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NOTA BENE

Quotations from the major works of Marcel Proust will be cited as followsi
from A la Recherche du temps perdu. 3 vols., Bibliotheque 

de la Pleiads, (Parisi Gallimard, 195^)« 
by volume and page number only.

from Jean Santeuil pr£c£d£ de Les Plalsirs et les jours. 
Bibliotheque de la Pltiade, (Parisi Gallimard, 1971)' 
as IV, preceded by JS or PJ.

froa Contra Salnte-BeuYe prfctdf de Pastiches et melanges 
et suiri de Essais et articles, Bibliotheque de la 
Plfiade, (Parisi Gallimard, 1971)*
as V, preceded by CSB. PM. or the title of the essay or article.
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INTRODUCTION

The vagaries of time and taste account, in part, 
for differing critical understanding of any worki 
A la Recherche du temps perdu, appropriating as it does 
this question as subject, is uniquely vulnerable as object. 
While his contemporaries characterized Proust's style as 
obscure and cluttered, his poetry as precious, the modern 
reader has come to value the stylist, the poet, and the 
lucid analyst in Proust. Our present perception of 
A la Recherche is part of a continuing evolutionary process, 
and that which is explicit today cannot be casually isolated 
from what was implicit in the past. Proust meditated 
insistently on time, not only as a force transfiguring 
fictional characters and emotions, but also governing the 
relationship between an original author and his audience. 
Conforming to Proust's own view that the proper study of 
the present is the past, our own perspective should be 
expanded through the study of previous perceptions of the 
novel. In returning not only to the appraisals of Proust's 
contemporaries, but also to those of his immediate suc­
cessors, a more complete understanding of both the work 
itself and its modern interpretation can be realized.
The documentation of the critical history of a work

1
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doubly enhances the meaning of that work, giving insight 
into the processes which shaped our present perception, 
end expanding that perception by restoring to the novel 
a wide and varied reading. While the one constant in 
Proust criticism, since the publication of A 1*Ombre des 
jeunes filles en fleurs. would seem to be the continuous 
and prolific appraisal of various aspects of Proust's 
novel, there has been ne systematic and comprehensive 
study of Proust's early critics.

The dynamism and complexity of A la Recherche is 
reflected in the differing faces and values it has assumed 
for succeeding generations of readers. The most obvious 
problem confronting the student of Proust criticism in the 
1920's end 1930's is an explanation of the contrast between 
the initial enthusiasm for Proust's novel and the subsequent 
censoriousness which generally characterise these two 
decades, a situation further complicated by the staggered 
publication of the volumes of A la Recherche. An analysis 
of the criticism of this period must necessarily refer to 
the values of the times, and the extent to which these 
values effected the interpretation of the novel. Like 
Proust's description of the human face as "une grappo de 
visages juxtaposes dans des plans difffrents,"1 Proust's 
contemporaries and successors read various and often contra­
dictory meanings into his novel.

While the major concern of this study is an analysis 
of Proust criticism in the 1920's and 1930's, a discussion
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of Proust's own novelistic and critical esthetic seems a 
relevant and necessary prologue to an understanding of 
critical perception of A la Recherche, In his novel and 
his earlier writings, Proust stated both his intentions 
and the standards by which he hoped to be judged. The 
extent to which critical sensibilities coincided or 
conflicted with Proust's own creed determined, to some 
degree, the method and appraisals of his readers.

The multifaceted A la Recherche allowed and accomodated 
the separate analysis of its parts. Few critics in the 
1920's and 1930's treated the novel as a whole, and their 
writings lend themselves to a division based en approach. 
This study takes its organisation from the dominant concerns 
of the critics 1 those who evaluated Proustian style and 
composition come under the heading "The Formal Approach" 1 

a shared interest in the psychological dimension of A la 
Recherche determined the selection of critics in the 
chapter entitled "The Psychological Approach") moral and 
philosophical readings of Proust's novel complete the study 
of French analyses. As Proust's novel did receive inter­
national attention, it is hoped that a fuller picture of 
Proust scholarship during the period studied will emerge 
through the inclusion of a few appraisals by eminent foreign 
critics.

The contrast between the volume and intensity of 
critical attention surrounding A la Recherche before and 
after World War I say be attributed to the post-war support
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of influential critics at the Nouvello Revue Frangaise.
It was net until 1919* through the direct efforts of a 
few prominent Parisian critics (Gh6on, Riviere, Du Bos, 
Daudet), that Du cot4 de ches Swann became the center of 
extensive critical attention. The 1913 publication 
provoked little critical response. Articles appeared by 
Elie-J. Bois in Le Temps. November 12, 1913) Maurice Rostand 
in Commoedia, December 26, 1913) end Luoien Daudet, a close 
friend who campaigned for many years to focus critical 
attention on Proust, in Le Figaro. November 27» 1913*
More influential reviews appeared in the December 10, 1913 
issue of Le Temps by Paul Souday, and in the December 10, 1913 
issue ef Revue Bleue by Lucien Maury. The following year 
saw reviews by Jacques-Emile Blanche in the April 15 issue 
ef Echo de Parisi Henri Ghton in the Neuvelle Revue 
Frangaise» Paul Adam in the Petite Rfpublique ef January 191 
and Jean de Pierrefeu on the same date in Opinion. The 
number and tone of the articles devoted to Du cot< de ches 
Swann reflect the generally polite and indifferent reception 
accorded the novel before the awarding of the Prix Goneourt 
to A *1*Ombre.

The wealth of journalistic, academic and professional 
criticism devoted to various aspects of A la Recherche 
during the 1920's and 1930's demands a discriminatory 
selection. Access to the exhaustive bibliographies 
compiled by Douglas W. Alden in Marcel Proust and His 
French Critics (prefaced by a brief review of general
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trend8), and Henri Bonnet in Marcel Proust de 1907 * 191V 
haa been invaluable to our research. Two basic principles 
have governed the choice of critics included in this study. 
The few writers whose analyses have endured the scrutiny of 
past decados and are still valid to modern Proust criticism 
obviously merit our attention. Of equal importance to any 
understanding of the critical history of a work are the 
analysts who, while their appraisals may now be obsolete 
er discredited, derive their importance from the prominence 
of their position in the critical establishment and their 
consequential influence on the prevailing perceptions of 
the novel. Among the less enduring writers, it has been 
necessary to omit those who, while they may have written 
prelifieally on A la Recherche, did ne more than echo 
significant notes already sounded by ethers.

While only the most exhaustive study of the over- 
whelming amount of criticism devoted to Proust during the 
1920's and 1930's could offer irrefutable results, the 
system of selection adopted here should provide significant 
insight into the critical history of A la Recherche, the 
major critical trends in these two decades, and the tines 
which shaped the differing assessments. It is hoped that 
a synthetic view of both the novel and the criticism ef 
the 1920's and 1930*s will emerge from an analysis ef the 
partial evaluations of Proust's oritios. As the seeds ef 
our modem perception lie in the early interpretations of



the novel, the object of this study is to examine the 
role of Proust's immediate successors in our present 
understanding of his work.



Notes



Chapter 1 
PROUST ON PROUST

Any discussion of his readers difficulties must, of 
course, be grounded in Proust's view of his own intentions. 
As in the contemporary novels of Andrl- Gide (Les Faux 
Monnayeurs). Jacques de Lacretelle (Journal de colore), 
and L$on Bopp (Jacques Arnaut et la somme ronanesque), 
explicit statements of esthetic principles are integral to 
Proust's novel.1 Any analysis of the innovative elements 
in the novelistic and critical esthetics which can be de­
duced from Proust's correspondence, Pastiches et melanges, 
Contre Sainto-Beuve. various articles and essays, and 1he 
volumes of A la Recherche must proceed from an understanding 
of the historical context in which these ideas were born. 
Biographical studies, as they were written after critical 
attention had already begun to focus on Proust, and thus 
may have been influenced by critical opinion, mpst be dis­
qualified as not constituting reliable indicators of Hhe 
author's literary principles.

A Novelistic Esthetic
An understanding of the esthetic base of A la Recherche 

cannot be separated from the history of the novel in the

8



late nineteenth century. The genesis of Proust's literary 
ambitions coincides with a period when not only traditional 
novelistic technique, but the value of the genre itself was 
being openly questioned. While the partisans of the various 
formal movements for a renewal of the novelistic genre 
could make no direct claim to Proust's loyalty, the meta­
morphoses of the turn-of-the-century novel, and the ac­
companying debate on the need for and the direction of 
these transformations provide the background for the devel­
opment of Proust's literary views.

The response to Jules Huret's 1891 "Enquete sur 
1'Evolution littJraire", published in the Echo de Paris, 
signaled the end of the naturalist novel which had dominated

pmid-nineteenth century literature, While no coherent new 
form had emerged to replace naturalism, the rejection of 
positivism as a philosophic basis of literature can be seen 
in the kinds of novels which were written after 1880t the 
relativism of Barrisi the psychological novel of Bourgeti 
Loti's subjectivism in Fantome d'Orienti the role of dream 
and fantasy in Huysmans* A Rebours, and the absence of a 
traditional plot in his En Routei the secondary importance 
of plot in the Goncourts' novels) the lyricism which in­
vaded the novels of Poictevin, Renard and Jammesi and the 
cult of Poe and Baudelaire which surfaces in the short 
stories of Henri de RSgnier, Villiers de l'lsle-Adam, and 
Marcel Schwob, These efforts at innovation oppose the 
insistence on logical, chronolgical progression and
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primacy of plot which characterized tha novel of 1850-1880.^

Towards a poetic novel. Although the lyric dimensions 
of the works of Emile Zola and Georges Sand had long been 
acknowledged, the call for a more poetic novel dominated 
the statements of late nineteenth-century critics and authors. 
While the symbolists failed to produce a great novel, their 
influence can be seen in the general orientation of the 
turn-of-the-century novel. The first mention of D'Annunzio's 
poetic prose in France can be traced to R<my de Gourmont's 
April, 1893 article in the Mercure de France. Both 
L'Innocente and the author's preface to Trionfo della

LlMorte were soon after translated into French. The lyricism, 
imagery, and concern for rhythm in Jammes's Clara 
d'Elllbeuse and Almaide d'Etremont represent an important 
break with the naturalist tradition, for "La poSsie n'Stait 
plus 8eulement sertie dans la traae du ricit, comme un joyau 
qui jette un instant see feuxj elle constituait cette 
trame meme. Le rfcit, distribul en paragraphes-versets, 
devenait lui-meme lyrique,"^ Both Renard and Poictevin 
attempted to reveal the reality embodied in impression or 
sensation. Proust's esthetic ambitions are rooted in a 
period described by Michel Raimond as marked by "cette 
conversion de la prose, meins soucieuse en bien des cas 
de narrer et d'imposer un univers fictif quo d'tlucider 
le contenu de la perception et de 1'impression .
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The lyrical elements of A la Recherche were absent 
from the traditional French psychological novel. Bourget's 
novels resemble demonstrations of psychological theory, 
and the heroes of Dominique and Adolphe tell their stories, 
father than live them. The naturists' demands for a 
literature which, while aiming for an eternal quality, 
would be anchored in the material events of daily life 
counterbalanced the more ephemeral concerns of Symbolism.

Proust's anti-symbolist statements must be taken in 
their proper context. His admiration for the poetry of 
Baudelaire, which he considered classical, and his own 
metaphorical style show that Proust was not hostile to 
the achievements of the symbolist movement, but rather was 
reacting to the progressive obscurity which accompanied 
its decline. Although he himself was often accused of 
being obscure, Proust's constant concern for the precision 
of his vocabulary is evident in the continual corrections 
of the manuscripts of A la Recherche, with special attention 
to his characters' use of language.

The poetry of 1890-1910 was marked by a discussion of 
Mune pofsie pure dans un langage pur."^ As Proust states 
in "Contre 1 'obscuritS", poetic language differs from the 
purity of scientific language in that the meaning of each 
word in poetyy, while retaining the strength of its 
origins, is further enhanced by its action on our imagination 
and sensibility. It the poet's function is, as Proust 
believed it to be, one of communicating his original
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vision to the reader, then the obscurity of later sym­
bolism served only to limit the audience, by shrouding 
its truths in a codified language accessible to the small 
proportion of readers initiated into its secret vocabularyi

le sentiment de la meme nlcessitS, 
de la meme Constance des lois de 
l'univers et de la pensSe, qui 
m'interdit d'imaginer, a la fajon 
des enfants, que le monde va changer 
au gr# de mes dlsirs, m'empeche de 
croire que, les conditions de l'art 
6tant subitement modififes, les chefs- 
d'oeuvre seront maintenant ce qu'ils 
n'ont jamais &tt, au cours des siecles, 
a peu pres inintelligibles

While twentieth-century symbolism, with its limited universe 
and hierarchy of subjects, degenerated into a cult of ob­
scurity, Proust pursued his classical ideal of precision 
and lucidity in literature.

In the works of Jammes, Poictevin and Renard, the 
concept of the proper subject matter of the novel has 
changedi k flew novel will no longer be centered on the 
naturalists' preoccupation with documenting reality, but 
will derive both its poetry and its truth from the im­
mediacy of impressions. For Proust, "Soule 1 'impression, 
si ch(tive qu'en seable la matiere, si insaisissable la 
trace, est un critlrium de v$rit£. . . . "  The conflict 
between Proust's concept of art and that of the nineteenth- 
century realists is readibly discernible. For Proust, the 
immediate perception of reality is always essentially 
impressionistic and subjective, and the dialectic between
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"impressionism" (subjectivity), and "realism" (objectivity), 
remains basic to Proust's method.

Literary impressionism, according to the definition 
of J, Theodore Johnson Jr., exists when "surface textures 
or tactics correspond to deep structures or strategies 
which united constitute a particular kind of vision shared 
by a number of writers of various periods and countries. . . ."l0 
There are several qualities which distinguish impressionism 
from realism, including a tendency towards new syntheses, 
relativity, and subjectivity.

For Proust, impressions contain the key to reality.
Only after the impression has been received can the 
intellect be permitted to play its role. The naturalist 
idea of an external and uniform reality violates Proust's 
concept of the role of the writer as translator of inner 
truthsi

La r£alit€ a exprimer rtsidait . . . 
non dans l'apparence du sujet, mais 
a une profondeur ou cette apparence 
importait peu. . . . Quelques-uns 
voulaient que le roman fut une sorte 
de difilf cinfmatographique des choses.
Cette conception Itait absurde. Rien 
ne s'tloigne plus de ce que nous avons 
perju en r$alit$ qu'une telle vue cin£- 
matographique.11

Any "realistic" notion of a hierarchy of subjects 
conflicts with Proust's idealiami any object is capable 
of inciting the spiritual process by which truth is re­
vealed. What counts for Proust is the spontaneous nature



of the impression, which then releases the forces of in­
voluntary memory. The intellectual effort to decipher 
the impression must always be a secondary action. The 
truth contained within the impression is always threatened 
by the possibility of over-intellectualiration (as in the 
incident of the madeleine). The impressions received 
pust he assimilated by the intellect, thereby allowing a 
perpetual interplay between the subjective and objective 
forces. Proust attributes the failure of "realistic" 
literature to the dominance accorded intellect over im­
pressions

Si les jeunes ont jusau’a present 
6chou$ dans leurs gfnereuses^tenta- 
tives, la faute en est peut-etre a 
ce qu'on perd le don do la vis quand 
on veut trop en raisonneri 1'oeuvre 
trop rffltchie rarement est vivante, 
et la couleur perd en intensity ce 
que 1*analyse gagne en profondeur.
De li sans doute le mauvais sort 
jetf sur tant d'oeuvres modemes, 
qui les frappe d$s leur naissance 
d'une mort immediate.

As a literary technique, realism, described solely by its 
superficial qualities and attained solely through the aid 
of the intellect, deprives art of its personal, original, 
and poetic qualities. It is this circumscription of the 
artist’s vision to which Proust objects. He does not deny 
the possibility of finding universal truths, but maintains 
that these truths can only be discovered in the solitude 
of the artist's search, for they reside at the deepest
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level of being. For Proust, the subjective-objective 
dialectic operates on two levelst the spontaneity of the 
impression must precede its intellectual analysis} and 
subsequently, individual truths are transformed into 
general laws.

In attempting to capture the atmosphere of the mind, 
to convey the illusion of the process of thought and im­
pression, Proust, Ike the symbolists, must rely on metaphor. 
The symbolist and subjective novelist share not only the 
metaphorical technique, but also the effort to create the 
illusion of reality. James Joyce acclaimed Fdouard 
Dujardin's Les Lauriers sont coupSs, written at the height 
of the symbolist movement of the 1880's, as the first 
attempt at stream-of-con3ciousness technique, Dujardin's 
novel, while symbolist in theory, resembles the modern 
psychological novel in its effort to convey the sense 
percpetions of its hero by Telling the story entirely from 
within the mind of the character.

The use of metaphors, allowing the artist to illuminate 
one reality by another, is essential to Proust’s concept 
of style as the revelation of an original vision of reality. 
For Proust, metaphors free the described object from its 
superficial, external reality. The juxtaposition of two 
unrelated objects is analogous to the process of association 
in intellectual lifei
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On peut faire succSder ind^finiment 
dams une description les objets qui 
figuraient dans le lieu dlcrit. La 
v#rit§ ne commencera qu'au moment 
ou l'£crivain prendra deux objets 
difflrents, posera leur rapport, 
analogue dans le monde de l'art a 
celui qu’est le rapport unique de 
la loi causale dams le monde de la 
science, et les enfermera dans les 
anneaux n^cessaires d'un beau style: 
meme, ainsi que la vie, quand, en 
rapprochant une quailt£ commune a 
deux sensations, il dlgagera leur 
essence commune en les rJunissant 
l'une et l'autre pour les soustraire 
aux contingences du temps, dans une 
raStaphore. ,3

The metaphor, while serving both an explanatory and 
didactic purpose, provides the work with an internal unity, 
and enriches the poetic atmosphere of A la Recherche, The 
accumulation of multiple images within the Proustian sen­
tence, often abruptly interrupted by a scientific observation, 
increases the mystery surrounding the inner reality being 
sought. As Proust writes in HA Propos du *style' de 
Flaubert", "je crois que la mStaphore seule peut donner 
une sorte d'Sternitl au style. . . . Proust's concept 
of the role of metaphor as a means of perceiving unity 
behind diversity is close to Platonic idealism. It is 
through the creation of new metaphors that Proust eliminates 
the element of time that separates images.

Style, for Proust, is a question of vision, not of 
technique. It is through the nuances of his style that 
an author communicates his original vision to the reader.
The inner reality of the character's consciousness is
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minutely documented, and the Prouetlan style reflects the 
discontinuity of psychologically-based perceptions. Proust 
adapted both the unpredictable quality of Saint-Simon and 
the long parenthetical style of the Goncourts to his own 
style. Style, according to Proust, must be the translation 
of an inner reality, of the original vision perceivod by 
the artist, and therefore must follow the meandering con­
tours of consciousnessi

Le style n'est nullement un enjoiive- 
ment comme^croient certaines personnes, 
ce n'est meme pas une question de tech­
nique, c'est   comme la ceuleur chez
les peintres   une r£v£lation de
l'univers particulier que chacun de 
nous voit, et que ne voient pas les 
autres. Le plaisir que nous donne 
un artiste, c'est de nous faire con- 
naitre un univers de plus.'?

It the artist's function is to communicate new realities, 
his style must transform existing realities, not describe 
them, Proust's long, involuted sentences trace the move­
ment of creative throught. Proust objects to Balzac's 
explanatory style, where reality is reported rather than 
rendered. The beauty of an author's style indicates the 
qualitative difference between his vision and that of 
others. Balzac's minute documentation of the external 
reality of his characters' existence never attempts the 
synthesis of the external with the internal.

In 1922, French critics began to link Proust's 
technique with stream of consciousness, despite the fact
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that Proust had completed his novel before stream of con­
sciousness became a subject for critical discussion in 
France. ^  The consciousness Proust documents is generally 
a past state, and does not conform to the gratuitous and 
spontaneous nature of pure stream of consciousness. Proust's 
elaboration -hronologically-ordered past impressions, 
and his effort to extract general laws from these impressions 
run counter to the immediacy implicit in stream-of-conscious- 
ness writing.

Point of view. Between 1908 and 1912, French critical 
attention turned towards a comparison of the conciseness 
of the native novel and the length, detail and freedom from 
ideology of the German, Russian, and, most particularly, 
the English novel. The writings of Camille Mauclair,
Andr$ Chevrillon, Firmin Roz, AndrS Gide, Andr$ Suares, 
and Albert Thibaudet helped spread the notion that the 
rigid, traditional structure of the French novel, "de 
La Prlncesse de Cleves a Adolphe ou a Dominique." betrayed 
"1'esthStique du roman que des oeuvres anglaises, alleraandes 
ou russes paraissaient avoir mieux incarn£.

The English use of point-of-view technique began to 
attract French critical attention at the turn of the cen­
tury. In an 1888 lsttsr to Robert Louis Stevenson,
Marcel Schwob praised the novelist's use of what he charac­
terised as "progressive description." (In Treasure Island 
and Dr. Jekyll and Mr. Hyde, a "dual optic" is used).1® While
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Michel Raimond traces the French roots of point of view to 
the nineteenth-century adventure novel, to the autobio­
graphical technique of such novels as Adolphe and Dominique. 
and to Staadhal's psychological realist*, the English point - 
of-view technique appears to have had a great impact on the 
French imagination at the beginning of the twentieth cen-

JQtury. Charles Du Bos was familiar with the works of both 
Robert Browning and Henry James, and was partially responsible 
for introducing James to the French reading public.
Meredith's novels, reviewed by Firmin Ro* in 1$08 and 
Andrt Ruyters in 1909, were to find, in the post-war years, 
their most enthusiastic support in the writings of Ramon 
Fernandez. The works of Hardy, Galsworthy, Stevenson, 
Browning, James and Meredith, in which excessive commentary 
by an omniscient narrator is eliminated, and reality is the 
function of a subjective point of view, were seen by French 
analysts as a proper model for the revitalisation ef the 
French novel.

The adoption of the point-of-view technique in France 
culminated in a novel which, in its method and intention, 
was the antithesis of the realist and naturalist novel.
While the nineteenth-century realists and naturalists were 
content to report subjective states, the modern psycho­
logical novelist of the early twentieth century attempted 
to capture the atmosphere of the mind of the character.
The poetic transfiltration of the novel was accompanied 
by a necessary dislocation of the narrative, and a shift
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of emphasis from the study of society to the cult of the 
individual. The reader is placed within the consciousness 
of the character, and must both intellectually grasp the 
content of the work and intensely experience it. The 
elements of time and space are altered by the inclusion 
of huge masses of subjective material, and by the shifting 
point of view of the character or characters. In La 
Prisonniere. Proust writes of "la difficulty de presenter 
uneimage fixe aussi bien d'un caractere que des socift£s 
ou des passions. Car il ne change pas moins qu'elles et 
si on veut clicher ce qu'il a de relativement immuable, on 
le voit presenter successivemont des aspects diffirents 
(impliquant qu'il ne salt pas garder 1*immobility, mais 
bouge) a l'objectif dyconcerty."20 Reality is dependent 
on the "optic" of a particular character. In A la Recherche, 
the dominance of the Narrator's point of view effects 
descriptive technique, character portrayal, and the tra­
ditional concept of plot in the novel.

In contrast to the traditional inventory of landscape 
and characters, the Narrator's changing perspective deter­
mines the description of both the objective and subjective 
phenomena in A la Recherche. The mobility of the Narrator's 
point of view multiplies reality, "comme un accident de 
terrain, de colline ou chateau, qui app&rait tantit a 
droite, tantot a gauche, semble d'abord dominer une foret, 
ensuite sortir d'une valiye, et rlvyier ainsi au voyageur 
des changesents d'orientation et des diffyrences d'altitude
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dans la route qu’il ault."21' The novel is no longer a 
documentation of manners, but rather the minute documen­
tation of the consciousness of one character engaged in 
an individual spiritual odyssey. The novel has turned 
from the impartial reporting of external phenomena to the 
subjective recording of internal phenomena. Adolphe and 
>ominlque differ from Proust's concept of the psychological 
novel i in these works, a psychological state is described 
or remembered by the author, while Proust evokes and renders 
the consciousness of his character. The cult of the individ­
ual, an outgrowth of Bergsonian philosophy, symbolism, and 
the call for a "roman-po&ae", became an accepted part of 
the novelistic esthetic of early twentieth-century writers.

According to Leon Edel, the introspective novel "repre­
sents historically a return to romanticism, but • . . not

22a return to the romantic hero." Proust's romanticism 
manifests itself in the value he places on wonder, dream 
and memory, the preoccupation with childhood, the faith he 
places in art as the means of escaping the destructive in­
fluence of time, the elevation of the artist to the role of 
herot and technically in his reliance upon metaphor, sym­
bolism, inversion, and involuted sentences. In Pastiches 
et milanges, Proust writes that "Seuls, en effet, les 
romantiques savent lire les ouvrages classiques, parce qu’ils 
les lisent comae ils ont fterits, romantiquement. . • . "2  ̂
Proust's belief in the primacy of art had already been 
expressed in the doctrines of Musset, Vigny, Flaubert and
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Baudelaire, The noble, romantic hero moved fro* the con­
templation of hia heart to the contemplation of hia mind.
The hero of the modern introapective novel remaina more 
profoundly subjective than his romantic counterpart.

The imposition of a logically structured plot is no 
longer reconcilable with the inward turning of the twentieth- 
century novel, laliry Larbaud’s BfcTnabooth and Jules Romains' 
Le Bourg were early attempts to transform both
the subject and the technique of the novel. In a letter to 
Jacques-Emile Blanche, Proust described the failure of 
recent literature«

les romans quo nous aimons le mieux, 
parus depuis cinquante ana, nous ont 
habitulw a l'idfte qu'il n'itait pas 
nfgligeable de mentionner a cott d'un 
4tat d'ame curieux ou d'une vfcritA 
importante, tel petit fait qui s'est 
trouvft sur notre chemin a ce moment-lS. 
et qui ne lui ait ni curieux, ni im­
portant. Mais c'est ce rjui a rendu le 
roman artiste si facile a faire et lui 
a ot$ touts valour logique.^

In the introspective novel, plot is a function of the point 
of view adopted by the author. Events no longer proceed 
in a linear fashion, but rather are structured by the sub­
jective perception of the character.

Proust, like his contemporaries, considered the absence 
of mystery to be a major and necessary fault of the 
"realistic" doctrine. The large role accorded dream and 
fantasy in A la Recherche, the constant dialectic between
reality and appearance, and the mobility of the Narrator's
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optic all enhance the atmosphere of mystery accompanying 
the Narrator's spiritual quest.^

In the introspective novel, the dramatic element is 
intensified by the subjective quality of the author's per­
ception. Objectively, events have no inherent dramatic 
quality. When the story is told entirely from within the 
consciousness of a character, the thought processes of 
that character can be dramatically portrayed. The external 
gestures and attitudes that betray thought can raise the 
story to the level of drama. As Percy Lubbock writes in 
The Craft of Fiction, "Method upon method, the vision of 
a vision, the process of thinking and seeing exposed ob­
jectively te the view of the reader --  it is an ingenious
art. • . ,"2^

In A la Recherche, the Narrator's intellectual adven­
ture provides the dramatic intrigue. The evolution of 
thought becomes a novelistic event. The misjudgments and 
digressions are the outward manifestations of the complex 
process through which the esthetic finally determined in 
Le Temps retrouvt progressesi

Mais cette (volution d'une penste, 
je n'ai pas voulu 1'analyser ab- 
straitement, mais la recrfer, la 
fairs vivre. Je suis dene forct 
de peindre les erreurs, sans croire 
devoir dire que je les tiens pour 
des erreurs, tant pis pour moi si 
le lecteur croit que je les tiens 
pour la v(rit(,^
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The realm of novelietic events is broadened to include 
any force effecting the psychological reality of the 
character. Were the author to step back from the events 
and explain the character's thought, the dramatic tension 
would be diminished.

In A la Recherche, the character becomes the center 
of the novel, and not a function of the plot. Events are 
totally dependent on the Narrator's point of view. Proust's 
characters are never described, but are, rather, perceived. 
This method of character portrayal had already been intro­
duced by Peictevin, in his 1888 novel, Paysages. and was

28an integral part of James's technique, Proust expands 
the concept of character to include inanimate objects i the 
quality of the impression provoked has precedence over its 
source, for "Les choses ont autant de vie que les hommes, 
car c'est le raisonnement qui apres assigns a tout phenomena 
visuel des causes extfrieures, mais dans 1 'impression

29premiSre que nous recevons cette cause n'est pas impliqute." 
The instances of involuntary memory are provoked by sensory 
contacts with inanimate objects, and never derive from 
inter-personal contacts.

While rejecting certain aspects of Balzac's work (a 
certain vulgarity of style, the omniscient presence of the 
author), Proust admired Balzac's method of portraying 
characters. The element of surprise in the presentation 
of a character, the continuity achieved through the re­
appearance of characters, and the literal transcription
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which Proust adapted to his own style. The changes, both 
physical and psychological, in Proust’s characters, give 
the sensation of the passage of timet "J'espere qu'a la 
fin de mon livre, tel petit fait social entre les personnes 
qui, dans le premier volume, appartiennent a des mondes 
diffirents, indiquera que du temps a passS. , . ."30
Particular aspects of the character are presented as they 
impress the Narrator, with the portrait constantly being 
altered as more facts are learned, The physical and psycho­
logical description of the character is conveyed to the 
reader through his gestures, attitudes, dress, manner of 
speaking, vocabulary, way of walking, literary and artistic 
tastes. The emergence of a synthesized portrait of the 
character must coincide with the climax of the Narrator's 
spiritual odyssey.

Composition, Proust frequently referred to hia art 
as classical, although he nowhere clearly defines his in­
terpretation of that term. In a 1921 letter to Martin- 
Chauffier, Proust writes of the need to retain from the 
seventeenth century "sa r$alit4, le fond plein de vie, 
d'impressions senties et que l'apparente solennitf ne doit 
jamais nous cacher," while avoiding "la formule dix- 
septieme siScle."-̂ 1 Certainly, his search for general 
truths, his essayist and didactic tendencies, and possibly 
his original plan for the novel place Proust within the
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traditions of Frenoh literature.
In his "R$ponse a une enquete dee Annales", written 

in 1922, Proust refuses to categorize hia novel as "analytic", 
but prefers the term "introspective", To characterize the 
work as an effort at self-analysis would deny the common 
application of the individual truths perceived in A la 
Recherche. Proust denied any analogy between his novel 
and the writing of autobiographies and diaries, which tend 
to be linearly organized soliloquies. Proust'b scientific 
spirit always moves from individual truths towards the 
development of general laws. This constant progression 
from the subjective to the objective, from the particular 
to the general, is what Proust frequently tried to convey 
in his microscopic-telescopic dialectic. Proust realized 
that many who admired the truths discovered in A la Recherche 
attributed them to a microscopic examination, while he in­
sisted on the telescopic vision which enabled him to ex­
plore new domains* "La ou je cherchais les grandes lois, 
on m'appelait fouilleur de details.

The work of art, conceived 3n solitude, gains its 
larger, social value from the readers' recognition of the 
artist's original vision. The validity of an artistic sub­
ject is dependent on the author's faithfulness to the 
quality of his experience. As Proust writes in Pastiches 
et melanges, no individual is so unique that his subjective 
discoveries do not have a broader relevance*
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Quand on travaille pour plaire aux 
autree on peut ne pas riussir, mais 
les choses qu'on a^faites pour se 
se contenter soi-meme ont toujours 
chance d'intiresser quelqu'un. II 
est impossible qu'il n'existe pas 
de gens qui prennent quelque plaisir 
a ce qui m'en a tant donne. Car per- 
sonne n'est original et fort heureuse- 
ment pour la sympathie et la compre­
hension qui sont de si grands plaisirs 
dans la vie, c'est dans une trame 
universelle que nos individualitis 
sont taill4es,33

All the instances of involuntary memory which appear 
in the published volumes of A la Recherohe figured in the 
original plan of the novel. The skeleton of a logical 
progression survives in the chronologically-ordered occur­
rences of involuntary memory. Jn 191^# Proust wrote to 
Andrft Gidei

II semblo bien pourtant que "Temps 
perdu" signifie "passf", et puisque 
j'annonjais le troisiSme volume sous 
le titret Le Temps retrouv^. c'itait 
bien dire que j'allals vers quelque 
chose, que tout cela n'Vtalt pas une 
vraie •vocation de dilettante. Fallait- 
il done des le dfbut annoncer ce que 
je ne dScouvrirais qu'a la fin? Je ne 
le crois pas . . .3t»

Although the final version of the novel certainly 
exceeds the limits of the original plan, the Narrator's 
spiritual odyssey can be seen as linear.^

Proust's assertion that the resurgent leitmotifs gave 
an original unity to A la Recherche was very much in keeping 
with the spirit of his times. La Revue WagnSrlanne and
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La Revue Ind6pendante reflected the growing prestige of 
Wagner in pre-World War I France. Proust himself used 
musical metaphors to describe his arti

Quand ce sera pret a paraltre, ce 
sera comme les morceaux dont on ne 
salt pas qu'ils sont des leitnotive 
quand on les a entendus isolAment 
en concert dans une ouverture sans 
compter tout ce qui se situera apres 
coup (ainsi la Dame en rose 6tait 
Odette, etc.)??

Despite suggestions to censor the sadistic scene between 
Mile Vinteuil and her friend after the publication of Du 
cot& de chea Swann. Proust insisted that it was not a
gratuitous element in the novel, and that it served as an

38important bridge to later character development. The 
reappearance of the phrase from the Vinteuil sonata serves 
as one of the most successful examples of Proust's use of
leitmotif. The exhaustive planning of the novel has been

39documented by detailed studies of the "cahiers". To 
Benjamin Crfmieux, who characterized the stucture of the 
novel as circular, Proust explained that the last page of
the book had been written before the first, and that all

40the volumes, when completed, would form a whole.
The unifying force in A la Recherche is memory, told 

from the optic of the Narrator, In "A Propos du 'style* 
de Flaubert", Proust explains his methodt

J'avals simplement sour passer d'un 
plan a un autre, us* non d'un fait, 
mais de ce que j'avais trouvf plus
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pur, plus prdieux comme jointure, 
un phenomSne de m$moire,4i

New constructions, although equally as rigid as established 
and accepted ones, demand flexibility and effort from the 
readeri

Que les novateurs dignes de devenir 
un iour classiques, obdssent a une 
severe discipline intfrieure, et 
soient des constructeurs avant tout, 
on ne peut en douter. Mais justement 
parce que leur architecture est nou- 
velle, il arrive qu'on reste longtemps 
sans la discerner,4«*

Despite Proust's persistent defense of A la Recherche, 
critics continued either to deny the presence of any 
structure whatsoever, or struggled to impose a traditionally 
classical stimcture on the work. It took many years before 
Proust's concept of unity of time, place, and action, rooted 
in the psychological novel's affective, point-of-view ap­
proach, was admitted as an equally valid basis of composition.

A Critical Esthetic
Proust frequently wrote of the need for flexibility 

and effort when confronting original art. For Proust, 
style and metaphor are the most reliable signs of originality. 
The original writeri

est gfciiralement asses fatiguant a 
lire, et difficile a cemprendre parce 
qu'il unit les choses par des rapports 
nouveaux. On suit bien jusqu'a la 
premiire moitif de la phrase, mais la
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on retombe. Et on sent que c'est 
seulement que le nouvel ecrivain 
est plus agile que nous. Or il ad- 
vient des ecrivains originaux comme 
des peintres originaux . . . pour y 
rSussir, le peintre original, l'Scri- 
vain original procedent a la fajon
des occulistes. Le traitement --
par leur peinture, leur literature --
n'est pas toujours a g r S a b l e .1*3

If, as Proust states elsewhere, the artist is not a creator 
but rather a translator, then the beauty of his style, the 
unity of his metaphors, are the substance of his vision.

Although he condemned Sainte-Beuve for his failure 
to evaluate his contemporaries correctly, Proust himself 
remained outside the major literary movements of his time. 
Jacques Riviere, editor of the Nouvelle Revue Franpaise, 
steadfastly refused to review or publish those authors, 
still undistinguished, for whom Proust campaigned. Proust's 
letters to Montesquiou, although influenced by social 
motives, are embarrassingly extreme in their praise of 
Montesquiou's rather limited talent. Although ne himself 
misjudged his contemporaries, Proust's antagonism towards 
Sainte-Beuve's critical method resulted in specific pro­
nouncements on the function of criticism and the approach 
to be adopted when confronting original art.

The basis of Proust's critical esthetic is his con­
cept of the role of reading. The author does not furnish 
answers, but incited the reader to search for knowledge 
which can only be required subjectivelyi
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La lecture est au seuil de la vie
spirituellet elle peut nous y in-
troduire i elle ne la conatitue pas.^

For Proust, reading is not a passive activity, but demands 
a "servitude volontaire" on the part of the reader. Reading 
requires an effort analogous to the technique Proust used 
in the creation of his "pastiches". The reader must 
immerse himself in and totally assimilate the thought of 
an artisti then recede from that artist and seek his own 
truths. This is, in a less mature form, the experience of
the young Marcel who, as in child's play, reads himself into
the roles of characters in novels. The author is a catalyst, 
providing the incentive for the perception of individual 
knowledgei

comprendre Stant, en quelque sorte, 
comme on l'a dit, Sgaler, comprendre 
une pensSe profonde, c'est avoir soi- 
meme, au moment ou on la comprend, 
une pensfe profonde.

The relationship between the artist and the reader is 
one of interdependence. The discerning reader is provoked 
into transcending conventional reality by the artist's 
original vision, for "L'ouvrage de l'Jcrivain n'est qu'une 
espece d'instrument optique qu'il offre au lecteur afin de 
lui permettre de discerner ce que, sans ce livre, il n'eut

A k6peut-etre pas vu en soi-meae." The artist's original 
perceptions are not a substitute for the reader's individ­
ual truths, but provide a means for the discovery of these
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truths. Proust returns to the telescopic-microscopic 
dialectici the artist offers the reader the magnifying 
glass necessary to "soulever pour nous le voile de laideur
et d'insignificance qui nous laisse incurieux devant

47l'univers. . . . "
The critic's fundamental attitude towards a new work 

must, according to Proust, be one of flexibility and 
humility. He must, as Proust had done with his "pastiches", 
and as he had advised in the 1904 "Journ$es de lecture", 
allow himself to become totally overwhelmed by the author.

Proust's advocacy of thematic criticism can be 
seen as a response to the popularity of Wagner in early 
twentieth-century Prance. As applied to literature, 
Wagnerism, represented by La Kevue Wagnlrienne and La Revue 
Independents. became a call for an infusion of myth and 
mysticism in the novel. Wagner's musical technique was 
translated into literary terms of circular composition, 
opposites and parallels, and recurrent themes.

The critic, according to Proust, must study an author's 
complete works in order to determine the artist's original 
qualities. As he wrote in Pastiches et melanges. "Ne lire
qu'un livre d'un auteur, c'est n'avoir avec cet auteur

48qu'une rencontre." It is only through exposure to a 
variety of works by the same author that the critic can
distinguish "les traits communs dont 1'assemblage compose

49la physionomie morale de 1 'artiste."
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A reader confused by the structure of an original work 
should, according to Proust, look for the recurrent themes 
which provide its internal unity and are evidence of the 
continuity of the author's vision. The essential, original 
elements characteristic of an author's visieri can only be 
perceived after reading all the author's works. The recog­
nition of traits which, through their repetition, can be 
described as intrinsic to the modem author’s work, help 
the reader approach the new work. The first task of the 
critic, in Proust's critical esthetic, is the determination 
of these "traits essentiels du g6nie d'un fcrivain* • . »H~>0 

Once the critic has determined the essential qualities 
shared by the various works of a contemporary artist, he 
must explore the particular realities created by that 
artist. The critic must be able to decipher the new 
analogies presented, and seek the inspirational source, 
the esthetic principles upon which they are basedi

II essayerait de reconstituer ce que 
pouvait etre la singuliere vie spir- 
ituelle d'un Scrivain hanti de 
r£alit6s si spSciales, son inspira­
tion &tant la mesure dans laquelle 
il avait la vision de ces rlalitSs, 
son talent la mesure dans laquelle 
il pouvait les recrfer dans son 
oeuvre, sa moralit! enfin, 1*instinct 
qui les iui faisant considftrer sous 
un aspect d'lternitf . . • le poussait 
a saorifier au besoin de les apercevoir 
et a la nfcessitl de les reproduire 
pour en assurer une vision durable 
et claire, tous ses plaisirs, tous 
ses devoirs, et jusqu'a sa propre 
vie, laquelle n'avait raison d'etre



3^

que comrae Stant la seule maniere 
possible d'entrer en contact avec 
ces rialitis. . . .5t

Thus, the critic's search for the source of artistic in­
spiration should be directed towards the reconstruction 
of the spiritual, rather than the social realities of the 
author's life,

Prou«t accuses Sainte-Beuve of equating literature with 
conversation by refusing to go beyond superficial, external 
evidence. By allowing social and political considerations 
to influence his literary judgments, Sainte-Beuve failed 
to recognize the merits of Flaubert, Stendhal, Balzac and 
Baudelaire. Proust's condemnation of biographical criticism 
is motivated by self-interest to the extent that he ac­
curately anticipated popular reaction to the publication 
of both his correspondence and the memoirs of his acquaint­
ances. However, the contrast he established between internal 
and social reality is consistent with his concept of the 
artist as translator. The truth of the work is internal.
The authenticity of the artist's experience is verified 
by the reader's recognition of the existence of new realities. 
Throughout the final volumes of A la Recherche. Proust 
stresses the polarity that exists between the social and 
spiritual life of the artist. The judgment of art by social 
criteria violates the primacy that Proust, at the end of 
his spiritual odyssey, places on art.
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The critical method Proust advocates as early as 
Pastiches et melanges foreshadows the reception accorded 
A la Recherche, Proust asks for an impressionistic 
criticism, uninhibited by intellectual constraints. The 
reader confronted with a modern work must, according to 
Proust's critical esthetic, be guided by repetitions as 
the key to its internal unity. He then^ust proceed to 
respond to the signs offered by the book, decipher the 
new analogies, and seek their esthetic source,

Proust's emphasis on thematic criticism anticipates 
the formal objections to his work. While Jaloux and 
Pierre-Quint praised the union of poetry and 1he novel, 
most traditional critics, like Lasserre, Souday and Massis, 
condemned the work as obscure and lacking classical struc­
ture. Crlmieux' perception of a circular construction co­
incides with the contemporary vogue of Wagnerism, and was 
not readily accepted by most readers.

The efforts to place Proust within an historical 
tradition turned inevitably towards comparisons with 
Montaigne and Saint-Simon. While A la Recherche does 
contain elements of an essayist tradition, the unique 
integration of poetry and essay which Proust's novel 
represents passed unnoticed.

Those who praised the lyricism of A la Recherche 
seemed at a loss to account for its originality. While 
many critics condemned the long, complex, detail-laden
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Proustian sentence, no effort was made to situate the 
technique historically or to discern what were Proust's 
stylistic innovations. Much critical censorship was 
directed at Proust's excessive use of inversion, a tech­
nique widely employed by Chateaubriand, Baliac, Hugo, 
Flaubert and the Goncourts. Proustian syntax is original 
in both the effects it achieves (suspense, emergence,
evocation and parody), and in the effort to follow the

52process of creative thought.
The deliberate and repeated transposition of sensa­

tions in Proustian imagery led to charges of obscurity and 
preciosity. This technique determines, in large part, the 
richness, variety and density of the Proustian metaphor. 
The most positive stylistic critics spoke rather super­
ficially of the "poetic atmosphere" of A la Recherche, 
but never accounted for Proust's specific use of syn- 
aesthesia as an evocative and unifying force. While the 
subject matter of Proust's novel did not become a major 
factor in critical censorship until the 1930's, the most 
immediate critical reaction in the 1920's focused on a 
condemnation of those qualities which have proven the most 
lasting 1 poetry and style.
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Chapter 2 
THE FORMAL APPROACH

In a 1905 survey conducted by Le Cardonnel and Vellay 
for the Mercure de France, novelists and critics charac­
terized the present state of the novel as anecdotal, ideo­
logical and iaitatively realistic. Andr6 Gide complained 
of the lack of original fictional characters, and the 
general tone of the response was one of disillusion with 
the genre.^ The response to Andrf Billy's 1910 survey, 
published as L"Evolution actuelle du roaan. brought further
evidence of the confused and contradictory attitude of

P %writers towards the novel. In 1913» Jacques Riviere's
"Le Roaan d'aventure" prophesied the evolution of a new 
novel, distinguishable from traditional literature by its 
length, imagination and psychology. Barres, Bourget and 
Loti were repeating tired themes in their later works.
The point-of-view technique of the English novel was famil­
iar to French readers of the early twentieth century. The 
poetic novel had already made an appearance in the fora of 
Alain-Fournier's 1913 Le Grand Meaulnes.

The dissatisfaction in 1914 France with the existing 
form of the novel would seenr\ to favor the introduction of 
the innovative A la Recherche, However, the general
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critical reaction to the style and composition of Proust's 
novel ranged from confusion to outright condemnation. With 
the exception of Edmond Jaloux, L&on Pierre-Quint and 
Benjamin Crfmieux, most critics characterized Proust's 
style as cluttered, imprecise and obscure. Proust's in­
sistence on the complex, rigid structure of his book was 
generally dismissed. The attempts made to explain Proust's 
original technique cover a broad range of reactions!
Jaloux, Pierre-Quint, Crfmieux and Souday dealt with the 
syntax and poetry of the novel» Thibaudet tried to place 
Proust within French tradition» Abraham, Feuillerat and 
Vigneron applied various critical methods to an anlaysis 
of the nevel's composition.

Style
While the most positive evaluations of A la Recherche 

in the 1920's were based on the novelist as psyohologist 
and observer of society, Edmond Jaloux was one of the 
first, along with Crfmieux and Pierre-Quint, to praise 
Proustian style. Jaloux* defense of Proust's style 
assumes its importance more from the context of Its time 
than the content of his analysis. Although his observa­
tions may appoar superficial to the modern reader, his 
persistent support of Proust's stylistic technique in the 
Nouvelles Litttraires provided significant arguments to 
reject the condemnations which greeted the publication 
of Du cott de chat Swann, Jaloux confidently and
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correctly predicted the eventual ascendancy of the poetic 
over the psychological and moral dimensions of A la 
Recherche.

As a critic, Jaloux approaches a literary work with 
the aim of determining the intentions of the author, and 
than judging the value of the techniques used by the author 
to express his personality, Jaloux' admiration for Du Bos's 
criticism is based on the letter's ability to become 
totally immersed in literature, Jaloux* effort to allow 
literature to overwhelm and absorb the critic agrees with 
one of the fundamental precepts of Proust's critical 
esthetic.

From his analysis of Lea Plaisirs et les jours, Jaloux 
concludes that Proust is perfectly capable of writing suc­
cinct and concise French, and thus refutes the charges of 
obscurity, resulting from limited ability, leveled against 
the novelist. If Proust's style has evolved from the 
short, precise sentences of Les Plaisirs et les jours to 
the long, circuitous syntax of A la Recherche, then this 
change, according to Jaloux, msut be attributed to a 
change in purpose, rather than a degeneration of ability.
The earlier work shows a "perfection extftrieure a laquelle
il (ProusVj a renoncl volontairement onsuite pour acquirir

3un autre genre do perfections,While Proust succeeded 
in describing emotion in Les Plaisirs et les jours with 
classical clarity, the search for truth which permeates 
all of A la Recherche necessitated a change in style.
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dependent on the depth ef exploration into emotion and 
consciousness, and A la Recherche is bathed in Mce hale 
de secret et d*frtranget<« qui enveloppe les oeuvres 
volontairement ou involontaireaent indftcises."^ Proust's 
use of metaphor, of association, his seascape descriptions 
his portrayal of Albertine and Andr6e bring a poetic dimen 
sion to the novel.

Jaloux perceives the vehement formal censorship of 
Proust's novel as a reaction against the innovations 
wrought by Proust's search for truth. The willful neglect 
of traditional laws of composition and the lack of formal 
concision violate time-honored stylistic platitudes. The 
length of Proust's novel, according to Jaloux, alienates 
him from French tradition, and his "communion lyrique avec 
l'univers" brings him closer to the spirit of English and 
German novelists.-* However, the influence ef classical 
interpreters can be seen in Jaloux' claim for a Proust who 
is classical in spirit. This spirit manifests itself in 
the alternately ironic and tragic world view evidenced by 
the marriage of Gilberte to Robert de Saint-Loup, and that 
of M. de Cambremer to Jupien's niece. Jaloux touches on 
Proust's comic talent, whioh he finds to be reminiscent of 
seventeenth-century comedy, born of the observation of 
people and customs.

After the completion of A la Recherche, critical 
vocabulary was effected by the publication of the trans-
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lation of excerpts from E. M. Forster's Aspects of the 
Novi in La Revue do GenSve. Froa the suggestion that 
tho structural beauty of a novl may depend on its rhythmic, 
rather than its spatial scheme, came the widespread ap­
plication of au8ical terms to literary criticism.^

It is in the poetry of A la Recherche that Jaloux 
finds the basis to counter claims of lack of composition 
in the novel. While Jaloux will not concur with Cr£mieux* 
assertion of a composition "on rosace", or with Proust's 
own cathedral analogy for the structure of his work, the 
critic discerns an over-all unity, enhanced by Wagnerian 
leitmotifs, rather than a traditional sense of composition 
in the novel. While the conclusion of A la Recherche 
echoes the initial episode of the madeleine, Jaloux 
feels that Proust's constant additions to and transforma­
tions of the original text have negated the novelist's 
claim to a well-composed book. For Jaloux, A la Recherche, 
which combines the novel of manners, autobiography and 
memoirs, gains unity from its poetic elements and its 
strictly personal form.

While Henri Massis condemned Proust's "enlagante magie" 
as a diabolical technique designed to contaminate the 
reader with the author's own corruption, and this "culte

n
du pathirtique et du myst$rieux"r was seen by Paul Souday 
as a dangerous deviation from the classical tradition of 
clarity and lucidity, to Edmond Jaloux, Proust's powers
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of enchantment give the novel a unity which, "comme un 
ciment flun'de; lie et agglomere des richesses auaei

g
diverses." Jaloux consistently correlated the role of 
fantasy, dreams and mystery in a novel with its poetry,
In Essences, he writes that "La poSsie est l'art par lequel 
l'individu s'identifie a l'univers, G'est en cela qu'elle 
est une operation magique.

The generally positive tone of Jaloux' analysis of 
Proustian style, coupled with his access to the reading 
public of the Nouvalles Litttraires, countered the severe 
attacks launched by other critics. In his continued em­
phasis on the poetic dimension of A la Rochorohe, Jaloux 
transcended the limited interests of much of the 1920's and 
1930's criticism. While his writings offer little in the 
way of in-depth analysis to the modem reader, his early, 
instinctive recognition of the innovative qualities of 
Proust's style distinguishes Jaloux* criticism from the 
general and widespread outcries directed against Proust's 
literary technique.

The positive thrust of Jaloux' stylistic criticism 
was strengthened by the publication, in 1925, of the first 
book-length study of A la Recherche. L(on Pierre-Quint's 
Marcel Proust.- sa vie, son oeuvre. In the description of 
Proust's novel, Pierre-Quint's attempts to encompass all 
aspects of A la Recherche determine the inevitably general 
character of his study.
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In the chapters devoted to Proust's style, while 
no intensive analysis of any particular aspect of the 
novelist's technique is offered, the critic's instinct 
seems invariably correct, and many of the stylistic qual­
ities he describes and defends are among the most inno­
vative (and frequently misunderstood) elements of Proustian 
style.

Much in the spirit of his time, Pierre-Quint ties 
Proust to the seventeenth-century classicists by virtue of 
the general ideas implicit in A la Recherche, The influ­
ence of Bergsonian philosophy can be seen in Pierre-Quint'a 
explanation of the need for a modern novelist to create a 
new language, one whose dynamism and complexity reflect 
the "immense travail d'approfondissement""^ necessary to 
elucidate the "parcelles subtiles de notre conscience."11 
In terms similar to those used by Jaloux, Pierre-Quint 
praises the poetic atmosphere of A la Recherche, the use 
of metaphor and the introduction of Wagnerian leitmotifs, 
and seconds CrSmieux' description of the composition 
"en rosace" of Proust's novel.^

Pierre-Quint*s is the first lengthy study of the 
importance of language in Proust's character portrayals.
The Bergsonian and Freudian ooncept that vocabulary, 
mannerisms and gestures are more revelatory than the 
content of conversation places Proust among the modernists. 
Although Pierre-Quint's conclusion that "le comique
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aboutit a aettre en Svidence une v&rit$ psychologicque 
was first suggested by Cr£mieux in his 1924 XXe siecle, 
an interesting analysis of Proust's comic use of language, 
vanity, puns and transpositions is appended to the 1928 
edition of Pierre-Quint's book. The critic's ideas on 
Proustian composition and style were both provocative, 
and, in many cases correct.

Throughout his career as literary critic for Le Temps, 
Paul Souday took every opportunity to remind readers and 
fellow critics alike of his place among the few critics 
who, in 19131 remarked upon the publication of Du cotS de 
chet Swann, While Souday may have a chronological claim 
to primacy, the tone and content of his Proust criticism 
reflect an inability to recognise or understand originality, 
to modify past standards, and to adapt to a literature in 
the process of change,

Souday's articles on Proust's novel give the reader 
a sense of both the intensity of the early stylistic 
censorship and the immutability of the critics who penned 
these attacks. It Proust demanded flexibility on the part 
of the critic, Souday was certainly not the source of any 
critical understanding of his work.

Souday takes on the burden of defending the purity 
of the French language from contamination by authors lack­
ing grammatical form, ignorant of the Values of clarity 
to be derived from seventeenth-century prose, and will­
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dition. Jn his 1913 article, and frequently thereafter, 
Souday highlights grammatical errors, particularly in­
stances ofmisuse of the subjunctive and failure to make
proper agreement, in Proust's novel. In France, "a

14nation of grammarians", Souday's enumeration of Proust' 
grammatical faults was significant. The limits of Souday' 
attitude are perhaps best put in relief by a contrast 
with the evaluation of a non-Frenchman. In his 1928 "La 
CoraplexitS dans 1 'apprehension du monde", Leo Spitzer de­
scribes the Proustian sentence as "la phrase latine et 
fran$aise, Slargie et assouplit par 1'onomatopie impression 
niste."1^ In his letters to Souday, Proust underscored 
the improbability that such glaring errors may have orig­
inated with the author.

The minute detailing which forms an integral part of 
Proust's literary technique is attributed by Souday to 
the nefarious influence of the English novel, where, con­
trary to the synthetic French tradition, "la sensation 
de la vie est produite par une sorte de cohabitation as- 
sidue avec les personnages. Proust's affinity with 
the English novel was a common theme among both supporters 
and detractors. In more positive terminology, Michel 
Raimond has compared Proust's desire to "embrasser la
durSe d'une vie et de manifester comment les etrss

1 7changent" with the novels of George Eliot.
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The "prestige de l'obscur" to which Proust is willing 
to sacrifice any semblance of clarity, represents a re­
gression in the evolution of literature, and is the anti-

18thesis of classical tradition. Souday cites Saint-Loup's
homosexual transformation as an example of Proust's "manie

» « 19du mystere a tout prix." While other contemporaries
noted this lack of transition, most were willing to at­
tribute this weakness to the fact that Proust had not 
corrected the final version of Le Temps retrouvS.

Most of Souday's analyses of A la Recherche begin 
negatively. Although Souday does praise Proust's imagina­
tive powers, his sensitivity, his art of character portrayal, 
the technical indictments and warnings of excessive length 
should have discouraged any reader from opening the novel. 
Souday finds Proust's long sentences clumsy and frequently
incoherent. He considers Proust to be a true impression-
- A 20 1st, "incapable de penser par lui-meme." in the tra­
dition of the Goncourt3. Proust's excessive subjectivism,

21his "scepticisme paresseux," and his violation of the
rules of grammatical o.'der are all manifestations of what

22Souday calls an "esprit feramelin," an intimation against 
which Proust quickly defended himself in a letter to the 
critic,2^

Souday's indictment of Proust's style is equalled 
by the critic's contempt for Proustian psychology. There 
is nothing in the psychology of A la Recherche which is
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not either imitative or paradoxical. Proust's ex­
cessive reliance on intuition is little more than the 
reflection of a passing fashion, and his theory of multiple 
selves is pushed to the limits of the absurd. Gharlus' 
masochistic adventures, according to the critic, could 
have been written by any author whose aim was to scandalize. 
The explorations of the worlds of Sodom and Gommorha are 
seen as useless, sterile ventures. In a letter of 
January 1, 1920, Proust answered Souday's charges of ex­
cessive subjectivity by asserting the novelist's right
to oppose the critic's optimism and objectivity with his

2kown pessimism and phenomenology. However, Souday seems 
little inclined to grant rights that do not coincide with 
his own conceptions.

Souday's unyielding dogmatism, while representative 
of the attitude of a powerful group of writers towards 
new literature in France in the 1920's, does not stand 
the test of time. While censoring Proust in the name 
of a Latin tradition of clarity, concision and purity,
Souday, in his failure to recognize what are today considered 
to be essentially classical qualities of Proustian 
prose, inevitably failed to discern the stylistic orig­
inality of that prose. While Thibaudet, at the other 
extreme, refused to apply any esthetic principles to 
literary criticism, Souday eonsistently applies standards 
which forbid innovation. Perhaps Proust himself best
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when he writes in a letter to the critic “vous ne vous 
pretez pas a la transfiguration voulue par l'auteur, [7 . 7]
vous mettez 1 'oeuvre d'artH . .1 sur le meme plan que la

2 5vie commune." Although Souday's intransigence dis­
qualifies him as an evaluator of contemporary literature,

yhis anal'ses of literature may serve as an index to the 
most frequent and widespread reactions to Proustian style 
by some of the most distinguished and widely-read critics 
of the 1920's.

History
In an attempt to understand Proust's originality,

Albert Thibaudet's criticism is directed towards situating 
Proust within the tradition of French literature. The 
mixture of innate pluralistic tendencies, avid Bergsonism 
and diverse erudition forms the basis for the character­
istically dialectic nature of Thibaudet's criticism.
Thibaudet began what was to become a life-long collabor­
ation at the Nouvelle Revue Franqaise, where his "Rlflexions" 
appeared, in March of 1912. He shared with the original 
founders a concern for contemporary literature, a sympathy 
for original talent, and a conviction that art and 
beauty transcended moral considerations. Superficially, 
Thibaudet's Bergsonism might invite comparisons with 
Du Bos, and his philosophical approach to literature
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Thibaudet's ever-increasing historical passion for 
classifying authors according to spiritual groups, his 
obsessive consideration of both sides of an issue, the 
large numbers of authors about whom he wrote, and his 
refusal to judge literary works separate him from both 
Du Bos and Fernandez.

Thibaudet's concept of criticism stems from his in­
terests in history, geography and philosophy. The com­
bination of historical and geographical concerns allows 
the critic to see literature as a whole, to "replrer les 
groupes qui s'y distribuent et s'y Squilibrent.M The
historical critic, in studying the evolution, embellish­
ment, decline and surpassing of an idea, establishes links 
between simultaneous works, analyzes conflicts, and makes 
use of Socratic dialog to furtllier his understanding. This 
method is counterbalanced by geographical criticism, whose 
province is that of concomitant, successive ideas, and 
whose instrument is the establishment of parallels and 
affinities. Bergson, in "le Philosophe et 1 'humaniste", 
sees Thibaudet's categorization of authors as serving a 
dual purposes by relating original works to former ones, 
the critic facilitates the public's access to a new bookj 
secondly, in classifying authors, that kitsch is unique and 
innovative, by its very exclusion, becomes more easily 
recognizable. Thibaudet's own critical writings, however,



54

demonstrate the shortcomings of this approach.
In his article in the Hommage a Albert Thibaudet,

Bergson acknowledges an affinity of temperament and
disposition between Thibaudet and himself. Thibaudet's
concern with general ideas leads him to a philosophical
criticism which combines elements of Socratic skepticism,
Platonic archetypal ideas and Bergsonian theory.

In "La Critique des philosophes", June, 1927,
Thibaudet states that the emergence of Bergsonian philosophy
necessitates a new, philosophical orientation in literary
criticism. Bergsonism and "Ionism" provide a proper
critical atmosphere, in that "leur pluraiisme, ce sentiment
des individus diff£rents et adverses par lesquels la nature
tourne, emporte, annule notre principe pratique de contra- 

27diction." The lack of esthetic principles in Thibaudet's 
criticism results from his conviction that standards de­
rived from former works cannot be applied to modern lit­
erature. Th9 proposed philosophical criticism, which is 
directed towards an international exchange of ideas, would 
stand in contrast to the Neo-Thomist logic of critics like 
Charles Maurras and Pierre Lasserre. Maurras responded
to Thibaudet by characterizing him as "bilateral", and

28condemning his pervasive dualism.
Thibaudet's Bergsonism is evident in both his critical 

method and his highly imaged, metaphorical style. His 
first step in approaching a literary work is an effort



to establish an intuitive sympathy between author and
critic, for, as Thibaudet writes in Le Bergsonisme, "les
creations du g£n.ie nous placent a l ’int£rieur de l'£lan 

A 29vital lui-meme." Thibaudet was so capable of empathy
that Fernandez rather extravagantly credits this assim-
ilationist prowess with making Thibaudet "la conscience

30des lettres franjaises contemporaines.
The constant dialectic which runs throughout Thibaudet's 

criticism is equally Bergsonian. This tendency to con­
sider every question from a double viewpoint surfaces as 
early as 1911. when Thibaudet, in opposing the Doric and 
the Ionic, concludes that "nous ne comprendrons pas pleine-
ment le dorique, si nous ne 1 'envisageons a son tour dans

31son opposition et son harmonie ave* l'ionique."
Thibaudet’s hesitancy to judge literature stems from both 
an historical sense of relativity and a Bergsonian con­
cept of succession. In literature, this theory manifests 
itself in the unpredictable nature of both characters 
and works. In a similar process to the one involved in 
Bergsonian philosophy, impressions are organized, in 
Thibaudet's criticism, and emerge as thought.

When Thibaudet applies his critical method to Proust, 
the results are unsatisfying. The critic’s enthusiasm for 
Proust's novel is communicated to the reader, but his quest 
for general ideas and his mania for classifying authors 
interfere with any analysis of the book as a separate



56

entity. In Histoire de la litt&rature francaise de 1789 
a nos jours. Thibaudet includes Proust with the genera­
tion of 191^ in order to accomodate the publication date 
of his novel. One can contrast Thibaudet’s scale of 
thirty years separating generations with the method used 
by Henri Peyre in Glnerations litteralres. Where 
Thibaudet sees five generations between the years 1?89 and 
191^, Peyre distinguishes up to eleven. Thibaudet's 
broader time scheme tends to omit the more subtle under­
currents effecting the rise and decline of ideas. By 
including Proust in the generation of 191^* along with 
Alain-Fournier, Montherlant, Morand and others, Thibaudet 
ignores the bonds of common adolescence and shared 
experience which tie Proust to the preceding generation.

Although they form the basis for most of the future 
developments in A la Recherche. Thibaudet relegates the 
episodes of Combray and Balbec to the role of digressions, 
and declares Proust's book to be the first wholly Parisian 
novel1 He proceeds from this rather shaky premise to 
attribute the evolution of the urban novel to the emergence 
of an urban, Jewish class of writers, whose education at 
the lycSe Condorcet stressed philosophy over rhetoric.
Thus, Proust's novel is tied to an historical phenomenon.

Much in the spirit of Michelet and Taine, Thibaudet's 
tendency to consider authors and their works as products 
of environment, race and climate emerges in Maurras
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Thibaudet's obsession with Proust's Jewish origins 
surfaces in his 1923 "Marcel Proust et la tradition 
franjaise", in an attempt to link Proust with Montaigne 
and Bergson, and thus establish the introduction into 
French literature of a "doublet franco-sSmitique."33 
For the critic, these authors' shared maternal Judaism 
is the key to the dynamics of their thought. This idea, 
which Thibaudet rather cautiously broaches in 1923, is 
repeated in the 1936 Hlstoire»

Proust est demi-juif, comme Montaigne 
et Bergson, avec lesquels il partage 
cette intuition du mouvant et de la 
durle, qui paralt correspondre a 
une greffe du plant juif sur le tronc 
d 'Occident.

This argument, while providing a good example of Thibaudet' 
fondness for natural metaphors, fails to identify what 
might be particularly Semitic in this phenomenon.

When Thibaudet abandons racial influence as a means 
of explaining style, the parallels he suggests between 
authors have greater interest. The critic draws analogies 
between Montaigne's and Proust's intellectual lyricism, 
their psychological cult of the individual, and the

33absence, in both their works, of any tangible events. 
However, the rapports suggested are not further explored.

In linking Proust to Saint-Simon, Thibaudet once
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again proposes a fertile field for investigation. While 
their shared "style J7 . 7J consubstantiel a la chose 
pensante et vivante,"^® by its uniqueness, sets Proust 
and Saint-Simon apart from French tradition, the similar­
ities between the two authors allow Thibaudet to place 
Proust within a category. In the uncorrected Albertine

37disparue. the critic sees *1 * influence active et prScise 
of Saint-Simon. In this same volume, Thibaudet compares 
Proust's, Jules Romains' (Mort de quelqu'un), and Auguste 
Comte's treatment of the subjective existence of a loved 
one after death. While all three share the same subject, 
Proust's originality lies in his technique, for he "laisse 
en lui libre cours a une abondance de souvenirs et d'images 
sur lesquels il se refuse a exercer un controls et a 
consentir des sacrifices."-^® Once again, Proust, in his

OQ
refusal to "6crire simple," is closest to Saint-Simon.

In his 1930 Physiologie de la critique, Thibaudet 
distinguishes three kinds of criticismi spontaneous, 
professional and creative. Thibaudet's literary criticism, 
with its essential pluralism, combines elements of all 
three criticisms described. Thibaudet opposed dogmatism 
in any form, whether it be the determinism of Taine, 
the evolutionism of Brunetiere, the Neo-Thomism of 
Maurras and his followers, or the militancy of Souday.

Just as Thibaudet's criticism is characterized by 
his own pluralism, an analysis of his writings leaves the
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reader in a state of equivocation. There are advantages 
and disadvantages to Thibaudet's approach. From a 
general point of view, the affinities established between 
modern, original authors and their more familiar ancestors 
affords a means of access to the new work. In Histoire 
de la Iltt&rature frangaise de 1789 a nos jours, Thibaudet 
writes i

des qu'avec Proust un certain senti* 
ment de farailiaritS s'est Stabli, on 
a reconnu qu'on l'attendait, que le 
roman framjais faisait la une de ses 
remontes naturelles et nlcessaires, 
et que, comme Balzac, Flaubert,
Maupassant ou Renard, Proust ne le 
laisserait pas tel qu'il l'avait trouvS.Mo

However while Thibaudet does suggest provocative analogies 
between Proust and Montaigne, Saint-Simon, Val&ry and 
Mallarm#, his interest in generalities and categorization 
inhibits him from a more profound and complex inquiry 
into their common traits. The critics concern with 
establishing parallels between different authors often 
results in an isolation of one aspect of the work, and a 
failure to communicate the essential nature of the work 
to the reader.

Thibaudet's sincere enthusiasm for all literature 
has a double consequencei the reader rejoices in 
Thibaudet's exuberance before the text, and in the 
conversational style of his critical dialogi however,



his natural plasticity often leads him to digress and 
the work being studied often serves as little more than 
a pretext for the expression of the critic's thoughts. 
While a good critic should be able to extract the good 
from the most mediocre work, Thibaudet often wrote 
undiscriminatingly and with equal fervor of the most 
original and the most banal books. Thibaudet's refusal 
to judge literature is an inherent part of both his 
historical and philosophical approach. Had he written 
less, one might be able to deduce a judgment implicit 
in the authors selected for study. However, the pro­
lificness of his criticism forbids any such procedure, 
and Thibaudet himself, in Physiologic de la critique, 
condemns partial or judgmental writing as being "moins 
intelligent, moins vraiment et purement critique, que 
celui qui comprend le proces dans sa nScessitS et sa 
p£rennitl, dans son mouveraent de systole et de diastole, 
comme un rythme profond de notre littSrature.

While Thibaudet and Du Bos share a Fundamental 
Bergsonism, their critical efforts follow opposite paths. 
Thibaudet considers his "Reflexions" to be more directed 
towards the work than the personality of the author, 
while Du Bos's Approximations seem to be "en perpStuelle 
approche vers les Scrivains qu'il aime et dont il 
nfacheve pas la poursuite," and end by revealing more 
about the critic than the author, Thibaudet's concept
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of literary duration and relativity discourages the 
exclusion of any author from consideration. Du Bos only 
wrote on those authors with whom he felt an initial, 
instinctive sympathy, and as was the case with Proust, 
discontinued his criticism of these authors when he 
ceased to favor them. While Thibaudet's method of parallels 
and opposites may have encouraged wary readers to approach 
the Proustian novel, his criticism of Proust lacks the 
substance and depth to reveal its basic originality.

Composition
In his intriguing 193^ Comment Marcel Proust a 

compost son roman, Albert Feuillerat advances the thesis 
that Proust's method, style and intention in writing 
A la Recherche reflect two distinct time periodsi the 
poetic, lyrical version of Proust's novel, written between 
1905 and 19121 and the intellectual, analytic, demonstra­
tive version, which was imposed upon the original text 
in the form of additions made from 1912-1922. To prove 
his theory of the dual composition of A la Recherche, 
Feuillerat first compares the Grasset proofs of A 1*Ombre 
des jeunes filles en fleurs and Le Cot< de Guermantes 
with the text of the published volume. Once the revisions 
have been distinguished from the primitive text,
Feuillerat seeks to determine their common direction 
and quality. Based on the analysis of the supplementary
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material appended to A 1'Ombre and Le GotS de Quermantes, 
Feuillerat, in the second part of his study, applies 
his conclusions to an attempt to restore the original 
version of the -third volume of A la Recherche.

Feuillerat'8 study presents an original and pro­
vocative method for explaining what had been seen as 
the inconsistencies of the composition of Proust's novel. 
Although the structure of A la Recherche had coma under 
persistent attack, the work had always been considered 
as consistent in spirit and intention. Feuillerat is 
able to explain apparent confusions and contradictions 
through his theory of two distinct periods of composition, 
marked by opposite styles, methods and concerns.

The comparison of the published texts of A 1 'Ombre 
and Le Cot& de Guermantes with the Grasset proofs yields 
interesting results. In this volume, Proust's additions, 
while not substantially altering the original structure 
of the work, indicate a change of intention. The re­
visions are similar in effect to the technique in Montaigne's 
Essais, and are largely provoked by association of ideas.

However, it is in the nature and style of the 
additions that Feuillerat finds evidence for the affirma­
tion of his theory of separate composition. At the time 
of his study, the texts of Jean Santeuil and Contre 
Sainte-Beuve were unknown. A reading of these early 
works modifies, and in many cases, negates many of the
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critic's conclusions. While the conclusions at which 
Feuillerat arrives may no longer be Halid, the original 
scholarship on which Comment Marcel Proust a compost son 
roman is built retains its importance.

According to Feuillerat, the additions Proust made 
reflect the cynicism, disillusion and illness which 
accompanied his maturity. In the realm of character devel­
opment, all the revisions are derogatory. The Due de 
Guermantes evolves from a comic figure into a tragic one; 
Gilberte becomes less sympathetic in her augmented role; 
the Narrator's admiration for Bergotte is tempered with 
impatience; Mme de Marsantes, whose original portrait 
contains many of the traits with which Proust endowed his 
fictional mother and grandmother, is metamorphosized 
into a hypocritical, superficial characterj Odette's 
vulgarity is accentuated; Franjoise becomes a more 
negative character as she becomes more complex. While 
their discovery is of interest, Feuillerat's use of the 
derogatory nature of the additions in support of his 
theory of two dialectically opposed attitudes on the part 
of the author is arguable. The disdain and the sarcasm 
which characterize the revisions can be found in the 
social portraits of Jean Santeuil.

The symmetry and classicism (seen by Feuillerat in 
the parallels and dichotomies established between 
Oot& de chez Swann and Le CotS de Guermantes) of the
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original version of A la Recherche has been "violemment 
et irr£m£diablement disloquS” by the additions, and 
the introduction of Albertine, coupled with the expanded 
presence of Charlus, change the general significance of 
the work by allowing homosexuality to become its dominant 
theme. Feuillerat attributes the more explicit and 
pervasive homosexuality of the later books to the 
pessimism and cynicism of Proust's 1912-1922 period.
This assumption is skillfully refuted by Robert Yigneron, 
in his 1937 "Genese de Swann**, with material that was 
available at the time of Feuillerat's writing. Combining 
a study of history, biography and text, Vigneron traces 
Proust's interest in homosexuality as a literary theme 
to his 1893 "Avant la nuit", which appeared in La Revue 
Blanche, The 1907 Eulenbourg affair, which was reported 

Le Figaro, represents for Vigneron the starting point 
for the development of Du cotS de chez Swann, The scandal 
caused by the accusation of homosexual practices among 
the military, the aristocracy, and the politicians of 
Berlin was fallowed closely in Western Europe. Dr. Magnus 
Hirschfeld's testimony at the “trials supported many of 
the ideas Proust had advanced in "Avant la nuit", namely 
the absence of a hierarchy in non-procreative lovei the 
freedom from moral stigma in homosexuality) and the

im­possible link between homosexuality and nervous disorder.
The Berlin trials had a tangible effect on French
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literaturei in December, 1907, Rimy de Gourmont, influ­
enced by the theories of Havelock Ellis, published 
"L'Amour a l'envers", and in a January, 1908 article, 
Gourmont sought to distinguish between pederasty and 
homosexuality. Two scientific studies, Hirschfeld's 
The Third Sex and Fischer arm Gc Weindel's Homosexuality 
in Germany, a documentary and anecdotal study, were trans­
lated into French in the early part of 1908. In May, 1908, 
Proust wrote to Robert Dreyfus of his intention to write 
a novella on the theme of homosexuality. The years
1909 and 1910 saw the publication of Daudet's Le Cherain

I4.5mort and Binet-Valmer's Lucien.
In Vigneron's chronology, the Eulenbourg affair gave

Proust, who had already gathered a mass of unorganized
material for his novel, but had no firm sense of its form,
Hce sujet d'une signification infinie, dont il reve depuis 

i*6des annles." Vigneron's analysis of the elaboration 
of the homosexual theme in A la Recherche does not fit 
Feuillerat's time scheme, and essentially invalidates 
Feuillerat's premise that the expansion of the homosexual 
theme can be solely attributed to a change in attitude. 
Vigneron has shown that Proust's intention to use this 
theme was constants only the medium was lacking.

Vigneron's analysis accounts for the genesis of the 
homosexual theme in A la Recherche. Further support for 
this theory can be found in a reading of "La Race maudite",
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which forms part of the text of Contre Salnte-Beuve, and 
was written in 1909.^ Feuillerat finds that, from a 
structural point of view, the massive additions, starting 
with Sodome et Gomnrrhe, distort Proust*s original plan 
and destroy any possibility of symmetry. The stories of 
Charlus and Albertine have become "deux Snormes ex-

h Qcroissances," ° and the critic is unable to discern "la 
moindre intention constructrice dans la distribution des

kQadditions." 7 In Marcel Proust, roaancier, Maurice 
BardSche considers La Prisonniere and Albertine disparue 
as an overture to Le Temps retrouvd. Bardeche feels that 
La Prisonniere and Albertine disparue were intended by 
Proust to be the formalisation of the theories exposed 
in the previous volumes, and to function as demonstrative 
episodes, as does Un Amour de Swann. Although no mention 
of Albertine can be found prior to 1913* BardSche has 
found a 1909 reference to a young girl, "ruinfe, entretenue 
sans jouir d'elle j7 . par impuissance d'aimer."^0 The 
1910 manuscripts reveal the existence of a girl named 
"Maria", who will later become a "prisonniere.

The most frequent additions to the original text are, 
according to Feuillerat, those offering analyses of 
passions and emotions, and leading to generalisations.
The critic considers the analytic thrust of the numerous 
additions as "la plus indiscutable preuve que Proust, 
quand il concevait de pareilles additions, avait complete-
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ment chang£ de methods littfraire . The poetic, 
dreamlike atmosphere of the primitive version is destroyed 
by the abstract logic of the additions. The change in 
method necessitates a change in style, and the circuitous, 
metaphorical style of the first version, "chargS de 
resonances p o £ t i q u e s , h a s  now lost "tout velout£, 
tout caractere m u s i c a l . " ^  The taste for psychological 
analysis, reflected in the additions which complicate 
love with suffering, jealousy and anguish, the general­
isations concerning man, passions, customs, are all 
revelatory functions of intelligence rather than instinct. 
The imposition of intelligence, described in a necessarily 
dry, logical style, leads to contradictions and confusions 
in the reading of the text. In the revised version, the 
Narrator is no longer a spectator, recording surprise and 
sensation, but a psychological and sociological analyst, 
a classifier, for whom "1'analyse est devenue critique.

Feuillerat was not mistaken in characterising the 
nature of the additions, but rather in divorcing their 
quality from any earlier conception of the novel. The 
seconding of instinct by intelligence was already evident 
in the Jean Santeuil text. The Amour de Swann episode, 
whose function and place in the novel long confused 
critics, can properly be considered an indication of 
Proust's didactic and general intentions. The original 
third part of Volume I of A la Recherche, whic h was
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eliminated from the firBt publication because of its 
length, already contained analytic material concerning 
the role of jealousy and forgetting in Marcel's affair 
with Gilberts. The anguish and futility that result from 
love and friendship also surface in Jean Santeuil.
Michel Raimond, in La Crise du roman, notes that the 
alternation between instinct and intellect is introduced 
in this first volume, and the presence of Un Amour de 
Swann is an early indication of "une ambiguitf qui devait 
se dfrvelopper considftrableaent dans la suivie d'une 
conscience et l'fttude d'un cas."^ Bardiche attributes 
this apparent oonstrast in style to Proust's method of 
writing. All the instances of involuntary memory are 
described in the early notebooks. Proust's constant use 
of the technique of "surimpression ", first noted by 
Benjamin Crfmieux, accounts for the interjection of 
analysis in the midst of intuitive, impressionistic passages. 
While Feuillerat sees the insonsistencies in Proust's work 
as a necessary outgrowth of Proust's innate changeability, 
the method of montage which Bardeche describes as 
characteristic of Proust's technique may account for the 
juxtaposition of the poetic and the abstract. Thus, 
Feuillerat's conclusion that the poetic passages of the 
published version are only "des touches vives sur le fond 
grisatre d'une penste abstraite, souvent obtruse," is due
more to the consistent application of a particular method

57rather than to a later intrusion.



For Vigneron, Feuillerat'e theory of a drastic 
change in nethod and style would indicate "non seulement 
une Evolution mai« une revolution de la doctrine esthftique 
Before the publication of Le Temps rotrouvf, Ernst Robert 
Curtius noted the totality of "1'interpenetration du 
mundus sensibilis et du aundus intelligibilis" in Proust's 
novel.^ The tension that Feuillerat correctly perceives 
can perhaps best be attributed to the varying, but 
coexisting concerns of an essayist and a poet, rather than 
to a radical change of purpose,**0

The comparison between Proust's A la Recherche and 
Balzac's Coatdie huaaine was an early theao of Proust 
criticisa. For Feuillerat, the 1912-1922 period of 
revision is also distinguishable by the greater affinity 
with Balzacian techniques and concerns. In his 1929 
Prousti Rochorches sur la crfation intellectuelle. Pierre 
Abrahaa statistically correlated the growth of Balzac's 
influence on Proust with the increased frequency of 
Balzacian expressions and events in A la Recherche.
Abrahaa attempts to establish a link between Balzac and 
the social aspects of Proust's novel. Thus, according to 
the critic, the curve of Balzacian influence reaches its 
peak in Le Coti de Gueraantes and Sodoae et Goa., rho.
In as auch as Abrahaa's statistics have been questioned, 
his conclusion that there exists a calculable growth 
and decline of Balzacian influence on A la Recherche
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can not be substantiated
Feuillerat cites the additions of the soirfo at the 

Princesse de Guermantes, Charlus' duel, the Baron's 
affection for Morel, the social commentary and the use 
of such formulae as "On dira peut-etre" and "Disons pour 
finir," as evidence of a Balzacian trend which surfaces 
only in the 1912-*1922 revisions. The debt to Balzac 
inherent in any novel of manners written after the Cornedie 
humaine would seem indisputable. The interest of such an 
analogy lies rather in its depth and purpose. More im­
portant, however, would be a contrast of the punpose of 
the description of social events in A la Recherche and La 
Com<dle humaine. While a Balzacian character's outward 
climb and descent through the hierarchy of society provides 
a material description of that character, Proust's social 
situations are designed to reveal purely psychological 
discoveries. The events are of secondary importance. 
Feuillerat, like Abraham, is correct in suggesting an 
analogy between Proust and Balzac, but neither critic 
succeeds in proving the existence of anything more than 
a superficial relationship.

Feuillerat is mistaken in his dating of Proust's 
interest in Balzac, which is already evident in the un­
published Contre Salnte-Beuve. A note concerning a piece 
to be entitled "Le Balzac de M. Guermantes", which was 
appended to a critical study of that author, had been
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found in Cahier I of Proust’s drafts for Contre Saints-
n 62 Bsuvs.

Feuillsrat's instinct is correct in noting the more 
traditional tone of the later volumes, but his hypothesis 
forces him to attribute this change to the domination of 
instinct by intelligence and reason, a phenomenon indica­
tive of Proust's second period of work. While the amount 
of psychological analysis does increase with the progress 
of the novel, the change seems a natural accompaniment to 
the gradual maturing of the protagonist.

The publication of Feuillerat's book provoked a 
great deal of controversy and discussion. Despite the 
fact that his theory that A la Recherche is marked by 
two distinct methods and styles, owing to a radical change 
in the author's intentions, was not sustained, much of 
Feuillerat's work represents an important contribution 
to Proust scholarship. The critic's theory of dual compo­
sition and his attempt to restore the final volume of 
Le Temps retrouv& to its original form is yet another 
phenomenon indicative of the confusion caused by the 
revolution Proust had brought to the form of the novel. 
Feuillsrat's temporal explanation of the dialectic between 
perception and intellect fails to account for the ever­
present ambiguity between reality and appearance in 
A la Recherche. In order to substantiate his claim for 
the overwhelmingly analytic character of the later revision,
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Feuillerat omits consideration of more poetic, lyrical 
additions made during this second p e r i o d . ^3 The contra­
dictions in his novel were largely intentional, and in a 
February, 1914 letter to Jacques RiviSre, Proust explains 
that "Ce n'est qu'a la fin [7 . Tj que ma pens£e se 
dSvoilera. Celle que j'exprime a la fin du premier volume, 
dans cette parenthese sur le Bois de Boulogne |T . e8't 
le contraire de ma conclusion. Elle est une &tape,
d'apparence subjective et dilettante, vers la plus ob-

64jeotive et croyante des conclusions.M
While the final version of A la Recherche, with its 

additions and revisions, certainly exceeds Proust's 
original plan, it would be difficult to agree with 
Feuillerat that the contradictions in the published text 
are the product of a Proust "attaint de troubles de 
mffmoire," no longer capable of perceiving the "dtsordre 
qu'il cr$ait par ses innombrables a d d i t i o n s . A  more 
reasonable explanation, but one that negates Feuillerat's 
time scheme, would be the fact that Proust was not able 
to correct the final proofs of the last volume. The 
metaphorical style, whose absence from the 1912-1922 
additions Feuillerat attributes to a new taste for analysis, 
was always considered byfroust as a fundamental toml of 
analysis. The discontinuity of A la Recherche is certainly 
due more to the author's concept of time than to the 
encroachment of age, pessimism and cynicism. While
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Feuillerat's theory is a provocative and original attempt 
to explain the structure of Proust’s novel, and he does 
inadvertently focus attention on the poetry of the novel, 
a knowledge of the Jean Santeuil and Contre Sainte-Beuve 
manuscripts invalidates tne critic's conclusions.

What most clearly emex-ges from a study of the 
formally-oriented criticism of A la Recherche in the 
1920's and 1930'® i® a sense of confusion when confronting 
an original work. Those, like Jaloux, Pierre-Quint, and 
Cr&mieux, who were able to recognise the poetry in Proust's 
novel, remained general in their analyses. Thibaudet's 
attempt to situate Proust within French tradition may 
have made the author more accessible to readers, but 
failed to establish more than superficial, although 
provocative analogies, as does Abraham's effort to link 
Proust with Montaigne, Saint-Simon and Balzac. While 
Feuillerat's theory of dual composition has been largely 
discredited by the subsequent publication of Jean Santeuil 
and Contre Salnte-Beuye. his hypothesis is further 
evidence of the persistent doubts surrounding the structure 
of A la Recherche. Vigneron, in his reliance on bio­
graphical, historical and textual evidence, brings new 
insight to the study of the genesis of Proust's novel, 
and to an understanding of the author's intentions. It 
is ironic to note that the obscurity, length and confusion



of Proust's novel have been transformed with time to 
represent clarity, richness, harmony and poetry to the 
modern reader. The passage of time has accorded 
precedence to the elements of his novel which were most 
misunderstood by his contemporariesi poetry and style.
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Chapter 3
THE PSYCHOLOGICAL APPROACH

Proust’s novel, largely Ignored from 1914-1920, was 
the subject of intense analysis and controversy amidst the 
nostalgia, pessimism and skepticism following the War.
The changing focus and technique of the novel, reflecting 
the growth of psychological speculation that had begun in 
France with Taine, became emphatic in the critical approach 
to literature in the 1920's and 1930's. The link between 
Proust and modernism became an essential part of psycho­
logically-oriented literary criticism in France after the 
1922 translation of Freud's psychoanalytic theories.

An increasing awareness of and access to psychological 
theory effected both the subject matter and the form of 
the novel at the turn of the century. Hippolyte Taine's 
1870 De 1*intelligence familiarised French readers with 
the English theory of association. Thtodule Ribot 
followed his 1870 Psychologje anglaise contemporaine with 
Les Maladies de la memoirs (1881), Les Maladies de la 
volenti (I883), and Les Maladies de la personnalit< (1885). 
The Revue philosophique de France et de 1'Stranger, founded 
by Ribot in 1876, was a forum for discussion of contem-

80
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porary theories of experimental and pathologioal psy­
chology. In 1877. Eduard von Hartmann's Phlloaophie do 
1 'inconscient was translated into French. The impact of 
the scientific concept of multiple personality can be seen 
in a corresponding complexity, dislocation and dissection 
of character in the late nineteenth-century novel. Bourget's 
1889 Le Disciple is a demonstration of his knowledge of 
the theories of Ribot, Hartmann, and Taine. Mirbeau's 
L'Abbf Jules. Hermant's Coeurs a part. Provost's La Confes­
sion d*un amant. Renard's Poil de carotte and L'Ecorniflour, 
and Rod's La Sacrifilm reflect the increasingly psycho­
logical orientation of the novel.1

The 1920's
Although much was written on the psychological dimen­

sion of A la Recherche, the studies of Jacques Riviere, 
Charles Du Bos and Benjamin Crfmieux may well represent 
the most original and perceptive analyses of this aspect 
of Proust's novel during the 1920's. These three critics, 
all contributors to the Nouvelle Revue Frangaise. reflect 
to some degree the literary climate of post-war France in 
both their approach to Proust and the conclusions they draw. 
Their importance to a study of the critical history of 
A la Recherche lies in the quality of their appraisals, 
their prestige within the literary community, and their 
impaot upon the reading public.

Jacques Riviere's analysis of the psychological
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aspect of Proust's work is perhaps the most acute to have 
been offered in the early 1920's. The search for truth is 
the constant in the vacillation between dogma and exper­
ience, between objectivity and subjectivity that charac­
terizes Riviere's literary experience. Riviere's taste 
can be traced through the successive enthusiasms for 
philosophical idealism and for symbolist poetry, for 
Barres' cult of self, Claudel's religious orthodoxy, Gide's 
themry of "disponibiliti", and finally, to Proust's novel, 
considered in its psychological, MpositivisticM and 
classical dimensions. The seeming contradictions between 
the traditional and modern attitudes represented by 
Riviere's various and fluctuating attachments, which the 
critic himself called his "effroyable plasticitf",2 are 
reconciled in an ideology of absolute acquiescence, be it 
to a religious ideal or to desire, shared by Claudel,
Barres and Gide.

Riviere's pre-war criticism, treating such diverse 
phenomena as Stravinski's "Sacre du Printemps" and Cfxanne's 
painting, is marked by an intensely subjective reaction to 
the work of art* While Riviere, in his post-war Proust 
criticism, approaches art more objectively, his basic 
flexibility before an original work, his ability to be 
overwhelmed by art, and his willingness to allow intuition 
and instinct to function freely were joined with a greater 
emphasis on intellectual analysis that enriched his later 
writings.
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The exaltation of life, which characterises Riviere's 
pre-war criticism, receives its fullest treatment in the 
1913 "Le Roman d'aventure*. This essay takes its place 
among the speculations and prescriptions in the early 
twentieth-century debate on the need to revitalise the 
novel, and serves as an index of Riviere's personal tastes 
before his first contact with A la Recherche, In a 1924 
interview with Fr$d$ric Lefevre, Riviere stated that "Le 
Roman d'aventure” " ra'apparalt aujourd'hui comme l'annonce 
et presque la proph&tie d'une oeuvre qui devait voir le 
jour vers la fin de cette me me annSei l'oevure de Proust, 
ju8tement.

The essay itself seems to be a personally transitional 
pieoe, in which RiviSre renounces his former symbolist and 
idealist enthusiasms and calls for a future-oriented novel 
whose "adventurous" quality would be essentially psycho­
logical. "Le Roman d'aventure" is important to the study 
of Riviere's later Proust criticism in that its major 
themes foreshadow the particular approach adopted by the 
critic in his appraisal of A la Recherche, Symbolism 
is attacked for its limited vision, wherein emotion is 
the only valid subject of a work) its effusive composition, 
relying once more upon emotion for structural unity 1 its 
restrictive vocabulary, based on an emotive hierarchy of 
words» and its totally subjective approach, which renders 
the work of art too intricate a part of the author's



persona to achieve a broad communicative power. This 
last element of symbolism negates the essential role of 
literaturei that of putting others in touch with truth. 
Symbolism, according to Riviere, had evolved into an act 
of consuming reality, rather than expanding it. Riviere 
rejects the twentieth-century later symbolists as artists 
who Mne connaissent que des plaisirs de gens fatigues. |T . 
Ce n'est pas sans raison que le symbolisms a 6tt attachf 
a la philosophic idfaliste. Vraiment, pour cette gfnf-
ration, les choses avaient perdu leur rfalitf. Tout ftait

kdevenu mental." The symbolist effort had ohangod direc­
tions instead of embracing reality, it sought escape from 
reality. In his post-war studies of Proust, Riviire never 
devotes attention to the psychological novel's indebtedness 
to symbolism, nor to the particular symbolist techniques 
which are inherent to and enhance A la Recherche.̂
Riviere's assessment of Proust's novel is exclusively 
psychological, without concern for the novel's poetry, 
its sense of wonder, the lyrical transfigurations of Odette 
and Gilberte.

The romantics' positive stress on individualism was 
countered in their works by the exclusive identification 
between the artist and his work, and by the glorying in 
submission to, rather than understanding and analysis of 
the passions described. The romantic work Mn'a pas 6t6 
amende jusqu'au contact avec sa perfection, elle n'a pas
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pris la peine de venir en recevoir la forme et l'agence- 
ment,"^ Proust's preoccupation with childhood, his con­
centration on self, are treated by Riviere in their psycho­
logical dimension, without regard for their romantic
lineage.

"Le Roman d'aventure" assumes its most positive aspect 
in the careful delineation of the new literature that 
Riviere feels must evolve. Riviere's strong rejection of 
symbolism (as illusion), romanticism (as incomplete), and 
impressionism (as complacent and superficial), led him to 
an overly enthusiastic prophecy of a return to classicism, 
which governs his later criticism of Proust. While the 
symbolists have tired of life, and the romantics have been 
content with imperfection, "L'oeuvre classique, c'est 
1'oeuvre en actei c'est celle envers laquelle son auteur 
s'est completement acquitt#, celle dont chaque mcl&cule a 

lentement amen&e a sa perfection."^
Riviere realised that, ultimately in France, all new 

works have to sustain the implicit comparison with the 
classical values of lucidity and insight into man's inner 
life. With Descartes and Dostoyevsky as his models,
Riviere calls for a novel representing the convergence of 
analysis and imagination, truth and beauty. The novel 
will be indebted to classicism in its exactness and its 
detail of style, in its "pre-moral” attitude, and in its 
subjects its complexity and progressive development are 
modern and original.
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The "adventure novel" is comparable to classical 
literature in that* while being self-sufficient at each 
stage of its development, it represents a work that is 
constantly in the act of creation, capable of expansion 
to acoomodate both the growth of its characters and the 
flexibility of the most profound imagination. It will 
be a novel turned toward the future t

L'aventure, c'est la forme de 1*oeuvre 
plutot que sa matiere, les sentiments 
aussi bien^que les accidents materials, 
y peuvent etre sounds. Et puisqu'elle 
eat le reflet de notre Stat de nouveaut£ 
au monde, elle doit comprendre, en mens 
teaps que notre attente et notre accueil 
de l'imprfvu dans les choses, 1 •fmer- 
veillement que nous donnent les ames.
A cot# du roman d'aventure proprement 
dit, il y a done place pour un roman 
psychologique d'aventure.8

The new novel will be long, complex, and often con­
tradictory. It will always reflect the search for general 
truths. In contrast to the romantic concept of character, 
the "adventure novel" will present a world of characters 
formed not from moral judgment, but from "scientific" 
observation. In the 192*t debate with Ramon Fernandez, 
Morallsme et litterature. Riviere maintained that the 
classical authors approached their work with a "pre-moral" 
attitude, while Rousseau and the romantics, through a pre­
conceived morality, negated the truth of their works. In 
Riviere's "new novel", the characters will reflect various 
facets of the author, but will never be completely
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identifiable with him. The term "adventure" applies 
equally to the unexpected external development of the 
characters, who assume different, often contradictory 
aspects as the novel progresses.

Riviere's later studies of A la Recherche reflect his
early enthusiasm for the psychological novel, grounded in
a search for general truths in literature. His unique
receptivity towards new literary efforts is equally
evident in his concept of the role of the critic. The critic
must reinterpret tradition that has its basis in classical
art, as Riviere wrote in his 1913 study of Poussin, where
he states that beauty lies in "l'iquilibre des choses,
leur accord, leurs correspondences et ce noeud aystfrieux
de directions que tout regard attentif d£couvre en n'importe

oquelle portion de la nature."7
Riviere's post-war criticism is marked by a conscious 

effort to restrain the subjectivity of his earlier studies. 
In his capacity as editor of the Nouvelle Revue Frangaise. 
Riviere published extracts from A la Recherche, asked 
Proust for critical articles, lectured on Proust and 
devoted most of his post-war criticism to a discussion of 
Proust's novol, Tho exultation of life which characterised 
Riviere's pre-war art, dance, music and literary studies 
is transformed in the post-war years to an exultation of 
understanding, and finds its creative equivalent in A la 
Reoherche. The early concern for sincerity (*De la sinctritt
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envers soi-meme", 1911), has become a search for universal 
truths, and Riviere now considers sincerity to be an 
essentially moral a t t i t u d e . I n  a letter to Andrf Gide, 
Riviere writes" "N’etre pas chrfttien, c'est trouver a 
cette vie une raison suffisante. Cette raison suffisante 
pour moi, c'est la connaissance de moi-meme. . . . The 
source of Riviere's essays on Proust is an immediate and 
profound emotional response to the novel, grounded in a 
shared search for universal truths.

Riviere's critical method in his studies of Proust is 
an active reconciliation of the polarity between subjec­
tivity and objectivity. Intellect, at first paralyzed by 
submission te the work, emerges to structure and analyze 
the affective reaction. The interplay of impression and 
intellect, essential to A la Recherche, coincides with 
Riviere's view of subjectivity and objectivity as legiti­
mate responses to art.

For Riviere, psychology represents the only valid 
instrument in a modern search for truth. In a letter 
written to Proust on July 13» 1920, the critic declared!
"Je veux travailler a une renaissance de la psychologie.
Et fatalement vous en apparaltrez non pas seulement comme 
le pr£curseur, mais comme le protagoniste essential. . . . 
The genesis of the modem novel, as of classical literature, 
lies in sensation. Introspection is the only valid start­
ing point for objective creation. The extemaiization of
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affective phenomena allows for objective analysis, and 
results in the novelist's transcendence of his material.
Riviere exclusively views Proust's novel as psychological, 
linking A la Recherche to classicism and pssitivism.

The most penetrating of Riviere's studies of Proust 
are contained in the volume entitled Quelques progres dans 
l'&tude du coeur huaaln. This series of lectures, given 
in 192^, incorporates ideas Kiviere had previously expressed 
in "Marcel Proust et la tradition classique", 1920, and 
"Marcel Proust et l'esprit positif", 1923, both published 
in the Nouvelle Revue Frangaise,

Just as the revival of classicism called for by 
Riviere was not intended to be an imitation of seventeenth- 
century literature, his definition of positivism deviates 
from the strict, Comtian sense. For Riviere, a "positiv- 
istic" approach to emotions implies a detached, serene 
attitude teward the analysis of a pre-existing reality, andi

Toute 1'originality de Proust, et la 
source de toutes ses d£couvertes en 
psychologie, doivent etre cherchies 
dans un formidable appltit scientifique 
que sa force meme a fait dfrvier sur 
lui-meme.*3

By confronting affective phenomena with a scientific at­
titude, Proust reveals the existence of the unconscious 
as fact, and discovers the relative nature of love.

In a theme first broached in the 1920 "Marcel Proust 
et l'esprit classique" and expanded in the 1923 "Marcel



90

Proust et l'esprit positif", Riviere links Proust's 
skepticism to the classical tradition of Racine, and 
epposes Proust's concept of the deceptive activity of 
emotions to the psychological globalism practiced by the 
romantics. The critic sees Proust's constant probing of 
the emotions as an end to romantic surrender and a begin­
ning of classical resurgence. However, the new classicism 
that Riviere predicts gains its originality from the scien­
tific spirit adopted by Proust, and applied for the first 
time to the affective domain. Riviere declares Proust's 
technique to be "une revolution classique, . . . un retour 
offensif que fait l'esprit classique dSgorgSe par le 
Romantisme." It is in this respect that the critic links 
Proust with Freud, a theme more fully developed in the 
Geneva lectures, as pioneers in psychology.

What Riviere considers as perhaps Proust's greatest 
originality lies in his divergence from Freud. Where Freud 
conceives of the conscious and unconscious as dialectically 
opposed forces, Proust proposes a reciprocal, parallel 
action of these two systems. Very little of Freud's work 
had as yet been translated into French, and with the 
benefit of hindsight. Riviere's strict distinction be­
tween the verticality of Freud's concept and the horizontal 
nature of Proust's now seems rather specious.

Proust and Freud share an innovative contribution to 
the study of lovei the illustration of the mutual depend­
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ence of love and anguish, joy and suffering. Riviere's 
reservations about Proust's theory of love surface in 
"Une nouvelle orientation de la psychologie". The critic 
perceives the limitations of the Proustian theory i the 
denial of the role of physical and moral quality in the 
chosen individual» the elimination of the instinct for 
self-sacrifice inspired by "1'amour-passion"» and the 
absence of any possibility of human interaction, grounded 
in Proust’s particular experience, and not universally 
applicable

The exclusion of morality from psychology allowed 
Riviere to perceive "moral effects" in A la Recherche from 
an intellectual "purging of passions" similar to that 
achieved by the great classical dramatists.^ However, in 
the October, 1924- "Lettre ouverte a Henri Massis sur les 
bons et les mauvais sentiments", Riviere acknowledges the 
disturbing effect of a lack of moral instinct in the 
Proustian charactersi

tn peut souffrir parfois, en lisant 
Proust, d'un certain manque de repSres 
moraux, qui donne parfois 1 'impression 
du naufrage. Je suis encore d'avis 
qu'un temperament complet et bien 
•quilibrf, en qui la vie circule 
normalement, tend instinctivement 
a classer les etres autour de lui, 
et lui-meae parmi eux, suivant cer­
tains criteres d6finis, qui sont 
ceux de la morale naturelle.1?

In the opening sections of his debate with Ramon Fernandez,
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Riviere defends Proust as sharing with Raoine "une psycho-
1 8logie positive des sentiments." Whereas the romantics 

rendered an ordinary character monstrous by imposing pre­
conceived moral values, Proust succeeds in portraying the 
human qualities of a monster (Charlus). However, in the 
final "Synthese" of the debate, the beginnings of a more 
qualified attitude may be seen in Riviere's concession 
that "moral instinct" is necessary to the psychological 
description of character.

While warning against George Meredith's tendency to 
step in and judge his characters, RiviSro finds that the 
moral dynamics of conscience enrich the psychological 
life of Meredith's characters. Riviere was not unique 
among early twentieth-century French critics in his admir­
ation for Meredith. While charges of immorality are no 
longer leveled against Proust, Meredith's novels now seem 
weighted down by casuistic moral judgments and are less 
admired than they were in the 1920's.

In its complexity, its introspection, its progressive 
structure, detail and exactness of expression, its search 
for universal truths, Proust's work represents the ful­
fillment of Riviore's 1913 "Lo Roman d 'aventura", Riviere 
died in 1925, before the publication of Albertine disuarue 
and Le Temps retrouvt. His exclusively psychological 
approach, his concern for a classical revival, coupled 
with his hostility toward symbolism and romanticism.
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explain the absence in his writing of any evaluation of 
the Metaphysics, poetry, or study of manners in A la 
Recherche, What is still vital and engaging in his assess­
ment of Proust is his enthusiasm, born of a genuine recog­
nition of originality, and his lucid analysis of the psy­
chological dimension of Proust's novel. Amidst critical 
reaction to A la Recherche dominated by charges of 
dilettantism and clouded nostalgia for childhood; Riviere 
was the first to perceive the analytic thrust of Proust's 
novel. He managed to both situate Proust within a classical 
tradition (and thus make the novel acceptable and accessible 
to many confused readers), and to perceive the essential 
modernism of A la Rochorcho (linking Proust to Freudian 
psychology). Riviere's own conflict between subjectivity 
and objectivity is reconciled in his Proust criticism, 
where intuition is seconded by analysis. In Marcel Proust, 
Jacques Riviere found a kindred spirit in the search for 
general truths empirically derived from the unrelenting 
study of the selfi in Jacques Riviefe, Marcel Proust found
perhaps his most sympathetic and perceptive interpreter,

1 9or as Claudel described the critic, "the ideal reader."
The exclusive concern for psychology wich governs 

RiviSre's criticism was complemented by Charles Du Bos's 
search for spiritual revival in literature. Similarly, 
RiviSre's intellectual analysis of A la Recherche finds 
its subjective counterpart in Du Bos's reading of Proust.
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Du Bos was the only other critic of equal stature to 
openly praise Proust's novel at this early date. He did 
not write prolifically on Prousti only his 1921 essay, 
"Marcel Proust", and his 1922 "Points de repere" will be 
discussed. Although Du Bos's Journal contains many 
references to Proust, it was not explicitly written for 
publication, and for the purposes of this study, will not 
be considered as a legitimate source of Proust criticism.

Du Bos's critical method is always the samei he 
approaches a new work with a passivity designed to allow 
the author's thought to invade the mind of the reader. His 
procedure is best described in his Journal, where he writes 
that "la personne ici est vraiment le lieu et rien que le 
lieu ou passe, que traverse le courant spiritual."20 The 
reader's humility before a new work corresponds to the 
critical attitude formulated by Proust.

The starting point for Du Bos's eriticism is the 
vertical relationship between the active thought being 
studied and the passive reception of that thought by the 
critic. The reader's creativity is a subsequent reaction 
to his total immersion in the mental atmosphere created 
by the author. While recognising that Du Bos's method 
leads to substitution and limits the interaction between 
author and critic, Georges Poulet oredits Du Bos as a 
precursor of the modem critical technique of identifica-
*4 21tion.
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Du Bos seeks to identify the "point de depart" of an 
author's thought. For the critic, the "point de dlpart" 
of the Proustian novel lies in the exultation which puts 
the Narrator in touch with a reality distinct from conven­
tion. The initial exultation is essentially illogical, 
contradictory, and ephemeral. The distinguishing mark of 
genius in Proust is that "seul de l'exultation il connalt 
le prix. . . ."22 It is Proust's "courage de 1'esprit" 
which allows him to sustain contact with this second 
reality, and forges an intimate relationship between this 
reality and his "sentiment de la vie." The scrupulous 
examination of the results of exultation is proof of 
Proust's "moralitf intellectuolle", and distinguishes him 
from other creators in Du Bos's hierarchy of authors.

Du Bos seems strongest in his defense and description 
of Proust's analytic technique, which was often attacked 
as a negative effort towards total dissociation. Proust­
ian analysis, according to Du Bos, moves in two diametric­
ally opposed directions* a Neo-Platonic prolonging of 
reality, and a dissection of convention. It is always 
a creative process t

. . . 1'analyse ne se solde jamais
en deficiti si elle rfsout en leurs 
fitments tous les composts qui lui 
demeurent suspects, elle nous restitue 
autant de corps intelligibles, a l'abri 
dfsormais de toute attaints.^*

The metaphysical dimensions of Proustian analysis derive
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from the constant effort to go beyond conventional 
reality, from Proust's "originalit* £ . ^ en profondeur,m2^ 
Du Bos distinguishes two levels of Proustian metaphysics 
which correspond to the dual direction of analysis. While 
Riviere ignored the poetry of A la Recherche, Du Bos sees 
a dependent relationship between the lyricism of analysis 
and metaphysical progression. Proust's description of 
the Vinteuil sonata gains its spirituality from the close­
ness of the starting point for analysis to the original 
exultation. Of less spiritual impact are the social scenes, 
where esthetic imagination transforms society into spec­
tacle. In "Points de repere", written for the Hommage a 
Marcel Proust published by the Nouvelle Revue FranQaise. 
the critic characterizes Proust's scientific approach as 
"peut-etre aujourd'hui la seule attitude possible pour 
1'artiste s'il veut rendre 1 'humanit* contemporaine,

While other readers condemned Proust's accumulation 
of minute details, Du Bos strongly defends this technique 
as accurately reflecting the complexity of reality.
Although many contemporaries could see nothing in A la 
Recherche but a conventional novel of childhood reminis­
cences, Du Bos was one of the first to recognise the 
originality ef A la Recherche, and saw that "la convention 
n'a touch* ni son [Proust's] esprit, ni son oeuvre, aux- 
quels elle se borne a foumir une infpuisable mat lore."2**
It is by virtue of his "moralit* intellectuelle", untouched
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by standard Morality, that Proust's novol escapes the 
inhibiting influence of convention.

The constant fluctuations between past and present 
are seen by Du Bos as variations which enrich the unifying 
theae of tiae, rather than unstructured digressions.
Du Bos touches on the multiple levels of character por­
trayal and Proust's powers of observation in the final 
section of his 1922 essay. However, in his discussion of 
Le Cott de Gueraantes, the critic voices doubts as to the 
validity of Proust's totally objective approach, which, by 
according equal interest to all subjects, leaves no room 
for moral distinctions. At the tiae of the writing of this 
essay, Du Bos feels that the lack of a hierarchy of values 
in Le Cot$ de Guermantes is compensated by the psychological 
depictions of such incidents as the stay at Doncieres, the 
visit to Mae de Villeparisis, and the lunch with Saint-Loup 
and Rachel. He notes two instances of exultation in the 
Guermantes volumei the telephone conversation between the 
Narrator and the grandmother, and the Narrator's objective 
observation of the grandmother upon his return from 
Doncieres.

Du Bos's evaluation of Proust is aostly laudatory.
He is important to a history of critical reaction of Proust 
because of both his influence as a collaborator on the 
Nouvelle Revue Frangalse and his positive assessment of 
Proust's style, treatment of time, and psychological
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insight. He is the first French critic to see a meta­
physics in A la Recherche, and to direct attention to the 
poetry in which it is grounded.

Du Bos tends to establish hierarchies of authors 
based on a standard of spirituality. His effort to cap­
ture the mental atmosphere of the text being studied often 
leads to metaphorical digressions. Du Bos, who only 
analyzed works to which he was sympathetic, wrote no 
further essays on Proust after the eulogy, "Points de 
repire." After his 1927 conversion to Roman Catholicism,
Du Bos confided to his Journal that Proust lacked "l'effort
intellectuel gfeial" necessary to grasp the unity of the

27consciousness he had so successfully dissected. Through 
His Journal, one can trace the correspndence between his 
waning enthusiasm for Proust and his waxing orthodoxy.

Benjamin Crfmieux is the only one of the critics 
discussed in this section whose writings extend beyond 
the publication of Le Temps rotrouvt. His critical method, 
as revealed in the 192H essay "Marcel Proust" in XX* 
slide, involves the reader in a search for the genesis 
of a work and an attempt to reconcile biographical factors 
with the author's choice of genre and theme. The oritic 
then proceeds to a detailed analysis of the work, evalu­
ating it in the context of the artist's former literary 
efforts, and judging the success with which stated inten­
tions are realised.



99

Proust'* imagination, memory, hypersensitivity, 
isolation, and freedom from practical concerns, according 
to Crtmieux, determine both the genre and the themes which 
he pursued. Proust's imagination, heightened by his hyper­
sensitivity, allows a constant communication between the 
conscious and the unconscious. His isolation from 

society favors this contact with the unconscious, and 
also accounts for the predominance of memory in A la 
Recherche. The earlier "Pastiches" and Les Plaisirs et les 
jours anticipate this tendency. Proust's art is grounded 
in his powers of memory and imagination, cultivated in 
solitade.

Like Riviere, Crfmieux considers Proust's positivism 
to be the key to "le renouvellement psychologique et 
littiraire" represented by A la Recherche. For Cr$mieux, 
Proustian analysis does not end in dissociation* The 
critic sees evidence of the concept of the existence of 
a unified self in Proust's descriptions of drsam, sleep, 
forgetting, and instances of involuntary memory. Proust's 
search for knowledge leads to a temporary disintegration 
of personalityi memory allows and fashions the reoreation 
of solf. Proustian analysis is seen as a creative pro* 
cess which dees not diminish love by stripping it of its 
metaphysical attributes, but rather enhances it by the 
descriptien of suffering and anguish, and results in a 
concept more human and vital.
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Crfmieux, like Riviere, ties Proust to both modernism 
and classicism in his study of the psychological dimension 
of A la Reohorche. Like Freud, Proust is able to discern 
the deceptive role of emotionsi like the classical authors, 
Proustian analysis leads to discovery of universal truths. 
Proust's skepticism towards affective phenomena also 
determines his method of character presentation. Depart­
ing from the tradition of Balzac and Stendhal, Proust's 
heroes are not explained by their actions, for Proust 
Mse refuse a voir dans un acte la projection fidele de la 
personnalitft profonde d'un etre."2  ̂ As Crfmieux notes in 
tracing the presentation of Odette and Albertine, character 
portrayal in A la Recherche, while dependent on the Nar­
rator's perspective, is nevertheless a process of constant 
and continuous development.

While RiviSre established a strict distinction between 
psychology and morality, and Du Bos saw morality in the 
intellectual effort to explore the initial exulatation 
which forms the basis of art, CrJmieux integrates morality 
with psychology, and finds that Proust, as psychologist,
Hen mettant au jour tous les ressorts de l'inconscient, 
en les empechant de jouer par traitrise, fait oeuvre de 
moralists."3° The exclusively psychological morality 
which Crfrmieux finds in A la Recherche is, according to 
the critic, determined by the novelist's leisured exist­
ence and freedom from utilitarian concerns. In 1926,
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CrAnieux' position has changed, and he accuses Proust, 
along with Pirandello, of contributing to the pessimism 
and instability of the post-war period. In a December, 
1927 article, "Le Temps retrouvS. " Crftmeiux once again 
returns to his earlier, positive assessment, and finds 
that Proust "nous montre la voie pour nous conquSrir,
pour reconstruire le monde, en nous affranchissant du

31t e m p s , C r S m i e u x '  wavering attitude coincides with 
the deiayed publication of the posthumous volumes, the 
negative effect of the publication of Proust’s correspond­
ence with Montesquiou, and the increasing moral censorship 
of A la Recherche.

Crfmieux was the first critic to identify the impor­
tance of the role of reading to an understanding of 
Proustian esthetic. By considering the 19o4- "Journtes de 
lecture" as the hey to the author's psychology, Crftaieux 
deduces Proust's eoncept of art as interpreting, rather 
than imitating nature, and explains the demands made upon 
the reader by a style allied to the author's psychology.

While most of CrSmieux' study is devoted to the 
psychological dimension of A la Recherche, his interests 
are broader than Riviere's and Du Bos's, and his essay 
includes an analysis of style and structure which fore­
shadows future formal appraisals. He sees Proust's talent 
as a critic reflected in the submission of impression to 
intellect, described as an "impressionni^ne critique."
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In this early essay, Crfnieux discerns a structure, char­
acterised as "en rosace", in A la Recherche, and notes 
the introduction, in the opening pages of the first 
volume, of every important character and theme in the 
novel,

Crlmieux' analysis is, in its major points, very 
close to Jacques Riviere's. Both critics praise Proust's 
scientific approach to affective phenomena, see a creative 
counterpart to the dissection of personality, and consider 
A la Recherche to be an original vision of reality and a 
departure from romantic subjectivism. Both Crfmieux and 
Riviere are enthusiastic for a revival of classicism, and 
both emphasise Proust's links with the classical tradition. 
Crfmieux sees Proust's "surimpressionnisme" as culminating 
in a "vlritable classicisms impressionniste,"^2 and claims 
that Proust's style, founded on impression, imagination and 
memory, and intelligence, breaks with romantic tradition and 
inaugurates a new classicism of prose.^3 Both Cr6mieux and 
Riviere confirm the universality of Proust's psychological 
discoveries.

Crfmieux* belief that the critic's function is to 
make literature accessible to readers and his synthetic 
approach to a new work correspond to the critical esthetic 
advanced by Proust. However, Proust certainly would have 
been hostile to the critic's attempt to consider the 
themes of his novel as determined by biographical factors.

Crfmieux* essay, while affirming many of Riviere's
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earlier conclusions, extends the psychological assessment 
of the novel to include an analysis of style and composition. 
While Crfmieux' study is less strikingly perceptive than 
Riviere’s, it is solid and comprehensive. His knowledge 
of Proust's own literary tasxes and his deductions from 
the novelist*8 early texts helped to shape a future 
understanding of A la Recherche.

Both Du Bos and Crfmieux acknowledged their debt to 
Riviire in the orientation of their c r i t i c i s m . Du Bos's 
critical technique of recreating the mental atmensphere 
of the work, while resulting in fewer precise conclusions, 
helped to familiarize the public with the Proustian 
esthetic and psychology. The constant interplay between 
intuition and intellect in Rivilre's analysis seconds 
Proust's own technique. By associating Proust with Freud, 
RiviSre contributed to a modern reading of A la Recherche.
His analysis of the psychological aspect of Proust's novel 
remains the most original and acute of the 1920's.

Jacques Riviere, Charles Du Bos and Benjamin Crfmieux 
approached Proust's novel with flexibility and enthusiasm. 
Their analyses are free from the more restricted and 
specialised concerns which characterise the psychologically- 
oriented criticism of the 1930's, and the intuitive 
quality of their studies allows for a more personal and 
broader exploration of A la Recherche.
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The 1930 's
The psychological approach to A la Recherche taken 

by the critics of the 1930's is more technical than that 
assumed by previous readers. While Riviere, Du Bos and 
Crfmieux focused the greater part of their attention on 
the psychological dimension of Proust's novel, their 
analyses were broad enough to include other aspects of 
the work. The legitimacy and accessibility of sociological 
and psychoanalytical studies bring a new element into 
the literary criticism of the 1930's. With Arnaud Dandieu 
and Charles Blondel, a very specialised stage of evalu­
ation is roachod.

While Dandieu and Blondel sought to apply theoretical 
knowledge to literature, Ernest Seilliire and Robert 
Brasillach represent a separate, more conservative trend 
in 1930's criticism. Seilliere's assessment of the 
psychological aspect of A la Recherche remains dogmatic, 
while Brasillach rather moralistioally denies to Proust 
any psychological insight.

Arnaud Dandiou's 1930 book, Marcel Proust» sa 
rfvllation psychologlque. is important as a psychologically- 
oriented study of A la Recherche, as a document attesting 
to tho emergence and availability of psychoanalytic 
thoory, and as an index to anti-realist trends which were 
to become more pronounced as the decade progressed.
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Dandieu skillfully uses his knowledge of the works of 
Janet, Freud, Piaget, Minkowski, L$vy-Bruhl, Meyerson 
and Loisy to support his psychological analysis of the 
Proustian metaphor.

Dandieu is sympathetic to the dominant role of the 
affective in Proust, which abolishes the objective concept 
of cause and effect. The critic discredits the Cartesian 
theory of identity, and finds that Proust returns art to 
its original mystical value by substituting "a 1'identity 
idlale 1'analogic sentimentale,"35 Cause and effect 
assume an irrational quality in Proust, who, by opposing 
reality to rationalism, tends towards Mla reconstruction 
d'une Evidence extra rationelle. "3*>

The structure of A la Recherche, according to Dandieu, 
rests on the nine instances of revelation. The key to 
these "privileged states" and Proust's psychology lies
in the Proustian metaphor and the relationship established

37between sensation and memory. Historically, Dandieu 
traces Proust's metaphorical technique to the romantic 
concept of affective time, to Ruskin's use of detail and 
analysis and his reliance on both the material and the 
spiritual, and to the role of music as a catalyst. All 
the revelations share common qualitiesi they are meta­
phorically described by the relationship between sensation 
and memoryj they are preceded by a period of discourage­
ment! and they are distinguished by their suddenness,
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intensity, discontinuity, and sense of dlja vu.
The metaphor ia the Proustian instrument of analogy, 

and its essence lies in the juxtaposition, in the affective, 
of a past and present sensation, with mystical participa­
tion between the two sensations. At this point in its 
development, the Proustian metaphor becomes Nune veritable 
action sacrfe," in the sense of Alfred Loisy*s definition 
of sacrifice in L'Essal historique sur le sacrifice.*^
Here, Proust reverses the intellectual trends of the past 
two centuries by elevating the "action sacrfe" to the 
level of belief. By consciously substituting emotion for 
intellect, Proust restores the romantic, mystico-artistic 
value to literature. Dandieu finds Proust's poetry of an 
affectively apprehended past to be of an equally romantic 
quality, derivative of the poetry of Baudelaire and 
Musset.

The "action sacrle" is the "culture mlthodique de la 
rlvllation."^9 in basing his observations on affective 
reality, Proust inevitably displays characteristics of 
primitivism or "infantilism" in his metaphorical method. 
Dandieu, with the help of Piaget and Freud, sees Proust's
"in/antilisa" as "le secret, a la fois de sa faiblesse

4-0et de son gfinie." Proust presents two aspects of 
"infantilism"i the failure to distinguish between past and 
present, subject and object, complemented by the belief 
in participation as a means of creating an affective



relationship between different phenomena. According to 
Dandieu, participation, "clef de toute operation magique (7 
est ausai le germe de la aftaphore proustienno. The 
principle of participation, effectively used in religious 
ceremonies, is practiced by Proust in a disinterested, 
artistic fashion. The resulting "privileged states", 
similar to the mystical "revival" in religious experience 
described by William James, display an "intensity affective
which "les assimile done a de vfritables extases m£ta-

42physiques."
Dandieu traces the development of the role of the 

fetish in Proustian revelations, establishing a dependent 
relationship between the material and affective spheres, 
and links the trauma which fixes the Proustian fetish to 
Stendhal's theory of cristallisation. The fetish is then 
idealised, or, in Freudian terms, sublimated, to form a 
part of the poetry of the past. The critic perceptively 
analyses the role of dreams in A la Recherche, which, 
because they have no relationship with the present, have 
limited revelatory powers.

Dandieu uses the anti-rationalist, affectively per­
ceived realities discovered in A la Recherche to defend 
Proust against charges of destroying personality. Proust, 
on the contrary, while denying its intellectual base, 
gives personality a new foundation in the conflict betweon 
affootivo memory and the irrationali
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. . . seule la reflation affectiva 
du pass£, c'est-a-dire la metaphor* 
action sacrte, donne naissance au 
sentiment de notre propre existence 
et nous fait espftrer notre propre 
unlt(.Hi

Although Dandieu strongly defends the artistic and 
psychological values of A la Recherche. he finds limited 
social value in the work. This is seen as a result of 
Proust's schisophrenic indifference and hostility towards 
society. This is the weakness to which Dandieu refers 
when he writes of Proust's "infantilism". The infantile 
atmosphere which "donne a 1 'ensemble du monument proustien 
sen rythme et son originalitf essentielle,and from 
which the psychology evolves, at the same time restricts 
the moral level of the work and loads Dandieu to the

* itcconclusion that "moralement son oeuvre rests incomplete." J 
The moral insufficiencies of A la Recherche also result 
from Proust's attempt, in Le Temps rotrouvS, to internalise 
"1'action sacrfe". Proust's final belief that "tout est 
dans 1'esprit," and his consequent rejection of tho fetish, 
according to Dandieu, lead to an estheticism deprived of 
moral value.^

Dandieu was the first of tho psychologically-oriented 
critics to recognise the romantic elements in Proust's 
work. Although Jacques Riviire had already established 
Proust's affinities with Freud, Dandieu's analysis benefits 
from the wider publication and credibility accorded
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psychological studies towards the end of the 1920's.
While the metaphysical qualities of Proust's revelations 
had been previously noted by Charles Du Bos, Dandieu 
more thoroughly documents this aspect of Proust's work.
The weakest part of his book may well be the clinical 
evaluation of Proust's schizophrenia, which suffers from 
a rather forced attempt to explain literary achievement 
through biography.

While Dandieu analyses the literary technique used by 
Proust to convey his psychological theories, Charles 
Blondel, in his 1932 La Psychographie de Marcel Proust, 
attempts to explain the mechanism by which Proust transforms 
individual truths into general laws. Blondel transfers his 
scientific knowledge to the literary domain in his appraisal 
of Proustian involuntary memroy. His other writings are 
exclusively concerned with the science of psychology, and 
he draws a clear delineation between that science and 
"psychographie", which belongs to literature.

In the opening chapters of his book, Blondel adds 
little to the already existing scholarship of Dandieu and 
Riviere in describing the role, quality and circumstances 
of involuntary memory. He does distinguish two additional 
types of memory present in A la Recherche, which approach 
the quality of involuntary memory, but do not in them - 
selves provoke "privileged states". "Mfmoire du coeur", 
in which the affective quality of the past is retained and
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conveyed in a group of incidents linked to one emotion, 
occurs in Proust's novel without being named. There also 
exist instances of an organic, muscular form of memory 
(e.g., the unlacing of the shoes which induces the full 
realisation of the death of the grandmotheri the adapta­
tion to different beds), wherein physical movements gain 
evocative power from past affective relations.

Proustian involuntary memory is free from the prag­
matic constraints of habitual memory, and Mne nous apporte 
pas seulement une premiere rSv&Lation de la r$alit£, il
nous fournit aussi des indications essentielles sur la

* k7maniere de l'atteindre autrement que par lui. . . . "
Blondel finds Proust's belief in the identity of psycho­
logical introspection and art justified, for the "travail 
d ’approfondissement" indicated by the occurrences of 
involuntary memory is "la condition meme de la creation 
artistique.

Blondel distinguishes three categories of generalities 
in Proust's noveli empirical, affective, and subjective. 
Empirical and affective generalities are not an original 
Proustian concept. However, Blondel justifies the apparent 
solipsism at the base of Proust's system of universal 
psychological laws by elaborating the third form of 
generalisation, whereby involuntary memory ponetratos the 
intemporal and reveals the essence of things.

The essence uncovered through involuntary memory is
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radically subjective and relative to each individual** past. 
However, the phenomenon of repetition, which manifest* 
itself in heredity, environment, and imitation, indicate* 
the seemingly contradictory possibility of generalising 
individually-perceived reality. The sensations which 
provoke involuntary memory share a common emotion, andi

C'est done cette (motion qui est 
g(n(rale, et, si elle apporte a 
Proust une impression de joie, de 
beaut(, de v(rit( qui efface 
toutes les autres, c'est qu'elle 
se double du sentiment de cette 
es8*ntielle g(n(ralit$ ou dans 
1*(motion prisente se ressaisissent 
1'(motion du pass( et, avec elle, 
le pass( rneme.*̂

As early as 190^, in "Journ(es de leoture", Proust contended 
that the artist, by communicating his particular vision of 
reality, offers the reader the means to discover his own, 
heterogeneous reality. Involuntary memory reveals the 
quality of truth and prescribes the course of its discovery. 
The generalities drawn from the experience of involuntary 
memory have an intensely subjective quality, but are 
communicablei

Done, il y a une g(n(ralit( 
(minemnuwt subjective, la plus 
vraie pour Proust, parce que ce 
qu'il y a de plus vrai a sea yeux 
est oe qu'il y a en nous de plus 
intime et de plus (mouvant, mais 
en d(pit de sa subjectivit(, il 
est heureusement des d(tours qui 
permettent a 1 'artiste de rendre
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50cette g6n6ralit£ communicable,

Blondel finds Proust's concept of an unconscious 
"viv&nt et agissant, ou se trouve ramass& tout ce que la 
vie psychique a de plus effectif et de plus efficace,"^ 
analogous to the theories advanced by Bergson and Freud, 
While acknowledging similarities between Bergson and Proust, 
Blondel strongly maintains the distinction between Bergson's 
philosophical approach and Proust's artistic spirit.
Proust's novel shares Freud's preoccupation with the sig­
nificance of the dream, the technique of association, the 
manifestations of the Oedipus complex, and the predetermined 
character of repetition. However, Proust's constant inter­
weaving of memories would effectively nullify the Freudian 
practice of association, and Blondel, continuing his attack 
on the scientific limitations of Freud's methods, concludes 
that "la piece la plus essentielle de la methods psycho- 
analytique ne se trouve done plus bonne a rien."^ It is 
not clear whether Blondel is censoring Freud the scientist 
or Freudianism as a social, intellectual phenomenon.

Blondel's work is interesting as an attempt to justify 
scientifically Proust's insistence on the universal nature 
of his discoveries. The book is overburdened by quotations, 
and suffers from Blondel's failure to integrate the psycho­
logical dimension of Proust's novel with its artistic 
value. Although Blondel asserts that his study is of 
Proust the novelist, not Proust the psychoanalyst, his
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assessment remains limited, for "psychological truth is 
an artistic value only if it enhances coherence and com­
plexity --- if, in short, it is art."^

The treatment of Ernest Seilliere as a psychological 
critic is determined only by his own characterisation of 
his 1931 Marcel Proust. Although three of the seven chap­
ters of his book are intended as studies of the psychological 
aspect of A la Recherche, Seilliere betrays little feeling 
for either psychology in general or Proustian psychology 
in particular.

The critic rejects what he discerns as two Proustian 
esthetics 1 a mysticism of passion, wherein homosexuality 
is justified by Kousseauist and naturalist philosophy! and 
the vitalistic principle of involuntary memory, derived 
from the works of Oscar Wilde, German romanticism and 
Henri Bergson, Seilliere condemns the amorality of Proust's 
novel, finds the revelations of involuntary memory lacking 
in metaphysical quality, and prefers the psychological 
portraits to the philosophical theorising of A la Recherche.

While modem readers may sympathise with Seilliere's 
rejection of Proust's philosophical forays, his analysis 
of the psychological aspect of A la Recherche remains 
superficial. Seilliere seems to be untouched by the 
advances in and accessibility of psychological theory in 
the late 1920's and early 1930's. The chapter entitled 
"Les Elements psychologiques g$nAraux de 1'oeuvre"
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labels Proust a "psychologue exp$rmiental, et consfquem- 
ment 'impSrialiste•. , . ,"54 This chapter contributes 
little to an understanding of the psychology of the novel, 
and is complemented by the succeeding chapter, "Psycholo­
gies individuelles", Here, Seilliere’s work is even more 
disappointing, as it promises studies of the social groups 
of A la Recherche, the Verdurino, Swann, Mme de Villeparisis, 
the Duchesse de Guermantes, and Kobert Saint-Loup. In fact, 
the chapter consists of summaries of the activities of 
these characters ,and detailed .tedious speculations as to 
their original models, many of whom Seilliere claims to 
have known personally. The "esprit des Guermantes", and, 
more importantly to am understanding of the novel, Swann's 
intellectual temperament, are characterized by Seilliere 
as, respectively, caricaturistic and insubstantial.
Seilliere's own moralism surfaces with the mention of 
Kobert de Saint-Loup. The critic feels both deceived and 
offended by Saint-Loup's homosexuality, and cannot recon­
cile this final version of the character with his earlier, 
sympathetic facade.

The chapter devoted to the Baron de Charlus, whom 
Seilliere considers the pivotal character in A la Recherche, 
and the "chef d'oeuvre psychologique de Proust," is marred 
by its largely descriptive nature and the constant attempts 
to draw parallels between Charlus and Kobert de Montesquiou. 
Seilliere points out Charlus' imperialist and beneficent
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qualities, and recounts his fall from prominence in the 
aristocratic society of the turn of the century. He con­
stantly judges Proust's depiction of Charlus by the 
criterion of the fictional character's faithfulness to 
aspects of Montesquiou's personality.

It is difficult to ascertain what audience might have 
profited from Seilliere's book, which would seem to be 
addressed to those who had either not read A la Recherche 
and were in need of plot and character summaries, or those 
who had somehow remained immune to the proliferation of 
biographical memoirs and articles attempting to identify 
the living models of the Proustian characters. Seilliere's 
appraisal of the psychological aspect of A la Recherche, 
while generally positive, suffers from a dogmatic approach 
to a proposed subject towards which he displays little 
inclination and which he basically fails to treat.

While Ernest Seilliere fails to adequately explain what 
it is he likes about Proust's novel, Robert Brasillach 
fails to grasp the dynamic quality of Proust's psychology. 
Brasillach's literary reviews appeared in the Action 
Frangaise. where he was greatly influenced by Charles 
Maurras, and in the Revue Universelle. His appraisal of 
Proust, based on four articles he published between 193i 
and 1933* is contained in the section devoted to "Arts 
pofttiques” of his book Portraits.

The "Quatre images de Marcel Proust" are based on the
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1931 article, "A la recherche du bonheur perdu"i "La 
Parabola de l'arche", which appeared under the pseudonym 
Jean Serviere in the October 22, 1931 issue of Action 
Frangaise» the June 25, 1932 article "Art poStique de 
Marcel Proust" in the Kevue Frangaise > and "Flstir",
August 15, 1933# in the Kevue Universelle.

Brasillach's analysis of A la Recherche proceeds 
directly from his premise that Proust's search is not for 
time lost, but for happiness. This rather limited view 
colors Brasillach's reaction to the novel and his subsequent 
conclusions. The critic's basic assumption is that Proust's 
title reflects the deception that is inherent to the entire 
work. As he states in "La Parabole de l'arche"i

Ce qui me semble le plus intlresaant 
dan8 la parabole de l'arche, comme 
d'ailleurs dans toute 1 'oeuvre de 
Proust, c'est le mensonge.56

Although the role of lies is important to the psychological 
analysis of A la Recherche, Brasillach takes the lie as 
basic to both Proust's conception of the novel and his 
finaLdeliverance from time.

For Brasillach, Proust's search is built upon three 
elementsi time, happiness, and the unconscious. The 
third element is largely ignored by the critic. Brasillach 
sees happiness as the only value essential to the recapture 
of lost Proustian time. In order to safeguard the happi­
ness experienced in privileged moments, Proust must imprison
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it in the past, and deprive it of reason through the inven­
tion of involuntary memory. Proust’s concept of happiness 
is consequently stagnant and mummifiedt

. . . bien embaumft la momie peut
5'videmment durer l ’£ternit6 mais 
il faudra un miracle pour qu ’elle 
puisse nous parler.S"?

By enshrouding happiness in a past inaccessible to the will, 
Proust abandons himself to a fatalism "a peine corrigS par 
la foi au miracle."-^

Equally deceptive, according to Brasillach, is Proust's 
metaphor of the ark, which serves as the preface to Les
Plaiairs et les jours, Brasillach seems to take this meta­
phor rather literally, and questions the advantages gained 
by this retreat from life. Brasillach cannot accept Proust's 
evaluation of the spiritual and artistic profits found in 
isolation from society, when this exile was imposed by 
illness, rather than free choice.

Brasillach also condemns Proust for comparing his 
search to the spiritual one conducted by Noah. The critic 
cannot detect any of the metaphysical qualities previously 
noted by Charles Du Bos and Arnaud Dandieu. Proust's mem­
ories are all rooted in sensual experience and his search 
is directed towards a world "uniquement terrestre et 
charnel.

The critic sees Proust's final faith in art as a 
necessary conclusion to the lies on which his search is
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predicated. If Proust were .sincere in his ark metaphor, 
the novel "devrait nous enseigner la vie int&rieur et la 
resignation aux destins sur lesquels on ne peut rien.
Mais on n'en tire aucune espece de sto'icisrae. "60 Proust's 
conclusion that art is, according to Brasillach's termin­
ology, the only lasting happiness, stems from his need to 
maintain the illusion of a spiritual searchi

Sa logique l'a menS a cette concep­
tion du bonheur, il n'en veut pas 
sortir, car il lui faudrait alors 
refaire toute sa vie sur des prin- 
cipes diffSrents.

62Thus, in Brasillach's view, ends "ce fiasco lamentable."
Stylistically, Brasillach finds that Proust uses the 

technique of "surimpression", "a cacher sa vie, a cacher 
son coeur, a $l$ver autour de lui-meme les fumftes et les 
ombres du nicromant, afin qu'il put nous tromper tous, et 
demeurer invisible. The philological discussions on the 
derivation of names, the historical references evoked by 
Odette's style of dress, the reincarnation of the dead 
grandmother in the person of the mother, are all rewarding 
examples of this technique. The superposition of images, 
while born of the need to deceive, remains "une des plus 
belles et plus profondes idies qu'aucun &crivain ait 
jamais eues."^ Brasillach correctly identifies the im­
portance of Elstir in the novel, whose concept of art and 
ability to transfigure reality are analogous to Proust's.
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Brasillach's analysis of A la Recherche remains 
limited by his equation o f  happiness and time in Proust. 
Although he perceives the importance of the lie in Proust, 
the critic treats deception as a biographical factor, 
rather than an element of Proustian psychology. One might 
surmise the unpleasant effect of the publication of Proust's 
correspondence and the knowledge of his homosexuality from 
Brasillach's frequent references to Proust's need to 
camouflage his "tares" behind a screen of lies.

The greater documentation brought to the study of 
Proustian psychology would seem to have a limiting effect. 
While Dandieu's analysis of the Proustian metaphor remains 
within the domain of literature, Blondel's description of 
Proust's "psychographie" results in the isolation of one 
highly specialized aspect of Proust's novel at the expense 
of a more integrated view. Blondel's detailed justifi­
cation of the universal nature of Proust's subjectively 
perceived truths is a more technical variation of the 
theories advanced by Riviere and CrSmieux.

The writings of Dandieu and Brasillach represent a 
gradual shifting of emphasis from the purely psychological 
to the poetic contributions of Proust. The anti-rationalist 
and metaphysical trends of the 1930's are evident in 
Dandieu's approach to Proust's novel. His recognition 
of the romantic elements in A la Recherche is an important
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step towards a more comprehensive evaluation of the novel.
With the exception of Blondel, all three critics 

reflect, in varying degrees, the increased public aware­
ness of Proust's personal life. Dandieu finds the moral 
element of Proust's novel necessarily limited by his 
"infantilism" and schizophrenia. Brasillach's thesis rests 
upon Proust's need to disguise his personal life. Seilliere 
is offended by Proust's naturalist defense of homosexuality. 
While Riviere, Du Bos and GrSmieux sometimes wavered in 
their defense of Proust's morality, an overt condemnation 
of the moral insufficiencies of A la Recherche emerges 
in the psychological criticism of the 1930's.
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Chapter k 

PHILOSOPHICAL AND MORAL APPROACH

In the 1920's and 1930's, the philosophical and moral 
dimensions of A la Recherche were attacked on both secular 
and Christian grounds. While Ramon Fernandez and Etienne 
Burnet sought an analysis of the purely philosophical im­
plications of Proust's novel, Franjois Mauriac, Georges 
Gabory and Henri Massis approached the work with a more 
traditionally Christian attitude.

While moral philosophy has been a significant feature 
of French thought since the Renaissance and ethical themes 
were prominent in the nineteenth century in the writings 
of both positivists such as Durkheim and spiritualists 
such as Bergson, there had been, until the upheaval of 
World War I, a tradition of resistance to sun abstract analysis 
of valuesi "French moral philosophers had tended to focus 
their attention on ethical phenomena as an empirical or 
given point of departure for reflection, . . . However, 
the decades after the war saw a "reaction to both intel­
lectual and socio-political tendencies which appear to 
treat man simply as an object of scientific study or to 
reduce him to his function in the economic sphere or the

126
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2socio-political totality," which resulted in a widespread 
emphasis on a search for moral values.

The methods adopted by all five critics discussed in 
this chapter are to a great extent reflections of their 
times. Fernandez proposes a new method of criticism which 
would establish a dialectic between literature and spiritu­
ality. Burnet attempts to show Proust's work as an exten­
sion of Bergsonian ideas. The moral concerns expressed as 
early as 1922 by Fransois Mauriac were, in the fanatical 
atmosphere of the 1930's, elaborated upon and distorted by 
Henri Massis. Despite Georges Gabory's assertion that his 
analysis of homosexuality in A la Recherche is based on 
esthetic principles, his judgments remain essentially 
moral.

While the critical approaches of Fernandez, Burnet, 
Mauriac, Gabory and Massis may appear outmoded, an under­
standing of their writings is essential to an understanding 
of both the decades which they represent and the fluctuating 
popularity of Proust's novel.

The Philosophical Approach
Ramon Fernandes began his career at the Nouvelle Revue 

Francalse in 1923* at the invitation of Jacques Riviere. 
Fernandez' philosophical and moral preoccupations are 
evident in all his literary criticism, and distinguish his 
writings from those of his Nouvelle Revue Frangaise col-
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league*. The psychological preoccupations of Jacques 
Riviere, Charles Ou Bos and Benjamin Crlaieux are absent 
from Fernandez' philosophical approach to literature.

For Fernandez, the artist's criticism of his own com­
pleted work leads to confusion between the work as an 
entity and its extension as it is explained. He condemns 
the descriptive and conceptually-oriented character of 
historical, psychological and formal criticism. Historical 
criticism does not enlighten our judgment. Psychological 
criticism, by substituting one discipline for another, avoids 
the essential esthetic problems implicit in a literary work. 
Formal criticism sacrifices humanistic interests to the 
isolated study of a particular aspect of literature.

Fernandez defines his critical method in MDe la critique 
philosophique", which serves as an introduction to his 1926 
Messages. He proposes a philosophical criticism based on 
intuition, limited by rationalism, and using the language of 
common experience. Despite the obscurity of his style, 
Fernandez sees his role as a bridge between pure philosophy 
and the reading public. To Fernandez, the "idlalisme sain 
et prudent" of philosophical criticism represents the means 
of restoring "touts sa valeur positive au jugement, a l'acte 
volontaire qui transcends not re affectivitfi prlsente."-^

The philosophical critic's goals are threefoldi he must 
search for the philosophic substructure of a literary work, 
and determine the general philosophical problems implied by
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the workj he must trace the spiritual movement of the work> 
and he must exert a modifying and creative influence on the 
facts revealed by his analysis. The object of Fernandez' 
criticism is to determine the correspondence between lit­
erature and spirituality. He seeks a unifying judgment, 
and as is evident in his writings, "L'acte de jugement de 
Fernandez ne peut etre qu'orient/?.

Fernandez* philosophical approach to literature is 
comprised of, in varying degrees and combinations, Blondelian 
action, Bergsonian intuition, pragmatism, Newman's individ­
ualism, Brunschvicg's critical idealism, and elements of 
Meredith's and George Eliot's notion of personality.
Meredith has been described by Michel Raimond as the author 
who "a le plus contribul dans les annSes d'avant-guerre a 
saper 1 'idSal fran^ais de construction rigide autour d'une 
intrigue."^ In the introductory "De la critique philoso- 
phique", written after the essays in Messages, Fernandez 
takes the opportunity to contrast Meredith's morality to 
Proust's lack of spiritual progress. Fernandez' intense 
anglophilia colors his Proust criticism and although his 
attitude toward Proust is modified in his later writings, 
Fernandez never fully accepts Proust's passivity.

All the insufficiencies in Proust's novel derive, accord­
ing to Fernandez, from his extreme subjectivity, impression­
ism and passivity. While the moral development of Meredith's 
sharacters is mirrored in their actions, Proust's characters
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remain "mosaics", composed of concepts and subjective im­
pressions. Meredith's characters "sont situ£s dans une 
hi$rarchie par l ’estimation de leurs pens£es, de leurs

nsentiments, de leurs actes. Proust's characters are 
confined to living "de la vie de 1 'auteur, parce que 
lui-meme ne vivait que de sensations et qu'on ne tire

Qpoint d'unitS humaine de la sensation. . . . "
Proust's analytic impressionism allows sensation to be 

identified with reality, and thus limits reality. Impression­
ism implies a disinterest in the object, and should there­
fore be only an intermediary stage in the progress toward 
reality. Proust fails to proceed to "une affirmation 
nouvelle de l'objet," and cannot achieve the passage from 
ego to non-ego, the "d$livrance de soi" accomplished by 
Meredith.^

Fernandez contrasts the contemporaneous and active 
cooperation of imagination, will, sensation and intelligence 
in Meredith's novels with the retrospective function of 
Proustian intelligence. In Proust's novel, intelligence 
never surpasses impression, and is limited to an analysis 
of the reality fixed in memory. If, as Fernandez writes 
in De la personnalitS, "Le sentiment de soi est un sentiment 
prospectif, then Proust's search for reality in memory 
violates Fernandez* criterion of action as a confirmation 
of spiritual and moral progress. By refusing to confront 
contemporary reality, Proust condemns himself to a
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interaction of creation and judgment.

Fernandez' "La Garantie des sentiments et les inter- 
mittences du coeur" may be seen as an effort to convince 
Jacques Riviere of the need for morality in literature 
While he supports Riviere's contention that analysis does 
not destroy personality, Fernandez goes further than Riviere 
in demanding that the artist surpass and master affectivity. 
Fernandez' theme throughout his 1924 debate with Riviere, 
published as Moralisae et littftrature. is the artistic 
importance of moral conscience in literature. In the final 
"Synthese" of the debate, Riviere acknowledges that Meredith's 
morality enhances the psychological and artistic values of 
his novel.

In his analysis of "Les Intermittences du coeur", a 
text which Fernandez feels reveals Proust's thought and its 
limitations, the critic faults Proust most specifically for 
the absence of a hierarchy of values, and for the lack of 
spiritual progress in A la Recherche. These two deficiencies 
result from Proust's definition of soul as a collection of 
sensory experiences scattered in time, and self as the 
passive subject of experiments. By identifying each self 
with a particular experience fixed in time, Proust spatial- 
izes time and violates Bergsonian philosophy.

Fernandez defines spirituality as "le sentiment de se 
dipasser. . . . " 1 2 This is accomplished through "1'Elaboration
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sentimentale de 1 'experience sensible. By regarding 
individual sensibility and imagination as the guarantee of 
sentiments, Proust, according to the critic, never passes 
from the level of sensibility to that of sentiment, and 
negates any possibility of spiritual growth. In XXe siecle, 
Cr$mieux expresses an opposing view to that of Fernandez, 
and finds a progression from commonplace morality to wisdom. 
Proust's concept of knowledge, in Cr£mieux' analysis, re­
sembles the Christian ideal of renunciation. In Fernandez* 
hierarchy, the intermittences of the heart occupy the 
level below sentiment which should dominate them. Proust 
passes directly from impression to intellectual comprehension, 
and thus avoids the psychic contraction of the formation of 
sentiment. Here Fernandez, in philosophical jargon, indi­
cates the same weakness in Proust that Riviere described 
in psychological terms. In Proust, intelligence is the 
only path to unity, and only intelligence progresses.

The opposition established between Proust and Meredith 
is extended to include Cardinal Newman and Montaigne. For 
Fernandez, spiriutal progress need not imply metaphysics, 
and he finds Newman's system of understanding equally valid 
without the presence of God. While Newman and Meredith 
think progressively, Proust reconstructs the past, and 
therefore "empeche 1 'intelligence de favoriser le moindre 
progres vital et s p i r i t u a l . C o n t r a r y  to Proust's 
parallel concept of time, Newman and Meredith integrate
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time and being. Most importantly for Fernandez, because 
Newman and Meredith endow impression with permanency, the 
intelligence is allowed to surpass present experience and 
create future experience.

In a theme elaborated upon in De la personnalitS, 
Fernandez opposes Montaigne's active introspection to 
Proust's passivity. Montaigne distinguishes self from 
passions, and always perceives himself "sous l'angle de 
1 ' u n i t S , W h i l e  Montaigne, identifying thought with action, 
shows the higher regions available to man, Proust's passive 
sensibility childishly reduces everything to its lowest 
common denominator. Fernandez' hypothesis that the stag­
nation of Proust's spiritual growth may be due to a certain 
"infantilism" tempered by intelligence was later adapted 
by A maud Dandieu to his analysis of the Proustian metaphor.

In his 1928 article, "Note sur l'esthftique de Proust", 
Fernandez modifies his attitude toward Proust's spiritual 
deficiencies, and praises his originality as a psychologist, 
novelist and moralist. The revelation of the past allows 
Proust to "retrouver £ . 7) les conditions d'un progres 
spirituel, lifes par les nfcessitSs de 1 'experience a 
une progression a rebours dans sa propre mfmoire,"1^ and 
thus escape the parallel concept of time for which Fernandez 
had previously condemned him. While acknowledging the 
personal reality of Proust's discoveries, and admiring the 
dichotomy Proust establishes between affective reality and
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intellectual reality, Fernandez does not concur with 
Riviere's affirmation of the universal, objective character 
of Proust's truths. Fernandez protests against the abstract 
quality of the laws Proust deduces, and his failure to apply 
them to a non-rationalist philosophy.

Fernandez' search for moral and philosophical truths 
explains both his enormous admiration for Meredith and 
his reservations about Proust. His esteem for Meredith, 
whom he credited as the first artist to use “une mSthode 
nouvelle d 'investigation psychologique et d'expression
littSrair.ei la mSthode de 1 'analyse dramatique. . ., H never

17wavered. While Fernandez was praising Meredith in 
Messages. E. M. Forster wrote in Aspects of the Novel that 
"Meredith is not the great name he was twenty or thirty 
years ago, when much of the universe and all Cambridge
trembled J7 . 3  he will never be the spiritual power he was

18about the year 1900. His philosphy has not worn well."
The lack of drama in Meredith's psychological presentation 
had already been noted by English readers and would con­
tinue to be seen as one of the major deficiencies in 
Meredith's novels.

Although Fernandez accepts Riviere's assessment of 
Proust's psychological originality, he never approaches 
Riviere's level of objectivity and rationalism. Fernandez' 
Bergsonism allows similarities with Du Bos, but Du Bos's 
refusal to judge literary works and the introspective 
quality of his criticism violate Fernandez' critical criteria.
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His literary criticism is characterized by his insistence 
on judgment and his search for spiritual progress. In his 
19^-3 Proust. Fernandez seems to have come to terms with 
the novelist. He praises Proust's experimental spirit 
and detective story technique, finds analogies with both 
the Bergsonian philosophy of pure time and the Brunshvicgian 
concept of critical idealism. However, Fernandez expresses 
his hope for a new literature, in which personality will be 
determined by action. Existentialism was to embody several 
aspects of Fernandez* formula for a new literature.

While Ramon Fernandez tried to apply philosophical 
criteria to the study of literature, Etienne Burnet, a 
scientist, sought parallels between Henri Bergson's phil­
osophy and Marcel Proust's novel. In his 1929 "poeme 
critique", "Proust et le bergsonisme", B u m s t  considers 
Bergson as the key to an understanding of Proust, and 
attributes Proust's popularity with the succeeding generation 
to his Bergsonism. Burnet is careful to distinguish philo­
sophical treatise from artistic creation, and thus avoids 
the simplistic and popular condemnation of Proust as a 
Bergsonian heretic. The critic consistently maintains the 
dichotomy between the free, artistic use of Bergsonian 
doctrine and a strict translation of philosophical doctrine 
into literature.

It is difficult to deny the existence of certain 
affinities between Proust's novel and a philosophical
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theory whose influence dominated the French intellectual 
world from 1910 through 1935* His correspondence is further 
evidence that Proust, a cousin by marriage of Bergson’s, 
and a philosophy student, certainly had knowledge of 
Bergson's philosophical theories. In a 1910 letter to 
Georges de Lauris, Proust states that although he has not 
read L'Evolution crlatrice, he is familiar with its contents. 
It would seem likely that Proust had read the 1900 Le Rire.
In both the 1913 interview with FrSdiric Lefevre and a 
letter of the same year to Ren& Blum, Proust clearly rejects 
any analogy between his and Bergson's concepts of memory.
In a letter to Camille Vettard, he denies the influence of 
Bergsonian ideas on A la Recherche. Nevertheless, Burnet 
establishes certain parallels between Proust and Bergson, 
and attributes discrepancies between the two to the in­
fluence of different philosophical trends.

Both Proust and Bergson, according to Burnet, inaugurate 
a literature and a philosophy using scientific methods.
Burnet finds that time, memory, the unconscious, sleep 
and dream are all Bergsonian themes freely developed by 
Proust. Before the publication of Le Temps retrouv$,
Burnet considers Proust's concept of time as an intermediate 
state between homogeneous time and pure "durSe", a "temps 
psychologique m o y e n . " - 1-^ In Le Temps retrouvS, Burnet finds 
a purification of Proust's notion of time which renders 
it an artistic equivalent of Bergsonian durSe.
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Burnet notes further evidence of Bergsonian influence 
in Proust's notion of memoryi

Un demiurge qui aurait voulu exprimer 
dans le langage littSraire la th$orie 
bergsonienne de la mSmoire aurait 
dict£ l'ouvrage de Proust.a-°

For both Bergson and Proust, the act of memory is an 
esthetic experience, providing the substance of mental life.
The critic counters Proust's assertion that Bergson did

21not consider involuntary memory by citing the distinction 
between "mSmoire pure" and "mSmoire d'habitude" described 
in Matiere et m&moire. However, Burnet does not consider 
the basic difference which separates Bergsonian "mSmoire 
pure" from Proustian involuntary memory. For Bergson, pure 
memory retains all of the past, is not strictly affective, 
and receives information in the form of images. This can 
be contrasted with Proust's concept of a totally affective 
and discontinuous involuntary memory. Bergson's pure 
memory contains contiguous past states available to con­
sciousness. In Bergson's concept, the possibility of re­
living a moment of the past is negated by the contemporaneousness 
of all that is past , 2 2

For Burnet, Proust's treatment of dreams, sleep, and 
the unconscious are freely translated artistic versions 
of Bergsonian concepts. However, for Proust, dreams derive 
their beauty from their deformation of reality, while for 
Bergson, dreams represent a resurrection of the past, and
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are not a creative force.
While Proust is never as wholly optimistic as Bergson, 

Burnet does see a similarity between Proust's concept of 
intellectual salvation and Bergson's rationalist, philo­
sophical intuitioni

Pour ceux qui ne sont pas les 
ennemis irrSconciliables de 
1 'intelligence, l'essence de 
Proust sera, en fin d'analyse, 
une essence salutaire.

Bergson's heroic morality is reflected in Proust's "hSro’isme
de la pensSe", which saves him from the intellectual nihilism

24common to his generation.
Proust's artistic intuition is compared to Bergson's

philosophic intuition. For both Proust and Bergson,
intuition, seconded by intelligence, is the means through
which art reveals reality. Burnet finds that Proust's
appeal to the critic to read all the works of an author in
order to discern the originality of that author's vision,
echoes Bergson's assertion in the 1912 Revue de MStaphysique
et de Morale that "Un philosophe digne de ce nom n'a jamais

25dit qu'une seule chose. . . . "  Burnet does not, however, 
contrast the basically metaphysical thrust of Bergsonian 
intuition with the purely esthetic direction of Proustian 
intuition. While both Bergson and Proust see art as un­
covering reality, Proust ' 3  esthetic is entirely based on 
subjective experience, and the reality he seeks to reveal
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is, as he writes in Le Temps retrouvS, "notre essence sub-
26jective et incommunicable, . . . ”

While the most compelling affinities between Bergson 
and Proust lie in the philosopher's and the artist's 
treatment of time, memory, the unconscious, sleep, dreams 
and intuition, Burnet finds that Proust's concept of per­
sonality, his pessimism, and his notion of eternity are not 
Bergsonian,

Bergson's concept of personality is a logical exten­
sion of his theory of time and pure memory. For Bergson, 
the self is a continual, progressive phenomenon, "une
creation continuelle, un jaillissement ininterrompu de

2 7nouveautS. . . ." Bergson, as Burnet notes, more intensely 
feels the continuity in succession, the unity in multiplicity 
of personality. The Proustian theory of personality is 
founded on the succession of selfs, "contigus, mais si
extSrieurs l'un a 1'autre, si dSpourvus de moyens de com-

28munication entre eux. . . . "  While similar to Bergsonian 
personality in its complexity, evolution, dissolution and 
recombination, and in the opposition between the real self 
and the social self, Burnet finds that Proust's notion of 
personality derives from the English theory of association.
The critic attributes the discontinuity of Proustian per­
sonality to the author's concern with the abnormal. The 
conflict between Proust's successive and Bergson's simul­
taneous concept of personality may account for Proust's denial
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of Bergsonian influence on his theory of involuntary memory. 
The multiplicity of self is an intrinsic part of Proust's 
theories of time and memory, and "C'est done sur la nature 
meme de notre vie psychologique, faite de la mort fragmen- 
taire et successive de nos moi £ . 7) qu'est fondle la 
thlorie proustienne de la discontinuitl de la vie psychique 
et de la multiplicitl des moi dans la meme p e r s o n n e . " 2 9

Burnet attributes Proust's pessimism, which manifests 
itself in the absence of energy, action, and will, to the 
influence of Schopenhauer. If Proust is "rempli de 
pessimisms hlraclitSen," it is because he attaches himself 
to secular time, and forsakes pure Bergsonian time.^®
Bergson is Heraclitean in the essential mobility of his 
philosophy, which is optimistically oriented toward the 
future and the need to overcome the past. For Proust, the 
present holds no hope, for all knowledge is contained in 
memory.

Proust's notion of eternity, according to Burnet, is 
not purely Bergsonian, but rather represents a fusion of 
Platonic, Spinozan and Bergsonian ideas. Proust resists 
Spinoza's concept of a fixed eternity to the extent that 
he experiences pure time. Proust conquers death through 
his idea of eternity, and is indebted to both Leibnitz 
and Plato for his views on death. Leibnitz' theory of 
death by infinitessimal degrees coincides with Proust's 
theory of multiple, successive selves. Proust's intellec-
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tualism also corresponds to Plato's asceticism. Burnet 
concludes that Proust remains closest to Plato's formula 
of "le temps image mobile de 1 'frternltS. H o w e v e r ,
Burnet does not emphasize the absence of Plato's metaphysical 
anguish from Proust's idealism, and, as Noel Martin-Deslias 
notes, "S'il (Proustj imagine un monde intelligible comme 
celui de Platon, il n'en fait point une rSalitS indSpendante 
de son experience. . . . For Proust, the value of the 
reconstructed reality is determined by the extent of his 
own participation in the creation of that reality.

Burnet is careful throughout his essay not to categorize 
Proust as a disciple of Bergson. His analysis of Proust's 
Bergsonism always remains within the limits of the free, 
artistic expression of philosophical ideas. Burnet's 
restraint was important at a time when Proust was being 
censured for deforming Bergsonian theories.

The negation of the utilitarian principle of mental 
life, accomplished by according intuition primacy over 
intellect in the search for reality, is the starting point 
for both Bergson and Proust. Although the philosopher and 
the artist both confront the problems of time, memory, 
sleep, dreams, intuition and art, the similarities proposed 
by Burnet are often superficial and do not always withstand 
further scrutiny. Burnet always qualifies his appraisals 
of Proust's Bergsonism through the standard of art, and 
what the critic considers to be Proust's "substantial"
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Bergsonism may be viewed today as more an instance of a 
sympathetic approach to and interest in the same problem.

The Moral Approach
While the intensity and content of moral censoriousness 

directed at A la Recherche varied in the 1920's and 1930's, 
a significant decline of Proust's popularity in France 
coincides with a resurgence of religious orthodoxy. In the 
1920's, the moral censorship of Proust's novel by Francois 
Mauriac and Georges Gabory is tempered by their favorable 
evaluations of other aspects of the novel. Jacques Riviere 
and Benjamin Crlmieux found a valid psychological morality 
in Proust's writings. In the 1930's, Henri Massis' fervent 
denunciation of Proust's amorality excludes any possibility 
of redemption. A generation in ferment found Proust com­
placent, yet the modern reader values his serenity and 
finds the attacks of his successors intemperate.

The greatest differences between the present under­
standing of A la Recherche and that of Hie period are 
manifest in this discussion of moral criticism. France, 
shaken by the experience of World War I, found comfort in 
the 1920's in the policies of the Third Republic. The 
government preserved the status quo that had existed before 
the War, no dramatic social reforms were enacted, and the 
decade had more in common with the time preceding the First 
World War than it did with the 1930's. The Bloc National,
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which held power from 1919-1924, followed a policy of 
religious and political appeasement which had its counter­
part in the American quest for a "return to normalcy".
The mood in most Western countries was characterized by a 
search for order and the return to bourgeois values.

In France, the policy of religious appeasement mani­
fested itself in the 1920 canonization of Jeanne d'Arc, the 
1921 resumption of political relations with the Vatican, and 
the exemption of Alsace and Lorraine from the laws governing 
separation of Church and State. The beginnings of a 
Catholic revival, which reached its peak in the turbulent 
years of the 1930's, can be traced to the early years of 
this decade. The comparatively subdued tone of the moral 
criticism of the 1920's is very much in accordance with the 
mood of the times.

In politics, the League of Nations had no power to 
enforce the terms of the Versailles Treaty, and German 
reparations went unpaid. The late 1920's were a period of 
inflation and, despite the efforts of Poincarl, the "savior 
of the franc", devaluation was unavoidable. Depression hit 
France in 1932. Throughout the 1930's, leftist and rightist 
coalitions alternated in leadership of the country. In a 
time of instability, many sought order in perhaps the most 
dramatic symbol of order, the Catholic Chruch.

The importance of Franjois Mauriac's articles on Proust
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is twofoidi his appraisal is that of a fellow novelist» and 
his writings are characterized by a restraint foreign to 
the more extreme Catholic critics of the 1930's. With 
little alteration, the opinions advanced in these articles 
are repeated in Mauriac's 19^7 Du cot& de chez Proust.

Mauriac's evaluation of A la Recherche cam be divided 
into two phases, separated by a curiously long silence, 
which reflects an apparent change of concerns i the four 
articles which appeared in La Revue Hebaomadaire and the 
Nouvelle Hevue Francaise between December, 1920 and 
December, 1922i^3 the later assessments contained in the
1933 Le Roraancier et ses personnages, the December 8 , 193^
HLe Proust russe attendu," in Les Nouvelles Litt^raires, 
and the entry in his Journal of 1937» titled "Proust et ses 
vrais amis". While the early writings deal with the tech­
nical and moral aspects of Proust's novel, the 1930's 
criticism is almost exclusively directed toward the social 
implications of A la Recherche.

Upon publication of Le Cot& de Guermantes, Mauriac, in 
"Quelques livres", notes the revolutionary character of 
Proust's novel, which, he states, "peut-etre sera l'apport 
le plus important de notre g l n S r a t i o n , a n d  attributes 
the vitality of Proust's characters to his much-maligned 
subjectivism. A few months later, in "L'Art de Marcel 
Proust", Mauriac takes a committed stand and declares that 
Proust has done nothing leas than "renouveler un genre
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littlrairei le r o m a n . W h e r e a s  Kamon Fernandez complained 
of the absence of sentiment in the Proustian progression 
from sensation to ideas, Mauriac esteems the symbiotic 
relationship between sensation, sentiment and intellect 
in Proust's novel as "unique dans la littSrature."3^
Mauriac adheres, as did many of Proust's earliest and most 
prominent supporters, to a basically classical interpretation 
of A la Recherche. The critic links Proust to the classical 
tradition through the universal quality of his character 
portrayals. The narrowed vision presented in La Prisonniere 
compels Mauriac to modify his earlier evaluation of Proust's 
universality. However, the critic finds that Proust's 
conclusions retain their general import when applied to 
cases of unrequited love, and thus "assure a Proust la 
premiere place entre tous les maltres de la jalousie."3?

The most interesting aspect of Mauriac's early criticism 
of A la Recherche would appear to be an evolution in his 
assessment of the moral dimension of the novel. In his 
February, 1921 article, "L'Art de Marcel Proust", Mauriac 
accords A la Recherche a moral structure derived from the 
unrelenting examination of self which is "a la base de 
toute vie morale."”̂ The novel which he praises as a 
"'Somme' de la sensibility contemporaine, although ex­
clusively secular, is still morally valid. In his eulogistic 
"Sur la Tombe de Marcel Proust", written in December, 1922, 
Mauriac adopts a more orthodox attitude toward the question



of morality in A la Recherche. Declaring that "Dieu est
40terriblement absent de 1*oeuvre de Marcel Proust . . .," 

Mauriac, without accounting for his apparent change in 
attitude, summarily dismisses his earlier statement. 
Mauriac condemns not the subject matter of Proust’s novel, 
but rather its exploration "sans armure adamantine," and 
concludes that, for those who wish to follow Proust, "il 
reste de rSintlgrer la Grace dans ce raonde nouveau."^

Although he uses Christian terminology throughout his 
evaluation of the moral aspect of A la Recherche. Mauriac 
claims that even from a purely literary point of view, the 
absence of moral anguish limits and weakens the work. It 
is somewhat difficult to follow the mechanics by which 
Mauriac transfers what remains an inherently Christian 
analysis to the level of literary analysis. By concluding 
that "la conscience humaine jT . TJ est absents" from 
Proust's work, the critic seems to confuse the amorality 
of Proust's characters with the rigorously individualistic 
morality of the Proustian search.

The whole of Mauriac's 1930's appraisal of Proust 
consists of a few references to the novelist in the 1 9 3 3  

Le Romancier et ses personnages, the 193^ ML® Proust russe 
attendu", and "Proust et ses vrais amis", which appears 
in his 1937 Journal. While extremists were expanding upon 
the 1922 observations of "Sur la Tombe de Marcel Proust", 
Mauriac's attention had turned entirely to the social
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aspects of A la Recherche.
In "Le Proust russe attendu”, Mauriac rejects as a 

form of reverse snobism the Marxist characterization of 
Proust's novel as "bourgeois". This attitude, Mauriac 
asserts, would limit human interest to those characters 
below a certain social level. In both "Proust et ses vrais 
amis" and Le Komancier et ses personnages, Mauriac insists 
upon the socially revolutionary character of A la Recherche. 
The enigma inherent in the novelist's pretention to depict 
society through the isolation and analysis of one passion in 
one individual has, according to Mauriac, been most success­
fully overcome by Proust, whose characters are not immobi­
lized by his study. The critic's praise for Proust's method 
of character portrayal has not wavered from the enthusiasm 
expressed as early as 1920 in "Quelques livres". In 19^7• 
Mauriac returns to an assessment of the moral dimensions 
of Proust's novel. The moral deficiencies of A la Hecherche 
have influenced Jacques Riviere, whose faith was altered 
by *Voeuvre littSraire sous sa forme la plus redoutable Q , 7j 

qui n'a d'autre fin qu'elle-meme et dont 1 'analyse pulverise, 
dStruit la personne."^3 However, it should be remembered 
that Mauriac's reservations about the morality of A la 
Recherche did not lead him to a blanket condemnation of 
the novel.

In a 1926 poll taken by Les Marges, the reading public 
voiced its approval of the subjective and introspective
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approach identified with "modern" l iteratu r e G e o r g e s  
Gabory's Essai sur Marcel Proust, published that same year, 
while modern in its attempt to link Proust with Freud and 
psychoanalysis, reflects the growing moral concern for the 
matter as well as the manner of A la Hecherche.

Gabory's essay suffers greatly from its lack of organi­
zation, The critic wanders pointlessly from one subject 
to another, injecting personal anecdotes describing his 
own exposure to psychoanalysis and luncheons with members 
of the Nouvelle Revue Frangaise. While the greater part 
of his essay is devoted to the moral dimension of Proust's 
novel, the reader is first exposed to the critic's views on 
Baudelaire, Balzac, dreams, romanticism and style. All 
these topics, while appropriate to a study of Proust, are 
diminished by the superficiality of their treatment.

Gabory's evaluation of the moral aspect of A la Hecherche 
is grounded in a discussion of homosexuality. In a rather 
vagrant fashion, Gabory explores homosexuality as it 
effects character portrayal, plot, motivation, artistic 
conventions, and realism in the novel.

Gabory himself acknowledges the contradictory nature 
of many of his statements. Initially, in response to 
Mauriac's remorse at the absence of God and Massis' con­
demnation of the metaphysical vacuum in Proust's novel,
Gabory claims that "L'oeuvre de Proust, ou Dieu n'est pas, 
nous ramene a Dieu. . . . While Gabory seems to be
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answering Mauriac's and Massis' objections, his own analysis 
is often distinguishable only in its terminology from the 
more traditional Catholic view. Although, paradoxically, 
the reader is drawn closer to God as an effect of His 
absence, Gabory deplores the novelist's indifference.
While the critic's despair may be less fervently expressed
than Massis', his statement that "Le b£n£fice du plchS,

46Proust 1'ignorei ni remords, ni scrupules . . . "  echoes 
the dogmatism of the articles which were later published 
as Le Drame de Marcel Proust. At a later point in his essay, 
however, Gabory seems to accept art as a viable alternative 
to "cette fin ext£rieure, que l'homme cherche en Dieu."^

Proust's remorselessness is reflected in the Narrator's 
detached attitude at the scene of the grandmother's death. 
Gabory notes the absence of Christian doctrine in the Nar­
rator's reactions, since resurrection for Proust can only 
exist as a phenomenon of memory. Memory is the only link 
between Proust and humanity.

While acknowledging the vitality of 1he homosexual 
characters, whose vice inspires the development of "leur 
sensibilitl et leur comprehension, Gabory deplores the 
pervasive sexuality, tainted with sadism and homosexuality,
of La Prisonniere. Sexuality and vanity account for all

49character motivation. 7 Proust's world has turned towards 
a "Volupt* perdue dans la souffrance, une souffranee qui 
n'est pas noblement acceptSe, d^sir^e comme un don de
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50Dieu. . . . "  For a critic professing interest in and 
admiration for the theories of Freud, Gabory's objection 
that "la sexualit! chez lui (proust) tient trop de place" 
is curious.^ Gabory claims esthetic, and not moral grounds 
for this judgment. The spread of sexuality in A la 
Hecherche is accompanied by a violation of artistic conven­
tions, and Proust's characters, formerly praised by Gabory 
for their vitality, are now described as "presque entiere- 
ment 'affranchis', surtout pour ce qui touche a la sexuality. 
La, Proust perd le sens de la r£alit£. . . ,"^2

Gabory's essay suffers greatly from its lack of a 
coherent approach. No precise point of view emerges from 
the work, and contradictions abound. Although they are 
often rendered in esthetic terms, the judgments remain 
essentially moral. At the beginning of his essay, in what 
may be considered a self-fulfilling prophecy, Gabory asks« 
"Est-il possible de fixer quelque chose et y a-t-il une 
critique, si serrSe qu'elle soit qui ne se dSfasse des 
qu'on tire la ficelle?"^

While, in the preceding decade, Fernandez and Burnet 
searched for a philosophical substructure in A la Recherche, 
and Gabory masked his moral censorship in esthetic termi­
nology, and Mauriac expressed reservations about the moral 
dimensions of Proust's novel, much of the criticism of the 
1930's was directed toward the obsessive demand for 
traditional Christian values in literature. While political
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and economic events conspired to provoke a spirit of 
Catholic revival in France, the absence of God in Proust's 
novel became the focal point unifying writers of such 
diverse sensibilities as Charles Maurras, Fran5 ois Mauriac 
and Henri Massis,

In a time of excess, both of the left and 1he right,
the universities and the factories, the world and the
spirit, stability was sought with a fanaticism which found 
literary expression in the demand for an art inspired by 
traditional moral values. The intellectual appeal of Neo- 
Thomism, the movement toward collectivism and a sense of 
declining moral values combined to provoke a surge in both 
returns and conversions to Roman Catholicism.

Massis' approach to Proust's novel seems related to 
the dogmatism practiced elsewhere by Robert Brasillach and 
Charles Maurras. While few would question the sincerity 
of Francois Mauriac's religious convictions, his approach 
to A la Recherche remains more balanced and nuanced than 
that of the traditionalists who followed him.

Massis condemns Proust to a life in which "Le vice
sera son milieu vital. . . . The "drame" in Proust's 
life is, for the critic, betrayed in the text of Les Plaisirs 
et les jours. The pervasive amorality of A la Recherche 
is the result of Proust's failure to surmount the moral 
crises described in the earlier work. Massis dismisses 
the contention that these adolescent writings merely
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represent drafts of the later work, but rather, combining 
biography with psychology, considers "La Confession d'une 
jaune fille", "Confessions d'un parricide", and "Violante 
ou la mondanit§" as evidence of Christian preoccupations 
which were later abandoned. While expanding the themes 
of Les Plaisirs et les jours into A la Hecherche, Proust 
will deprive these themes of their most salutory and 
compelling qualityi moral anguish. Here lies, according to 
Massis, the tragedy of A la Hecherche. fori

. . . sa f5rocit& future n'est qu'un 
revers de sa candeur originellej car 
ce peintre des ^ires depravations 
sexuelles crut a 1 'amour, ce notateur 
tout positif de moeurs d&gradantes 
fut un mystique de la passion . 5 5

Massis fancifully asserts that Proust devoted the twenty 
years between Les Plaisirs et les jours and A la Hecherche 
exclusively to the pursuit of his vice, which he saw reflected 
throughout society. After the death of his mother, Proust's 
feeling that he is Min6ga] a la vie" leads him to turn 
inward and retreat from the present.^ The moral struggle 
between will and vice, which Massis finds throughout 
Les Plaisirs et les jours, is abandoned. With the "abdi­
cation de la volont£,"-^ (a theme at the same time receiving 
great attention in Germany), Proust is compelled by "la 
privation de la puretS, tout autant que l'appel de ses 
sombres dSsirs"^® to write A la Hecherche. The genesis 
of the novel lies in a need not only to confide past sins,
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but also to "nous entrainer vers les regions maudites de 
Sodorae et Gomorrhe."^ Proust's introspection is not, as 
Du Bo3 had contended, an act of courage, but rather a 
flight from the present. Unable to assume personal 
responsibility for his vices, Proust contaminates his char­
acters, described by Massis as "automates", with his own 
illness. Had he directed his vision outward, it would have 
been tempered with humanism, for even when Proust succeeds 
in conveying his vision of reality, "c'est proprement le 
malSfice de son enlajante magie , " ^ 0

Both Massis and Fernandez condemn the absence of a 
moral hierarchy, and the resulting lack of spiritual pro­
gress in A la Recherche. However, while Fernandez attempted 
to define spirituality within purely philosophical terms, 
Massis' objections rest on religious grounds. The Proustian 
universe, from which God is conspicuously absent, is void of 
drama, for it is "feraSe a 1 'esp&rance. In Massis' 
analysis, Proust turns to art as a means of replacing 
reality, and of redeeming himself from the suffering he 
inflicted upon his mother. Massis cannot accept that, as 
LSon Pierre-Quint writesi "L'art n'est pas pour lui [Proust} 
une valeur de remplacement, une valeur negative, mais la 
rSalit$ en soi. Massis' thesis depends on his refusal 
to tolerate any system in which God is not the highest 
moral value. In a tone reminiscent of Brasillach's char­
acterization of A la Recherche as a novel conceived in and
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nourished by deceit, Massis condemns Proust's novel as "un 
vaste alibi, une feinte obstinle, Invocation d'une 
existence imagin£e, rev£e, qui n'emprunte a la vraie que 
des impressions fugaces, une sorte d*immense mStaphore, 
inlassableraent prolong^. . . , "^3

Massis' approach to Proust's novel is not an isolated 
aberration. In many ways, the fact of his censure is far 
less to the point than its intensity. It is not the sin­
cerity of Massis' attitude, which is conveyed in the fervor 
of his prose, that may be questioned, but rather the effort 
to impose upon a work a moral system alien to the work 
itself. In Massis' agreement with Maritain's statment that 
"la lumiere intfrieure d'un saint Augustin"^ would have 
been needed to redeem Proust's novel, one may detect the 
Instinctive, tortuous, though unexplored recognition of a 
kindred Platonism. While Maritain believed that "un 
chr^tien seul, que dis-je, un mystique 3  peut faire 
un romancier complet,"^ he conceded that "les constructeurs 
des cathfdrales ne se proposaient aucune sorte de these.

This resort to the sentiments of an earlier othodoxy 
suggests a parochial partisanship rather than a broad 
concern for spiritual matters as the source of the Catholic 
critics' quarrel with Proust. In a 1919 letter to Jean 
de Gaigneron, the translator of Huskin's The Bible of Amiens 
compared the structure of his novel to that of a cathedral.^ 
Gothic cathedrals were commonly thought of as "Bibles in
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Du cot§ de chez Swann. The Garden* A 1'Ombre des jeunes 
filles en fleurs. The Fall* Le Cot§ de Guermantes, The 
Chosen People* Sodome et Gomorrhe* La Prisonniere,
Captivityj and Le temps retrouvl, Resurrection. The 
Catholic critics failed to envision Proust's quest for 
knowledge* or the recapturing of innocence through in­
voluntary memory, as the analogue of a return to a state 
of grace. The gratuitous nature of Proustian involuntary 
memory may find its corollary in Augustine's commentary on 
John 3*8* "'The wind bloweth where it listeth', never 
following men's merits, but ever producing them itself . . ."

The Neo-Kantian reaction to positivism which roughly 
paralleled the symbolist reaction to naturalism reached 
Proust directly through Bergson's writings, especially 
those on intuition. In Catholic apologetics there was a 
related revival of Jansenist notions of grace* in 1907,
Pius X, in the encyclical Pascendi, condemned "religious 
immanentism". French orthodoxy, faced with immanentism on 
one hand and godless Marxist materialism on the other, found 
the transcendental materialism of Neo-Thomism an excellent 
counter. The Proustian synthesis of corresponding symbolist 
and naturalist trends in the novel seems an echo of these 
concerns.

In a similar manner, the apparent absence of will, the 
"silence de son jugement" which even an admirer like
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Jacques Riviere found " a m o r a l "^9s may be thought to have 
respectable antecedents in Bergsonian ideas, e.g., "action 
is perception", as well as in Catholic contemplative and 
deterministic movements historically at odds with Thomism.

In his 1927 Le Progres de la conscience dans la 
philosophie occidentale. Lion Brunschvicg, an exact contem­
porary and former Condorcet classmate of Proust, and the 
author of La Raison et la religion, made a reconciliation 
of idealism and science which both exposes the limitations 
of the Thomists and suggests the Proustian novel 1

Au lieu d'appliquer des principes 
immuables a une matiere nouvelle, 
le progres a consistl, d'une part, 
a revenir sur les principes classiques 
pour en contester la^vlritl apodic- 
tique, d'autre part a faire surgir 
des types de relations inldites, im- 
prlvisibles,70

The most remarkable revelation of the limitations of 
Froust's Catholic critics is given by the Thomists them­
selves. Neither master nor disciple finds impropriety in 
God's absence from art. Aquinas writes 1

(Aristotle] teaches that art imitates 
nature . 3 the human intellect g; . 3 
which (t . 3 derives from the divine 
intellect, must necessarily, in those 
things that it makes, be informed 
through inspecting those things that 
are produced naturally, so as to 
operate in a similar way.7'

Maritain acknowledges the possibility of a "purely practical.
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non-conceptual and non-conscious knowledge of God, which 
can co-exist with a theoretical ignorance of God.M^

The Neo-Thomist critics seem to be objecting to the 
cathedral builder's Platonism and Gallicanisfh vis-a-vis their 
own Aristotelianism and ultramontanism. If Proust's 
Christian dimension is suspect, finally, as more pro forma 
than otherwise, it is nevertheless not absent. At the 
very least it can be said of him, as of Henri de Navarre, 
that he thought Paris worth a mass.
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Chapter 5
CRITICISM OUTSIDE FRANCE

Proust's novel attracted the attention of prominent 
critics in England, Spain, Germany and America.^ Although 
it is not possible, within the scope of this study, to 
present a comprehensive picture of critical reaction to 
A la Recherche outside France, an analysis of the differing 
foreign perceptions of Proust's novel complements the study 
of French critical approaches. While no attempt has been 
made to tie these critics to their own native literary 
trends, an appraisal of the extent to which contemporary 
foreign critics shared, added to, or contradicted French 
opinions of A la Recherche places the French critics in 
perspective without introducing the complications of 
hindsight.

England
The very nature of a tribute, hastily compiled to honor 

a recently-dead author, would seem to insure its super­
ficiality. Although his English readers were among the 
first to discuss Proust's work seriously, the situation 
was complicated by the fact that only the volumes of

163
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Du cot< de chea Swann had as yet been translated from the 
French by C. K. Scott Moncrieff.

However, despite the obvious problems presented by both 
translation and tine, the twenty-one authors and critics who 
contributed to the 1923 Marcel Proust» An English Tribute 
do perceive many of the basic themes in Proust's novel.
Proust is defended against charges of snobbery, praised for 
his analytic skill and his subjectivity. The aost frequent 
comparisons are with Stendhal, in whose combined objectivity 
and romanticism George Saintsbury, Arthur Symons, Francis 
Birrell, Ralph Wright and Compton Mackenzie find a Proustian 
ancestor. Only Mackenzie contrasts the Stendhalian movement 
frem the general to the particular with the inverse Proustian 
movement.

Several of the English critics sense, but do not define, 
a structure in A la Recherche, generally linked to spiritual 
autobiography (J. Middleton Murry) or music (Ethel C. Mayne, 
Reginald Turner). The use of musical terminology to describe 
Proust's novel was a particularly modem phenomenon, which 
became increasingly popular in France and England after the 
1927 publication of E. M. Forster's Aspects of the Novel. 
Michel Raimond describes the development of a new critical 
concept of composition, based largely on musical analogies 
as coincident to "la mesure ou les romanciers aa dttournaient 
de plus en plus de raconter des histoires au profit de 
dfveloppements lyriques ou fantaisistes. . . . "  While
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Forster did not agree that the publication of the final 
volumes of A la Recherche would make the novel "a perfect 
whole" and endow it with an "eternal s h a p e , he did see 
the work as "stitched internally, because it contains

iirhythms." In Forster's analysis, music and literature 
share the ideal goal of expansion as final expression, and 
rhythm gives the novel an internal unity as valid as that 
achieved through the imposition of an external plot.

Perhaps the most interesting, because the least general 
and most suggestive of the positive appraisals in An English 
Tribute is Joseph Conrad's. His admiration is not for the 
heralded universal truths in the Proustian novel, but rather 
for the enlargement of the picture of humanity through 
Proust's disclosure of "a past like nobody else's. . • ."5 
Analysis, which is the basis of Proust's creativity, re­
places traditional descriptive technique of character por­
trayal. The beauty of the novel is, according to Conrad, 
in its appeal to "our sense of wonder."^

The generally positive tone inherent to the idea of a 
tribute attracts interest in the few dissenting essays.
For Symons, Proust's novel displays a particularly Latin, 
and terribly un-British, lack of reserve. Proust's ex­
ploration ef what the critio terms the "perversity of 
beauty" is cruel and abnormal.^ While Murry praises the 
analysis of love in Un Amour de Swann, and perceives the 
composition as reflecting a spiritual search for vocation,
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he terms Du cotS de chez Swann the work of a dilettante, 
and Un Amour de Swann "an irrelevant interlude."® These 
assessments recall the charges of Paul Souday, who found 
Un Amour de Swann not "positivement ennuyeux, male un peu 
banal. . . ."9 Arnold Bennett, perhaps the harshest of the 
detractors, considers Un Amour de Swann and the opening pages 
of Sodome et Gomorrhe Proust's sole achievements. After 
Swann. Bennett sees a decline into "orgies of self-indul­
gence," and the novel becomes monotonous and digressive 
The characters are never fully realised, and the lack of 
structure represents an "outrage of principles of composition 
which cannot be outraged in a work of the first order."11

The importance of Marcel Prousti An English Tribute 
lies more in the fact of its existence than in its content, 
While little can be gleaned of English insight into A la 
Recherche from the Tribute, a common acknowledgement of 
what Compton Mackenzie called "the most important literary 
phenomenon of our time . . ."12 does emerge.

Spain
Proust's originality, according to Ortega y Gasset's 

1923 "Le Temps, la distance et la forme chez Marcel Proust,” 
lies in the limitations of his quest. The Proustian search 
for a pure memory, one untouched by the present, unexplained 
by extraneous association, determines the modifications of 
time, space and form in A la Recherche. While his pre-
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is not the object or emotion remembered, but the act of 
remembering. For Ortega y Gasset, Proust is an investi­
gator, not a restorer, of lost time.

The introspective search for pure memory requires a 
closer approach to objects and emotions, and results in a 
radical transformation of literary perspective. Ortega's 
own theory of perspectivism, defined in £1 Tema Moderno 
as "the order and form that reality takes for him who con­
templates it"1^ finds, according to £. R. Curtius, its 
artistic expression in the Proustian novel. ^

Ortega situates Proust historically within the tra­
ditions of late nineteenth-century artistic, philosophical 
and psychological impressionism. By linking Proust to 
impressionism, Ortega accounts for the inward turn of the 
Proustian novel, and its necessarily microscopic vision. 
Impressionism, according to Ortega, is translated into a 
philosophic view of reality as composed of fluctuating 
sensory and emotive states\ similarly, in psychology, 
impressionism rejects the concept of a fixed "character", 
and regards personality as a series of perpetually changing 
states. Proust's impressionist tendencies compel him to 
describe objects by their inner structure, and the accumu­
lation of details, attacked by other critics, is seen by 
Ortega as consistent with the myopic vision of the Proustian 
universe. Proust's sentence reflects the contours of the
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growth of Maory, which, unlike reason, "precede par simple 
dilatation Q, , 3 Se souvenir Q . 3 e'est la croissance de 
l'espace lui-meme.

Impressionism, which is the source of the novel's 
originality, also determines its weaknesses. Ortega 
condemns the absence of movement in the novel, which 
modern readers praise as serenity, as an inevitable fault 
of impressionism. In abandoning the external form of 
things, Proust must deny any possibility of movement. The 
static nature of the Proustian universe, where one event 
does not provoke another event, but rather serves as a 
pretext for the growth of memory, "martyrise ce caractere 
dynamique de notre etre."^ Proust's style, in its 
"exploitation littlraire de cette 'delectatio morosa* que 
les Conciles ont si sffverement punie,"1? opposes and thwarts 
the reader's natural inclination towards movement. Ortega 
fails to see that the shift of perspective which makes the 
Narrator the center of the novel, rather than an appendage 
to the plot, eliminates the need for external events. The 
dynamism of the Proustian novel is contained in the dramatic 
portrayal of the evolution of thought.

Inpressionism also accounts, in Ortega's analysis, 
for the "caractere v^gltatif"1® of the Proustian characters. 
Lacking a definite, physical profile, the characters exist 
without will1 change comes not from within the character, 
but rather atmospherically, from "les climate physiques
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19et moraux qui les entourent aucceasiveaent.N In France, 
the concern for the abaence of will in A la Recherche was 
the province of the moral critics. Ortega's analysis of 
Proust's characters does not explain the role of will in 
the social progress of Odette and Mae Verdurin, or in the 
homosexual conquests of Charlus. The critic also fails 
to account for the extraordinary relief of the Proustian 
characters, dependent on the Narrator's perspective for 
description, and transformed by time.

The basic weakness of Ortega's analysis lies in the 
impressionistic bias of his approach. Cr&mieux, who studied 
Proust'8 impressionism extensively in XXe siecle. concluded 
that "Si 1'impressionnisme est a la base de son art, il ne 
lui paralt valable que digfrf, fix!, approfondi par 
1'intelligence. . . ."20 Where Curtius found an integration 
of impression and intellect, Ortega found only impression.

Germany
Ernst Robert Curtius spent the pre-war years in the 

bi-cultural province of Alsace. His early enthusiasm for 
the modernist and internationalist principles espoused by 
the Nouvelle Revue Francaiae and for the poetry of Stefan 
George was later expanded into a search for a European 
literature transcending the confines of both nationalism 
and traditional religion.

Curtius had first met Charles Du Bos in Berlin in 190*t,
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and again during tha 1920'a at the literary "dlcades" at 
Pontigny. Before Du Bos'e 1927 conversion to Catholicism, 
a 8hared cosmopolitan and metaphysical appraoch to liter­
ature drew Curtius to Du Bos. In Kritische Essays, Curtius 
describes Du Bos*s writing as marked by "an innate sympathy 
for £ . Tj 'Metaphysics', which is an element of the German 
awareness."21 Curtius' Platonic reading of Proust can be 
compared with Du Bos's contemporary finding, in Approxi­
mations. I, of a metaphysics in the Proustian movement of 
thought by virtue of which "nous sommes entrainfs, contraints, 
a rechereher, a poursuivre l'objet dans quelque 'apres', 
dans quelque 'par deli' de lui-meme. . . ."22

The aim of literary criticism, according to Curtius, 
is not to explain, but rather to point out and suggest.
In the first essay on Proust to appear in Germany, written
before the publication of Albertine disparue and Le Temps 
retrouvf, Curtius* combined thematic and technical approach 
leads to a perceptive and accurate description of both 
the basic Proustian themes and stylistic technique.

In his essay on Proust, Curtius acknowledges the simi­
larity between his own critical method and the one described
by Proust in his study of Ruskin. The primary virtue of
a critic lies in his sensitivity to the unique traits of 
an original artist. The critic's ability to perceive the 
individual traits of the artist depends on his own passivity 
and flexibility before the work. Once determined, the
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repetition of original construction* leads the critic to 
the discovery of the "rSalitS spirituelle"^ which forms 
the metaphysical foundation of the work of art.

Perhaps Curtius' most important contribution to Proust 
scholarship is his refusal to consider A la Recherche as 
either a psychological or a scientific novel. For Curtius, 
the fusion of intellect and impression determines both the 
content and the fora of tho novel. The dialectic between 
art and life, art and knowledge, and the relativity of 
time and space gained through a perspective view are the 
constants of Proustian thought. Knowledge is the instru­
ment which initiates and allows the perception of roality. 
Art and lifo operate in a reciprocal relationship, grounded 
in an intellectualism which is Nle sentiment d'une prise 
plus intense sur le riel. . . Just as Proust's art
is dependent upon his life experiences, so are the events 
described heightened by artistic associations (e.g., Odette 
and Botticelli, Charlus and Balzac).

Proust's relativism, frequently interpreted as skep­
ticism and cynicism by French analysts, is soon by Curtius 
as a multiplication of reality which, rather than denying 
value, extends value to all things. The origins of all 
other relativities (time, art, space, sleep, waking, etc.), 
lies in perspectivism. A positive relativism forms the 
creative principle around which the novel is structured, 
and is the mark of the novel's profound modernism.
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Curtius is remarkably perceptive in the sections 
devoted to stylistic analysis. The critic describes 
Proustian style as the transcription of a spiritual re­
lationship in which intellectual penetration of the im­
pression results in a perfection of form. The rhythm of 
the Proustian sentence is wholly personal, and the evocative 
power results not from an aribtrary accumulation of details, 
but rather from a "reproduction extraordinairement scrupu- 
leuse et precise des formes les plus caracttristiques de 
l ' e b j e c t . T h e  length of the sentence is a technical 
device to give greater importance to the closing thought.
Curtius was the first to note Proust's use of metaphors 
as instruments of knowledge necessary to the integration 
of the material into the spiritual. In his 1928 analysis 
of Proustian style, Leo Spitser would concretise many of 
Curtius' stylistic findings.

The esthetic allusions throughout A la Recherche join 
Proust to a classical tradition "qui so plait a trossor
autour dos situations de la vie quotidienne les guirlandes

26de la mfmoire littlraire." Proust's microscopic vision, 
however, breaks with the one-dimensional movement of 
classical art, and recalls the details of Oriental art.
The grandeur of Proust's art lies in the reflection, through 
the particular, of "le macrooosme de la totalit! spirituells."2  ̂
The concern for nuance, for a preoision and refinement in 
images and ideas, and the recurrent use of vegetal metaphors
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are seen by the critic as peculiarly French.
With the pastoral Combray as the center of the novel, 

both in the sense of geography and character development, 
the vegetal metaphor manifests itself psychologically in 
the Narrator*8 passivity, in the eaphasis on the instinc­
tual, on purity and innocence, and in the absence of 
antagonism between good and evil. The extension of the 
vegetal metaphor (which Curtius traces to Virgil), to
include a vision of society, is consistent with a moral

28and esthetic neutralisation of human life. In contrast 
to the demands of many French Catholic critics, Curtius' 
broader concern for spirituality in literature exempts 
Proust's novel from charges of immorality. Proust's con­
templative attitude is "au seuil de la mystique comae de 
toutes les autres formes suptrieures de spirituality."2^
In the transmutation of the material by the spiritual, 
in the esthetic sensation that allows transcendence of 
reality, in the intemporality of Elstir's paintings, 
fiergotte's novels, and Vinteuil's music, Curtius sees a 
complete metaphysics, containing "tous les motifs transcen­
dents du platonisme 6ternel. . . . Although Curtius' 
Platonic interpretation of A la Recherche may owe more to 
the critic's own philosophy than to Proust's, this reading 
persisted. In 1952, Curtius attributes Du Bos's alien­
ation from Proust to the French critic's all-consusdng 
Catholicism, and maintains that, in the metaphysics of



17k

Le Temps rotrouvl. "Du Bos's intuitive experiences also 
could haye found their place."31

Leo Spitser's 1928 "Le Style de Marcel Proust" is a 
■ore extensive demonstration of many of Curtius' suggestions. 
Spitser's approach to Du cot< de ches Swann, like Curtius', 
rests on general principles which correspond to Proust's 
own oritical esthetic. Literary works, viewed as "organ- 
ismes poStiques en soi . . . "^2 provide both the clue and 
the matter for Spitser's textual analysis.

The starting point for Spitser's critical method, as 
for Proust'si is the immersion of the critic in the atmosphere 
of the work. The constant interplay between intuition and 
intellect, between a view of Die part and the whole, between 
inductive and deductive reasoning, which Spitser described 
as forming a "philological circle", corresponds to the 
Proustian dialectic between subjectivity and objectivity. 
Spitser's analysis of a literary work is grounded in a 
reconciliation between the author's style and world view.
The critic is intuitively struck by a stylistic detail in 
the work, and proceeds, through an exhaustive study of the 
text, to find the common denominator which unites the detail 
with the whole. His criterion is coherence, derived from 
the harmony of style and world view.

Spitser's stylistic analysis of Du cotl de ches Swann 
confirms the critic's initial premise of a necessary 
relationship between Proust's style and subject, between
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the part and the whole. An analysis of specific Proustian 
stylistic devices (the varied rhythms, the prolongation of 
the sentence, the choice of vocabulary), establishes a 
unity of detail and spirit in Proust's novel.

The Proustian sentence, whose length reflects "sa 
(Proust's) faculty de voir simultanfment les choses les 
plus d i v e r s e s , " 3 3  typically reflects two simultaneous 
attitudesi the author's serenity and detachment, born of 
reason, are evident in the clear, disciplined structure of 
the sentence) his passionate search for reality and desire 
for proeision result in progressive self-corrections, 
hesitation, and accumulation of details and images. The 
complexity of the Proustian sentence is the translation of 
the author's complex view of reality.

Proust's serenity is stylistically transcribed in the 
symmetry of his sentences, in the use of punctuation to 
prolong the sentenoe, and in his choice of vocabulary, 
tense and grammatical constructions. The progressive 
divisions of the sentenoe, slowing its rhythm, are eventu­
ally dissolved in the ordering of a complex impression.
The parenthetical statements, which most frequently con­
tain facts external to the subjective impression, peripheral 
impressions, chronological indications, analyses of fact, 
caricatures, and assertions of general truths, are usually 
didactic in spirit and represent, for Spitser, "un neuvel 
aspect d'une meme technique* rattacher aliusivement les
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faits antra eux, pour rastltuar la complexity das relatione 
inhlrantas a la vie rialla."^

Proust's use of the subjunctive, condemned even by an 
adairer Ilka Crfaleux, Is seen by Spitzer as haraonious 
with both Proust'8 scientific spirit and the subject natter 
of his novel. The archaic character of the tense coaple- 
aents a work whose subject is the recapturing of the past. 
The use of the subjunctive to describe the doubts, fears 
and desires inherent in psychic experience eaphasizes the 
contrast with the author's objectivity. Spitzer considers 
Proust's use of "lequel" and "duquel", rather than "qui" 
and "dont” (attacked as faulty graaaar by French critics), 
and his use of the deaonstrative "ce", as characteristic of 
Proust's scientific tone and search for precision. The 
frequent borrowing froa scientific vocabulary, particularly 
that of ehenistry, is typical of Proust's concern for 
precision, coaposition and fusion.

Spitzer finds the subjective coaponent of the Proustian 
sentence to bo basically iapressionistic. The accuaulation 
of details provides the rhythaic ceapleaent to the coaplex- 
ity of iaprossion. The prolongation of the sentence is not 
arbitraryi a total iaprossion is described, and the length 
of the sentence is detorained by the duration of the vision. 
In a sentence constructed by the superposition of several 
levels, e.g., the description ef the stained-glass windows 
of the church at Coabray, the progress of the sentence
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follows the movement of the observer's eye, and "La pEriode 
proustlenne, Equivalent linguistique du regard, restitue 
un tableau clair et ordonnE du chaos qui e*offre aux 
y e u x . " ^ 5  Technically, the use of anaphors, indirect dis­
course, and "c'Etait" or "c'Etaient" enhance subjectivity.
The introspective quality of Proust's novel not only 
justifies his use of the subjunctive, but "entraine une 
recrudescence ou une rEhabilitation de ce subjonctif 
affectif."^ The a posteriori self-corrections, the constant 
additions to and embellishments of images are stylistic 
devices which reflect the necessarily tentative progress 
towards an understanding of reality. The recurrence of 
certain nouns ("irisation", "couleurs naissantes”, "appari­
tions"), and Proust's use of perspective as described by 
Curtius, are equally impressionistic elements of stylo.3?

Spitser's conclusions second those of Curtius< both 
German linguists find in Proust's style a synthesis of 
intellect and impression. Spitser's analysis, grounded 
in a precise and detailed study of stylistic traits, stands 
in contrast to the contemporary French approach to A la 
Recherche. While Proust was condemned in his native land 
as a dissipator of unity, Spitser finds the novelist's 
recurrent use of the prefixes "in" and "re" indicative of 
a search for "1*inaccessible psychique £ . 3* non la 
dEsorganisation de l'organique. . . . French analysts 
like Souday and Massis deplered the absence of will in
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Proust's noveli both Curtius and Spitzer see will as 
concentrated in artistic creation, in "la progression 
rlsolue des phrases vers leur fin, dans le scellement, le 
verrouillage de la phrase, . . .

Souday's charges that Proust's French was grammatically 
faulty (conceded by such admirers as CrSmieux and Pierre- 
Quint), and lacking in traditional "Latin qualities", are 
skillfully refuted by Spitser's analysis. The German critic 
finds the Proustian sentence rooted in French classical 
traditioni "C'est la phrase latine et fran$aise flargie et 
assouplie par l'onomatopfe impressionniste. . •
Proust's preference for "qui" and "que", rather than the 
present participle, restores seventeenth-century tradition, 
and his use of the subjunctive, which serves the dual pur­
pose of conveying scientific tone and emotional atmosphere, 
is seen as a preference for "l'archaisme et, par la memo, 
le 'classicisme' linguistique pfaftrf d'habitudes latines. . .

The critical method of Curtius and Spitser seems 
ideally suited to a study of Proustian style. Spitser's 
methodical demonstration of the classical and innovative 
aspects of Proustian style stands in contrast to the 
generality of the appraisals of such French supporters of 
Proust as Jaloux and Pierre-Quint.

America
Edith Wharton's 192^ essay, "Marcel Proust", in
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The Writing of Fiction, continue* the classical interpre­
tation practiced by French critics of A la Recherche.
Proust, by combining literary erudition with a particular, 
original vision, manages to advance from the past without 
disowning it, and thus renovates classical tradition. Like 
Riviere, Thibaudet and Abraham, Wharton finds in Proust the 
psychology of Racine and the anecdotal, discursive style 
of Saint-Simon. Proust's originality lies in his syntax, 
his desultoriness, and in the personal sense of values which 
determines the inward turn of his novel.

The unity of the early volumes derives from Proust's 
dual vision, his ability to see simultaneously the whole 
and the part, to maintain a balance between breadth of 
vision and "delicacy of touch."1*2 This technique is 
equally evident in Proust's method of character portrayal, 
where gestures and words anticipate later developments.

Wharton's condemnation of La Prisonniere as a work 
born of Proust's own physical and emotional illness leads 
to an essentially biographical analysis of what are described 
as "defects in moral sensibility" in A la Recherche. ^
The critic perceives "moral blindspots"^ in the work which 
result in a loss of "p r o b a b l e n e s s in the characters, and 
points particularly to the sadism of the scene between 
Mile Vinteuil and her friend. In the moral implications 
of Bergotte's death, which Crlmieux considered incidental, 
and Curtius interpreted as a model for the passage of
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resurrected time from the level of psychology to that of 
metaphysics, Wharton sees the key to Proust's moral attitude. 
The omission of any mention of moral or physical courage 
in this scene reflects, in Wharton's analysis, the fear 
(of death, responsibility, love, sickness) which dominated 
Proust's personal life, and forms "the hard delimitation of

h. 7his artistic temperament," 1

Wharton adds little to contemporary appraisals in her 
evaluation of Proust's classicism and morality. The 
apparent lack of physical and moral courage which, in 
Wharton's view, accounts for the moral deficiencies of 
A la Recherche, was condemned early in France, by Paul 
Souday, under the heading of absence of will, and would 
later become an integral part of Neo-Thomist censorship of 
Proust'8 novel.

The most interesting aspect of Edmund Wilson's 1931 
essay, "Marcel Proust", in Axel's Castle, is the critic's 
perception of not only a logical structure, but also an 
essential morality in A la Recherche. For Wilson, the novel 
has a symphonic structure, in whose overture, as Cr£mieux 
noted in XXe siecle, the reader is introduced to not only 
every important character of the following volumes, but 
also to all the philosophical themes.

The structure of A la Recherche, in Wilson's analysis, 
lies in the social episodes, which, although interrupted
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by meditations, trace a progression in both time and social 
asoension. In Du cotf de chez Swann, the socially diclasst 
salons of Mme Verdurin and the slightly mere important 
Mas* de St-Euverte are introduced. In the Guermantes volume, 
the Narrator's progress along the aristocratic hierarchy 
takes him from the salon of the once-scandalous Mme de 
Villeparisis, to the exclusive company of the Due and 
Duchesse de Guermantes, and, finally, to the rarefied 
atmosphere of the reception of the Prince and Princesse de 
Guermantes,

It is in the last three social episodes, all part of 
the worldly volume Le Cot< de Guermantes. that Proust's 
moral attitude emerges. Each successive social conquest is 
climaxed by an increasingly severe moral judgment. The 
poignancy of the grandmother's death is heightened by its 
placement immediately following the reception at Mme de 
Villeparisis’. The Due and Duchesse de Guermantes' lack of 
moral sensibility is most graphically conveyed in their 
reaction to Swann's announcement that he is dying. The 
guests at the Prince de Guermantes' soir£e snub Swann, long 
a welcome and sought-after member of their circle, because 
of his pro-Dreyfusard stand. In each instance, the vanity 
of the social situation is underscored by the pathos of the 
personal situation, and Proust destroys the social hierarchy 
he has so elaborately set up.

Wilsen links the contrast between the "false" values
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of the outer world and the principled, intimate family lifo 
portrayad in A la Recherche to a particularly Jewish sanse 
of aorality. Stendhal, Franco, Flaubert and Proust all 
display a cynicism traditional to tha French novelj however, 
Proust's sadness evolves through moral anguish, while dis­
illusion is implicit in the first pages of the novels of 
Stendhal, France and Flaubert. The alien who emerges from 
the circle of his grandmother's constancy is filled with 
the "apocalyptic moral indignation of the classical Jewish 
prophet" in his gradual discovery of the “false values" and

kgmoral mediocrity of society.
The structure derived from the successive social scenes

is echoed in the presentation of the Proustian characters,
who have roots in either the social world of the Guermantes
or the more spiritual world of Combray. The characters in
A la Recherche, by illustrating general principles, attain
universal significance. The Baron de Charlus, who symbolises
the conflict between masculine and feminine, intellect and
passion, owes his role as a tragi-comic hero to Proust's
"generous sympathy and understanding for even the mon-

49strosities which humanity produces. . . . "  Jacques 
Riviere had previously, using other terms in Moralleme et 
littfcrature, opposed the romantic process of rendering a 
a normal man a monster to the Proustian positivism whereby 
"d'un monstre concret" Proust "va fairs un etre non plus 
comma nous, mais commensurable a neus-memes, discernable
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a notre horizon, connaissable, praticable, determinable."^0 
Wilaon oountora the charge of diaintegration of personality 
linked to Proust's method of character portrayal, For 
Wilson, neither the characters themselves, nor their 
development are fragmented. What is discontinuous, and 
original in Proust, is the presentation of characters.

Wilson perceives both the role and the originality of 
La Prlsonniore. What is unconventional in the episode is 
its neglect of all the standard elements of a love affair, 
for "it is less the nostalgia for perished beauty and the 
pathos of wasted passions that move us than the amazement 
at their obliteration Wilson has no difficulty in
situating La PrisonnlSro within the framework of the novelt 
it is the central demonstration of the themes already 
distinguishable in the Swann-Odette and Saint-Loup-Rachel 
affairs, and eohoed in the Charlus-Morel relationship, the 
jealous tyranny of Mme Verdurin over the little clan, and 
the grandmother's constant sacrifices for the Narrator.
The lesson of the Albertine experience, where Proust con­
cludes that "les liens entre un etre et nous n'existent 
quo dans notre penste,"^2 points in the same inward direction 
as the futility of the excursions into society.

For Wilson, Proust's novel represents both the end and 
the beginning of an era, integrating as it does the tenden­
cies of both symbolism and modern relativism. The Proustian 
novel, the first important application of symbolist
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principles to the novel, whose subject is the decay of 
nineteenth-century nobility and romantic idealism is at 
the same time the literary equivalent of modem physics 
in the combination of Bergsonian philosophy and Einsteinian 
relativity through which time becomes a fourth dimension of 
the novel. The linear progression which Wilson discerns in 
the novel's social episodes was later found by Germanine 
Brie in the chronologically-ordered instances of involuntary 
memory. Wilson's structural and moral analysis of A la 
Recherche stands in contrast to the contemporary French 
interpretation of a circular composition, to Spitser's 
finding of a mosaic composition, and to the Neo-Thomist 
moral censorship. For Wilson, not the least of Proust's 
accomplishments is the construction of a "moral scheme out 
of phenomena whose moral values are always shifting."53

In his 1939 "The Universe of Death," in The Cosmolog­
ical Eve. Henry Miller continues many of the themes earlier 
advanced by Wilson. Miller repeats Wilson's dichotomy 
between the moral atmosphere of the alien, social world 
and the particularly Jewish values of the inner, family 
circle. As did Wilson, Miller perceives the importance of 
the Albertinc episode, which he characterises as "the core 
and climax"^ of the work, a "Gargantuan" study of doubt 
and jealousy that surpasses their previous incarnations 
in Hamlet and Othello.

A la Recherche is the literary representative of both
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the end of the nineteenth century and the initiation of a 
new age. In his surrender to his material, in his question­
ing of values (as opposed to Joyce's denial of values), in 
the revelation of the limits of the conscious mind and the 
concern for a world-view, Proust reflects the culmination 
of an age.

Proust's modernism lies in his inability to cope with 
reality, and his impressionism and perspectivlsa coincide 
with the emergenee of analytic psychology. The novelist's 
diffraction of incident and character alleviates the suf­
fering tone of the work, and deals the "death-blow to that 
school of realism which, pretending to be dead, had re- 
susoitated itself under the guise of psychologism."55 
The esthetic passages anticipate "the birth of a wholly 
new kind of artist," one whose subject will be the frontier 
between dream and reality.5^

While the criticism of Ortega y Gasset, Edith Wharton, 
and the contributors to Marcel Proust« An English Tribute 
continues the impressionistic and classical interpretations 
of the French, and thereby perhaps provokes less interest, 
the insightful studies of Wilson, Curtius and Spitzer are 
important additions to Proust scholarship. Most critics 
outside France were less oencerned with moral censerious- 
ness than conservative Catholics like Massis, Gabory, 
SeilliJre and Brasillaeh. The Germans and Americans shared
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a taste which did not find the classical and the innovative 
exclusive, and took an actual delight in the novel's 
defiance of easy category. Sensing the young century 
their own, they sought in Proust the future of the novel, 
rather than its denouement.
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CONCLUSION

It is a commonly remarked phenomenon that an original 
work, almost by definition, requires several generations 
before its originality is recognised and it takes its 
place as a standard by which other works in turn are judged. 
Contemporary critics, like the Buddhist blindaen and the 
elephant, know that they have something unusual in hand but 
are hard put te describe it in teras other than the usual. 
Succeeding generations build upon these descriptions and 
eventually a clear understanding of the work emerges.
A la Recherche, a work of such originality that it is today 
classed with Jaaes Joyce's Ulysses as one of the soainal 
works of modem prose literature, and which, aoreover, 
takes as one of its theaes the relation of esthetic under­
standing to tiae, is especially vulnerable to this phenoa- 
enon. This study docuaents the processes by which the 
understanding of Proust, as it existed on the eve of 
World War II, caae into being.

What eaerges aost clearly as a general characteristic 
of Proust criticisa during the period studiod is the 
disparity between critical enthusiasa for A la Recherche 
in the 1920*s and the rejection of the novel in the follow­
ing decade. The differing critical appraisals of the novel

191
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during these two decades coincide, to some degree, with 
the changing mood of the times. The immediate pest-war 
period's cult of the individual, of adolescence, of 
emotion and nostalgia read their concerns into A la Recherche. 
In the 1930's, a countering movement towards populism, 
HunanismeM and collectivism, joined with a romanticising 
of action and the intellectual appeal of Neo-Thomism con­
tributed to Proust's declining popularity.

In the 1920's, interpretations tended towards a 
reconciliation between past and present, between classicism 
and modernism. Whether approaching the novel from a 
psychological, philosophical or stylistic bias, criticism 
attempted to both place Proust within an historic tra­
dition and link him to contemporary trends in other 
disciplines.

While necessarily limited in scope, the critics who 
adopted a psychological approach to A la Rochercho arrived 
at the most positive appraisals of the novel. In their 
analyses of the psychological dimension of Proust's novel, 
Jacques RiviSro, and Benjamin Crfmieux after him, saw 
Proust as both a descendant of Racine and a contemporary of 
Freud. RiviSre's analogy between Proust and Freud, linking 
the novelist to the psychoanalyst through their common 
skepticism and scientific approach to affective phenomena, 
their simultaneous discovery of the symbiotic relationship 
of love and suffering, is the first modern reading of 
A la Recherche. Crfmieux' deduction of Proustian esthetics
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from the 1904 text, "Journfes de lecture", led te a 
psychologically-based legitimisation of Prouatian char­
acter portrayal, morality and style. Charles Ou Boa, in 
relating the lyriciam of Prouatian psychological analyaia 
to metaphyaioa, focuaed attention on the poetry of the 
novel.

In the 1930'a, paychological criticism is dominated 
by an increasingly technical approach to literary analysis 
and a rejection of the intense subjectivity ef the post-war 
years. Arnaud Oandieu's and Charles Blondel's application 
of psychological theory to A la Recherche analyse the part 
while losing sight of the whole. Although Robert Brasillach 
seemed somewhat sensitive te Prouatian poetry, both he and 
Ernest Seilliere seem untouched by modern psychology, 
involved in the past to the point of a crippling conserva­
tism. The psychologically-oriented critics of the 1930*s 
lacked the instinct, the curiosity and the courage of 
their colleagues in the preceding decade. The apparent 
lack of social conscience in Proust's novel, the literary 
movement towards a synthesis ef the individual and the 
collective in the works of Saint-ExupSry and Montherlant, 
the metaphysical reading of Malraux' novels, discredited 
a psychology now seen as the privilege of a vanishing 
leisured, egoistie class.

The prevailing Bergsonism and the common perception 
of Einsteinian physics in the immediate post-war period



contributed to a philosophic reading of A la Recherche 
greunded in theories of perspectivisa and relativisa. 
Certainly, Raaon Fernandes' search for aoral and philo­
sophic certainties in literature and Etienne Burnet's 
atteapt to establish a parallel between Proust and Bergson 
reflect more closely the preoccupations of their tiaes 
than a lasting interpretation of A la Recherche, Fernandes* 
infatuation with Meredith, whose stature had already coae 
under attack in England, governs his philosophic approach 
and distorts his analysis of Proust's novel. While Proust 
and Bergson do share a concern fer eeaaon probleats and 
theaes (tiae, aeaery, sleep, dreaa, intuition, art), 
their relationship has been shewn by aore recent scholar­
ship to have been considerably aore coaplex than originally 
perceived and greatly overrated. Burnet's analysis of 
Proust's Bergsonisa did, however, serve at the tiae to 
aitigate critical censorship of Proust as a straying 
Bergsonian.

The absence of God in Proust's novel, first noted 
by Frangeis Mauriac in 1922, becaae the focal point of 
aoral censorship of A la Recherche in the 1930's. While 
Bergsonian philosophy was interpreted in the 192®*s as 
the teaching ef a nerality feunded on life, a significant 
decline of Proust's popularity in France coincides with 
a resurgence ef religious orthodoxy. The deaand for an 
art inspired by traditional values led critics like
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Georges Gsbory and Henri Massis to a condemnatien ef the 
"immorality" of Proust's novel. It seems safe to suggest 
a correlation between the increased public awareness of 
Proust's private life, through the publication of cor­
respondence and memoirs, and the growing meral censorship 
of the novel. Proust's clear statement, in Le Temps 
retrouvf, of his esthetic and ethical position passed 
unnoticed.

The study of critical appraisal of Proust's style 
and composition provides perhaps the most flagrant ex­
ample of failure to perceive and accomodate originality.
The few positive evaluations of Proustian style showed 
the path of future scholarshipi Edmond Jaloux and Lion 
Pierre-Quint instinctively appreciated Proust's stylet 
Albert Feuillerat's theory of dual composition inadvertent­
ly focused attention on the poetry of the early volumes. 
However, Jaloux, Pierre-Quint and Feuillerat seem to sur­
round the subject without ever penetrating it. Paul 
Souday's condemnation of Proust's style as incorrect, 
Nun-Latin", clumsy, cluttered and imprecise, grounded 
in his attempt to apply past standards to present works, 
represents the dominant trend of the early formal criticism 
of A la Recherche, and one in which even so astute a 
critic as Andrt Gide initially shared. The novel which 
is today considered a standard of lucidity, of poetry, and 
of prose passed unrecognised in its own tiae.
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Feuillerat's attempt to impose a clear order of 
composition on Proust's novel, and Albert Thibaudet's 
effort to situate Proust historically within a tradition 
of Montaigne and Saint-Simon, while provocative, are 
evidence of the critical confusion attendant upon a work 
which does not conform to past models. Only CrSmieux' 
characterisation of a circular composition stands out 
against a background of censorship for lack of structure 
and organisation.

Proust's novel shocked and provoked the best intel­
lects of his time. While some part of the superficiality, 
lack of insight or misjudgment in appraising A la Recherche 
may be attributed to journalistic haste or academic con­
servatism, the study of the history of critical perceptions 
of the novel by Proust's contemporaries and his immediate 
successors tends to confirm Proust's own thesis, set forth 
in Contre Sainte-Beuvo and A la Recherche« the criteria 
by which an original work may be judged are intrinsic 
to that work, and the new work slowly creates its own 
audience. Proust's novel eluded explanation grounded in 
terms of the past, and forced those who sought to under­
stand it to adopt the novelist's own terms. Proust knew 
that an original work would be subject to charges ef 
difficulty or obscurity until the passage of time had 
allowed the growth of intimacy between the reader and a 
new language and structure.
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The fere® ef BeuYian biographical criticism, condoaned 
by Proust as misleading and extraneous, emerges clearly 
in the critical confusion between creator and creation, 
in the transference of terms describing Prist's social 
life (mondain, snob, esthete,salonnard) to a characteri­
zation of his novel.

While much of the criticism of the 1920's and 1930's 
now seems partial and ephemeral, deserving of the obscurity 
into which it has fallen, the instances of sensitive and 
lucid analysis of Proust's novel helped shape our present 
understanding, and determined in part the orientation of 
later criticism. Proust's most perceptive critics can be 
linked to later developments in both critical method and 
assessment of A la Racherche t Riviere's criticism, towards 
the end of his career, seemed te be evelving into a 
modern psychoanalytic approach to literaturei Du Bos has 
been credited by Poulet as an ancestor of critical identi­
fication! Thibaudet, in suggesting analogies between 
Proust, Saint-Simon and Montaigne, provided topics for 
further research! the writings of Jaloux, Pierre-Quint, 
Crfmieux and Feuillerat indicated the future direction 
of Proust scholarship towards an appreciation of what 
has proven te be the novel's nest lasting and valued 
quality, its poetry.

The novel was a grand synthesis of many esthetic 
trends of the time. While critics called attention to
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the treatment of those to which they were partisan, they 
often failed to note the more powerful dialectic.

The study of critical perceptien of A la Recherche 
during the 1920*s and the 1930's is of interest to both 
historians of criticism and Proust scholars. A case 
study of the perennial misunderstanding in the wake of 
an innovative work ef art, which later generations come 
to recognise as a definitive masterpiece, is the basic 
material essential to all students of this phenomenon.
A further history of Proust scholarship after World War II, 
the groundwork of which may be found in the present study, 
would contribute to an understanding of the prooesses 
through which our present reading of Proust has evolved, 
and conceivably reveal a continuity of developing per­
ceptions to which future readers of the novel might address 
themselves.
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