ce sont des ombres. I I  fa u t  1es la is s e r  se 
promener en tre  e l l e s  dans leur  royaume d 'o m b re s ! . . .
Non! Nous ne connaissons pas! Nous ne savons pas 
ce que c 'e s t !  C 'est  m yster ieux . . ,e t  redoutab le .^

The lesbian is  s t i l l  the shadowy being she was f o r  Baude­

l a i r e ,  but she is  not a hideous monster. In his speech 

M. Aiguines does express the heterosexual man's fe a r  of  

lesbianism and does underscore the power of homosexual 

d e s i re .  But another character  perhaps best expresses 

Bourdet's a t t i t u d e .  I r e n e 's  s i s t e r  G ise le ,  an innocent  

young g i r l ,  says:

- -J e  tclche de ne pas me m£ler de ce qui 
ne me regarde pas, v o i l a  t o u t .

Irene adds immediately:

- -O u i ,  mais c 'e s t  r a r e ,  v o is - tu ,  1es gens 
comme t o i !5

I f  the new theme of homosexual love is  the core around 

which la P r isonn iere  develops, o ther  loves are a ls o  de­

p ic ted :  Jacques' love,  or d e s i re ,  fo r  Frangoise, I re n e 's  

f a t h e r ' s  lack of a f f e c t io n  fo r  h is  c h i ld re n ,  and I r e n e 's  

sincere love fo r  her l i t t l e  s i s t e r .  Moreover, w i th  the 

clean break a t  the close of the p la y ,^  Bourdet, a f t e r



present ing each of these loves, leaves the audience to  make 

up i t s  own mind.

There is  only one inc ident  in  la P r isonniere  which 

d is t in g u is h e s ,  on the outs ide ,  the homosexual woman from 

the  heterosexual one. Frangoise is  exceedingly in te re s te d  

in  fashion and in her appearance, whereas I rene  cares not 

a t  a l l  about c lothes and allows her s is t e r  to  choose the 

dresses she w i l l  wear. Might we not see here a r e f l e c t i o n  

of the theme of the mask: Frangoise can spend time worrying  

about the e f f e c t  a c e r ta in  gown w i l l  have at  a chic  s o ire e .  

I rene cannot. The choice between a "robe crfipe de Chine" 

and a "robe mauve" is  superfluous fo r  the lesbian who must 

don a more complete costume--an a l l - h i d i n g  mask--to appear 

before  the heterosexual world.

I r e n e 's  heterosexual mask u l t i m a t e l y  does not conceal 

her ,  e i t h e r  from others or from h e r s e l f .  Yet a t  the same 

t ime her homosexuality is  not condemned and, v i o l e t s  in  

hand, she returns  to  the woman she loves.  Another 

c harac ter  who dons the marriage mask is  Proust 's  Marquis 

de Vaugoubert. This contemporary of Charlus is  the suc­

cessful man who must keep his in v e rs io n  hidden fo r  fea r  of  

los ing his  d ip lom atic  p o s i t io n .  Vaugoubert is  the "o rg an i ­

z a t io n  homosexual" who has chosen the d isguise of marriage



and business r e s p e c t a b i l i t y  and who no longer permits himself  

even a passing homosexual a f f a i r .  He has " . . . s a c r i f i e  

tout  p l a i s i r " . ?

His great  fe a r  of being discovered and th e re fo re  

scorned and r e je c te d  is  counterbalanced by his des ire  to  

be p leasing and accepted; th is  confusion becomes ev ident  in  

the strange double nature of his  conversat ion .  Proust 

compares him to  a caged beast whose eyes ra p id ly  dar t  in  

a l l  d i r e c t io n s  looking fo r  some means of escape. Always 

i t  is  the eyes which reveal the homosexual: a t  the Guer- 

mantes1 party  where he must hold t ig h t  to his th ic k  mask, 

his eyes are nevertheless l i k e  tennis  b a l ls  which bounce 

from man to man. When he is  alone with  Chari us the mask is  

removed com plete ly .  He goes to the other extreme of be­

hav io r ,  adopts feminine gestures, uses feminine names fo r  

men and sees invers ion  everywhere. We might say th a t  he is  

almost schizophrenic,  so d i f f e r e n t  is  he w ith  and then w i t h ­

out his mask.

Proust w r i tes  tha t  Vaugoubert dared not look a t  himself  

in  a m ir ro r  fo r  f e a r  of seeing the wr ink les  on his fa ce .

Yet he had, years p re v io u s ly ,  negated his own s e x u a l i ty  by 

c a te g o r ic a l l y  r e je c t in g  any a f f a i r s  w ith  men and a ls o  by 

marrying his over ly -m ascu l ine  w i fe .  He is  th e re fo re  not



in te re s te d  in being a t t r a c t i v e  to  a man. Rather does he 

not look in  the m irror  because he might see nothing.  He 

might have no i d e n t i t y .  Vaugoubert's two extremes cancel 

each other  out;  he is  n e i th e r  man nor woman. The mask he 

has so c a r e f u l l y  worn has reduced him to  a n o n -e n t i ty .

The external  forces have produced an inner vo id ,  and Vau­

goubert , not i n t e l l i g e n t  enough to  see himself  as he has 

become, remains a p a th e t ic  in d iv id u a l .

For Proust the mask can never hide the homosexual 

com plete ly .  Usually  i t  is  the eyes, but o f ten  a gesture  

or a way of speaking revea ls  those t r a i t s  which the in v e r t  

t r i e s  hard to conceal.  romeone outs ide  always perceives  

what is  ins ide  the homosexual. In  many cases i t  is  only 

the i n t e l l i g e n t  and s e n s i t iv e  Marcel who comprehends. Yet 

even he is  unaware of Chari us' in v e rs io n  u n t i l  the moment 

when, from his hiding p lace ,  he watches the baron in the  

Guermantes1 courtyard .  Closely l inked w ith  the motif  of 

the mask is  the aura o f  mystery and the themes of conceal­

ment and ly in g .

We f i r s t  meet Chari us s ta r in g  a t  the young Marcel at  

Tan son v i l le .  The eyes and his white  s u i t  are a l l  we are  

allowed to  see, although the n a r ra to r  has observed the 

character!*s t ies  of the young G i lb e r te  and even her obscene



gesture .  Next to Charlus stands Odette and i t  is common 

knowledge--a1though q u i te  i n c o r r e c t - - t h a t  Charlus is  the 

lover of h is  f r ie n d  Swann's w i f e .  Thus is  the baron 

introduced w i th in  the  framework of a l i e .  Lying is  one 

of the cornerstones on which the  homosexual's l i f e  is  

b u i l t ;  Proust w i l l  concentrate on i t s  t ra g ic  necessity  l a t e r  

in the novel.  Yet i t  is  only glimpsed in the innocence of  

Combray and we do not see Charlus again u n t i l  the adolescent  

days a t  Balbec.

But we do learn  about th is  strange personage before  

his s p e c i f ic  entrance onto the stage. His nephew S a in t -  

Loup draws a p o r t r a i t  of him much as a secondary character  

or conf idant  sketches the o u t l in e  of the major character  in  

a c la s s ic a l  t ragedy .  We hear of  his noble ancestry and the  

importance he places on i t ,  his p o s i t io n  as the "king" of  

the Faubourg and i t s  a r b i t e r  of  t a s t e .  This p a r t is a n  of 

excessive v i r i l i t y ,  a physical c u l t u r i s t  who must have 

been a "lady k i l l e r "  in  his day, is so averse to  any sug­

gestion of invers io n  tha t  he thrashed a homosexual who dared 

to make a pass at him. I f  Saint-Loup's d e s c r ip t io n  of Charlus  

as the leader of soc ie ty  is  t r u e ,  his p o r t r a i t  of his sexual 

l i f e ,  we w i l l  subsequently lea rn ,  is  completely f a l s e .

Again the l i e  surrounds Charlus ,  becoming even more potent
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because i t  comes from a member of  his own f a m i ly .  We can 

b e l ie v e  Xiphares speaking of M i th r id a te ,  but we cannot 

b e l ie v e  even a r e l a t i v e  when homosexuality is  a t  issue,  

suggests Proust.

And yet there  is  the Proustian b e l i e f  tha t  w i th in  

each l i e  resides an element of t r u t h .  Indeed the re  is  

t ru th  when Saint-Loup ta lk s  of h is  u n c le 's  p ro tec t io n  and 

support of men of the lower classes and his adm irat ion  of 

v i r i l i t y .  But Saint-Loup sees n e i th e r  the true  causes nor 

the t rue  ends of these a c t io n s - -o n ly  the s u p e r f ic ia l  act ions  

themselves. Thus may we not say th a t  Act I  of the play " le  

Baron de Charlus" is  a f a ls e  a c t ,  but one which, when the 

t ru th  is  l a t e r  revealed ,  w i l l  in  re t ro sp ec t  appear yet more 

t rag ic?

Moreover, during th is  " f i r s t  a c t"  we are led to  see 

th a t  in  Charlus there  is  some kind of d u a l i t y ,  some double 

nature as yet un c lear .  He is  g r u f f  and domineering, yet 

there  is  evidence of a "cdte assez g e n t i l " . ^  He is  a 

"vieux coureur de femmes" but Saint-Loup is unable to  name 

a s ing le  woman. He has changed h is  t i t l e ,  his name. The 

double aspect hidden in  the homosexual is  s u b t le ly  drawn 

from the beginning.

Enter our hero h im s e l f - -b u t  without  f a n fa re ,  without  

a name, fo r  a second even without a body. For the n a r ra to r ,



even before he sees anyone, has the f e e l in g  of being 

watched. I t  is  the eyes again, e m i t t in g  such a fo rc e  th a t  

the young man must turn to look. The unknown gentleman 

becomes v i s i b l e ,  doing nothing but s ta r in g  at  him and 

nervously s t r i k i n g  his pants w ith  a r id in g  crop.9 But 

the look is of  primary importance and evolves from one of  

a t t e n t io n ,  t o  a c t i v i t y ,  to  "une supreme o e i l l a d e  a la  f o i s  

hard ie ,  prudente, rap ide  et p ro fo n d e " .10 The a d je c t iv e s  

reveal much. A look which is both bold and modest would 

be d i f f i c u l t  fo r  even an experienced actor  to  convey; the  

two a d je c t iv e s  c o n tra d ic t  each o th e r .  But i f  i t  were 

possib le  to convey, i t  could be done only by a person 

c lever  enough to control  his eyes com plete ly .  This the  

gentleman must be, fo r  the f in a l  two a d je c t iv e s ,  " rap ide"  

and "profonde" descr ibe ,  when placed tog eth er ,  a c le v e r  

f e l  1ow.

Charlus the homosexual is  t r y in g  to  a t t r a c t  the young 

man, bu t ,  as there  is  no response, he adopts "un a i r  d i s t r a i t  

e t  h a u t in " - -a  defense mechanism--and begins to  perform  

various kinds of l i t t l e  actions to pretend he is  w a i t in g  

f o r  someone. I t  is  an act  and the n a r r a t o r ,  wh i le  not a t  

a l l  comprehending the raison d 'e t r e  fo r  the e y e -p la y ,  does 

see the sham of the man's p la y -a c t in g .  Again t r u th  is  not
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completely perce ived;  i t  cannot be, fo r  we are witnessing  

a show. (The poster toward which Charlus turns announces 

a performance of a p la y . )

Unnamed, unknown and mysteriously  masked, the gentleman 

disappears, only to  reappear an hour l a t e r .  Again he is  

preceded by his eyes which immediately i n t u i t  the e n t i r e  

s i t u a t io n ,  but become nevertheless consciously neuter .

And now he is  named--but in c o r r e c t ly .  Mme de V i l l e p a r i s i s  

introduces the ubiquitous stranger as "1e baron de Guer- 

mantes". Again a momentary confusion and mystery. R ea l iz ing  

her mistake, Mme de V i l l e p a r i s i s  continues: "Apres to u t ,

1 'e r re u r  n 'e s t  pas si g r a n d e . . . tu  es bien un Guermantes tout  

de mfime11. "  Even though a Charlus might a lso  be a Guermantes, 

the name "Charlus"--used throughout the novel as the e p i th e t  

fo r  the homosexual and spawning the Proustian word "charl isme"  

- - i s  not a t  a l l  synonymous with  "Guermantes". For there are  

two Charlus: the proud and noble leader of soc ie ty  and the

hidden homosexual. Might we not paraphrase Proust in  postu­

l a t i n g  both the "c<3te de Guermantes" and a "c<3te de Charlus"?

The mysterious double nature of Charlus coincides  

p e r f e c t ly  w ith  the Proustian conception of the "homme- 

femme". Thus on the manly face of the baron we f i r s t  see a 

l i g h t  layer  of powder (which a lso suggests an a c t o r ) .  Under­

neath the o v e r l y - v i r i l  words and ac t io ns ,  we g l impse--through  

the n a r r a t o r 's  grandmother--"des d 4 l ic a te s s e s , une s e n s i b i l i t e



fe m in in e s " .12 Undoubtedly the most p h y s ic a l ly  d e s c r ip t iv e  

evocation of the "man-woman" is  th a t  of Charlus seated 

amidst the most beau t i fu l  and elegant women at  Mme de Vi l i e  

pari  si s' so iree:

M. de Charlus f u t  bient<3t assis a cdte de 
Mme Swann. Dans toutes les reunions ou i l  se 
t r o u v a i t ,  dedaigneux avec 1es hommes, court ise  
par les femmes, i !  a v a i t  v i t e  f a i t  d ' a 1 1 er f a i r e  
corps avec 1a plus e legante ,  de 1a t o i l e t t e  de 
l a q u e l le  i l  se se n ta i t  empanache. La redingote  
ou 1e f ra c  du baron 1e f a i s a i t  ressembler a ces 
p o r t r a i t s  reussis par un grand c o l o r i s t e ,  d'un  
homme en n o i r ,  mais quia pres de 1u i ,  sur une 
chaise,  un manteau e c la ta n t  qu1i 1 va r e v 3 t i r  
pour quelque ba1 costume. . .D e r r ie re  la b a r r ie r e  
parfumee que lui  f a i s a i t  la beaute ch o is ie ,  i l  
e t a i t  i s o le  au m il ieu  d'un salon comme au m i l ieu  
d'une s a l l e  de spectacle dans une 1 o g e . . J 3

L i k e  a p a i n t i n g  by Manet where t h e  b la c k  o u t l i n e  s tands  o u t

in r e l i e f ,  yet is  a f fec ted  by the v ib ra n t  colors around i t ,

C ha r lus  s i t s  as a man among women--ye t  he i s  a l s o  tho se

women. The image becomes even stronger a t  the soiree "chez

la Princesse de Guermantes", where Charlus is  "quasi

enveloppe par 1 'immense jupe de la comtesse M o l e " . ^  A man

on top, a woman on bottom; the "homme-femme" is here v iv id l

v i s i b l e  before our eyes.

I f  t h i s  mask i s  u n c o n s c io u s ,  t h e r e  a re  many c o n s c io u s

ones tha t  Charlus uses. In  his attempts to seduce the

young M a rc e l ,  he becomes now th e  Greek m e n to r ,  the n  an

odalisque on a sofa.  U n t i l  the beginning of Sodome et
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Gomorrhe the n a r ra to r  constan t ly  wonders about th is  

mysterious q u a l i t y  in  the baron. The r e la t io n s h ip  between 

Marcel and Charlus before Sodome e t  Gomorrhe is  p r im a r i ly  

a homosexual one: the baron t r i e s  again and again to  seduce 

the boy, but the l a t t e r  does not understand t h i s .  Marcel 

is  extremely anxious to  be received in to  the "c6 te  de 

Guermantes", but he bypasses c o n s is te n t ly  the one person 

who might give him immediate access to i t - -C h a r 1 u s .  I t  is  

never the young man who arranges t h e i r  meetings. Charlus 

comes to  the hotel room, i t  is  he who fo l lows Marcel out of  

Mme de V i l l e p a r i s i s 1 soiree and who asks him to v i s i t  him 

in  his room. The attempted seduction of a young man by a 

f o r t y - y e a r - o l d  in v e r t  must be done with great f in e s s e .  Be­

cause of the homosexual taboo, Charlus must perforce  be 

even more c a re fu l  than a heterosexual in  the same s i t u a t io n .  

Homosexuality does change the nature of the game and w i l l  

profoundly a f f e c t  the n a r r a t o r 's  v is io n .  I f  the seduction  

had been made o v e r t l y ,  a l l  the present and subsequent 

questioning and doubts of the na r ra to r  would not have developed. 

But p re c is e ly  because there  is  mystery surrounding Charlus1 

a c t io n s ,  Marcel,  wanting to  understand, is  forced to explore  

the meaning of these act ions and, consequently, the nature  

of the man h im s e l f .  Because of the haunting question mark



in  the n a r r a t o r 's  mind, he w i l l  be led in to  his ana lys is  

of the human sou l .  The uncomprehended words and actions  

of a homosexual- -h is  mask-- in  par t  pave the road which the  

n a r ra to r  w i l l  f o l lo w  in  his quest.

Charlus is  without  a doubt a superb a c to r .  He wears 

his many masks w i th  consumate s k i l l .  I t  is  only when his  

passion fo r  Morel b l inds him to social exigencies that  his  

tragedy begins. Because of  his great des ire  to  promote 

his lover as a musician, he fo rgets  Mme Verdur in .  She 

and the e n t i r e  " p e t i t  noyau" had known about Charlus and 

M o re l - - th e  "dem oise l les" .  But i t  made no d i f f e r e n c e  to her 

as long as the two men had some other c h a r a c t e r is t i c  which 

would save them. Morel was a f in e  musician and Charlus 

a trump card in  Mme Verdur in 's  soc ie ty  game. She deigned 

to  overlook t h e i r  in ve rs io n ,  whitewashing i t  in  her own 

eyes u n t i l  the moment when she h e rs e l f  chose to reveal i t .  

Her a t tack  on the baron when she re a l i z e s  th a t  she is  

rece iv in g  none of the g lory  a t  Morel 's  concert is  one of 

the most v ic ious  scenes in A la recherche. Her l i e s  and 

innuendos succeed in  turn ing  Morel against his benefactor .  

Char 1 us's tragedy is  brought about by the machinations of 

the "queen" of bourgeois s o c ie ty .  From i n i t i a l  hypocrisy  

to  malevolent d e s t ru c t io n ,  Mme Verudrin uses the fa c t  of



86

homosexuality as a weapon to defend h e r s e l f .  She be l ieves  

she has won an important b a t t l e  as Charlus l i e s  crushed.

Yet i t  is  c le a r  th a t  Proust is  on the side of the supposedly 

vanquished and Charlus is  saved from complete co l lap se ,  not 

by any members of the l i t t l e  c lan ,  but by the unexpected 

re tu rn  of the Queen of Naples. I f  the bourgeois queen has 

destroyed, the noble queen, although unknowingly, saves.

A f te r  t h is  c l im a c t ic  scene Charlus descends more and

more in t o  his invers ion .  The " ta re "  spreads ou t ,  stains

his body and soul to  a g re a te r  and greater  degree. In the

beginning was the f a u l t ,  fa te d  and inescapable.  But there

was a lso the mask. Charlus succeeds well  in  h id ing his

homosexuality; he has the "p e rs p ic a c i te  spec ia le"  which

Vaugoubert lacks.  However, the compromises which he is

forced to  make because of  n e c e s s i ty - - th e  necessity  of his

invers ion  combined with  the necess ity  of concealing i t - -

e v e n tu a l ly  produce d e le te r io u s  e f f e c t s .  Like the yellow

spots of l i v e r  disease or the red blotches of skin disease,

says Proust,  the sickness w i l l  not stay hidden w i th in  him.

The body assumes yet another appearance; the mask cannot

hide the patho log ica l  yellow blo tches.  The baron loses

control over his gestures and his physical appearance.

But what is  even more devasta t ing  is  that  his own as tu te

percept ion of h imself  disappears.  L ike Saul caressing his

demons, Charlus is  fol lowed everywhere by the s t r e e t  urchins  

of P ar is .



I t  is  not only his  age and the " t a r e 11. The double 

l i f e  he has been forced to l i v e  has extracted  a heavy 

t o l l .  I f  Charlus does not choose the "way of a r t " ,  i t  is  

in par t  because he has had to 1ive  a work of a r t .  He had 

in his youth painted a fan fo r  Oriane, but he does not 

become a p a in te r  of canvases because he has expended his  

energies p a in t in g  h im self .

To wear a mask well  is  to  c rea te  oneself  as a work 

of a r t .  I t  is  a lso to  l i e .  For Cocteau the l i v in g  of a 

consummate l i e  was energ iz ing and b e a u t i f u l ; 1 5 fo r  Proust 

i t  is  d e b i l i t a t i n g  and t r a g i c .  To the burden of f a te  must 

be added the weight of the mask. Not only does the wearing 

of i t  throughout the years drain the energies of  the homo­

sexual,  i t  in s id io u s ly  destroys his own inner being.

In discussing Stendhal 's  various pseudonyms and his  

l i f e  of masquerade, Jean S t a r o b in s k i^  shows th a t  there  

can be a l in k  between t raves ty  and pleasure, th a t  the mask 

o f f e r s  a means of re lease  and freedom. However, with  

Stendhal,  as w ith  Cocteau, the mask is  w i l l f u l l y  placed 

over one's face .  For the homosexual character  the mask is  

a pr ison. He has no control over i t .  Rather than using 

the mask, the in v e r t  is  used by i t .
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MICHEL AND THE BOYS

. . .m a is  chaque fo is  
que je  la rencontre ,  
e l l e  r i t  e t  p la is a n te  de 
ce que j e  1ui p re fere  
Itenfant.  E l l e  pretend que 
c 'e s t  lu i  qui surtout me 
r e t i e n t .  P e u t -6 t re  a - t -  
e 1 1 e un peu r a is o n . . . ^

"There may be some t r u th  in what she says", concludes 

Michel in  the understated manner to  which we have become 

accustomed in reading 1 1 Immorali s t e . That he p re fe rs  

boys to g i r l s  seems f i n a l l y  to  be evident even to h im se lf .

I t  is  only here,  a t  the very end of his s tory ,  th a t  Michel 

c l e a r l y  admits th a t  " les  e n f a n t s " - -h is  constant euphemism 

for  young boys--a re  holding him in  t h e i r  g r ip .  In  s p i te  of 

his constant s e l f - a n a l y s i s ,  never does Michel ,  u n t i l  th is  

f in a l  l i n e ,  glimpse any homosexual des ire  in h im s e l f .  Yet 

the boys parade through his t a l e ;  i t  is  a long cortege .

The readers of 1 1 Immorali ste a t  the t ime of  i t s  i n i t i a l  

p u b l ic a t io n ,  and several c r i t i c s  s ince, see the work as 

t o t a l l y  dominated by the homosexual theme. Others minimize 

i t ,  seeing M ic h e l 's  in t e r e s t  in  young boys simply as a 

symbolic rep re se n ta t io n  of G ide 's  fe rve n t  desire  to  f re e  

the in d iv id u a l  from a l l  r e s t r a i n t s .  The answer l i e s  between 

these two p o s i t io n s ;  i f ,  as Gide himself w r i tes  in his  

preface ,  he has placed in t h i s  book " toute  sa passion, toutes
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ses larmes e t  tou t  son so in" ,  1 1 Immorali ste must a lso  stand 

as a study of emerging homosexuality. Gide's statement in  

his Journal (Nov. 26, 1915) th a t  Michel was indeed an un­

conscious homosexual is  almost superfluous to a care fu l  

re a d e r .

The o r i g i n a l i t y  of  1 1 Immorali ste l i e s  in i t s  questioning  

of the v a l i d i t y  of the very words and thoughts of the f i r s t  - 

person n a r ra to r .  To accept M ich e l 's  s tory  as he r e la te s  i t  

we must be l ie v e  th a t  he has no over t  homosexual des ires .

But we cannot, simply because Gide's s t r i k in g  achievement 

in  t h is  e a r ly  work was to  suggest, even through M iche l 's  

own words, unconscious forces which act against what the 

n a r ra to r  a c tu a l l y  be l ieves and recounts to  his f r ie n d s .

Thus there is  a "double" in  M ichel ,  not an "homme-femme" 

as in Proust,  but a s in g le  man who is  consciously  

o b l iv io u s  to  any homosexual d es ire  and a t  the same time a 

being who becomes more and more of a pederast as his  s tory  

and his l i f e  evolve.

That Michel is  a la te n t  homosexual need no longer  

be doubted. The question s t i l l  to  be answered, though, 

is  how Gide p r e c is e ly  used the uranian m o t i f - -h e r e  in  i t s  

unconscious fo r m - - to  i l l u s t r a t e  M iche l 's  conscious s t r i v i n g  

to become hea l thy ,  f r e e  and his own master. Much can be



learned by looking d i r e c t l y  at each of the boys Michel 

encounters and by examining both them and M ic h e l 's  response 

to  them. But l e t  us f i r s t  look a t  Michel h im se l f .

Michel is  not born a homosexual; h e re d i ta ry  fa c to rs  

are not a p p l ic a b le  to  him as they are  to M ile  V i n t e u i l .

His parents have inf luenced him, but not d i r e c t l y  in  his 

sexual o r i e n t a t i o n .  The i n t e l l i g e n t ,  bookish, r ic h  and 

s ic k ly  young man is sexua l ly  undefined. Attached to  his 

sc h o la r ly  f a t h e r ,  Michel has fol lowed in his foo ts teps  

and remained closed to the sensual world.  But i t  i s  his  

mother's in f lu en c e ,  not his f a t h e r ' s ,  tha t  Michel be l ieves  

formed him. For Michel,  as fo r  Gide h im se l f ,  i t  w i l l  be 

against  a sexless Huguenot m o ra l i ty  th a t  the immoralist  w i 11 

r e v o l t .  I f  to most fundamental is t  P ro tes tan t  groups a l l  

sex is  immoral ,2 th is  does not predispose a young Huguenot 

to  homosexuality. Yet his a t t i t u d e  toward women has been 

a f fe c t e d ,  and Marcel ine w i l l  remain in  many ways a re p la c e ­

ment fo r  the mother who died when Michel was f i f t e e n .  He 

has married s o le ly  to  please his dying f a t h e r .  "Si j e  

n 'a im ais  pas, d i s - j e ,  ma f inancee ,  du moins n ' a v a i s - j e  jamais 

aime d 'a u t r e  femme."^ Not tha t  he had loved a man e i t h e r :  

"J 'a im a is  quelques am is . . .m a is  p lu td t  1 'ami t i e  qu'eux-mgmes.

A thoroughly mental being, love to  Michel appears to  be an



abs trac t  melange of tenderness, p i t y  and est ime, where 

"une sorte  de g a la n te r ie  f r o id e "  is  s u b s t i tu te d  fo r  f e e l in g s .

Marce l ine 's  devotion to  Michel i s  indeed maternal.  He 

is  "protege, secouru, v e i l l e "  by her .  She is  the f i r s t  to  

be a t t r a c te d  to the urchins of B iskra ,  in  a motherly ,  

k ind erg arten - teach er  way. Her f a v o r i t e s  are the s ic k ly ,  

well-behaved boys who resemble her husband. Later  when 

Michel and Marceline a r r i v e  a t  La Morin iere  they of ten  

s i t  on the bench where the young boy had sat with  his mother. 

His w i f e 's  pregnancy is  made known a week a f t e r  t h e i r  a r r i v a l  

in  Normandy and i t  is  in  th is  s e t t in g  of o rder ,  s e c u r i ty  

and peace that  Marceline w i l l  appear as a contented and 

s a t i s f i e d  charac ter .  /hen she is  taken from th is  f r u i t f u l  

land, from Mother Earth, her co l lapse  w i l l  begin; the mis­

c a rr iag e  w i l l  take place in P ar is  and her i l l n e s s  and sub­

sequent death in  the a r id  and s t e r i l e  des e r t .  The M arce l ine-  

Michel r e la t io n s h ip  is  thus in  p a r t  a mother-son r e la t io n s h ip .  

He is  not conscious of t h i s ,  but his words and actions betray  

him.

But i t  is  not ju s t  what she is  to  him th a t  is  important  

to  his awakening homosexuality, but what she is  not .  We 

know nothing of her p h y s ic a l ly ,  except that  she is  p r e t t y ,  

blond, but not d e l i c a t e .  M ic h e l 's  awakening to his  w ife  

is  indeed more mental than p h y s ic a l .  Contact with her as



a female is  lack ing ;  two beds are v i s i b l e  on the honeymoon 

boat and at  El Djem. I t  is  only a f t e r  h is  v ic to r io u s  f ig h t  

w ith  the drunken coachman--a scene in which he proves his 

" v i r i l i t y "  in  f ro n t  of h is  w i f e - - t h a t  they consummate t h e i r  

marriage.  I l l n e s s  or no, i t  has been a long w a i t !  Then 

only does love burst f o r th :

Ce f u t  c e t te  n u i t - l a  que j e  possedai M arce l ine .  
Avez-vous bien compris ou d o is - je  r e d i r e  que j ' e t a i s  
comme neuf aux choses de 1 'amour? Peut-S tre  e s t -  
ce a sa nouveaute que notre  n u i t  de noces dut sa
gr#ce. Car i1 me semble, a m'en souvenir au jourd '
hu i ,  que c e t te  premiere nu i t  f u t  1a seule, tan t  
1 ' a t t e n t e  e t  la surpr ise  de 1 'amour a jo u ta ie n t  a 
la vo lupte  de del i c e s , - - t a n t  une seule nu i t  s u f f i t  
au plus grand amour pour se d i r e ,  e t  tant  mon sou­
ven ir  s 'o b s t in e  a me la rappeler  uniquement. Ce 
fu t  un r i r e  d'un moment, ou nos clmes se c o n fo n d ire n t . 
Mais j e  c ro is  qu ' i 1 es t  un point de 1 'amour, unique,
et que 1 'ctme plus ta rd ,  ah! cherche en va in  a
depasser; que 1 ' e f f o r t  q u ' e l l e  f a i t  pour re s s u s c i te r  
son bonheur, 1 'use; que r ie n  n'empSche le bonehur 
comme le souvenir du bonheur.5

The p e r fe c t ,  b e a u t i f u l ,  Androgynous moment--but immediately

i n t e l 1e c tu a l i z e d .  Aside from vague and abstracted  "volupte

de del ices"  there  is  nothing at a l l  physical about th is

novice 's  f i r s t  n ight of love.  The reader knows th a t  Michel

himself  is  a master of physical d e s c r ip t io n - -w i tn e s s  the

landscapes and the Arab boys. We see th a t  he cannot r e la t e

to Marceline in  the same way. Moreover, Michel is  quick to

s ta te  th a t  the soul w i l l  in  vain t r y  to surpass th is  night



of love .  I t  is  the ideal moment, but i t  is  an end, not a 

beginning. The next morning he watches her s leeping and 

" je  posai doucement entre  ses yeux fermes le  plus tendre,

le  plus amoureux e t  1e plus pieux des b a is e r s " .^  A kiss

of white p u r i t y ,  as one might k iss  an icon.

The r e b i r t h  of Michel to hea l th  and i n i t i a t i o n  in to

the sensual pleasures at Syracuse and along the I t a l i a n  

coast are presented with no reference  a t  a l l  to  M arcel ine.  

She is  completely absent from the ode to  sensual joy  which 

is  chapter s ix .  The untouchable mother and w i fe ,  she 

remains a symbol of the e therea l  p u r i t y  which Gide desired ,  

a Beatr ice  whom Michel adores and, a t  the same t ime, against  

whom he must re b e l .  Because she loves the f i r s t  Michel ,  

she w i l l  become an obstacle  to the emergence of the second 

Michel.  She does not want change and her look w i l l  cement 

him in to  a stone being, unable to  develop and be f r e e .  As 

the boys enter  his l i f e ,  Marcel ine shrinks f u r th e r  and 

fu r th e r  in to  the background.

The f i r s t  of the boys to  appear is  Bachir and from 

M iche l 's  d e sc r ip t io n  of t h is  s t re e t  urchin  who is  v i s ib l e  

fo r  only a moment, we know more about h im --p h y s ic a 1 1 y-- than  

we learn about Marceline from the e n t i r e  book. In a dd it io n  

to  every hole and patch in  each garment he wears, we see



his eyes, arms, f e e t ,  ank les ,  w r is t s ,  h a i r ,  and shoulder;  

in  f a c t ,  we learn  almost immediately th a t  " i 1 est  tout nu 

sous sa mince gandoura blanche e t  sous son bornous 

rap iece" .?  Michel is  undressing him w ith  his eyes. He 

fe e ls  the need to  touch him. How d i f f e r e n t  from the m at te r -  

o f - f a c t  d e s c r ip t io n  of M arc e l in e 's  c lo th in g  onthe boat: "Sa 

jupe e t  son corsage p a r e i l s  e t a i e n t  f a i t s  d'un chctle 

ecossais que nous avions chois i  ensemble".^ I f  Marceline is  

often  seen w ith  a book in  hand, Bachir is  w h i t t l i n g  a w h is t le  

with an old k n i f e .  Gide did not know the works of Freud in  

w r i t in g  1 1 Immorali s t e , but the symbolism is  too potent not 

to  be conscious.

The next day Michel is  bored, upset because Bachir 

does not come back and almost c r ie s  when Marceline returns  

without him. When the boy does come again to the h o te l ,  

he cuts his thumb whi le  ca rv in g .  As Michel watches his 

"pink tongue" between his "white te e th "  l i c k in g  the wound, 

i t  is  an e r o t ic  moment. Michel says tha t  he is  a t t ra c te d  

only to  Bachir 's  h e a l th ;  indeed t h is  is  so, but the homo­

sexual pul l  is  none the less e v id e n t .  At the same time as 

a l l  f i v e  of h is  senses are awakened, he is  awakened to the  

sensuousness of a young boy.

Moreover, p h y s ic a l ,  hea lthy  g i r l s  are present in  

Biskra; Bach ir 's  s i s t e r  i s  f l e e t i n g l y  introduced. I f



Marceline is  fo r  Michel a non-physical being, other  females 

need not be - -bu t  they a r e .  The few Arab g i r l s  who appear 

in 1 1 Immorali ste are  very summarily dismissed.

Strong enough to  go to  the oases, Michel is  next 

a t t r a c t e d  by the shepherd boys. An avid d is c ip le  of The­

o c r i tu s  (even when reading no longer in te r e s ts  him) Michel 

is  enchanted by these f 1ute -p1ay ing ,  t re e -c l im b in g  Pans. 

Almost every time th a t  a new "enfant"  appears, Michel d e - -  

scribes him as "beau". As he had undressed Bachir ,  he 

notices  immediately "une nudite  doree" under Lachmi's cloak  

as he climbs the palm t r e e .  Assuredly physical beings, the 

boys are a lso  non-Michels; the n a r ra to r  is  a t t r a c t e d  to  

those boys who are d i f f e r e n t  from himself  and r e p e l le d  by 

the school boys whom Marceline helps w ith  t h e i r  homework.

The shepherds and s t r e e t  urchins i n t e r e s t  him because he 

glimpses, unconsciously, a new image of h im se l f .  They are  

real m an ifes ta t ions  of what he would l i k e  to  be; M a rce l ine 's  

boys are  what he was. Both his w i fe  and her fa v o r i t e s  are  

put as ide;  Michel now admits th a t  he p re fe rs  to  go to  the 

park and oases a lone.

The only boy mentioned by Michel during his f i r s t  

I t a l i a n  t r i p  is  A th a la r ie ,  the barbar ian  c h i e f t a i n  who, in  

his r e v o l t  against his upbringing,  his c u l tu r e  and his



mother, summarizes what Michel h imself  wishes to be. This  

f i f t e e n - y e a r - o l d  w a rr io r  led a v io le n t  l i f e  "avec de rudes 

fa v o r is  de son c l g e " . 9  But A t h a la r ic  died a t  e ighteen ,  " tou t  

gSte, so01e de debauches", and Michel decides to  take th is  

as a lesson. That he does not is  witness to  the ever-  

increasing i n t e r e s t  he w i l l  take in boys who lead th is  type 

of ex is ten ce .

Charles Bocage is the one boy who is  important as 

Michel begins his l i f e  at  la M o r in ie re .  Health now 

having been achieved, Michel w i l l  turn toward applying his  

projected new s e l f  to  a complete, harmonious l i f e  s t y le .  

Charles is  o lder  than seventeen, but looks no more than 

f i f t e e n ;  he i s ,  of  course, handsome and hea l thy - -even  his  

r id ic u lo u s  c lothes cannot hide the natura l  beauty of his  

body.

Charles is  a c h i ld  too: he is  t im id ,  blushes e a s i l y ,  

and Michel w i l l  p lay  games w i th  him ju s t  as he did w ith  the 

Arab boys. "Clearing the swamp" is  the f i r s t  of  these 

games; the o lder  man jumps in to  the muck when Charles does 

so and the two appear to  be l i t t l e  boys as they jo in  hands 

to catch the ee ls  ( th e  Freudian symbol is  obvious),  

e c s ta t ic  as the mud and slime h i t  them in the face .  I t  is  

a more c o n s tru c t iv e  game than w h i t t l i n g  or p lay ing  marbles 

with Bachir,  but i t  is  neverthe less a game. An o lder  man 

who plays games w ith  adolescents has o f ten  been used by
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authors who wish to  suggest l a te n t  homosexuality . ^ 0 This 

"game-playing" cannot be overlooked here, and i t  w i l l  appear 

also in  Sadi and in Passavant's r e la t io n s h ip  with  Vincent  

M o l in ie r .  Marcel ine cannot enter  in t o  these games; in  f a c t ,  

she a r r iv e s  too la te  fo r  "the c le a r in g  of the swamp". But 

Michel f e e ls  th a t  she would have spoiled t h e i r  joy  anyway.

I t  is  only Charles who can tame the unruly c o l t ,  as he 

w i l l  te m p orar i ly  tame his  employer. The two r id e  together  

day a f t e r  day; i t  is  indeed a romantic i d y l l  which unfolds:

. . . d e  pre ference ,  nous par t ions  de grand matin,  
dans 1 'herbe c l a i r e  de rosee; nous gagnions la 
l i m i t e  des bois;  des coudres ru is s e la n ts ,  secoues 
au passage, nous trem paient;  I 'h o r i z o n  tout  a 
coup s ' o u v r a i t . . . 1  *

T h i s ' h f f a i r "  between Michel and Charles is  lo v in g ly  painted  

by Gide; i t  is  in harmony with his own b e l ie f s  about homo­

sexual r e la t io n s h ip s .  Is  i t  only a symbol of a harmonious 

and hea lthy  l i f e ?  The answer must again be negat ive ,  fo r  

the r e s u l t  of the Michel-Char 1es t r y s ts  is  the tu rn ing  away 

from the h e te ro s e x u a l i ty  of his marriage as he returns  to  

Marceline l a t e r  and l a t e r  each day.

But r e a l i t y  must e n te r ;  the renewal of the leases and 

the bad autumn weather signal the end of the i d y l l .  The 

love a f f a i r  w i l l  be over when, a f t e r  Paris  and Menalque,

Michel returns to la  M or in ie re .  Charles is  no longer a 

c h i ld ,  no longer a playmate. He has grown up. With his  

bowler ha t ,  his sideburns, and des ire  to be accepted,



Charles wants to  be an a d u l t .  Thus Michel no longer desires  

him. He avoids him and w i l l f u l l y  and d e l i b e r a t e ly  returns  

to h is  studies and e n t e r t a in in g  his f r ie n d s .  But these 

two pursu its  had a lready  been re je c te d ,  and Michel needs 

only the appearance of Bute to  lead him back onto the path 

he had been fo l lo w in g  since Marceline brought Bachir to  his 

room.

The f i r s t  group of Arab boys represented hea l th ;

Charles was both youth and a kind of " lo v e r " .  The new boys 

of la  M orin iere  are d i f f e r e n t  from the preceding in  t h e i r  

sordidness and d e c e i t .  Bute, "tout pourri  a 1 ' e s p r i t " , 12 

becomes M iche l 's  guide to  the mysteries of debauchery. He 

is  a kind of V i r g i l  leading Michel through the underworld 

of his  own farm. I t  is  from Bute th a t  Michel learns about 

Heurtevant 's  sleeping w ith  his  own daughter, about the 

son's rape of the servant g i r l ,  and about P i e r r e ' s  seduction  

of Heurtevant 's  second daughter.  The Heurtevant household 

is  a maelstrom of debauchery; Michel cannot stop himself  

from being drawn to i t .  The f i f t e e n - y e a r - o l d  Heurtevant  

son becomes the symbol of M iche l 's  new in f a t u a t i o n .  We 

see t h is  slender and hard adolescent only once: he is perched 

on a c a r t ,  bawling out an A fr ic a n  song. But the hea lth  and 

beauty of the Arab boys has vanished, replaced by a lanky,
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bowlegged and perhaps drunk boy who is  being led by his 

horse.

There remains only the a r r i v a l  of  A lc ide  to  consum­

mate M iche l 's  new "marriage" with im m ora l i ty .  His new boy 

is  not even handsome:

C 'e s t  un mechant g a l o p i n ,  a I ' o e i l  v e r t ,  aux
cheveux f i l a s s e ,  a 1 'expression chafouine.13

I t  is  not an over t  sexual act  that  Michel desires w ith  

A lc ide ;  he is  s t i l l  unaware of h im se lf .  But he w i l l  jo in  

himself  to  the youth v ia  t h e i r  mutual poaching; he is  

a t t r a c t e d  to " 1 ' a f f re u s e  vo lupte  de ce lu i  qui b ra c o n n e " .^

Gone is  the l i f e - g i v i n g  s u n l ig h t ,  fo r  the poaching is  done 

a t  n ig h t .  Gone is  the t r a n q u i l l i t y  of the oases, fo r  poaching 

is  dangerous. I t  is  yet another game that  two boys might 

play w ith  each o t h e r - -b u t  i t  is  much more nefarious than 

w h i t t l i n g  w h is t les  or catching e e ls .  Dangerous, nocturnal and 

c r im in a l ,  the new game is  a ls o  s e l f - c o r ru p t in g  in  th a t  Michel 

is  poaching on his own land. The unconscious homosexual 

game-playing was u l t im a t e ly  benign with the Arab boys and 

w ith  Charles; the swamp had to  be dra ined, and one makes 

music w ith  w h is t le s .  But the "poaching game" has not a 

s ing le  p o s i t iv e  e f f e c t ;  i t  is  the symbol of M iche l 's  capture  

by his s t i 11-u n re a l iz e d  homosexual des ires .  I t  is  he who 

is  u l t im a t e ly  trapped, not the ra b b i ts .
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--Avec quoi l'homme se consol e r a - t - i 1 d'une  
decheance? sinon avec ce qui 1 'a dechu?^5

These words of Sadi r e f l e c t  M ichel 's  des ire  to re tu rn  to  

A f r ic a ,  to  the place where he f i r s t  began his r e b i r t h ,  

where he f i r s t  was a t t r a c t e d  to boys. But he does not 

have Sad i 's  p e r s ip ic a c i ty  and he s t i l l  does not see his  

own "decheance". But i t  is  there .  His wish to " ro 1 1 under 

the ta b le "  w ith  the s a i lo rs  and vagabonds of the port  of 

Syracuse, his sleeping next to  a group of 4rabs a t  Kairouan 

bear witness to t h i s .  Child ish games have become ugly 

r e a l i t i e s ;  healthy  bodies are now v e rm in - in fe s te d .  But the  

magnetic a t t r a c t i o n  continues.  Michel searches fo r  the boys 

he had known two years prev ious ly ,  but only Moktir  remains 

as handsome as before .  He has kept his beauty, his mystery,  

his s t reng th ,  and his cunning. Michel f a l l s  under his s p e l l ,  

deserts M arce l ine  as she is  slowly dying to fo l lo w  the former 

s te a le r  o f  scissors who has ju s t  been released from pr ison .  

Michel sleeps w ith  M o k t ir 's  mistress as the boy watches. Be­

sides the f i r s t  night with Marceline i t  is  the only  other  

t ime in which Michel engages in a sexual a c t .  I t  is  h e te ro ­

sexual - -b u t  perverse.  I t  is  another game and a most 

re v e a l in g  one. Two "boys" who share the same woman is an 

adolescent fantasy  here brought to a d is q u ie t in g  r e a l i t y .

Michel subconsciously desires to possess Moktir  in  possessing
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his woman. "Pourquoi e t a i s - j e  pres d ' e l l e ,  sinon pour me 

rapprocher de 1u i ? " ^  These words of Ju l ien  Green's Denis,  

consciously u t te re d ,  apply,  unconsciously, to  Michel.

Moreover, th is  c l im a c t ic  scene before the death of 

Marceline is  enacted in  a room with only one piece of  

f u r n i t u r e - - a  bed. I t  is  the symbol of the force which has 

motivated M ichel 's  every a c t io n .  He bel ieves he is f re e ,  

but as he sleeps with the g i r l ,  Moktir  caresses a r a b b i t .

I t  is  Michel who is trapped by the boy.

The la te n t  homosexuality that  motivates Michel is  

complex and changing and r e f l e c ts  Gide's own acute perception  

of a m u l t ip le  homosexual response. I t  is  t rue  that  a l l  the 

male objects  of M ichel 's  a t te n t io n s  are boys, never adu lt  

men. I t  is  not only Gide's own personal preference which 

d ic ta te d  t h i s ,  but an a r t i s t i c  reason as w e l l .  A11 the boys 

are fourteen or f i f t e e n  years old;  i t  is  the age of puberty,  

the age a t  which the adolescent perceives new movements in 

his body. I t  is  an age of b i r t h - - o f  sexual b i r t h .  And th is  

is  p re c is e ly  the only area in which Michel unconsciously  

wishes to be reborn.

The boys are nevertheless d i f f e r e n t  from each other  

and r e f l e c t  both the c o n f l i c t  and the s e l f -d e lu s io n  w i th in  

Michel h im se lf .  Each of the f i r s t  group of Arab boys has 

his double in  one of the boys from 1a M or in ie re .  Bachir
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may be contrasted w ith  A lc ide :  the former is  the untarnished  

symbol of hea lth  and beauty w ith  whom Michel plays harmless 

games of marbles; A lc ide  is  ugly and from a corrupted and 

unhealthy f a m i ly .  Michel plays the ludicrous and s e l f ­

d e s t ru c t iv e  poaching game with him. Bachir is  the f i r s t  of 

the boys in  M iche l 's  l i f e  and one of the causes of his r e ­

b i r t h  to h e a l th .  A lc ide  is  the la s t  of the boys encountered 

at  1a M or in iere  and the cause of M ichel 's  leav ing the once- 

t ra n q u i l  and peaceful farm.

Ashour was the guide in  A f r ic a ,  the boy who led Michel 

to  the oasis and back home when he became i l l ;  Bute is  the 

guide in  Normandy, the guide to the house of Heurcevant and 

to  the poacher A lc id e .  Loss if  is  the f lu t e - p la y i n g  Pan who 

soothes Michel with his music under the l i f e - g i v i n g  sun; 

juxtaposed to him is  Heurtevant f i  Is who does not s ing, but 

howls, an A fr ican  song-- in  the r a in .  Lachmi is  the golden 

boy who climbs to the top of a palm t re e  and brings down 

the sweet w in e - l i k e  sap; in  c o n tra s t ,  P ie r re  is  simply drunk 

most of the t ime.

L ' Immora1i ste is  the t a le  of the awakening of a man to  

the physical wor ld ,  to the world of the senses. Each of  

the four pa irs  of boys represents one of the senses. Bachir 

and A lc ide  may be said to  r e f l e c t  s ig h t - -B a c h ir  b e a u t i f u l ,
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but A lc ide  ug ly .  In t h e i r  ro les  as guides, Ashour and Bute 

hold out t h e i r  hands: i t  is the sense of touch which they 

symbolize. With t h e i r  songs, Lossif  and Heurtevant f i l s  rep ­

resent hearing. Lachmi's wine from the palm t r e e  and the 

wine drunk by P ie r re  symbolize t a s t e .  Michel is  a t t r a c te d  

to  a11 of the e igh t  boys, to  a l l  the s ensu a l i ty  they represent.  

He does not d is t in g u is h  between the good and the bad; the 

reader does.

However, these e igh t  boys are not the most important  

in  M iche l 's  1 i f e - - M o k t i r  and Charles a re .  These two are much 

more prominent both as characters  and as objects  of M iche l 's  

de s ires .  Both "appear" three times in the novel.  Charles 

is  f i r s t  seen in  the p o s i t iv e  re la t io n s h ip  he has with  Michel 

when the l a t t e r  f i r s t  goes to  la M or in ie re .  He then is r e ­

je c te d  by Michel because of his appearance of a "bon 

bourgeois". He returns fo r  the t h i r d  time to admonish his 

employer fo r  his fo o l is h  poaching, which in  turn  provokes 

M ichel 's  decision to  s e l l  the farm. The two times that  

Charles reappears he becomes more and more "comme i l  f a u t " - -  

f i r s t  in his outward appearance, then in  his s incere ,  but 

t r a d i t i o n a l l y  moral, des ire  to  show his master the e r ro r  of 

his ways. Moktir  is  f i r s t  seen s te a l in g  the scissors,  

returns ( i n  name only) when Menalque reveals  the t ru th  of
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the scissor in c id e n t  to  Michel,  and f i n a l l y  is  refound in  

Biskra to  supervise M iche l 's  sleeping w ith  the g i r l .  Each 

time he appears more immoral. Within the la te n t  homosexual 

world of Michel,  Charles is  the moral f ig u r e ,  Moktir  the 

immoral one.

I f  one assumes that  a l l  homosexuality is  immoral, 

then he must consider a l l  of M iche l 's  boys as one e n t i t y .

But one cannot, because Gide did not .  He introduced various  

types of boys in  his novel,  represent ing d i f f e r e n t  aspects 

of a homosexua1i t y  which is good, and one which is bad. The 

Arab boys and Charles represent a p o s i t iv e  p e d e ra s ty - -h e a l th  

and love; the farm boys and Moktir  are the negative  si d e -  

debauchery and s e l f -d e c e p t io n .  In r e je c t in g  Charles, Michel 

r e je c ts  not j u s t  a boy who has grown o ld e r ,  but a "good" 

homosexuali t y .

Thus, without Marcel ine,  w i th in  i t s  homosexual context  

alone, Michel does turn from a moral response to an immoral 

one. W ith in  t h is  framework i t s e l f  Gide depicts the f a i l u r e  

of his hero 's  quest: i f  his body has become w e l l ,  his mind 

has become corroded by the s e l f -d ec e p t io n s  of the poaching 

game; i f  he has desired s e l f - 1 ib e r a t io n ,  he only becomes 

trapped l i k e  a r a b b i t .

Si on e n le v a i t  de c e t t e  oeuvre. . .  Marcel ine,  
en d i s p a r a t t r a i t  d'un coup 1e sentiment du t rag ique  
m ora l. '7
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Delay 's  statement is  not completely t ru e .  Without the 

presence of M arcel ine,  M ich e l 's  descent in t o  his own 

im m oral i ty  would s t i l l  be e v id e n t ,  p re c is e ly  because of  

the changes in  his la te n t  homosexual responses. M iche l 's  

own "moral tragedy" is  there  without Marce l ine .

But i t  is  a tragedy which is f ix e d  w i th in  Michel him­

s e l f .  His s e l f -d e c e p t io n  and imprisonment a f f e c t  himself  

a lone .  By in troducing  the character  of Marcel ine ,  Gide 

added another dimension to his hero's  pursu it  of the  

Nietzschean id e a l :  tha t  of the e f f e c t  of one's actions on 

another.  Without Marceline there  would be no response 

from another c harac te r ,  no p ic tu r e  of the e f f e c t s  of  

immoral ism on anyone except Michel h im s e l f .  None o f  the 

boys could stand in  M arce l ine 's  p lace ,  p re c is e ly  because 

they do not respond. I t  is  M ic h e l 's  re a c t io n  to them 

which alone in t e r e s t s  Gide, never t h e i r  reac t ion  to him.

This p a r t i c u l a r  homosexual o r i e n t a t i o n ,  pederasty,  precludes  

a meaningful con fron ta t ion  between two mature in d iv id u a ls .

I f  Marceline stands as a woman and as an embodiment of 

C h r is t ia n  c h a r i ty ,  even more does she stand as an Other 

and as a responding human being.

. . . 1 'auteur ne^propose comme acquis, ni 1e 
tr iomphe, ni 1a d e f a i t e . ^



Gide's own statement in  the Pre face  is  r e f le c te d  a lso  in  

the homosexual s t ru c tu re  o f  the novel.  Moktir  is  not the 

f i n a l  boy in  M iche l 's  s tory ;  A1i i s .  And A l i  is  not M ok t ir .  

He appears devoted to  Michel ,  brings him food day and n ig h t .  

He becomes " f o r t  i r r i t e "  when he surprises Michel sleeping  

w ith  his s i s t e r .  I f  i t  is  je a lou sy ,  as Michel himself  

suspects, i t  is  not of his s i s t e r ,  who he knows is  an Ouled- 

Nai 1, but of Michel .  Although Michel cannot yet br ing  him­

s e l f  to admit i t ,  the boy is  jealous of him. And so Michel 

turns the g i r l  out.

A l i  has made a response. The only other boy who had 

done so was Charles, and Michel spurned him. But he accepts  

A l i .  The new boy's response would not have been M o k t i r 's  

and the fa c t  tha t  Michel is  a f fe c te d  by i t  and acts  according  

to  i t  not only shows the glimmer of a f in a l  self-knowledge,  

but a r e je c t io n  of his own theor ies  and a step back from a 

t o ta l  immoral ism.
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SAUL: HERO AND HOMOSEXUAL

. . . S a u l , a n t i d o t e  des 
N o u r r i t u r e s  T e r r e s t r e s .^

. . . Saul , which Gide 
wrote almost immediately  
a f t e r  his famous manuel 
d 1evasion (though he did  
not publish i t  u n t i l  1902) 
and as an an t id o te  to i t s  
excesses. 2

. . . Saul, the a n t id o te  
to  the Frui t s . . .3

Is  Gide's Saul only an ant ido te?  Jean Delay, A lb e r t

Guerard, and George P a in t e r ,  quoted above, are  only three  of

the c r i t i c s  who have taken Gide a t  h is  word; the author

himself  used the term " a n t id o te " .^  The play is  indeed a

r e f u t a t i o n  of the p r in c ip le s  of les N o u r r i tu r e s , but i t  is

a t  the same time the most o v e r t l y  homosexual of a l l  the

f i c t i o n a l  works of Gide. Many c r i t i c s  have a lso found i t

confusing and unc lear ,  p re c is e ly  because they see i t  only

in  re fe rence  to  the very lum inosity  and c l a r i t y  of 1es

Nourri t u r e s :

In  Sau1 . . .one cannot a l to g e th e r  r e s is t  the 
impression th a t  the author is  a t  times as much at  
a loss as his pro tagon is t :  '11 ne s a i t  nullement  
pas ce q u ' i l  d i t . '  I t  is  as i f  the author e i t h e r  
yie lded  to  some strange compulsion to say more than 
he knew or e lse  f l e d  from a knowledge th a t  his  
words embodied but from which his consciousness 
r e c o i1e d . 5



I

n o

C e r ta in ly  Gide's s e l f -d e b a te  about a u t h e n t i c i t y  and the 

value of  sensual p leasure are not fo r g o t te n ,  but the 

play cannot be f u l l y  comprehended unless one re a l i z e s  that  

a major homosexual dilemma is  a t  i t s  core .  Even though 

Gide had had some encounters w ith  Arab boys before 1895, 

i t  is  from th is  date th a t  he f u l l y  r e a l i z e d  the i n e v i t a ­

b i l i t y  and potency of his own in v e r te d  d e s i re s .  W r i t te n  

in 1 8 9 6 , Saul r e f l e c t s  the problems with  which the young 

Gide was grappl ing .  Let us look c a r e f u l l y  a t  the homo­

s e x u a l i ty  of Sau1.

I t  is  evident th a t  Saul is  a pederast from the f i r s t  

ac t :  his re la t io n s h ip s  w ith  Saki, the queen and even the 

barber reveal t h i s .  The k in g 's  only companion during his  

sleepless nights is  his young servant boy Saki,  The 

queen draws Saul's past p o r t r a i t :

--Oh! depuis si longtemps Sadi s 'e s t  r e t i r e . . .
Nabal! au jourd 'hu i  mon inquietude augmente e t  je  
te  p a r le ra i  plus longuement. Nabal! Saul ne m'a 
jamais aimee. I I  f i t  semblant, quand i l  m'eut  
epousee, d ' i n c l i n e r  vers moi quelque flamme; mais 
ce f u t  une peu durable c o n t r a i n t e . . . e t  tu n'as  
pas idee ,  Nabal, de la  f ro id e u r  de ses embrasse- 
ments! ^

The queen comprehends and in  her own e f f o r t s  to  maintain  

her power, she has found a new boy-companion to take the 

place of Saki,  who is  too naive to  be of use to her.  Like
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Marceline who f i r s t  brings Bachir to  Michel and l i k e  Pauline  

M olin ie r  who asks Edouard to take her son O l i v i e r  under his  

wing, i t  is  the woman who encourages the man-boy r e l a t i o n ­

ship, When the barber objects  th a t  Saul w i l l  not accept

th is  new m in s t re l ,  David, the queen knowingly r e t o r t s :

"Attendons q u ' i l  1 ' a i t  vuV.'^ The fa c t  tha t  David is  a 

minstrel  is  of no importance, and the queen r e a l i z e s  th a t  

Saul is  not r e a l l y  in te re s te d  in  his musical a b i l i t i e s ,  but 

in his physical appearance.

Saul, who has dominated a l l  others of his entourage  

during the f i r s t  a c t ,  is  not successful in  r idd ing  himself  

of the barber.  For the l a t t e r  appeals to  Saul's v a n i t y ,  

and his a b i l i t y  to  cover up a w r in g le  or a gray ha ir  is  

important to t h i s  king who s t i l l  wishes to conserve his  

youth and handsome appearance.

Indeed the queen has been r ig h t  and Saul, in  meeting

David fo r  the f i r s t  t im e,  is  immediately struck by his

youth and beauty:

- -A l ions!  qu'on me 1 'amene. Eh! mais c 'e s t  
un berger,  ce conquerant! C 'est  v ra i  q u ' i l  est  
tout  je u n e . - -A h !  c ' e s t  q u ' i l  est  te rr ib le m e n t  
beau. (Ces t r o i s  phrases sont d i te s  a voix de 
plus en basse. ) ^

The spontaneous and emotional response to  the physical  

appeal of a youth is  here, as i t  w i l l  l a t e r  be in  1 ' Immo­

ral  i s t e , the opening o f  the Pandora's box of homosexual
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d e s i r e .  But in th is  case, only the opening--and herein  

w i l l  l i e  the tragedy of Saul.  For -aki is  a lso  a haitdsome 

youth and the only person with whom Saul has been able to  

f in d  repose. But David is  more: "berger" and "conquerant".

He has s la in  G o l ia th  before Saul meets him, thus he is  

a lready  a hero. Indeed the queen says th a t  he has become 

even handsomer because of his tr iumph. In  a d d i t io n ,  David 

has found favor w ith  God--at the very moment when Saul 

f in d s  he can no longer p ray .  David is  not ju s t  a "sweet 

young th ing"  to keep around the palace,  to  look a t ,  to  

l i s t e n  to and to dr ink  w i th .  This r o le  has--up to th is  

moment--been f u l f i l l e d  by Saki .  David cannot be the houseboy 

th a t  Saki i s .  Saul r e a l i z e s  th is  and thereby begins to  

perce ive  his own dilemma. More than his beauty, his strength  

and godliness make the young g i a n t - k i l l e r  worthy of Saul: 

th is  w i l l  bring about the basic c o n f l i c t  of the p la y .

To equate Saul 's  homosexuality w ith  the hedonism of 

Les Nourr i tures  and to  con tras t  i t  w i th  "moral s e re n i ty  

and s e l f - d i s c i p l i n e " 9  is  to  g r e a t ly  o v e rs im p l i fy  Saul 's  

s i t u a t io n .  To see the k in g 's  r e la t io n s h ip  w ith  David as a 

s t a t i c  s ta te  is  to see the play in completely heterosexual  

terms. Gide portrays major v a r ia t io n s  in homosexual f e e l in g s .

To enjoy Saki was one th in g ,  to  enter  in t o  a complete
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r e la t io n s h ip  w ith  David is  qu i te  d i f f e r e n t .  One might 

c a l l  Saul the " i n t e l l i g e n t  homosexual". His problem and 

c o n f l i c t  is  not his homosexuality per se, but ra th e r  how 

to  in te g r a te  i t  in t o  his pos i t ion  as king and lea d e r .  Gide 

l a t e r  wrote in  a l e t t e r  to Andre Rouveyre:

. . . c e  n 'e s t  pas 1e f a i t  d ’ e t r e  u ra n is te  qui 
importe,  mais bien d 'a v o i r  e t a b l i  sa v ie ,  d 'abord ,  
comme si on ne 1 ' e t a i t  pas. C'est la ce qui 
c o n tra in t  a la  d is s im u la t io n ,  a la ru s e .1 °

Saul is  not ju s t  k ing ,  but king of a r e l ig io u s  n a t io n .

To remain k ing ,  he must r e je c t  his des ire  fo r  David.

Sau l 's  temporal s i tu a t io n  represents f i r s t  the homosexual 

in  a p o s i t io n  of importance in the world. He w i l l  not 

a l low  himself  to  l i v e  a l i e .  But to  profess one's invers ion  

is  to be re je c te d  by so c ie ty .  The nameless, ord inary  men 

who open Act I I  know Saul 's  secret and whisper i t  to  

one another;  we know what they are  saying because of t h e i r  

bursts of lau g h te r .  Later  the barber w i l l  say: " D ' a i l l e u r s  

tout 1e monde s'en va quand i1 app ro c he " .^  A homosexual 

king cannot remain on the throne. Saul r e a l i z e s  th is  

himself  in  his disgust w ith  his own e f fem inate  son.

Even more t e r r i f y i n g  for  Saul (and fo r  Gide) than the  

c a s t ig a t io n  of the world is  the condemnation of the homo­

sexual by r e l ig io u s  m o ra l i ty ,  by God. Saul,  a shepherd



himself  in  his youth, had been chosen by God, anointed by 

Samuel. But now God is s i l e n t :

- - Sau l: Moi, j e  veux bien I 1a imer,  D ie u ; - -  
j e  1 'a im a is - -m a is  i l  s 'e s t  e car te  de moi--  
pourquoi?

- - Premier demon: Pour que nous ayons pu 
nous approcher. I *

The demons--Saul 1s completely physical and lu s t fu l  desires

for  boys--reach him at  the end of the second a c t .  He sees

and speaks w ith  them fo r  the f i r s t  time ju s t  a f t e r  he has

k i l l e d  the queen--the f i r s t  overt  act  in s t ig a t e d  by his

homosexuality. The queen's attempt to  seduce David evoked

Sau l 's  jea lousy and he murdered her in a burst of  passion.

With God and Saki absent, Saul slowly begins to  no t ice  and

communicate w ith  these young tempters (who are both comic

and hideous, as the d e v i ls  in a medieval m o ra l i ty  p l a y ) .

They are the "part  de Satan", pure homosexual lu s t ,  who

o f f e r  to Saul the temptations of the senses: the p u r i t y  of

the morning a i r ,  the  dewy grass, warm baths, l iqueurs  and

f i n a l l y  the song of  David. I t  is  a f t e r  the la s t  of these

temptations tha t  Saul c r ie s :  "Dieu de David! Secourez-moi!"1

But there  w i l l  be no answer for  the king who wants to  hear

David 's  song.

Saul 's  dilemma is posed; i t  becomes even more evident  

i f  i t  is  contrasted with David's s i t u a t i o n .  The b i b l i c a l l y
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sacrosanct f r ie n d s h ip  between David and Jonathan has o f ten  

been in te rp re te d  as a homosexual love a f f a i r .  This is  

c e r t a in ly  the case in  Gide's p la y .  The scene which is  

found e xac t ly  in  the middle of the play ( I I I ,  4) is  a 

v e r i t a b le  d e c la ra t io n  of mutual 1ove--beyond esteem or 

f r iend sh i  p:

Jonathan: Que tu est  beau, D a v id ! - -J e  voudrais  
avec to i  me promener sur1a montagne.
De mon s e n t ie r ,  tu e c a r t e r a is  chaque 
p i e r r e ;  a m id i ,  nous baignerions nos
pieds las dans 1 !eau f r a f c h e ,  puis nous
nous coucherions dans les v ignes.  Tu 
c h a n te ra is .  Je t 1exagerera is  mon amour.

And David:

--Jonathan! Te vo ic i  plus beau dans ta  blanche 
tunique que sous tes ornements r o y a u x . - -J e  ne con- 
naissais pas ton e legance, ni ce que 1a f a ib le s s e  
a donne de grace a ton corps.

David w i l l  p ro te c t  the weaker Jonathan; he is  na tura l  s t reng th ,  

Jonathan the f r a g i l e  f lo w e r .  I f  Saul is  a t t r a c t e d  to  David, 

the l a t t e r  is  a t t r a c t e d  to Jonathan. But there  is  one major 

d i f fe re n c e :  David is  not the k ing, nor does he want to  be 

k ing .  When Saul asks him what he asks of God, David r e p l ie s :  

"De ne jamais devenir  r o i " . 1 5  For David there  is  no c o n f l i c t - -

and he is not the hero of the p lay .  The in te g r a t io n  of homo­

s e x u a l i ty  w ith  leadership  iS' not a problem f o r  a shepherd 

boy who plans to  spend the res t  of his l i f e  composing songs 

and l i v in g  a bucol ic  l i f e .  Moreover, because he is  too
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innocent and young, David cannot yet fo resee  the condemnation 

of  God. His love fo r  Jonathan is  pure, j u s t  as his admirat ion  

fo r  Sau l 's  g lory  is  pure. The two need not be mutually  

e xc lu s iv e  for  him as they must be fo r  the o lder  and more 

complex Saul.

The "love scene" between Tavid and Jonathan is  a lso  

the re v e la t io n  of Sau l 's  love. Hidden behind a c u r ta in ,  

the king,  a f t e r  his i n i t i a l  shock and d e s p a ir ,  u n th ink in g ly  

places himself in Jonathan's place as Dav id 's  lo v e r .  David 's  

words: "Console ta fa ib le s s e  en tre  mes b r a s . . . " ^  are too  

much for  Saul to  endure and "se t ra fn a n t  comme un fou",  he 

revea ls  himself  to  them.

The barber is  r e c a l le d  a f t e r  Sau l 's  d iscovery .  Be­

l i e v in g  tha t  David is  a t t r a c t e d  by Jonathan's youth, Saul 

has his beard shaved o f f  (and p re f ig u res  Michel in  th is  

r e s p e c t ) .  I t  is  not an image of r e s p e c t a b i l i t y ,  power or 

m ascu l in i ty  which Saul wishes to convey, but one of youth--  

the homosexual magnet. The king t r i e s  to  appeal to  the 

boy through his "new look".  But David is  rev o l te d  by the 

newly shaven Saul; indeed he has ju s t  composed a hymn in  

honor of the k in g 's  g lory  as a w a r r io r .  In  th is  f in a l  

scene of Act I I I ,  Saul's f r u s t r a t i o n  and anguish become more 

and more e v id e n t .  His own desired image r e je c t e d ,  and faced



with  David 's  image of  what a king should be, Saul f i n a l l y  

loses control of h im se l f ,  imagining he is  a shepherd in  

the f i e l d s  w ith  David. His d e c la ra t io n  of love cannot be 

s t i f l e d ;  i t  escapes and David f l e e s .  Thus Saul is  unable  

to rec o n c i le  his pederasty and his s ta te  of  w a r r io r -k in g ;  

the former has gained complete control of him, and at  the  

end of the a c t ,  Saul i s  inwardly  defeated .

There are yet two fu r th e r  means of  escape from his  

impasse. The f i r s t  is  to  hold on to his homosexual desires  

and t ry  to  t ra n s fe r  them from David to  another boy. He 

chooses to make Saki a symbolic king ( IV ,  4 ) ,  o f f e r in g  

him his crown, then, when the boy refuses,  fo rc in g  i t  upon 

his head with a s a d is t ic  th ru s t  which r e f l e c t s  the  force  

both of Saul's anguish and his need fo r  a s o lu t io n .  But 

Saki cannot become David, and Saul's ac t ion  f a i l s  lu d ic ro u s ly

The f in a l  chance is  represented by David's plan to  save 

the king by himself  p ro te c t in g  him. This would be the exact  

opposite of Saul's des ire  to  make Saki k ing .  For in  agreeing  

to fo l lo w  David, he would have to  repress his des ire  fo r  him- 

his homosexuality--and reassume his  former ro le  as king and 

leader of I s r a e l .  The decis ion is  S a u l 's ,  and, in  welcoming 

the demons in to  his  t e n t ,  he chooses not to  renounce his  

des ires .  The demons do not fo rc e  themselves upon Saul; he
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f i r s t  opens the door fo r  them, c a r r ie s  them in ,  warms them 

in  his robe and gives them d r in k .  Saul i n t e r m i t t e n t l y  t r i e s  

to pray, but by now the demons^ have closed out God. They 

crowd in t o  his  ten t  and r i d i c u l e  his act ions and words ju s t  

as the people of Is ra e l  had done. The two crowd scenes of  

the play ( IV ,  3 and V, 5) are echoes of each o ther :  Saul is  

r e je c te d  by both the world and God.

Could Saul have found an answer? For the tw e n ty -s ix -  

y ear-o ld  Gide, is  there  a s o lu t io n  fo r  the " a r t i c u l a t e  

homosexual", the pederast who w i l l  not disown his desires  

but who, a t  the same time, must lead a meaningful existence?  

Through the eyes of so c ie ty ,  the answer is  indeed "no".

Saul does not k i l l  h imself  as in  the B ib le ,  but is  k i l l e d  

by J oh e l , the former confidant  of the queen, the represen­

t a t i v e  of wor ld ly  power and o rd e r .  Thus does soc ie ty  k i l l  

Saul, but a t  the same time i t  is  c r i t i c i z e d  by Gide: Johel 

and the queen are nefar ious and c o rru p t ;  the crowds who 

r e v i l e  Saul and Jonathan are inane and s tup id .

However, the major s trugg le  of  the homosexual is  not 

with  s o c ie ty .  The shade of Samuel had said:

. . . c e  ne sont pas les P h i l i s t i n s  qui t ' i n q u i e t e n t  
e t  ce n 'e s t  pas cel a que tu venais me demander.18

Saul admits to  Jonathan in  Act V:

--Mon f i l s ,  comprends q u ' i l  est  des chcses plus 
importances pour 1 '§me que 1es v ic t o i r e s  d'une  
arm ee. . .  ^
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The s truggle  is  w ith  r e l ig io u s  m o ra l i ty  and u l t im a t e ly ,  with

o n e s e l f .  Desire is  t h e r e - - i t  cannot be e ra d ic a te d .  Saul's

f a u l t  is  in g iv ing in  to  a lu s t fu l  ipederasty and in  refusing

to act  w ith  strength once he r e a l i z e s  his s i t u a t i o n .  He

sees h imself:

--Depuis que je  me t a i s ,  mon 3me se consume; 
comme un feu v i g i l a n t ,  son secret  1 'use jour  e t
nuit.20

He acts only n e g a t iv e ly  in  t r y in g  to quench the secret by

murdering a l l  the prophets in I s r a e l .  His k i l l i n g s  of the

queen and the witch of  Endor ( th e  only two female characters

in the p lay)  solve nothing.  He again and again t r i e s  to

d e f le c t  r e s p o n s ib i l i t y  from h im se lf ;  the crown is placed

on the heads of Jonathan, then David, then Saki; f i n a l l y

he o f f e r s  i t  to a demon to  s i t  upon. Eventua l ly  a l l  his

p o s i t iv e  strength col lapses and he sees only David 's:

- -Ce que j 'a im e  surtout  en l u i ,  c ' e s t  sa fo rc e .
La souplesse de ses re ins  est  admirable! Je 1 ' ai 
vu quand i l  descendait de la  montagne; i l  semble 
tou jours pr^t  a bondir...21

Jonathan sounds the b a t t l e  cry fo r  his fa th e r :

- -C e t te  n u i t  seule nous separe de la l u t t e ;  i l  
fa u t  nous preparer ou dormir.22

Saul chooses to s leep; th is  is  h is  f la w .  The murder of the 

prophets did not g ive  him control over the f u t u r e .  Sup­

pression cannot be the answer; p o s i t iv e  a c t io n  alone is



v a l i d .  The witch of Endor had warned Saul of  the f a i l u r e  

of negative a c t io n ;  the shade o f  Samuel repeats i t :

- -O u i ,  malheureux SaUl! qui tues les voyants 
et supprimes ceux qui exp l iquent  les songes--
penses-tu tuer  1 'aven ir?  V o ic i :  ton aven ir  s 'e s t
deja mis en marche; i1 p o r te  une epee dans la  main.23

The sword of ac t io n  is  refused by Saul.  His f in a l  answer is

"Avec quoi 1 'homme se c o n s o l e r a - t - i 1 d'une decheance? sinon

avec ce qui 1 'a d e c h u " .^  I t  i s  r id ic u le d  even by the demon

Saul may be in te rp re te d  as a c a l l  to arms to  homosexual

by the fu tu re  author of Corydon. I t  is  a lso a p o r t r a i t  of

homosexual anguish; anguish because there  is  no answer-in

fo l low in g  sensuous pleasure a lone ,  because soc ie ty  is  host i l

and because God has become s i l e n t .  There is  anguish also in

Saul 's  d i f f i c u l t  d e c la ra t io n  to  David and in  the f in a l  scene

between fa th e r  and son:

Sau l: . . .J o n a th a n !  Je t 'e n  suppl ie !  Tu ne
sais  pas combien c 'e s t  d i f f i c i l e !

Jon. : D i f f i c i l e  de quoi? - -Pauvre  p e r e . . .
comme vous Stes tourmente!

Sau1: J o n a th an . . .Tu es trop jeune pour me
comprendre: j e  sens que j e  deviens
t re s  etonnant! --Ma v a le u r  e s t  dans
ma c o m p l ic a t io n .2 5

"Complication" because Saul wants " to u te  sa p u re te " - -b o th

the kingship and David. I f  Saul were not so complicated

we would lose i n t e r e s t  in  him and the play would f a i l .  But

i t  does not ,  not only because o f  the c o n f l i c t  in the centra l
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c hara c te r ,  but a lso  because aspects of  his p e rs o n a l i ty  are  

e f f e c t i v e l y  mirrored in  the o ther  male c h a rac te rs .  Saul 

stands between Jonathan--h is  son--and D av id - -h is  successor.  

Jonathan and David are the two genera l ly  accepted homosexual 

stereotypes: the former, weak and e f fe m in a te ,  the l a t t e r ,  

purposeful and masculine. In  separating these c h a r a c te r ­

i s t i c s  in  D)avid and Jonathan, and a t  the same time in  

combining them in  Saul h im s e l f ,  Gide has given the play  

greater  depth. Moreover, through the character o f  Saul,  he 

has caused the heterosexual specta tor  to see beyond the 

stereotypes and a t  le a s t  to glimpse a meaningful homosexual 

dilemma. Saki not only represents yet another homosexual 

type,  th a t  of the s incere ,  lo v e ly  young boy--but a ls o ,  in  

his t rue  and ingenuous love f o r  Saul,  makes a v iv id  con tras t  

with  the noxious demons.

Saul is  more than an a n t id o te .  I t  is  an opening o f  a 

whole area of l i t e r a r y  subject  m at te r .  The ending of the  

play is  i t s e l f  an opening. W i11 Sau l 's  c o n f l i c t  now become 

David's? Undoubtedly: " I I  a f a i t  retomber de to u t  son

poids c e t te  couronne sur ma t £ t e " . 2 6  saul himself  f a i l e d  

to  in te g r a te  his homosexuality in to  h is  la rg e r  l i f e .  But 

he is not condemned by David, now king and chosen by God.



David orders Johel to  be k i l l e d  and the new king s 

c a l l s  Saul " 1 'e1u de mon Seigneur".  The bodies of 

and Jonathan, the two homosexuals, are  to  be la id

t i l l  

Saul 

in  s t a t e .
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THE GREEKS AND GIDE

--Depuis vo tre  plus 
tendre enfance on vous 
i n s t r u i s i t  comme moi; 
on vous a p p r i t  a venerer  
1a Grece, dont nous 
sommes 1es h e r i t i e r s .

(Gide, Corydon)

- -S o c ra te  e t  Platon  
n'eussent pas aime 1es 
jeunes gens, quel dom- 
mage pour 1a Grece, quel 
dommage pour 1e monde 
en t i  e r !

(Gide, F e u i11e t s ) 

The h ighest ,  the most comprehensive, and the most la s t in g  

conception of homosexual love was tha t  developed in  ancient  

Greece. I t  is  s t i l l  the ideal to  which many in v e r ts  tu rn  and 

" i t  is  the strongest i tem in homosexual apo loget ics" .^  To 

be able  to  exp la in  one's fe e l in g s  and actions by evoking a 

soc ie ty  w ith  which few people can f in d  any f a u l t  is  comforting  

and th e ra p e u t ic .  The r e la t io n s h ip  between male lover  and male 

beloved is  considered one of the causes of the harmonious 

and ordered l i f e  of ancient  Greece. Orestes and Pylades,

Ajax and Teucer, and e s p e c ia l ly  A c h i l le s  and Patroc lus  mani­

fes ted  t h is  love on e a r t h .  But Zeus' a t t r a c t i o n  fo r  Ganymede 

showed th a t  even the king of the gods was not unaware of the 

beauty of a youth. The adherents of Greek love have, through 

the ages, c a l le d  upon the most hallowed ancient  authors to  

defend t h e i r  s t a te .
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The Greek id ea l  is  the romanticism of homosexuality.

In the adu la t ion  of  masculine beauty, in  the importance 

given to physical c u l tu r e  and "man1iness", in  the m i l i t a r y  

ethos and s e x u a l ly -d is in te re s te d  f r ie n d s h ip ,  l i e s  an un­

tarn ished id e a l .  In  much the same manner as v/omen dreamed 

of being the medieval lady id o l i z e d  by her kn ight ,  so does 

the homosexual yearn fo r  a b e a u t i fu l  ephebe with  whom he 

can escape in to  a realm of pure love and p e r fe c t io n .

The Greeks had always been a major presence in  French 

l i t e r a t u r e  from the Renaissance red iscover ies  to the  

Parnassians. Yet the homosexual aspect of Greek c i v i l i ­

za t io n  was never considered u n t i l  the end of the n in e ­

teenth century .  Indeed even Racine, who perhaps most 

thoroughly comprehended the Greek s p i r i t ,  gave H ippolyte  

his A r i c i e .  The major fo rce  in the Greek homosexual 

rev iva l  was John Addington Symonds. In his A Probl em i n 

Greek E th ic s , he explored Greek invers ion  in  depth fo r  the  

f i r s t  t im e.  In a praiseworthy attempt both to  understand 

and to  a l l e v i a t e  the fears  of parents about invers ion  in  

t h e i r  c h i ld re n ,  he used the Greek example to show th a t  

th is  phenomenon was both "human" and "u n iv e rs a l" .  He 

stressed the p o s i t iv e  a t t r i b u t e s  of masculine s t re n g th - -b o th  

of body and c h a ra c te r - -an d  the mentor-pupil  r e la t io n s h ip .



Under l in ing the value of the f r iendsh ips  developed between 

men, Symonds condemned, w i th  Herodotus, a l l  effeminancy  

i n men.

Let us consider the c h a r a c te r is t ic s  of th is  most 

i d e a l i s t i c  view of in v e r te d  love .  An1 o lder  and wiser man 

serves as the s p i r i t u a l  mentor of a youth who himself  is  

not only young, but b e a u t i fu l  and i n t e l l i g e n t :

For they love not boys, but i n t e l l i g e n t  beings 
whose reason is  beginning to be developed, much 
about the time a t  which t h e i r  beards begin to  grow.2

The ephebe is as yet unformed and is  able  to  be molded. The

a t t r a c t i o n  between the two males is  a natura l  one and the

r e la t io n s h ip  i t s e l f  p r im a r i l y  a moral one. Gide combines

these two aspects in  a s ing le  paragraph from his F eu i11e t s :

Oue de t e l l e s  amours puissent n a f t r e ,  de'  
t e l l e s  assoc ia t ions  se former, i l  ne me s u f f i t  
point  de d i re  que ce la  est n a t u r e l ; j e  maintiens  
que cel a est  b o n . . .3

Moreover, in  the context of the Symposiurn, women are n e g l i ­

g ib le  and the ro le  o f  the f a m i ly ,  e s p e c ia l ly  that  of the 

f a th e r ,  is  minimized, since the lover stands " in loco p a t r i s "  

The u l t im a te  goal is  the re c re a t io n  of the whole man, the  

primeval complete i n d i v i d u a l .  Through love and mutual 

devotion constan t ly  pursued, a l i f e  of harmony leads to  

complete and e te rn a l  union.
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The young Gide knew Greek l i t e r a t u r e  in t im a t e ly ;  he 

a ls o  knew the works of Symonds. A f te r  s t ru gg l in g  w ith  and 

arguing the Greek p o s i t io n  in  Corydon, he chose to  port ray  

Greek love in a contemporary s e t t in g  in Les Faux-Monnayeurs.

I f  the ancient  myths could embody new ideas ( e . g . ,  Oedipe) , 

so could ancient  ideas be r e f le c te d  in  modern dress. The 

use and r e i n t e r p r e t a t io n  of the Greek myths has been a 

primary concern of many French w r i t e r s  of t h is  century .

But i f  Cocteau, Giraudoux, Camus, Anouilh ,  and Sartre  have 

each refashioned s p e c i f ic  Greek legends, only Gide sought 

to  consider the homosexual concepts basic to  th a t  s o c ie ty 's  

e th o s .

Gide w r i te s  in  his Journal tha t  i t  was fo r  Marc 

A11 e g re t ,

. . . p o u r  l u i ,  pour conquerir  son a t t e n t io n ,  
son estime, que j ' e c r i v i s  les Faux-Monnayeurs, 
de m6me que, tous mes l i v r e s  precedents, c ' e t a i t  
sous 1' in f lu e n c e  de Em. ou dans 1e vain espoir  
de 1a convaincre.^

His w i fe  did not serve as his Muse th is  time and the major

in terpersonal  r e la t io n s h ip  a t  the center  of Les Faux-

Monnayeurs is  th a t  between Edouard and O l i v i e r .  Gide not

only depicted the t r a i t s  of Greek love mentioned above,

but deepened the importance of them by juxtaposing them

w ith  other  re la t io n s h ip s  in the n o v e l . .
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E d o u a rd 's  c r e d e n t i a l s  a r e  i n  p e r f e c t  f o r m  b e f o r e  he 

a c t u a l l y  appea rs  i n  t h e  n o v e l .  O l i v i e r  says  t h a t  he i s  

" q u e l q u 'u n  de t r e s  b i e n " , 5  a w r i t e r  who has p u b l i s h e d  

( P l a t o ' s  p o e t ) ,  and a man t o  whom O l i v i e r  can t a l k  a b ou t  

a n y t h i n g - - e s p e c i a 1 1 y abou t  m a t t e r s  i n  w h ic h  h i s  p a r e n t s  

show no i n t e r e s t .  Edouard has a l r e a d y  p e r c e p t i v e l y  a p p ra is e d  

h i s  nephew's  p o e t r y .  And t h i s  man i n  h i s  l a t e  t h i r t i e s  i s  

a t t r a c t e d  t o  O l i v i e r  f r o m  th e  s t a r t :  " . . . j e  s e n t a i s  q u ' i l  

me r e g a r d a i t  cons tam m ent . . .

As a c o n t r a s t  t o  Edouard, Gide poses R ober t  de Passa-  

v a n t ,  a s u c c e s s fu l  bu t  s u p e r f i c i a l  n o v e l i s t  who r e p r e s e n t s  

th e  c o r r u p t o r ,  r a t h e r  th a n  th e  s y m p a th e t i c  m e n to r ,  o f  th e  

young bo y s .  "Fo r  e v e ry  a l l e g e d  S o c r a t i c  m e n to r ,  t h e r e  was 

an am a to ry  c y n i c  s w e e t - t a l k i n g  e l e v e n - y e a r - o 1 d s a t  th e  

g y m n a s i u m . " 7  C o n s t a n t l y  p r o f f e r r i n g  c i g a r e t t e s ,  w ine  and 

money t o  th e  boys he meets ,  P assava n t  i s  t h e  homosexual 

d e te s te d  by a d h e r e n ts  o f  the  Greek c u l t .  H is  w i t  i s  

f l a s h y  b u t  t r i t e ;  h i s  r e c h r i s t e n i n g  O l i v i e r  " O l i v e "  an 

example o f  homosexual p e t t i n e s s .  He g a in s  i n f l u e n c e  o ve r  

t h e  yo u th s  p r i m a r i l y  by o f f e r i n g  them t h e  e d i t o r s h i p  o f  

h i s  l i t e r a r y  re v u e ,  whereas Edouard must r e l y  on h i s  own 

h o n e s ty  and i n t e g r i t y  t o  succeed.

O l i v i e r ' s  be au ty  i s  u n d e r l i n e d  s e v e r a l  t im e s  i n  t h e  

n o v e l .  Not o n l y  i s  he s p e c i f i c a l l y  l i k e n e d  t o  A d o n is ,  

h i s  body i s  a l s o  made t o  r e f l e c t  an unado rned  and t e n d e r



s o u l .  We f i r s t  meet h im b l u s h i n g - - a  mark o f  i n n o c e n c e - -  

and he i s  one o f  t h e  younges t  o f  h i s  g r o u p .  On th e  c o n ­

t r a r y ,  Bernard  i s  nowhere d e s c r i b e d  p h y s i c a l l y ,  and the  

many o t h e r  boys who p e o p le  t h e  nove l  have some p h y s i c a l  

o r  p s y c h o l o g i c a l  c h a r a c t e r i s t i c  w h ic h  make o f  them le s s  

th a n  th e  Greek i d e a l .

I t  i s  im p o r t a n t  t h a t  O l i v i e r  be i n t e l l i g e n t  a l s o - -  

and he i s .  The e d u c a t i o n a l  a tm osphe re  i n  w h ic h  Greek lo v e  

f l o u r i s h e d  i s  t r a n s p o s e d  by Gide i n t o  t h e  b o y s '  p r e p a r a ­

t i o n s  f o r  t h e  b a c c a la u r e a t  e x a m in a t i o n  and i n  t h e  scene i n  

th e  Luxembourg G a rd e n s - -a  k i n d  o f  p r e s e n t - d a y  gymnasium 

where s tu d e n ts  c o n g r e g a t e .  I n  c o n t r a s t  t o  t h e s e  "G re e k "  

s e t t i n g s ,  t h e  p e ns io n  V e d e l - A z a i s - - t h e  C h r i s t i a n  w o r l d - - i s  

c h a r a c t e r i z e d  by h y p o c r i s y  and d e c e i t .  I t  i s  t h e r e  t h a t  

t h e  young boys a r e  c o r r u p t e d  by S t r o u v i l h o u  and where th e  

young and pure  B o r i s  t r a g i c a l l y  d i e s .  I t  i s  t h e r e  where 

th e  p h y s i c a l l y  h e te r o s e x u a l  scenes t a k e  p l a c e :  t h e  f i r s t ,  

i n  w h ich  th e  boys ,  d r u n k ,  k i s s  and f o n d l e  th e  g i r l s ,  p r o ­

v o k in g  E d ou a rd 's  r e p u l s i o n  and a n g e r ;  t h e  second ,  i n  w h ich  

B e rn a rd  s le e p s  w i t h  Sarah,  a id e d  by t h e  demonic  Armand.

The l a t t e r ,  a l t h o u g h  one o f  O l i v i e r ' s  f r i e n d s  and p e e rs ,  

has been t h o r o u g h ly  p e r v e r t e d  by t h e  h y p o c r i t i c a l  C h r i s t i a n  

p i e t y  o f  h i s  f a t h e r .  He s ta n d s  i n  o p p o s i t i o n  t o  t h e  Greek
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f ig u r e  of O l i v i e r  and i t  is  no surpr ise  th a t  he e v e n tu a l ly  

replaces his f r ie n d  as the d i r e c to r  of Passavant's magazine.

O l i v i e r  is  l i k e  a f a l lo w  f i e l d .  I He needs someone to  

c u l t i v a t e  him, in  s t r i k in g  contras t  to  Bernard who i s ,  from 

the opening scene in  which he leaves his home, eminently  

s e l f - s u f f i c i e n t .  Indeed Bernard is  too independent to  f i t  

in to  the Greek mold: " . . .B e r n a r d  a v a i t  horreur des recom­

mendations, des conse i1s . . .

The a t t r a c t i o n  between Edouard and O l i v i e r  is  immediate 

and spontaneous--and n a t u r a l .  Gide had emphasized in  

Corydon the pers is tance of homosexual desires in sp i te  of  

s o c ie ty 's  e f f o r t s  to  "heterosexua1iz e "  everyone. In  Les 

Faux-Monnayeurs both mentor and pupil are unable to  control  

t h e i r  ac t io ns  when in  the presence of one another;  the word 

"gSne" appears again and again .  O l i v i e r ' s  e la b o ra te  plans 

to  meet his uncle a t  the r a i l r o a d  s ta t io n  and Edouard's 

worry whether his nephew w i l l  be there  are  ju s t  two of  the 

many instances in which t h e i r  natura l  d e s ire  fo r  each other  

is  seen. In  c o n tra s t ,  O l i v i e r ' s  s leeping w ith  Dhurmer's 

g i r l  f r i e n d - - a  heterosexual " n a tu ra l"  d e s i r e - - r e s u l t s  in  

di sgust .

Before br ing ing  the v a l i d  Greek r e la t io n s h ip ,  the  

Edouard -01 iv ier  one, to  f r u i t i o n ,  Gide f i r s t  presents two



man-boy l ia is o n s  which are u l t im a t e ly  s t e r i l e .  They both

take place s imultaneously ,  in the second par t  of the novel .

Edouard's attempt to  mold Bernard as his secretary  does not

succeed. Although the l a t t e r  does mature and develops a

grea ter  understanding of  h im se lf ,  i t  is  as a reac t ion

against  Edouard ra th er  than because of him:

• Bernard me p a ra f t  § t r e  de c e t t e  sorte d 'e s p r i t s  
qui trouvent dans 1 'oppos it ion  leur  assurance.9

While Edouard and Bernard s trugg le  at  Saas-Fee, O l i v i e r  

is  with Passavant a t  Vizzavone. Indeed O l i v i e r  changes 

a lso as a r e s u l t  of  the o lder  man's mentorship, but i t  is  

only s u p e r f i c i a l l y ,  represented by his new concern fo r  e l e ­

gant c lothes and sun-bathing. Thus the in f luence  of  

Edouard on Bernard is  more b e n e f ic ia l  than Passavant's on 

O l i v i e r ,  but n e i th e r  approaches the Greek i d e a l .

Moreover, not only was the o lder  man to in s p i re  the 

younger, but v ic e -v e r s a .  Gide w r i te s  in F e u i1 l e t s :

. . .chacun  des deux y trouve e x a l t a t io n ,  
pro te c t io n ,  d e f i , e t  je  doute si c 'e s t  pour 
le  plus jeune ou pour 1 'a fne  q u 'e l l e s  sont 
l e  plus p r o f i t a b l e s .19

Edouard is  unable to  w r i t e  a t  Saas-Fee with Bernard, and

f inds  his in s p i r a t io n  again only when O l i v i e r  is  w ith  him.

I t  is  not simply his former in s p i r a t io n ,  but a new, more

natura l  and f lo w ing  one, in which Gide himself d e l ig h te d .
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Edouard notes in his d ia ry :

Les l i v r e s  que j ' a i  e c r i t s  jusqu'a present  
me para issent  comparables a ces bassins des 
j a rd in s  p u b l ic s ,  d'un contour prec is ,  p a r f a i t  
p e u t - 6 t r e ,  mais ou 1 'eau capt ive  est sans v ie .
A present ,  j e  1a veux la is s e r  couler selon sa 
pente, tant<3t rapide e t  ta n td t  1ente, en des 
1acis que je  me refuse a p r e v o i r . H

The many women of Les Faux-Monnayeurs have l i t t l e

p o s i t iv e  e f f e c t  on e i t h e r  Edouard or O l i v i e r .  The g i r l  w ith

whom O l i v i e r  sleeps is  stupid and nauseates him. In his

d ia ry ,  Edouard attaches much importance to his r e la t io n s h ip

with Laura; she serves as a kind of Muse to  h im--or  so he

would l i k e  to b e l ie v e .  Yet he remains a r t i s t i c a l l y  impotent

with her and returns  to the w r i t in g  of his novel only when

O l i v i e r ' s  presence regenerates him. In c o n tras t ,  Bernard--

the non-homosexual, the non-Greek--does change p r im a r i ly

because of h is  contact with two women: Laura, whom he

id o l i z e s ,  and ^arah, w ith  whom he sleeps. But the strongest

e f f e c t  of a woman upon a man in  the novel is  tha t  of Lady

G r i f f i t h  on Vincent M o l in ie r .  She succeeds in corrupt ing

him even more than Passavant himself  could have done. I t

is  in t e r e s t in g  to  note Gide's strong statement from Corydon

concerning the d i f fe re n c es  between the e f fe c ts  of a man

versus a woman lover on an adolescent:

. . . j e  pense que r ie n  ne peut se presenter  
pour lu i  de mei11eur, de p re fe ra b le  qu'un amant.



Que cet  amant, ja lousement,  1 'en toure ,  le  
s u r v e i l l e ,  e t  lui-mSme e x a l t e ,  p u r i f i e  par 
ce t  amour, le  guide vers ces radieux sommets 
que 1 'on n ' a t t e i n t  point  sans 1 'amour. Que 
si tout  au c o n t r a i re  cet  adolescent tombe 
entre  les mains d'une femme, cel a peut 1ui 
d t r e  funeste;  helas! on n 'a  que t rop d'exemples  
de cel a . 2̂

Gide's  hatred of the fam ily  as s t u l t i f y i n g  was basic  

to his themes of freedom and " d is p o n ib i1i t e " . The famous 

cry:  "F am il ies ,  j e  vous h a is ! " ,  was u t te red  many years 

before he began to w r i t e  Les Faux-Monnayeurs. Yet th is  

theme coincides p e r f e c t ly  with the  Greek homosexual s i t u a ­

t io n ,  in  which the mentor became even more important than 

the natura l  f a t h e r .  Phaedrus says in the Symposiurn:

--And I  say th a t  a lover who is detected in  
doing any dishonourable a c t ,  or submitt ing through 
cowardice when any dishonour is  done to  him by 
another,  w i l l  be more pained a t  being detected by 
his beloved than a t  being seen by his f a t h e r . . . 3̂

In Les Faux-Monnayeurs i t  is  not surp r is in g  tha t  there  is  

no scene between Bernard and Monsieur P ro f i te n d ie u ,  since  

the boy has chosen to  r e je c t  his f a t h e r .  Yet there  is  

also  no scene between O l i v i e r  and Oscar M o l in ie r ,  no con­

f r o n t a t io n  at  a l l  between son and f a t h e r .  With his  f i r s t  

mention of Edouard to  Bernard, O l i v i e r  had a lready  

negated his own f a t h e r .

Moreover, there  is  discord in  a l l  the households: 

falsehoods between husbands and wives, no understanding
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or even communication between parents and c h i ld r e n .  Indeed 

the most p o s i t iv e  r e la t io n s h ip  between an adu lt  and an 

adolescent in  the e n t i r e  novel is  th a t  between Edouard 

and O l i v i e r .

Before discussing the f i n a l  c h a r a c t e r is t i c  of  Greek 

1 o v e - - i t s  u l t im a te  goal and Gide's opinion of i t - - 1 e t  us 

pursue the Edouard-01iv ier  a l l i a n c e  to i t s  u l t im a te  meaning 

while  considering other s t y l i s t i c  aspects which add to the  

c la s s ic a l  Greek f la v o r  of the novel.

Nowhere in Gide's  w r i t in g s  do we f in d  physical homo­

sexual acts  g ra p h ic a l ly  described. Although exceedingly  

s e n s i t iv e  to  the sensual (witness les Nourr i tures  T e r r e s t r e s ) , 

Gide's  own upbringing combined with  his search f o r  a c l a s s i ­

cal harmony in his a r t ,  precluded any over t  d e s c r ip t io n  of a 

s i tu a t io n  which would in o rd in a te ly  shock his  rea d e r .  This 

absence r e f l e c t s  not ju s t  the t imes, but the nature  of the 

man h im se lf .  But even the p h y s ic a l i t y  important to  the 

awakening of  Michel in L ' Im m o ra l is te  has disappeared  

completely in  Les Faux-Monnayeurs. The p h y s ic a l i t y  is  

not a t  a l l  necessary - - in  keeping w ith  the highest Greek 

id e a ls .  I f  Edouard and O l i v i e r  do sleep to g e th er ,  i t  is  

al luded to  only by the fa c t  tha t  O l i v i e r  gets up from 

Edouard's bed supposedly to  res t  on the sofa .  Gide a lso
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banquet scene and O l i v i e r ' s  attempt a t  s u ic id e .

I t  is  a t  the banquet where the Edouard-01ivier  

a f f a i r  does reach i t s  c l imax. The fa c t  that  P la t o 's  

Symposiurn is  commonly c a l le d  Le Banquet in  French is  yet 

another Greek reference with which Gide p lays .  Edouard 

a r r iv e s  l a t e ,  as did Socrates. Passavant's new novel is  

compared to a new 11iad ( i . e . ,  the Achi11es-Patroc1us  

l i a i s o n ) .  The mad drunken an t ics  of Jarry  r e c a l l  the 

r e v e l l e r s  who enter  and eve n tu a l ly  spoil  the Greek banquet.  

I t  is  J a r r y 's  b a i t in g  of Bercail  which causes Ohurmer to  say 

tha t  O l i v i e r  is  as chicken-hearted as a woman- - a  most 

t e r r i b l e  i n s u l t  to  a "Greek". This in turn  leads to  O l i ­

v i e r ' s  burst of anger and co l lapse and f i n a l l y  to  his plea  

to Edouard: "Emmene-moi".

The constant misunderstandings and game-playing be­

tween O l i v i e r  and Edouard vanish w ith  these words. I t  

is the f i r s t  time the youth speaks to his uncle in  the  

f a m i l i a r  form of address and the f i r s t  t ime he openly  

s o l i c i t s  his a id .  Then fo l lows t h e i r  n ight  together  and 

O l i v i e r ' s  attempted suic ide because of an excess of jo y .

This a c t io n  r e f l e c t s  O l i v i e r ' s  ecstasy in love ,  a modern 

Dionysian r e v e l .  But th is  a n n ih i l a t io n  of the s e l f  through
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ecstasy is  n e i th e r  Edouardian, Gidean, nor G re e k - -a t  leas t  

in  i t s  homosexual context .

- Nul peuple n 'e u t  plus 1e sens et  1 ' i n t e l ­
l igence de I 'harmonie que le peuple grec.
Harmonie de 1 ' in d iv id u ,  e t  des moeurs, e t  de 
la  c i t e .  Et c 'e s t  par besoin d'harmonie ( i n ­
t e l l i g e n c e  autant qu1i n s t i n c t )  q u ' i l s  donnerent  
d r o i t  de c i t e  a 1 'uranisme.1^

I t  is  the word "harmonie" which is  centra l  to  the Greek

concept of homosexual love; i t  is  the road of Apol lo ,  not

the path of Dionysius, which is fo l lowed .  The goal of the

r e la t io n s h ip  between two males was the u n i ty  of two beings

- - a  slow and loving ascension ra th er  than a burst of

in s ta n t  b l i s s .  The A c h i11es-Patroc1us f r ie n d s h ip  t y p i f i e s

the Socratic p o s i t io n  more than does a Bacchanalian orgy.

We see th is  c l e a r l y  in Les Faux-Monnayeurs. Edouard had

r e a c t e d  v i g o u r o u s l y  a g a i n s t  t h e  d runke n  l o v e - p l a y  i n  Armand's

room and against  the wildness of Passavant's banquet. They

t e r r i f y  him in much the same way as von Aschenbach's dream

of p r im i t i v e  jungle  r e v e l r i e s  terr if ies t h i s  other  lover of

the Apollonian id e a l .  Edouard's "Greek" notions are those

of order and s o b r ie ty - -a s  were G ide 's .

Thus does O l i v i e r ' s  attempt a t  the Dionysian response

f a i l ,  but Edouard's way appears to  work. His in s p i r a t io n

r e tu rn s ,  his devotion to  the convalescing youth enables him

to w r i t e  b e t te r  than ever .  He notes in  his d ia r y ;  " E x a l ta t io n
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calme et  1 u c i d e " j 5  E x a l ta t io n  f i r s t ,  but the domination 

of i t  is  even more important fo r  the c l a s s ic i s t  and for  

the Greek lo v e r .

And so the Edouard-01iv ier  l ia is o n  is brought to  a 

d o s e .  A mutually  b e n e f ic ia l  1 o v e - re !a t io n s h ip  bore 

f r u i t .  I f  the novel had ended at  th is  monient, we would 

have to consider i t  as the most comp1ete--and the o n l y -  

panegyric of Greek love in  twentiethl-century  French 

l i t e r a t u r e  and Gide as the great defender of th is  sp e c i f ic  

homosexual cause. But the novel con t inues--w ithout  any 

fu r th e r  scenes between O l i v i e r  and Edouard--and, as in  

L'Immoral i s t e , the f in a l  sentence sets the e n t i r e  s t ru c tu re  

revo lv ing  again:

- -J e  suis bien curieux de connaftre  C a lo u b .^

The phrase not only r e f l e c t s  Gide's wish th a t  one be 

always "d ispon ib le"  and Edouard's own comment in his  

diary :  " 'P o u r r a i t  £ t r e  c o n t in u e . . . ' “ 17, i t  destroys at  

the same time the Greek homosexual id e a l .  In  Edouard's 

wanting to  meet the young Caloub, Gide suggests th a t  his  

hero is a lready  reaching beyond his r e la t io n s h ip  w ith  

01i v i e r .

V/ho is  Caloub? He appears very b r i e f l y  in  the second 

chapter of the novel with  a L a t in  book in  his hand, asking
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is rebuffed  by the f a t h e r ,  who says'f

--Tu prends I 'h a b i tu d e  de te  f a i r e  a id e r  et  
de te  reposer sur les autres  au l ie u  de donner
un e f f o r t  personnel.

Ca1oub--the young scholar who is  re jected  by his fa th e r  in

his search f o r  a m en to r - - is  r ip e  for  Edouard.

The staunch adherents of Greek love saw the love

r e la t io n s h ip  as unending and as p e rs is t in g  beyond death.

Pausanius says in the Symposium:

And in choosing young men to be t h e i r  
companions, they mean to  be f a i t h f u l  to  them, 
and pass t h e i r  whole l i f e  in company with them, 
n o t . . . t o  run away from one to another of them J9

And he r e i t e r a t e s  tha t  " . . . a  hasty attachment is  held to  be

d is h o n o u r a b le . . . " 20 I t  is  here tha t  Gide breaks with the

Greek t r a d i t i o n .  This union 111 t i l  death do us f i n a l l y

u n i te "  would have s t u l t i f i e d  him, and so Edouard w i l l

continue to  search for  other young boys to guide.

Why does Gide r e je c t  the f in a l  c h a r a c t e r is t i c  of Greek

l o v e - - i t s  goal of the union of  two male souls in t o  the

s ing le  and complete being? Pau l ine  M o l in ie r  had said to

Edouard, in the  f u l l  r e a l i z a t i o n  of the l a t t e r ' s  love

fo r  her son:

- - C ' e s t  O l i v i e r  q u i  vous f e r a  m e i l l e u r .
Que n 'o b t ie n t -o n  pas de s o i , par amour?2 !
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C 'est  O l i v i e r  q u 'a im a i t  Edouard. Avec 
quel soin c e l u i - c i  ne 1 ' e G t - i l  pas mtfri?
Avec quel amoureux respect ne 1 ' e O t - i l  pas 
guide, soutenu, porte  jusqu 'a  1ui-m€me?22

U l t im a te ly  i t  is  the in d iv id u a l  s e l f  which is  important

fo r  Gide, not the u n i t in g  of two beings. Love is  a means,

a form of s p i r i t u a l  exe rc ise ,  not an end. I t  was c e r t a i n l y

so fo r  the Greeks as w e l l ,  a means to developing a f in e

moral charac te r ,  a means to the perception of pure beauty

and hence pure t r u t h .  But i t  was two men working as,  and

e v e n tu a l ly  becoming, one which was e ssen t ia l  to the Socra-

t i c  lovers ,  to Symonds and to the subsequent ap o lo g is ts .

The s e l f  was e v e n tu a l ly  to  d isap pear . '  With Gide i t  stands

f i r m .

Did he change his conception of Greek love l a t e r  in  

l i f e ?  In  Thesee, his l a s t  work of f i c t i o n ,  Gide returned  

to  the Greeks and th is  time evoked the homosexual atmos­

phere in a humorous, tongue-in-cheek manner. Invers ion  

was never c a l l e d  by i t s  own name in Les Faux-Monnayeurs; 

i t  is  in  Thesee. P i r i th o u s  exp la ins  the custom in Crete:

Sache que Minos et  Rhadamante, ces deux 
t res  sages le g is ia t e u r s ,  ont reglemente les 
moeurs de I ' f l e ,  e t  p a r t i c u 1ierement 1a pede- 
r a s t i e ,  a la q u e l le  tu n ' ignores  pas que 1es 
Creto is  sont f o r t  e n d  ins ,  comme i l  appert de 
leur  c u l t u r e .  C 'est  au po int  que tout adolescent
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prend honte e t  t i e n t  a deshonneur ce mepris;  
car 1 'on pense communement, s ' i l  est beau, 
q u 'a lo rs  quelque vice d ' e s p r i t  ou de coeur 
en es t  cause .23

I t  is  a soc ie ty  in which the author of Corydon would have

d e l ig h te d .  The heterosexual world has been o v e r tu rn e d - -

openly and completely .  In Crete i t  is  the boy without a

male lover who is  ashamed and dishonored. The homosexual

atmosphere of Crete ,  where the gre a tes t  part  of Thesee

takes p lace ,  is  suggested even before P i r i th o u s '  remarks:

■Les hommes, presque uniformement bruns 
de peau, p o r ta ie n t  aux mains, aux poignets,  
au cou, presque autant de bagues, de b ra ce le ts  
et de c o l l i e r s  que les femm es. . .2^

I f  the men resemble women, the women are  l i k e  men.

They are the ones who dominate, and not one is  sympathe­

t i c a l l y  t r e a t e d .  PasiphaS, "au r e g a r d . . .bo v in"2  ̂ leads 

Thesee to her room and

. . . t o u t  en p ro tes tan t  q u ' e l l e  ne s 'a d re s -  
s a i t  qu'a mon §me ou a j e  ne sais quoi d ' i n t e r i e u r ,  
e l l e  ne l a i s s a i t  pas de porte r  ses mains a mon 
f r o n t ,  pu is ,  1es insinuant  sous mon justaucorps  
de c u i r ,  e l l e  p a lp a i t  mes pectoraux comme a f in  
de se persuader de la r e a l i t e  de ma presence.2 *̂

She pleads the cause of her son the Minotaur only to  preserve

order and to  v in d ic a te  her own a c t io n s .  Her daughters

resemble her: Phedre is  h y p o c r i t i c a l ,  Ariane qu i te  simply

a nymphomaniac. She is  the symbol of the woman who bel ieves
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to  control Theseefrom t h e i r  f i r s t  meeting, wants to  hold 

the s t r in g  which w i l l  br ing him out of the l a b y r in t h .  Our 

hero is f i l l e d  w ith  joy  when he leaves her on Naxos. There 

are no Marcel ines,  no Alissas in  Thesee. The only woman 

whom Thesee describes in  completely p o s i t iv e  terms is  

Antiope. But par t  of t h is  p o s i t iv e  p ic t u r e  i s  th a t  "ses 

muscles e ta ie n t  fermes e t  drus autant que ceux de nos 

a t h l e t e s " . ^ 7 She has only one b re as t .

Dominant women and dominated men people C rete .  Minos 

himself is  arrayed in m agnif icent  jewels and fe a th e rs ;  the 

fu tu re  judge of the underworld is  nevertheless duped by 

his w ife  and his two daughters. I t  is  a s o c ie ty  a c tu a l ly  

u n l ik e  th a t  of the ancient Greeks, where women were sub­

serv ien t  and men exceedingly v i r i l e .  I f  i t  is  a homosexual 

world,  i t  is  not a Greek one. The e n t i r e  work is  Thesee's 

r e f l e c t i o n  on his own l i f e ,  and Thesee is  Gide. The 

society  of Crete represents the ideas o f  Corydon transposed 

in to  r e a l i t y .  Yet i t  is  a l l  too humorous to be taken  

s e r io u s ly .  Perhaps th is  Cretan world would be a c t u a l l y  

what would happen i f  the Corydons had t h e i r  way. I t  would 

indeed be an i ro n ic  tw is t  for  the l ib e r a te d  homosexual to  

become not l i k e  a Greek god, but ra th er  a bejeweled and duped
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puppet of modern Pasiphads and A r ianes .  Yet l e t  us not 

make too much of t h is ;  Gide does not .  Like his hero, Gide 

looks a t  the soc ie ty  of Crete with a subt ly  knowing eye 

and a smile a t  the corner of his mouth.

At the center  of Crete and a t  the center  of the  

la b y r in th  is  the Minotaur h im s e l f - -b u t  he is  not the hideous 

and ferocious c h i l d - e a t i n g  monster of legend:

--Ma main, f r d la n t  le  mur, rencontra la  
poignee d'une porte ,  que j ' o u v r i s  a un f l o t  de 
lumiere .  J ' e t a i s  e n t re  dans un j a r d i n .  En 
face de moi, sur un p a r t e r r e  f l e u r i  de renon- 
cules ,  d'adonides, de t u l ip e s ,  de jo n q u i l le s  
et  d ' o e i l l e t s ,  en une pose nonchalante, j e  v is  
1e Minotaure couche. Par chance, i l  dormait .
J 'a u r a is  dO me hater e t  prof i t e r  de son sommeil, 
mais ceci m 'a r r ^ t a i t  e t  r e t e n a i t  mon bras: le  
monstre e t a i t  beau. Comme i1 advient pour les  
centaures, une harmonie c e r ta in e  con juguait  en 
lu i  1 'homme et  la bate .  De p lus ,  i l  e t a i t  jeune,  
et  sa jeunesse a jo u t a i t  j e  ne sais  q u e l le  char-  
mante grace a sa beaute; armes, contre moi, plus 
fo r te s  que la force e t  devant le squ e l les  j e  
devais f a i r e  appel a tout  ce dont je  pouvais 
disposer d 'e n e rg ie .  Car on ne 1utte  jamais mieux 
qu'avec le r e n fo r t  de la haine; e t  j e  ne pouvais 
le  h a i r ,  Je res ta i  m£me a le  contempler quelque 
temps.2"

A l l  is  there:  the b r igh t  l i g h t ,  the magnif icent  f lo w e rs ,  the  

p e r fe c t io n  of the adolescent in  his youth, beauty and h a r ­

mony. Here is  Michel in f r o n t  of the Arab boys, Sadi when 

he f i r s t  sees David, every Greek pederast before the sub­

lime p e r fe c t io n  of the ephebe. The Minotaur is  the reason



144

fo r  Thesee1s voyage and the  d e f in in g  c h a r a c t e r is t i c  of  

Crete i t s e l f .

Mais i l  o u v r i t  un o e i l .  Je v is  a lo rs  
q u ' i l  e t a i t  stupide e t  compris que j e  devais 
y a 1 l e r . . , 29

The "mais" is a strong one and the Minotaur is  immediately  

dismissed: his  beauty and youth are destroyed by his s tu ­

p i d i t y ,  the Greek ideal  f a l l s ,  and Thesee does not succomb.

Thesee succeeds throughout his  s tory  because he is  

never the dupe of anyone. He is  always the master of his  

a c t io n s ,  from his d e l ib e r a t e  fo rg e t fu ln e ss  in  causing his 

f a t h e r ' s  death through his u l t im a te  co n fro n ta t io n  w ith  

Oedipus. For Thesee-Gide, complacently contemplating his  

successes a t  the end of a long l i f e ,  the "moi" remains 

supreme. Neither  in  Les Faux-Monnayeurs nor in  Thesee 

does the importance of se1f-development and complete 

freedom coinc ide  e n t i r e l y  with the Greek homosexual ideal  

of two souls developing tog e th er .

Let us consider P rous t 's  appra isa l  of the H e l le n ic  

mentor-ephebe r e la t io n s h ip .  In one scene in 1e C6te de 

Guermantes Chari us, in  his continuing attempt to  evoke a 

response from the young n a r ra to r ,  dons another of h is  

many masks--that  of the Greek mentor. The baron has learned  

th a t  he is  dea l ing  w ith  a young i n t e l l e c t u a l  and w i l l  th e re -
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emphasizes the great experience he has of  l i f e - - a n  " h e r i ­

tage m oral"30--which,  i f  Marcel fo l low s c e r ta in  demands, 

he w i 11 magnanimously impart to  him. He w i l l  e x p la in  to 

him the unknown meaning of both the fu tu re  and the past!  

(Charlus as madeleine!)  He w i l l  care fo r  him as he would 

a growing p la n t .  Of course, a l l  w i11 be done "sur le  

carac te re  purement des in teresse  e t  c h a r i ta b le " .3 1

How th is  approach would have pleased those homosexuals 

who held to  the Greek id e a l !  Indeed Charlus prefaces his 

o f f e r  with Diogenes' dictum to  c u l t i v a t e  men. Is  th is  

concern to p r o te c t ,  educate and develop the young man so 

lacking in u l t e r i o r  motive, as the s im i la r  a t t i t u d e  of  

Edouard fo r  O l iv ie r ?  Is  t h is  scene a Proustian plea fo r  

the beauty of Greek love? Quite  the co n tra ry ,  i t  is a 

v ic ious a t ta c k  on the i d e a l i s t i c  Corydons, fo r  Proust shows 

Charlus' actions as bely ing his  words. While speaking so 

a l t r u i s t i c 1 y , the baron pursues every coach and coachman 

wi th his eyes. At one moment he v e r b a l ly  a t tacks  the Jews 

and wishes to  see Bloch h i t t i n g  his mother. When he p e r ­

ceives Monsieur d 'Argencourt coming toward them, he breaks 

away from Marcel and informs d'Argencourt that  the young 

man is  a great in t im a te  of the whole Guermantes1 clan: i t
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is a l i e ,  but necessary fo r  Charlus to save fa ce .  He a lso  

puts one major cond it ion  on his  patronage: the young man 

must not frequent society  but must v i s i t  his mentor each 

and every day. Of course he may have mistresses, says 

Charlus in s trok ing  Marce l 's  ch in .  And f i n a l l y  the baron 

disappears in a covered c a rr ia g e  w ith  a drunken d r i v e r .

The e n t i r e  scene is  a strong r e f u t a t io n  of the Greek 

i d e a l ,  fo r  a l l  th a t  concerns Charlus is  to  br ing the  

narra to r  in t o  the uranian f o ld ;  he drops provocative  h in ts  

about a world-wide free-masonry which includes four  

sovereigns. Proust w i l l  w r i t e  in  la P r is o n n ie re :

M. de Charlus 1ui-m§me ne 1'eOt pas compris,  
lu i  qui confondait  sa manie avec I ' a m i t i e ,  qui ne 
lu i  ressemble en r i e n ,  e t  les a th le te s  de P r a x i - 
t e l e  avec de doc i les  boxeurs. I I  ne v o u la i t  pas 
vo ir  que depuis d ix -n e u f  cents ans ( 'un court isan  
devot sous un pr ince devot edt e te  athee sous un 
prince a th e e ' ,  a d i t  La Bruyere) ,  toute  1 'homo­
sexual i t e  de cou tum e--ce l1e des jeunes gens de 
Platon comme des bergers de V i r g i l e - - a  d isparu ,  
que seule surnage e t  m u l t i p l i e  1 ' in v o lo n t a i r e ,  la 
nerveuse, c e l l e  qu'on cache aux autres e t  qu'on  
t r a v e s t i t  a soi-mgme.32

To Proust Greek homosexual love is  a r id ic u lo u s  fantasy and

he portrays i t  in  th is  s t r e e t  scene between Charlus and

Marcel.  Each inc ident  re fu te s  the dream in a d i f f e r e n t

way. 1 Homosexuality is not something which one contro ls

(C h a r lu s 1 eyes f l i t  everywhere); i t  is  t inged w ith  v u lg a r i t y

(the coachman) and sadism (Bloch and his mother);  i t  wants
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not to  give of i t s e l f  f r e e l y  and without u l t e r i o r  design,  

but,  l i k e  a l l  love, to  possess ("you must not s o c i a l i z e " ) .  

Moreover, i t  must be hidden and l iv e d  as a l i e  ( th e  meeting 

with M. d 1A rgen co ur t ) . Charlus proclaims:

- -J e  serai juge et  entends re s te r  maftre  
de I 'h e u r e .  Actuellement vous £tes catechumene.33

But how fa r  from Socrates and P la to !  And as the baron had

begun his conversation by evoking Diogenes, he concludes i t

by evoking Hercules: u n fo r tu n a te ly  Marcel does not have th is

hero's muscular bu i ld !  Greek love has lo s t  i t s  b e a u t i fu l

form.

Thus does Proust b r i e f l y  consider and q u ick ly  r e je c t  

the homosexual romantic id e a l .  I t  is  not s u rp r is in g .  In  

the f i r s t  p lace ,  Proust h imself  was not a pederast ,  had 

l i t t l e  i n t e r e s t  in adolescents, which is  the cornerstone  

of the e n t i r e  Greek e d i f i c e .  Secondly, the "homme-femme" 

concept would have been anathema to the P l a t o n is t s .  Each 

ha l f  of the male primeval c re a tu re  was completely male 

and searched for  his missing h a l f  in  another being which 

was a lso  e n t i r e l y  male .3^

Proust 's  quick and scathing look a t  Greek love and 

i t s  summary dismissal make Gide's conceptions appear,  in  

c o n tras t ,  to  reach the heights of those of Anacreon.



Indeed Gide did f in d  much s a t is f a c t io n  in  the i d y l l  of 

man-boy love .  But i t  was not an abso lute .  Ser iously  

portrayed in Les Faux-Monnayeurs, humorously in Thesee, 

Greek love missed apotheosis because Gide placed the  

development of the s e l f  ahead of the union of two souls.  

The c a l l  to  "passez o u tre "  was addressed to  the s in g le  

in d iv id u a l  a lone.
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JULI EM GREEN AND THE THEME OF THE DOUBLE

--Sur  1e l i t  
reposaient deux corps 
n u s . . . J e  regardai plus 
at ten t ivem ent  les deux 
corps: j ' e t a i s  1 'un et  
j ' e t a i  s 1 'a u t re .

(J u l ie n  Green,
L 'Autre  Sommei1)

--Suppose Hephaestus, 
with his instruments,  
to come to the p a i r  who 
are ly in g  side by side  
and say to them, 'What 
do you people want of 
one another? '

( P la to ,  Symposiurn)

The answer which the heroes of J u l ie n  Green would give  

to the question above would be tha t  very one stated by A r i s ­

tophanes in the Symposi urn: " . . . t h i s  meeting and melt ing in to  

one another,  th is  becoming one instead of tw o . . . " ^

The heterosexual man attempts to  complete himself  in  

union w ith  a woman; from the very outset  of his quest he 

desires someone who is d i f f e r e n t  from h im se lf .  The n a rc is -  

s i s t - - a t  the other end of the spectrum--yearns for  an 

exact r e p l ic a  of h im se lf .  The homosexual f inds  himself in  

between these two p o s i t io n s .  The ob ject  of his search is  

more s im i la r  to himself  than is  the female for  the he te ro ­

sexual,  yet the ob ject  is  not simply a m irror  image, as is  

the case w ith  the n a r c i s s is t .  Moreover, w i th in  the homosexual 

framework, the ob ject  of des ire  or love may vary to an even
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greater  e x ten t  than w i th in  the two other s i tu a t io n ? .  J u l ie n  

Green w i l l  make use of th is  in te rm ediary  and v a r ia b le  p o s i ­

t io n  to a f a r  g rea ter  ex ten t  than the other w r i te rs  we are  

consi deri ng.

For Proust,  as we have seen, the man-woman syndrome 

inf luenced his e n t i r e  homosexual world .  Charlus desired  

in  Morel what he f e l t  he lacked w i th in  h im s e l f - -e s p e c ia l  1y 

his v i r i l i t y  and his youth. G ide 's  homosexual heroes look 

for  that  which they fee l  is  absent in t h e i r  own natures;  

they wish to  complete themselves by a p p ro p r ia t in g ,  through 

another being, q u a l i t i e s  a l ie n  to  t h e i r  own se l f - im ag e .

There is  nowhere a d e s ire  to f in d  one's exact double in  

e i th e r  Proust or Gide. David is  a younger Sadi, but age 

precludes any p o s s i b i l i t y  of a m irror  image. Michel would 

perhaps l i k e  to  see himself  as Moktir  or Charles, but i t  

would be ludicrous to pretend th a t  he ever could. I f  

assumed degrees of f e m in in i ty  and m ascu l in i ty  ru le  out the 

search fo r  a homosexual double in  Proust,  age d i f fe re n c e s  

and basic l i f e  s ty les  e l im in a te  m irror  images in  Gide.

Indeed the l a t t e r  o f te n  p re fe rs  a fa ther -son  or mentor- 

pupil p a i r in g  ( Sadi-David ,  E d o u a rd -0 1 iv ie r ) . I f  th is  theme 

r e f l e c t s  the "re-creat ing} '  of onese lf  in  another, i t  is  fa r  

removed from a homosexual doubling.



The Genet of Notre-Dame-des-Fleurs and M irac le  de la  

rose fo l low s  the path of h is  predecessors. The D iv ine -  

Mignon r e la t io n s h ip  is  based on the  standard--though  

in v e r te d - -h e te ro s ex u a l  conception tha t  one partner  is  

d i f f e r e n t  from the o th er .  The Genet of Fontevrau lt  and 

Mettray looks fo r  strong male f ig u re s  to  counterbalance  

the f e m in in i ty  he sees too c l e a r l y  w i th in  h im se lf .  I f  he 

sometimes changes his ro le  in  the Journal du voleur and 

plays the "masculine" p a r t ,  i t  is  s t i l l  w ith  the b e l i e f  

that  the lover is  d i f f e r e n t  from h im s e l f .

'■’i th Ju l ien  Green, however, d i f fe re n c e s  are  replaced  

by s i m i l a r i t i e s  and the search fo r  a homosexual p ar tner  

becomes the search fo r  a double of o n e s e l f .  When Ian  

Wiczewski, in Sud, f i r s t  meets Er ik  MacClure, he sees 

another f ig u r e  standing in  the shadows behind the young 

Southerner. As he subsequently expla ins  to his host 

Edouard Broderick: "L'homme e t a i t  de ma t a i l l e  e t  vdtu 

comme j e  le  suis'J.^ Denis, the hero of L 'A u tre  Sommei 1, 

he who had seen his doubled s e l f  in  a dream, attempts to  

un i te  w i th  his  cousin Claude by means of his  shadow*.

- -J e  m'agenoui1la i  sans b r u i t  pres de 1ui 
e t  le  r e g a r d a i ; puis en me penchant un peu, j e  
f i s  passer mon ombre sur ses joues e t  sur sa 
bouche, e t  c e t t e  espece d'attouchment mysterieux

tou t  ce que j ' a v a i s
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From the dream in which he saw his own body ly ing next 

to i t s e l f  to  th is  r e a l i t y  in  which he t r i e s  to  u n i te  w ith  

the s leeping man whom he loves,  Denis is  searching for  an 

id e n t ic a l  s e l f  outs ide  his own being.

The mysterious homosexuality which confronts the 

heroes of Jul ien Green is  very d i f f e r e n t  from that  which 

Proust depicted .  There is  not the s l ig h t e s t  h in t  of a 

man-woman f ig u re  in Green's works. Nor is  there the des ire  

for  young and healthy  adolescents which Gide's heroes needed.

For Green, i f  one man des ires  another,  i t  is  not because he 

sees in another v/hat he himself  lacks,  but because he is  

t o t a l l y  alone and the s o l i tu d e  is  h o r r i f y i n g .  He wishes 

to  f in d  a re p l ic a  of h imself  in the world outside of him­

s e l f  and to  un i te  with th is  other man in order to  be less 

a lone .

Denis ' childhood had been spent in  a s o l i tu d e  which 

makes Gide's appear to  have been a social w h i r l . ^  Unable 

to  communicate w ith  e i t h e r  of his parents ,  having no 

f r ie n d s ,  he f a l l s  more and more i n t o  a world where dreams 

alone have meaning. ( I n  th is  respect he p re f ig u re s  D iv in e . )

In  a s im i la r  way Ian Wiczewski is  a lone, unable to r e la t e  

to  his  " fa th e r"  Edouard Broderick, his " a l te r -e g o "  Regina, 

or to  the South i t s e l f .  "Vous, vous Stes d ' a i 11e u r s " , 5
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Regina says to him, and t h is  is echoed by almost a l l  the 

other characters  in the p la y .  Ian f i n a l l y  admits: " . . . j e  

suis seu1 . Je me sens affreusement seu1".&

The s o l i tu d e  of man is  one of the basic condit ions of  

Green's world.  His characters  are a l l  " s o l i t a i r e s " :

El isabeth  is  orphaned at the very beginning of Hi nu i t ;

Joseph Day's famous red h a i r  s ingles him out from his  

peers. One is  not on ly  a lone,  one is  d i f f e r e n t ,  not l i k e  

other people. However, as a kind of defensive r e f l e x ,  the 

s o l i t a r y  character  be l ieves  he is  happy in his lo n e l in es s .

But t h is  so l i tud e  betrays i t s e l f .  I t  is  not an important  

step in  the road to freedom which Genet w i l l  set as a goal.

Rather i t  is a p r ison .

Denis' i n i t i a l  p r o te s ta t io n s  of d e l ig h t  in being 

alone e v e n tu a l ly  crumble. He reaches out toward another 

i n d iv id u a l - - h is  cousin Claude. The l a t t e r  had been raised  

by Denis' parents because his own parents had died. But 

i t  is only a f t e r  the deaths of both his own fa th e r  and 

mother th a t  Denis f in ds  his cousin agai n - - both are now 

orphans.

Denis has a lready  kissed a photograph of his cousin.

He has thus admitted his homosexuality to h im self .  He 

has a lso  r e a l i z e d  th a t  his previous a t t r a c t io n  to the g i r l
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Andree was only a means of becoming c loser  to her f r ie n d  

Remy. Another dream p ic tu re  presents i t s e l f  to  him, and again  

i t  is of two bodies ly ing  together:  those of Remy and Andree 

- - t h e  heterosexual couple:

. . . j e  v is  1 'enlacement de deux corps ennemis,
1a t e r r e u r  m61ee a la  j o i e !  Presque a u ss i t f i t  la  
n u i t  se referma sur moi.7

The night and darkness pervade the novels of Green, r e p r e ­

senting the in d iv id u a l  soul in his lo n e l iness ,  s u f fe r in g  

and anguish. When Denis does meet Andree a lone, he f i n a l l y  

puts hi? mouth to h e rs - -n o t  in  a gesture of love, but to  

s t i f l e  her words. The contact w ith  a woman produces the  

same r e s u l t  as the dream image: " . . . u n e  n u i t  soudaine 

a 11 ai t  se refermer sur moi".^ By means of both the dream 

and the real s i t u a t i o n ,  Green suggests that  a heterosexual  

union only draws the subject fu r th e r  in to  the " n ig h t" ,  

in to  his s o l i tu d e .

And so Denis turns to  Claude. The f in a l  scene in  

which he superimposes his own shadow on his cousin 's  

face takes place in the s u n l ig h t .  Denis fe e ls  th a t  he is  

no longer alone when he is w i th  Claude in the bucolic  

se t t in g  of Chanteloup:

Pour 1a premiere fo is  depuis que j ' e t a i s  
au monde, j ' a v a i s  1 ' impression de n 'S t r e  plus  
seul .9



Yet th is  moment is  a 11 too b r i e f .  The moment of sunshine, 

of the l i g h t  which overcomes the darkness of s o l i tu d e ,  

la s ts  but a s p l i t -s e c o n d .  I f  Claude's face is  l ikened to  

"un masque d ' o r " , ^ 0 Denis'  "union" w ith  i t  is  through a 

shadow. I t  is  the symbol th a t  the doubling w i l l  not work. 

Claude is  s t i l l  s leeping in  the sunshine when Denis leaves 

him, and even th is  sun l igh t  is  the harbinger of death:

. . . c e t t e  v o i x . . . q u i  me p r e d is a i t  dans la  
lumiere d'un jour d 'e te  la  f i n  de toute  v i e . ^

Thus does the attempt to  escape his s o l i tu d e  through

a homosexual doubling f a i l  fo r  Denis. The dream image of

his doubled s e l f  in  the bed f i l l e d  him w ith  great jo y .

* n L 'A u tre  Sommei1 each of the major characters  is  seen

ly in g  down. The corpses of  Denis ' fa th e r  and then of his

mother are  described a t  length and grotesquely .  Denis

has imagined the coupling of Remy and Andree. But the

b e a u t i fu l  sleeping body of the young Claude is  the

desired one, the one which returns  a t  the end of the novel.

Denis never does l i e  next to  his  cousin and the dream of

two selves ly ing  side by side becomes the r e a l i t y  of his

ly in g  a l o n e - - i n  death:

Pour la premiere f o i s ,  j e  pensai a ma 
mort comme a une chose r e e l l e  e t  c e r t a i n e . ^

A rea l  and c e r t a in  death is  a lso  the end for  Ian

Wiczewski in his s im i la r  attempt to  touch another man, to
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f in d  his double, but thereby to reveal the homosexuality  

which torments him. Green informs us in his Avant-Propos:

J 'a i  e c r i t  c e t t e  piece en reac t ion  contre  
une l i t t e r a t u r e  de q u a l i t e  inegale  dont les 
or ig in es  remontent aux environs de 1925 e t  qui 
g § t a i t  a mes yeux un grave e t  noble su je t  en 
le  s i tu a n t  presque tout e n t i e r  sur le  plan  
c h a rn e l .13

V/hat is  the nature of  homosexuality for  Ju l ie n  Green?

Mot only is  i t  fo r  Ian " la  r e v e la t io n  de sa nature profonde 

et de 1 'amour le  plus im p e r ie u x " ,1  ̂ i t  is  a " p a s s i o n " . 15 

* n L 'A u tre  Sommei1, having recognized his des ire  fo r  Remy 

ra ther  than fo r  Andree, Denis had w r i t te n :

Rien de mysterieux comme le cheminement d'une  
passion dans un coeur sans experience.  E11e semble 
p a r fo is  se perdre e t  d is p a r a f t r e ,  mais une f a t a l i t e  
la mene et  sa route  est  sflre.16

Green's po s i t io n  is  c le a r :  invers ion  is  the r e s u l t  of the 

workings of f a t e .  In  h is  attempt to  exp la in  his dilemma 

to Jimmy, Ian says: " . . . c h o i s i r  n 'e s t  pas p o s s ib le " .17 

What he w i l l  do th a t  very n ight  is  "me j e t e r  contre mon 

dest in  comme on se j e t t e  contre  un m u r " . l 8  Like I rene  who 

cannot e ra d ic a te  her d es ire  fo r  women, l i k e  a l l  the homo­

sexuals of A 1a recherche whose seed was planted in  Sodom 

and Gomorrah, I a n 's  homosexuality "v ien t  de plus lo in " .

The decor of Sud underscores th is :

Pour bien comprendre le  decor, i l  fau t  se 
f ig u r e r  une vaste  maison b 3 t ie  sur le modele du 
temple grec de Paestum ., ,19
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The c la s s ic a l  Greek aura of f a t e  and tragedy has f i n a l l y  

- - i n  1953--been coupled with the theme of homosexuality.

However, I a n 's  invers ion  is  not a t  a l l  a "mal".  The 

author makes i t  c le a r  th a t  his hero " . . . n ' a  en aucune 

maniere le  sentiment d 'e t r e  un par ia  ou un le p r e u x " .2  ̂

Homosexuality is  n e i th e r  a " ta re "  nor a s in ;  i t  is  d e t e r ­

mined by forces beyond one's c o n t r o l ,  but is  not m oral ly  

condemned. 'Where, th e re fo re ,  l i e s  the tragedy of  Ian 

Wiczewski? Green is  again e x p l i c i t :

- Le peche d ' l a n  Wiczewski n 'e s t  pas d 'a v o i r  
aime Erik  MacClure, mais bien d 'a v o i r  cruel lement  
f a i t  s o u f f r i r  une femme a qui i l  demandera p a r ­
don .21

I f  the primary act ion  of the drama turns on I a n 's  homo­

s e x u a l i t y ,  th is  homosexuality is  only the means, the fagade,  

which Green uses to  depict  a more important question fo r  

him: the lack of love of one ind iv idu a l  for  another and 

the s u f fe r in g  and tragedy which is i t s  r e s u l t .  In his  

d es ire  to  express his love to Erik MacClure, Ian is  b l in d  

to  love i t s e l f .  From the f i r s t  scene of the p la y ,  the  

animosity which he fe e ls  toward Regina cannot be caused 

simply by a hatred of women. He wishes, as did Denis a t  

f i r s t ,  to  remain apart  from the world,  to  remain untouched 

and pure. Jean Semoule in  Ju l ie n  Green ou 1 'obsession du 

mal c a l l s  th is  "une c r a in te  de contamination, comme si



1 ' i n t e g r i t e  de 1 '<§tre, physique e t  morale, co u ra i t  quelque 

r i  sque".22

Then Er ik  appears, w ith  the awakening of both his 

t ru e  sexual d e s ire  and th is  "shadow-vision" of MacClure 

as his own double, Ian is  forced tomove out of h im self .

But in  his  movement toward a s ing le  in d iv id u a l ,  toward a 

doubling of  h im s e l f , he does not simultaneously r e a l i z e  

the love which is  paramount for  Green, the love of  C h r is t ,

1ove as "car i  t a s " .

Ia n 's  s p e c i f i c a l l y  homosexual love f a i l s ,  but so does 

E r ik 's  love for  Angelina. The two men are i r o n i c a l l y  

s im i la r  in  tha t  both experience a love which they are unabl 

to  bring to f r u i t i o n ;  both are a f r a i d ,  both s u f f e r .  Yet 

there  is  a d i f fe re n c e  between the two loves, the h e te ro ­

sexual one and the homosexual one. Ian f i n a l l y  comes to  

the r e a l i z a t i o n  of i t  i n  saying;

- - . . . m a i s  c 'e s t  un amour bien raisonnable  
que le  vd tre  et  s ingulierement b r id e ,  qui 
s o u ff re  qu'on le  mene i c i  e t  qu'on le garde 
d ' a l l e r  par l a . . , 23

The love of Erik fo r  Angelina is  w i th in  the estab l ished

o rder ;  i t  is  only E r ik 's  own weakness and fe a r  which keep

i t  hidden. He w i l l  not make a dec is io n ,  but w i l l  f l e e ,

in  h is  bad f a i t h ,  using the war as an excuse.
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Ian cannot f l e e .  His homosexual love, inexpressable  

and more s t i f l i n g ,  must burst f o r t h .  Through his des ire  

fo r  another man, through a forbidden love, I a n - -n o t  E r i k - -  

e v e n tu a l ly  comes to the r e a l i z a t i o n  of the power of love  

i t s e l f .  In  accusing E r i k - - " . . . c ' e s t  I ' i n v i n c i b l e  ignorance  

des purs devant la  souffrance du monde"2^--he f i n a l l y  

understands, and condemns, h im se lf .  Unable to  destroy his  

adversary-double because, as he had expla ined to. Jimmy, 

one does not stop loving by a n n ih i l a t in g  the o b jec t  of  

one's love ,  Ian th e re fo re  destroys himse1f- -by the hand of 

his double.

The play of contrasts  echoes throughout Sud: the North 

against  the South, heterosexual love and homosexual love,  

the pure and the impure, the s t ra in s  of  Abide With He which 

open the p lay and the c los ing cannon f i r e .  The very minor 

charac ter  of E l iza  serves no other purpose in the play but 

to symbolize the u n i t in g  of two d is p a ra te  elements in t o  

o n e . 1 Born of the union of two races, th is  m ula tto  woman 

is  a s lave who a t  the same time commands those slaves  

blacker than h e r s e l f .  She lo v in g ly  caresses her s t r a ig h t  

h a i r ,  but runs a t  the whim of her white  m is tress .

Two men who love are juxtaposed w i th  two women who 

love.  A n ge l ina 's  wish to be loved by men, her physical



d e s i re ,  is  the other side of  Regina's pure love fo r  Ian  

and her love of God. I f  Ian perceives Erik  as his double, 

i t  is  a c tu a l ly  Regina who resembles him more. Both are  

"purs",  both fore igners  in  th is  Southern m i l i e u .  Love 

between them is impossible because of Ia n 's  homosexual 

passion. The heterosexual mask he attempts to  don by 

asking fo r  Angel ina 's  hand in  marriage f a l l s  from his face  

immediately.  He is  not even given the chance to wear i t ,  

as I rene  had done in  La P r is o n n ie r e . There has been a 

great  change in a t t i t u d e  from Bourdet to Green, from the 

1920's to  the 19 50 's. Now marriage has no longer even a 

p o s s i b i l i t y  of transforming homosexual d e s i re .  A greater  

understanding of invers ion has not only destroyed the 

e a r l i e r  b e l i e f  that  homosexuality was a curable i l l n e s s ,  

but has toppled the f a i t h  in  marriage as a saving and 

redeeming i n s t i t u t i o n .

Once f a t e  has played i t s  hand w ith  the a r r i v a l  of  

Erik  MacClure, there  can be no tu rn in g  back. I a n 's  

request th a t  Regina fo rg iv e  him comes too l a t e .  The 

characters  are caught at the  c l im a c t ic  moment of t h e i r  

l i v e s  and of history,* they are locked w i th in  the t r a d i t i o n a l  

c la s s ic a l  u n i t i e s .  The atmosphere on the p la n ta t io n  is  as 

s t i f l i n g  as tha t  of the s e r a g l io  in B a ja ze t . The impending



f a t e f u l  shot a t  Fort  Sumter weighs on the characters  as 

did the imminent a r r i v a l  of Amurat. I t  is  in th is  m i l ie u ,  

in  th is  world where slaves were whipped whi le  genteel  

women (Mrs. Strong and the ladies R io l le a u )  ta lk e d  of the  

beauty of d u e l l in g  and made marriage arrangements, th a t  

Green chose to s i tu a te  his homosexual p la y .  Sud is  c e r t a in l  

not an apologia  for  homosexuality, yet Ian does achieve a 

more noble grandeur than any of the other  c h a ra c te rs .  He 

does come to the r e a l i z a t i o n  of both his homosexuality  

and his lack of " c a r i t a s "  before destroy ing h im s e l f .

Regina takes his place as his body is c a r r ie d  onto

the stage. ("Regina se place a d r o i t e ,  exactement a

l ' e n d r o i t  ou se t e n a i t  le  l ie u te n a n t  Wiczewski au debut 

de la p i e c e . "25) i t  is  now her tu rn  to  manifest the love,  

the c h a r i t y ,  which Ian r e a l i z e d  only too l a t e .  However, 

she had not responded to Ia n 's  cry fo r  forg iveness;  her

own c h a r i t y  is  perhaps nothing but words.

El 1e pousse un c r i  t e r r i b l e .
- - I a n ,  rev iens!
E l le  s 'e c ro u le  aupres du mort; a ce moment, 

on entend au lo in  le  grondement du canon: le  
vent s o u f f le  e t  la fe n £ t re  b a t .  Rideau.26

No one is  saved and the cataclysm e ru p ts .  Homosexual or

heterosexual ,  to  J u l ie n  Green, where love in  i t s  profound

C h r is t ia n  sense is  la ck ing ,  on ly  tragedy can r e s u l t .



The forgiveness refused by Regina is  granted to his  

own murderer by W i l f r e d  Ingram a t  the end of Chaque homme 

dans sa n u i t . With his simple "ou i" ,  the heroes o f  J u l ien  

Green pass out of t h e i r  dark nights in t o  the l i g h t .  This 

l i g h t  is  found in  C h r is t ia n  c h a r i ty  and forgiveness and 

"chaque homme dans sa n u i t  s 'en va vers sa lum iere" .

The f in a l  scene in the novel is  between James Knight  

and Angus, two of the cousins of the dead young man.

James Knight is  the f ig u r e  of r e s p e c t a b i l i t y  in  the hetero  

sexual wor ld--and a lso the husband of the woman W i l f re d  

had loved. Angus is  the respectab le  homosexual--who had 

loved W i l f r e d .  Knight describes W i l f r e d 's  dead face as 

rad ia n t  w i th  happiness, as a l i v e :

C ' e t a i t  comme s ' i l  nous a v a i t  joue un tour
en s 'en a l l  a n t ,  un tour de jeune gargon, e t  malgre
ses paupieres c loses ,  i l  semblait  nous observer de 
l o in ,  comme d'une region de lumiere.27

W i l f re d  had never regained consciousness a f t e r  his fo rg iv e

ness of the man who had shot him, the homosexual Max. I t

is  p r e c is e ly  because of  th is  f in a l  m an ifes ta t ion  of c h a r i t

th a t  W i l f r e d  resembles a c h i l d ,  th a t  James Knight equates

his death w ith  "un tour de jeune gargon". W i l f r e d ,  l i k e

Bernanos' Chantal de C le rg e r ie  and the cure d 'Ambricourt ,

is  saved through his c h i l d l i k e  love .  For James Knight
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W il f r e d  becomes a kind, of in te rcessor  fo r  everyone-- inc1 tid­

ing Angus. I t  is  th is  important homosexual character  who, 

a f t e r  l i s t e n in g  to  K n ight 's  e c s ta t ic  words, brings the novel 

to a d o s e  w ith  his  own response:

Angus se courba en deux e t  porta  1es poings 
a son f r o n t .

1Taisez-vous, s u p p l i a - t - i 1. Ne d i te s  plus  
r i e n ,  r ie n ,  rien .28

Is  i t  because of his invers ion th a t  Angus refuses to  continue  

to l i s t e n  to James Knight? No, i t  is  ra th er  because homo­

s e x u a l i t y  has so gained control of him--he is  now v i r t u a l l y  

the pr isoner  of  the d ia b o l ic a l  G heza--that  he has los t  even 

his basic yearning fo r  God.

Angus is  only one of the homosexuals who people Chaque

homme dans sa n u i t . I f  his words close the novel,  i t  is  

Gheza whom we meet on the f i r s t  page; two homosexuals 

"frame" the nove l .  In his voyage toward s e l f -d is c o v e r y 29 

W il f r e d  Ingram encounters more homosexuals than heterosexuals .  

Yet he himself  has no homosexual desires a t  a l l .

The aura of mystery and the unknown is constant in  the

works of Ju l ien  G re e n - - in  the novels which r e f l e c t  his 

in t e r e s t  in  ra s te rn  r e l ig io n s  as well  as those whose themes 

are s p e c i f i c a l l y  C h r is t ia n .  Fontfro ide  is  bathed in d ark ­

ness and mystery, as is  the character  of Moira, who appears



as a physical r e a l i t y  only at  the end of the novel which 

bears her name.

In a s im i la r  way, homosexuality is  a shadowy presence,  

and evokes the same atmosphere. With the exception of  

Angus, who admits his love for W i l f r e d  to him in a c a u t iou s ly  

worded l e t t e r ,  none of the men who swarm around the hero is  

s p e c i f i c a l l y  described as an i n v e r t .  Everything remains in  

the realm of suggestion. Max is  the c le a re s t  example of  

t h i s .  I f  the reader were to ld  c l e a r l y  tha t  Max was a male 

p r o s t i t u t e ,  the dark atmosphere in which Green cloaks t h is  

in ca rn a t io n  of the demon would be shattered by a simple  

and real f a c t .  But the reader does not r e a l l y  know u n t i l  

the end of the novel,  and Max has thereby kept his aura of 

mystery. 1 Max's homosexuality is  l i k e  V a u t r in 's - -n e v e r  

openly s ta ted ,  only suggested, and th e re fo re  more haunting.  

This blending of the shadow of homosexuality w ith  the shadows 

of the landscapes and houses to evoke the shadows w i th in  a 

man's own mind is  Green's most important c o n tr ib u t io n  to  

homosexual l i t e r a t u r e .  I t  is  s im i la r  to  the Proustian m otif  

of concealment--M l1e V in te u i l  under the overcoats ,  the  

n a r ra to r  overlooking Montjouvain or the courtyard - -and ,  i f  

both authors succeed in  producing an a i r  of doubt and mystery 

Green's shadows are u l t im a t e ly  more haunting.



Moreover, the v e i l i n g  of  homosexual desire  has another  

a r t i s t i c  advantage in Sud. I f  Ian cannot reveal h is  

passion to  any other character  in  the p la y ,  the specta tor  

neverthe less r e a l i z e s  his  a t t r a c t io n  to  E r ik .  Thus is  

estab l ished  a l i n k  between the audience and the hero.

This l in k  leads to  a c o m pl ic i ty  which leads, in tu rn ,  i f  

not to  an i d e n t i f i c a t i o n  with Ian ,  a t  le a s t  to  a re fusa l  

to c r i t i c i z e .  Phedre could reveal her incestuous love to  

Oenone and the drama was thus able to  resolve i t s e l f  w i th in  

the confines of the stage.  But Ian needs the audience for  

his tragedy to have meaning. Regina, a t  the close of the  

play ,  says: "Je s a v a is . Je savais t o u t " . 30 Broderick th inks  

he understands. But do they? ,re do not know for  sure,  

because Ian has not revealed himself to  them as Phedre did  

to Oenone. In the world of the play i t s e l f  the mystery 

remai ns.

In  Chaque homme dans sa n u i t  Max is  the most mysterious  

character  but not the only one. W i l f r e d 's  pious f r ie n d  

Tommy suddenly leaves both his job in  a Catho lic  bookstore  

and h is  strong f a i t h  to  work fo r  an a r t  dea ler  whom he had, 

by "pur hasard"3 l ,  encountered in the s t r e e t .  When ’W i l fred  

inquires  about the d e t a i l s  of so abrupt and complete a 

change, Tommy can only blush. W i l f r e d 's  supervisor in  the
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c lo th in g  s to re ,  Mr. Schoenhals, is  o v e r ly  s o l ic i to u s  of  

the young employee's w e l fa re .  In  f r o n t  of the Knight 's  

house a stranger " f ix a  sur W i l f r e d  un regard a t t e n t i f " 3 2  

and t r i e s  to  speak w ith  him. One e n t i r e  chapter is devoted 

to the "proposit ions" th a t  a man w ith  "un nom f o r t  connu 

dans le  monde du the3tre"33  makes to the hero. W i l f re d  

encounters homosexuals a t  work, in  his room, a t  Wormsloe, 

and even in  f ro n t  of the house of the woman he loves.

Angus is  the respectable  in v e r t ,  the handsome and 

successful young man, proper and c o r r e c t .  He is  over ly  

concerned w ith  his appearance; W i l f r e d  f i r s t  not ices  

"un magnif ique necessaire de t o i l e t t e " . 3^ His mother 

dominates him and Green succ in c t ly  compares t h e i r  t r i p  

together to I t a l y  to  "un voyage de noces".35 i t  is  because 

of his  great fear  th a t  his mother w i l l  f in d  out about his  

homosexuality that  Angus le ts  himself  be blackmailed by 

Gheza. The r e la t io n s h ip  between Angus and Gheza r e f l e c t s  

the one between W i l f re d  and Max. Both Angus and W i l f re d  

in  t h e i r  search fo r  p u r i t y  and a re l ig ou s  answer are  

tempted--each by an in c arna t ion  of e v i l  and sensual d e s i re .  

Angus, in the absence of  both God and the pure love of 

which he dreams, gives himself  over to the e v i l s  of the 

f l e s h - - t o  Gheza, who is another Max. W i l f r e d  is  tempted
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by the carnal so lu t io n  a ls o ,  but is  able to  f l e e  i t  a t  the  

f i n a l  moment. He refuses Max's command to  "Obei r ! 11 whereas 

Angus remains locked in  his anguish.

Although homosexuals, both Angus and Max are doubles 

of W i l f red :  each r e f l e c t s  one side of the hero's  d u a l i s t i c  

na tu re .  W i l f r e d 's  s t ru g g le  l i e s  in  the tu g -o f -w ar  between 

his carnal d es ire  and his wish to  lead the l i f e  of the  

Im i t a t io n  of C h r i s t ; he moves back and fo r th  between churches 

and bars, now hangs, now removes a c r u c i f i x  from his w a l l .

Angus i r o n i c a l l y  represents the love th a t  W i l f r e d  

desires in  th is  world,  a love which Angus himself  wishes 

to  be pure. He f le e s  ’' i l f r e d ,  asks his cousin not to  v i s i t  

him because he is a f r a id  of being too a t t r a c t e d  by W i l f r e d 's  

physical beauty. At the same time he is  drawn by what he 

b e l ieves  to be W i l f r e d 's  p u r i t y  and genuine f a i t h .  He 

wri tes:

J 'a i  beaucoup de fa ib le s s e s ,  mais j e  ne suis 
pas ver i tab lem ent  un homme de p l a i s i r  e t  i 1 y a 
des jours ou mon horreur de la  ch a ir  egale peut-  
S tre  la t ie n n e .  Ce1a v i e n t ,  j e  pense, d'une here-  
d i t e  qui nous est  commune. Tu es un peu ce que 
j ' a u r a i s  voulu £ t r e  moi-mSme.3°

Angus thus searches fo r  h is  own ideal  s e l f  in his cousin.

(He has sym bolica l ly  given him his g lo ves . )  In  re tu rn  he

o f f e r s  to ’W i l f re d  the love which the l a t t e r  i d e a l l y  and

profoundly d e s i re s .  W i l f r e d  reads the l e t t e r  from Angus;
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I t  is  the f i r s t  l o v e - l e t t e r  he has ever received:

En v e r i t e ,  c e t te  l e t t r e  e t a i t  s tu p e f ia n te .
E11e 1e j e t a i t  en face de lui-mSme.36

But i t  is  from a man, and, a f t e r  an hour's r e f l e c t i o n ,  he

r e je c t s  the love p ro fe r re d  by Angus w ith  the words:

--En tout cas, j e  ne suis pas comme lu i  .37

I f  Angus is  W i l f r e d 's  double "du c6te  de 1 'amour",

Max i s  h i s  d o u b le  "du c 6 t e  de la  c h a i r " .  Both  men a r e

a t t r a c t e d  to the hero because of the C h r is t ia n  p u r i t y  they

see in him; Angus desires to  appropr ia te  i t ,  Max to destroy

i t .  Max is  the carnal side of W i l f r e d .  He counsels him

to sleep with Phoebe Knight in  s p i te  of the sin of a d u l te ry

which weighs upon W i l f r e d 's  conscience. He gets him drunk,

w i l l  not leave him a lone .  Angus desires  to  f l e e  W i l f r e d 's

presence; Max puruses him without r e s p i te .  And W i l f re d  is

a t t r a c t e d  t o  Max, r e a l i z e s  t h a t  t h i s  m y s t e r i o u s  and b i z a r r e

young man is  the only one who can comprehend his anguish.

However, the doubling of W i l f r e d  w ith  Max and Angus

is  never p re c is e ly  homosexual. The hero is  a t t r a c t e d  only

to women (although there  are fewer of them who cross his

path than homosexual men) and each of W i l f r e d 's  doubles

has a female counterpart :  Angus is  mirrored in Phoebe, Max

in the Spanish w aitress  and a l l  the g i r l s  W i l f re d  meets in



the bar .  Phoebe is  the B e a tr ice ,  the pure and c h i l d l i k e  

woman. But she is  married and the combination of  th is  

fa c t  w i th  her r e l ig io u s  b e l i e f s  and her f l i g h t  from the  

f le s h  preclude her union w i th  W i l f r e d .  I f  he is  a t t r a c te d  

to  Phoebe because of her p u r i t y ,  the Spanish waitress  

e x c i te s  him because of her mystery. But th is  aura is  

q u ic k ly  d iss ipa ted :

L'Espagnole n ' e t a i t  plus r ie n  a ses yeux.
I I  y a v a i t  trop songe e t  e l l e  a v a i t  perdu son 
mystere .3^

The w a i t r e s s - -h e r  n a t i o n a l i t y  r e c a l l s  Balzac's  Paquita  

Valdes and Vautr in  disguised as the Spanish p r e la t e - - d is a p -  

pears from the novel,  whereas Max, whose mystery remains, 

takes on greater  and g rea te r  s ig n i f ic a n c e .

What is  s in g u la r ly  important in  Chaque homme dans sa 

nui t is  tha t  women are present who do represent the two 

poles toward which W i l f r e d  is  p u l le d .  Our heterosexual hero 

need not be a t t r a c te d  to the two corresponding men as sexual 

o b je c ts .  They are ra th er  his symbolic doubles, aspects of 

his own p e rs o n a l i ty  w ith  s p e c i f ic  sexual desire  removed. 

Homosexuality is  not the theme of the novel ,  but the homo­

sexual characters  are present as a means of dep ic t ing  

W i l f r e d 's  struggle  and of representing  the dual nature of 

man, a t  the base of the Roman Catholic  Green's theology.



W il f r e d  has yet another double, perhaps the most 

important:  Freddie and W i l f re d  both work in  the same 

s tore ,  both are tormented by r e l ig io u s  questions, both 

fe a r  and are tested for  a non-ex is ten t  venereal disease,  

both d ie  in the same hospita l  bed. W i l f red  is the cause 

of Freddie 's  death because of the anguish he re leases in  

the young man concerning " la  maladie".  But i f  he k i l l s  

him, he a lso  saves him through his death-bed baptism.

This is  more important fo r  Green. Freddie dies because of  

his dread of the disease contracted in sexual in tercourse:  

he dies of an o v e r -e v a 1uation of the f l e s h .  So does 

W il f re d  d ie  at  the hands of the symbol of lu s t ,  Max. But 

as the s y p h i l l i s  was n o n -e x is te n t ,  so do the words of 

James Knight, " I I  v i v a i t ,  i l  v i v a i t ! " , 3 9  imply th a t  death 

was non-ex is ten t  fo r  W i l f r e d .  I f  Freddie is  saved by his  

baptism, W i I f r e d  is  saved by his forgiveness of Max.

The theme of the double has haunted Ju l ien  Green. 

Purely  homosexual and most physical in L 'Au tre  Sommei! 

(Green's Catholic ism  was a t  e b b - t id e  a t  the time of  i t s  

o r ig in a l  composit ion),  i t  served as the primary symbol in  

Sud, where Er ik  MacClure is  both the l i e u t e n a n t 's  double 

and the ob jec t  of his sexual d e s i re .  By i 9 6 0  and Chaque 

homme dans sa n u i t , the homosexual characters  are not objec
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of d e s i re ,  but symbols representing aspects of the hero's  

inner p e r s o n a l i ty .  Green's use of the uranian m ot i f  is  

thus d i f f e r e n t  in these works and r e f l e c t s  both a change in  

his own ideas and a v a r ia t io n  of s t y l i s t i c  techniques.

We do not have a d e ta i le d  p ic tu re  of the homosexual 

subculture in the works of Green. There are d i f f e r e n t  

types of in v e r ts :  Denis is  not Angus, nor Angus, Max.

But the in c lu s iv e  fresco of homosexuality which we see in  

reading Proust is  not to be found. Nor do we f in d  a judg­

ment for  or against  invers ion .  I t  is  t ru e  th a t  Sud may be 

considered a plea fo r  to lerance:  Ian would perhaps have 

suffered  less i f  he could have revealed his love fo r  E r ik .

But Green made i t  c lear  in his Avant-Propos to  the play th a t  

I a n 's  tragedy is  the r e s u l t  of a lack of love ra th e r  than as 

a r e s u l t  of his invers ion .  In the f in a l  a n a ly s is ,  the homo­

sexual in  Green's works is  no d i f f e r e n t  from the heterosexual .

I t  is  s e x u a l i ty  i t s e l f  which is  the enemy of those who would 

be "pure".  I f  Ian and Erik  do not come to g eth er ,  n e i th e r  do 

W il f re d  and Phoebe. Any attempt to  f in d  a double in  th is  

world f a i l s ;  the only doubling which w i l l  succeed fo r  Green's 

characters  is  the doubling with C h r is t .
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DIVINE: FROM HOMOSEXUALITY TO SAINTHOOD

With heroism and love, the twentie th  century has 

buried God. But i f  God is  dead, s a n c t i ty  is  not.  Mal-  

raux 's  Katow, in  g iv ing  his v ia l  of poison to another pr isoner  

in  the locomotive, is  a s a in t .  Kyo had kept the time-honored  

heroic gesture of taking his own l i f e ;  Katow s a c r i f i c e s  an 

easy death for  a h o r r ib le  o n e - - fo r  the sake of a man he does 

not even know. There is no t r a c t  of heroic bravura in  his  

a c t io n .  No one sees his gesture,  no one w i 11. No statue  

w i l l  be erected in his honor. Charlemagne w i l l  not weep, 

nor Rome tremble.  He w i l l  d ie  hideously by being pushed 

a l i v e  in t o  the f i e r y  engine of the locomotive.

Rel ig ious f a i t h  is  not involved here. Katow1s s a c r i f i c e  

resembles the s a c r i f i c e s  of the s a in ts ,  but they a t  least  

had a v is io n  of God--a f a i t h  or a hope--to  susta in them. 

Katow's act  revolves upon i t s e l f  a lone.  I f  S t .  Catherine  

spent the night in  the c e l l  of a condemned man, re s t in g  her 

head on his penis,  she knew that  God so wished i t .  Genet's  

Div ine  goes f u r th e r :  she sleeps with  the condemned man, 

knowing a l l  the w hi le  tha t  i f  he could, he would be w ith  a 

woman. 1 D iv ine is  a s a in t - - o r  ra ther  becomes one, a f t e r  a 

long and g r u e l l in g  ascension. D iv ine  has become tw e n t ie th -
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century l i t e r a t u r e ' s  most famous secular  s a in t ;  w ith  the 

exception of Chari us, she is  a lso  France's  most well-known  

l i t e r a r y  homosexual. Is  D iv ine  a s a in t  p r e c is e ly  because 

of her homosexuality?

The fa c t  of D iv in e 's  invers ion  need not be p r o v e n - - i t  

is  eminently  p a te n t .  But i t  is  important to note th a t  her 

homosexuality is  the c h a r a c t e r is t i c  which immediately de­

f in e s  her; i t  is  her most s a l i e n t  p e r s o n a l i ty  t r a i t .  I f  

almost a l l  of Genet's characters  are  homosexuals, none is  

more em phat ica l ly  so than D iv ine .  Notre-Dame may f i r s t  be 

thought of as a murderer, Erik as a German s o ld ie r ,  Quere11e 

as a s a i l o r .  D iv ine  is  f i r s t  and foremost a homosexual.

Her e n t i r e  ex istence turns upon her in v e rs io n .  I f  she works,

i t  is  as a h u s t le r .  She leaves her room e i t h e r  to look fo r

a man, to  jo in  her " s is te r s "  a t  a bar ,  or to  s tea l  for  

Mignon. Without her homosexuality the re  would be no D iv in e ,  

Genet has drawn a p o r t r a i t  par exce l lence  of a flamboyant  

"femme" homosexual. Simply as a r e a l i s t i c  p ic tu r e  of a 

c e r t a in  type of in v e r t ,  she is w ithout  equal in  l i t e r a t u r e .

But D i v i n e  as e i t h e r  a p i c t u r e s q u e  o r  r e a l i s t i c  queen wou ld

n o t  be th e  hi v i n e  who c o n t i n u e s  t o  i n t r i g u e  t h e  r e a d e r .

She i s  more th a n  e i t h e r  a c a r t o o n  c h a r a c t e r  o r  a s o c i o l o g i c a l  

s t u d y .  She i s  t h e  i n c a r n a t i o n  o f  a s a i n t .
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The young D iv ine - -L ou  C u la f ro y - -1 iv e s  in a manner 

s im i la r  to  his two forebears mentioned by Genet: St.

Catherine of Siena and St. Bernadette Soubirous. He is  

d i f f e r e n t  from the other c h i ld r e n ,  p re fe r in g  s o l i tu d e  to  

play ing games w ith  his peers. He runs home fa s t  when school 

is  over .  He is  a loner:  " I I  a p p r i t  seul a danser, comme 

seul i1 a v a i t  appris  1e vio1on".1

His mother dresses him in g i r l ' s  c lo th in g  and he is  

forced to go to  school wearing a dead woman's high-heel  

shoes. His fa th e r  is  not present and his mother, lo s t  

in her own dream world, a llows him to  do the same. His 

fa n tas ie s  are born e a r ly  and Lou p re fe rs  to l i v e  in  a 

magical medieval dream world,  the age of knights and 

s a in ts .  He is  a r e l ig io u s  boy, loving e s p e c ia l ly  the  

pomp and splendor of the r i t u a l .  His dreams are  of men:

- . . .seu le m e n t  1e murmure de quelques mots 
magiques e p a is s a i t  la tenebre d'ou se decjageait 
un page ou un c h e v a l ie r ,  beau bandeur, d e f a i t  
par une n u i t  aux draps de t o i l e  f i n e . . . 2

At the same t ime, Lou is s t range ly  envied by the other

boys because he is  d i f f e r e n t  and l iv e s  in  a s la te - ro o fe d

house. St. Bernadette was a lso  envied by the other c h i ld re n

of her v i l l a g e .  I f  C u la f ro y 's  childhood is  s im i la r  to  tha t

of the a u th en t ic  s a in t ,  i t  a lso  resembles tha t  of the

c la s s ic  homosexual youth. A lo n e r ,  unsure of his sexual
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i d e n t i t y  because of his mother's in f lu e n c e ,  thus l i v i n g  a 

heavi ly  r e l ig io u s  fantasy ex is tence ,  he cannot be accepted 

by th is  wor1d .

Then comes his v is io n .  I t  is  not the standard v is ion  

of C h r is t ,  the V i rg in  Mary or a s a in t .  ( Indeed in his 

search to  f in d  a r e l ig io u s  answer, he had dared to profane  

the Host. When nothing happened, the usual r e l ig io u s  

quest was abandoned.) Lou C u la f ro y 's  v is io n  is  of a man, 

of A lb e r to  the s n a k e - f is h e r :

C  eta i t  1 'e te  qu 1 i 1 f lc fn a i t  par les chemins.
Du plus lo in  qu1i 1 v i t  sa s i lh o u e t te ,  i l  comprit  
que la  c le  e t  1e but de sa promenade e t a i t  l a . 3

The goal of the s a i n t 's  l i f e  is  to see God; Culafroy sees

him very p h y s ic a l ly  present before him:

A lb e r to  e t a i t  immobile sur 1e bord du chemin, 
presque dans les se ig le s ,  comme s ' i 1 a t te n d a i t  
quelqu'un, ses deux b e l le s  jambes ecartees dans 
1 ' a t t i t u d e  du colosse de Rhodes ou dans c e l l e  que 
nous ont montree, si f i e r s  e t  sol ides sous 1eurs 
casques, 1es fa c t io n n a i re s  a11emands. Culafroy  
1'aima. tn passant devant 1ui,  i n d i f f e r e n t  e t  
brave, 1e gosse roug it  e t  baissa 1a tS te ,  tandis  
q u 'A lb e r to ,  un sour ire  aux le v res ,  1e reg a rd a i t  
marcher. Disons q u ' i l  a v a i t  d i x - h u i t  ans, et  
pourtant D iv ine  1e r e v o i t  comme un homme.^

The f in a l  word "homme" is  to  be taken in the context  in which

Genet always describes his men. Not only has the extreme

m ascu l in i ty  of A lberto  a lready been emphasized by the author,

the v is ion  is  seen in  f u l l  d a y l ig h t  and is  very p h y s ic a l ly

present.
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Mystics have w r i t te n  o f  a great  fe a r  which accompanies 

t h e i r  v is io n ;  i t  is  here symbolized by C u la f ro y 's  horror  

of the snakes which he f i n a l l y  overcomes by touching them 

under A lb e r to 's  guidance. There are  other s i m i l a r i t i e s  

between Lou Culafroy and the  t r a d i t io n a l  s a in t .  The boy 

meets his god each morning "pres d'une c ro ix  de g ra n i t "^ ;

S t .  Bernadette returned d a i l y  to  the g r o t to .  The mystics  

a lso  proclaim that  they are penetra ted ,  completely infused  

by the God of t h e i r  v is io n .  In  Genet's world, the t r a n s ­

p o s i t io n  is physical:  "A lb er to  v io la  1 'enfant  de toutes  

"ap a r t s . . .  Moreover, the u l t im a te  experience of  a mystical  

v is io n ,  a f t e r  the tears and ho rro r ,  is  a p len i tude  of jo y .

This ecstasy is  symbolized by C u la f ro y 's  moonlight dance 

among the hanging sheets as he awaits the a r r i v a l  of his  

god. I t  is  a t  th is  moment th a t  Culafroy becomes D iv in e ,  

tha t  he becomes a "woman". He p ic tu re s  himself a b a l l e r in a  

--and becomes one.

Thus does C u la froy 's  v is io n  of his god- -m ascu1 in i ty - -  

change his l i f e  and set him on his way to P a r is .  But he 

cannot speak of his r e v e la t io n .  As St. Bernadette 's  fam i ly  

f i r s t  scoffed a t  her s t o r ie s ,  a boy does not announce his  

love for  a man. He suf fe rs  in  s i le n c e ,  and Lou must hide  

his g r i e f  even when A lberto  loses his eye. Thus, with the
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f e r in g  toward s a n c t i t y .  A lb e r to  and the snakes which he 

entwined about Culafroy w i l l  change in t o  other  men and 

other penises. A lb e r to  himself can vanish from the novel,  

f o r ,  in  Genet's world,  one Male may replace another .  But 

th is  does not stop the o lder  divine from l a t e r  remembering 

with joy the hours spend with her v is io n - - h e r  f i r s t  homo­

sexual lo v e r .  "E1le pense que ce fu t  la plus b e l l e  epoque 

de sa v i e " . 7

Very s h o r t ly  a f te rw a rds ,  i t  was revealed to  
Catherine th a t  she must now go fo r th  in t o  the  
world to  promote the sa lva t ion  of her neighbour,  
and she began gradua l ly  to  mix again w i th  her 
f e l lo w  c re a tu re s .^

And so D iv ine  a r r iv e s  in P a r is .  She enters her f i r s t  bar

wearing a champagne s i l k  blouse (her f e m in i t y ) ,  blue

trousers sto len from a s a i lo r  (her  t in y  b i t  of  m ascu l in i ty

has been p i l f e r e d  from a "real man"), and sandals (her

sai n t 1i n e s s ) .

A 1 'un quelconque de ses do ig ts ,  mais 
p lu td t  a 1 ' a u r i c u l a i r e ,  une p ie r re  comme un 
u lcere  la  gan grena i t .9

With th is  r in g ,  both the homosexual queen and the budding

s a in t  are sym bol ica l ly  wed. I t  a lso r e c a l l s  the r in g

placed on St. C a th e r in e 's  f in g e r  by Chris t  during her

v is io n .  In  a d d i t io n ,  the r ing gangrenes her,  gives her
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pain .  Suffer ing  has been forever  the lo t  of the sa int  

in th is  world ,  whether w i l l e d  or not w i l l e d ,  pain and 

s u f fe r in g  must be met and conquered before the sa in t  reaches 

e terna l  b l i s s ,  t I t  is  through s u f fe r in g  that  Genet w i l l  now 

lead D iv ine;  i t  is  a s u f fe r in g  based upon her homosexuality.

For the C h r is t ia n  mystic ,  i t  is  impossible to ad just  

to  l i v i n g  in  th is  world a f t e r  one has experienced the  

v is io n  of God. For the homosexual i t  is  s i m i l a r ly  impossible  

to l i v e  a u t h e n t ic a l l y  in a heterosexual world and s t i l l  be 

t rue  to  one's nature w ithout  ly in g  and leading a fa ls e  

e x is ten ce .  Proust depicted th is  a l l  too w e l l .  But D iv ine  

cannot l i v e  a l i f e  a 1a Chari us. She w i l l  bear witness to  

her homosexuality as the sa in t  bears witness to his f a i t h .

D iv ine  is  the only fu l ly -d e v e lo p e d  character  in  a l l  of  

Genet's novels who f la u n ts  her invers ion  in  the world 's  

fa ce .  (The occasional feminine act ions and gestures of the  

boys at  Mettray are  enclosed in  a prison environment, fa r  

from the w o r ld 's  gaze. L ieutenant  Seblon almost destroys  

himself  in  a t tem pting to  hide his f e m in i n i t y . )  The r e s u l t  

is s u f f e r in g ,  a s u f fe r in g  born of  r e je c t i o n .

Divine is  spurned by everyone in th is  world.  The boy 

Culafroy had no f r ie n d s  and no meaningful r e la t io n s h ip  w ith  

his one remaining parent ,  his mother. D iv ine  in  Paris  is
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she a r r i v e s .  But the "normal" world,  c h i ld re n ,  and a 

b iz a r r e  mother are one th ing;  D iv ine  is  a lso  re je c te d  by 

"her own".

There are  three  basic homosexual types in  Genet's  

novels: the "queens"-- the Carol inas,  Mimosa and her group, 

and, of course, D iv ine;  the adolescent tou ghs- -R i ton ,  

D iv e rs ,  Roger, e t c . ;  and the super-mal e s - -0 u e r e 1 1 e, Erik., 

Harcamone, Mignon, e t c . ^  D iv ine  is  re je c te d  by a l l  three  

ty p e s .

The queens appear a t  times to  be D iv in e 's  f r i e n d s .

But t h e i r  gay camaraderie is  s u p e r f i c i a l ,  p a in f u l l y  so. 

Mimosa s te a ls  Mignon from her "beloved s is t e r "  D iv ine;  

the two f i g h t  v ic io u s ly .  Mimosa is  harder,  more cruel  than  

D iv in e ;  she always defeats her in t h e i r  word-duels.  There 

is  no honor among queens. Even among those l i k e  h e r s e l f ,  

Div ine  has not a s ing le  f r i e n d .  St. Catherine had helped 

a 1eper and awoman dying of cancer, but they "rewarded her 

lov ing care  by in g r a t i tu d e ,  abusing her to  her face and 

spreading scandal about her behind her b a c k " .^

Secondly, in  a b r i e f  scene, Divine is  taunted by a 

group of young toughs:

- -Les  voyous se moquaient d ' e l l e .  I I s  
d is a ie n t  que cel a d e v a i t  f a i r e  mal, 1es b i t e s ,  
que les v i e u x . , . ;  que les femmes ont plus de 
c h a r m e s . . . ;  q u ' i l s  sont des macs, e u x . . . e t
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mechancete, mais qui blessent D iv in e .  Sa gfine 
augmente.12

Her most pa in fu l  r e je c t io n  is  by her lovers ,  the males. In  

s p i te  of her occasional moments of happiness w ith  them, 

Mignon and Seek Gorgui leave her .  Genet makes i t  c lear  

th a t  a homosexual union is  not l i k e  a heterosexual marriage

Nos menages,la lo i  de nos Maisons, ne 
ressemblent pas a vos Maisons. On s'aime sans 
amour. 11s n 'ont  pas 1e c a ra c te re  sacramentel .
Les tantes sont les grandes immorales. En un 
c l i n  d ' o e i l ,  apres s ix  ans d 'un ion ,  sans se 
c r o i r e  a t ta c h e ,  sans penser f a i r e  mal ni f a i r e  
du mal, Mignon decida d'abandonner D iv in e ,  Sans 
remords, qu'un peu d 1inquietude que p e u t -§ t re  
Div ine  ne consentft  plus a le  re v o i r .^ 3

Not only is. Div ine abandonned, she is f i n a l l y  completely

fo rg o t te n .  Mignon comes to her f u n e r a l ,  but without r e a l l y

knowing why; he fe e ls  no sorrow, no longer remembers her:

Mignon ne reconnaissant plus le  gren ier  
q u ' i l  a v a i t  hab ite  avec D iv ine  eut les gestes
bornes d'un jeune homme en v i s i t e .

Son emotion en face du cerc u e i l?  N u l le .
I I  ne se sou vena i t  plus de D i v i n e . ^

D iv in e 's  s u f fe r in g  increases with  her aging. Here

Genet s t r ik e s  a t  the heart  of the queen's dilemma. She at

f i r s t  f ig h t s  the w r ink les  and loss of h a ir  with creams and

a wig. She has f a ls e  t e e t h .  She takes Seek Gorgui as a

lover in  par t  because he is  a Negro and might th e re fo re

not be able to  recognize the signs of aging on her white
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day. She r a t i o n a l i z e s  th is  aging which she loathes yet 

cannot a l l e v i a t e  by t e l l i n g  h e rs e l f  tha t  she is  a c tu a l ly  

becoming more v i r i l e .  But she must now pay the men who 

formerly  paid her .  F i n a l l y  she f ig h t s  no longer: " E l le

se coupa les c i l s  pour £ t r e  encore plus repugnante".15 she 

thus i n f l i c t s  her own stigmata on h e r s e l f ;  l i k e  St. A lex is ,  

she f i n a l l y  chooses her own dung heap. As the people of  

th is  e a r t h ly  world had re je c te d  her,  so does the e a r th ly  

movement of time gravely  increase her s u f f e r in g .  D iv in e 's  

struggle  against time and i t s  devasta t ion  r e c a l l s  tha t  of  

Charlus. But the baron continued to f ig h t  to  the end: he

opened his brothel  l a te  in l i f e  and, in his f i n a l  a p p a r i ­

t io n ,  although he s i ts  gray and i l l  in his c a r r ia g e ,  his 

eyes continuously  search for  young men. Charlus maintains  

a strength and d ig n i ty  which the aging Divine cannot muster.  

She is  more p a th e t ic  because she lacks his grandeur.

Although the world r e je c t s  the s a in t ,  she does never­

theless have her e f f e c t  on i t .  Through her homosexuality,  

Div ine  does a l t e r  the v is io n  of the world .  The other c h i ld re n  

had spurned Culafroy because he was strange and d i f f e r e n t ;  

yet a t  the same time they saw him as a royal c h i ld .  D iv in e 's

flamboyant a r r i v a l  in a heterosexual bar not only evokes
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jeer?  and in s u l ts ,  but e n t i r e  conversations change. Drunk, 

she stands on a s t re e t  corner s inging the Veni Creator in  

her f a l s e t t o  voice:

En tous les passants naissent des p e t i t s  
couples de maries v o i le s  de t u l l e  b lanc,  qui 
s 1agenoui11ent sur un p r ie -D ie u  de t a p is s e r ie ;
1 es deux sergents de v i11e  se revo ien t  gargons 
d'honneur a 1a noce d'une c o u s i n e . ^

I t  is  not the "vast crcwdof if000"17 who assembled to watch

St.  Bernadette kneel before the g r o t to ,  but in  her small way

the queen singing on the corner imparted a r e l ig io u s  v is ion

to those passing by. Moreover, D iv in e 's  greatest  e f f e c t  is

on her lovers and on a l l  men. The sa in t  is  to sing the

pra ise  of God; Divine sings unceasingly the pra ises of her

men. Because she worships them, even t h e i r  physical

c h a r a c te r is t ie s  change, even t h e i r  smiles:

. . . 1 e s  t res  jeunes hommes vers qui e11e se 
sent a t t i r e e . . . 1 u iren v o ie n t  a u s s i t f i t  ce s o u r i re ,  
plus c r u e l ,  comme s i ,  lance par 1es dents de 
Div ine ,  i1 rebondissa it  sur leurs  dents plus 
aigues, plus f ro id e s ,  plus g l a c i a i r e s ,  parce qu'en  

face d'elle-mSme plus froidement b e l l e s . ^

Mignon, so frozen in  his m a s c u l in i ty ,  becomes s o f t e r ,  more

tender because of the years spent w ith  D iv in e .

However, as much as she may a l t e r  the world, the

s a in t 's  u l t im a te  dialogue is  not w ith  the world,  but with

God-- that  i s ,  with the god in h e r s e l f .  I t  is  the hero

who desires  to  change the world; the s a in t  has passed beyond



i t .  And so D iv ine  enters  more and more in to  her own p r iv a te  

world, in to  a s o l i tu d e  th a t  is  in  par t  w i l l e d ,  in part  

necessitated  by her r e je c t io n  as a "pederasque"J9 Her own 

fantasy world encloses her to  a greater  and greater  degree; 

her gestures become her r e a l i t y .  As Culafroy dancing between 

the sheets did not play a t  being a b a l l e r i n a ,  but was a 

b a l l e r i n a ,  so D iv ine  j_ŝ  the r ic h  lady in  the Pullman c a r .

The sa in t  can l i v e  t h is  magical fantasy 1 i f e - - a s  can the 

prisoner G e n e t - -can l i v e  in the world without t r u l y  p a r t i c i ­

pat ing d i r e c t l y  in  i t s  movements. I t  is  in th is  respect  

that  D iv ine  resembles the s a in t ,  but a t  the same time she 

is a sa in t  a la Genet, she is not a nun. D iv ine does not 

r e t i r e  to  a convent and remove h e rs e l f  completely from the 

external  world .  Even her successful gestures w i l l  not 

permit t h is :

Ce p e t i t  g e s te  pour se d e ta c h e r  du monde,
Divine 1 'a recommence cent f o i s .  Mais, si lo in  
q u ' e l l e  s 'en e c a r te ,  le  monde la ra p p e l le  a 1u i . 2 0

She cannot leave the world completely because her god is  of  

and in  t h is  wor ld ,  i In her moments of deepest anguish, i t  

is again her v is io n  of A lb er to  that  gives C u la froy -D iv in e  

the s trength to continue to l i v e :

I I  a l l a i t  c h a n c e l e r ,  p e u t - £ t r e  tom ber ,  quand 
l e  S o u v e n i r  avanga e x p re s  pour l e  s e c o u r i r :  l e  
s o u v e n i r  du p a n t a lo n  de v e l o u r s  d 1A 1 b e r t o . . .ou 
i l  c r u t  r e t r o u v e r  d ' a p a i s a n t e s ,  de c o n s o la n te s  
n ic h e e s  de m esanges .21
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The consoling Memory r e c a l l s  Proust,  but on an even more 

physical and sexual l e v e l :  A lb e r to 's  d i r t y  t ro u s ers .  In  

sp i te  of  the unusual s e t t in g  of Genet's novels- -p r is o n s , 

ships, the homosexual underwor1d--and in  s p i te  of  the im­

portance given to the fantasy l i f e  of the mind, he is  less  

of an "escapis t"  than Cocteau or A 1 a in -F o u rn ie r . The world  

never loosens i t s  g r ip  on any of Genet's ch arac te rs .

And then one day D iv in e ,  who had fought against  th is  

s a n c t i ty  th a t  she knew was part  of h e r - - t h e  sa in t  never 

proclaims h e rs e l f  s u c h - - re la x e s , and is  taken up by the 

hand of God. She dies "sa inte"22 i n her g arre t  room. The 

room i t s e l f  symbolizes D iv in e 's  1 i f e: i t  was an arduous 

climb to reach the g a r r e t ,  but a t  the same time the room 

touched the sky. D iv ine  dies as close as possib le  to 

heaven, ju s t  as Riton and Erik make love and die on the 

rooftops of P a r is .  Yet there is  a suggestion th a t  perhaps 

she does not d ie ;  a t  le a s t  to  her mother she remains a l i v e  

for several moments a f t e r  actual death because of a watch 

which keeps t ic k in g  in  her hand and on which Ernes t ine 's  

hand is  r e s t in g .

Her f u n e r a l  wou ld  have made D i v i n e  happy.  P re m ie re  

Communion ta k e s  a cue f r o m  he r  l a t e  " s i s t e r "  and im a g in es  

h e r s e l f  dead.  The queens c a r r y  bouqu e ts  o f  v i o l e t s ,  g i v i n g
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o f f  the scent which permeated the room in  which St. Berna­

d e t te  d ied .  The p r ie s t  deserts the funera l  cortege to be 

raped by a woodcutter.  Queens w i th  umbrellas l i k e  haloes,  

the a r r i v a l  of the god Mignon ("Passa I 'E t e r n e l  sous forme 

de mac."^3),  the homosexual p r i e s t :  i t  is  a mixture of

s a n c t i ty  and homosexuality tha t  def ines the fu n e ra l .

Moreover, even though the r i t e s  for  D iv ine  appear at  

the beginning of the novel,  Notre - Dame- des-F1eurs closes  

with  a l e t t e r  which Mignon wrote to Divine from pr ison .

I t  is  a love l e t t e r ,  signed with  dotted l in e s :  the o u t l in e  

of Mignon's p r ic k .  Could anything else have given the  

homosexual sa int  more pleasure? The l e t t e r  is  from her god

and i t  t e l l s  her th a t  a l l  is  we!1 .

Thus D iv ine a t t a in s  sainthood through her homosexuality.

She is a lonely  c h i ld  who sees a v is io n ;  then, forced to  

l i v e  in a world which c o n s is te n t ly  r e je c ts  her, she becomes 

more and more a s c e t ic .  Her s u f fe r in g  increases w ith  time  

and she enters in to  a dialogue w i th  her own s e l f ,  l iv e s  in  

a world of gestures which become real and u l t im a t e ly  save 

her .  Her s o l i tu d e  is  necessary to  her s a lv a t io n ,  as i t  is 

to  a l l  of Genet's p ro tago n is ts .  Homosexuality is  the taboo 

which is o la te s  in  Notre-Dame-des-Fleurs as being a m i l i t i a ­

man does in Pompes funebres and the act  of murder in O uere l1e 

de Brest.



I f  the world doe;; not accept her ,  she in turn  re je c ts  

i t .  Louis Culafroy is  a b io lo g ic a l  male. In becoming 

Div ine ,  he disowns his  own sexual i d e n t i t y .  In  moving to  

Paris  to  lead the l i f e  of a b la ta n t  queen--which would be 

impossible in her small tow n--D iv ine  turns her back on her 

noble l ineage and her p r iv i le g e d  p o s i t io n  in  the s la te - ro o fe d  

house. In  openly lov ing men, she r e je c t s  s o c ie ty 's  command­

ment. In  choosing her homosexual e x is ten c e ,  she sets h e rs e l f  

against  the world,  as does the s a i n t .  They are both r e v i le d  

and persecuted. D iv in e 's  ex is tence  as a homosexual becomes 

more and more sordid and unappealing. But in terms of 

s a n c t i ty ,  her l i f e  assumes a g rea te r  and greater  meaning.

She ascends. Her ascension as a s a in t  is  dependent upon 

her descent as a homosexual.

To more f u l l y  comprehend the importance of homosexuality  

as the taboo which leads to  i s o l a t i o n ,  s o l i tu d e  and thus 

sainthood, we must exp lo re  the nature of  the character  who 

has given his name to  the novel .  In  both his r e l ig io u s  

and sexual roles Notre-Dame-des-Fleurs stands in  contrast  

to D iv ine  and to  Mignon. I f  D iv ine  i s  the homosexual s a in t  

and Mignon the masculine god, Notre-Dame is  the asexual 

V ir g in  Mary. The s e x u a l i t y  of Notre-Dame is  minimal indeed,  

of a l l  of Genet's charac ters  he indulges leas t  in  e i th e r



sexual ac t ions  or sexual f a n t a s ie s .  I f  we do see him in  

bed, he is  not only passive,  but a c t u a l l y  unconcerned. He 

p h y s ic a l ly  resembles the toughs of Mettray whom Genet 

id o l i z e d ,  and both Divine and Mimosa are a t t r a c t e d  to  him, 

yet he lacks the e r o t ic  character  of the c o lo n is ts  and 

adolescent th ie v e s .  I t  is  not simply because he is  us u a l ly  

described by images of r e l i g i o n  and by f1owers--so  is  

D iv in e .  Beyond the simple physical p o r t r a i t  of  him a t  the 

beginning of  the novel ,  we learn l i t t l e  more of his phys i - 

c a l i t y  as his s tory  unfo lds .  Genet wants the reader to  

gaze at  the arms, the torsos and the penises of Mignon, 

Bulkaen, D ivers ,  S t i 1i t a n o - - b u t  not a t  those of Notre-Dame.

His sexual r o le  changes; i t  is  double. At f i r s t  he is  

the male to  D iv ine and then to Mimosa. But he becomes the 

female on the n ight  of the masked b a l l .  He goes to the 

ba l l  in  "drag" and re tu rn s  home to  be deflowered by Gorgui.  

The word "b isexua l"  is  in ap p ro p r ia te  in Genet's world ,  

since no women are present .  But Notre-Dame does stand 

between the sexual p o l a r i t i e s  of "super-male" and "f lamboyant  

queen". To say th a t  he is  homosexual is  saying l i t t l e  in  

the context of Genet's novels .  In  a complete p ic tu r e  of  

human s e x u a l i ty  we would have to c l a s s i f y  him as an i n v e r t ,  

but w i th in  Genet's cosmos he remains an " in t r a s e x u a l " being,
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or ,  perhaps, an androgynous one. He combines both sexes 

w ith in  h im self ;  he is  b e au t i fu l  both as a young man and 

in  drag. Indeed, i t  is  his blond h a i r  which alone is de­

scribed during his t r i a l ;  a blond youth resembles a g i r l  

more than does a dark -h a ire d  one, Genet is  quick to remind 

us: "Des f i l l e s  blondes comme des g a rg o n s . . .  Je ne me 

lassera i  pas de c e t t e  p h ra s e . . . " 2 ^

I f  one does not u su a l ly  dwell on the s e x u a l i ty  of  

the s a in ts - -a n d  th is  is  one of  Genet ’ s shocking in n o v a t io n s - -  

there  are nevertheless the St. Jeromes and the St. Augustines 

to  keep D iv ine  company. But the s e x u a l i ty  of the V i r g in  

Mary is  never mentioned; both the Immaculate Conception and 

the V i rg in  B ir th  preclude t h i s .

■ . . . j ' o s e r a i  d i r e  que tous les yeux purent  
l i r e ,  graves dans 1 'aura de Notre-Dame-des-Fleurs,  
ces mots: 'Je suis 1'Immaculee C o n c e p t i o n ' .25

I t  is  during the t r i a l  tha t  everyone perceives th is  i d e n t i t y .  

What is  most important in  the character  of Notre-Dame is  

his innocence, his p u r i ty - -a n d  th is  as a re s u l t  of h is  mur­

der .  He entered the novel "par la  porte  du crime"26 and 

th is  con tras ts  sharply w ith  the f i r s t  appearance of D iv ine ,  

dead in  her vomited blood. Because of his murder, Notre-Dame 

is  a lready  w i th in  his own s o l i tu d e ,  beyond th is  world .  He 

is  less present a t  his own murder t r i a l  than was Meursault.
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Divine had committed a murder a ls o ,  but,  in  comparison 

to Notre-Dame1s, a p e t ty  one. Although she c a r e f u l l y  

planned to  have the ne ighbor 's  l i t t l e  g i r l  f a l l  to  her 

death from her balcony, Divine did not push the c h i ld .  More­

over,  she acted w i th in  a moral context  (however in v e r te d ) ,  

and thus her gesture d id  not have the beauty and is o la t in g  

q u a l i t y  of Notre-Dame1s almost g ra tu i to us  s trang l ing  of  the 

old man (or of 0uere11e's murder of  V i c ) .  M o r a l i t y ,  l i k e  

s e x u a l i ty ,  is  of th is  world and must be dea l t  with by 

D iv in e .  Notre-Dame is  beyond both of them.

Thus does Notre-Dame stand as a contrast  to  D iv in e .

He does not th in k ,  does not make conscious gestures, does 

not deal with the r e a l i t y  th a t  torments D iv ine .  Notre-Dame 

does not s u f f e r .  His s e x u a l i ty  is  amorphous. Adrien 

B a i l lo n  becomes in an in s ta n t  Notre-Dame-des-F1eurs a t  the 

outset of the novel through his  act  of murder; he i_s henceforth  

Notre-Dame. I t  is  a much longer ordeal fo r  Louis Culafroy to  

become Div ine  and for  D iv ine  to a t t a i n  sainthood. I t  is  the 

homosexual D iv ine  who becomes the s a in t  by passing through 

the Va l ley  of Desolat ion which is  the queen's path:

Divine: --Ma vie? Je suis desolee, ie  suis
une va11ee de 1a Desol a t i  on .27

I f  Genet has given the name of the androgynous Notre-

Dame-des-FIeurs to  his novel,  i t  is  D iv ine  who is i t s  p r in c ip a l



ch arac te r ,  the one whom we fo l low  from childhood to grave,  

the one who holds both the n a r r a t iv e  and the characters  

to g e th e r .  Does Genet place one higher than the other?  

C e r ta in ly  the V i r g in  Mary stands above a l l  the s a in ts  in  

heaven. But she is  an id e a l ,  conceived without s in .  Simi­

l a r l y  we know nothing about Notre-Dame1s actual b i r t h ;  he 

is  "born", a lso  s in le s s ,  a t  the moment of his murder. Both 

e x is t  in  a sexless aureole which f lo a ts  above the world .  

D iv in e ,  w i th  her s i l k  blouse, her t i a r a  of f a ls e  te e th ,  her 

consumption and her snakes, is  a human f ig u r e .  I t  is  not 

u l t im a t e l y  a question of  h ie rarchy ,  but of two separate  

modes of e x is te n c e .  And of the two, i t  is  the s u f fe r in g  

homosexual who compels the read er 's  compassionate thoughts.
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LOVE: A STORY

Time: c i rc a  1900
Place: France

Love was dying aga in .  The f l i g h t y  but passionate  

heroine of French l i t e r a t u r e  had been slowly succumbing 

since the Romantics had brought her back to l i f e  a hundred 

years ago. From her most g lor ious moments in the courts  

of Arthur and A l ie n o r ,  she had continued e i t h e r  to  sing 

or to  weep through Ronsard's sonnets, Racine's t raged ies  

and M o l ie re 's  comedies. Her good hea lth  had continued  

down in t o  the e igh teenth  century .  But the philosophers  

of th a t  age, f in d in g  l i t t l e  a t t r a c t i o n  and no e n l ig h t e n ­

ment in  Love, refused to  care for  her in the devoted manner 

to  which she had become q u i te  accustomed. Most of them 

simply ignored her and she grew weaker and weaker.  ̂ few 

concerned sou1s--a c e r t a in  LaClos and a c e r ta in  deSade--  

t r i e d  to help her by p u t t in g  her to  bed. Yet t h e i r  cure 

did not invo lve  r e s t ,  and they whipped her in to  such a 

s ta te  of physical and mental exhaustion tha t  she was bare ly  

able to  escape. Knowing th a t  her end was near,  she f i n a l l y  

dragged her t i r e d  and m u t i la te d  body in to  a dense fo re s t  

where she hoped to d ie  in  peace.

Gamboling through th is  very same f o r e s t ,  a c e r ta in  

young Jean-Jacques stumbled against  poor dying Love. He
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would save her! He devoted his  l i f e  to caring fo r  her 

and when his time f i n a l l y  came, he l e f t  her to f u r th e r  

recuperate in the chateau of a young protege,  Chateaubriand  

by name.

Now th is  young Breton had a good f r i e n d ,  God by name.

The philosophers who had neglected poor Love had t r i e d  to 

destroy him too.  But they could not succeed e n t i r e l y ,  so 

they decided to a l low  him to wander around incogn ito ;  he 

must never reveal himself  in  his old hallowed form. The 

bumbling old man was even summoned to appear a t  an occasional  

s ta te  ceremony--heavi1y v e i l e d ,  of course. One day whi le  

he was stumbling about in  B r i t ta n y - -o n e  was n icer  to him 

th e r e - -h e  happened upon th is  same Chateaubriand who in v i te d  

him to his c a s t le  where Love was recupera t ing .  The g ra te fu l  

God helped his host to completely cure Love. The neglect  

of the philosophers and the s t icks  and stones of the  

deSadians had broken many of her bones, but she now returned  

to rad ia n t  and passionate h e a l th .

She l ived  a marvelous l i f e  fo r  about t h i r t y  years. She 

gamboled in the luxurious f o r e s t s ,  danced through Spain and 

I t a l y  and, yes, even wept from time to  t ime. But God was 

there  to  console her in these sad moments.

Yet people seemed to  be g e t t in g  sick of both the lakes 

of tears  and the o ver ly  passionate dances, with growing



i n d u s t r i a l i z a t i o n ,  Love was f o r c e d  t o  le a v e  th e  m o u n ta in s  

and s t reams and move t o  the  c i t y .  God came w i t h  h e r ,  

bu t  n e i t h e r  o f  them c o u ld  a d j u s t .  No l o n g e r  was she a l l o w e d  

t o  f l o a t  a b o u t  i n  gossamer gowns o r  even be t r a g i c  i n  a 

Span ish  m a n t i l l a .  The r e a l i s t i c  p e o p le  o f  t h e  new age 

looked  a t  her  w i t h  a l l  t h e i r  new s c i e n t i f i c - t y p e  t h i n g s .

They b r o u g h t  t h e i r  f r i e n d s  th e  p s y c h o l o g i s t s ,  who were 

even abl ie t o  examine her w i t h o u t  i n s t r u m e n t s .  Love was 

becoming v e r y  i l l  a g a in ,  because o f  b o th  h e r  own o v e r -  

a c t i v i t y  w i t h  C h a te a u b r ia n d  and h i s  f r i e n d s  and un der  th e  

heavy s c i e n t i f i c - r e a l i s t i c  s c r u t i n y .  No one seemed t o  

c a re  much.

There were  a few i d e a l i s t i c  t y p e s  who wan ted  t o  keep 

her  a l i v e - - b u t  t h e y  i n s i s t e d  on c h a n g in g  h e r  v e r y  i d e n t i t y ,  

mak ing her e i t h e r  so e t h e r e a l  t h a t  she had no body a t  a l l  

o r  e l s e  t r y i n g  t o  metamorph ize  her i n t o  a h id e o u s  m o n s te r .

I n  th e  meant ime, he r  good f r i e n d  God had d i e d ,  and was 

b u r i e d ,  and d i d  n o t  r i s e  a g a in .  She was a lo n e  and d y i n g  

v e r y  f a s t .

One p e r c e p t i v e  commentator  o f  t h e  t i m e ,  a n g u is h e d  

by L o v e 's  m o r ibun d  s t a t e ,  c r i e d  o u t  f r o m  h i s  own l o v e l e s s  

h e l l :  " L 'a m o u r  e s t  a r e i n v e n t e r ,  on l e  s a i t " .  Indee d  i t  

was t r u e ,  on l e  s a i t .  T h is  bumpt ious  a d o le s c e n t  d i d  n o t
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l i k e  women, had no m o r a l s ,  c o n s o r te d  w i t h  demons and was a 

c h i 1 d - - h e  s a id  so h i m s e l f  i n  h i s  p o s i t i o n  p a p e r .  But what 

was worse was t h a t  t h i s  y o u t h f u l  u p s t a r t  p u t  h i s  words i n  

t h e  mouth o f  a hom osexua l !  He h i m s e l f  was o n e - -o n  l e  s a i t .

To r e i n v e n t  Love ,  t o  c u r e  h e r ,  by making h e r  hom osexua l - -  

n e v e r !  And so h i s  words went unheeded f o r  a c o u p le  o f  

g e n e r a t i o n s .

Love h e r s e l f  was so w o r n - o u t  t h a t  she was a t  t h e  p o i n t  

o f  succumbing f o r  good. J u s t  a t  t h i s  moment two i n v e r t e d  

young men ( n o t  w o rk in g  t o g e t h e r ) ,  b e l i e v e d  th e y  had found 

a c u r e !  Perhaps remember ing t h e  c r y  t o  r e i n v e n t  l o v e ,  

t h e y  were go in g  t o  g i v e  he r  a new f o r m - - a  homosexual f o r m .

Love wou ld  have b o th  a new body and a new s o u l .  Love wou ld  

be saved!

One o f  them, a c e r t a i n  A n d re ,  p i t e o u s l y  t r y i n g  t o  shake 

o f f  an o v e r b e a r i n g  mother  and he r  p e r s i s t e n t  b e l i e f  i n  th e  

l a t e  God, t r a v e l e d  t o  s u n -a n d -b o y -d re n c h e d  N o r th  A f r i c a  

( v e r y  h e a l t h y ) ,  rummaged th r o u g h  tomes o f  P l a t o ,  V i r g i l ,  

and T h e o c r i t u s  ( v e r y  d u s t y ) ,  and even sp e n t  hours  c a r e f u l l y  

e x a m in in g  th e  sexua l  h a b i t s  o f  dogs ,  w e e v i l s ,  and B e lg ia n  

c a r r i e r  p ig eo n s  ( v e r y  s c i e n t i f i c ) .  A l l  t o  t r y  t o  save Lo ve .

But th e  tanned  Arab boys b r o u g h t  h im o n l y  p l e a s u r e ,  no t  a 

c u r e  f o r  poor  Love.  And w e e v i l s  r e v e a l  t h e i r  s e c r e t s  o n l y  

t o  o t h e r  w e e v i l s .
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S t i l l  u n d a u n te d ,  b u t  now m id d le - a g e d ,  t h e  same Andre 

came v e r y  c l o s e  t o  a c u re  th r o u g h  h i s  Greek r e a d i n g s .  But  

he wou ld  n o t  go a l l  t h e  way i n  t h e  c o n s t a n t  d e v o t i o n  and 

d e d i c a t i o n  t h a t  Love needed t o  become w e l l  a g a in .  F o r ,  

t o  t e l l  th e  t r u t h ,  he was i n t e r e s t e d  i n  Love o n l y  f o r  what 

she c o u ld  do f o r  h im ,  no t  i n  Love h e r s e l f .  (She was too  

f e m i n i n e ,  an yw ay . )  He l i v e d  t o  a v e r y  h e a l t h y  o l d  age,  

h a v in g  done g r e a t  and m a rve lous  t h i n g s  f o r  h o m o s e x u a l i t y  

and f o r  r e a d in g  w e e v i l s - - b u t  n o t h i n g  f o r  Love.

The o t h e r  young man--Marce1 by na m e - - re a 11 y  was i n t e r ­

e s te d  i n  Love f o r  he r  own sake .  The son o f  a famous p h y s i c i a n ,  

he examined he r  m i n u t e l y  w i t h  h i s  homosexual m ic ro s c o p e .  A 

k i n d  o f  n a t u r a l i s t  a l s o ,  he p r e f e r e d  bees and o r c h i d s  t o  

w e e v i l s ,  bu t  h i s  s c i e n t i f i c  p r o b in g s  l e d  him no f u r t h e r  i n  

f i n d i n g  a c u r e  tha n  d i d  A n d r e ' s .  So he tu r n e d  t o  p e o p le ,  

examined them v e r y  c a r e f u 11y - - o h ,  so c a r e f u l  1y - - a n d  d i d  f i n d  

and im p a le  specimens o f  homosexuals  i n  l o v e .  But t h e y  were 

such an u n h e a l t h y  bunch.  How c o u ld  poor  d y i n g  Love be 

h e lp e d  by a ba ron  i n  c h a in s  o r  a s p i t t i n g  l e s b ia n ?

Anyway, he had c e r t a i n  p r e c o n c e p t io n s  w h ich  good 

s c i e n t i s t s  and d o c t o r s  a re  n o t  supposed t o  have .  He knew 

t h a t  God had been r o t t i n g  under  ground f o r  many y e a r s ,  bu t  

he n e v e r t h e l e s s  k e p t  f a i t h  i n  one o f  t h e  o l d  man's  s t o r i e s
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- - o n e  abou t  Sodom and Gomorrah.  I t  was a s i c k  s t o r y  ab ou t  

s i c k  p e o p le ;  i t  was no remedy.  I n  f a c t ,  t h i s  d o c t o r ' s  son 

seemed t o  be more i n t e r e s t e d  i n  f i n d i n g  p a t h o l o g i c a l  s ub ­

s ta n ces  under  h i s  m ic ro s c o p e  tha n  i n  f i n d i n g  a c u r e .  In  

each o f  h i s  papers  he d e lv e d  more and more d e ep ly  i n t o  th e  

m a t t e r - - a  11 th e  w h i l e  amusing h i m s e l f  by ha v in g  r a t s  

s l a u g h t e r e d  i n  h i s  room by b u t c h e r - b o y s  i n  b l o o d - s t a i n e d  

a p ro n s .  And Love was i n  he r  f i n a l  agony.

Marcel  f i n a l l y  b e l i e v e d  t h a t  Love c o u ld  n o t - - a n d  

s h o u ld  n o t - - b e  saved.  Homosexual lo v e  was l i t t l e  d i f f e r e n t  

f ro m  h e te r o s e x u a l  l o v e .  Both were c o n ta m in a te d  by t h e  germs 

o f  power,  p o s s e s s io n ,  j e a l o u s y ,  and boredom. And so he 

s t e r i l i z e d  h i s  hands and went f o r  a spo t  o f  camomi le  t e a .

Thus Love was n o t  r e i n v e n t e d ,  was n o t  saved. The two 

men who t h o u g h t  t h e y  m ig h t  save he r  j u s t  l e t  her  c o n t i n u e  

t o  w as te  away. They had done much f o r  h o m o s e x u a l i t y ,  bu t  

l i t t l e  f o r  Love .  As one o f  them s too d  on th e  A c r o p o l i s  

and c o m p la c e n t l y  c o n te m p la te d  A th e n s ,  th e  o t h e r  gazed 

w i s t f u l l y  a t  a V e rm eer - -an d  Love d i e d .  R e a l l y ,  t h i s  t i m e .

She had become v e r y  o l d  and v e r y  d i s e a s e d .  She was g iv e n  

f u l l  f u n e r a l  r i t e s  and b u r i e d  v e r y  deep i n  th e  e a r t h .  Love 

was dead.

I t  was w i t h  Genet t h a t  R im baud 's  c r y  "L 'am our  e s t  a 

r e i n v e n t e r "  r e c e i v e s  i t s  f u l l  mean ing .  I t  i s  f r o m i h e l l
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i t s e l f  t h a t  lo v e  i s  r e b o r n ,  t h a t  homosexual lo v e  i s  

c r e a t e d .  H e te ro s e x u a l  lo v e  had r e c e i v e d  i t s  f u l l  f u n e r a l  

r i t e s .  From i t s  decayed re m a in s ,  f ro m  d e a th  i t s e l f ,  Genet 

has r e s u r r e c t e d  lo v e  t o  a p o i n t  wh ich  makes t h e  Rom ant ic  

c o n c e p t io n s  p a l e ,  and evokes i n  m y th ic  power o n l y  th e  

D io n y s ia n  l o v e  f e a s t s .  I t  i s  n o t  a t  a l l  i r o n i c  t h a t  G e n e t ' s  

g r e a t  p a n e g y r i c  f o r  lo v e  s h o u ld  be e n t i t l e d  Pompes f u n e b r e s .

For t h e  g r e a t e s t  lo v e  i s  born  f ro m  d e a t h - - J e a n  G e n e t 's  lo v e  

f o r  Jean D e c a r n in - - a n d  ends o n l y  i n  d e a t h - - R i t o n ' s k i l l i n g  

o f  E r i k .  Death and lo v e  t o g e t h e r ?  A paradox? Mo, f o r  lo v e  

has been r e i n v e n t e d .

G e n e t ' s  f i c t i o n a l  w o r l d  has been d e s c r i b e d  as t o p s y ­

t u r v y ,  u p s id e - d o w n ,  as a r e v e r s e  m i r r o r  r e f l e c t i o n .  In  

s h o r t ,  a l l  i s  i n v e r t e d .  And so i s  h i s  c o n c e p t i o n  o f  l o v e .

I t  re sem b les  v e r y  c l o s e l y  t h a t  o f  R imbaud's  " V i e r g e  f o l l e " ,  

b u t  ends i n  e c s t a s y  and g l o r y ,  r a t h e r  th a n  i n  d e s p a i r .

O n ly  men e x i s t  i n  t e n e t ' s  w o r l d ,  o n l y  men l o v e .  Women 

a re  l e s s  p r e s e n t  tha n  i n  G id e 's  w o rks ,  b u t  th e  r e l a t i o n s h i p s  

between two men w ou ld  have shocked P l a t o .  We a r e  v e r y  f a r  

f ro m  any Greek homosexual i d e a l s .  There i s  a m e n t o r - y o u t h  

r e l a t i o n s h i p  i n  G e n e t 's  w o rk s ,  b u t  what i s  a d m ired  i n  t h e  

" o l d e r "  man--who i s  no o l d e r  than  t w e n t y - f i v e - - i s  h i s  

a c c o m p l is h m e n ts  i n  c r im e ,  d e c e p t i o n ,  and b e t r a y a l .  The
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Greek mentor  i s  now th e  s u p e r - m a le ;  each and e v e r y  c h a r a c t e r ­

i s t i c  t r a d i t i o n a l l y  a s s o c i a t e d  w i t h  m a s c u l i n i t y  i s  e x a g g e ra te d  

by G en e t :  s t r e n g t h ,  d a r i n g ,  h a rd n e s s ,  i n s e n s i t i v i t y .  Men a re  

n e ve r  s o f t ,  c a r i n g ,  t e n d e r ,  o r  even l o v i n g .  A l l  o f  G e n e t 's  

"m a to u s "  a r e  i n t e r c h a n g e a b l e  i n  t h e i r  m a leness :  Mignon r e ­

sembles E r i k  who resem b les  Bu lkaen who g i v e s  b i r t h  t o  O u e r e l l e ,  

e t c .  The i n d i v i d u a l i t y  o f  th e se  c h a r a c t e r s  does n o t  l i e  i n  

t h e i r  m a s c u l in e  a t t r i b u t e s .  They a r e  u l t i m a t e l y  n o t  i n d i ­

v i d u a l s ,  b u t  sym bo ls ,  p e r s o n n i f i c a t i o n s  o f  p e n i s e s .  They 

a re  s y m b o l i z e d  by h a rd ,  c o l d ,  and m o n o l i t h i c  o b j e c t s :  r o c k s ,  

w a l l s ,  i c e ,  guns,  cannons.  T h e i r  r e a l  and s o l i d  p re s e n c e  i s  

conveyed  by t h e i r  c l o t h i n g  and t h e i r  g e s t u r e s ;  t h e y  wear 

c l e a t e d  b o o ts ,  l e a t h e r ,  t i g h t  b lu e  p a n t s .  They smoke 

c i g a r e t t e s  f ro m  th e  c o r n e r  o f  t h e i r  mouths and u s u a l l y  a re  

f i r s t  seen w a l k i n g  tow a rd  th e  re a d e r  w i t h  a swagger .  They 

n e ve r  w o rk ,  o r  i f  t h e y  do,  i t  i s  as p im ps ,  t h i e v e s ,  o r  

s a i l o r s .  Genet l i k e n s  them b o th  t o  m o ns te rs  and t o  h e r o i c  

w a r r i o r s .  The e p i to m e  o f  t h i s  t y p e  o f  m a l e - - i f  one can be 

s i n g l e d  o u t - - i s  pe rhaps  P a u lo  o f  Pompes f u n e b r e s . T a c i t u r n ,  

u n f e e l i n g  and n a s t y ,  he i s  d e s c r i b e d  as hard  and a n g u l a r .

I t  i s  o n l y  H i t l e r  who succeeds i n  d o m in a t i n g  and b u g g e r in g  

h im .  In d e e d ,  i t  i s  a mentor  i n  e v i l  t h a t  t h e  Genet 

a d o le s c e n t  yea rns  f o r .  "Le D e m o n ! - - C 'e s t  un Demon, vous
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Such i s  t h e  o b j e c t  o f  l o v e .

The l o v e r  i s  a lways  Genet h i m s e l f ,  e i t h e r  i n  t h e  fo rm  

o f  a young hoodlum o r  as a " q u e e n " .  I f  Gemet i s  D i v i n e ,  

he i s  a l s o  R i t o n .  The c o l o n i s t  o f  M e t t r a y  i s  r e i n c a r n a t e d  

i n  Roger o f  Q u e r e l l e  de B re s t  and i n  a l l  t h e  a d o le s c e n t s .

But j u s t  as th e  mentor  r e t a i n s  none o f  h i s  Greek a t t r i b u t e s ,  

n e i t h e r  i s  t h e  ephebe p u re  and v i r t u o u s .  I f  he has n o t  ye t  

se rved  a p r i s o n  te r m ,  he soon w i l l .

I d e a l l y ,  t h i s  a d o le s c e n t -e p h e b e  i s  a l s o  c o m p le t e l y  

" m a le " .  He does n o t  v/onder abou t  h i s  sexua l  i d e n t i t y ,  as 

d i d  P r o u s t ' s  young man on th e  beach .  He i s  a boy who w i l l  

become a man w i t h .  th e  h e lp  o f  a f u l l y - d e v e l o p e d  and po w er ­

f u l  male f i g u r e .  We have a d o u b le  m a s c u l i n i t y  a t  p l a y  h e r e ,  

e p i t o m iz e d  i n  M ig n o n 's  s u c c i n c t  s ta te m e n t  t h a t  "Un m31e qu i  

en b a is e  un a u t r e  e s t  un d o u b le  m c t le " .2

There  a r e  "hommes-femmes" i n  G enet ,  b u t  t h e y  a re  

d i f f e r e n t  f ro m  th o s e  o f  A l a  r e c h e r c h e . The male and 

fem a le  a s p e c ts  o f  a s i n g l e  i n d i v i d u a l  a r e  ne ve r  b a la n c e d  

e q u a l l y  i n  G ene t .  The p a s s i v e  homosexual becomes a lm o s t  

e n t i r e l y  a fem a le  b e i n g - - o r  th e  pa rody  o f  one .  The C aro -  

l i n a s ,  D i v i n e  and Mimosa have l i t t l e  more tha n  t h e i r  p e n is e s  

t o  rem ind  them t h a t  th e y  a r e  m a le .  These a re  th e  queens,
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must a c c e p t  them as p r e d o m in a n t l y  fe m a le  because Genet 

f o r c e s  us t o  do so by h i s  use o f  f e m i n i n e  p ronouns  and 

a d j e c t i v e s .  They a r e  n o t  shadow - fem a les  as i n  P r o u s t .  

C h a r l u s 1 f e m in in e  s id e  s u r f a c e d  b r i e f l y  as he c ro s s e d  th e  

G ue rm an tes1 c o u r t y a r d ;  Mimosa l i v e s  her e n t i r e  l i f e  as a 

woman. In d e e d ,  when she must appear i n  a man's  s u i t  a t  

N o t re -D a m e 's  t r i a l ,  she i s  a t  f i r s t  u n re c o g n iz a b 1 e .

Yet  no m a t t e r  how f a r  t h e  queens go t o  d e s t r o y  any 

v e s t i g e  o f  m a s c u l i n i t y  i n  t h e m s e lv e s ,  t h e y  do n o t  c a s t r a t e  

th e m s e lv e s ;  t h e  p e n is  rem a ins  as a ha rd  re m in d e r  t h a t  l o v e  

i s  no l o n g e r  th e  man-woman game. T h is  a n a to m ic a l  d e t a i l - -  

so i m p o r t a n t  i n  th e  g r e a t  p h y s i c a l i t y  o f  G e n e t 's  w o r l d - - i s  

a l s o  th e  s y m b o l - - th a t  lo v e  c a n n o t  r e v e r t  t o  i t s  h e te r o s e x u a l  

c o n t e x t .

I t  i s  n o t  s im p ly  a p e r v e r s i o n  o f  t h e  t r a d i t i o n a l  

c h a r a c t e r i s t i c s  o f  l o v e ,  i t  i s  th e  c o m p le te  s u b v e r s io n  o f  

them. From h e te ro s e x u a l  t o  homosexual and f ro m  P l a t o n i c  

t o  p h y s i c a l - - t h e s e  a r e  b u t  t h e  p r e l i m i n a r y  changes .

T r a d i t i o n a l  l o v e r s  c o u ld  speak w i t h  one a n o t h e r .  

Communica t ion  th r o u g h  words and t h e  consequen t  s h a r i n g  o f  

th o u g h ts  and id e a s  have d is a p p e a re d  f r o m  G e n e t ' s  w o r l d .

The f a i l u r e  o f  two l o v e r s  t o  communica te  i s  one o f  the  causes
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. . . j e  l u i  d i s  q u e l q u e f o i s :  ' Je t e  c o m p re n d s . '
I I  haussai t  1es epaules.3

I t  i s  n o t  j u s t  homosexual lo v e  w h ic h  i s  so c h a r a c t e r i z e d :  

Marcel  and A l b e r t i n e ,  Kyo and May, M e u r s a u l t  and M a r ie  

r e f l e c t  t h i s  m a jo r  theme o f  c o n te m p o ra ry  l i t e r a t u r e  even 

b e f o r e  W i l l i e ' s  g r u n t s  b e h in d  W i n n i e ' s  p i l e  o f  sand.  One 

m ig h t  t h i n k  t h a t  th e  chasm la y  between th e  sexes ,  t h a t  

two men i n  l o v e  m ig h t  be a b l e  t o  u n d e r s ta n d  each o t h e r  

more e a s i l y .  (G id e ,  f o l l o w i n g  t h e  Greeks,  d e p i c t e d  t h i s  

o p t i m i s t i c  o u t l o o k  i n  Les F a u x -M o n n ayeu rs . )  But  such i s  

n o t  t h e  cas e .  I t  i s  r e f l e c t e d  i n  t h e  d i f f e r e n t  language 

and languages  used by G e n e t ' s  c h a r a c t e r s .  The pimps and 

t h i e v e s  use a s la n g  w h ich  i s  f o r b i d d e n  t o  th e  queens;  t h e  

l a t t e r  have t h e i r  own e x p r e s s io n s  w h ic h  th e  to u g h s  laugh  

a t  w i t h o u t  u n d e r s t a n d i n g .  To i l l u s t r a t e  f u r t h e r  t h i s  

i m p o s s i b i l i t y  o f  c o m m u n ic a t io n ,  Genet p r e s e n t s  l o v e r s  who 

do n o t  speak th e  same m o the r  to n g u e .  The a u t h o r  h i m s e l f ,  

w h i l e  roam ing  t h r o u g h  many European c o u n t r i e s  i n  th e  

J o u rn a l  du v o l e u r , makes l o v e  t o  c o u n t l e s s  m e n - -b u t  can n o t  

speak w i t h  them. The b a s i c  t o o l s  o f  c o m m u n ic a t io n  a re  

l a c k i n g .  To t h i n k  t h a t  M ign on . 'm igh t  e v e r  comprehend 

D i v i n e ' s  a n g u is h  i s  i t s e l f  i n c o m p r e h e n s ib l e .  Yet th e y  do
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l o v e  each o t h e r ,  as R i to n  lo v e s  E r i k .  For t h e y  communicate 

th r o u g h  th e  sexua l  a c t - - a n d  t h i s ,  f o r  Genet,  i s  s u f f i c i e n t .

The s e x u a l  a c t  i t s e l f  i s  a lw ays  rough  and v i o l e n t ,  

w he the r  i t  i s  between Q u e r e l l e  and Nono, t h e  boys a t  

M e t t r a y  o r  E r i k  and th e  e x e c u t i o n e r .  Tenderness i s  a b s e n t ;  

i f  i t  s h o u ld  b e g in  t o  a p p e a r ,  i t  i s  q u i c k l y  d i s p a r a g e d .

M a r io  seems t o  p r e f e r  th e  c o ld n e s s  o f  O u e r e l l e  t o  Dede's  

k i s s e s  and f o n d l i n g .  For Genet t e n d e r n e s s  i n  l o v e  i s  

dependent upon lan gua ge :

Aucun te n d re s s e  n ' a v a i t  pu s ' e c h a p p e r ,  c a r  
1 'amour qu 1 i 1s se p o r t a i e n t  n ' e t a n t  pas re conn u  
du monde, i l s  n ' e n  p o u v a ie n t  s e n t i r  l e s  e f f e t s  
n a t u r e ! s .  Seu1, l e  langage  a u r a i t  pu l e u r  
a p p re n d re  q u ' i l s  s ' a i m a i e n t  d 'a m o u r .  Nous savons 
comment i l s  se p a r l a i e n t  dans le s  d e b u t s .  En 
v o y a n t  q u ' i l s  ne se c o m p re n a ie n t  pas e t  que t o u t e s  
l e u r s  p h ra s e s  e t a i e n t  i n u t i l e s ,  i l s  f i n i r e n t  p a r  se 
c o n t e n t e r  de g rogn em e n ts .  Ce s o i r ,  pour  la  p r e m ie r e  
f o i s  d e p u is  d i x  j o u r s ,  i l s  v o n t  p a r l e r  e t  e n v e lo p p e r  
l e u r  langage  de la  p a s s io n  1a p l u s  e h o n t e e . ^

But they do not  speak in  words. Ins tead Er ik

. . . a t t i r a  j u s q u ' a  1u i  c e t t e  bouche qu i  se 
c o l  la  p r e c i p i t a m m e n t ,  dans la  n u i t ,  a la  s ie n n e .
C e l l e  de R i t o n  e t a i t  r e s t e e  e n t r o u v e r t e ,  con-  
s e r v a n t  l a  fo rm e e t  l e  c a l i b r e  de la  v e rg e  
d ' E r i k . 5

I f  the mouth i s  no longer used f o r  speaking,  i t  never the less  

s t i l l  has a f u n c t i o n .

H o m o s e x u a l i t y  has o f t e n  been c a l l e d  " 1 'amour q u i  n 'o s e  

pas d i r e  son nom".  For Genet as f o r  P r o u s t  c o m m u n ic a t io n
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between th e  homosexual  and th e  w o r ld  i s  i m p o s s i b l e .  But 

what i s  more t r a g i c  i s  t h a t  language f a i l s  even between two 

homosexual l o v e r s .

Love was t r a d i t i o n a l l y  s a n c t io n e d  by t h e  c h u rc h  w i t h  

th e  p h rase  " ' t i l  d e a th  do us p a r t " ,  by th e  common e x p r e s ­

s io n  " t r u e  b lu e  and f a i t h f u l " .  In  G e n e t 's  n o v e l s ,  t h e  

l o v e r s  jump f ro m  r e l a t i o n s h i p  t o  r e l a t i o n s h i p ,  f r o m  bed 

t o  bed w i t h o u t  a t h o u g h t  a b o u t  i t .  D e v o t io n  t o  one p e rson  

i s  dead.  ni v i n e  s le e p s  between Motre-Dame and M ignon ;  th e  

a u th o r  o f  M i r a c l e  de 1a ro se  passes f r o m  l o v e r  t o  l o v e r  

w i t h  i m p u n i t y - - b u t  w i t h  l o v e .  Homosexual p r o m i s c u i t y  has 

become a c l i c h e ,  b u t  we a r e  he re  conce rned  w i t h  l o v e ,  n o t  

j u s t  sex .  S t i l l  t h e  ju m p in g  c o n t i n u e s .  The o n l y  way t h a t  

Jean Genet can f u l l y  r e a l i z e  h i s  g r e a t  lo v e  f o r  Jean D e c a rn in  

i s  t o  f i n d  y e t  a n o th e r  l o v e r .  He does no t  p i n e  o v e r  a l o s t  

E l v i r e ,  he s le e p s  w i t h  E r i k .

Love used t o  be a f u n d a m e n t a l l y  mora l  r e l a t i o n s h i p  

based on a m utua l  r e s p e c t  and le a d in g  tow a rd  a p o s i t i v e  

de ve lopm en t  o f  each o f  th e  l o v e r s .  T h i s  has been r e p la c e d  

by b l i n d  d e v o t i o n  and w o r s h i p .  La V ie r g e  f o l l e  f o l l o w e d  

her man "dans des a c t i o n s . .bonnes ou m a u v a is e s . . . " .  Not 

o n l y  does she n o t  hope t o  become b e t t e r  because o f  l o v e ,  

she a c t u a l l y  a w a i t s  a d e g r a d a t i o n :
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Avec ses b a i s e r s  e t  ses e t r e i n t e s  am ies ,  
c ' e t a i t  b le n  un c l e l ,  un sombre d e l ,  ou 
j ' e n t r a i s ,  e t  ou j ' a u r a i s  v o u lu  £ t r e  l a i s s e e ,  
p a u v re ,  s o u rd e ,  m u e t te ,  a v e u g l e . ^

Love i s  a heaven,  composed, n e v e r t h e l e s s ,  o f  th e  e le m e n ts

o f  a t r a d i t i o n a l  h e l l .  I t  i s  i n  th e  same to n e  t h a t  t h e

h e ro  o f  J o u rn a l  du v o l e u r  e n jo y s  v e r m i n - i n f e s t e d  b e g g a rs .

I n s t e a d  o f  c a r r y i n g  a l a d y ' s  h a n d k e r c h ie f  i n t o  b a t t l e ,

t h e  new l o v e r  c a r r i e s  t h e  f i l l e d  cham berpo ts  o f  p r i s o n

guards  down f i v e  f l i g h t s  o f  s t e p s .  I n s t e a d  o f  k i s s i n g  her

hand, he l i c k s  t h e i r  b o o t s .  The s c e n t  o f  s o f t  pe r fum e

(w h ic h  even B a u d e la i r e  k e p t )  i s  now overwhe lmed by t h e  odor

o f  f a r t s - - w h i c h  i s  i n  t u r n  l i k e n e d  t o  i n c e n s e .  Gone a l s o

i s  t h e  sweet t a s t e  o f  a l i g h t  w ine  as th e  l o v e r s  c l i n k e d

t h e i r  g la s s e s  w h i l e  g a z in g  s o f t l y  i n t o  each o t h e r ' s  e ye s ;

Notre-Dame and D i v i n e  dea l  i n  c o c a in e ,  O u e r e l l e  smuggles

o p ium .  And th e  s o f t  music?  R i t o n  and E r i k  make l o v e  t o

th e  echo o f  m a ch ine -g u n  f i r e .

Not o n l y  do t h e  v e r y  a c t s  and a c c o u t re m e n ts  o f  lo v e

change i n  Genet,  b u t  t h e i r  s e t t i n g s .  Gone a re  wooded

bowers ,  l a k e s  and beaches a t  s u n s e t ,  and per fum ed b o u d o i r s .

We e n t e r  l a v a t o r i e s ,  d in g y  h a l lw a y s ,  p r i s o n s ,  subway c a r s ,

r o o f t o p s .  The o l d  l o v e r  had d e v o te d  h i s  e n t i r e  e x i s t e n c e

t o  th e  e v e n tu a l  p l u c k i n g  o f  t h e  Rose; t h e  new l o v e r  expends



h i s  en e rg y  s e a r c h in g  f o r  c ra b s  on h i s  b e l o v e d ' s  p u b ic  

h a i r s - - a n d  the n  s w a l l o w in g  them. The s c a t a l o g i c a l  c h a r a c ­

t e r i s t i c  o f  " r e i n v e n t e d  l o v e "  i s  b e s t  e x e m p l i f i e d  by th e  

a c t  o f  a n a ! i n g u s :

Quand j e  m ' a l l o n g e a i s  s u r  son dos ,  que j e  
d e s c e n d a is  e n c o re ,  j ' o b l i g e a i s  ma langue  a se 
f a i r e  t r e s  f i n e  pou r  f o u i l l e r  avec p r e c i s i o n  
c e t t e  f e n t e  a u s s i  e t r o i t e  que l e  t r o u  d 'u n e  
a i g u i l l e .  Je me s e n t a i s  y S t r e . . .  ( c e l u i -1 a ,  
j e  1 1 a i  au c u l ! ) . . . J e  me s e n t a i s  y S t r e .  P u is  
j e  m ' e f f o r g a i s  d ' a c c o m p l i r  b ie n  mon t r a v a i l  de 
f o r e u s e .  E n f i n ,  comme lo r s q u e  1 ' o u v r i e r  appuye 
a sa machine qu i  l e  f a i t  t r e s s a u t e r  au c e n t r e  
de l a  c a r r i e r e ,  d e b o u t ,  au m i l i e u  des e c l a t s  du 
mica e t  des e t i n c e l l e s  j a i 11i s s a n t e s  a u to u r  de 
1a f o r e u s e  a l a  nuaue t a lo n n e e  par  un s o l e i l  
assommant, un v e r t i g e  so u da in  b r o u i l l e  t o u t  e t  
d i s p o s e  le s  h a b i t u e l l e s  palmes e t  s o u rc e s  d 'u n  
m i r a g e ,  a i n s i  un v e r t i g e  b r a n d i s s a i t  p l u s  f o r t  
ma queue, ma langue  s 1a m o l1i s s a i t , o u b l i a n t  de 
c r e u s e r  p lu s  f o r t ,  ma t £ t e  s ' e n f o u i s s a i t  e n c o re  
dans le s  p o i l s  m o u i l l e s ,  e t  j e  v o y a i s  I ' o e i l  de 
Gates s ' o r n e r  de f l e u r s ,  de f e u i l l a g e s ,  d e v e n i r  
une c h a r m i l l e  t r e s  f r a f c h e  ou t o u t  e n t i e r  i e

/  ^  J

p e n e t r a i s  en rampant pour  m 'e n d o rm i r  s u r  la  
mousse, dans 1 'om bre ,  y m o u r i r . ?

As th e  anus becomes a c o o l  ga rden bower th r o u g h  an a c t  o f

l o v e ,  we see t h a t  t h e  r e s u l t  o f  th e  "new l o v e "  i s  t h e  same

as t h a t  o f  t h e  " o l d " :  n o t  d i s g u s t ,  b u t  b l i s s .

Can lo v e  s u r v i v e  th r o u g h  a l l  t h i s  r e i n v e n t i n g ?  Does 

i t  become so de fo rm ed t h a t  i t  can no l o n g e r  be c a l l e d  love?  

Genet s t i l l  uses th e  w o rd .  He 1oves th e  c o l o n i s t s  a t  

M e t t r a y ,  t h e  c r i m i n a l s  o f  t h e  S a n te .  D i v i n e  1oves Mignon. 

The a c t i o n s ,  t h e  v a lu e s  and th e  g o a ls  o f  t h e  new lo v e  a r e .
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perhaps most c o m p l e t e l y  exp resse d  th r o u g h  t h e  r e l a t i o n s h i p  

o f  E r i k  and R i to n  and i n  th e  c u l m i n a t i n g  scene o f  Pompes 

f u n e b r e s .

R i t o n ,  th e  s e v e n te e n - y e a r - o 1 d  French you th  who i s  a 

member o f  th e  m i l i t i a  d u r i n g  th e  war (and t h e r e f o r e  a l r e a d y  

a t r a i t o r  t o  h i s  c o u n t r y ) ,  f i r s t  e n c o u n te r s  E r i k  i n  a da rk  

subway c a r ,  E r i k  i s  a n o th e r  i n c a r n a t i o n  o f  G e n e t 's  s u p e r - 

m a le ,  a German s o l d i e r  w e a r in g  an e n t i r e l y  b la c k  u n i f o r m  

and th e  fo r m e r  l o v e r  o f  th e  B e r l i n  e x e c u t i o n e r .  I n  th e  

subway c a r  R i to n  and E r i k  a re  back t o  b e l l y ;  th e  yo u th  

f e e l s  E r i k ' s ,  p e n is  g e t t i n g  hard  a g a i n s t  h im .  He encourages  

t h i s  bu t  th e  l i g h t s  su d d e n ly  come on and th e  tw o ,  a l t h o u g h  

no t  a t  a1 1 em barrassed  when th e  o t h e r  pa ssenge rs  see what 

th e y  a re  d o in g ,  le a v e  th e  t r a i n  and p a r t  o n l y  w i t h  a k i ^ s .

We n e x t  f i n d  them a t  th e  t im e  o f  t h e  l i b e r a t i o n  o f  n a r i s  i n  

a room on th e  to p  f l o o r  o f  a b u i l d i n g  where t h e y  and o t h e r  

German s o l d i e r s  have been c o m pe l led  t o  h i d e .  L y i n g  n e x t  t o  

th e  German, R i to n  i s  a roused  by h i m - - o r  pe rhaps  by h i s  

c l o t h i n g  w h ic h  evokes th o u g h ts  o f  power and d e a th .  R e a l i z i n g  

t h a t  he i s  i n  lo v e  w i t h  E r i k ,  he w ished  t o  s a t i s f y  h im 

s e x u a l l y  and,  a f t e r  a lo n g  scene w h ich  g r a p h i c a l l y  r e c o u n ts  

b o th  th e  th o u g h ts  and t h e  movements o f  t h e  a d m i r i n g  a d o l e s c e n t ,  

R i t o n  f i n a l l y  m a s tu rb a te s  the  s o l d i e r .



213

But i t  i s  n o t  u n t i l  t h e  f o l l o w i n g  d a y - - a f t e r  R i to n  

has been raped by a n o th e r  o f  th e  s o l d i e r s  i n  t h e  ro om --  

t h a t  the  D io n y s ia n  f e r v o r  o f  h i s  lo v e  b u r s t s  f o r t h .  The 

s o l d i e r  and th e  m i l i t i a m a n  have beBn f o r c e d  t o  f l e e  t o  

th e  r o o f  o f  th e  same b u i l d i n g ,  where th e y  h id e  between a 

d u s t e r  o f  ch im n e y s .

Le dos appuye au monument de b r i q u e s ,  en 
f a c e  de P a r i s  qu i  veillait, E r i k  e n c u la  R i t o n .

E r i k ' s  power i s  s y m b o l i c a l l y  r e i n f o r c e d  by th e  b r i c k  w a l l  

(as  w i l l  be O u e r e l l e ' s )  w h ic h  i s  f u r t h e r  l i k e n e d  t o  a 

monument. I n  t r u t h  i t  i s  o n l y  a ch im n ey ,  b u t  w i l l  se rve  

as a monument t o  t h e i r  l o v e .  I n  t h e  eyes o f  a w a tc h in g  

w o r ld  E r i k  p e n e t r a t e s  R i t o n .  I n  th e  E r i k - R i t o n  r e l a t i o n ­

s h ip  we have th u s  moved f ro m  a k i s s  t o  m a s t u r b a t i o n  t o  

sodomy, f r o m  a subway t o  a g a r r e t  room t o  a r o o f .  I t  i s  an 

a s c e n s io n  i n  s p a c e - -a n d  i n  t h e  new homosexual l o v e .

Si 1es deux m£Mes de bou t  se f u s s e n t  r e g a r d e s ,  
l a  q u a l i t e  n 'e O t  pas e t e  1a m£me, de 1a v o l u p t e .
Bouche a bouche,  p o i t r i n e  c o n t r e  p o i t r i n e ,  
genoux s ■e n t r e m d a n t , i l s  se f u s s e n t  noues dans 
une i v r e s s e  qu i  l e s  e t i t  en fe rm es dans une s o r t e  
d ' o v a l e  c1os a t o u t e  l u m i e r e ,  m a is ,  dans 1a f i g u r e  
de p roue  q u ' i l s  f o r m a i e n t ,  1es co rp s  r e g a r d a i e n t  
1a n u i t  comme on re g a r d e  1 ' a v e n i r ,  l e  p l u s  f a i b l e  
a 1 ' a b r i  du p l u s  f o r t ,  1es q u a t r e  yeux b raques  
d e v a n t  eux ,  i l s  p r o j e t a i e n t  a 1 ' i n f i n i  l e  rayon  
e p o u v a n ta b le  de 1eur a m o u r .9

One man b u g g e r in g  a n o th e r  f r o m  b e h in d :  we c o u ld  n o t  be

f u r t h e r  f r o m  th e  s ta n d a r d  h e t e r o s e x u a l  p o s i t i o n .  No a u th o r
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b e f o r e  Genet ha? so c l e a r l y  spoken .  The " o l d  l o v e "  was

fa c e  t o  f a c e .  T h is  p h y s i c a l  p o s i t i o n  r e f l e c t e d  a l s o  th e

c o n c e rn ,  t h e  i n v o lv e m e n t  o f  one p a r t n e r  w i t h  th e  o t h e r .

Two l o v e r s  became e n tw in e d  w i t h  each o t h e r ,  two l i v e s

became one.  The u n i t i n g  o f  two s o u ls  i n  th e  c i r c u l a r  fo rm

:of the 'androgyne (Genet i n t e r e s t i n g l y  says "o v a le " :  a

d i f f o r m e d  c i r c l e )  has been r e p la c e d  by th e  image o f  a

s h i p ' s  p row.  Eyes no l o n g e r  lo o k  i n t o  o t h e r  e ye s ,  bu t

s t r a i g h t  ahead i n t o  an i n f i n i t y  o f  space .  The l i g h t  o f

l o v e  s t reams f o r w a r d ,  no lo n g e r  p e r f e c t l y  e n c lo s e d  i n  a

round fo r m .  E q u a l i t y  has a l s o  v a n i s h e d ;  t h e r e  i s  a s t r o n g e r

and a weaker p a r t n e r .

The sexua l  p o s i t i o n  o f  th e  two men i s  c r y s t a l l i z e d  by

Genet i n  an image w h ich  evokes n o t  o n l y  s t r e n g t h ,  bu t

w h ich  l i n k s  t h e i r  a c t i o n  t o  b o th  h i s t o r y  and a r t :

Ce r e l i e f  f o u i l l e  des te n e b re s  s u r  1a s u r f a c e  
de b r i q u e ,  c ' e t a i t  l a  bSte  g r i f f u e  d 'u n  b la s o n ,
I 1 image sac re e  d 'u n  b o u c l i e r . . . ^

The r e s u l t  o f  t h i s  love i s  both p o s i t i v e  and new:

E r i k  e t  R i t o n  ne s ' a i m a i e n t  pas 1 'un  dans 
1 ' a u t r e ,  i 1s s ' e c h a p p a ie n t  d'eux-mSmes su r  1e 
monde, a l a  f a c e  du monde, en g e s te  v i c t o r i e u x . 1^

Two a r e  n e c e s s a ry  t o  l o v e ,  b u t  lo v e  i s  n o t  t o  be a u n i t i n g

o f  them. Love i s  r a t h e r  a means t o  th e  d e ve lopm en t  o f  each

one i nd i  v i  dua l  1y .
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Time has a l s o  been changed. I f  t h e  eyes lo o k  tow a rd  

th e  f u t u r e ,  memories o f  th e  p a s t  a s s a i l  E r i k  d u r i n g  t h i s  

a c t  o f  l o v e .  P as t  and f u t u r e  i n t e r m i n g l e .  They u l t i m a t e l y  

n e ga te  each o t h e r  and th e  power o f  lo v e  l i e s  t h e r e f o r e  i n  

a s i n g l e  p r e s e n t  moment. I n  th e  m id d le  o f  t h i s  scene o f  

p a s s io n ,  Genet i n t e r s p e r s e s  a n o th e r  scene :

Dans ces ba1 ango i  res en fo rme de cages fermees 
que 1 'o n  v o i t  aux f £ t e s  f o r a i n e s ,  deux gosses 
c o n ju g u e n t  1eurs e f f o r t s .  La cage mon te .  Chaque 
o s c i l l a t i o n  a c q u i e r t  une p lu s  h a u te  a m p l i t u d e ,  e t  
quand 1a cage a r r i v e  au z e n i t h ,  ay a n t  d e c r i t  un 
d e m i - c e r c l e ,  av a n t  que de re tom b e r  a f i n  d 'a c h e v e r  
sa c o u rb e  p a r f a i t e ,  e11e h e s i t e .  Deux secondes 
e11e e s t  im m o b i le .  Pendant c e t  i n s t a n t  1es gosses 
o n t  1a t £ t e  en has ,  c ' e s t  a l o r s  que l e u r s  v i s a g e s  
se r e u n i s s e n t  e t  l e u r s  bouches se b a i s e n t ,  que 
s ' e n c h e v ^ t r e n t  l e u r s  genoux.  Sous eux ,  1a t £ t e  a 
1 'e n v e r s ,  l a  f o u l e  1es r e g a r d e . ^ 2

A g a in  we have a c i r c u l a r  image i n  t h a t  o f  th e  c lo s e d  cage 

o f  an amusement p a r k .  But what i s  i m p o r t a n t  i s  n o t  th e  

e f f o r t  t o  c o m p le te  the  c i r c 1 e - - t o  make th e  a n d r o g y n e - - b u t  

t h e  s i n g l e  moment a t  th e  to p  when th e  r e v o l v i n g  machine 

a t t a i n s  i m m o b i l i t y .  I t  i s  a t  t h i s  p r e c i s e  moment t h a t  the  

tw o  boys k i s s ,  u p s id e -d o w n ,  w h i l e  th e  crowd lo o k s  o n .  The 

key word i s  " i m m o b i l e " :  i t  re a pp e a rs  f o u r  more t im e s  b e f o r e  

t h e  E r i k - R i t o n  scene ends .  I t  i s  th e  i m m o b i l i t y  o f  com­

p l e t e n e s s ,  o f  t h e  p e r f e c t  moment--and t h e  i m m o b i l i t y  o f  

d e a t h .



T h e i r  e c s t a s y  c o m p le te d ,  R i t o n  p i c k s  up h i s  machine 

gun and k i l l s  h i s  l o v e r .  There i s  no o t h e r  answ er .  He 

murders  him because th e  p e r f e c t  moment has been reached 

and can o n l y  pass i n t o  an even p u r e r  fo rm ,  th e  o n l y  p u r e r  

fo rm ,  d e a th .  P h i l i p  Thody w r i t e s :

He ( R i t o n )  re m a ins  l o y a l  t o  E r i k  u n t i l  t h e  
v e r y  end ,  and h i s  re ason s  f o r  k i l l i n g  him a re  
so u n e x p la in e d  t h a t  h i s  a c t  c o u ld  w e l l  be i n t e r ­
p r e t e d  as an a t t e m p t  t o  save h i s  f r i e n d  f ro m
f a l l i n g  i n t o  c a p t i v i t y J 3

T h is  i s  n o t  a t  a l l  t h e  c a s e ,  and Thody has l e f t  t h e  p a th  on

w h ich  Genet has been l e a d i n g  us th r o u g h o u t  t h e  n o v e l .  ( I n

a d d i t i o n ,  t h e  words " l o y a l "  and " f r i e n d "  a re  v e r y  u n -G e n e t .

The dea th  o f  E r i k  i s  h i s  a p o t h e o s i s .  E a r l i e r  i n  Pompes

fu n e b re s  we re ad :

Et de se v o i r  un seu1 j o u r ,  un seu l  j o u r  
se s a v o i r  acheve l u i  s u f f i r a i t . . . Nous a g is s o n s  
aux f i n s  d 'u n  be l  e n te r r e m e n t  de f u n e r a i l l e s  
s o l o n n e l l e s .  E l i e s  s e r o n t  l e  c h e f - d ' o e u v r e  au 
sens e x a c t  du m o t ,  1 ' o e u v r e  c a p i t a l e ,  t r e s  
j u s te m e n t  l e  cou ronnem ent  de n o t r e  v i e .  I I  
f a u t  m o u r i r  dans une a p o t h e o s e . . . ^

The end o f  l o v e  i s  t h u s  deathJ  5 and i n  making t h i s  e q u a t i o n  

Genet b r i n g s  us ba c k ,  p a s t  even th e  " o l d  l o v e " ,  p a s t  roman­

t i c  and C h r i s t i a n  l o v e ,  t o  t h e  D io n y s ia n  lo v e  f e a s t s ,  i n  

w h ich  th e  o b l i v i o n  o f  e c s ta s y  o f t e n  led  t o  th e  o b l i v i o n  o f  

d e a th .  The r o o f  scene i s  p receded  by th e  t a b le a u  o f  a 

j u n g l e  o r g y  i n  w h ic h  c a n n i b a l s  e a t  t h e i r  dead k i n g  and Jean
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Genet devour?  th e  f l e s h  o f  h i s  dead l o v e r ,  Jean D e c a r n in .

The j u n g l e ,  th e  f r e n e t i c  d a n c in g  and th e  tom - tom  music 

r e t u r n  us t o  Rimbaud, t h i s  t im e  th e  Rimbaud o f  t h e  Bateau 

i  v r e . I t  a l s o  evokes th e  dream o f  von Aschenbach b e fo r e  

h i s  own d e a t h - - f r o m  l o v e .  R i t o n  h i m s e l f  j o i n s  i n  the  f r e n z y :

Pendant d i x  secondes une f o l i e  jo y e u s e  f u t  
m a f t r e s s e  de R i t o n .  Pendant d i x  secondes,  i l  
p i e t i n a  l e  c a d a v re  de son a m i .  Im m o b i le ,  l e  
dos appuye a la  cheminee,  l e s  yeux f i x e s ,  i l  
se v i t  d a n s a n t ,  h u r l a n t ,  s a u t a n t  a u to u r  du
m o r t  e t  s u r  1u i  q u * i 1 e c r a s a i t  sous le s  t a l o n s
f e r r e s . ^

How f a r  we a r e  f ro m  th e  i d e a l  repose  o f  t r a d i t i o n a l  l o v e - -  

and even f ro m  th e  A p o l l o n i a n  heaven w h ich  t h e  Greeks s o u g h t !

Through e c s t a s y  t o  d e a th  f o r  E r i k - - b u t  t o  s o l i t u d e  f o r  

R i t o n .  For i f  one o f  t h e  p a i r  i s  " i m m o b i l i z e d "  i n t o  th e  

e t e r n i t y  o f  d e a th ,  t h e  o t h e r ,  i n  k i l l i n g  h i s  l o v e r ,  a t t a i n s  

a c o m p le te  and p e r f e c t  s o l i t u d e .  R i to n  had k i l l e d  many 

t im e s  i n  th e  c o u rs e  o f  th e  n o v e l ;  he had even been p a r t  o f  

a f i r i n g  squad.  Yet t h e  murder  o f  th e  b e lo v e d ,  l i k e  the

b e t r a y a l  o f  a f e l l o w  c r i m i n a l ,  i s  an even p u r e r  a c t  i n  t h e

c o n q u e s t  o f  s o l i t u d e .  S o l i t u d e  had been v/hat R i t o n  had 

been s e a r c h in g  f o r .  V/hat i s  s o l i t u d e  f o r  Genet?

. . . l a  s o l i t u d e ,  ou s a i n t e t e ,  c ' e s t - a - d i r e  
e n c o re  le  j e u  i n c o n t r d l a b 1 e ,  e t i n c e l a n t ,  i n ­
s u p p o r t a b le  de sa l i b e r t e .  A qu i  m 'oppose 
que R i t o n  n ' e s t  pas seu1 p u i s q u ' i l  a im e ,  j e  
veux re p o n d re  que sans c e t  amour i1 n ' e u t p a s  e t e  
l i b r e m e n t  j u s q u ' a u  s o m m e t . ^
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P ro u s t  and many o t h e r s  had r e j e c t e d  lo v e  because th e y  

b e l i e v e d  t h a t  t h e  u n io n  o f  two b e in g s  was i m p o s s i b l e .

Genet knows t h i s  f ro m  th e  s t a r t ,  b u t  uses i t ,  t u r n s  i t  

u p s id e -d o w n ,  uses i t  p o s i t i v e l y  and makes i t  a b a s i s  f o r  

t h e  new l o v e .  I t  i s  n o t  th e  j o i n i n g  w h ich  i s  i m p o r t a n t ,  

b u t  th e  s e p a r a t i o n ;  s e p a r a t i o n  a t  th e  b e g in n in g  and 

s e p a r a t i o n  a t  th e  en d .  In O u e r e l l e  de B r e s t  Genet has 

d e f i n e d  l o v e  a s :  " c o n s c ie n c e  de 1a s e p a r a t i o n  d 'u n  seu 1 , 

c o n s c ie n c e  d ' e t r e  d i v i s e ,  e t  que v o t r e  vous-m£me vous 

c o n t e m p l e " . ^  The androgyne  was s p l i t  by t h e  gods ;  i t  w i l l  

re m a in  s p l i t .  I s  l o v e  t o  be b u r i e d  y e t  a n o th e r  t im e?  Not 

a t  a l l ,  f o r  i f  l o v e  i t s e l f  i s  n o t  an end, i t  i s  a most 

p o w e r fu l  means, a means t o  r e a c h i n g  th e  summit  o f  s o l i t u d e  

and s a n c t i t y ,  t h i s  s a n c t i t y  w h ic h  i s  th e  e q u i v a l e n t  o f  the  

a b s o l u t e  f reedom  i n  w h ich  one may be c o m p l e t e l y  h i m s e l f .  

"Abandonne de ses a m is ,  de ses p a r e n t s ,  de son amour, de 

1a F rance ,  de 1'A11emagne, du monde e n t i e r " , ^  R i t o n  sees 

h i m s e l f  d a n c in g  and sc ream ing  i n  e c s t a s y  p r e c i s e l y  because 

he i s  now c o m p l e t e l y  a 1 o ne - -a nd  c o m p l e t e l y  f r e e .

A new lo v e  i s  th u s  born  i n  G e n e t 's  w o rk s ,  y e t  t h e r e  

a re  two e le m e n ts  o f  th e  o l d  l o v e  w h ich  he does n o t  d i s c a r d .

The f i r s t  i s  j u s t  sugges ted  a t  t h e  v e r y  end o f  t h e  R i t o n -  

E r i k  scene ,  b u t  pe rvades  th e  e n t i r e  nove l  t h r o u g h  the
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s p i r i t  o f  Jean D e c a rn in .  I t  i s  th e  b e l i e f  t h a t  " l o v e  i s  

e t e r n a l " ,  t h a t  the  s p i r i t  o f  th e  dead l o v e r  a f f e c t s  th e  

l i v i n g  one:

Les Japona is j .  r a p p o r t e n t  le s  j o u r n a u x ,  o n t  
c o n s e i1 1 e  a l e u r s  s o l d a t s  de l u t t e r  mSme ap res  
l a  m o r t ,  que l e u r s  Smes s o u t i e n n e n t  e t  d i r i g e n t  
le s  v i v a n t s . . . L a  be au te  d 'u n e  t e l l e  o b j u r g a t i o n  
( q u i  me m on t re  un c i e l  d e b o rd a n t  d 'u n e  a c t i v i t e  
en pu i  s s a n c e , p l e i n  de m o r ts  s ' e f f o r g a n t  de 
t i r e r )  m * i n c i t e  a f a i r e  p ro n o n c e r  pa r  R i t o n  
c e t t e  ph ra s e :

- - A id e - m o i  a m o u r i r . 20

I f  R i t o n  asks h i s  dead l o v e r  t o  h e lp  h im  d i e ,  Jean Genet 

asks h i s  dead l o v e r  t o  h e lp  h im  w r i t e .  The dead l o v e r  

becomes th e  i n s p i r a t i o n ,  th e  Muse, as M a r ie  was f o r  Ronsard 

and E l v i r e  f o r  L a m a r t i n e .  The gender has changed: a man 

has become t h e  Muse f o r  a n o th e r  man. And i n  t h e  t im e -  

honored  t r a d i t i o n  w h ich  Genet does n o t  r e j e c t ,  a r t  i s  

bo rn  f r o m  l o v e .

The o t h e r  a s p e c t  w h ich  t h e  new lo v e  does n o t  r e j e c t  

i s  th e  s i m p l e s t ,  and perhaps th e  most i m p o r t a n t ,  o f  a l l :  

h a p p in e s s .  I t  i s  a t t a i n e d ,  however ,  o n l y  by f i r s t  p a s s in g  

th r o u g h  p a i n .  I t  i s  the  p h y s i c a l  p a in  w h ich  i s  a p a r t  o f  

homosexual l o v e - m a k in g :

La v e rg e  p e r f o r a n t  f a i s a i t  s i  mal a 1 ' e n f a n t  
q u ' i 1 ne d e s i r a  p lu s  q u 'u n  s u r c r o f t  de d o u le u r  
a f i n  de se p e r d r e  en e 1 1 e . 2 ^

The p a in  i s  n e c e s s a ry  (a s  i t  was f o r  D i v i n e )  b u t  a l s o  .
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d e s i r e d .  I t  r e f l e c t s  b o th  the  a n g u is h  and th e  g r e a t  l o v e  o f  

la  V ie r g e  f o l l e ,  whose l o v e r  i s  bo th  a "demon" and "mon 

p e t i t  a m i " .  The movement f ro m  p a in  t o  an u n b e a ra b le  h a p ­

p in e s s  by means o f  homosexual l o v e  i s  pe rhaps  b e s t  

e x p re s s e d  d u r i n g  th e  same scene between E r i k  and R i to n :

Tout  l e  membre y passa e t  le s  fe s s e s  de 
R i t o n  t o u c h e r e n t  l e  v e n t r e  chaud d ' E r i k .  Ce 
f u t  l e  g rand bonheur pour  1 'un  e t  pour  1 ' a u t r e  
e t  un g rand d e s a r r o i  ca r  ce bonheur e t a i t  
a t t e i  n t .22

Thus does a s p e c i f i c a l l y  homosexual l o v e ,  p a s s in g  th ro u g h  

p h y s i c a l  p a i n  i n  t h e  case o f  R i t o n  and menta l  a n g u is h  i n  th e  

case o f  D i v i n e ,  lead  t o  an e c s t a t i c  j o y .  The R i t o n - E r i k  

scene i s  in d e e d  a D io n y s ia n  b u r s t  o f  p a s s io n a t e  1o v e - e n e r g y . 2 3  

When th e  moment has passed ,  th e  l o v e r  i s  e i t h e r  dead o r  

i r r e t r i e v a b l y  a l o n e .  But b o th  d e a th  and s o l i t u d e  a r e  p o s i ­

t i v e  v a lu e s  f o r  Genet .  I f  s o l i t u d e  le a ds  t o  th e  p e r f e c t  

p la y  o f  f re ed o m ,  i t  i s  f ro m  de a th  t h a t  a r t  i s  b o r n ,  ’- ' i t h o u t  

th e  d e a th s  and lo v e s  o f  b o th  th e  f i c t i o n a l  E r i k  S e i l e r  and 

th e  r e a l  Jean D e c a r n in ,  Pompes fu n e b re s  wou ld  n o t  have been 

w r i  t t e n .
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THE MASK PALLS: QLJERELLE DE_ BREST

Jean Genet r e a l i z e d  th e  c o r r o s i v e  e f f e c t  o f  t h e  mask 

worn t o  p l a c a t e  th e  w o r l d ,  bu t  t u r n e d  i t  a round  and used 

i t  t o  th e  g r e a t e r  g l o r y  o f  D i v i n e .  H is  f i r s t  homosexual 

h e ro  p u t  on her  cos tumes and her g e s t u r e s - - a n d  a t t a i n e d  

s a in t h o o d .  W ear ing  he r  w ig ,  se ldom l e a v in g  her  g a r r e t ,  

she e v e n t u a l l y  nega ted  th e  r e a l  w o r l d  and e n t e r e d  i n t o  

her  s o l i t a r y  d i a l o g u e  w i t h  God. She a t t a i n e d  th e  f reedom  

th r o u g h  masquerade o f  w h ich  S t a r o b in s k i  w r i t e s ,  bu t  o n l y  

a f t e r  p a s s in g  th r o u g h  t h e  r i d i c u l e  and mockery w h ic h  her  

mask evoked i n  th e  eyes o f  the  w o r l d .  I t  was a s p e c ia l  

c a l l i n g ,  and i t s  success  was u l t i m a t e l y  dependen t  on th e  

c om p le te  n e g a t i o n  o f  t h e  r e a l  w o r l d .  I t  i s  a p a th  f o r  the  

chosen few ,  b u t  one w h ic h  most i n v e r t s  wou ld  n o t  f o l l o w .  

The mask i s  t o o  f l a m b o y a n t ,  th e  road to o  s t re w n  w i t h  p a in ,  

and the  b reak  w i t h  th e  e v e ry d a y  w o r l d  t o o  d i f f i c u l t  t o  

make.

The p ro b le m  o f  t h e  homosexual mask c o n t i n u e d  t o  t o r ­

ment Genet.  F i n a l l y  i n  Q u e r e l 1e de B re s t  he examined th e  

e n t i r e  q u e s t  i o n - - a n d  fo u n d  a new s o l u t i o n .

C 'e s t  done sous le  s ig n e  d ' u n  mouvement 
i n t e r i e u r  t r e s  s i n g u l i e r  que nous v o u lo n s  p r e ­
s e n te r  l e  drame q u i  se d e r o u le r a  i c i .  Nous 
vo u lo n s  e n c o re  d i r e  q u 1i 1 s ' a d r e s s e  aux 
i n v e r t i  s . 1
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I n  h i s  own words a t  th e  b e g in n in g  o f  O u e r e l 1e Genet d e d i ­

c a te s  t h i s  l a s t  nove l  t o  th e  homosexual and then  removes 

h i m s e l f  f ro m  i t .  The " I "  o f  h i s  p r e v i o u s  works  i s  r e p la c e d  

by a t h i r d - p e r s o n  n a r r a t o r  who r e c o u n ts  t h e  drama o f  th e  

s a i l o r  O u e r e l l e  f ro m  h i s  a r r i v a l  t o  h i s  d e p a r t u r e  f ro m  the  

c i t y  o f  B r e s t ,  f ro m  h i s  u n c e r t a i n t y  o f  h i s  own n a t u r e  t o  

th e  r e a l i z a t i o n  o f  a s t r e n g t h  w h ich  w i l l  h e n c e f o r t h  e n a b le  

h im t o  conque r  a l l  w o r l d s .  Joseph H. McMahon^ sees Q u e r e l l e  

p r i m a r i l y  as a symbol o f  pow er ;  R ich a rd  N. Coe3 c o n s id e r s  

him an exem p la r  o f  e v i l .  That O u e r e l l e  i s  a h e ro  i s  n o t  

q u e s t i o n e d ;  b o th  c r i t i c s  u n d e r s c o re  th e  s a i l o r ' s  success 

and v i c t o r y  o v e r  th e  o t h e r  c h a r a c t e r s  and a l s o  o v e r  h i m s e l f .

But l e t  us n o t  f o r g e t  t h a t  t h e  book i s  ad d re ssed  t o  i n v e r t s ;  

Q u e r e l l e ' s  v i c t o r y  i s  a l s o  th e  v i c t o r y  o v e r  th e  homosexual 

mask. Through more l o g i c a l  a rgum ents  th a n  i n  h i s  p r e c e d in g  

n o v e ls  ( t h e  name " O u e r e l l e "  evokes a " Q u a r r e l " ,  a " d i s p u t e "  

o r  " a r g u m e n t " )  Genet l i b e r a t e s  h i s  h e r o - - a n d  h i m s e l f - - f r o m  

th e  n e g a t i v e  e f f e c t s  o f  homosexual d i s g u i s e .

I n  O u e r e l 1e de B re s t  t h e r e  a re  f o u r  a t t i t u d e s  tow a rd  

h o m o s e x u a l i t y  r e p r e s e n te d  by th e  f o u r  m a jo r  male c h a r a c t e r s ,  

Q u e r e l l e ,  S eb lo n ,  G i l  and M a r io .  The l a s t  t h r e e  wear masks 

t o  c o n c e a l  th e  i n v e r s i o n  t h e y  see w i t h i n  th e m s e lv e s ;  a l l
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u l t i m a t e l y  f a i l .  The masks th e y  wear f i r s t  a re  n o t  s u c ­

c e s s f u l  i n  h i d i n g  them f r o m  th e  w o r l d ,  and s e c o n d l y ,  b l i n d  

them t o  an u n d e r s t a n d in g  o f  t h e i r  own s e l v e s .  The l a t t e r  

i s  th e  more d e v a s t a t i n g  i n  t h i s  nove l  i n  w h ich  each homo­

sexua l  lo o k s  i n  h i s  own m i r r o r .

I n  S a in t  G enet ,  Comedien e t  Mar t y r e  S a r t r e  m a in t a in e d  

t h a t  G e n e t 's  w r i t i n g s  were th e  a t t e m p t  t o  j u s t i f y  h i s  own 

e x i s t e n c e  i n  th e  eyes o f  th e  o u t s i d e  b o u r g e o is  w o r ld  w h ic h  

had r e j e c t e d  him d u r i n g  h i s  c h i l d h o o d  and a d o le s c e n c e .

The im p o r ta n c e  o f  t h i s  " O t h e r "  t o  th e  homosexual i s  r e f l e c t e d  

i n  D i v i n e ' s  s i n g i n g  on th e  s t r e e t c o r n e r  and i n  th e  R i t o n -  

E r i k  l o v e - m a k in g  on t h e  r o o f t o p s  o f  P a r i s .  In  her f i r s t  

s te p s  on th e  road  t o  s a n c t i t y ,  D i v i n e  needs th e  O th e r .  In  

Q u e r e l1e de B re s t  t h e  i n t e r - r e l a t i o n s h i p s  between S u b je c t  

and O b je c t  a re  n o t  w i t h o u t  im p o r ta n c e ,  b u t  th e  emphasis  has 

been s h i f t e d  t o  th e  i n d i v i d u a l  h o m o s e x u a l 's  a b i l i t y  o r  

i n a b i l i t y  t o  see h i m s e l f  as he i s .  I f  t h e  nove l  i s  d e d i ­

c a te d  t o  i n v e r t s ,  i t  i s  no t  p r i m a r i l y  a s tu d y  o f  th e  i n t e r ­

p l a y  between one homosexual i n d i v i d u a l  and a n o th e r  o r  

between t h e  homosexual and th e  w o r l d .  I n  Q u e r e l 1e de B r e s t , 

more tha n  i n  h i s  p r e v i o u s  w o rk s ,  Genet lo o k s  a t  t h e  p ros  

and cons o f  t h e  homosexual mask w i t h i n  each o f  t h e  f o u r  

m a jo r  p r o t a g o n i s t s .
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L i e u t e n a n t  Seblon a d m i t s  h i s  own i n v e r s i o n  i n  h i s  

d i a r y ,  bu t  ta k e s  t h e  g r e a t e s t  c a r e  t o  h id e  i t  f r o m  o t h e r s .

He has chosen a nava l  c a r e e r  so t h a t  he w i l l  n o t  be asked 

why he has n o t  m a r r i e d .  He has h i s  h a i r  c u t  s h o r t ,  ad op ts  

g e s tu r e s  and a ton e  o f  v o i c e  w h ich  he t h i n k s  a r e  v e r y  v i r i l e .

He thus a t tempts  to  conceal the f e m in in i t y  which he sees in  

h im se l f  behind a un i fo rm ,an  occupa t ion  and an a t t i t u d e .

" D e r r i e r e  son v i s a g e  se v e re  i1 e t a i t  a I ' a b r i . " ^  L i k e  C h a r lu s  

he even condemns h i s  f e l l o w  i n v e r t s  t o  th e  o u t s i d e  w o r ld  as 

" . . . c e s  d e g o t i t a n ts  p e rs o n n a g e s . . . "  Seblon i s  t h e  most l u c i d  

and i n t e l l i g e n t  o f  a l l  t h e  f i c t i o n a l  homosexuals  i n  G e n e t 's  

n o v e l s ;  he works th e  h a r d e s t  a t  w e a r in g  a v e r y  p r o p e r  and 

c o m p le te  mask. He n e v e r t h e l e s s  d e c e iv e s  no one b u t  h i m s e l f .  

O u e r e l l e  sees c l e a r l y  t h r o u g h  t h e  l i e u t e n a n t ' s  po ses ,  as 

do th e  p o l i c e .  I t  i s  r a t h e r  Seblon who becomes b l i n d - - b o t h  

t o  Q u e r e l l e  as he i s  and t o  h i m s e l f  as he i s .

F i r s t ,  S e b lo n 's  v i s i o n  o f  t h e  O ther  becomes more and 

more d i s t o r t e d .  O r i g i n a l l y  a t t r a c t e d  t o  Q u e r e l l e  as the  

e p i to m e  o f  t h e  S a i l o r ,  he i s  s t i l l  t h e  Genet who sea rche d  

f o r  th e  s u p e r - m a le  i n  M i r a c l e  de l a  r o s e . But now th e  

f a n t a s i e s  have d e l e t e r o u s  e f f e c t s .  He wan ts  t o  see h i s  

i d o l  o n l y  as a r e p l i c a  o f  h i s  dream image. I t  i s  he who 

p la c e s  a mask on O u e r e l l e  and th e n  watches h im .  Any sense
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of  r e a l i t y  has vanished. He imagines the d i r t  on his 

o r d e r l y ' s  t ro u s e rs  to  be the semen o f  those who have 

e ja c u la te d  w h i le  f e l l a t i n g  him. In  one o f  the key scenes 

of  the novel Q ue re l le  appears be fore  the l i e u te n a n t  covered 

in  coal du s t .  To l i v e  up to  h is  chosen r o l e  o f  navy o f f i c e r  

Seblon should reprimand h is  i n f e r i o r .  But he cannot muster 

the s t re n g th  to  o rder O uere l le  to  the showers s imp ly  be­

cause he en joys too  much look ing  a t  the sensual l i n e s  and 

bulges which the b lack dust impar ts  to  the s a i l o r ' s  body:

Sans doute ce n ' e t a i t  qu 'un peu de pouss iere  
de cha rbon--don t  on s a i t  ce q u ' e l l e  e s t ,  de quoi 
e l l e  se compose--et c e t t e  chose si  s imp le ,  si  
banale, s i  b ien capable d ' a v i l i r  un v isage e t  
des mains, a c c o rd a i t  a ce jeune mar in  blond la 
puissance myster ieuse d 'un  faune, d 'une  id o le ,  
d 'un  vo lcan ,  d 'un a rc h ip e l  m e l a n e s i e n . 5

The l i e u te n a n t  has become the p r is o n e r  of  h is  image o f  

Q u e re l le .  What i s  even more i r o n i c  i s  t h a t  Seblon momen­

t a r i l y  suspects t h a t  Quere l le  might r e a l l y  be the murderer 

o f  V ic (which he i s ) .  I t  i s  a t r u t h  perce ived  in  a lu c id  

second, but i t  i s  immedia te ly  r e je c te d ,  because, t o  t r u l y  

accept t h i s  thought as a f a c t ,  Seblon would have to  assume 

a homosexual ra p p o r t  between the two men. This  he cannot 

do, because such a l i a i s o n  would des t roy  h is  image of 

"Q u e re l le  as h e te ro s e x u a l " .  With Seblon, i f  im a g ina t io n  

a t  f i r s t  c o lo r s  r e a l i t y ,  i t  e v e n tu a l l y  s t i f l e s  i t .
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He moves more and more i n t o  a f a n t a s y  w o r l d ;  a l l  

sense o f  t h e  r e a l  w o r l d  d i s a p p e a r s .  H i s  a t t e m p t  t o  r e s i s t  

G i l ' s  a t t a c k  i s  done s i m p l y  t o  r e i n f o r c e  h i s  mask o f  v i r i l ­

i t y .  ( I t  i s  p a t h e t i c  f o r  t h e  l i e u t e n a n t  because no one i s  

nearby  t o  w i t n e s s  h i s  d i s p l a y  o f  c o u r a g e . )  His  subsequen t  

a d m i t t i n g  t o  t h e  t h e f t  wh i ch  he d i d  no t  commi t  i s  an a b ­

s u r d l y  r o m a n t i c  g e s t u r e .  F i n a l l y  h i s  p a s s i o n  f o r  Q u e r e l l e  

makes him pu rs u e  t h e  s a i l o r  t h r o u g h  t h e  bars  and c a f e s  o f  

B r e s t  and e v e n t u a l  1 y?

I I  ne v o y a i t  r i e n ;  l a  buee r e n d a i t  1es v i t r e s  
opaques mais ce c^u ' i l  d e v i n a i t  d e r r i e r e  e l l e s  
e t a i t  b i e n  p l u s  em o u v a n t . 0

Fantasy  has become S e b l o n 1s r e a l i t y ,  as i t  was G e n e t ' s  f r om 

the  open ing  pages o f  N o t r e - D a m e - d e s - F I e u r s . I f  Genet has 

removed t h e  " I "  f r o m Oue r e l 1e de B r e s t , Seblon i s  n e v e r t h e ­

l es s  t h e  a u t h o r  r e - e v a l u a t i n g  h i s  own h o m o s e x u a l i t y .  Seblon

i s  t h e  Genet o f  J o u r n a l  du v o l e u r : b o th  a re  keep e r s  o f

d i a r i e s ,  bo th  p a s s i v e  homosexuals  who see t h em se l ve s  as 

f e m i n i n e .  The e n t r i e s  f r om Se b l o n ' s  d i a r y  wh i c h  s t a t e  

t h a t  he wou ld  do a n y t h i n g  f o r  h i s  b e l o v e d ,  h i s  dreams o f  

be in g  t he  a d m i r a l  w i t h  O u e r e l l e  as h i s  devo ted  o r d e r l y ,  

d i r e c t l y  r e c a l l  G e n e t ' s  w i s h  t o  f o l l o w  Armand t o  t he  dep ths  

o f  S i b e r i a .

I s  Seb lon condemned o r  v i n d i c a t e d ?  Has Genet ,  i n  t h i s  

n o v e l ,  smashed t he  m i r r o r  image o f  h i m s e l f ?  I n  t h e  o n l y
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dock w o r k e r )  Seb lon  f i n d s  h i m s e l f  l y i n g  on a t u r d .  The 

odor  f o r c e s  t he  docke r  t o  f l e e  and Seblon rema ins  a l o n e .

As he c l e a n s  h i m s e l f ,  he f e e l s  shame, bu t  f r om t h i s  shame, 

t h i s  h u m i l i a t i o n ,  i s  bo rn  h u m i l i t y .  I n  t h e  l a s t  e x c e r p t  

f r o m  h i s  d i a r y ,  he sees h i m s e l f  as a C h r i s t  f i g u r e :

Je ne c o n n a f t r a i  l a  p a i x  gue b a i s e  par  l u i ,  
mais de t e l l e  f agon  q u ' e n f i l e  i l  me g a r d e r a ,  
a l l o n g e  su r  ses c u i s s e s ,  comme une ' P i e t a *  garde  
Jesus m o r t . 7

I f  Seblon i s  Genet ,  Genet  was D i v i n e .  The end o f  Seb- 

l o n ' s  s t o r y  l eads  us t o  t h e  b e g i n n i n g  o f  D i v i n e ' s  march 

t h r o u g h  homosexual  h u m i l i a t i o n  t o  s a i n t h o o d .  I n  t h i s  

r e s p e c t ,  G e n e t ' s  l a s t  nove l  l eads  us back t o  h i s  f i r s t  one.  

D i v i n e  was saved by her  g e s t u r e s ,  wh i c h  were her  mask and 

her  p o e t r y .  Seb lon i s  a l s o  t h e  p o e t .  I t  i s  t h r o u g h  h i s  

d i a r y  t h a t  h e - i s  a p o s i t i v e ,  l i v i n g  c h a r a c t e r ,  n o t  because 

o f  h i s  homosexual  a t t i t u d e .  W i t h i n  t he  u r a n i a n  w o r l d  o f  

Q u e r e l l e  de B r e s t  Seb lo n ' s  r o m a n t i c  f a n t a s i e s  a r e  u l t i m a t e l y  

s t e r i l e .  He i s  bo th  a f a k e  o f f i c e r  and a f a k e  t h i e f .  Genet  

seems t o  c r i t i c i z e  h i s  own p a s t  a t t i t u d e s ,  h i s  i d e a l i z a t i o n  

o f  t h e  s up e r - m a l e  and h i s  own f e m i n i n e  s e l f - i m a g e .  The 

homosexual  a l a  Seblon w i l l  be d e f e a t e d  u n l e s s  he f o l l o w s  

D i v i n e ' s  pa th  o r  becomes a w r i t e r .  I n  t h e  re a l  w o r l d - - w h i c h  

i s  t h e  s e t t i n g  o f  O u e r e l l e  de B re s t  more than  any  o t h e r  o f
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G e n e t ' s  n o v e l s - - t h e  homosexual  mask wh i c h  Seb lon wears 

l eads  t o  a dead end .  The s a i l o r  i s  t h e  v i c t o r ,  n o t  t he  

1 i . e u t e n a n t .

Ma r i o  i s  drawn t o  a homosexual  a c t  by h i s  need f o r  

power and t o  s u s t a i n  h i s  s u p e r - m a l e  s e l f - i m a g e .  Behind 

t h e  u n i f o rm -m as k  o f  p o l i c e  c h i e f  t h e r e  l u r k s  f e a r ,  t h e  

f e a r  t h a t  he i s  n o t  a l l - p o w e r f u l  and t h a t  Tony ( t h e  docker  

whom he s e n t  t o  p r i s o n  and who i s  now f r e e )  w i l l  f i n a l l y  

" g e t  h i m " .  M a r i o  r e l i e s  on t h e  young i n f o r m e r  Dede t o  

keep him s u p p l i e d  w i t h  i n f o r m a t i o n  abou t  t h e  m y s t e r i o u s  

Tony.  I n  an e f f o r t  t o  c o u n t e r  h i s  f e a r ,  M a r i o  goes ou t  

one e ve n i n g  w i t h o u t  t h e  p r o t e c t i o n  o f  h i s  r e v o l v e r .  But 

Tony never  m a t e r i a l i z e s  i n  t h e  nove l  and M a r i o  i s  t h e r e ­

f o r e  un a b le  t o  c o n f r o n t  t h i s  f e a r  d i r e c t l y .  I t  w i l l  

c o n t i n u e  t o  gnaw a t  h im.

Ma r i o  i s  no t  a p r a c t i c i n g  homosexua l ;  he i s  no t  even 

a t t r a c t e d  by t h e  a d o l e s c e n t  Dede who w o r s h i p s  h im and c o v e r s  

h im w i t h  k i s s e s .  Yet he comes t o  t h e  p o i n t  o f  w a n t i n g  t o  

bugger  Q u e r e l l e ,  t a u n t s  h im and even f i g h t s  w i t h  h im b e ­

cause o f  t h i s  d e s i r e .  The answer  t o  t h i s  a p p a r e n t  enigma 

i s  f ound  i n  G e n e t ' s  l i n k i n g  M a r i o  w i t h  t h e  o t h e r  s u p e r - m a l e  

o f  B r e s t ,  Nono.
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To the  s a i l o r ?  and t o  t h e  men who f r e q u e n t  t he  

b r o t h e l  l a  F e r i a ,  Nono, t h e  husband o f  t h e  madam who has 

c o n t r o l  ov e r  so many women, i s  t h e  ep i t om e  o f  m a s c u l i n i t y .

M a r i o  i s  f i r s t  seen a t  l a  F e r i a  as a k i n d  o f  do ub le  o f  Nono. 

O u e r e l l e  i s  d i s t u r b e d  by t h e  s t r e n g t h  and m a s c u l i n e  au ras  

o f  t h e  two men. M a r i o  makes no o v e r t u r e s  t o  O u e r e l l e  u n t i 1 

he has l e a r n e d  t h a t  Nono has sodomized t he  s a i l o r .  I f  he 

ca n no t  do l i k e w i s e ,  h i s  own m a s c u l i n e  image w i l l  f a d e  i n  

h i s  own ey es .  ( M a r i o ,  o f  c o u r s e ,  does no t  u n d e r s t a n d  t h e  

r a t i o n a l e  beh ind  Nono ' s  a c t .  The l a t t e r  needs h i s  homo­

sexua l  a c t s  t o  r e i n f o r c e  h i s  own s e l f - i m a g e :  he must  bugger  

a l l  men who d e s i r e  t o  make l o v e  t o  h i s  w i f e .  I n  t h i s  way 

he a t t e m p t s  t o  m i t i g a t e  any f e e l i n g s  o f  shame and imp o te n cy  

when t h e se  men l a t e r  do s l e e p  w i t h  h e r .  I t  i s  a n o t h e r  mask 

i n  t h e  "need f o r  m a s c u l i n i t y "  game and i s  a l s o  seen as a 

sham by t h e  s i m p l e  f a c t  t h a t  h i s  w i f e ' s  o n l y  l o v e r  u n t i l  

t h e  c l o s e  o f  t h e  nove l  i s  Ro b e r t ,  a man whom Nono has no t  

sodomi z e d . )

Mignon had p r o f e s s e d  t h a t  "un  homme qu i  en b a i s e  un 

a u t r e  e s t  un do u b le  nricMe". A f t e r  m a s t e r i n g  Q u e r e l l e  i n  a 

f i g h t  ( a l t h o u g h  he must  f l a s h  a k n i f e  t o  ga in  t h e  upper  

hand) bu t  b e f o r e  t r y i n g  t o  bugger  h im,  Ma r i o  must  c o n v i n c e  

t h e  s a i l o r  t h a t  he knows he i s  n o t  a "p e d e " .  He must  do
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h i s  b u g g e r i n g  an e f f e m i n a t e  O u e r e l l e  wou ld  no t  s a t i s f y  

h i s  m a s c u l i n i t y  comp lex .

Mar i o  does no t  succeed i n  s o d o m iz i n g  t h e  s a i l o r .  He 

t r i e s ,  bu t  f a i l s .  Not o n l y  i s  he un a b le  t o  " p r o v e  h i s  

m a s c u l i n i t y "  by t h i s  a c t ,  he c an n o t  even succeed i n  u n i t i n g  

w i t h  h i s  mask o f  p o l i c e  c h i e f .  H i s  power i s  n o t h i n g  more 

t han  h i s  u n i f o r m  and h i s  desk-. M a r i o ' s  weakness i s  r e p r e ­

se n te d  by t h e  f a c t  t h a t ,  a l t h o u g h  he has access  t o  t he  

p o l i c e  f i l e s  and t h e r e f o r e  knows and c o n t r o l s  a l l  c r i m i n a l s  

he i s  p o w e r l e s s  b e f o r e  t h e  most  c r i m i n a l  o f  a l 1- - O u e r e l 1e.  

A f t e r  d i s c o v e r i n g  Q u e r e l l e ' s  l i n k  w i t h  Nono,  M a r i o  i s  

f i r m l y  co n v in c e d  t h a t  t h e  s a i l o r  has murdered V i c .  But he 

w i l l  do n o t h i n g  about  i t .  He needs t he  sexua l  e n c o u n t e r s  

w i t h  Q u e r e l l e  t o  b o l s t e r  h i s  s e l f - i m a g e ,  and c o n s e q u e n t l y  

he i s  u n w i l l i n g  t o  p u rs u e  h i s  b e l i e f  and b r i n g  t h e  s a i l o r  

t o  j u s t i c e .  He i s  a sham as a p o l i c e  o f f i c e r .

Not  o n l y  c o n c e r n i n g  h i s  e x t e r n a l  a c t i o n s ,  bu t  a l s o  

w i t h i n  h i s  own mind ,  M a r i o ' s  r e a s o n i n g  p ro ces se s  a r e  f a l s e .  

He b e l i e v e s  t h a t  o i e r e l l e ' s  h o m o s e x u a l i t y  l e d  h im t o  murder  

whereas t h e  re a d e r  knows t h e  o p p o s i t e  t o  be t r u e :  t h a t  h i s  

murder  o f  V i c  l ed  Q u e r e l l e  t o  a homosexual  a c t .  Ma r i o  

sees no more c l e a r l y  t han  d i d  Seb lon .
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Ma r io  i s  t r a p p e d  by h i s  d e s i r e  t o  " p a r a f t r e " .  He 

needs b o th  Dede and Q u e r e l l e  t o  mas te r  h i s  f e a r  t h a t  he 

i s  perhaps  no t  t h e  most  p o w e r fu l  man, t h e  s u p e r - m a le  he 

w i shes  t o  be.  He uses h o m o s e x u a l i t y - - t h e  d e v o t i o n  o f  t h e  

boy and t h e  body o f  t h e  s a i l o r - - t o  secu re  a s e l f - i m a g e  

wh i ch  i n  r e a l i t y  i s  as t a n g i b l e  as t he  f o g  o f  B r e s t .

Gi l  Tu rko  s tands  as t h e  r e v e r s e  m i r r o r  image o f  

l i e u t e n a n t  Seblon i n  r e g a r d  t o  h i s  i n v e r s i o n .  I n  h i s  

d i a r y  Seblon ba thed  i n  h i s  d e s i r e s ;  i f  he adopted  h i s  pose 

as nava l  o f f i c e r ,  i t  was t o  concea l  t h e s e  d e s i r e s  f r o m  t h e  

w o r l d ,  n o t  f r om  h i m s e l f .  G i l ' s  e n t i r e  e x i s t e n c e  i s  an 

a t t e m p t  t o  f l e e  t h e  h o m o s e x u a l i t y  w i t h i n  h im.  G i l  i s  

t h e  man who w i l l  do a n y t h i n g  t o  escape b o th  t h e  name and 

c o n d i t i o n  o f  " h o m o s e x u a l " .  Seb lon ,  l i k e  C h a r l u s ,  ac ce p te d  

h i s  own f e e l i n g s  and wore h i s  mask o n l y  i n  t he  w o r l d .  G i l  

must  wear h i s  mask t o  c o n v i n c e  h i m s e l f  t h a t  he i s  n o t  

" q u e e r " .

He has homosexual  d e s i r e s  wh i c h  h e - - l e s s  i n t e l l i g e n t  

t h a n  e i t h e r  Seblon or  M a r i o - - o n l y  v a g u e l y  p e r c e i v e s .  'What 

he does p e r c e i v e  he ha tes  and must  e r a d i c a t e .  He ca r es s es  

Roger ,  p r e s s e s  h i s  body a g a i n s t  t h e  b o y ' s ,  w h i l e  c o n j u r i n g  

up R o g e r ' s  s i s t e r  i n  h i s  m ind .  Thus does he f i r s t  t r y  t o
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i m a g i n a t i o n  i s  i n c a p a b l e  o f  a p r o l o n g e d  e f f o r t  i n  t h i s  

d i r e c t i o n ;  he he re  a g a i n  s tands  as S e b l o n ' s  o p p o s i t e .

The l i e u t e n a n t  was c a p a b l e  o f  g r e a t  menta l  g y m n a s t i c s ;  Gi l  

i s  n o t .  He i s  t o o  c l o s e  t o  r e a l i t y .  T h i s  i s  p o t e n t l y  

sy m b o l i z e d  by h i s  h e m o r r h o id s .  D i v i n e ' s  t e e t h  and h a i r  

were f a l s e ,  bu t  D i v i n e  was a d e l i b e r a t e  a c t r e s s  and,  l i k e  

her  p o e t i c  g e s t u r e s ,  t h e  t e e t h  and w ig  were p a r t  o f  her  

a c t .  Hemor rho ids  do no t  have t he  redeeming  g r ace  o f  even 

a cheap w i g .  They a r e  t o o  r e a l .  M o reo ve r ,  G i l ,  i r o n i c a l  1 

and p a t h e t i c a l l y ,  t h i n k s  o f  them as a k i n d  o f  mask: t he y  

a r e  h i s  p r o t e c t i o n  a g a i n s t  be in g  p e n e t r a t e d .  Hemorrho ids  

have become p a r t  o f  t h e  h e t e r o s e x u a l  mask!

G i l  needs t h e  j udgmen ts  o f  o t h e r s  t o  see h i m s e l f  as 

a man. His  w o r 1 d - - t h e  w o r l d  o f  t h e  masons - - sees  him as a 

homosexual  because Theo had n u r t u r e d  t h i s  o p i n i o n  f r om 

t h e  moment t h a t  G i l  r e f u s e d  h i s  ad va nc e s .  Theo, t he  known 

homosexua l ,  i s  a lways  a b l e  t o  do m i na te  h i s  young and na’i v e  

c o - w o r k e r  i n  t he  m i l i e u  o f  t he  masons.  (T h e o ' s  s t r e n g t h  

i s  r e f l e c t e d  i n  h i s  success  as a mas t e r - mas on ,  a w a l l -  

b u i l d e r ;  G i l  has,  c o n v e r s e l y ,  t h e  s o f t n e s s  o f  t h e  ca t  he 

e n j o y s  s t r o k i n g . )  Unab le  t o  escape f r o m  th e  j o k e s  and 

t a u n t i n g  o f  Theo and t h e  o t h e r  masons,  G i l  must  r e s o r t  t o
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e x t re m e  a c t i o n s .  He f i r s t  b e l i e v e s  he w i l l  m i s l e a d  them 

by p l a y i n g  t h e i r  own game; he d rops  h i s  t r o u s e r s  and o f ­

f e r s  h i m s e l f  t o  a l l  t h e  men p r e s e n t - - a t  t h e  same t ime  

b o a s t i n g  o f  h i s  h e m o r rh o id s .  The g e s t u r e  i s  gauche and 

p u e r i l e  and shows how i n c a p a b l e  he i s  o f  masque rad ing .

G i l  i s  t r a p p e d .  He b r u t a l l y  mu rde rs  Theo i n  a 

d runken  b u r s t  o f  anger  under  t h e  eyes o f  t h e  boy he 

must  i mp re ss  w i t h  h i s  " m a s c u l i n i t y 11. G i l ' s  murder  i s  an 

a b s u r d  a c t  pe r f o r med  i n  t h e  t h r o e s  o f  an absu rd  p a s s i o n :  

t h e  f e a r  o f  b e i n g  l a b e l l e d  a " p e d e " .  He has r e f u s e d  t o  

meet  Theo on hones t  t e rm s ,  has r e f u s e d  any s t r u g g l e .  I n  

f i r s t  o f f e r i n g  h i m s e l f  t o  t h e  g roup  o f  masons,  and t hen 

by t h e  sen s e l es s  murde r ,  G i 1 has p e r f o r m e d  two a c t i o n s  

w h i c h  he b e l i e v e s  w i l l  f r e e  h im f r o m t h e  image he so 

d e s p i s e s .  But  t he s e  a c t s  a re  c ru d e  and l a c k  t h e  g race  o f  

D i v i n e ' s  g e s t u r e s  and t h e  s u b t l e t y  o f  O u e r e l l e ' s .

H i d i n g  i n  t h e  abandoned a r s e n a l ,  G i l  becomes more 

and more p a t h e t i c .  He has reached  s o l i t u d e  t h r o u g h  h i s  

mu rd e r ,  t h e  s o l i t u d e  wh i ch  Not re-Dame and R i t o n  used i n  

t h e i r  co n q u e s t  o f  g l o r y .  Yet  each a t t e m p t  on h i s  p a r t  t o  

g i v e  a meaning t o  h i s  a c t  meets w i t h  f a i l u r e .  The moments 

when G i l  t ouches  a k i n d  o f  l u c i d i t y  and even p o e t r y  a re  

s h o r t - l i v e d .  He e v e n t u a l l y  c o n c e n t r a t e s  a l l  h i s  t h o u g h t s
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on a bu n d le  o f  r o p e .  G i 1 i s  l i k e  t h e  r o p e ,  a p h y s i c a l  

o b j e c t ,  n o t h i n g  more.

H i s  s o l i t u d e  i s  not  f r u i t f u l  because he s t i l l  needs 

and sea rches  f o r  t h e  O the r :  f o r  Roger t o  b r i n g  h im f o o d ,  

f o r  O u e r e l l e  and t he  group f r om l a  F e r i a  t o  en ab le  him 

t o  escape .  His  a t t e m p t  t o  e r a d i c a t e  h i s  h o m o s e x u a l i t y  

t h r o u g h  t h e  murder  o f  t he  man who d e s i r e d  him i s  a com p le te  

f a i l u r e ;  he c o n t i n u e s  t o  be a t t r a c t e d  t o  Roger a n d . i s  no t  

unmoved by Q u e r e l l e ' s  advances .  I f  t h e  h o m o s e x u a l i t y  has 

no t  been e r a d i c a t e d ,  n e i t h e r  has t h e  image:  i t  i s  sup reme ly  

i r o n i c  t h a t  now no t  o n l y  t h e  masons,  b u t  t he  who le  w o r l d  

l oo ks  on G i l  T u r k o - - b e c a u s e  o f  h i s  a c t  o f  m u r d e r - - a s  a 

homosexua l .  H i s  d e f e a t - - i n s i d e  and o u t s i d e - - i s  c o m p l e t e .

He need o n l y  be c a p t u r e d  by t he  p o l i c e - - a n d  O u e r e l l e  has 

a l r e a d y  a r ra n g e d  f o r  t h i s .  G i l ' s  f l i g h t  f r o m  h o m o s e x u a l i t y  

f a i l s  m i s e r a b l y .  Ma r i o ,  i n  a r r e s t i n g  h im,  s i m p l y  f l e x e s  

h i s  b i c e p s  and " l e  j eu ne  magon f u t  v a i n c u " . ^

Where G i l ,  M a r i o  and Seblon f a i l  i n  t h e i r  e n c o u n t e r s  

w i t h  h o m o s e x u a l i t y ,  O u e r e l l e  succeeds c o m p l e t e l y .  By 

means o f  h i s  e x p e r i e n c e s  i n  B r e s t ,  he l ea ves  t he  c i t y  bo th  

i t s  mas te r  and t h e  master  o f  h i m s e l f .  Q u e r e l l e  i s ,  w i t h  

D i v i n e ,  t h e  most  complex  o f  G e n e t ' s  f i c t i o n a l  c h a r a c t e r s  

and i s  t h e  most c om p le te  r e a l i z a t i o n  o f  many o f  G e n e t ' s  

themes.  He i s  a new t ype  o f  homosexual  i n  t h e  a u t h o r ' s
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When he a r r i v e s  i n  B r e s t ,  O u e r e l l e  i s  unsure  o f  h i m ­

s e l f .  He i s  e s p e c i a l l y  concerned  w i t h  t h e  same p r ob lem 

t h a t  gnaws a t  Seb lon ,  G i l  and M a r i o :  h i s  m a s c u l i n e  image.  

A t  t h i s  s i n g l e  p o i n t  t h e  f o u r  c h a r a c t e r s  t o u c h .  Q u e r e l l e  

i s  up s e t  by bo th  t h e  s t r e n g t h  o f  Nono and t h e  ca lm mascu­

l i n e  be a u t y  o f  M a r i o  when he f i r s t  meets them a t  l a  F e r i a .

On l y  when he l ea ves  t he  b r o t h e l  and f e e l s  t h e  power o f  h i s

s a i l o r ' s  u n i f o r m  does he f e e l  s e c u r e .  He i s  s t i l l  t h e  

su p e r - m a le  o f  G e n e t ' s  e a r l i e r  n o v e l s - - b u t  now he i s  a l s o  

v iewed f r om w i t h i n .  The u n i f o r m  i s  no t  s u f f i c i e n t .

I f  h o m o s e x u a l i t y  had l ed  t o  murder  w i t h  Not re-Dame 

and R i t o n ,  i t  i s  t h e  o p p o s i t e  pa th  t h a t  O u e r e l l e  f o l l o w s .  

O s t e n s i b l y  t o  a to ne  f o r  h i s  c r i m e  and t h e r e f o r e  ne ga te  i t  

i n  h i s  own mind ,  he d e l i b e r a t e l y ,  by c h e a t i n g  a t  d i c e ,  

l e t s  h i m s e l f  be buggered by one o f  t h e  s up e r -m a l es  he 

a d m i r e s ,  Nono. T h i s  homosexual  a c t  marks t h e  b e g i n n i n g  

o f  h i s  a s c e n t  and a f u l l e r  r e a l i z a t i o n  o f  h i s  own power .  

O u e r e l l e  had murdered b e f o r e ,  bu t  he had never  been 

sodomized.  I t  i s  t h e  homosexual  a c t  wh i c h  causes O u e r e l l e  

t o  be r e b o r n ,  no t  t h e  mu rd e r .  He ponde rs :

En quo i  e s t - c e ,  un en c u le ?  De q u e l l e  pa te
e s t - c e  f a i t ?  Ouel e c l a i r a g e  p a r t i c u l i e r  vous
s i  gna1 e?9

Such a r e  t he  q u e s t i o n s  t h e  s a i l o r  poses t o  h i m s e l f .  He do 

n o t  f i n d  a s p e c i f i c  answer - - because  t h e r e  i s  non&. He doe
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no t  become a queen,  does no t  t h i n k  o f  h i m s e l f  as a f e m a l e ,  

f e e l s  n e i t h e r  shame nor  d i s g r a c e .  He s i m p l y  r eac he s  an 

e n j o y a b l e  c l i m a x .  ( " Q u e r e l l e  dechargea dans l e  v e l o u r s . " ^ )  

Th rou gho u t  t h e  nove l  a s p e c i f i c  homosexual  a c t  i s  t h e  c r i ­

t e r i o n  a g a i n s t  wh i c h  m a s c u l i n i t y  i s  m e a su r e d - -b y  Nono, by 

M a r i o ,  and,  a t  t h i s  s t a g e ,  by O u e r e l l e .  However ,  Nono i s  

n e i t h e r  more " m a s c u l i n e " ,  nor  O u e r e l l e  more "  f e m i n i n e "  

because o f  t h e i r  homosexual  a c t .  On l y  t h e  s a i l o r  r e a l i z e s  

t h i s  and ,  as h i s  u n d e r s t a n d i n g  b e g i ns  t o  awaken,  so does 

G e n e t ' s  m a s c u l i n e - f e m i n i n e  homosexual  cosmos o f  Hot re-Dame-  

d e s - F I e u r s  and M i r a c l e  de l a  r ose  beg in  t o  c r u m b l e .

O u e r e l l e ' s  sexua l  e n c o u n te r s  w i t h  M a r i o  r e v e a l  a 

s i m i l a r  t r u t h .  T h i s  o t h e r  pa ragon o f  v i r i l i t y  whom 

O u e r e l l e  a t  f i r s t  admi red  and f e a r e d  w i l l  a l s o  f a l l  under  

h i s  p o w e r - - h i s  power o f  u n d e r s t a n d i n g .  As we have seen,

M a r i o  i s  u n a b l e  t o  sodomize t h e  s a i l o r ,  b u t  O u e r e l l e  

i m m e d i a t e l y  d rops  t o  h i s  knees and f e l l a t e s  h im .  The 

p o l i c e  c h i e f  b e l i e v e s - - e r r o n e o u s l y - - t h a t  he i s  m a n i f e s t i n g  

h i s  m a s c u l i n i t y  and power as t h e  s a i l o r  k n e e l s  b e f o r e  h im;  

O u e r e l l e  s i m u l t a n e o u s l y  r e a l i z e s - - c o r r e c t l y - - t h a t  i t  i s  

he h i m s e l f  who i s  t h e  c o n t r o l l i n g  f o r c e .  G en e t ' s  p e r c e p t i o n  

o f  t he  r o l e  o f  f e l l a t o r  as t h e  d o m i n a t i n g  f o r c e  ca n n o t  be 

d e n i e d . ^  Not  o n l y  t h r o u g h  h i s  f e a r  o f  b e i n g  m u t i l a t e d  by
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Q u e r e l l e ' s  t e e t h  ( " a  l a  c r a i n t e  f l o t t a n t  au -dessus  de l u i  

que 1e m a t e l o t ,  ho rs  de s o i , ne t r a n c h ^ t  son membre d ' u n  

coup de m c t c h o i r e . . .  2 ) , bu t  a l s o  because o f  t h e  f a c t  t h a t

h i s  p l e a s u r e  depends upon t h e  s a i l o r  h i m s e l f ,  i s  M a r i o  

shown t o  be t h e  l e s s  p o w e r fu l  o f  t h e  p a i r .

Mo reover ,  O u e r e l l e  sees be h i nd  M a r i o ' s  murmurs o f  

" J ' s u i s  un f l i c " . ^  He comprehends t he  l a t t e r ' s  need f o r  

an e x t e r n a l  a c t i o n  wh i ch  w i l l  j u s t i f y  h i s  s e l f - i m a g e .

The dominance o f  Q u e r e l l e  ove r  Ma r i o  i s  s y m b o l i z e d  

by t h e i r  j e w e l r y .  The w e a r i n g  o f  j e w e l r y  has t r a d i t i o n a l l y  

been a mark o f  power .  M a r i o  d i s p l a y s  h i s  many r i n g s  w i t h  

as much s a t i s f a c t i o n  as Madame de Restaud her  diamonds o r  

a mahara ja  h i s  r u b i e s .  O u e r e l l e  i s  imp ressed  by t hes e  

r i n g s  and sees them as a symbol  o f  t h e  p o l i c e  c h i e f ' s  

v i r i l i t y .  Yet Q u e r e l l e  has h i s  own j e w e l s ,  a l a r g e r  and 

u n d o u b t e d l y  more v a l u a b l e  c o l l e c t i o n  wh i ch  he has accumu­

l a t e d  as t h e  r e s u l t  o f  h i s  murders  and r o b b e r i e s .  He must  

o f  c o u rs e  keep them h i d d e n ;  y e t  t h i s  w i l l  be t h e i r  g r e a t e s t  

v a l u e .  M a r i o ' s  o s t e n t a t i o u s  d i s p l a y  o f  h i s  r i n g s  i s  l i k e  

h i s  m a s c u l i n i t y - - a  p a r t  o f  t he  mask.  Q u e r e l l e ' s  t r e a s u r e  

must r e ma in  c o n c e a l e d ,  l i k e  h i s  own r e a l i z a t i o n  t h a t  he 

a l o n e ,  n o t  M a r i o ,  i s  the  d o m i n a t i n g  f o r c e  i n  t h e i r  homo­

sexua l  r e l a t i o n s .
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Two sexua l  a c t s  between men, f e l l a t i o  and be in g  

sodomized,  n e i t h e r  l ower  nor  degrade  O u e r e l l e ,  bu t  g i v e  

him g r e a t e r  power .  Q u e r e l l e  p e r c e i v e s  t h a t  t h e  a c t s  wh i c h  

he o r i g i n a l l y  t h o u g h t  wou ld  shame him and de c rease  h i s  

v i r i l i t y ,  a c t u a l l y  b r i n g  h im g r e a t e r  s t r e n g t h  because he 

mas te r s  b o th  t h e  men and t h e i r  s i t u a t i o n s .

O u e r e l l e  uses h o m o s e x u a l i t y  t o  h i s  ad v an ta ge .  G i l  

was un a b le  t o  cope w i t h  Theo ' s  advances and was d r i v e n  t o  

murder  h im;  O u e r e l l e ,  on t h e  o t h e r  hand,  p l a y s  w i t h  

S e b l o n ' s  a f f e c t i o n ,  uses i t .  G i l ' s  a c t i o n s  a r e  c r u d e ,  

pe r f o rm ed  w i t h o u t  t h o u g h t  on a momentary i m p u l s e ;  Q u e r e l l e ' s  

murders  a r e  c a r e f u l l y  p l anned  and e x e c u te d :  t h e y  a r e  

" f a n t a s t i q u e s " ,  says Ĝ n e t .  G i l  i s  u s u a l l y  seen i n  t h e  

b r i g h t  l i g h t  o f  day .  O u e r e l l e ,  however ,  i s  a lways  en v e l o p e d  

i n  t h e  o m n i p r e s e n t  f o g  o f  B r e s t .  One can a lways  see o n e s e l f  

c l e a r l y  i n  t h e  f o g ,  bu t  t o  t h e  O the r  a f o g  b l u r s  ou r  o u t ­

l i n e s  and ensh rouds  us i n  m y s t e r y .  O u e r e l l e  and h i s  murder  

a r e  never  seen c l e a r l y  by Seb lon ,  Ma r i o  o r  any o t h e r  

c h a r a c t e r .

The c o n t r a s t s  between O u e r e l l e  and Gi l  r e f l e c t  a l s o  

t h e  use o f  t h e  s o l i t u d e  wh i ch  was so i m p o r t a n t  i n  Pompes 

f u n e b r e s . G i l  does no t  p r o f i t  f r o m  h i s  s o l i t u d e  i n  t h e  

a r s e n a l  because he c o n s t a n t l y  needs a n o t h e r  t o  j u s t i f y
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and he lp  h im.  O u e r e l l e  i s  t h e  succe sso r  t o  D i v i n e  and 

R i t o n  i n  h i s  s o l i t u d e .  They remained i n  t h e i r s  and a t t a i n e d  

t h e i r  g l o r y ,  bu t  O u e r e l l e ,  a l r e a d y  ma s te r  o f  s o l i t u d e  a t  

t h e  t ime  o f  h i s  a r r i v a l  i n  B r e s t ,  moves more and more back 

i n t o  t he  w o r l d .  I n  t h i s  r e s p e c t  he echoes t h e  N i e t z c h e a n  

superman i n  t h e  t h i r d  s t a g e  o f  h i s  deve lopment  when,  h a v i n g  

r e a l i z e d  his. d i f f e r e n c e  f r om the  O th e rs  and h a v i n g  ga in ed  a 

ma s te r y  o f  h i m s e l f  i n  h i s  s o l i t u d e ,  i s  now a b l e  t o  r e t u r n  

t o  t he  w o r l d  and conque r  i t .

O u e r e l l e  i s  more p e r c e p t i v e  t han any o f  G e n e t ' s  p r e ­

v i o u s  s u p e r - m a l e s .  Yet  he does no t  have t he  menta l  power 

o f  L i e u t e n a n t  S eb l on .  T h i s  i s  a good t h i n g .  O u e r e l l e  

canno t  r e t r e a t  i n t o  t h e  c o m p l e te  f a n t a s y  e x i s t e n c e  o f  

Seb lon .  I f  t h e  l i e u t e n a n t  f i n a l l y  becomes t h e  s l a v e  o f  

h i s  own i m a g i n i n g s ,  O u e r e l l e  never  l os e s  t ouch w i t h  t h e  

r e a l  w o r l d .  He i s  a b e i n g  o f  m y s te r y ,  b u t  no t  o f  f a n t a s y .

I n  t he  coa l  d u s t  scene,  i t  i s  o u e r e l l e  who c o n q u e rs .  I n  

c o n t r a s t  t o  t h e  l i e u t e n a n t ' s  c o n s t a n t  w e a r i n g  o f  h i s  u n i ­

f o r m ,  h i s  mask, O u e r e l l e  has d e l i b e r a t e l y  s o i l e d  h i s  own 

u n i f o r m .  His  mask i s  f r e e l y  chosen.  He no l o n g e r  needs 

t he  c o r r e c t  u n i f o r m  he h i d  beh ind  when he a r r i v e d  i n  B r e s t .

Seblon w r i t e s  i n  h i s  d i a r y :

Oui d ' a u t r e  que moi s u b i t  en co r e  l e  charme 
de O u e r e l l e ?  Comment p o u r r a i s - j e  d e v e n i r  l u i ?
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P o u r r a i - j e  me f a i r e  g r e f f e r  ses p l u s  beaux 
o rnem en ts :  ses cheveux ,  ses c o u i l l e s ?  MSme 
ses m a i n s ? ^

"How can I become h im?"  The theme o f  t h e  do ub le  r e v e r ­

b e r a t e s  t h r o u g h o u t  Q u e r e l 1e de Pres t  as i t  does t h r o u g h  

M i r a c l e  de l a  r o s e  and 1es Bonnes. What a re  i t s  homo­

sexua l  r a m i f i c a t i o n s  f o r  Genet? ' 'e have a l r e a d y  seen t h a t ,  

f o r  h im,  u r a n i a n  l o v e  i s  n o t  t o  be t he  u n i t i n g  w i t h  o n e ' s  

i d e a l  image,  bu t  i s  r a t h e r  an i n d i v i d u a l  p r o g r e s s i o n  i n t o  

a s o l i t u d e  o f  l i b e r t y .  The p r ob le m  o f  t h e  do ub le  haun ts  

Mme L y s i a n e ,  Dede and Seblon.  I t  i s  conque red  by O u e r e l l e ,

I f  i t  a t  f i r s t  b o t h e r s  him i n  t he  pe rson  o f  h i s  

b r o t h e r  R o b e r t ,  i t  i s  because he w i sh es  t o  remove t he  

d u a l i t y ,  no t  t o  become one w i t h  t h e  man who resembles  him 

so c o m p l e t e l y .  Rober t  i n s t i g a t e s  t h e  s t r e e t  f i g h t  w i t h  

O u e r e l l e  because he i s  d i s g u s t e d  by h i s  b r o t h e r ' s  homo­

sexua l  l i a i s o n  w i t h  Nono. I t  i s  a c o n f r o n t a t i o n  between 

i n v e r s i o n  and h e t e r o s e x u a l i t y . Indeed Rober t  and O u e r e l l e  

a r e  so a l i k e  t h a t  t h i s  f i g h t  may be t ake n  as a s y m b o l i c  

c l a s h  between two sexua l  a t t i t u d e s  w i t h i n  a s i n g l e  i n d i v i d u a l  

- - w i t h i n  O u e r e l l e ,  who s t i l l  has dou b ts  abou t  h i s  homosexual  

i n v o l v e m e n t .  O u e r e l l e  ( h o m o s e x u a l i t y )  i s  the  s t r o n g e r  

n a t u r a l l y ,  bu t  Rober t  ( h e t e r o s e x u a l i t y )  h o ld s  him a t  bay by 

f l a s h i n g  a k n i f e .  The outcome i s  a l m o s t  a draw,  w i t h  Rober t



h o l d i n g  a s l i g h t  advan tage  because o f  h i s  k n i f e ,  symbol  o f  

h i s  c u n n i n g .  Rober t  i s  a s t u t e  enough t o  c a r r y  a k n i f e ;  

O u e r e l l e ,  a t  t h i s  e a r l y  p o i n t  i n  t he  n o v e l ,  i s  n o t .

I n  t h e  second f i g h t  scene,  O u e r e l l e  i s  a g a i n  he ld  i n  

check ,  t h i s  t i m e  by M a r i o ’ s k n i f e .  But  i n  t h e  t h i r d  and 

f i n a l  f i g h t  ( O u e r e l l e  i s  ab ou t  t o  be a t t a c k e d  by a group o f  

o u t r a g e d  b y s t a n d e r s  because he has s t r u c k  a young g i r l  who 

da red  t o  t ou c h  t h e  pom-pom o f  h i s  s a i l o r ' s  cap )  i t  i s  

O u e r e l l e  who f l a s h e s  a k n i f e  f i r s t .  He h i m s e l f  has nov/ 

a c q u i r e d  t h e  cu n n i ng  t o  add t o  h i s  n a t u r a l  s t r e n g t h .

I f  Robe r t  does ho ld  h i s  b r o t h e r  a t  bay d u r i n g  t he  

f i r s t  f i g h t ,  O u e r e l l e  e v e n t u a l l y  nega tes  h i s  do u b le  by r e ­

p l a c i n g  h im as t h e  l o v e r  o f  Mme L y s i a n e .  T h i s  f i n a l  

deve lopmen t  i s  not  t h e  v i c t o r y  o f  h o m o s e x u a l i t y  ove r  

h e t e r o s e x u a l i t y  ( O u e r e l l e  ov e r  R o b e r t ) .  Nor does i t  sug ­

ges t  t h a t  h e t e r o s e x u a l i t y  i s  Q u e r e l l e ' s  u l t i m a t e  c h o i c e  

(Mme L y s i a n e  o v e r  Ma r i o  or  G i l ) .  Ra the r  i t  shows a g a i n  

t h a t  s e x u a l i t y  i t s e l f  i s  a means,  no t  an end.

I n  i t s  homosexual  c o n t e x t  t h e  O u e r e l ! e - G i l  d o u b l i n g  

i s  more p e r t i n e n t  t han  t he  Q u e r e l 1 e - R o b e r t  r e l a t i o n s h i p .  

Here t h e  outcome i s  a l s o  c l e a r .  I f  O u e r e l l e  had i n i t i a l l y  

seen Gi l  as a n o t h e r  h i m s e l f - - a  younger  and l e s s  e x p e r i e n c e d  

o n e - - h e  s l o w l y  b e g i ns  t o  ad op t  no t  a f r a t e r n a l  a t t i t u d e
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t owa rd  him,  bu t  a p a t e r n a l  one.  He hopes t o  l ead  t he  young 

mu rde re r  i n  h i s  own t r a c k s .  But  t h i s  i s  n e i t h e r  t h e

I V a u t r i n - L u c i e n  r e l a t i o n s h i p  nor  t h e  E d o u a r d - 0 1 i v i e r  one.
i

I t  i s  when Q u e r e l l e  r e a l i z e s  t h a t  he i s  b e g i n n i n g  t o  f e e l  

some a f f e c t i o n  f o r  h i s  p r o t e g e  t h a t  he b e t r a y s  h im,  uses 

h im as he has used ' e b l o n ,  M a r i o ,  Nono and Mme L y s i a n e .  

O u e r e l l e  d e s i r e s  no d o u b l e ,  bu t  p r e f e r s  h i s  p o t e n t  s o l i t u d e .  

I t  i s  Mme L y s i a n e  who i s  r e nd e re d  i m p o t e n t  by her  o v e r -  

conce rn  w i t h  t h e  d o u b l e :  O u e r e l l e  conque rs  because he has 

nega ted  i t .  I t  i s  s t i l l  s o l i t u d e  wh i ch  i s  G e n e t ' s  goal  

i n  O u e r e l 1e de B r e s t , as i t  was i n  Pompes f u n e b r e s . The 

theme o f  t h e  homosexual  d o u b l e  l ed  t o  an gu i s h  i n  J u l i e n  

Green;  f o r  Genet  i t  has become s u p e r f l u o u s .

- - E t  j ' f a i s  c ' q u i  m ' p l a i t . ^

These The le m ic  words  o f  O u e r e l l e  t o  Rob e r t  may s tan d  as h i s  

m o t t o .  Not  o n l y  does he become master  o f  h i s  a c t i o n s ,  bu t  

t h e  master  o f  h i s  f a t e :

O u e r e l l e  a son e t o i l e  a c c o r d e r a  une c o n f i a n c e  
a b s o l u e .  C e t t e  e t o i l e  d e v a i t  son e x i s t e n c e  a l a  
c o n f i a n c e  q u ’ a v a i t  en e11e l e  m a t e 1 o t - - e l l e  e t a i t  
s i  1 ' on  v e u t  1 ' e c r as em en t  sur  sa n u i t  du ra yon  de 
sa c o n f i a n c e  en ,  j u s t e m e n t ,  sa c o n f i a n c e ,  e t  pour  
que 1 ' e t o i l e  c o n s e rv e  sa g randeu r  e t  son e c l a t ,  
c ' e s t - a - d i r e  son e f f i c a c i t e ,  O u e r e l l e  d e v a i t  con-  
s e r v e r  sa c o n f i a n c e  en e l l e - - q u i  e t a i t  sa c o n f i a n c e  
en s o i . . .  ̂°

O u e r e l l e  w i l l  no t  be d e f e a t e d  because o f  t h i s  " c o n f i a n c e " :
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he ha? k e p t  h i ?  F a i t h  i n  hi?, s t a r ,  wh i c h  i s  n o t h i n g  more 

t h a n  i n  h i m s e l f .  ' e b l o n  a l s o  c o n t r o l s  h i s  f a t e ,  bu t  i t  

i s  w i t h i n  t h e  s p e c i a l  w o r l d  he has c r e a t e d ,  w i t h i n  h i s  

d i a r y .  O u e r e l l e  never  d e s e r t s  r e a l i t y .  When c o n t r o l  

be g i n s  t o  pass f r o m  h i s  hands,  he a c t s .  I t  i s  a t  t h e  v e r y  

moment i n  wh i ch  he be g ins  t o  wonder  abou t  t he  i n t r i c a t e  

t i e s  between Mono, M a r i o  and Robe r t  and how th e y  t a l k  

ab ou t  h im and h i s  w i l l i n g n e s s  t o  be sodomized,  t h a t  he 

o r d e r s  G i l  t o  l eave  t he  a r s e n a l  and t h a t  he b e g i ns  h i s  

a f f a i r  w i t h  Mme L y s i a n e .  E v e r y t h i n g  i s  c o n f i d e n t l y  p l anned  

and he a lways  succeeds .

The success i s  i n  p a r t  due t o  t h e  f a c t  t h a t  r e a l i t y  

i s  se ldom what  i t  appea rs  t o  be on t h e  s u r f a c e .  Each 

i n d i v i d u a l  i n t e r p r e t s  t h e  seeming f a c t s  t h r o u g h  h i s  own 

ey es .  Genet uses h o m o s e x u a l i t y  t o  p r ove  t h i s  b e l i e f .

I n v e r s i o n  i s  " d i s c o v e r e d "  where i t  a c t u a l l y  does no t  

e x i s t - - a n d  v i c e - v e r s a .  The c o n c e p t i o n s  o f  t h e  ma jo r  

c h a r a c t e r s ,  t h e  p o l i c e ,  t h e  masons and t h e  b o u r g e o i s  o f  

B r e s t  se ldom c o i n c i d e  w i t h  t h e  t r u t h .  Because he has 

heard  t h a t  M a r i o  has a young f r i e n d  (Dede ) ,  G i l  assumes 

t h a t  t h e  p o l i c e  c h i e f  i s  t h e r e f o r e  "une t a n t e "  and w i l l  

be l e n i e n t  w i t h  h im.  S eb l on ,  l i k e  C h a r l u s ,  i s  sure  t h a t  

h i s  mask h i d e s  him c o m p l e t e l y ,  b u t  t h e  p o l i c e  r e c o g n i z e
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h i s  h o m o s e x u a l i t y  a t  f i r s t  g l a n c e .  Ye t ,  i n  t u r n ,  t h e  

p o l i c e  a r e  wrong when t h e y  assume t h a t  V i c ' s  murder  was 

t he  r e s u l t  o f  a homosexual  l o ve  q u a r r e l .  Mo reove r ,  t he  

s a i l o r s  b e l i e v e  t h a t  O u e r e l l e  i s  t he  paragon o f  v i r i l i t y  

because he goes so o f t e n  t o  t h e  b r o t h e l ; t h e  f a c t  t h a t  he 

goes t h e r e  t o  be buggered by Mono i s  never  s u s p e c te d .

The p e r c e p t i o n  o f  s e x u a l i t y  i n  o t h e r s  i s  t hu s  a lways 

u n c l e a r ,  i f  no t  c o m p l e t e l y  i n c o r r e c t .  O u e r e l l e  i s  t h e  o n l y  

c h a r a c t e r  'who un d e r s ta n d s  t h i s .  I t  i s  h i s  t rump ca r d  v /h i ch ,  

t h r o u g h  t h e  c o u rs e  o f  h i s  s t a y  i n  B r e s t ,  he s l o w l y  l e a r n s  

how t o  p l a y  and r e p l a y .  He uses h i s  s e x u a l i t y  t o  c o n t r o l  

o t h e r s  and u l t i m a t e l y  t o  mas te r  h i s  own s e l f .  Through 

h o m o s e x u a l i t y  he has b e t r a y e d  G i 1, c o n t r o l l e d  Ma r i o  and 

domina ted  S e b l o n - - a l l  t o  h i s  a d v a n t ag e .  He has even become 

master  o f  l a  F e r i a ,  h a v i ng  r e a l i z e d  h i s  power ove r  Mono and 

h a v in g  r e p l a c e d  h i s  own b r o t h e r  as Mme L y s i a n e ' s  l o v e r .

I n  G e n e t ' s  i n v e r t e d  w o r l d ,  h o m o s e x u a l i t y  was a " g o o d " ,  

a p o s i t i v e  f o r c e  on t h e  road t o  bo th  s e l f - r e a l i z a t i o n  

t h r o u g h  s o l i t u d e  and f r eedom and a l s o  a means o f  o v e r ­

t u r n i n g  t h e  t r a d i t i o n a l  v a l u e s  on wh i ch  s o c i e t y  i s  based.

Genet ,  i n  u s i n g  h o m o s e x u a l i t y  i n  t h i s  way,  was a t  t h e  same 

t i m e  assuming t h e  t r a d i t i o n a l  a t t i t u d e .  I n  i n v e r t i n g  t h e  

t a b o o ,  he n e v e r t h e l e s s  ac c e p t e d  i t .  D i v i n e  was a b l e  t o  shock



and be r e v i l e d  o n l y  because t h e  p o s t - H e l l e n i c  w o r1 d - - an d  

G e n e t - - a c c e p t e d  a " b l a c k  o r  w h i t e "  a t t i t u d e  t ow a rd  i n v e r ­

s i o n .  I n  O u e r e l 1e de B re s t  a r e v o l u t i o n a r y  new a t t i t u d e  

i s  p o s t u l a t e d .  The c o n c e p t i o n s  one had m a i n t a i n e d  abou t  

s e x u a l i t y  a re  now shown t o  be so v a r i o u s ,  so m i x e d - u p .  

E v e r y t h i n g  r e l a t i n g  t o  s e x u a l i t y  has become g r a y .

A t  t h e  end o f  t he  novel  two scenes q u i c k l y  appear  i n  

j u x t a p o s i t i o n .  O u e r e l l e  f i r s t  o b s c e n e l y  c a r e s s e s  a g i r l  

i n  a doo rway ,  then he shows t e n d e r n e s s  t o w a rd  Seb lon .

Both a r e  new deve lopmen ts  i n  t h e  a l r e a d y  comp lex  s e x u a l i t y  

o f  t he  s a i l o r .  The p u b l i c  d i s p l a y  o f  h e t e r o s e x u a l i t y  i s  

f o l l o w e d  by a homosexual  ac t  o f  a f f e c t i o n .  The two scenes 

ba lan ce  and c o n t r a d i c t  each o t h e r ,  l e a v i n g  a v o i d .  For 

n e i t h e r  O u e re l 1 e * s  h e t e r o s e x u a l i t y  no r  h i s  h o m o s e x u a l i t y  

i s  f i n a l l y  i m p o r t a n t - - i t  i s  t h e  use he a l o n e  makes o f  

s e x u a l i  t  y i t s e l f .

Seb lon and G i l  f a i l  because each one i s  t o o  concerned 

w i t h  h i s  i n v e r s i o n  and h i s  mask. Both a c c e p t  t h e  t r a d i ­

t i o n a l  " b l a c k  o r  w h i t e "  a t t i t u d e .  Q u e r e l l e  s t a n d s  i n  

between t h e  r e a l i s t i c  G i l  and t h e  r o m a n t i c  S e b l o n .  i He 

uses b o t h  r e a l i t y  and i l l u s i o n ,  bo th  a k n i f e  and t h e  f o g ,  

b o th  h o m o s e x u a l i t y  and h e t e r o s e x u a l i t y .  -.He does wear a 

mask, b u t  o n l y  because he chooses t o  do so.  He i s  t h e  

l i b e r a t e d  homosexua l .



-*-n Quere l  1 e de B r e s t  Genet  has d e s t r o y e d  h i s  own 

myth o f  v i r i l i t y .  O u e r e l l e ' s  s t r e n g t h  l i e s  i n  h i s  p e r ­

c e p t i o n  o f  t h e  sexua l  "games pe op le  p l a y " ,  n o t  i n  h i s  

u n i f o r m  o r  i n  h i s  hard p e n i s .  An " e n c u l e "  and a " p i p e u r  

he i s  none t h e  l e s s  v i r i l e .  Mo reover ,  t h e  "homme-femme" 

c a t a g o r i e s  have d i s a p p e a r e d  a l o n g  w i t h  t h e  su p e r - m a le s  

and t he  d r ag  queens .  One d e f i n e s  o n e ' s  own s e x u a l i t y  

w i t h i n  o n e s e l f ,  Genet i s  now s a y i n g .  He seems t o  have 

r e s o l v e d  h i s  own sexua l  d i c h o t om y  i n  t h e  c h a r a c t e r  o f  

Q u e r e l l e .  T h i s  nove l  i s  h i s  l a s t ;  i t  i s  a l s o  h i s  l a s t  

ma jor  work i n  wh i c h  h o m o s e x u a l i t y  i s  o f  p r ime  im p o r t a n c e  

In  l i b e r a t i n g  O u e r e l l e ,  Genet has a l s o  l i b e r a t e d  h i m s e l f  

and a l l  t h e  i n v e r t s  t o  whom t h e  book i s  a d d r e s s e d - - f r o m  

the  t y r a n n y  o f  t h e  mask.
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CONCLUSION--HOMOSEXUALITY: A SEARCH FOR THE SELF

Le seul  drame qu i  v r a i - 
ment m ' i n t e r e s s e  e t  que 
j e  v o u d r a i s  t o u j o u r ?  a 
nouveau r e l a t e r ,  c ' e s t  
1e debat  de t o u t  S t r e  avec 
ce qui  I ' empSche d ' e t r e  
a u t h e n t i q u e ,  avec ce qu i  
s ' o p po se  a son i n t e g r i t e ,  
a son i n t e g r a t i o n .  L ' o b ­
s t a c l e  e s t  l e  p l u s  souven t  
en 1ui -mSme. Et t o u t  1e 
r e s t e  n ' e s t  q u ' a c c i d e n t .

(G id e ,  J ou rn a l  
3 j u i 11e t ,  1930)

For Genet t he  o n l y  t r u l y  
s i g n i f i c a n t  r e l a t i o n s h i p  
i s  t h a t  o f  a man v/i t h  h i m ­
s e l f .

( R i c h a r d  N. Coe)

H o m o s ex u a l i t y  was a theme o f  a n c i e n t  H e l l e n i c  l i t e r a t u r e  

because h o m o s e x u a l i t y  was a v i t a l  c o r n e r s t o n e  o f  t he  e n t i r e  

Greek e x p e r i e n c e .  The u r a n i a n  m o t i f  appeared l e s s  f r e q u e n t l y  

i n  Roman t i m e s ,  bu t  i t  was w i t h  C h r i s t i a n i t y ' s  condemnat ion  

t h a t  i t  d i s a p p e a re d  as a s u b j e c t  w o r t h y  o f  l i t e r a r y  c o n s i d e r ­

a t i o n .  The med ieva l  man d e f i n e d  h i m s e l f  i n  t e rms o f  God ' s  

commandments.  The Rena i ssance man, i n  h i s  r e b i r t h  t o  t h e  

b e a u t i e s  and v i c e s  o f  t h i s  e a r t h ,  began t o  seek h i s  j u s t i f i ­

c a t i o n  i n  r e f e r e n c e  t o  t h i s  e x t e r n a l  w o r l d .  He a t t e m p t e d  t o  

f i n d  h i s  meaning by l o o k i n g  ou tw a r d  and then  r e f l e c t i n g  upon
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h i s  own p l a c e  i n  t he  c o n t e x t  o f  t h i s  e x t e r i o r  r e a l i t y .  I n  

p r o b i n g  h i s  own soul  Monta igne  n e v e r t h e l e s s  had h i s  eye 

a l s o  on som e th ing  o u t s i d e  h i m s e l f ,  whe the r  t h e  customs o f  

c a n n i b a l s  o r  t h e  d i c t a  o f  Roman p h i l o s o p h e r s .

As man moved f u r t h e r  and f u r t h e r  away f r o m  th e  C h r i s t i a n  

cosmos,  t h e  i n i t i a l  r e l i g i o u s  t a bo o  a g a i n s t  i n v e r s i o n  became 

a l s o  a s o c i a l  one.  I t  c e r t a i n l y  was n o t  a s u b j e c t  f i t  f o r  

d i s c u s s i o n  among "honnStes  hommes".  There  a r e  no homosexual  

p r o t a g o n i s t s  i n  t h e  l i t e r a t u r e  o f  t h e  French c l a s s i c a l  age,  

no r  i n  t h a t  o f  t h e  c e n t u r y  wh i ch  f o l l o w e d  i t .  Man c o n t i n u e d  

t o  l o o k  ou tw a r d  and d e f i n e d  h i s  own n a t u r e  i n  r e f e r e n c e  t o  

o t h e r s ;  he was a s o c i a l  be in g  and t h e  l i t e r a r y  c h a r a c t e r  was 

t o  r e f l e c t  what  i s  common and u n i v e r s a l  t o  a l l  men.

I t  i s  w i t h  Romant i c i sm t h a t  t he  sea rch  f o r  a d e f i n i t i o n  

o f  t h e  s e l f  i s  t u r n e d  i n w a r d .  Whether  i t  i s  Rene on h i s  

c l i f f  o r  Mo’f s e  on h i s  mo un ta in  t o p ,  t h e  h e ro  l oo k s  w i t h i n  

h i m s e l f  f o r  an answer .  I t  i s  a t  t h i s  t i m e  t h a t  t h e  f i r s t  

seeds o f  h o m o s e x u a l i t y  as a l i t e r a r y  m o t i f  a re  sown. I n  

t h i s  r e s p e c t ,  i t  i s  no t  s u r p r i s i n g  t h a t  Ba l zac  i n c l u d e d  a 

homosexual  r e l a t i o n s h i p  w i t h i n  t h e  w o r l d  o f  La Cornedie 

huroai  n e : t h e  V a u t r i  n - L u c i e n  l i a i s o n ,  i f  no t  o v e r t ,  i s  

c e r t a i n l y  e v i d e n t .

Yet  i t  was t h e  s y m b o l i s t s  and decaden ts  v/ho o p e n l y  

used t h e  m o t i f  o f  i n v e r s i o n  f o r  t h e  f i r s t  t i m e  on a l a r g e



s c a l e  s i n c e  t h e  days o f  t he  Greeks .  I t  i s  i m p o r t a n t  t h a t  

i t  was t he s e  w r i t e r s ,  no t  t he  n a t u r a l i s t s ,  who e x p l o i t e d  

u r a n i s m .  I f  Zo la  d e s c r i b e d  a l e s b i a n  r e s t a u r a n t  i n  Nana, 

he was d i s s u a d e d  f r o m  i n c l u d i n g  a ma jo r  homosexual  

c h a r a c t e r  i n  Les Rou qon -M ac qua r t . The " v i c e s "  o f  s o c i e t y  

pa rade t h r o u g h  n a t u r a l i s t  l i t e r a t u r e ;  a l c o h o l i s m ,  p r o s t i t u ­

t i o n  and i n s a n i t y  a r e  bu t  a f ew .  H o m o se xu a l i t y  i s  a lm o s t  

n o n - e x i s t e n t .  I t  i s  a m e a n i n g f u l  absence.  I f  t h e  n a t u ­

r a l i s t s  had i n c l u d e d  i n v e r s i o n  i n  t h e i r  t a b l e a u x ,  i t  i s  

p r o b a b l e  t h a t  t h e  u r a n i a n  m o t i f  wou ld  have been d i f f e r e n t l y  

used i n  t w e n t i e t h - c e n t u r y  l i t e r a t u r e .  I f  Zo la  had produced  

a work  o f  t he  s t a t u r e  o f  L 'Assommoi r  w i t h  h o m o s e x u a l i t y  as 

i t s  c o r e ,  i n v e r s i o n  m ig h t  have been r e l e g a t e d  t o  t h e  c a t e g o r y  

o f  " s o c i a l  e v i l "  and d i s a p p e a re d  as a p o w e r fu l  l i t e r a r y  theme 

A l c o h o l i s m  i s  t h e  s u b j e c t  o f  few ma jo r  l i t e r a r y  works  o f  our  

c e n t u r  y .

Mo reover ,  t h e  n a t u r a l i s t  he ro  was d e f i n e d  by t h e  f o r c e s  

o f  s o c i e t y  and n a t u r e ;  t h e  decadent  he ro  d e f i n e d  h i m s e l f .  

C o n s c i o u s l y  d e s i r i n g  t o  be d i f f e r e n t  and t o  a s s e r t  h i s  

i n d i v i d u a l i t y  a g a i n s t  bo th  d e t e r m i n i s m  and b o u r g e o i s  m o r a l i t y  

he c u l t i v a t e d  t h e  b i z a r r e .

S u f f i c e  i t  t o  say ,  t h e m a t i c a l l y ,  t h a t  t h e  
decadent  w r i t e r s  a r e  obsessed w i t h  h o m o s e x u a l i t y ,  
and t h a t  w h i l e  t h e  g r e a t  po e t s  i n  t h e  e r a  d i g n i f y  
a d e l i c a t e  theme i n  f i n e  v e r s e ,  t h e  1b a s - d e c a d e n t s 1 
m e re l y  poke ab ou t  i n  t h e  sewers and c e s s p o o l s .
They f e e l  t h e y  a r e  d e p i c t i n g  modern s o c i e t y  as i t
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i s ,  whereas i n  t r u t h  t h e i r  l u r i d  i m a g i n a t i o n  i s  
a l t e r n a t e l y  s u r p r i s i n g ,  humorous,  o r  b o r i n g .  But  
t h e i r  l i t e r a t u r e  n o n e t h e l e s s  rema ins  a s o c i a l  
document  and t h e i r  p r e o c c u p a t i o n  w i t h  t h e  p r o b -  
1ems o f  h o m o s e x u a l i t y  v e r y  r e a l . ^

Th rou gho u t  t h e  c o u r s e  o f  t he  n i n e t e e n t h  cen tu r y_man 

b reak  w i t h  God ("V7hen God d i e d ,  h o m o s e x u a l i t y  became 

p o s s i b l e " ,  t o  p a r a p h r a s e  I van  Karamazov)  g r a d u a l l y  l ed  

t o  t h e  demise o f  t h e  r e l i g i o u s  t a b o o .  At t h e  same t i m e  

t h e  a r t i s t ' s  d i v o r c e  f r o m  s o c i e t y  nega ted  t h e  s o c i a l  one .

The i n t e r e s t  i n  i n v e r s i o n  was,  on t h e  o t h e r  hand,  f o s t e r e d  

by t h e  nasc en t  s c i e n c e  o f  p s y c h o l o g y .  I n  an e f f o r t  t o  

d e f i n e  t h e  no rm a l ,  t h e  s t u d y  o f  t h e  abnormal  became a 

n e c e s s i t y .  The t h e o r i e s  o f  K r a f f t - E b i n g ,  M o l l ,  H i r s c h f e l d  

and o t h e r s ,  i n  a d d i t i o n  t o  t h e  s o c i o l o g i c a l  su r ve y s  made 

by such pe op le  as e a r l i e r ,  t h e  C h i e f  o f  t h e  P a r i s  P o l i c e ,  

were c o n s i d e r e d  by t h e i r  c o n t e m p o r a r i e s  as s a c r o s a n c t .

P r o u s t  h i m s e l f  was d e f i n i t e l y  a f f e c t e d  by them.

And then came P r o u s t  and Gide .  The cou rs e  o f  i n v e r s i o n  

as a l i t e r a r y  theme i n  t h e  t w e n t i e t h  c e n t u r y  was u n d e n i a b l y  

c h a r t e d  by two o f  t h e  g r e a t e s t  n o v e l i s t s  o f  i t s  o p e n i n g  

y e a r s .  Why d i d  t h e s e  two men d e c i d e - - a n d  d a r e - - t o  i n c l u d e  

ma jo r  homosexual  p r o t a g o n i s t s  i n  t h e i r  works? I n  d i s c u s ­

s i n g  P r o u s t ,  Edmond Buche t  g i v e s  an answer  wh i ch  wou ld  a l s o  

be a p p l i c a b l e  t o  G ide :



Si son oeuv re  se meut dans l e  m i l i e u  de 
Sodome e t  de Gomorrhe,  ce n ' e s t  n i  par  un 
coup d ' a ud a ce  ni  par  un coup de d e s e s p o i r ,  
mais s imp lement  pa rce  que ce m i l i e u  e t a i t  
l e  s i e n . ^

The f a c t  t h a t  bo th  men were i n v e r t s  i s  c e r t a i n l y  one ma jo r

re a s o n ;  t h e i r  works  a r e  i nd eed  a u t o b i o g r a p h i c a l .  But  i t  i s

t o o  s i m p l e  an e x p l a n a t i o n .  I n  a d d i t i o n  t h e  moment was r i p e

v7e have examined t he  f u r t i v e  g l i m p s e s  be h i nd  t he  u r a n i a n

c u r t a i n  i n  Ba l zac ,  B a u d e l a i r e ,  Rimbaud and t h e  d e c a d e n ts .

I t  was t i m e  f o r  t he  c u r t a i n  t o  be f u l l y  r a i s e d .

There i s  a t h i r d  r e a so n .  V/hatever  t h e  many d i f f e r e n c e

between t he  l i v e s  and works  o f  P r o u s t  and Gide ,  t h e y  a re

s i m i l a r  i n  t h a t  bo th  w r o t e  i n  o r d e r  t o  f i n d  t h e m s e l v e s .  I t

i s  t h i s  sea rc h  f o r  t he  s e l f  wh i c h  i s  t h e  d r i v i n g  f o r c e

b e h i n d  a l l  t h e i r  w r i t i n g s .  The q u e s t i o n  "Who am I?  must

be answered by l o o k i n g  i n w a r d ,  n o t  o u t w a r d .

Comme q u e l q u ' u n  qu i  c h e rc he  en t e n a n t  une larnpe,
L o i n  des o b j e t s  r e e l s ,  l o i n  du monde r i e u r ,
E l l e  a r r i v e  a pas l e n t s  pa r  une o b s c u r e  rampe 
J us q u 'a u  f on d  d e s o l e  du g o u f f r e  i n t e r i e u r . .  .3

As w o r t h y  descendan ts  o f  t h e  Romant ic  s u b j e c t i v i t y ,  P ro u s t  

and Gide f i n d  t h e  v e r y  n a t u r e  o f  s e x u a l i t y  i t s e l f  now t o  

be q u e s t i o n e d  and t hen  answered .  Because o f  t h e s e  w r i t e r s  

t h e m s e l v e s ,  i n  t h e  c r e a t i v e  l i t e r a t u r e  o f  o u r  c e n t u r y  

h o m o s e x u a l i t y  i s  no t  a r e l i g i o u s  q u e s t i o n  nor  a s o c i a l  one.
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I t  i s  a p e rs o n a l  one.  I n  a l l  o f  t he  works we have d i s ­

cussed,  t h e  u r a n i a n  m o t i f  I s  I n t i m a t e l y  l i n k e d  t o  t h e  

l a r g e r  qu e s t  f o r  s e l f - I d e n t i t y  and meaning I n  a w o r l d  

where e x t e r n a l  c r i t e r i a  a re  no l o n g e r  a c c e p t a b l e .

By h i s  v e r y  n a t u r e  a l o n e  t he  homosexual  c h a r a c t e r  

s t ands  f o r  a l l  "modern men" i n  two p r i m a r y  a r e a s .  F i r s t ,  

he i s  t h e  exemp la r  o f  t he  m y s t e r i o u s ,  e x o t i c  b e in g  who 

i s  d i f f e r e n t  f r o m  th e  norm, who i s  a l i e n a t e d  f r o m  t h e  

w o r l d ;  he i s  t h e  p a r i a h ,  t h e  o u t s i d e r ,  t h e  " e t r a n g e r " .

Second l y ,  he i s  t he  u n n a t u r a l  b e i n g ,  u p r o o te d  f r o m  t h e  

e a r t h ,  and e x c l u d e d  f r o m  t h e  r e c u r r i n g  c y c l e s  o f  t he  

n a t u r a l  w o r l d .  These two c h a r a c t e r i s t i e s  a r e  p a r t  o f  t he  

u r a n i a n  c h a r a c t e r  by t r a d i t i o n a l  d e f i n i t i o n .  Mo reove r ,  

i n  h i s  d e s i r e  t o  u n i t e  w i t h  a be in g  o f  h i s  own sex,  he i s  

t he  p r ime  r e p r e s e n t a t i v e  o f  t he  theme o f  t he  d o u b l e .  Le t  

us c o n s i d e r  each o f  t h e s e  t h r e e  a s p e c t s  i n  t h e  l i g h t  o f  

t h e  works a l r e a d y  d i s c u s s e d .

I f ,  i n  a l l  t h e  ma jo r  works  f r o m  Ba l zac  t o  Genet ,  t he  

moral  condemna t i on  o f  i n v e r s i o n  i s  a b s e n t ,  t h e  m y s t e r y  

and shadows o f  h o m o s e x u a l i t y  r e m a in .  I t  i s  V a u t r i n  

l e a d i n g  a man up t o  h i s  room i n  t h e  m i d d l e  o f  t h e  n i g h t ,

M a r c e l ' s  i n a b i l i t y  t o  see c l e a r l y  t he  m o t i v e s  beh ind  

C h a r l u s '  a c t i o n s  a t  Ba lb e c ,  Max's b i z a r r e  p u r s u i t  o f



W i l f r e d .  The homosexual  p r o t a g o n i s t  o f  t w e n t i e t h - c e n t u r y  

l i t e r a t u r e  i s  no t  t he  same as t h e  d e c a d e n t s '  homosexual :  

he i s  never  d i f f e r e n t  f o r  d i f f e r e n c e ' s  sake .  Oscar  W i l d e  

p e r f e c t e d  h i s  b i z a r r e n e s s  and r -eve led i n  i t s  un iqueness :

Le v i c e  de W i l d e  d e v i e n t . . . c e  que l ' i n c e s t e  f u t  
pour  Byron :  un p o i n t  d ' a p p u i  pour  a f f i r m e r  sa 

d i  f f e r e n c e . ^

T h i s  i s  no t  t he  case  w i t h  G ide ,  P r o u s t  o r  any o f  t h e i r  

c h a r a c t e r s .

P r o u s t  l i n k e d  t h e  u r a n i a n  m o t i f  t o  t hos e  o f  h i d i n g  

p l a c e s ,  t h e  t h e a t e r  and t h e  mask.  I n  Combray the  v e r y  

scene o f  t h e  b o y i s h  M i l e  V i n t e u i l  h i d de n  by p i l e s  o f  o v e r ­

c o a t s  i s  i t s e l f  i n t r o d u c e d  by t h e  m y s t e r i o u s  haw tho rn s .

We move f r o m  the  m y s te r y  o f  t h e s e  b l ossoms t o  t he  m y s te r y  

o f  the  g i r l - b o y ,  t hen  t o  t h e  m y s t e r i o u s  p l a y  o f  a sham 

sad i sm v i ewed by t h e  h i dden  n a r r a t o r .  R e c o g n i t i o n  comes 

o n l y  when M i l e  V i n t e u i l  moves i n t o  t he  l i g h t e d  room o f  

M o n t j o u v a i n ,  j u s t  as when C h a r l u s ,  c o n t r a r y  t o  h i s  h a b i t  

o f  v i s i t i n g  h i s  a u n t  i n  t h e  e v e n i n g ,  moves ac ross  t h e  

b r i g h t  s u n l i g h t  o f  t h e  Guermantes '  c o u r t y a r d .

The shadows o f  h o m o s e x u a l i t y  i n  t h e  works o f  J u l i e n  

Green a r e  l i k e  t h e  s furnato o f  a Le ona rdo  p a i n t i n g .  

C h a r a c t e r s  b l e nd  i n t o  t he  da rkn es s  o r  emerge o n l y  p a r t l y  

f r o m  i t .  And perhaps  t he  g r e a t e s t  m y s t e r y  o f  a l l  i s  t h a t
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o f  t h e  u n c o n s c i o u s ,  o f  t h e  homosexual  who does no t  r e a l i z e  

h i s  own c o n d i t i o n .  W i t h o u t  knowing  t h e  works  o f  F reud ,

Gide used t he  theme o f  l a t e n t  h o m o s e x u a l i t y  t o  d e s t r o y  

t h e  co n ce p t  o f  a p o w e r f u l  w i l l  wh i ch  b e l i e v e s  i t  can 

c o n t r o l  i t s  own d e s t i n y .  The h o m o s e x u a l i t y  o f  L * Immora1i  s t e , 

l i k e  t h a t  o f  Death  i n  V e n i c e , i s  as s t r o n g  a f o r c e  as p a s s i o n  

chez B a l z a c ;  i t  i s  even more n e f a r i o u s  i n  t h a t  i t  i s  unknown 

and c o m p l e t e l y  u n c o n t r o l l a b l e .

The theme o f  t he  mask i s  r e l a t e d  t o  t h i s  m y s t e r i o u s  

q u a l i t y  o f  i n v e r s i o n .  Because o f  t he  young M a r c e l ' s  i n ­

a b i l i t y  t o  comprehend Char i  u s '  m y s t e r i o u s  a c t i o n s ,  he i s  

l e d  f u r t h e r  i n t o  h i s  qu es t  t o  d i s c o v e r  t h e  t r u e  i d e n t i t y  

o f  t h i s  e n i g m a t i c  gen t l eman  who wears so many d i s g u i s e s .  For 

t h e  n a r r a t o r  i t  i s  a p o s i t i v e  s t i m u l u s .  But f o r  Cha r l u s  h i m ­

s e l f  t h e  masks a r e  d e v a s t a t i n g ;  t h e  n e c e s s i t y  t o  l i v e  a l i e  

d e s t r o y s  h im.  The homosexual  must  remain  masked,  and t h e r e ­

f o r e  an i n a u t h e n t i c  b e i n g ,  u n t i l  he h i m s e l f  f r e e l y  chooses 

t o  wear i t  o r  n o t .  None o f  t h e  P r o u s t i a n  homosexual s  

r each  t h i s  l i b e r a t e d  s t a t e ,  no r  does G i d e ' s  S a u l ,  l /e must  

w a i t  f o r  D i v i n e  t o  f l a u n t  her  i n v e r s i o n  i n  t h e  w o r l d ' s  f a c e ;  

i t  i s  she who a c c e p ts  t h e  condemnat i on  o f  h o m o s e x u a l i t y  and 

who uses i t  t o  r each  he r  own g l o r y .  I n  her  r e v o l t  she i s  

su rpassed  o n l y  by O u e r e l l e  who, " c l o t h e d "  i n  t h e  coa l  d u s t
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and i n  t h e  f o g  o f  B r e s t ,  uses p o s i t i v e l y  bo th  t h e  m ys te r y  

and t h e  mask o f  i n v e r s i o n  t o  become the  t r u l y  l i b e r a t e d  man.

The homosexual  c h a r a c t e r  i s  a l s o  t h e  most  f o r c e f u l  

example o f  modern man c u t  o f f  f r o m  t h e  c y c l e s  o f  n a t u r e ,  

f r o m  t h e  c o n t i n u i n g  f l o w  o f  l i f e .  He i s  t he  a r c h e t y p a l  

m u t a n t .  D i f f e r e n t  f r o m  th e  h e t e r o s e x u a l  c ou p le  wh i ch  

p roduced  h im,  he i s  a t  t h e  same t i m e  un ab le  t o  r e c r e a t e  

h i s  own k i n d .  He i s  a symbol o f  man seve red  f r o m  the  

r o o t s  o f  t h e  p a s t  and l a c k i n g  t he  seed ( i n  a p s y c h o l o g i c a l  

sense)  t o  i m p r eg n a t e  t h e  f u t u r e .

P r i m i t i v e  pe op le s  have an ambiguous a t t i t u d e  t oward  

the  be in g  who m a n i f e s t s  a b reak  w i t h  t he  n a t u r a l  o r d e r :  

he i s  l ooked  upon e i t h e r  w i t h  a d o r a t i o n  o r  w i t h  h o r r o r . - 

The c o n c e p t i o n  o f  d i v i n i t y  as b i s e x u a l ,  as be in g  a b l e  t o  

f e r t i l i z e  i t s e l f  and c r e a t e  t h e  w o r l d  i s  absen t  f r o m  the  

p o s t - H e l 1e n i c  mind .  I t  i s  c e r t a i n l y  t h e  h o r r i f i c  a s p ec t  

wh ich  has domina ted  Europe s i n c e  Et .  P a u l ' s  condemna t i on  o f  

h o m o s e x u a l i t y .  The s t e r i l i t y  o f  B a u d e l a i r e ' s  l e s b i a n s  was 

r e i t e r a t e d  by t h e  f i n - d e - s i e e l e  w r i t e r s  who used homosexual  

p r o t a g o n i s t s  t o  r e p r e s e n t  bo th  t h e  u n n a t u r a l  ness and t he  

u p ro o te d n e s s  caused by t h e  i n d u s t r i a l  changes i n  modern 

soc i  e t  y .

P r o u s t ,  s t r e s s i n g  so o f t e n  t h e  p a t h o l o g i c a l  n a t u r e  o f



i n v e r s i o n ,  encouraged most r e a d e r s  and c r i t i c s  t o  m a in ­

t a i n  t h e i r  c o n c e p t i o n  o f  i n v e r s i o n  as a s i c k n e s s .  Yet 

Swann's l o v e  i s  no h e a l t h i e r  than  C h a r l u s . ' ;  t h e  b e a u t i f u l  

haw thorns  s u r ro u nd  M i l e  V i n t e u i l  as w e l l  as G i l b e r t e .

The f e r t i l i z a t i o n  o f  t he  o r c h i d  by t h e  bee l eads  t o  one o f  

t he  more p o s i t i v e  and p r o d u c t i v e  r e l a t i o n s h i p s  o f  A 1 a 

r e c h e r c h e . P r o u s t ' s  n a t u r e  image ry  i n f u s e s  h o m o s e x u a l i t y  

as w e l l  as h e t e r o s e x u a l i t y ;  t he  one i s  no l e s s  " n a t u r a l "  

t han  t he  o t h e r .

Gide i s  t he  s t r o n g  d e f e n d e r  o f  t h e  c om p l e t e  n a t u r a l ­

ness o f  homosexual  d e s i r e .  I n  t h i s  r e s p e c t  he r e a c t s  

a g a i n s t  t h e  d e c a d e n t s '  c o n c e p t i o n  o f  t h e  i n v e r t .  Even 

b e f o r e  t h e  m i l i t a n t  p r e s e n t a t i o n  o f  t h i s  t h e s i s  i n  Co ryd on , 

he f i n d s  n o t h i n g  n e g a t i v e  i n  M i c h e l ' s  r e b i r t h  t o  h e a l t h  

i n  sun -d r enc he d  oases o f  B i s k r a ;  B a c h i r ,  L o s s i f  and 

La c hm i - - an d  M i c h e l ' s  response  t o  t h e m - - a r e  a l l  " g o o d " .

As we have seen,  i t  i s  o n l y  when he c a v o r t s  w i t h  t h e  i n ­

ces tu ou s  and debauched- - t h e  u n n a t u r a l - - b o y s  o f  l a  M o r i n i e r e  

t h a t  h i s  own c o r r u p t i o n  becomes e v i d e n t .  The G i d i a n  b e l i e f  

t h a t  i n v e r s i o n  i s  a n a t u r a l  and p r o d u c t i v e  u r ge  i s  a l s o  

r e f l e c t e d  i n  t he  p o s i t i v e  r e s u l t s  o f  t h e  E d o u a r d - 0 1 i v i e r  

l i a i s o n .  And t h e r e  i s  a l s o  t h e  b e a u t i f u l  M i n o t a u r  r e s t i n g  

on h i s  bed o f  p e t u n i a s ,  b u t t e r c u p s ,  t u l i p s ,  j o n q u i l s  and 

c a r n a t i o n s .
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There i s  an even g r e a t e r  p r o f u s i o n  o f  f l o w e r s  i n  

G e n e t ' s  n o v e l s .  The men become " f 1o w e r - g i r 1s n when t h e y  

change t h e i r  names, t h e  s c e n t  o f  v i o l e t s  permeates  D i v i n e ' s  

dea th  chamber ,  Harcarnone's  c h a i n s  m i r a c u l o u s l y  become a 

g a r l a n d  o f  r o s e s .  But d i f f e r e n t  f r o m  Gide and P r o u s t ,

G e n e t ' s  f l o w e r s  a re  a l m o s t  a lways  c u t .  Genet  does not  

d e s i r e  t o  sy m b o l i z e  t h e  n a t u r a l n e s s  o f  h o m o s e x u a l i t y ,  bu t  

r a t h e r  t o  show how i t  must  be use d .  Cut l i v i n g  f l o w e r s  

( t h e y  a r e  never  a r t i f i c i a l )  a r e  a r r a n g e d ,  d i s p l a y e d  and 

l ooked  a t .  One uses them as t h e  homosexual  uses h i s  

i n v e r s i o n :  t o  p r oduce  a d i s p l a y  pe rhaps  even more b e a u t i f u l  

t han  f l o w e r s  wh i ch  grow o r g a n i c a l l y  f r o m  th e  s o i l .

I f  t he  homosexual  c h a r a c t e r  i s  p r e c l u d e d  f r o m  r e p r o ­

du c i n g  h i m s e l f  and f r o m  c r e a t i n g  p r o g e n y ,  t he  f o r c e  t o  

c r e a t e  i s  n o n e t h e l e s s  p r e s e n t .  The p a th s  wh i ch  remain 

open a r e  two:  t he  c r e a t i o n  o f  a work  o f  a r t  o r  t h e  c r e a t i o n  

o f  a n o th e r  i n d i v i d u a l  s i m i l a r  t o  o n e s e l f .  The l a t t e r  was 

f o r c i b l y  p r e s e n te d  by Ba l zac  i n  V a u t r i n ' s  w i sh  t o  become a 

" f a t h e r "  t o  a new L u c i e n  de Rubempre,  and i s  echoed i n  

C h a r l u s '  m e n t o r s M p  ov e r  More l  and Edoua rd ' s  ov e r  O l i v i e r .

Th i s  "way "  never  succeeds c o m p l e t e l y :  i f  Edouard does have 

a b r i e f  e f f e c t  on h i s  nephew, C h a r l u s  causes l i t t l e  change 

i n  M o re l ,  and i t  i s  V a u t r i n ,  more t ha n  L u c i e n ,  who i s
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molded by t h e i r  l i a i s o n .

C e r t a i n l y  i t  i s  t he  way o f  a r t  t h a t  t h e  homosexual  

a u t h o r s  Gide ,  P r o u s t  and Genet chose ;  Edouard and D i v i n e  

do l i k e w i s e .  I n  w r i t i n g  h i s  nove l  Marcel  succeeds  whereas 

C h a r l u s  f a i l s  i n  h i s  c h o i c e  o f  t he  "way"  o f  t h e  homosexual

w o r l d .  I t  i s  D i v i n e  who i s  a com p le te  success :  he r  work

o f  a r t  i s  her  l i f e  and,  i n  t h e  b a r g a i n ,  she a l s o  becomes a

s a i n t .  Aga in  we r e t u r n  t o  t he  theme o f  t h e  r e a l i z a t i o n

o f  t h e  s e l f - - w h i c h  i n  i t s e l f  i s  c r e a t i o n .  P r o u s t  t he  homo­

sexua l  t u r n e d  t o  a r t  and c r e a t e d  b o th  a nove l  f o r  p o s t e r i t y  

and a co m p l e t e  s e l f - - i n  bo th  r e s p e c t s  a n n i h i l a t i n g  Time.

D i v i n e  c r e a t e d  f i r s t  her  l i f e ;  her  ass u mp t i o n  i n t o  heaven 

t hen  p l a c e s  her  i n  t he  r e a l m  o f  t he  e t e r n a 1 - - 1 i k e w i s e  

beyond Time.

L ' a t t r a i t  homosexue l ,  c ' e s t  l a  s e d u c t i o n  
e x e r c e e  par  1 ' image i d e a l e  de nous-mf imes,  par  
l a  f o rme  de n o t r e  i n c o n s c i e n t ,  quand e l l e  se 
m a n i f e s t e  dans un a u t r e .  Le p l a i s i r  que nous 
p r o c u r e  l a  vue de q u e l q u ' u n  do n t  l es  t r a i t s ,  
l e s  g e s t e s ,  l e  s t y l e  de v i e  e x p r i m e n t  b i e n  un 
a s p e c t  ou 1 ' a u t r e  de nos c o n f l i t s  e s t  d ' o r d r e  
a r t i s t i q u e ,  mais i l  se s i t u e  en b o rd u re  de 1a 
s e x u a 1i  t e . .  . 6

The sea rch  f o r  t h e  d o u b l e ,  " d ' o r d r e  a r t i s t i q u e " ,  i n c l u d e s  

bo th  c r e a t i o n  and s e l f - r e a l i z a t i o n .  I t  i s  n o t  t h e  Romant ic  

theme o f  t h e  d o u b l e ,  used by such w r i t e r s  as A l f r e d  de 

Musset  and E. T.  A. Ho f fmann .  ‘ These w r i t e r s ,  i n  p o s t u l a t i n g



bo th  a s e l f  and shadow s e l f ,  w i shed  t o  b reak  w i t h  t h e  

C a r t e s i a n  v i e w  o f  man as a who le  and s i n g l e  p e r s o n a l i t y .

The homosexua l ,  on t h e  o t h e r  hand,  reaches  ou t  t o  a n o th e r  

o f  h i s  own sex ,  t h e r e b y  a t t e m p t i n g  t o  a c h i e v e  a u n i t y  

wh i ch  i s  r e m i n i s c e n t  o f  t h e  Greek co nc ep t  o f  t h e  comp le ted  

an d ro gyn e .  I n  t h i s  r e s p e c t ,  t h e  homosexual  s t ands  between 

t h e  h e t e r o s e x u a l  man who, i n  s e a r c h i n g  f o r  a woman, t r i e s  

t o  u n i t e  w i t h  t h a t  wh i c h  i s  d i f f e r e n t  f r o m  h i m s e l f ,  and 

t h e  n a r c i s s i s t  who a t t e m p t s  t o  c o i n c i d e  w i t h  h i s  e x a c t  

d o u b l e .  The theme i s  hand led  d i f f e r e n t l y  by each o f  t h e  

a u t h o r s  we have s t u d i e d ,  and r e f l e c t s  t h e i r  own c o n c e p t i o n s  

o f  what  a homosexual  r e l a t i o n s h i p  i s .

P r o u s t  and Genet ,  b e l i e v i n g  i n  t he  "homme-femme" 

p e r s o n a l i t y  s t r u c t u r e  o f  t h e  homosexual ,  a re  c l o s e r  t o  t he  

t r a d i t i o n a l  h e t e r o s e x u a l  p a t t e r n .  C h a r l u s  i s  a t t r a c t e d  by 

t he  m a s c u l i n i t y  o f  Morel  as D i v i n e  i s  by t h a t  o f  M ignon :  

t h e y  see t hems e l ve s  as f e m i n i n e  and l oo k  f o r  m a s c u l i n i t y  

t o  complement  t h e m s e l v e s .  The homosexual  d o u b l e  as a 

r e f l e c t i o n  o f  o n e s e l f  i s  c o n s e q u e n t l y  much l e s s  p ronounced 

i n  t h e i r  w o r k s ,  p r e c i s e l y  because i t  i s  based on t h e  t i m e -  

honored  sexua l  p o l a r i t i e s .

I t  i s  i n t e r e s t i n g  t h a t  bo th  Genet  and P r o u s t ,  i n  

t h e i r  g r a f t i n g  o f  h e t e r o s e x u a l  p a t t e r n s  o n t o  t h e  homosexual  

w o r l d ,  evoke p a s t  ages i n  wh i ch  a r e l i g i o u s  o r i e n t a t i o n  was 

pa ramoun t :  P r o u s t ,  t h e  B i b l i c a l  s t o r y  o f  Sodom and Gomorrah
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Genet ,  t h e  med ieva l  w o r l d  o f  s a i n t s ,  s i n n e r s  and m i r a c l e s .

Both  Juda i sm and C h r i s t i a n i t y  condemn i n v e r s i o n  as b e i n g  

a g a i n s t  t h e  " n a t u r a l "  un ion  o f  man and woman. I n  none o f  

t h e  works  o f  P r o u s t  o r  Genet i s  t h e r e  l a s t i n g  u n i o n  between

two  men. P ro u s t  f i n d s  h i s  s a l v a t i o n  a l o n e ,  i n  a r t ,  whereas

t h e  j o i n i n g  o f  Ri ton  and E r i k ,  a l t h o u g h  pu re  and a b s o l u t e ,  

i s  f o l l o w e d  i m m e d i a t e l y  by mu rd e r .  The s a l v a t i o n  o f  

G en e t ' s  c h a r a c t e r s  i s  a lways  f ound  i n  s o l i t u d e .

G re en ' s  heroes  l o o k  f o r  t h e i r  do u b le  i n  a man who 

i s  a l m o s t  c o m p l e t e l y  s i m i l a r  t o  t h e m s e l v e s .  He approaches  

t h e  n a r c i s s i s t i c  p o l e .  Denis does no t  r e a l i z e  t h a t  he

lo v e s  and 'wants t o  u n i t e  w i t h  h i s  c o u s i n  u n t i l  b o th  o f  them

a r e  o r p h a n s .  L i e u t e n a n t  V/ iczewski  s t a t e s  t h a t  he f i r s t  

saw E r i k  MacClure  as h i m s e l f .  They i n  no way see them­

selves.  as f e m i n i n e ;  t h e  "homme-femme" f i x a t i o n  i s  e n t i r e l y  

a b s e n t .  Both o f  these  c h a r a c t e r s  t r y  t o  c o i n c i d e  w i t h  

t h e i r  doub les  t o  escape l o n e l i n e s s .  But  a t  t h e  same t i m e  

t h e y  ca n no t  become n a r c i s s i s t s  because s o l i t u d e  i s  t e r r i f y i n g  

f o r  them.  They a l s o  f a i l  i n  u n i t i n g  w i t h  t h e i r  d o u b l e s ;

D e n i s '  f i n a l  d e s p a i r  and W i c z e w s k i ' s  s u i c i d e  a r e  t he  t r a g i c  

consequences o f  t h i s  a t t e m p t  t o  f i n d  t h em se l ve s  t h r o u g h  a 

homosexual  d o u b l i n g .  I t  i s  o n l y  i n  t h e  l a t e r  Chaque homme 

dans sa n u i t  t h a t  the d o u b l i n g  w i t h  C h r i s t  b r i n g s  a l a s t i n g  

p e a c e .
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I t  i s  a lways  an age d i f f e r e n c e  wh i c h  s e p a r a t e s  S i d e ' s  

homosexual  p a r t n e r s .  The o b j e c t  o f  a t t r a c t i o n  i s  a you th  

- - a n d  w i t h  you th  i t s  a t t r i b u t e s  o f  bea u ty  and h e a l t h .  The 

"man-woman" t h e o r y  was anathema t o  t h i s  p e d e r a s t  and i n  

h i s  works  he chose t h e  w o r l d  o f  a n c i e n t  Greece as h i s  

remembered p a s t  t i m e - - n o t  t h e  C h r i s t i a n  w o r l d .  The l a t t e r ,  

r e p r e s e n t e d  by t h e  Pens ion  V e d e l - A z a i s ,  i s  t h e  a rena  o f  

h y p o c r i s y ,  f a t u i t y  and t he  s u i c i d e  o f  t he  i n n o c e n t  B o r i s .

The Greek i d e a l  o f  m e n t o r - p u p i l  i s  c l o s e s t  t o  t he  c e n t e r  

o f  t he  l i n e  drawn between t h e  h e t e r o s e x u a l  p o l e  and t he  

n a r c i s s i s t i c  one .  I t  i s  t h e  most  p u r e l y  homosexual  o n e - -  

and t he  one wh ich  comes c l o s e s t  t o  p e r f e c t i o n  o f  a l l  t h e  

r e l a t i o n s h i p s  c o n s i d e r e d  i n  t h i s  s t u d y .  There  i s  un io n  

between Edouard and O l i v i e r ,  t r a n s i t o r y ,  bu t  f r u i t f u l .

W i t h i n  t he  c o n t e x t  o f  t h e  d o u b l e ,  t he  c o n t e x t  o f  f i n d i n g  

o n e s e l f  t h r o u g h  u n io n  w i t h  a n o t h e r  human b e i n g  o f  t he  same 

sex ,  Les Faux-Monnayeurs  g i v e s  t h e  most  co m p le te  and 

s u c c e s s f u l  p i c t u r e .

Marcel  P r o u s t ,  Andre Gide and Jean Genet  a re  t h e  

t h r e e  w r i t e r s  who t o o k  t h e  s p o r a d i c a l l y - u s e d  u r a n i a n  m o t i f  

and r a i s e d  i t  t o  a p l a c e  o f  p rom inence i n  t w e n t i e t h - c e n t u r y  

l i t e r a t u r e .  Because o f  them i n v e r s i o n  became a s u b j e c t
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p o s s e s s i n g  s e r i o u s  l i t e r a r y  v a l u e .  I n  t h e i r  use o f  t h i s  

theme,  G ide  i s  t h e  c l a s s i c i s t ,  P r o u s t  t h e  r e a l i s t ,  Genet 

t h e  r o m a n t i c i s t .  I t  was P r o u s t ,  no t  Z o l a ,  who p a i n t e d  t h e  

f r e s c o  o f  t h e  homosexual  s u b - c u l t u r e .  I t  was he who d e p i c ­

t ed  t he  homosexual  o f  d i f f e r e n t  ages and v a r i o u s  m i l i e u x ;  

h i s  a n a l y s i s  was b o th  s o c i a l  and p s y c h o l o g i c a l .  I t  i s  

pe rhaps  u n f o r t u n a t e  t h a t  he had a " p a r t i  p r i s " ,  bu t  h i s  

f i n a l  p i c t u r e  i s  u l t i m a t e l y  a n e u t r a l  one,  no more n e g a t i v e  

t ha n  h i s  p o r t r a i t  o f  h e t e r o s e x u a l i t y .

Gide and Genet  worked on s m a l l e r  canvases .  G i d e ' s  

p a i n t i n g s  a r e  a l ’-'ays sober ,  wel  1 - o u t  1 i ned,  and l a c k  any 

sensua l  a p p e a l .  D e s c r i p t i v e  e l e me n t s  a r e  ab se n t  as i s  any 

l o v e  wh i ch  comes s o l e l y  f r o m t h e  h e a r t ;  r a t h e r  i s  t h e r e  

what  Pi er  r e - O i i  n t  c a l l s  t he  " d e p o e t i  s a t i o n  de 1 ’ am our "7 .

G i d e ' s  s e l f - a p p o i n t e d  r o l e  as t h e  d e fe n d e r  o f  n a t u r a l  and 

c l a s s i c a l  Greek l o v e  was never  r e f l e c t e d  i n  any o f  h i s  

f i c t i o n a l  w o r k s ;  t h e r e  i s  no m i l i t a n t  homosexual  p r o t a g o n i s t ,  

no Menalque o f  i n v e r s i o n .  Yet  i t  i s  n o t  s u r p r i s i n g :  t he  

q u e s t i o n  o f  when and how t o  p u b l i s h  Corydon was c a r e f u l l y  

and s y s t e m a t i c a l l y  t h o u g h t  o u t .  And t h e r e  was a lways  

M a d e le i n e ,  who rema ined G i d e ' s  i d e a l  l o v e  and,  a t  t h e  same 

t i m e ,  a r e a l  p re sen ce  i n  h i s  l i f e .  Recause she was t h e r e ,

Gide was never  f o r c e d  t o  p l u n g e  i n t o  t h e  l ower  dep ths  o f
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i n v e r s i o n .  Consequen t l y  h i s  homosexual  c h a r a c t e r s  do no t  

move us as p r o f o u n d l y  as do t h o s e  o f  P r o u s t  o r  Genet .

There i s  a lways  c o n t r o l ,  never  deep a n g u i s h .

I f  Gide i s  t h e  P o u s s i n  o f  homosexual  l i t e r a t u r e ,

Genet i s  i t s  D e l a c r o i x .  As D e l a c r o i x  used p a i n t  i t s e l f ,

Genet used p h y s i c a l  s e n s u a l i t y  t o  evoke a response wh i ch  

he w i l l f u l l y  w i shed t o  be s h o c k i n g .  One i s  e i t h e r  r e p u l s e d  

o r  e n t h r a l l e d  by h i s  n o v e l s ;  t h e r e  i s  no " j u s t e  m i l i e u " .

I t  i s  a na r row homosexual  w o r l d  t h a t  Genet p a i n t s ,  bu t  i t  

i s  a lways  c o l o r f u l  and e x o t i c .  Mo reover ,  h i s  c h a r a c t e r s  

a re  i n  a c o n s t a n t  and c o m p u l s i v e  search f o r  t h e i r  pure 

essences ,  v i a  t he  road  o f  ex t reme  e x i s t e n t i a l  a c t i o n .

Both l o v e  and d e g r a d a t i o n  must  be u n t a r n i s h e d .  A l l  t h r e e  

a u th o r s  searched f o r  t h e i r  own meaning t h r o u g h  t h e i r  

w r i t i n g s ,  but  w i t h  Genet  and h i s  c h a r a c t e r s  t he  ques t  becomes 

f r a n t i c .  "The o n l y  a m b i t i o n  o f  Gene t ' s  p r o t a g o n i s t s  i s  t o  

be seen o r  t o  see t h em se l ve s  i n  t h a t  d a z z l i n g  l i g h t  con-
p

f e r r e d  by s e l f - r e a l i z a t i o n . " - ’

A l l  t h r e e  a u t h o r s  d e p i c t e d  a Bac cha na l i an  scene i n  

one o f  t h e i r  w o rk s .  V/e can i m m e d i a t e l y  g rasp t h e i r  

r e s p e c t i v e  responses t o  t h e  homosexual  " c o n d i t i o n  humaine"  

by l o o k i n g  a t  them t h r o u g h  t h e  eyes o f  D i o n y s i u s .  For 

Genet t he  r o m a n t i c i s t ,  R i t o n  f i n d s  g l o r y  and f u l f i l l m e n t



i n  t he  supreme l o v e - d e a t h  moment w i t h  E r i k  on t h e  r o o f t o p s  

o f  P a r i s .  For Gide t h e  c l a s s i c i s t ,  Edouard,  on t h e  c o n ­

t r a r y ,  is. r e v o l t e d  by t h e  o r g i a s t i c  o v e r t o n e s  o f  P a s s a v a n t ' s  

p a r t y ,  t a k e s  O l i v i e r  away f r o m  i t ,  and ca re s  f o r  h im u n t i l  

he i s  w e l l  enough t o  de ve l op  i n  a sane and c o n t r o l l e d  manner 

And f o r  P r o u s t  t h e  r e a l i s t  t h e r e  i s  C h a r l u s  i n  h i s  own 

b r o t h e l ,  c ha in ed  t o  a bed and wh ipped by t h e  h i r e d  M a u r i c e .  

He 'wishes t o  r e ach  a moment o f  e c s t a s y ,  bu t  he ca n no t  

because M a u r i c e  i s  no t  w i l d  enough.  I f  C h a r l u s  d e s i r e s  

h i s  pu re  moment o f  sexua l  b l i s s ,  h i s  young t o r t u r e r  i s  t o o  

r e a l ,  n o t  s a d i s t i c  enough t o  g i v e  i t  t o  h im.  For P r o u s t ' s  

homosexua l s  t h e  h o p e d - f o r  i d e a l  i s  never  r eached because o f  

t h e  imp ingement  o f  e v e r - p r e s e n t  r e a l i t y .

N e i t h e r  P r o u s t ,  Gide nor  Genet p roduced  a f i c t i o n a l  

work i n  wh i ch  i n v e r s i o n  was t h e  c e n t e r  and o n l y  r e a l  c o n ce rn  

as i t  i s  i n  £. M. F o r s t e r ' s  Maur i  c e . None o f  t h e  homosexual  

r e l a t i o n s h i p s  i n  any o f  t h e  works  f r o m  Ba l zac  t o  Genet  

r eaches  a p u re  and l a s t i n g  a p o t h e o s i s .  There i s  no A c h i l l e s  

P a t r o c l u s  d e v o t i o n  beyond d e a t h ,  no p o w e r f u l  g l o r i f i c a t i o n  

o f  a d u l t  male comradesh ip  as i n  Whi tman.  Nor i s  t h e r e  any 

s u g g e s t i o n  t h a t  h o m o s e x u a l i t y  may be n o t h i n g  bu t  an a s p e c t  

o f  an " o m n i s e x u a 1i t y "  as Hesse,  i n f l u e n c e d  by E a s te r n  c o n ­

c e p t s ,  evoked i n  Steppenwol  f .



For t he  French w r i t e r  t h e r e  i s  a lways  t h e  d i f f e r e n c e  

between one homosexual  p a r t n e r  and t h e  o t h e r ,  whe the r  

"man-woman" o r  " m e n t o r - p u p i  1 " .  'Whi tman's  e q u a l i t y  i s  

m i s s i n g ,  as i s  Hesse ' s  u n i v e r s a l i t y .  I f  t h e  t aboo  was 

b r o ke n ,  t h e  b a s i c  d u a l i t y  was n o t .  M i gh t  we no t  c a l l  

t h i s  " t h e  F rench p o s i t i o n " ?  I s  t he  l i n g e r i n g  p resence  o f  

t h i s  f undamen ta l  d u a l i t y  due t o  t h e  Roman c a t h o l i c  

c o n c e p t i o n  o f  man? I s  i t  due t o  t h e  g r e a t  i m p o r t a n c e  o f  

man as a s o c i a l  b e i n g ,  so imbedded i n  French  t h o u g h t  

s i n c e  t he  days o f  V e r s a i l l e s ?  I s  i t  due t o  the  p e d e s t a l  

on wh i c h  woman was p l a c e d  s i n c e  t he  days o f  t he  t r o u b a d o u r s  

One can o n l y  s p e c u l a t e ,  bu t  a l t h o u g h  t h e  Chu rch ,  t h e  s o c i a l  

m i r r o r s  and t h e  f e m i n i n e  m y s t i q u e  were smashed d u r i n g  t h e  

co u rs e  o f  t he  n i n e t e e n t h  c e n t u r y ,  t h e y  a r e  perhaps so 

i n g r a i n e d  i n  t h e  F rench  "^me"  t h a t  t h e y  canno t  be e n t i r e l y  

e r a d i c a t e d .  I t  i s  w i t h  an ' ' .nglo-Saxon " s o u l "  t h a t  

Whi tman,  F o r s t e r  and Hesse 'w ro te .  G i d e ' s  P r o t e s t a n t  up­

b r i n g i n g  and Gre en ' s  Amer ican  r o o t s  remove them more f r o m  

t h e  d u a l i s t i c - - g o o d - e v i 1, s o c i a l  man— s o l i t a r y  man, man- 

woman- - concep ts  o f  P ro u s t  and Genet .

Yet  t h e  l a t t e r  seduce us more.  G i d e ' s  c o n t r o l l e d  

and sober  use o f  t he  u r a n i a n  m o t i f  en ab le s  us t o  p e r c e i v e  

and a p p r e c i a t e  h i s  i d e a l - - b u t  a lways  c a l m l y ,  f r om the
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o u t s i d e ,  w he th e r  h o m o s e x u a l i t y  i s  l a t e n t  o r  b l a t a n t ,

G ide  never  c a l l s  upon us t o  make more t h a n  a menta l  

r e s p o n s e .  Vie l o o k  upon u r an i s m  i n  G i d e ' s  work  as we l ook  

upon t h e  Hermes o f  P r a x i t e l e s - - a s  b e a u t i f u l ,  ha rmon ious  

and c o n t r o l l e d .  But  as a d m i r e r s  o f  c l a s s i c a l  f o r m ,  we do 

n o t  w i sh  t o  r e ach  o u t  and t ouc h  i t ;  we do n o t  become 

i n v o l v e d .

P r o u s t  does no t  g i v e  us the c h o i c e .  He draws us i n t o  

h i s  w o r l d  s u b l i m i n a l 1y . Caught  a t  f i r s t  by t he  b e a u t y  

and l y r i c a l  m y s t e r y  o f  t h e  cosmos wh i c h  i s  Combray,  we 

a r e  t hen l ed  i n t o  t he  h e a r t  o f  h o m o s e x u a l i t y  v i a  t h e  

i n t e r l o c k i n g  and da rk  c o r r i d o r s  o f  masks,  e n i g m a t i c  eyes ,  

con ce a l m en ts  and d i s g u i s e s .  I f  we t a s t e  t h e  t e a -s o a k e d  

m a d e l e i n e ,  we a l s o  i n h a l e  t h e  pungent  odor  o f  t h e  haw tho r ns  

be h i nd  wh i ch  Ch a r l u s  f i r s t  s tands ,  and we hear  t h e  c r a c k i n g  

o f  wh ips  as t h e  baron l i e s  cha ined  i n  h i s  House o f  I l l u s i o n .

We f o l l o w  h i m - - a n d  M i l e  V i n t e u i l ,  M o r e l ,  J u p i e n ,  V a u g o u b e r t ,  

S a i n t - L o u p  and so many o t h e r s - - i n t o  t h a t  w o r l d  o f  s i c k n e s s  

wh i ch  i s  h o m o s e x u a l i t y ,  bu t  wh i ch a l s o  l eads  them,  and us ,  

t o  t h e  a b s o l u t e  and l i f e - g i v i n g  b e au ty  o f  V i n t e i r i l ' s  

S e p t e t .  As P r o u s t  weaves t h e  u r a n i a n  m o t i f  i n t o  h i s  t a p e s t r y ,  

so does he weave us i n t o  t h e  homosexual  w o r l d .  We a r e  

cau gh t  by t he  g r e a t  f i c t i o n a l  c r e a t i o n  o f  C h a r l u s :  we c a n n o t



r e j e c t  h im as an a b n o r m a l i t y ,  we must  a c c e p t  h im as a 

man. V.'e see him as a q u i x o t i c  h e ro  and e m p a t h i z e  w i t h  h im 

i n  h i s  t r a g e d y .  But  i t  i s  p r e c i s e l y  because o f  t h a t  t r a g e d y  

t h a t  we u l t i m a t e l y  must r e j e c t  t h e  "way o f  C h a r l u s " .

P r o u s t ' s  use o f  t he  u r a n i a n  m o t i f  g rabs  us and h o l d s  us f o r  

a t i m e ,  bu t  M a r c e l ' s  "way "  t o  c r e a t i o n  and s e l f - f u l f i l l m e n t  

su rp as se s  t h e  "way o f  C h a r l u s " .  C h a r l u s  does f i n a l l y  f a i l  

and we a r e  n o t  tempted t o  f o l l o w  i n  h i s  wake.

I t  i s  D i v i n e  who seduces us c o m p l e t e l y  and i t  i s  her  

c r e a t o r  who uses t h e  u r a n i a n  m o t i f  most  s e d u c t i v e l y .  Indeed 

i t  i s  i n i t i a l l y  more d i f f i c u l t  t o  e n t e r  G e n e t ' s  homosexual  

w o r l d  t han i t  i s  t o  e n t e r  P r o u s t ' s .  In h i s  b l e n d i n g  o f  

h o m o s e x u a l i t y  w i t h  h e t e r o s e x u a l i t y  P r o u s t  makes i t  e a s i e r  

t o  t a k e  the  i n i t i a l  s t e p ,  w i t h  Genet ,  however ,  i t  i s  a lm o s t  

a t r a u m a t i c  e x p e r i e n c e  t o  b r i n g  o n e s e l f  i n t o  t h e  f r e n e t i c  

w o r l d  o f  f l a m b o y a n t  d rag  queens,  f r o z e n  male s t a t u e - f i g u r e s  

and p e r v e r t e d  a d o l e s c e n t  t h u g s .  Many r e f u s e  t o  e n t e r  t h i s  

w o r l d  o f  s c a t a l o g i c a l  i d e a l s  and i n v e r t e d  v a l u e s .  One does 

have t h e  c h o i c e .  Genet  used t h e  u r a n i a n  m o t i f  no t  t o  

e n t i c e  u s ,  b u t  t o  shock u s .  But  once  t h e  shock i s  overcome,  

t h e  s e d u c t i o n  b e g i n s .  The r e l i g i o u s  au ra  o f  t h e  queens and 

t h e i r  gods,  t h e  homosexual  g e s t u r e s  w h i c h  become l y r i c  poems 

t h e  q u e s t  f o r  an a b s o l u t e  p u r i t y  v i a  an a b s o l u t e  p h y s i c a l i t y



t h e  p l u n g e  i n t o  h e l l  and dea th  wh i c h  i n  t u r n  l eads  t o  a 

r e b i r t h  w i t h  t h e  s a i n t s  i n  heaven- -a11 a r e  i n s e p a r a b l e  

f r o m  i n v e r s i o n .

Andre  Ma l raux  w r o t e  o f  l o v e :

. . . c e  n ' e t a i t  pas a 1 1homrne q u ' e l l e  a p p o r t a i t  
son a i d e ;  c ' e t a i t  au f o u ,  au mon s t re  i n c o m p a r a b l e ,  
p r e f e r a b l e  a t o u t ,  que t o u t  £ t r e  e s t  pour  s o i - 
mSrne e t  q u 1 i 1 c h o i e  dans son c o e u r . 9

In  h i s  h o m o s e x u a l i t y  R i t o n  i s  t h e  f i c t i o n a l  embodiment  o f

t h i s  mons te r  whom l o v e  s u c c o r s .  And,  i f  Ma l raux  i s  r i g h t ,

i f  we are a l l  monsters to ourselves,  Genet 's re - invented

l o v e  w i l l  b r i n g  h e l p  t o  us a l l .

D i v i n e  and Char i  us towe r  above a l l  t h e  homosexual

c h a r a c t e r s  c r e a t e d  i n  t h e  t w e n t i e t h  c e n t u r y .  C h a r l u s  i s

t h e  homosexual  h e r o ,  D i v i n e  t h e  homosexual  s a i n t ,  '-'i t h

P r o u s t  we p a r t i c i p a t e ,  bu t  w i t h  Genet we a r e  seduced.

J u s t  i n  a c c e p t i n g  G e n e t ' s  c r e a t i o n s  as l i v i n g  and v i a b l e

c h a r a c t e r s ,  we have a l r e a d y  made a g r e a t e r  e f f o r t  t ha n

was n e ce ss a r y  t o  a c c e p t  C h a r l u s .  Once we have f a l l e n  under

t h e i r  s p e l l ,  we a r e  perhaps  tempted  t o  f o l l o w  t h e m - - f o r  we

know t h a t  t h e y  do succeed .  I n  c o n t r a s t  t o  C h a r l u s '  d e f e a t ,

R i t o n ' s  l o v e  i s  p o s i t i v e ,  as i s  O u e r e l l e ' s  s e l f - m a s t e r y

and D i v i n e ' s  h o l i n e s s .  Seduc t i on  i s  a p a r t  o f  a l l  s e x u a l i t y

i n  sed uc i ng  us by means o f  h i s  use o f  t h e  u r a n i a n  m o t i f ,  t h e  

a r t i s t  Genet  succeeds a l s o .  P e r v e r s i o n  has become p o e t r y .
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